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PREFACE

Just like the history of photography, the story of The Handbook of Photography Studies has more than one beginning. On a practical level, the decision to start working on a book proposal came about in June 2015, during a conversation I had with Davida Forbes, who at the time commissioned photography titles for Bloomsbury Publishing. Davida attended that year's international conference that colleagues and I organize annually in the Photographic History Research Centre at De Montfort University in Leicester (United Kingdom), where I have taught and worked with students of all academic levels since 2013. The conference was dedicated to the exploration of photography in print. In hindsight it probably provided an appropriate background for the discussion Davida and I were having around the question of what themes and topics might scholars in the arts, humanities, and social sciences want to read about in a printed volume on photography studies.

To find an answer, I reminded myself of the many questions I carried around when I studied the history and theory of photography and photographic practice during my bachelor and master's education. I also reflected on all the things I tried to understand when I wanted to learn how to work with photographs as social, cultural, and historical primary research sources during my years as a doctoral research student. Although already then I knew that one volume could not possibly satisfy all my interests, I remember clearly how much I was hoping to walk into the library one day and find a book that would help me understand: how do photography scholars go about researching; how do they evaluate the sources they encounter; what informs their thought processes; how do they put theory into practice; how do they employ photography in disciplines not so familiar to me; what research approaches are "in"; how come other approaches are all of a sudden "out"; did everyone around the world understand and practice photography the same way throughout the medium's history; does everyone understand and practice photography the same way in our time; and so on and so forth. Many of these questions ended up informing the way I decided to structure the handbook and the choices I had to make about its scope. It is, therefore, safe to say that my wish to have such a book when I had just begun my journey into the academic study of photography—and also later, when my research interests gradually shifted—can probably be considered as another beginning for the story of the present volume.

Editing a book with only one's own interests in mind is probably never a good idea, however. To keep myself in check as it were, I considered the courses and modules I have delivered since I began working in academia in 2006. I also brought to mind as many recollections as I was able of the questions my students have raised during sessions and one-to-one meetings over the years. I asked myself what worked well, what was less effective, what students struggled with most, what could help them make additional progress, and what kinds of informative texts I wish I could have shared with them. As earlier in life I worked as a photojournalist, photography archivist, and editorial and commercial photographer, and because I also practiced and exhibited fine art photography, I have had the privilege of working with students in diverse academic fields since I joined academia. Some of them trained as professional and fine art photographers. Others specialized in history and theory of photography. Still others researched social, cultural, and political histories as well as other realities with photographs. Bearing in mind the curiosities, needs, and skill sets of this distinct range of students has led me to bring into the handbook an equally diverse range of scholarly voices from discrete academic backgrounds in order to showcase and communicate the intellectual wealth of the field of photography studies. In this sense, it could be said that each of the student cohorts I have worked with so far marks another beginning moment in the story of this handbook.

Despite my attempt to make this volume as wide ranging and inclusive as possible, it would seem that every book must have its word and page limit. Large, thick, and heavy as it may be, this handbook, similar to any other, was mainly designed to offer a detailed but still broad overview of the field it covers. It discusses its histories and it explains the key methodologies field scholars have employed. It considers a diverse range of historical and current photographic technologies and practices. It also gives generous information about the field's subjects of interest. Although there are indeed other themes and topics I had to either leave out completely or play down, so to speak, the handbook makes the field's numerous excitements clear and accessible, demonstrating why photography has mattered so much since its appearance, why it still greatly matters today, and how we might go about studying and understanding its significance even better.

Anyone who might have edited an academic book, especially of a large scale such as this handbook, will know all too well how much time and work it takes to endeavor to make it read and flow as if every part, chapter, paragraph, and word has fallen into place naturally. Truth be told, the result often conceals enormous efforts that even most of the contributors to the publication are not aware of, as they are usually only familiar with what they experienced while writing their chapters and responding to the editor's comments, queries, and requests. Editors greatly care about their contributors and the satisfaction of those. At the same time, they have many other responsibilities to attend to that go beyond their work on the texts submitted by the authors. Conceptualizing, commissioning, negotiating, tweaking, accommodating, and persuading are but some of the activities I carried out to bring the idea of this handbook to fruition, always keeping in mind the needs of interested readers above anything else.

The reason I refer to my editorial duties and the challenges they entailed is because one can rarely complete such a project without the help and assistance of others. The project of which the outcome is this volume is no different and, indeed, along the way I had the honor of meeting, working with, and consulting some magnificent people who certainly deserve special mention.

A lineup of people at Bloomsbury Publishing have provided me with help and sound advice throughout the four-year period of my work on the volume. I am grateful to each one of them, but two were particularly instrumental at key moments, and they deserve a more personal acknowledgement in my opinion. For her unconditional support and guidance from the moment I began writing the proposal for this volume and until the latter was commissioned, the first of them is Davida Forbes, whom I mentioned earlier. The second is Sophie Tann, who assisted me especially during the year leading to publication of the volume. I am thankful to Sophie for being always ready to make time to address my questions and provide me with the help I needed in order to keep the production of this volume on track.

Next, I would like to thank all the chapter authors across this volume, not least for working with me to make their fabulous contributions even stronger and clearer. It is of course above all because of their commitment that I was able to turn the dream of this volume into a reality. In particular I want to thank Martha Langford, Jane Lydon, and Douglas Nickel for providing me assistance and good advice throughout the process, whether by recommending authors, sharing impressions, or discussing ideas. I am especially grateful to Elizabeth Edwards with whom I have had the pleasure of working at the Photographic History Research Centre. Our countless conversations about this handbook and about photography more broadly have certainly informed many of my editorial choices and decisions regarding the selection of authors, themes, and topics included here. If the volume still has any flaws, however, let all the blame be on me.

Many thanks must also go to all individuals, institutions, and organizations who have granted permission to include copies of the images reproduced in the volume. The authors and I have made every effort to obtain permission to publish copyright material but if for one reason or another a request has not been received, the copyright holder should get in touch with the publisher.

Now that work on this volume is complete I can say with confidence that it offers a series of thoroughly informative introductions to the highly diverse field of photography studies and its interests. As on many levels it is the volume I have always wanted to have to teach from, I dedicate it to all the bachelor, master's, and doctoral students I have worked with at University College London, Chelsea College of Arts, the University of Huddersfield, and De Montfort University, as well as to those I will work with in the future.

Gil Pasternak, Editor, 2019






Introduction

Photography Studies’ Prehistory, Formation, and Evolution

GIL PASTERNAK

As recently as less than half a century ago analytical photographic literature was sparse, and dedicated photography scholars were uncommon. Writings about photography from that time predominantly focused on issues related to techniques of image production and the organization or meaning of visual content (Newhall 1964; Szarkowski 1966, 1978; Berger 1972; Sontag 1973). United by their approach to photography as a universally coherent entity, they tended to raise questions concerning the difference between photographic images and other image types, such as paintings, drawings, and engravings. Most of them also included critical evaluations of the photographic medium's complex relationship with reality and the aesthetic of Realism. The semi-polemic nature of these writings cultivated some readership, especially among philosophers, journalists, and art critiques. Scholars and the world of academia, however, remained largely uninterested in the study of photography, and academic publishers usually showed no interest in publishing on the subject.

Today, at the end of the second decade of the twenty-first century, this reality could not be more remote. Photographic scholarship is readily available and the number of self-identifying photography scholars is steadily increasing. While this statement may primarily apply to the Anglosphere, a similar situation is rapidly becoming noticeable in Western Europe, and Eastern and Central European as well as Middle Eastern scholars are also following suit. Whether in North America, Australia, South Africa, the Middle East, Western, Central, or Eastern Europe, photography scholars come from a diverse range of academic disciplines, from history and art history to anthropology, archaeology to sociology, literature to geography, and others. They also come from many subject areas, such as visual culture, area studies, politics, museum studies, cultural heritage, and gender studies. As such they write on topics concerning recent as well as more distant photographic practices, uses, and cultures, rejecting the perception of photography as a coherent and predictable medium. Instead, their works suggest that social processes, cultural customs, and relational connections are at the very heart of the entire photographic apparatus. Current scholarship considers these as the defining factors of photography's many manifestations, uses, practices, and methods of distribution.

The fact that discussions in the field are now first and foremost informed by discourses that underpin research in academic disciplines in the arts, humanities, and social sciences has also influenced the way in which photography scholars write about photography. They have largely turned away from mere criticism and polemics toward inductive research and argumentation strategies. So, they delineate the diverse uses of photography and the different functionalities that photographs serve. Thus, the study of photography not only emerges out of academic interest in other sociocultural phenomena, but it also transforms the ways scholars conduct research into such phenomena. At the turn of the twenty-first century, in other words, the world of academia is open to the study of photography and to the use of photographs as sources. Encountering essays on photographic records and data collection in textbooks on qualitative research methods is no longer the exception (e.g., Pink 2001: 49-76; Tinkler 2013; Rose 2016).

With this significant growing interest in photography and the subsequent increase in photographic scholarship, photography studies has become fully absorbed into the knowledge economy. Leading European, North American, and British academic publishers either have a subject category dedicated to photography in its broader sense, or at least they compile book series designated to scholarship in the field. Many of them solicit monographs and edited volumes on photography and photographic historiography. Some also distribute subject-specific journals, including History of Photography, Photography & Culture, Photographies, and Philosophy of Photography, and additional titles also exist, both in English and other languages. Where publishers have not yet established dedicated journals, they have at least expanded the scope of their subject-related journals to include photography as an additional theme, and invited field experts to join these journal editorial advisory boards.

So, how has the field of photography studies gained prominence in academia and the cultural industry? What has it been concerned with? Where is it situated in the academy, and what contributions has it made to society and culture more broadly? Beginning with this very introduction, The Handbook of Photography Studies answers these and other questions through examinations of the involvement of photography in academic research, alongside comprehensive discussions of scholarly research on photography. Its main intention is to present a broad view of the field and provide the increasing number of students of photography with informative knowledge about the multifaceted issues and debates that field scholars have grappled with since its formation. Along the way, the volume introduces some of the field's pioneering and innovative studies, together with its prevalent research themes and approaches. Their discussion showcases the wide range of photographic practices and applications that have constituted the field's centers of attention, foregrounding some of the social and cultural meanings that photographs acquired at different moments in time and in different places.

One can of coarse find numerous other introductory volumes to the field, some of which have become classic references since their publication: Ben Burbridge and Annebelle Pollen's edited volume Photography Refrained: New Visions in Contemporary Photographic Culture (2018); David Bate's Photography: The Key Concepts (2009), at the time of writing in its second edition of 2016; Liz Wells's edited volume Photography: A Critical Introduction (1996), now in its fifth edition of 2015; Mary Warner Marien's Photography: A Cultural History (2002), now in its fourth edition of 2014; Stephen Bull's Photography (2009); Liz Wells's edited collection The Photography Reader (2002), now in its second edition of 2019; among many others. The Handbook of Photography Studies is unique in its attempt to bring together specialist contributors from the field's widest possible range of academic environments while providing them with a relatively generous space to discuss what the study of photography entails in their area of expertise.

Yet, inasmuch as I have made every effort to bestow on The Handbook of Photography Studies the ability to impart all the knowledge one may need in order to join the field and expand its scope, it must certainly not be used as a replacement for any other subjectspecific introductory book. "Attempting to write an introduction to this dispersed field feels like a vain task," writes Steve Edwards in the preface for his Photography: A Very Short Introduction (2006: xi), one of the field's richest introductory books despite its modest length. Edwards's point is that there are simply far too many ways to think about photography and approach its study in a world in which "photography runs in all directions, permeating diverse aspects of society" (2006: xi). Whereas, indeed, many more viewpoints are equally important, so The Handbook of Photography Studies endeavors to reflect the state of the art in the year of its publication, at the same time as it explores how the field has got to where it is in the present. The volume's structure and the selection of the themes it covers are informed by the research topics dealt with in influential field publications coupled with those addressed in international workshops, seminars, and conferences that were held during the four-year period of its making. The handbook's five parts and 28 chapters are thus designed to equip scholars and new generations of students with knowledge and understanding that should simultaneously assist them to delve with great ease into any study in the field and pave the way for the field's future.

THE FIELD’S PREHISTORY

Scholars making their first steps into photography studies are likely to find it surprising that its origins in academia go back only as far as the 1970s, when it was hardly recognized as a subject area or field (Nickel 2001: 555). Scholars and academics, cultural critics, curators, and collectors did dedicate some of their writings to explorations of photography before that period. The most well-known examples include Walter Benjamin ([1931] 1999), Beaumont Newhall (1937, 1938, 1964), Robert Taft (1938), Gisele Freund (1936), Helmut Gernsheim (1955), Roland Barthes ([1961] 1977, [1964] 1977), and Pierre Bourdieu ([1965] 1990). It was not before the late 1970s, however, that academia began treating photography as a conventional subject of study and object of research. This is surprising of course because even in the most conservative accounts of the history of photography, the medium's origins date back at least to the 1830s (see also Batchen 2002: 2-24; Sheehan and Zervigon 2015).

To clarify the chain of events that eventually led to the subjection of photography to systematic scholarly studies, we first need to recognize that none of the nineteenth century's academic disciplines could ignore the arrival of photography. Alongside the railroad, the telephone, the telegraph, electricity, and other developments from around the same time, photography had speedily come to be one of the symbols of modern life in a rapidly changing industrial world. Similar to its sister inventions whose benefits collapse the order of space and time, photography was seen to turn what is far away closer to home, render the absent present, make observable what may otherwise be invisible, and prolong the lifespan of endangered organic and material species through their visual reproduction. With but few anomalies in certain areas of study, nineteenth-century scientists utilized photography to investigate the many natural, social, and cultural wonders of the world, while artists and fiction writers turned to photographs for inspiration and education.

From among the various academic disciplines that opened their doors to the photographic process in the nineteenth century, the involvement of photography with art history, anthropology, and the late-arriving discipline of sociology is of most interest to the narration of the "prehistorical" period of the field of photography studies. Similar to other nineteenth-century academic disciplines, at first none of these took interest in photography as a subject of study in its own right. Yet, contrary to scholars in other well-established academic disciplines, numerous art historians, anthropologists, and sociologists would eventually become some of photography's most studious investigators. In a relatively short period of time, they would shape its academic study in line with their disciplinary concerns, and before other disciplines would take almost equal interest in the medium. Despite some earlier sporadic endeavors, however, none of this happened any earlier than the later second half of the twentieth century.

The complex relationship between photography and art is perhaps one of the most well-recorded debates in photography studies (Trachtenberg 1980). The nineteenth and most of the twentieth century saw fierce battles between these who understood photography as a mere mechanical instrument and those who defended its capacity to produce images of artistic value, thus to find a place alongside the other arts (Snyder and Allen 1975). As photography would gradually enter into art galleries and museums from the late nineteenth century onwards, it is often inaccurately assumed that the discipline of art history played a major role in promoting the perception of photography as a legitimate art form. There is no doubt that, especially in the first three-quarters of the twentieth century powerful art galleries, museums, curators, and markets endorsed the appreciation of certain types of photographs as artworks of equal significance to any other work of art. Such powers, however, must not be conflated with the academic discipline of art history.

Art historians and learned art historical societies did find in photography a friend as early as its inception, but primarily as an auxiliary to art production and education (e.g., "Photography" 1855; "Photographic Society" 1855; "Photography" 1858; Yapp and Calvert 1866; "Photography and Art" 1881). When during the nineteenth century academic articles referred to photographers who demonstrated some artistic inclinations, they normally defined such photographers as aspiring artists. The more liberal authors anticipated that, if photographers sought to acquire art education, perhaps one day they could produce work of artistic value ("Art. Progress of Photography" 1873). Although later, in the first half of the twentieth century, academic art historians would praise the work of photographers who obtained such education and put it into action, they would equally criticize its similarity to the works produced by artists in more traditional media. Otherwise, art historians found little to no interest at all in considering photography a subject of study relevant to their discipline.

This state of affairs largely remained the same even when in the late 1930s Beaumont Newhall mounted the exhibition Photography 1839-1937 at the Museum of Modern Art in New York. Featuring over 800 photographic items and filling the Museum's four floors, the exhibition certainly helped secure photography's place among the arts. But it took four more decades before the discipline of art history began paying equal attention to photography as it did to any of the perceived traditional arts in the 1930s. In the meantime, the most influential publications on art photography would be written by museum curators and photography collectors.

The involvement of photography with anthropology was no less complicated. Prior to anthropology's formal establishment in France in the late 1850s, the majority of scholars who later formed the discipline worked as ethnologists. Exploring the origin of nations and their relationships with one another, they aimed to reconstruct a comprehensive account of the history of humanity. Ethnologists normally operated in their own home countries as armchair travelers, studying the other nations through their languages, traditions, moral characteristics, and appearance. Their primary research sources included the diaries and accounts of actual travelers, coupled with perceived indigenous cultural products. Especially from the relative simplification of the photographic process in the 1840s, ethnologists considered photographs as useful visual sources for comparative studies.

This changed, however, when Charles Darwin published his 1859 theory of evolution of species, which gained prominence among natural history scientists in the 1860s and 1870s. It was now necessary to frame the study of nations through the physical and social environments they occupy. Studying nations through isolated sources would not suffice. Much more detailed and richer empirical evidence was needed to allow researchers a greater level of access to the life of others. Anthropology mostly emerged in response to this need, prompting research into the dynamic nature of the life lived by indigenous groups through its study in their own environment (cf. Poignant 1992).

Photography was very good at recording isolated surfaces but not as good at accounting for sociocultural change, adaptation, and similar processes that occur as such over a period of time. By the late nineteenth century anthropologists had therefore abandoned the photographic process. The responsibility to verify data now lay primarily with the fieldworker, although it must be said that some still advocated the use of photography in fieldwork. British anthropologist and colonial administrator Everard Ferdinand im Thurn (1893), for example, argued that photography could help maintain records of how cultural products are used, while by themselves the products cannot always provide such information. Yet, because the late nineteenth-century institutionalization of anthropology emphasized fieldwork observations as the discipline's central practice, by the 1920s anthropologists were expected to demonstrate their immersion in the field through its detailed, written description. Anthropology became a discipline of words and, with few exceptions, photographs had no place in this environment (see also Edwards 1992; Pinney 1992; Banks and Morphy 1997).

Photography's relationship with sociology was quite similar to that it had with anthropology. Established in 1895, the discipline's founders did not employ photographs in their research, but sociological studies accompanied by photographs did begin appearing in the American journal of Sociology as early as 1896. Being the discipline's most influential journal in its time, its photographically illustrated articles suggest that at first sociology welcomed photography with an open mind. Authors who employed photographs in their articles mostly used them to enrich their readers' experience, rendering visible the individuals and environments they described (e.g., Blackmar 1897, 1897b; Fairchild 1899; Zueblin 1899).

In 1905, however, photographs disappeared from the journal and would not be printed in its pages for the following five years (cf, Stasz 1979). It has been suggested that sociology distanced itself from photography at that particular moment because the early twentieth century coincided with the growing popularity of the pictorialist movement, which promoted photography as an expressive art form and thus inadvertently challenged the perception of the camera as an objective mechanism. It has also been suggested that sociologists started thinking of photography as too mundane a tool for scientific use because around the same time the camera became a popular domestic object, used by families to make records of their celebrations and day-to-day activities. In addition, the loudest voices in sociology—Albion Woodbury Small, the editor of the American journal of Sociology among them—dismissed works that resembled the scandalmongering newspapers of the time, where in the late nineteenth and early twentieth centuries articles using photographs grew in abundance. Sociologists thus excluded photographs from the discipline's conventionalized landscape, considering them a threat to sociology's reputation.

When photographs finally returned to illustrate scientific articles in the American Journal of Sociology, in contrast to the photographs published between 1895 and 1905, they did not merely describe the environments, objects, and people encountered by the researcher during work. Rather, they illustrated studies whose topics centered on the physical living conditions of those considered in the article. As such they provided some empirical evidence in support of findings (e.g., Breckinridge and Abbott 1910, 1911; Hunt 1910; Schelle 1910). Yet, photographs now appeared in the American journal of Sociology less frequently than they did during the discipline's first decade and almost no sociologist would consider photography to be of relevance to the discipline before the second half of the twentieth century (cf. Stasz 1979).

The early relationships of photography with the disciplines of art history, anthropology, and sociology indicate with much clarity that, although all three acknowledged the growing presence of photographs in Euro-American societies and cultures, each of them considered photography as a potential hazard to its already existing or rising academic prestige. Precisely because in the nineteenth and early twentieth centuries these disciplines were the ones most interested in social practices and cultural products, no comprehensive scholarly studies of photography's manifestations developed during this period. With the few exceptions I mentioned right at the beginning of this section, systematic scholarly research into photography was practically nowhere to be found.

THE FIELD’S FORMATION

There must be more than one way to explain what eventually led to the establishment of photography as a subject worthy of systematic scholarly attention. After all, the research directions taken up by universities, research institutions, and scholars more broadly, are not only determined by deep intellectual analysis, but also, perhaps even mainly, by complex internal and external politics, social and cultural processes, and economic conditions. In particular, Part I of The Handbook of Photography Studies offers analytical accounts of the emergence or development of photography studies. Not intending to merge them into one coherent history, I suggest that nonetheless they broadly converge to a series of interrelated questions concerning the influence photography has exerted on the making and administration of material culture (which includes the visual field) in the social, political, economic, and intimate spheres. Tracing the origins of some of these leads us to the work developed at the Institute for Social Research in Frankfurt, which relocated to New York's Colombia University in 1934 (following Adolf Hitler's rise to power in 1933) and reopened in Frankfurt in 1951. Strictly speaking, the Institute for Social Research was not concerned with photography but it played a major role in reshaping the world of (Western) academia of the second half of the twentieth century. Understanding how can reveal the processes that led photography to become a subject of academic interest, which research problems tended to guide photography scholars in the field's formative years, and what conditions have led to its eventual establishment.

The work carried out by members of the Institute for Social Research most often drew on Karl Marx's thinking and, as such, it usually offered critical assessments of the philosophy and operation of capitalist control (Wiggershaus 1994; Jay 1996). Sociologist Max Horkheimer, who was the director of the Institute between 1930 and 1951, believed that the dissemination of scholarship on this subject could assist the working classes reclaim their power to resist their repression by capitalist politics. Members of the Institute and their affiliates—collectively known as Frankfurt School critical theorists—took upon themselves the task of exposing capitalist philosophy through the study of the social processes that enable it to prevail. In particular, studies by Max Horkheimer, Theodor Adorno, and Herbert Marcuse demonstrated that capitalist ideology employs traditions and the concept of science to colonize the spaces of everyday life, perpetuate conservative thinking, dictate conformist behaviors, and suppress alternative ways of thinking and being. Importantly for our discussion, they subsequently promoted the critical study of all forms of knowledge and the communication channels used to mediate information as truth. Unearthing competing accounts of reality in the past and present has become their main goal.

Frankfurt School scholarship particularly influenced British and American educators, artists, and activists in the 1950s and 1960s, contributing to the emergence of environmentalist, feminist, human and gay rights movements, and the student movements of the 1960s and 1970s (see also Barker 2008). University lecturers together with their students in the arts, humanities, and social sciences also imbibed the neoMarxist scholarship of the Frankfurt School and employed its methodologies in their own research projects. Meanwhile, other neo-Marxist theorists, such as the French political philosophers Louis Althusser and Michel Foucault, gained prominence in Western Europe and their work was rapidly made available to English speakers elsewhere. By the 1970s neo-Marxist radicalism permeated into all aspects of life in the West and a new sociocultural environment emerged.

The enthusiastic absorption of neo-Marxist theories into academic circles meant that in the 1960s and 1970s Western scholars assumed two key responsibilities. One was to dismantle all canonical bodies of knowledge with the intention of salvaging contesting insights to repressive capitalist conservativism. This agenda prompted the development of cultural, colonial, ethnic, and feminist studies, leading scholars to revise western history to include knowledge about Western repression of women and minority groups, as well as about Western maltreatment of Asian, African, and Oceanian societies during the period of neo-Imperialism. The other responsibility scholars assumed at the time was that of committing themselves to studying how the cultural products disseminated by capitalists render the masses susceptible to acceptance of socially conformist ideas about moral, cultural, and political values. Scholarly endeavors on that front prompted the development of media studies and reoriented the scope of research in communication studies.

The transformation of the academic landscape in the 1960s and 1970s compelled scholars to leave no stone unturned. Soon photography was identified as one technology that has been used to generate and preserve knowledge, as one medium that has been used to communicate information, and as one dominant participant in the production of mass culture (Pasternak 2018). This moment in the development of Western academic thought brings us back to the disciplines of art history, anthropology, and sociology. Although some twentieth-century sociologists and anthropologists published works on photography prior to the 1970s, they only appeared sporadically and, at least at the time of their publication, they made no substantial impact. Conversely, in the 1970s a number of anthropologists and sociologists with specific interest in processes of human communication responded to the attention that neo-Marxist scholars gave to mass culture. Owing to the growing influence neo-Marxist theories had on the development of Western academia, toward the mid-twentieth century sociology and anthropology grew much closer in their disciplinary aspirations and their dedicated journals featured research from both. When neo-Marxist thinkers framed mass media as a set of ideologically charged means of communication, some anthropologists and sociologists began to understand visual media as significant forces in the organization of any society in which they exist. Feeling that ignoring popular visual culture would render studies in their disciplines incomplete, in 1972, for example, anthropologist Jay Ruby and communication scholar Sol Worth founded the Society for the Anthropology of Visual Communication as a section member of the American Anthropological Association. While examinations of the role photography plays in social life did not appear immediately afterwards, this moment in the history of the two disciplines sowed the seeds for the rich and complex photographic scholarship they would generate in the late twentieth century, when the study of photography would become relatively conventional elsewhere in academia (see also Pink 2006: 1-38).

The 1970s was a moment of self-reflection in other academic disciplines, and art history was not spared. For the generation of scholars educated during the radicalization of Western universities, art history was just another conservative discipline (Zerner 1982). Its adoration of white male artists, its treatment of such artists as genius masters, and its keen collaboration with the art market marked art history as a stagnant discipline, compliant with conservative bourgeois ideologies. Art history's research questions, objects, and methodologies needed to change, and the discipline conquered. The new generation of art historians became engaged in the study of intersections of cultural products and biopolitics. As a group they were later referred to by the term "social art historians." Those of them who were interested more specifically in exploring connections of photography and biopolitics, however, soon attracted the interest of fine art photographers who joined the effort. Perceiving art history's long-lasting rejection of photographs as a venue that had to be explored, in the 1980s they became known as "photography's social historians." Some of them, such as Christopher Phillips (1982) and Douglas Crimp (1989), questioned photography's historical grand narratives, promoted primarily by the curators of photography at the New York Museum of Modern Art, from Beaumont Newhall to John Szarkowski. Others, such as Sally Stein (1985), Deborah Bright (1985), and Abigail Solomon-Godeau (1986) inserted photographs made by women into art historical studies or analyzed the photographic traditions that assisted in framing women as naturally subservient to male domination and sexual desires. As a group, photography's social historians fleshed out the impact of historical social conditions on photographic production and the development of institutional photographic practices (artistic or not), as is most noticeable in the work of Allan Sekula (1984, 1986) and John Tagg (1988). This was arguably one of the group's most significant contributions to the establishment of the field of photography studies, as in doing so they legitimized, as it were, the study of any photograph and any use of the medium.

The literature written by these photography scholars and others who shared similar aspirations paved the way for the golden age of photography studies. Whereas Roland Barthes could not be defined as one of photography's social historians, his now classic essay Camera Lucida (1981) must be mentioned in this context. Camera Lucida promoted investigations into the impact photographs make on the social and emotional lived experience of their spectators. Not altogether dissimilar to the work photography's social historians developed around the same time, Barthes studied photographs that came from a wide range of sources, taking interest in the work they do in cultural, social, and intimate spaces alike. The text made an immense contribution to the establishment of the field of photography studies, sketching extensive directions for further research into photography's many manifestations both in private and public environments. Nevertheless, we must remember that, contrary to Barthes's Camera Lucida, the scholarly endeavor of photography's social historians revolved specifically around the analysis of photographic conventions that served Western social institutions of power. Although as such it paid almost no attention at all to any other photographic uses or cultures, combined with Barthes's insights, it made scholars in other disciplines cognizant of the social, political, and cultural work photography performs in the environments of everyday life, by its mere presence, and through its images, objects, and uses alike.

Scholars now had a body of historical and theoretical scholarship to draw upon should they have wished to open up additional spaces for the exploration of photography in their areas of expertise and beyond. From the late 1980s, but especially in the 1990s and early in the twenty-first century, sociologists and anthropologists joined the revisionist project, and contributed a large number of studies about private, personal, and cultural photographic practices (e.g., Chalfen 1987; Pinney 1997; Poole 1997; Pinney and Peterson 2003). The fact of the late nineteenth- and early twentieth-centuries' rejection of photography from their disciplines in itself encouraged them to embrace its study, whether as a means to reflect on the histories of the two disciplines or as a way to contest conservative disciplinary conventions (see also Pasternak 2018).

A FIELD, NOT A DISCIPLINE

The five parts of The Handbook of Photography Studies provide additional insights into the relationship between photography and academia, partly through discussions of its development from the 1970s to the second decade of the twenty-first century, but mainly by foregrounding the subject matters photography scholars were concerned with during that period. Part I discusses dominant histories and theories of the medium alongside analysis of the methodological approaches scholars use in its study. Part II is concerned with contemporary uses and studies of photography in connection with well-established academic disciplines such as philosophy, history, and archaeology. Part III introduces key issues and debates that have largely underpinned photographic scholarship since the formation of the field, including photography's relation to science, popular cultures, and the construction and understanding of gender and ethnic identities, among others. Part IV looks into histories of photography and photographic scholarship in a range of distinct countries and cultural environments such as Australia, the Middle East, China, and Southern Africa. Finally, revolving around themes such as viewing and display technologies, domestic photography, archives, museums, and photography in print, Part V features accounts of various types of interactions with photography, alongside approaches to the study of its uses in distinct spheres.

Together, the five parts delineate the scope of the field of photography studies in the early twenty-first century. Leaving it for the five part introductions and individual chapters to provide analysis of the field's various research strands, I would like to use this section of the introduction to the volume to explore some of the factors that have accelerated the study of photography and affected the shape of photographic scholarship especially since the 1990s, where my discussion in the previous section stopped. In doing so I also want to explain what territories photography scholars dominate, as it were, and what, despite its growing popularity, characterizes photography studies as an academic field and not a discipline.

The commercialization of digital cameras and scanners in the 1990s meant that photography became even more present in everyday life than ever before. Photographic images became even more abundant and began appearing on computer screens, in electronic files, folders and documents, and in emails, offline as well as online. For some, the emergence of digital photography signaled a moment of rupture in the history of photography. In particular, the rise of photo manipulation software led to a common belief that now photographs cannot and should not be trusted. It was common at the time to encounter analytical discussions concerning the authenticity and credibility of digital photography, and the term "post-photography" was often used as a reference to digital images made by digital cameras or rendered in computer software (Mitchell 1992; Lister 1995). Yet, in their studies, photography experts mainly demonstrated the long-lasting susceptibility of non-digital photography to visual manipulation as a means to frame digital photographic imagery as an evolutionary development in the history of the medium. This argument won the debate eventually, not thanks to the persuasive evidence it presented but because in the late 1990s and especially at the beginning of the twenty-first century digital cameras and digital photographic technologies became the popular norm (Kember 1998; Dijck 2007; Ritchin 2008).

The introduction of popular image-based social media platforms in the first decade of the third millennium further intensified the use of photographs in everyday realities (Rubinstein and Sluis 2008; Hand 2012; Larsen and Sandbye 2013), especially as smart technologies pulled social media and digital photographs away from virtual space back into the physical world in the second half of that decade. Smartphones and tablets, for example, gave digital photographs material forms that remained coherent and consistent across time and space. Smart technologies, therefore, increased the presence of photographs in public and intimate physical environments, and helped demonstrate what most photography scholars who operated in the 1980s and 1990s already knew. That is, that photography has been historically valued for many other reasons than its assumed credibility, indexical properties, and visual relationship to the past; its employment and growing popularity since its inception have been informed by its ability to strengthen social ties, facilitate sociability, affect behavior, alter and construct realities, condition feelings, cater to emotional needs, and much more.

Such understandings furthered the liberation of photography from its otherwise relatively common association with the visual domain and assisted in cementing its comprehension as an intricate sociocultural apparatus. Meanwhile, digital photographic cultures continued making the dominance of photography in all aspects of life across societies, cultures, economic, and political systems even more conspicuous. Under these circumstances, scholars who have previously not participated in discussions on photography developed an interest in the medium's historical and current relationship with the subjects they were studying. Most often, it must be stressed, this interest was sparked not so much by general curiosity but by the significant roles that photography and photographs began playing in the worlds that scholars in the arts, humanities, and social sciences were studying.

The process I describe has resulted, I would argue, in the emergence of two dominant clusters of photographic scholarship. One could be termed "history of photography," the other, "photographic history." Although the two terms include the word "history," I do not mean to claim that all research on photography revolves around the past; not at all. It is useful to be reminded that at its core the word "history" ("historia") means "an inquiry." In speaking of "history of photography" then, I refer to scholarly inquiries of photography that may relate to its past inasmuch as they may consider its present. Photography itself constitutes the central object of study in this category, with researchers endeavoring to elaborate knowledge on a particular photograph, an individual or a group of camera users, a set of photographic conventions, uses, practices, or processes. Along the same lines, in speaking of "photographic history," I refer to scholarship informed by photographic inquiries or, put differently, investigations that draw on the study of photographic objects, images, publications, cultures, professional or non-professional practitioners, with the intention of tapping into the realities they have conditioned or resulted from. Scholars contributing to this trajectory employ such photographic units as primary sources that converge around wider subject matters or phenomena, thus offering additional means to understand them.

Some scholars tend to use the terms "history of photography" and "photographic history" interchangeably. Perhaps one of the reasons for this is that unavoidably the two clusters of photographic scholarship occasionally complement each other, sometimes even overlap. No responsible investigation of photographic uses, practices, processes, or practitioners can ignore the environments surrounding them, inasmuch as no reliable study of the relation of such environments to photography can be developed without exploring how the medium is deployed within their boundaries. Nevertheless, numerous factors have led photography scholars of both trajectories to generate specialized yet differentiated literature that only rarely becomes consolidated into independent theoretical constructions or substantial bodies of knowledge. These factors include:

	• Unrelated research interests: Photography studies has no one set of interrelated research problems. The richness and complexity of photographic scholarship lies precisely in the medium's untamed, ever evolving uses and socioculturally adaptable properties. The multiple roles that photography and photographs have played in a diverse range of social, cultural, political, and historical settings throughout the existence of the medium means that photography and photographs have been used, conceptualized, understood, and often reused in many complementary as well as conflicting ways. This reality has imbued them with different meanings and bestowed upon them distinctive functions. Photography studies subsequently must consider many, mostly isolated questions.
 	• Intellectual diversity: Photography scholars tend to be based in a diverse range of academic departments and subject areas such as history, literary studies, geography, feminist studies, communication sciences, Jewish studies, visual culture, cultural studies, anthropology, memory studies, and others. Because photography scholars come from a variety of academic backgrounds they engage with photography to advance distinct scholarly ambitions, most often those underpinning research problems in their domestic areas of expertise. Photography scholars have subsequently different ideas as regards what constitutes new knowledge and how it needs to be organized.
 	• Adapted theories: For the same reason photography scholars draw on different theoretical frameworks that guide their research toward distinct, nonreciprocal concerns. Occasionally, some theoretical trends do surface in the field. Most of the time though, photographic scholarship hosts multiple theoretical paradigms that only rarely cross paths.
 	• Non-complementary research methods: One consequence of the reliance of photographic scholars on multiple theories is that they also employ compound modes of inquiry, each bringing its own guidelines about how data needs to be gathered and understood. No normative research orientation nor conventional application of research methods can surface under these conditions.
 	• Sparse specialized training: At the time of writing, photography scholars usually engage students with photographic scholarship not in the context of photography dedicated academic programs but to enrich modules on other courses. In this sense, some students may indeed find photography interesting enough to continue to engage with in the context of other modules or levels of study but by and large they will probably need to train themselves independently. At the other end of the spectrum, there are a few photography dedicated research centers, some of which run postgraduate academic programs. Their research interests diverge, however, and the nature of training on offer differs as a consequence.


These issues tell us that it is not yet time to celebrate photography studies as an academic discipline and that this time may in fact never come. Considering the intricate nature of the beast that is photography, the situation cannot necessarily be otherwise. The creation of more venues for genuine knowledge exchange among field scholars is much desirable, and The Handbook of Photography Studies certainly aspires to be one. The establishment of additional training opportunities is also necessary as a means to expand the scope of research in the field and secure its future. With these exceptions, however, we must recognize that the matters listed above may in fact be the field's strengths, not weaknesses. They should, in my opinion at least, make anyone understand that the field of photography studies has a much greater potential to contribute to the development of meaningful knowledge in the arts, humanities, and social sciences when its scholars choose to study photography precisely in order to do that.

CONSOLIDATION AND BEYOND

One can only make some informed speculations as to what the future holds for photography studies. At the time of writing I feel confident asserting that the field appears to be here to stay. The number of existing dedicated academic journals, for instance, suggests that photography scholars generate a prolific body of research articles. The growing number of research grants awarded to field scholars is also an indication that one should expect to encounter even more photography-related publications in the future. In addition, the abundance of well-attended conferences, seminars, and workshops that photography scholars organize worldwide constitute a reason to believe that the scope of research in photography studies will only expand further:

	• In Canada, scholars and curators from institutions in Ontario established the Toronto Photography Seminar in 2004. The group has organized numerous workshops, symposia, and exhibitions, as well as the conferences Feeling Photography (Toronto 2009), Cold War Camera (Guatemala City 2014), and Refraining Family Photography (Toronto 2017), each of which led to one or more publications on the theme it examined.
 	In Cyprus, a group of scholars and photographers initiated a series of international conferences on photography and theory in 2010. The first of the events was titled Cypriot Photography in Context: Time, Place and Identity, and the second was held m 2012 under the title Photography and Museums: Displayed and Displaying. The two conferences attracted much attention and interest, leading the group to establish the International Association of Photography and Theory (IAPT) in 2013. A year later IAPT inaugurated the biannual International Conference of Photography and Theory. As part of this endeavor, it organized the conferences Photography and Politics and the Politics of Photography (2014), Photography and the Everyday (2016), and Photographies and Conflict: Archiving and Consuming Images of Strife (2018).
 	In the UK, the Photographic History Research Centre (PHRC) at De Montfort University in Leicester initiated an international conference series on photographic histories in June 2013. Elizabeth Edwards was the Director of the Centre at the time and the conference series has since then been held annually, attracting scholars from all over the world: Workers and Consumers: The Photographic Industry, 1860-1950 (2013), Exchanging Photographs, Making Knowledge, 1890-1970 (2014), Photography in Print (2015), Photography: Between Anthropology and History (2016), Diverse Migrations: Photography out of Bounds (2017), Material Practices of Visual History (2018), The Business of Photography (2019). In addition to PHRC conferences, the History and Theory of Photography Research Centre at Birkbeck College (University of London) has made equally significant contributions to the expansion of the field, organizing numerous seminars, workshops, public lectures, and thematic conferences since its establishment in 2012.
 	In the Russian Federation, a group of postgraduate students and lecturers from the European University in St. Petersburg (together with associate colleagues from other parts of Europe) inaugurated in May 2015 the annual international conference After Post-Photography. Each year they call field scholars to present papers on themes, theories, and subject matters that underpin photographic research in the areas of cultural, historical, and visual studies.
 	• In the broad region of Central and Eastern Europe, a group of international scholars have set up the research network and itinerant conference series Photographic Histories in Central and Eastern Europe. The first event was entitled Discovering "Peripheries." Held in the Institute of Art of the Polish Academy of Sciences in Warsaw in May/June 2016, it intended to find out the current state of research about Central and Eastern European photography. The same year saw the establishment of the network which aims to advance and promote photographic studies about the region as an area characterized by a multitude of cultures, languages, religions, and economic structures while being united by the shared historical experiences of imperialism and socialism. As a means to fulfill this mission, from the following year the conference series was hosted by a different research institution in the region. The 2017 event was held at the Institute of Art History of the Czech Academy of Sciences in Prague, and was entitled Shaping Identities | Challenging Borders. In 2018 the conference was entitled Practices, Circulation and Legacies and was held in the City Museum of Ljubljana.


One can easily add many other events that have taken place in the same and other geographical locations. Those I listed are merely a few examples that prioritize international events organized on a regular basis for scholars and members of the public alike.

I would argue that, at its best, photographic scholarship directly engages with socially, culturally, and publicly significant political and ethical issues, not least because photography itself has penetrated and revolutionized all aspects of life. Whereas admittedly not all photography scholars operate in such terrains, scholarship from the beginning of the twenty-first century evinces that increasingly fewer of them endeavor to address questions concerning image quality or visual meaning. Instead, photography scholars take more and more interest in the realities, lived experiences, and lifeworlds that develop as a consequence of the presence of cameras, photographs, and other photographic objects. Perusing scholarship from that period also shows that the material characteristics of publications in the field have largely transformed accordingly. More often than not, studies no longer necessitate the reproduction of the photographs that circulate in the social settings they examine. "Photographic literature with no pictures?," has emerged as a common enquiry from editors and academic publishers who print studies in the field, while at least some photography scholars are also still grappling with this perceived conundrum.

As in the twenty-first century photography continues to be among the dominant technologies organizing society and lived experience in the world, it is likely that photography scholars will carry on focusing their efforts on the study of its past and present effects on public and private life in differentiated environments. The field is also likely to grow in size for the same reason. Having become even more central to human experience in the twenty-first century than ever before, photography regularly attracts new individuals to partake in photographic production and consumption practices. This also applies to new generations of students who are "digital natives." Having grown up in a world that already embraced digital technologies and been embedded in its rich digital photographic cultures, those of them who have come to develop an interest in the study of art, visual culture, social and cultural history, or social sciences are inclined to employ photographic sources in their academic studies. If conversations with colleagues teaching at universities around the world are indicative, a growing number of undergraduate and postgraduate level students in the arts, humanities, and social sciences tend to develop essay questions that relate to the photographic practices and conventions they encounter in their day to day life. Some of them may grow to write the future of the field, and the present volume is largely for them.

The following parts of the handbook and its individual chapters continue to demonstrate that by and large the field of photography studies is much richer than the mere study of the genius of photography. Students and scholars not yet approaching photography as a subject of study or possible source for data collection can use the volume as a means to learn what perspectives research in photography studies can bring to their investigations. For those already considering photographic cultures and sources in their research, the volume offers opportunities to learn what debates, methods, and methodologies are available in other areas of study and how these may benefit the work done elsewhere. Clarifying what photography scholars think about at the beginning of the twenty-first century and how they go about researching in the field, the contributors to the volume equally invite us to ask what legacies current scholarship will leave for the next generation of photography scholars as well as to reflect on what the field ought to look like in the future.
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PART ONE
Histories and Approaches






Studying Photography in Shifting Academic Landscapes

GIL PASTERNAK

Writings about photography are diverse. Since the second half of the twentieth century in particular, a broad range of analytical frameworks has been used in the study of photography's multiple histories, production modes, uses, interpretations, and functions (e.g., Barthes 1981; Burgin 1982; Tagg 1988; Solomon-Godeau 1991; Batchen 2002; Edwards and Hart 2004; Olin 2012; Brown and Phu 2014). Each of these has considered photography from a different conceptual perspective, yet together they have led to the development of knowledge about the contributions the medium has made to challenge and redefine aesthetic values, social politics, scholarly research, communication practices, cultural tenets, the material world, and ways to process feelings and emotions. Due to their different concerns, these manifold approaches to the study of photography and its ongoing interaction with human life do not lead to a single coherent understanding of what photography is, what practices it encompasses, what makes its products meaningful, and m what specific ways. They have, however, highlighted the necessity to regard photography as an ever-growing, unstable plethora of visual and material trends of social and cultural applications that may or may not relate to one another (Batchen 1997a: 2-21). Students and experienced scholars new to the field of photography studies might thus find photographic scholarship unsystematic, ambiguous, inconsistent, perhaps also impenetrable.

The opening part of this volume demystifies the state of research in the field. Focusing on photographic historiography and the theories that have informed much of the field's distinct concerns since its formation, it describes some recurring research trajectories that underpin photographic scholarship. Along the way it maps out the contributions made by some of the field's most dominant scholars, occasionally also dissecting their most influential works. While wide-ranging in scope, it must be noted, however, that this part of the volume makes no attempt to cover every research trajectory that developed throughout the history of the study of photography. The authors identify key paradigms— "canonical history," "social history," "society and culture," "materiality"—and discuss the field's most noticeable research trends alongside the sources, materials, motivations, and agendas that have informed their development. The volume's first five chapters subsequently introduce a range of foundational studies in the field, demonstrating how they challenged or refined previous preconceptions of the role photography plays in social and cultural environments and how they reoriented photographic scholarship toward considerations of new subject matters and innovative research methodologies.

The emergence of writings on photography outside academia could be traced to various origins, in different historical moments in the nineteenth and twentieth centuries, and within amateur and professional environments alike (McCauley 1997; Nickel 2001; Frizot 2002; Sheehan and Zervigon 2015). Scholars in the field tend to agree, however, that Beaumont Newhall (1937, 1937, 1938, 1964, 1982), who curated the first comprehensive photographic exhibition at the Museum of Modern Art in New York in 1937 under the title Photography 1839-1937, initiated a systematic, analytical, authoritative, and sustainable framework for the study of photography upon which both complementary and revisionist scholarly studies on the subject could later develop (Nickel 2001). Newhall had attempted to write the history, or at the very least a history of photography. As Marta Braun demonstrates in Chapter 1, his version of this history had acquired a canonical status and it still often informs studies concerning art photography at the beginning of the third millennium. We must be aware, however, that influential and useful as his approach to the study of photography might have been, it has some significant shortcomings. Newhall's history of photography prioritizes the study of historical photographers and photographs whose visual strategies helped him contextualize the artistic photographic endeavors that he supported. It also frames the history of photography as a story of a medium of visual expression, in which there is almost no place for photography's most quotidian uses. Whereas later writings on photography largely criticized Newhall's approach and stressed its limitations, it must be remembered that his history of photography made a strong case for the need to study this medium and, more specifically, for the incorporation of photography into museum culture.

A number of alternative analytical frameworks to the study of photography accompanied the one Newhall initiated, and witnessed its rise to power: In 1931 Walter Benjamin ([1931] 1999) published his essay "Kleine Gesischte der Photographie" (Little History of Photography). Having initially appeared in three instalments in issues number 38, 39, and 40 of the German journal Der Literariscbe Welt, Benjamin's essay delineated the growing susceptibility of photography to the influence of capitalist ideological values. Benjamin called upon his readers to develop a critical awareness of photographic professions and representational strategies with the hope that this way photography would turn into a medium of resistance to the capitalist organization of the social sphere. In 1936 Gisele Freund was awarded her doctorate degree for a thesis she wrote on dominant photographic uses, conventions, and practices in France of the nineteenth century. Approaching photography as a social force and entitled "La photographie en France au dix-neuvieme siecle," her study was published straightaway. An extended version featuring another section on press photography and photography in mass media was published in 1974 and translated to English in 1980 (Freund 1980). Professor of chemistry and amateur historian Robert Taft's exploration of the history of photography was published posthumously in 1938, under the title Photography and the American Scene: A Social History, 1839-1889. Focusing on uses of photography in the (North) American social environment, Taft (1938) argued that the emergence of conventional photographic practices gives rise to novel social values and interests that in turn trigger demand for the innovation of photographic traditions. Although Taft, as opposed to Benjamin, was not consciously inspired by any sociopolitical agenda, he also encouraged his readers to think of photography as an apparatus that operates through and within material culture, and that it is consequently capable of transforming prevalent social realities. In the late twentieth century, when photography became a subject of study in academia, photography scholars would become familiar with Benjamin, Freund, Taft and their approaches to photography, which differ from one another despite some similarities. When their writings were published originally, however, scholars gave them only sparse attention.

In Chapter 2 Douglas Nickel looks into one key alternative intellectual approach to the study of photography that emerged from the 1970s' encounter between photography and the academy. Recognized later as the "social history of photography," this perspective was initiated by art historians and photography practitioners as a rebellious reaction to the conservatism that had characterized museum curators and managers, art collectors, and dominant research interests in the discipline of art history. As Nickel explains, the social history of photography distinguished itself from earlier scholarship by addressing issues of industry, production, distribution, and class identity. While not restricted to the analysis of commercial, instrumental, or popular photography, it tended to emphasize the role of social structures and economic causes over the autonomy and expression of individual makers. The relevance of the works of Benjamin ([1931] 1999), Freund (1980), Taft (1938) and other like-minded photography scholars of the early twentieth century was established in this intellectual environment. To a greater or lesser extent, their thoughts on photography and their approaches to its study rapidly turned into some of the most significant points of reference, having previously been repressed by the louder voice of Newhall's canonical history of the photographic medium. Although lasting at full strength for less than two decades, the influence of photography's social history can be traced in much of the literature and artistic photographic practices that succeeded its heyday.

Indeed, the compelling and relatively inclusive methodologies that photography's social historians endorsed assisted in paving the way for the establishment of additional research paradigms that value the work photography and photographs are made to do in a wide range of diverse social, communal, cultural, and politically charged environments (see also Pasternak 2018). Considerations of photography's many involvements in adjusting everyday life, as well as in shaping private and collective experiences and values, have become some of the main trademarks of the scholarship that rose to power as the social history of photography grew weaker (e.g., Edwards 1992; Ryan 1997; Hirsch 1999; Batchen 2004; Lydon 2005). In Chapter 3 Melissa Miles discusses how the lessons learnt through the social history of photography prompted photography scholars, artists, fine art and documentary photographers to turn their attention to photography's symbiotic relationship with society and, more specifically, with culture. The photographic neo-Marxist, psychoanalytic, and feminist theories that photography's social historians helped advance continued to inform the sociocultural approach to the study of photography, yet specifically intersectional feminist theories, queer politics, and postcolonial discourses took the lead. Continuing to hold on to the view that photography must not and cannot be studied as a totality but only with reference to the specific sociocultural frameworks in which it is employed, scholars of the sociocultural approach argued that photography not only reflects society and culture but that it participates in interpersonal processes that condition their tangible and intangible actualities. Miles therefore also examines how scholarship of this research approach tackled ongoing tensions between photography's status as a trace of the social world and a cultural construct.

At the turn of the twenty-first century another research approach appeared in the field of photography studies, drawing primarily on treatment of photographs not only as visual images but also as portable, varying material objects (e.g., Schwartz 1995; Batchen 1997b; Edwards 2001; Edwards and Hart 2004). Having emerged in parallel to the growing culmination of socioculturally oriented studies, the material approach to the study of photography complemented the methodological toolkit their authors drew upon. Yet, it also brought to the fore a fresh set of interests and concerns of its own. As Costanza Caraffa demonstrates in Chapter 4, the material approach stemmed from a range of transdisciplinary studies that took inspiration from research in material culture. It stirred scholars to pay equal attention to the properties of photographs as flat images and three-dimensional objects. Simultaneously it guided them to investigate what roles photographs perform as such in interplays of individuals, society, and culture. According to Caraffa the dynamic relation between photography's visual and material qualities was largely overshadowed in twentieth-century photographic studies, mainly by the prevalence of the rhetoric of photographic indexicality; namely, by the assumption that photography's sociocultural significance lies in the inevitable connection between what photographs show and the physical realities that they reference. Elucidating the material approach to the study of photography together with its methodological underpinnings, Caraffa makes the case that the questions raised by the material strand have become even more pertinent to the study of photography in the context of digital environments.

The intellectual paradigms introduced above can help us visualize with clarity some obvious tendencies in photography studies. It must be made clear, however, that photographic scholarship can be clustered under a variety of other paradigms and that more often than not writings in the field tend to develop through consolidation of multiple methodological approaches. In Chapter 5, Jae Emerling surveys the absorption of theory into the study of photography as a means to supplement the background to the intellectual traditions that have underpinned the development of academic research on photography. His chapter looks most specifically at the influence of formalist, neo-Marxist, feminist, postcolonial, and affect theories, among others. While inevitably this range of theoretical frameworks cannot account for all the conceptual models and research approaches photography scholars have embraced, Emerling mainly wants to demonstrate how any intellectual preconception or interest unavoidably affects the choice of photographic images, objects, practices, conventions, and uses that participants in the field's many debates interrogate. His chapter thus prepares us for the following parts of the volume in which the many other factors that have influenced research in the field are considered, from academic disciplinary traditions and sociocultural lived experience to geopolitical histories, popular photographic cultures, and prevalent photographic technologies of viewing and display.
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CHAPTER ONE
A Canonical History of Photography

MARTA BRAUN


I have written the history of photography because something told me to do so, and it has been my very good fortune to have had the backing of institutions and dear friends, enabling me to get to the point where I can now accept the challenge of improving what I have done.

Newhall 1983: 8


CANONICAL HISTORY OF PHOTOGRAPHY: THE CONCEPT

In 1982, as Beaumont Newhall was preparing the fifth edition of his famous book The History of Photography: From 1839 to the Present, he had every right to assume its continuing dominance as the canonical history of photography in the English-speaking world. Indeed, on many levels it could be argued that Newhall had in fact written the history of photography. Since his book's initial publication as a museum catalogue in 1937, university courses in the history of photography had grown exponentially, major museums were routinely collecting and exhibiting photography, a substantial number of books and articles on the history of photography and photographic practice had been published, and the photography market had taken off. Newhall's history was the key to this new world, the foundation of every university and college photography history curriculum, and part of every practicing photographer's and photography curator's library. Yet 1982 would see the beginning of the end of Newhall's history. Its demise was a casualty of the culture wars that ushered in postmodernism and made the history of photography the history of a minor object of "visual culture."

Newhall's version of the history of photography originated in an essay he wrote for the first history of photography exhibition held at the Museum of Modern Art (MoMA) in New York in 1937. In the 1930s, photography permeated every aspect of American life, from magazines, books, and billboards to the daily newspaper and the family snapshot album. Photography was the most modern of mass media; it seemed to promise innovative forms of knowledge and new ways of communication. But with the encouragement of Alfred Barr, MoMA's first director, Newhall sought an exhibition that would promote photography not as a popular activity, amateur entertainment, or self-affirmation, but as a distinctive medium—timeless and aesthetically autonomous. The exhibition's success and that of the history Newhall constructed for it were the outcome of his project to define photography's unique and most salient characteristics, identify its masters and masterpieces, extoll the "original print," and articulate the originating principles or laws that determined its historical evolution. His project, in other words, was to create a canonical history of photography.

The events leading to Newhall s text, including earlier histories of photography and the conditions of their production have been described by Mary Warner Marien (1986), Barbara L. Michaels (1988), Martin Gasser (1992), Allison Bertrand (1997), and Anne McCauley (1997) (in her guest-edited issue of History of Photography, subtitled "Why Historiography?"), Marta Braun (1981, 2005), Christine Y. Hahn (2002), Sophie Hackett (2009), Sarah M. Miller (2009), and Frangois Brunet (2012, 2017). All agree that the concept of a history of photography as a chain of genius-created original masterworks was borrowed from art history, a subject Newhall (and Barr) had studied at Harvard as an undergraduate and graduate from 1926. There, Newhall had come under the sway of Paul J. Sachs, a scion of the Goldman Sachs banking family, arguably the most distinguished art historian at Harvard and one of the first donors to, and trustees of, the recently founded MoMA. In his famous "Museum Work and Museum Problems," a course intended for the formation of future museum directors, Sachs taught Newhall connoisseurship—how to look carefully at a work of art to identify its perceived unique stylistic characteristics and compare it to other works in order to establish its authorship, authenticity, and ultimately its value. In this equation, the objects of such intense looking were those works already judged to be of the highest quality: the sublime expression of an inspired (inevitably male) artist. In 1933, in a brief sojourn as lecturer at the Philadelphia Museum before he began graduate work, Newhall had encountered the work of Heinrich Wolfflin and Alois Riegl, late nineteenth-century art historians who transformed the discipline by defining it as a study of the formal properties of works of art.1 To put it most simply, Wolfflin and Riegl denied hierarchies between high and low art, claiming that even anonymous art participated in an overarching style that reflected the culture in which it was produced. These styles, they showed, could be understood by discerning fundamental laws that governed the artwork's formal qualities, Newhall would incorporate both connoisseurship and art history-without-names in his history of photography.

An amateur photographer who learned darkroom work from his mother, Newhall became interested in the history of photography in 1932, when as a Harvard student reviewing books for the American Magazine of Art he came across Helmuth Bossert and Heinrich Guttmann's 1930 Aus der Friizeit der Pbotograpbie, 1840-1870 (From the Early Days of Photography, 1840-1870) a book that alerted him to the "astounding modernity of feeling" of the now well-known pioneers of the medium (Newhall 1993: 33). About the same time, Newhall encountered the art historian Heinrich Schwarz's 1931 monograph on David Octavius Hill, the first devoted to an individual photographer soon to be fixed in history as one of the founding figures of photography as art.

"Modernity" for Newhall was represented by "pure photography" and what we now refer to as "straight photography"—the contemporary photography of his day. Straight photography was prototypically American. It privileged honesty and simplicity: the image had to be clear and sharp, the subjects intelligible and sentiment free, and the photographic negative and print had to be produced without handwork or retouching. Straight photography was the opposite of the painterly handwork that was the hallmark of pictorialism, the highest form of photographic art in the late nineteenth and early twentieth centuries but decried by the 1930s as retrograde and untrue to the medium. As practiced and theorized in America by Alfred Stieglitz, Paul Strand, and Walker Evans in New York, and by Ansel Adams and Edward Weston in California, straight photography was seen as the only kind of photography that allowed for artistic expression because it articulated what was uniquely photographic. But what did it mean to be uniquely photographic? To define this elusive quality Newhall had to prove that photography was a distinct medium of image-making with its own history, one that could offer examples of pictures that evidenced the specific qualities inherent in straight photography.

PRECEDENTS

Newhall was not alone in his interest in photography as medium of artistic expression and its history as a distinct mode of image-practice. Olivier Lugon (2007, 2014) has explained the importance of the structure and content of the 1929 German exhibition Film und Foto (FiFo), originating in Stuttgart and subsequently touring the country. FiFo displayed an international array of aesthetic and technical experiments, from the straight photography of Edward Weston to the amateur and anonymous photographs made for the press or for science. Its historical section, organized by Laszlo Moholy-Nagy, the Bauhaus teacher and author of Painting, Photography, Film ([1925] 1969), included daguerreotypes, the calotypes of David Octavius Hill, and images by Nadar (pseudonym of Felix Tournachon), and Eugene Atget, all of which Newhall would feature. Still a student when FiFo opened, Newhall would soon come to appreciate the two books that brought its contents to American eyes, Werner Graff s 1929 Es kommt der neneFotograf! (Here Comes the New Photographer!) and Franz Roh's 1929 tri-lingual Foto-Auge (Photo-Eye), that featured seventy-six photographs and offered an unprecedented glimpse of contemporary European avant-garde photography. Newhall particularly admired Roh's text. It highlighted the importance of both anonymous photographs and photography as a separate practice from painting, ideas that came from Wolfflin, Roh's teacher (Witkovskv 2009: Graeve Ingelmann 2014).

Maria Morris Hambourg (1989), Gaelle Morel (2007), and Sarah M. Miller (2009) have looked at precedents for Newhall's exhibition and history closer to home, particularly in the activities of Lincoln Kirstein and Julien Levy, also Sachs's former students and members of a young, sophisticated American elite devoted to advancing modern art in America. In 1930, Kirstein mounted Photography at the Harvard Society for Contemporary Art, an association he had co-founded to which Levy also belonged (Moore 2019). The exhibition showcased Atget but also featured anonymous press, aerial, astronomical, and X-ray pictures, as well as contemporary work by photographers such as Weston, Tina Modotti, Walker Evans, and Berenice Abbott. Abbott (at one time Man Ray's Paris darkroom assistant and until 1932 Barr's associate director at MoMA), had purchased 1,500 glass plate negatives and 8,000 prints from Atget's studio and brought them with her to New York in 1929. Levy had bought an interest in the collection in 1930. But when he opened his Julien Levy Gallery in November 1931, it was with American Photography Retrospective Exhibition, featuring Mathew Brady, whose daguerreotypes and Civil War photographs would also be foundational for Newhall. Levy made Atget, together with Nadar, the subject of his next show in December. In February 1932 it was the turn of George Piatt Lynes and Walker Evans, and in autumn 1933, Henri Cartier-Bresson.^ Newhall would include each of these photographers in his exhibition and position Brady and Atget as "the medium's touchstones for contemporary 'independent' uses of the medium based in its intrinsic aesthetic characteristics rather than the standards of other arts" (Miller 2009: 28).

Levy's 1931 American Photography Retrospective Exhibition had been organized with the help of Alfred Stieglitz, who through his journal Camera Work and his New York galleries (291 Gallery and An American Place) had tirelessly advocated for the artistic status of photography since the turn of the century. As the founder of the American pictorialist movement (The Photo-Secession) Stieglitz had promoted David Octavius Hill and Julia Margaret Cameron as prototypes for his artistic aims, exhibiting them in Camera Work, at his 291 Gallery and at the landmark 1910 International Exhibition of Pictorial Photography in Buffalo, New York. In the later 1910s, Stieglitz abandoned pictorialism and converted to straight photography, championing practitioners like Paul Strand to whom he devoted the last issue of Camera Work in 1917. Considered the patriarch of American photography, with a reputation as a thorny martinet, Stieglitz favored photographs that he claimed expressed the artist's feelings in their arrangement of forms and tones. Kirstein, Levy, Barr, and Newhall, on the other hand, sought an aesthetic history that would include all photography, not just work intended as artistic expression; what they wanted was a history that would distinguish it from other image-making practices, and one that could valorize contemporary straight photography.

Barr had hired Newhall in 1935 as the museum's librarian, a position recently vacated by Iris Barry, who was appointed head of the new film library. Film was just one of the departments Barr would create. He wanted to show not only the newest examples of painting and sculpture, but also film and photography, design, dance, architecture, and the industrial and minor arts. He had included both film and photography in his two massive exhibitions on Cubism and Surrealism in 1936—Newhall had worked on each—and Lincoln Kirstein, a member of MoMA's advisory committee, supported his ambitions for the medium. At Barr's invitation, Kirstein in fact had curated two MoMA exhibitions that included photography, Murals by American Painters and Photographers (1932) and Photographs of Nineteenth-century American Houses by Walker Evans (1933). However, in 1936, when David McAlpin, a wealthy museum trustee gave MoMA five thousand dollars for a photography exhibition, Barr chose Newhall to curate it.3 Newhall proposed, and Barr accepted, an encyclopedic historical overview on the model of the Cubist and Surrealist exhibitions. But first, he got married.

In the summer of 1936, Newhall with his new wife Nancy, who would become his closest collaborator and a well-respected photography historian in her own right, left for their European honeymoon. They made a string of visits to the antiquarians who had been amassing collections of photographs and equipment in England, France, and Holland, but not, because of the political situation, Russia or Germany. As a result, apart from the pictures of a few living practitioners, German photography was largely and the Russian avant-garde completely absent from Beaumont Newhall's 1937 exhibition. That absence was a distinctive aspect of his catalogue essay and, consequently, of photographic historiography in America for the majority of the twentieth century (Morris Hambourg 2014: 37).

More immediately practical for Newhall's purpose was the catalogue of the Paris Musee des Arts Decoratifs's Exposition Internationale de la photographie contemporaine: section retrospective (1839-1900) held a few months before Newhall arrived. This large show of 1,236 photographs was divided almost equally between historical and contemporary work. But as Quentin Bajac (2003) explains, while it included sections dedicated to anonymous, press, and scientific photography (standard fare since FiFo), there was very little of the Russian and German avant-garde. Its catalogue was prefaced by an essay by Georges Potonniee, whose 1925 Histoire de la deconverte de la photographie claimed French precedence for the invention of photography. Newhall had read Potonniee before his departure from America, along with Josef Maria Eder's 1932 technical history, Gescbicbte der Pbotograpbie. The catalogue had likely been sent to Newhall by exhibition jury member and General Secretary Charles Peignot, publisher of Arts et Metiers Graphiques and its international annual Pbotograpbie. It was Peignot who introduced Newhall to photographers Brassa'f (Gyula Halasz) and Andre Kertesz in Paris, and to collectors Victor Barthelemy, Albert Gilles, and Georges Sirot, whose loans would comprise two-thirds of the historical section of MoMA's 1937 exhibition.4 Newhall later explained that his exhibition could not have been assembled without the "enthusiastic help" of the French collectors (1986: 5). He made Peignot a member of his advisory council, together with Edward Steichen, Moholy-Nagy (who moved to Chicago in 1937), Kodak director of research C. E. Kenneth Mees, Royal Photographic Society president D. A. Spencer, English documentary film director and producer Paul Rotha, and art director of Harper's Bazaar Alexey Brodovitch.

THE MOMA CATALOGUE AS A CANONICAL HISTORY OF PHOTOGRAPHY: PRINCIPLES

The exhibition, Photography 1839-1937 ran from 17 March to 18 April 1937. Ban-designed the front cover of the eponymous catalogue, using two photographic sequences by Eadweard Muybridge, each printed as positive and negative. Inside was Newhall's eighty-page text, short bibliography, catalogue, and ninety-four pages of plates.

Like Bossert and Guttmann (1930) and Schwarz (1931), Newhall located photography's identity in its invention and technology (Miller 2009: 112). Tracing the evolution of that technology from the advent of the camera obscura and the discovery of the sensitivity of silver to the introduction of the daguerreotype and calotype took up half his text. It concluded with the "Esthetics of Primitive Photography," Newhall's attempt to "examine photography in terms of the optical and chemical laws which govern its production," so as to find "standards of criticism generic to photography" (1937: 41). These "basic laws," were the two fundamental factors that have always characterized the medium—"whatever the period" (Newhall 1937: 41). The optical produced the degree of detail that is exclusive to photography and was found first in the daguerreotype. The chemical produced an accurate rendering of values through broad effects typical of the calotype. Derived from the famous classical versus anti-classical opposition Wolfllin used to describe fundamental differences between Renaissance and Baroque art, Newhall's "optical laws/chemical properties" binary was the strongest tribute that he paid to his art history training; it was his attempt to legitimize photography by modeling its history on the older discipline. Newhall's laws defined medium specificity: The desire to make pictures is inherent in both photographer and painter, but each "must apply the basic laws in terms of the possibilities and limitations of his medium ... Photography now uses compositional elements peculiar to itself; its vision is its own" (1937: 44-5).

Newhall divided rest of the text between "Early Photography 1851-1914" and "Contemporary Photography." In the former, he described technological advances and distinguished early practitioners who used technology to expressive ends like Charles Marville, whose pictures had the "melancholy beauty of the condemned and vanished past" (1937: 48). He identified those whose work could be categorized as uniquely photographic for other reasons. Mathew Brady's American Civil War photographs, for example, which had been exhibited by Julien Levy, praised in Lincoln Kirstein's 1934 essay "Photography in the United States," and promoted by Berenice Abbott and Walker Evans, were used to exemplify the essential—and one could say essentially American— quality of "photographic realism" (Morris Hambourg 1989: 284; Miller 2009: 112). At once an aesthetic and stylistic category, Newhall defined realism as a unique characteristic of photography, in its superior psychological acuity. In other words, it was a quality that lay not in any single image but in the viewer's "implicit faith in the truth of a photographic record" (1937: 51). Newhall did not try to account for this faith, but it was, to him, the essential quality that differentiated photography from any other medium.

Newhall's exemplars were familiar ones, but the coherence with which he organized them was different from earlier histories. Neither an account of apparatus, techniques, applications, nor image styles, Newhall's was a teleological history that wove these threads tightly into a smooth narrative meant to incorporate a useable past into an innovative present. For instance, both Bossert and Guttmann (1930) and Schwarz (1931) had avoided any discussion of pictorialism. They viewed it as an aberration, a hybrid practice contrary to photography's essential nature. Similarly, Newhall ignored the entire European Pictorialist movement and the majority of its American practitioners. Under the section "Photo Secession," he lamented the photographers being guided by the example of painters and arbitrarily limiting the number of prints, "in spite of the fact that an inherent characteristic of photography is its ability to yield indefinite identical prints" (Newhall 1937: 64). Yet he could distinguish the work of Stieglitz and F. Holland Day as "photographic" because he believed their experiments were done without retouching. Two gravures from Camera Work served as illustrations. Newhall wanted to include a Stieglitz photograph but he had refused to lend to the exhibition or cooperate in any way with Newhall whom he considered an unknown upstart colonizing his territory.

Eugene Atget has his own section following, where Newhall figures him as a "deliberate primitive" who "made his pictures without reference to any other form of graphic art; he relied purely upon photography" (1937: 65-6). This distinction is defined by the "straightforwardness" of Atget's photographs, not, it must be emphasized, for their obedience to either of the basic laws.

In the section "Contemporary Photography," Newhall first contextualized what he knew of the European avant-garde, situating the photographs of Man Ray, Moholy-Nagy, and Christian Schad in the tradition of William Henry Fox Talbot's photogenic drawing. All four derive their aesthetic effect from an inherent and essential photographic characteristic: the sensitive surface's reaction to light. Newhall also appreciates what he defines as the distinctively photographic attribute found in Moholy-Nagy's extreme up-and-down views, what he labels "Photographic Perspective."5 But photograms were too close to the tradition of painting for Newhall, Moholy-Nagy's thesis that photography is more important as a means of extending human vision than as a means of picture making was "abstruse" (Newhall 1937: 70), and photomontage and collage are nowhere to be found.

"'Straight' Photography" is the culminating section of "Contemporary Photography." Here the American photographers Weston, Adams, Evans, and Abbott are the heirs of Atget, with whom they share "their desire for precise detail" as well as their honesty and consequently their engagement in a practice distinct from the other arts (Newhall 1937: 71).

For Newhall, straight photography meant photography made with a large format camera. But it would have been difficult by 1937 to ignore pictures made with the increasingly popular 35mm camera. Newhall, indeed, does not hesitate to articulate the aesthetic principles that derive from this technology: it abjures detail for qualities unique to photography: arresting rapid action and capturing what the eye cannot see. He even notes how compositional choices can be made in the darkroom instead of the viewfinder because so many pictures can be made so cheaply, although he does not elaborate on the value of this new concept.

For the last fourteen pages of the catalogue essay, Newhall presumes on the reader's acceptance of his essentialist argument as he turns to what he calls "branches of photography." These are press, color, scientific, and motion picture photography. Motion pictures make his argument for the special importance of straight photography: the moving picture is one of the purest forms of photography because the images cannot be retouched—there are just too many of them.6 The temporal dimension of the moving picture—it "creates its own time"—allows Newhall to reiterate that "the still photograph stops time, and holds it for us" (1937: 90).

RESPONSE AND SECOND EDITION: STIEGLITZ'S RETURN

As with the exhibition, Newhall's catalogue aimed to "enable visitors to understand the principles which have governed photography since the earliest days and that ... will demonstrate the capabilities of the camera as a medium of expression" (1993: 47). Also like the exhibition, the catalogue was what we would today term a runaway success. MoMA quickly sold the entire three thousand-copy run; a year later it published a revised edition of another three thousand copies. The newly titled Photography: A Short Critical History was mostly a reprint, but with three noticeable differences. The first was the reworking of the section on the Photo-Secession and its new title: "Alfred Stieglitz." Stieglitz had come round to Newhall, who now dedicated his history to him and included his photograph Grape Leaves and House, Lake George as the new edition's frontispiece. Newhall had also imported wholesale Stieglitz's definition of the expressive aesthetics of photography: the alignment of the image's composition and formal qualities with the photographer's feelings.

Perhaps it was Stieglitz's support and the sales of the catalogue that emboldened Newhall to change the title of the section "Esthetics of Primitive Photography" to "Basic Esthetics of Photography." More boldly, Newhall added a preface clearly stating his underlying purpose to construct "a foundation by which the significance of photography as an esthetic medium can be more fully grasped," and defined his historical approach: "in the spontaneous origin of photography lies the course of its future development" (1938: 9).

Finally, to turn the catalogue into a book, Newhall replaced the list of exhibition plates with a biographical index. It included photographers but not filmmakers: motion picture stills remained in the section of plates at the end of the book, but the names of D. W. Griffiths and Sergei Eisenstein (and, for that matter, Henri Cartier-Bresson) were omitted in the biographical text.

THIRD EDITION: CHANGES AT THE MUSEUM

Ten years later, the film stills had been ditched as well. For the third edition of 1949, now titled The History of Photography from 1839 to the Present Day, Newhall had enlisted the skills of Ferdinand Reyer, a Hollywood scriptwriter and novelist, to rewrite the text completely (Newhall 1979: 407-8; Michaels 1988; Coleman 1996: 99).' Newly organized into chapters, the third edition saw the plates integrated with the text for a book of 247 pages in which the glossy coated stock and the fluidity of the narrative was as striking as the history it told. The relative invisibility ever since of two additional histories in print during the same period attests to the power and coherency of Newhall's narrative: Robert Taft's 1938 Photography and the American Scene and the 1945 English translation of Josef Maria Eder's Geschichte der Photographie under the title History of Photography. Newhall had in fact read Taft's text in manuscript, and had been astonished by its closeness to his own ideas (Brunet 2012). But Taft's history of photographic invention was aimed at illustrating a social history of America, not an aesthetic history of the image. Its illustrations could not compare to Newhall's lavish reproductions. The unheralded publication of Eder's encyclopedic technical history was further confirmation that Newhall's attempt to create an art history of photography had found fertile ground in America.

The cover of the 1949 edition signaled the changes within. Replacing the Muybridge sequences was a collage of now iconic images.8 The frontispiece was a color image by Edward Weston (although color illustration played no part in the rest of the volume—not even in the chapter on color photography). Inside, Newhall added new images and reorganized the categories into which they were subsumed. Mathew Brady, for example, was now the focus of "The Faithful Witness," a chapter that included the photography of Timothy O'Sullivan and W. H. Jackson as the epitome of our fundamental belief in the authenticity of the photograph.9 Newhall removed the section on contemporary photography and recategorized or historically recontextualized its proponents. "The Straight Approach" included Atget, Stieglitz, and for the first time Albert Renger-Patzsch, the exception to the European tendency to design and abstraction. But it no longer contained Walker Evans. Newhall had made him the protagonist of a new historical thread called "Documentary," a term defining socially conscious pictures meant to persuade. These included the projects of Jacob Riis, Lewis Hine, and Farm Security Administration photography (FSA), but not the work of Cartier-Bresson. Along with newcomers Helen Levitt and Harold Edgerton, Cartier-Bresson was part of "Instant Vision," where aesthetic value is governed by miniature camera technology. Figures of the European avant-garde— Moholy-Nagy and Man Ray—now constituted "Experiments in Abstraction," and are joined by Alvin Langdon Coburn's Vorticist experiments and scientific images. Finally, in "For the Printed Page," Newhall acknowledged the importance of the picture press, the work of Edward Steichen, and the photo essays by W. Eugene Smith.

Although the third edition was published under MoMA's imprint, Newhall was no longer at the museum. As Barr had proposed, a department of photography was established at the museum in 1940, supported by a thousand-dollar gift from McAlpin, and with Newhall as its first curator. In 1942 Newhall was conscripted and Nancy Newhall took over as interim curator. But by time it had become more difficult for the museum to conceive of and collect photography as a purely artistic practice. The advent of Life magazine in 1936 and the proliferation of pictures in the press made the photograph one of the pre-eminent vehicles for understanding the world and world events. With the advent of the Second World War, photographs played an even more central role, conveying news from the front, as propaganda, and in constructing the idealized American society for which the country was ostensibly lighting. A photograph was understood as a window onto the world, not an artistic construct. Nelson Rockefeller who became chair of the museum board in 1939 had begun to move MoMA from what he felt was an elitist educational institution fostering a taste for the avant-garde to a corporation modeled on American business practices, providing popular exhibitions to ensure an ever-broader audience of consumers. The museum saw a larger role for photography—one that would emphasize its power of communication, its social uses, and its viability as an instrument of mass communication. Two didactic exhibitions by Steichen epitomized this view. In Road to Victory (1942) and Power in the Pacific (1945), Steichen had relied on reproductions rather than original prints, re-cropping and re-captioning them to make them part of a large three-dimensional photography essay. Newhall's art historical view was gainsaid by the very familiarity of photography, its presence in every middle class home in the form of magazines, newspapers, advertisements, and snapshots. Steichen, who saw himself as an impresario, wanted to use that familiarity in exhibitions that "would promote all the things that make America the country it is" (Newhall 1993: 147). Steichen's populist attitude toward photography certainly echoed the way the medium was understood outside MoMA, and it pleased the trustees within. In 1943, while Newhall was overseas, the trustees demoted his champion, Alfred Barr; on his return in 1946, Newhall found that Steichen had been named Director of the Department of Photography. Although Newhall was offered a position under Steichen, he resigned. In 1948 he moved to Rochester, New York, to become the curator at the George Eastman House, now George Eastman Museum (GEM), which, like MoMA, housed a department of photography. At GEM he began to build a collection of works that would further reify the principles he had set out in his history, and in 1958 he became its director.10

THE FOURTH EDITION: THE SIXTIES AND UNIVERSAL ACCESS TO HIGHER EDUCATION

In 1964 Newhall published the fourth edition of his narration of photography's history. Its succinct title, The History of Photography declared its importance. Only one image graced its shiny, mustard-colored cover, a snapshot of George Eastman standing on the deck of the ship Gallia with the first, 1888 model of the Kodak box camera in his hands. In this latest revision, Newhall again shuffled the contents like a deck of cards. He moved Atget from his role as the forerunner of Stieglitz and straight photography and made him the introductory figure in a reworked section on documentary photography, now a style defined by the "desire to create active interpretations of the world" (Newhall 1964: 150). Style became the operative term in this edition. Confident enough in the success of his history of exceptionalism to invoke Alois Riegl's kunstwollen, "man's spirit, his will to form, shapes [technique's] vision," Newhall now boldly claimed that "like the other arts, the art of photography has its progression of style" (Newhall 1964: 196). In a new chapter, "Recent Trends," he identified four contemporary practices which have dominated photography since "the painterly approach fostered by the pictorialists lost its significance and force" (Newhall 1964: 196). These are: "straight photography," an approach that "has become classical"; "the formalistic," in which the photograph "is rarely considered for its own sake, but as a tool for vision"; "documentary," a desire to communicate where the subject is paramount; and "the equivalent"—both term and intent are borrowed from Stieglitz—in which the photograph is a metaphor for the feelings or spiritual experience of its maker (Newhall 1964: 196-7).11 Newhall assigns work by Minor White and Aaron Siskind to this last "trend," while Harry Callahan is designated a formalist and Robert Frank a documentarian whose "harsh, often bitter, photographs" owe much to the FSA photographers, "without, unfortunately, the sense of compassion which distinguished their work" (1964: 200).12

Published collaboratively by MoMA and GEM and distributed by the New York Graphic Society, the 1964 edition was reprinted four times and reissued as a paperback. Its popularity was the result of a vastly greater demand than had greeted the earlier editions. With the rollout of American President Lyndon Johnson's Great Society, higher education in America benefited from a targeted increase in government funding: more loans and scholarships, better libraries, the building of new graduate centers and, beginning in 1965, the opening of up to thirty community colleges every year. For the hundreds of thousands of new students who had access to colleges and universities for the first time, art history was an important component of the new humanities curricula. These years mark the beginning of the art history survey course on a massive scale and with it the thick art history survey text. Over hundreds of pages with multiple illustrations, at first black and white and then in glorious color, such books told the story of art as a development of styles and masterpieces, almost entirely Western. Textbook publishing entered a boom period.

The history of photography survey course (previously the purview of college journalism departments) entered the humanities curriculum at this time. It too needed a survey text and publishers were quick to comply. Among them were New York's McGraw-Hill and London's Thames and Hudson who in 1969 concurrently published a new and enlarged version of Helmut Gernsheim's The History of Photography.13 Originally published by Oxford University Press in 1955 and in a concise version in 1965, the new edition was Newhall's closest competitor (Gernsheim, 1955, 1965,1969). But the book was unwieldy and expensive, its emphasis was on the nineteenth century and technical progress and its illustrations were not integrated in the text. Despite this and other efforts, the format and duotone illustrations of Newhall's book, its privileging of American photography, and its congruity with the art history survey would ultimately make it the textbook of choice.

Other components of the process of discipline formation began to cohere around Newhall's history. His aesthetic construction of photography was widely disseminated through the teaching and publications of photographers and critics who followed him to Rochester. Minor White, for example, a "high modernist photographer with a mystical bent" (Eisinger 1995: 151) worked with Newhall at Eastman House in 1955 and taught photography at the Rochester Institute of Technology. White's reading of photographs as having transcendental meanings attracted others such as Carl Chiarenza and Nathan Lyons, and was given further voice in Aperture, a journal White edited from 1952 to 1967.14 In 1964, the formal incorporation of the Society for Photographic Education (SPE) united Lyons (by then associate director at GEM), Newhall, newly appointed MoMA curator John Szarkowski, and others in a professional society that for the first time legitimized teaching and writing about the medium. Among its support for higher educators, SPE provided the first set of teaching slides made from images in Newhall's history of photography.

The publication of foundational literature, including Newhall's own source books on early inventions (1956, 1961, 1967, 1980), scholarly journals such as Image (founded by Newhall in 1952), Afterimage (founded by Lyons in 1972), and Aperture, reinforced Newhall's narrative of photography history. Supported by symposia and networks of dialogue and interchange, the concentrated study of photography was born aloft by the "photo boom": by the early 1970s, photography had begun to be collected and exhibited on a hitherto unknown scale with a concomitant rise in prices for the masterpieces Newhall's history had established. Commercial galleries sprung up in major cities and critics covered photography exhibitions in both art history journals and general interest magazines. There was an explosion of monographs on canonized photographers as well as anthologies, like Lyons's 1966 Photographers on Photography, featuring interviews with practitioners or extracts from their writing.

THE MUSEUM ENACTS NEWHALL'S CANONICAL HISTORY OF PHOTOGRAPHY

In 1962, as the widespread expansion of television effectively diminished the authority of the photograph as the key source of information about the world and freed it to enjoy the status of artistic object, 37-year-old photographer John Szarkowski was appointed Steichen's successor at MoMA. Christopher Phillips's 1982 essay "The Judgment Seat of Photography" and Peter Galassi's "Two Stories" of 1995 analyze in detail the changes that occurred as Szarkowski pivoted from Steichen's portrayal of a photograph as a transparent, unmediated version of truth to Newhall's notion of a photograph as a construct and of photography as a distinct medium with a unique history. Szarkowski's tenure at MoMA saw the museum give ever greater importance to photography. He oversaw the opening of the Edward Steichen Photography Center, a new permanent exhibition area that provided "an introduction to the accomplishments of photography as seen in the works of such masters" as those Newhall had previously anointed: Brady, Cameron, Atget, and Cartier-Bresson (Museum of Modern Art 1964: 1). He also mounted a series of landmark exhibitions in large first-floor galleries that would both validate and expand upon Newhall's essentialism. The first of these, the immensely popular The Photographer's Eye, opened a few months before Newhall's 1964 edition appeared and was reprised as a book in 1966. In both the exhibition and the book, Szarkowski positioned the medium firmly within the axioms of modernism, defining the "visual and pictorial concepts which are peculiar to the photographic medium" (Museum of Modern Art 1964: 1). Both the effort at definition and the concepts—"The thing itself," "The detail," "The frame," "Time," and "Vantage point"—were deeply indebted to Newhall. Szarkowski's "detail" is a reworking of Newhall's detail/tone binary; "Time" echoes Newhall's aesthetic rationale for 35mm photographs; "Vantage point" reformulates Newhall's aesthetic argument for Moholy-Nagy's extreme angles; and "The thing itself" makes Newhall's argument about photographic realism more trenchant. Szarkowski (1964:7) also refined Newhall's teleological history of photography as a matter of 'photographers' progressive awareness of characteristics and problems that have seemed inherent in the medium." But Szarkowski also enlarged Newhall's aesthetic boundaries. While Newhall envisaged straight photography as the crowning achievement of the medium, Szarkowski championed a vernacular modernism that could include, for example, the amateur snapshots of Jacques Henri Lartigue ("discovered" and exhibited by Szarkowski in 1963 and included in Newhall's History the following year). This vernacular idiom, a flexible combination of street photography and the skillful deployment of technical "mistakes," saw its apotheosis in works by Lee Friedlander, Diane Arbus, and Garry Winogrand, who featured in Szarkowski's 1967 exhibition New Documents, as well as in the color photographs of William Eggleston, whom Szarkowski introduced in 1976 (Edwards 2004: 247-8).

Szarkowski's exhibitions over the next twenty years featured monographic shows of Newhall-established masters, from Atget and Abbott to Siskind and Strand. But Szarkowski also promoted the Russian and German avant-gardes, photomontage and, in his 1978 book Mirrors and Windows, hybrid artists such as Duane Michals, Robert Heinecken, Robert Rauschenberg, and other practitioners of mixed media. Newhall in turn would incorporate many of Szarkowski's curatorial choices into the next, 1982 edition of his history. Arbus, Winogrand, Friedlander, and Eggleston made their first appearance there along with photomontage and an enlarged section on the European avant-garde. But not hybrid media, however, which for Newhall had "little to do with photography" (1982: 292).

THE END OF CANONICAL HISTORY?

Szarkowski's collecting and exhibition practices solidified the institutionalization of art photography through the 1960s and 1970s. But they did so just as minimal, conceptual, land performance, and pop art, among other practices, used non-art photography to destabilize the modernist precepts of subjectivity, originality, and the purity of artistic media. While the hegemony of the modernist precepts of the autonomy of the medium and the originality of the author collapsed in light of these activities, it also became harder to claim that a photograph was anything more than an object of the mass media or an infinitely reproducible replica of the real. Thus, at the very moment that photography enjoyed an increasing prestige as a modernist art in the market and the museum, modernism's end game was being played out in the street, gallery, and art critics' screeds.

Doug Nickel (2001: 554) has given an account of what happened next as postmodern artists including Cindy Sherman, Louise Lawler, and Richard Prince and the critics who followed them "lined up against photography's indiscriminate appropriation as art." As the 1982 edition of The History of Photography arrived in the bookstores, its now burgundy-colored cover sporting a single image by Rodchenko to replace the snapshot of George Eastman, the museum's appropriation of photography was the subject of a focused attack. Its consolidation of "every type of photographic image into the rubric of art history" (Nickel 2001: 554), could not say anything meaningful about non-art photographs or their use and circulation. The attack on museum photography made the structural deficiencies of Newhall's history all too apparent.

CANONICAL HISTORY AFTER POSTMODERNISM

One of the ways art historians addressed the changing conditions of contemporary art practice was to expand the art history survey text to include photography. It was there, for a while at least, that Newhall's canonical history survived. Its designations of categories, periods, and masterpieces relatively unchanged. But soon photography historians scrambling to compete in the textbook market and to respond to the critiques of modernism succeeded in supplanting Newhall's text. Naomi Rosenblum's 1984 World History of Photography was the first and, as the title proclaims, extended Newhall's geographic range to include Eastern Europe, Japan, and China. In her writing about pop and conceptual art's adaptation of photography, Rosenblum was also the first to abandon Newhall's insistence on medium specificity. To acknowledge postmodernist critics' effort to counter the transformation of the photograph from document into aesthetic commodity, she introduced the work of such (by now) canonical postmodernist figures as Cindy Sherman, Laurie Simmons, Barbara Kruger, and Victor Burgin.

In 1986, the Musee d'Orsay, the first French museum with a department of photography and a mandate to acquire photographs as works of art, opened in Paris. The department's co-curator, Frangoise Heilbrun, had studied with Peter Bunnell in Princeton, and she brought Newhall's museological collecting practices back to France, the nation whose greatest collections were the historical foundation from which Newhall's exhibition and history emerged (Cheval 2012).15 The multi-author Histoire de la Pbotograpbie appeared that year. Based on the supposed impossibility of the existence of a single-author panoramic history, it was translated in 1987 as A History of Photography. Co-edited by Jean-Claude Lemagny, curator of contemporary photography at the Bibliotheque Nationale, and Andre Rouille, a professor at Universite Paris 8, the volume added masterpieces from the vast collection of the Bibliotheque Nationale to the canon established by Newhall, Ten years later, in 1999, another multi-authored history from France, La nouvelle histoire de la pbotograpbie, edited by Michel Frizot, appeared in English as The New History of Photography. Frizot's history was inexpensive for a large—over 700 pages—gorgeously illustrated volume and soon replaced Newhall in many university classrooms. Frizot's ideal was to supplant a history of masterpieces with a history of uses. Through the thirteen chapters that he wrote, however, (out of forty-one), it becomes clear that Frizot too subscribes to an essentialist history, one which is based, like Newhall's, on technology as the guiding force.

Along with Frizot, Mary Warner Marien's volume Photography: A Cultural History, published in 2002 by the successful British art history text publisher Laurence King is the textbook most used in today's photography history surveys. Published in a second edition as a paperback by the US textbook king Prentice-Hall, and by 2018 in its fifth printing, Marien nimbly covers uses and practices, non-Western photography, and postmodernism.

By the 1990s, even as publishers continued (and still continue) to produce synoptic histories to compete in the marketplace for undergraduates and the general public, a new subject area called visual culture emerged, treating photography as just another kind of representation within a wider history of image-making practices. Here, a photograph's meaning derives from its function in a specific context or discourse of representation (for instance, the construction of race, gender, or colonization), and the image's role in defining the discursive object or disrupting its context by a critique of its power relations is a central activity (see also Chapter 3 by Melissa Miles in this volume). As a subject area, visual culture studies moved away from a focus on medium specificity and aesthetics, and also distanced itself from Western-centered (visual) practices. The intellectual realignment of visual culture studies helped to redress the narrowness of Newhall's history, but it reduced the study of photographs to the study of photographs as illustrations, and narrowed its focus to the lens of a single theoretical model.

Similarly, by making any grand historical narrative suspect, postmodernism opened the doors to a veritable stampede of photography's "other histories." Scholars in the fields of archaeology, anthropology, science, philosophy, geography, popular culture, gender, and American studies have elucidated and expanded the discourses within which photographs are produced and the practices and uses to which they are put.

In the museum, the canonical history of photography enjoys a virtual life, an avatar that governs both collecting and exhibition practices in departments of photography. In the era of mass cultural tourism, exhibitions treating the established figures and themes sell tickets. The largest museums in America and Western Europe continue to draw crowds and cement reputations with monographic exhibitions. Examples include Walker Evans at MoMA in 2013, early Diane Arbus at the Metropolitan Museum of Art (Met) in 2016, and San Francisco Museum of Modern Art (SFMoMA) in 2017, and Paul Strand at the Philadelphia Museum of Art in 2014-15, and the Victoria and Albert Museum in London (V&A) in 2016. Thematic exhibitions sustained the notion of photography's uniqueness as a medium. These included, for example, Impressed by Light, a survey of the British calotype which traveled in 2007 from the Met to the National Gallery of Art in Washington (NGA), and on to the Musee d'Orsay in 2008; the Pre-Raphaelite Lens (NGA 2010-11; Musee d'Orsay 2011); Exposed! (surveillance photography, SFMoMA and Tate Modern 2010); and Acting the Part: Photography as Theatre (National Gallery of Canada 2006) and the similarly themed Performing for the Camera (Tate Modern 2016).

Ironically, at the time of this writing, photography is often synonymous with contemporary art, although it is the departments of contemporary art, not the departments of photography that collect and exhibit those billboard-size images produced by knitting together digital files (I am thinking of Jeff Wall and the students of Bernd Becher at Diisseldorf, including Andreas Gursky, Thomas Struth, and Thomas Ruff). In addition, photography as contemporary art seems to have collapsed the notion of medium specificity as it appears to have redefined the boundaries of the medium's history (see also Chapter 7 by Ben Burbridge in this volume). On one side of this division are the billions of pictures made with cell phones and shared on the internet or the large-scale digital images hung in the museum. On the other side are historic photographs, those small and medium format, primarily black-and-white images whose materials comprise light-sensitive surfaces and whose practitioners were constrained by the technical limits of camera and chemistry. Still considered desirable commodities by museums, galleries, and collectors, their aesthetic function continues to attract analysis, judgment, and critical and scholarly support. Newhall created the scaffolding for their history, established its principles, designated its masterpieces, and to a large extent formed its academic study. His history of photography serves as the first and fundamental text, as well as an example of the finitude of any canonical history.


NOTES

1. Newhall writes that he discovered Schwarz and Riegl at the same time (1981: 7; 1993: 37-8. See also Hahn (2002).
  2. Morris Hambourg (1989: 52-3) discusses two other exhibitions held at the Albright Gallery in February 1932 and the Brooklyn Museum in April which were made up of images borrowed primarily from Levy.
  3. McAlpin would endow the first Chair in the History of Photography at an American university at Princeton in 1972.
  4. For a list of the large number of photographers who exhibited the same work in both Paris and New York see Braun (2005).
  5. What John Szarkowski would call "Vantage point" (1966: 126).
  6. FiFo was, in fact, the first exhibition to simultaneously address photography and motion pictures and to project films during its run.
  7. Reyer's full influence on Newhall's writing has yet to be studied; see Michaels (1988).
  8. A Daguerre still life and photographs by Clarence White, Stieglitz, A. J. Russell, Lewis Hine, Berenice Abbot, Henri Cartier-Bresson, Bill Brandt, and Ansel Adams—all of which featured again in the text.
  9. What Szarkowski would call "Lhe thing itself" (1966: 12).
  10. GEM was not, as commonly thought, the first American museum of photography. Lhat honor goes to Louis Walton Sipley's American Museum of Photography established in 1940 in Philadelphia. It closed in 1968, and its entire collection arrived at GEM in the early 1970s. Newhall left GEM in 1971 for the University of New Mexico where he trained future museum curators in his role professor of the history of photography.I would like to thank Mary Panzer for introducing me to Sipley's museum.
  11. Newhall had already defined these "trends" in the catalogue essay for the 1959 George Eastman House exhibition Photography at Mid-Century. There, they were the "straight approach," "the experimental," "the Photo-journalistic," and "the equivalent."
  12. "The equivalent" would become Szarkowski's mirror category in his 1978 Mirrors and Windows exhibition, his attempt to make sense of the heterogenous photographic practices after the 1960s.
  13. Dedicated to Newhall, Gernsheim's publication was based on his own collection, begun at Newhall's behest in the 1940s.
  14. Joel Eisinger (1995) and Jessica McDonald (2014) have written about these figures,
  15. Bunnell was a student of Minor White, assistant editor of Aperture, on-and-off research assistant for the Newhalls between 1956 and 1965 at GEM and assistant curator at MoMA from 1970. He held the McAlpin-endowed Chair at Princeton from its inception.
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CHAPTER TWO
The Social History of Photography

DOUGLAS NICKEL

For those who study the past, certain historical moments stand out as watersheds or turning points. Something changes, and conditions afterwards seem fundamentally different from what they were before. For the area of scholarly study known as "the history of photography," the 1970s and early 1980s represent one such watershed. That period witnessed (in Europe and North America especially) a dramatic expansion of activity around photography as a whole: the founding of the first commercial galleries specializing in the medium, the building of corporate and private collections, a stream of museum exhibitions and catalogues, sudden auction house attention and mounting prices for newly canonical works, a burst of publishing, and the advent of teaching positions in the history of photography—even endowed chairs—at colleges and universities. But in certain ways this also turned out to be an inauspicious moment for a "photo boom" to arrive. In the wake of the protest movements and sit-ins of the 1960s and the rise of identity politics, many of the same universities and art schools that were flush with enthusiasm for photography as a new subject were simultaneously being challenged by critique and a call for change from the Left. The discipline of art history, where study of the photographic medium might well be expected to come live, now perceived itself to be in "crisis," as whatever consensus about approaches or values that had previously informed it vanished from view. By the late 1970s, the ascension of photography—especially in the art museum or as an aspect of art history—came in for a forceful wave of criticism from intellectuals steeped in critical theory and the spirit of May 1968, and the status of the photograph as a cultural object was peremptorily and vigorously contested. The early 1980s witnessed an outpouring of sharply censorious essays, in the journal October and elsewhere, which challenged the ideological assumptions behind photography's late appropriation as history and its valorization as fine art. This surge and counter-surge of the 1970s and early 1980s became photography's disciplinary moment, the moment of its ratification as an object of theory and sustained scholarly deliberation. It was a moment of professionalization and field formation, of agitation over the stakes of method—it was, perforce, the moment that made the present handbook conceivable. From our position on the other side of that sea change, the history of photography practiced formerly appears sporadic, marginal, and individual; only after an expansion and consolidation of thinking brought about by this disciplinary moment did photography enter our cultural consciousness as a domain of serious and collective academic inquiry. That ferment spawned a wealth of theoretical insights, and new paradigms were proposed for how photography's history might be practiced. Something we today designate the "social history of photography" was one of the emergent ways of thinking about photo history and how it could be framed.

Accounting for why the study of photography took the shape that it did in the 1970s and 1980s is no simple task, however. The writers who we now associate with the advent of a "social history of photography" never used the term to describe their work. Nor did any one of them compose a programmatic statement about what this approach should entail and why a "social history of photography" was useful or necessary. So, in order to grasp what is proper to it and characterize the scholarship that has since appeared under its banner, we will want to start by establishing what the term actually designates. That can only be done by reference to the specific approaches it builds upon, styles of scholarship developed previously and for other subjects.

The first of these is "social history" itself. G. M. Trevelyan published his popular and sweeping English Social History in 1942, which he characterized as "the history of a people ... the daily life of the inhabitants of the land in past ages" and would include not only attention to class relations, but also attitudes to nature, the conduct of family life, and topics such as labor and leisure, religion, music, literature, and education (Trevelyan 1942: xi). Such an approach sought to bridge established economic and political histories, which he saw as then preoccupied with kings and wars. Trevelyan himself descended from a line of famous social reformers, and he blatantly rejected the idea that history must be approached objectively. To the contrary, he espoused a partisan view that believed in social progress and embraced the historian's tendentiousness in the service of that goal as a positive asset. After the Second World War, Trevelyan's Cambridge became an important site for the emergence of the New Left in Britain, with scholars such as E. P. Thompson and Eric Hobsbawm forming the Communist Party Historians Group in 1946. After the Soviet invasion of Hungary, many "socialist humanists" like Thompson left the Party, disaffected with its centralized power and too-narrow involvement with labor unions. But, as The Making of the English Working Class (1962) demonstrates, Thompson's political commitments never wavered. The "New Left" of Thompson, along with cultural theorists Stuart Hall and Raymond Williams, was receptive to versions of Marxist theory originating on the Continent—from the Frankfurt School to the writings of Antonio Gramsci and Louis Althusser—and followed the North American example in making college campuses the base for much of its activity. Where the social history of Trevelyan's generation sought merely to distinguish itself from political, economic, and intellectual history—from the history of elites, in other words—the "new social history" that arrived in the 1960s and 1970s was more invested in the social and political background to events than in the lives of the protagonists of those events. A French version, the Annales School, arose around the same time, led by Fernand Braudel. These new social histories were likewise revisionist and concerned with the lives of ordinary people in the past, but attended more to phenomena like urbanization and industrialization and to social categories (especially those that underpin inequality, such as race, class, and gender) and the importance of culture to everyday life. Their motivating goals were social justice and inclusiveness.

For many, an even more immediate frame of reference was a development called the social history of art. In the 1970s, art history seemed like a logical refuge for a universitybased study of photography's history: after all, several of its primary texts had been produced by authors trained in its methods (e.g., Beaumont Newhall, Heinrich Schwarz) and it was the only extant academic discipline that specialized in the historical analysis of still images. Yet, from the perspective of a younger, recently radicalized generation of scholars, the history of art itself now seemed to be a domain of entrenched, conservative values. To them, the accepted approaches—formal analysis, iconological decodings, connoisseurship, and hagiography of established masters—simply underscored traditional art history's uncomfortable implication in the marketplace and in the service of dominant Western bourgeois ideologies. The result was a comprehensive questioning of the enterprise. A 1982 essay by Henri Zerner for the Art journal noted how a lack of innovation in the previous decade had led to a perceived "Crisis in the Discipline," and how the questions, methods, the very premise of art history needed to be rethought and restructured (Zerner 1982: 279). Feminist art history reflected the larger Women's Movement of the 1970s when it asked: what habits of thought created a system where all the great artists just happen to be men? Rosalind Krauss questioned traditional art history's dependence on names and biography as explanatory principals, asking whether Picasso's early collages might not be better understood as a field of semiotic indeterminacies operating without reference to the artist's life story (Krauss 1981). Back in the early twentieth century, art history had stood atop the humanities for its methodological daring and the willingness of its accounts to take on not just art, but all of human culture. By the late 1960s, the discipline gave the appearance of having devolved into a business of attributions, source-hunting, and a warmed-over history of style, having squandered its centrality as an academic pursuit. Calls for a "New Art History" therefore signaled the need to get past the crisis and recover some of the vitality the profession once projected. This required turning outward, away from art history's own disciplinary methods and inherited traditions, which were held implicitly to be at the root of its troubles.

A new social history of art was one product of the "crisis." Broadly speaking, all art history was, and always had been, social history: every art historian recognizes that artists are part of society and that artworks are invariably embedded in social contexts. Art history's principal authors—from Hegel to Riegl, Wolfflin, Warburg, and Panofsky—all subscribed to the view that the art of a given age was linked to the religion, philosophy, language, economies, governments, and politics of that age, and that one of the historian's presupposed tasks was to demonstrate those links (Clunas 2010: 466). What was at stake in the 1970s, then, was not a new regard for art as something social, but the particular way that social and historical relationships were to be explained or described—how concrete social conditions and tensions might be seen to affect the behavior of artists, the function of their institutions, and the appearance of their output. In this regard, a new social history of art could look back to Marxist precursors. Frederick Antal wrote Florentine Painting and its Social Background mostly in England between 1932 and 1938, while in exile from his native Hungary. Here he argues that a failed class struggle of the bourgeoisie against the aristocracy of Florence in the fourteenth and early fifteenth centuries was clearly, if briefly, reflected in Florentine art: the late Gothic style there betrays the outlook of the aristocracy, while an emerging naturalism in painting manifests the homelier values of a newly prosperous middle class of patrons. Style, for Antal, was a spontaneous expression of ideology and class structure; these were held to have a direct determining role in a model of changing economic "base" and corresponding cultural "superstructure"— the Marxist model of dialectical materialism, as it was popularly understood. Fellow Hungarian refugee Arnold Hauser expanded upon this model to include all of Western art history. His multi-volume Social History of Art began appearing in 1951, around the time he went to teach at the University of Leeds (Hatt and Klonk 2006: 128-34). When T. J. Clark laid out his program for a new "social history of art," he would look to this orthodox Marxist heritage as something to work through and against.

Clark wrote his doctoral dissertation at London's Courtauld Institute of Art in the early 1970s, and six years later he found himself head of the Fine Art Department at Leeds, where Hauser had taught. Though hardly the only author of a neo-Marxist framework for art history—Horst Bredekamp, O. K. Werkmeister, and Martin Warnke were key early exponents in Germany—Clark was the first to define the aims and scope of an updated "social history of art" in any explicit way. His dissertation research had yielded two books, Image of the People: Gustave Courbet and the 1848 Revolution and The Absolute Bourgeois-, the former was introduced with an essay called "On the Social History of Art." Here Clark begins by listing what he intends to banish from his approach:

	The idea of art mirroring or "reflecting" ideology, class relations, or historical conditions—in other words, the dialectical materialism and rigid economic determinism of Antal and Hauser,
 	The notion that history forms some kind of a static "backdrop" to the work of art, as though a neat separation of the two could be supposed. If in orthodox Marxism a cultural product was taken to be a thoroughly ideological symptom, traditional art history imagined the work to be formally autonomous and free of ideology, unless history happened to "intrude" upon it. Clark's own position sees history and art as cut from the same fabric.
 	Further to this, he sees artists as social beings whose minds and activities are not restricted to their artistic communities. As members of the broader society, their values and ideas participate in social relations beyond concern for style, competition, "schools," and other immediate vocational issues. In Courbet's case, that included revolutionary politics.
 	Finally, Clark wishes to avoid analogies between form in a painting and ideological content—as when the historian proposes that the fragmented composition in Manet's 1867 View of the Paris World's Fair is a "visual equivalent of human alienation in industrial society" (Clark 1982: 11). Here he probably had Frankfurt School theorist Theodor Adorno in his sights, as Adorno's last work, Esthetic Theory (1970), made the way that artistic forms could be regarded as "sedimentations or imprintings of social relations of production" a key concept. (Adorno 1997: 5) Left unexplained—as is often the case with Hegelian explanations—is how the ambient abstract social condition "imprints" itself on or gets deposited into something tangible, like a painting, if not through an individual living artist. Clark has no patience for a model that makes all artists the same—that makes them mindless, passive conveyers of a general social consciousness to artworks, independent of their own will and effort.


Clearly, refraining from the "comforting structures" of the previous generation entailed pushing back on both traditional art history and traditional Marxism, and their respective attempts to account for entire epochs and transitions between epochs (medieval to Renaissance, for instance, or feudalism to capitalism). In their place, Clark proposes a social history that is much more circumscribed and specific in its scope. He did not want to abolish prevailing art history so much as revamp it: the old question of how the artist uses pictorial tradition "is certainly a crucial one," he says, "but when one writes the social history of art one is bound to see it in a different light; one is concerned with what prevents representation as much as what allows it; one studies blindness as much as vision" (Clark 1982: 15). It is ideology that creates "blindness," as when prejudice makes the property owner blind to the appearance of his laborers and forecloses in advance their representation, or when a group of artists and critics see entirely different things in the same painting from the past. In Clark's scheme, even a small cross-section of historical time yields an infinitely complex constellation of relations between a single artist, his or her subject matter and style, the social situation immediately surrounding the individual, the pictorial possibilities suggested by already-available representations of the chosen subject, other artistic ideas of the period, art's institutions and one's need to make a living, the politics of the moment—local and general—and their direct and indirect effect (i.e., via those institutions), and so on. Historical specificity does not restrict the historian: it reorients one's perspective. It opens art history to new frames of reference— new configurations of "work" and "context"—by embracing the dictum that there is "no art history apart from other kinds of history" (Clark 1982: 18).

With these influential models in mind, we can begin to envision what a corresponding "social history of photography" of the 1970s may have taken from them. Such history was avowedly left of center, though its adherents might well be Marxist, neo-Marxist, or simply progressive in their commitments. It would favor the everyday over the elite, and its sympathies would lie with what was perceived as the underrepresented and the marginal, whether that was a group of people or an aspect of photographic practice previously neglected by scholarship. It would be oppositional and revisionist, critical of earlier formulations and eager to ask new questions or demonstrate fresh approaches. It will often adopt polemical language and styles of argumentation, speaking as if in a voice coming from outside the institutions it is analyzing, and tacitly or openly acknowledging its own political position through a posture of critique. And it would stress the primacy of social conditions as determining factors in photographic production and circulation, albeit with different models or kinds of determination possible.

This working definition may help in sorting out what a social history of photography actually looks like. And sorting is necessary, as the problem here is analogous to that of the social history of art itself: any history of photography is, in some sense, a social history, making for some confused and overly broad applications of the term. For instance, in 1938, Robert Taft, a chemistry professor at the University of Kansas, published Photography and the American Scene: A Social History, 1839-1889. Taft was well aware of the available technical histories, he says, but in focusing on the United States, he wanted something "not primarily from a technical point of view, but from that of social history. And such has been my attempt. I have endeavored to trace, however imperfectly, the effects of photography upon the social history of America, and in turn the effect of social life upon the progress of photography" (Taft 1938: vii). Even so, Taft offers quite of bit of technical history, framed as something like a Whig history of social progress through technology (Brunet 2011: np). Its claim to "social history" categorization rests largely upon inclusion of photographs of historical events, and of photographs that effected historical change, as when William Henry Jackson's images of Yellowstone influenced the US Congress to establish the first National Park. We might call this the "camera as historian" model, with the photograph serving as an illustration to events rather than an object of deliberation itself. Michel-François Braive's L'âge de la photographie; de Niepce à nos jours, translated into English in 1966 as The Photograph: A Social History, integrates photography's relation to familiar Western art movements with a broad range of mass-market illustrations and anonymous images, to point to the medium's reception in the popular imagination. This and other invocations of a generic "social history" have endured; the critic Hilton Kramer even nominated John Szarkowski's sesquicentennial volume Photography Until Now as a "social history of photography" because it acknowledges changes in technology, economic constraints, means of distribution, and professional structures (Kramer 1990: 5). But while all such efforts incorporate social context into their accounts—and may even have been exceptional in their day for having done so—they betray no particular political stance, are hardly oppositional or polemical, and typically preserve an existing canon of established masters and themes. Where leftist histories will usually rely on some model of determinism between historical cause and cultural effect, these histories customarily revert to the descriptive "backdrop" scheme, where developments in the social sphere seem to parallel developments in photography through a mechanism that remains unarticulated. For here it must be stressed: social context alone does not make for a social history of photography, in the terms outlined at photography's disciplinary moment, unless we are willing to include under that heading every history ever written.

The social histories of photography that emerged out of the 1970s were distinctive in their political commitments. But like the other "new" social histories of their day, they looked back to find progenitors. The German philosopher Walter Benjamin, for instance, emerged as prototypical to scholars in the 1970s and after, largely on the basis of a small handful of texts he authored in the 1920s and 1930s that oriented the photograph to his idiosyncratic Marxist vision of history and society. In his writings, Benjamin was above all concerned with the way modern technologies (the telephone, cinema, etc.) changed human perception en masse, believing that such innovations had the potential to help us see, hear, and experience the world in more incisive or even revolutionary ways. His model of history favored rupture over continuity. Within this framework, photography arrives as a potentially transformative development in the history of Western culture: his essay "Little History of Photography" from 1931 can, with some justification, be called "the first important social history of photography" for the unorthodox path it charts away from a focus on personal style and toward a broader thesis of changing social consciousness (Benjamin 2008: 5-6, 264). Benjamin was attuned to new theorizations of photography coming from Constructivism and New Vision advocates like Laszlo Moholy-Nagy. Extending Moholy's notion that photography augments human vision, the "Little History" argues that the photograph amounts to a profoundly new mode of representation, one possessing a unique, almost surgical capacity to penetrate those mystifications of culture that pass for social "reality" in modern times. He is unabashed in his desire to connect past and present: the clarity of the daguerreotype and the directness of Hill and Adamson's productions of the 1840s appear to him as historical anticipations of Neue Sachlichkeit and other modernist forms of the 1920s, as both reflect the social conditions of their time. "It would not be surprising," he writes, "if the photographic methods which today, for the first time, are harking back to the preindustrial heyday of photography had an underground connection with the crisis of capitalist industry," crises such as the failed November 1918 revolution and the runaway inflation in Germany in the 1920s (Benjamin 2008: 274-5). Benjamin argues that any theory of photography must embrace its status as a technology, but his version of social history entailed not so much Whiggish progress as a recognition of the psychological responses people have to the photographic image. Benjamin sees our encounter with a photograph as a psychic event, where historical images lodged in our unconscious are brought in relation to the objective camera picture before us, a potentially revelatory meeting of two moments that makes the past appear "still real" to us (Benjamin 2008: 276). Characteristically, Benjamin's "Little History" is discontinuous, predicated on reversal: the perfect congruence between Hill's craftsmanlike approach and the values his bourgeois subjects of the 1840s permeated those works with an "aura" that disappears from the improved processes and growing bourgeois affectations of photographers and sitters in the "industrial" phase of portraiture that follows. This congruence, or "underground connection," is then recovered in the present, where, in the hands of Eugène Atget, August Sander, and the Surrealists, photography appears as a new and emancipatory tool for "removing the makeup from reality" (Benjamin 2008: 284). Brief though it is, the "Little History" essay (and its later and more theoretical amplification, "The Work of Art in the Age of its Technological Reproducibility") outlines a system of photographic signification built upon a dynamic and visionary model of history linked to an updated understanding of Marx's psychological speculations about class-consciousness and how commodities are fetishized.

Yet, seen historiographically, the most striking aspect of Benjamin's influence was its own discontinuity and delayed impact. Benjamin met Gisèle Freund, a young photographer and art historian studying sociology at the Institute for Social Research in Frankfurt, in the early 1930s. Their Jewish family backgrounds and shared opposition to National Socialism forced both to flee Germany for Paris in Spring 1933. Freund completed her doctoral dissertation at the Sorbonne, titled "La photographie en France au dixneuvième siècle," which was printed in 1936 and later condensed and revised to become the introductory part of her 1974 Photographie et Société (translated into English in 1980 as Photography & Society). This scholarship reflected and expanded upon Benjamin's ideas about bourgeois portraiture, but hewed to a more orthodox model of dominant class influence and artistic taste. That said, it represented a much closer approximation of a modern social history of photography than did the nearly contemporaneous book by Robert Taft. In 1940, with the fall of Paris imminent, Freund and Benjamin again escaped—this time to southwest France—with the aim of emigrating to the New World; Freund eventually made her way to Buenos Aires, while Benjamin, having been turned back by officials, committed suicide on the Spanish border. Most of Benjamin's work, still in drafts, was left behind in Paris. Only in the late 1960s and early 1970s were his essays edited, translated, and put into general circulation: the oft-cited "Work of Art" essay, for instance, appeared in an abridged French version in the Zeitschrift für Sozialforschung of May 1936, then stood unnoticed until after its re-publication in 1969 in the volume Illuminations. So, while Benjamin's ideas about photography may have been known to Freund and his other Frankfurt School colleagues, they did not reach any broad visibility until the 1970s, when they became essential reading virtually overnight and since which time they have grown inexorably in authority and prevalence (Przyblyski 1998: 8-11). John Berger introduced the first episode of his 1972 BBC documentary Ways of Seeing with an explication of Benjamin's "Work of Art" thesis, and Susan Sontag's popular On Photography would declare Benjamin "photography's first and most original critic" (Sontag 1977: 76). The timing of this recovery is hardly coincidental: it corresponds exactly with photography's disciplinary moment.

In England, two key figures emerge at this time: Victor Burgin and John Tagg. Burgin was an artist and photographer teaching at the Polytechnic of Central London in the 1970s and 1980s. The slightly younger Tagg had studied fine art and art history at Nottingham and then, in 1973, received his MA from the Royal College of Art. Tagg encountered the pieces Burgin was contributing to Studio International, and soon began collaborating with him directly; among other lecturing positions around London, Tagg taught the history of photography in Burgin's home department at the Polytechnic. In 1979, he went to Leeds to become tutor-in-charge of the MA program in the social history of art there, as T. J. Clark departed for Harvard. Steeped in a common brew of political activism, critical theory, art practice, and zeal for academic reform, Burgin and Tagg soon came to author a number of pioneering essays between them that outlined a platform for the way photography might thereafter be studied. Burgin's anthology Thinking Photography (1982) and Tagg's first collection, The Burden of Representation (1988), epitomize this juncture and their respective positions toward a new, theoretically informed study of photography and its history.

Their agendas overlapped, though they were not identical. Burgin looked around and noted the underdeveloped state of our intellectual understanding of the photograph: he found writing about it largely dominated by "criticism" ("an account of the personal thoughts and feelings of the critic in confronting the work of a photographer") and "history," analogous to criticism in the way it projected the writer's preferences and values onto the past and treated them as facts (Burgin 1982: 3-4). Burgin considered "photography theory" an as-yet unturned field, a project just begun and needing definition; his readings in semiotics and structural linguistics, Freudian and Lacanian psychoanalysis, and recent leftist sociopolitical thought suggested to him a more rigorous, interdisciplinary way forward, toward a theory of "signification" that held the photograph up as a special (and especially complex) kind of object. To this end, in addition to his own work, he included in his volume essays by a semiotician (Umberto Eco), a Lukácsian Marxist (Allan Sekula), a social historian of art (John Tagg), and—as its prolegomenon—a 1934 essay by Walter Benjamin ("The Author as Producer"), which contemplated what role in political change the artist-intellectual could plausibly assume. Having repudiated what then passed for the history of photography, Burgin admits Tagg's essay ("The Currency of the Photograph") into this context to demonstrate what an alternative, "thinking" version of photo history might pursue.

At first, Tagg shared Burgin's faith in the possibility of marrying Marxist cultural studies to theories of the unconscious, gender, and language—the same marriage embraced by film studies at the time. Taken together, such theories represented a methodological challenge to the status quo, and offered Tagg the opportunity to question the humanist documentary tradition still upheld by the Left. Yet, as his approach developed over the decade, he found the often ahistorical, formalist perspectives of semiotics and psychoanalysis come into conflict with the historicist premise of his real interest: ideology and power. As with Burgin, Tagg's starting point here was the French Marxist Louis Althusser. Althusser was concerned with institutions that maintain control by securing the consent of those being governed: bottom-up self-control, we might say, as opposed to more overt, top-down measures of repression (like the police or the military). Here, what the individual takes to be social reality is really just a representation, a manufactured picture of reality that keeps us all docile and productive. In this scheme, what needs scrutiny are those other state and cultural apparatuses (education, religion, the family, art and sports, the media, etc.) embedded in everyday life that do their work upon us unnoticed. The way these institutions used photography—as legal evidence, as documents sanctioning housing reform, as records of identity—became the subjects of Tagg's essays, subsequently gathered together as The Burden of Representation. In an effort to update Althusser's project and overcome some of its theoretical difficulties, Tagg turned to the recently translated works of Michel Foucault. Foucault was also concerned with power, but of a different kind: he investigated those modern institutions that exerted authority by creating knowledge about their subjects—clinics, asylums, schools, and prisons. Such institutions developed their own new modes of surveillance and information management, often predicated on observation, in an effort to direct the conduct of individuals (or human bodies) within them. Tagg notes:


In analyzing these "technologies," Foucault uncovers a stratum of materials which have thus far remained below the threshold of historical visibility. His discoveries have importance both for new and old themes in the history of photography. For example, with the growth of the technology of control and reform, observation and training, a new curiosity arose about the individuals it was intended to transform. (Tagg 1988: 89)


That curiosity helps explain the rise of those social sciences in the nineteenth century— of fields such as psychiatry, criminology, and ethnography—that developed new means to study and document their subjects. Tagg set himself the task of describing some of the ways the photograph was instrumentalized and made to serve as evidence within a modern restructuring of administrative power. Lens-based surveillance has remained a preoccupation of his work ever since.

In some regards, Tagg epitomizes what the social history of photography aspired to be at its outset, but in others, he complicates it altogether. There is no question that, when it appeared, his work presented itself as oppositional and polemical, a dissident voice confronting both traditional photo history and cherished tendencies of the Left in England, Indeed, he specifically invokes the "new forms of critical and historical theory" exemplified by T. J. Clark (Tagg 1988: 21). Tagg's focus on mug shots, commissioner's reports, and copyright laws could not have been further from the artistic biographies and canonical works that preoccupied the nascent "photo boom" of the 1970s and early 1980s, anticipating an interest in what would later be dubbed "vernacular" practices. More significantly, Tagg argued against the idea that the photograph had any identity of its own. Contemporary writers as otherwise dissimilar as John Szarkowski and Roland Barthes had each actively sought to define what a photograph was: each believed photography to be unique among systems of visual representation, and that a crucial job of the theorist was to isolate that essential uniqueness and distinguish it from other systems. Tagg's radically instrumentalist approach rejected any such essence. In an oft-quoted passage, he declares:


Photography as such has no identity. Its status as a technology varies with the power relations which invest it. Its nature as a practice depends on the institutions which define it and set it to work. Its function as a mode of cultural production is tied to definite conditions of existence, and its products are meaningful and legible only within the particular currencies they have. Its history has no unity. It is a flickering across a field of institutional spaces. It is this field we must study, not photography as such. (Tagg 1988: 63)


In other words, the meaning of a particular photograph depends entirely upon the context in which it appears, and how it is used there, not upon any semantic properties flowing from the image-making process itself. For him, photographs are "empty signs," as Geoffrey Batchen puts it, "a mere field of possibilities, until they are filled with significance by outside discourses or infrastructures" (Batchen 2013: 235). Tagg thus denies the "socalled medium of photography" any coherent history to call its own (Tagg 1988: 63).

If our premise has been that the "social history of photography" represents one way to engage a field of study nominally designated "the history of photography," then Tagg's assertion is problematic. The subtitle of his book, "Essays on Photographies and Histories," betrays a characteristic postmodern, relativist position: there is no history, only histories, and no photography, only diverse deployments of it. What Tagg imagines, then, is more like an aggregate history of institutions that have used photography, understood through analysis of the way they gather and read evidence, and not a coherent "history of photography" per se. This would cast him as more a historian and theorist of power and its frameworks than as an historian of art or photography of a certain stripe. Indeed, he denies the logical validity of any such category. It is the policing strategies of "wordless power" and an "immanent disciplinary will" he seeks to account for, but not (he states emphatically) the power of the camera, even if photography serves as a recurring theme in his work (Tagg 1988: 64). As he notes in his follow-up volume, "each of these tangents touches the space of the photographic at a glance, at a particular point, and it is at these particular points that we find ourselves engaged with the contingency and the historicity of all attempts to give photography a discursive fixity"—the kind of discursive fixity that a narrative history takes for granted (Tagg 2009: xv). Tagg's position raises the question for us of whether social history is actually a method or part of an academic identity one assumes.

Three years before the publication of Tagg's first collection, a less equivocal model for a social history of photography was offered by Elizabeth Anne McCauley. A.A.E. Disdéri and the Carte de Visite Portrait Photograph (1985) was based upon her Yale dissertation. As an undergraduate, McCauley had studied art history at Wellesley College, where Eugenia Parry Janis was an early mentor, but her approach to the history of photography only emerged with doctoral studies in the 1970s under Professor Robert Herbert. Herbert was himself an early exponent of social art history in the United States. He had grown up in working-class conditions—his father operated a drawbridge—and this background informed his lifelong political convictions and approach to the discipline. While pursuing a dissertation at Yale in the 1950s, Herbert came under the influence of Marxist art historian Meyer Shapiro, who encouraged his rebellion against prevailing formalist orthodoxies (Herbert 2002: vi-xi). A specialist in nineteenth-century French modernism, Herbert proved an ideal advisor to McCauley, who began her graduate career in the 1970s looking into prints, physiognomic beliefs, and theories of gesture in Second Empire portraiture. While researching these topics in Paris, she came upon period discussions of portrait likeness and the representation of "inner character" being rehearsed in photographic journals and instruction manuals of the 1850s and 1860s, and at the center of the photographic portrait industry stood André Adolphe Eugène Disdéri and his creation of the popular calling card or carte de visite photograph. With Herbert's support, this became the subject of her thesis, and then her first book.

McCauley's text stood out at the time in several respects. Though its title advertised a biographical subject, its treatment of Disdéri was hardly heroicizing: without denying the photographer his individuality or contribution, the author chooses to treat him as representative of his time, class, and profession. "This reexamination of Disdéri's life and career is not meant to elevate his works or celebrate him as a genius," McCauley writes. "Rather, it is a case study of a Second Empire operator who, like hundreds of other men and women, tried to earn a living by producing and marketing photographs ... It therefore seems appropriate to use his career as the basis for a wider study of the product which formed the backbone of his business" (McCauley 1985: 6). That wider study treated the carte de visite as a social phenomenon, combining insights from sociology (the cult of celebrity), business history (the cost, scale, competition for, and creation of markets for portrait images), political theory (where a mass-market commodity could function ideologically as an equalizer between bourgeois and petit bourgeois audiences), and communications theory. Instead of choosing between a determining, abstract social context and the autonomous producer, McCauley sought to put the two in meaningful relation. By discussing the style and imagery of the carte photograph—the poses and settings of its sitters, for example—the study remained rooted in art history's commitment to meaning in individual works, even as it argued that the carte was a relatively cheap, disposable, ubiquitous part of everyday middle-class life, and that style is invariably linked to consumer demand.

The treatment bears other hallmarks of the new social history of art: like Clark's study of Courbet, McCauley's research embraced historical and geographical specificity (the years between 1858 to 1870, the span of its protagonist's career in cartes), an interval that "coincided almost exactly with the period in which France tried to regain the glory achieved and lost by the first Napoléon" (McCauley 1985: 1). In her second and more encyclopedic effort, Industrial Madness: Commercial Photography in Paris 1848-1871 (1994), McCauley expands on the notion of the social and cultural "climate" that gave rise to a rapid expansion in the photographic trade in Paris. Here she enumerates a battery of factors—Napoléon Ill's promotion of industry and modernization, the development of the collodion-on-glass photograph, the founding of professional organizations and urban infrastructures, and the rise of a consumer class for luxury goods, among them—that contributed to Paris becoming the capital of commercial photography in the nineteenth century. Where a hard Marxist account might have proposed some model of economic determinism, the issue of historical causation is left largely untheorized in these two studies: the author suggests a "happy coincidence" of new technologies, ideology, and fiscal developments in the period, and that the ascendancy of photography "paralleled" that of the centralized bureaucratic state (McCauley 1994: 2, 8). But this absence proves scarcely problematic for a work whose concentration is more on empiricist results than abstract causes, and where determinism is understood to be multiple and complex. As the author concludes, "It is likely that few petit bourgeois operators reflected on the ideological import of their products, and they most certainly cannot be seen as agents in the Bonapartist promotion of technological progress" (McCauley 1994: 314).

The generative period of McCauley's volumes witnessed intense museum and collecting activity around nineteenth-century French photography. Her materialist approach provided a radical alternative to such offerings, not only in its gravitation to "marginal" objects (e.g., illicit nudes and hack portraits) but even more so in its refusal to valorize their makers. Here, even the canonical Nadar gets reconsidered—as an egotistical, erratic business owner and inventor of his own historical persona—revealing how the private interests of the artist aligned with those of a marketplace then and again one hundred years later. McCauley's history departed from others in the way it let social context, ample archival evidence, and a critical posture to the past tell an altogether different story about French photography under the second Bonapartist regime.

A revisionist agenda is even more apparent in the work of McCauley's schoolmate Molly Nesbit. Nesbit also studied with Robert Herbert in the late 1970s, receiving her doctorate from Yale in 1983. Her work too featured Paris, but she chose to focus upon a single illustrious figure—Eugene Atget. No photographer was more contested in this period than Atget, for conspicuous reasons: after the Photography Department at the Museum of Modern Art in New York acquired about 5,000 Atget prints and 1,300 negatives from Berenice Abbott in 1968 (the balance having been sold or given to French institutions before 1929), it set out on a lengthy process to research, catalogue, and eventually exhibit and publish the collection in four installments. These appeared between 1981 and 1985 as The Work of At get. The project engendered a critical backlash even before it was completed: Rosalind Krauss, in her contribution to Zerner's "Crisis in the Discipline" issue, asked what it meant for the museum to impose the art historical concept of oeuvre and aesthetic intention on an archive of topographical subjects, and the title artist on a maker of views such as Atget (Krauss 1982: 315-18). Abigail SolomonGodeau pursued the question further, noting how the scant biographical information available about the photographer's motives inspired a wide range of ideological and personal projections onto the heterodox corpus of Atget's production. Atget becomes a cipher, appropriated by others even before he dies—by Man Ray and the Surrealists (who nominated him a primitive avant gardist), by Walter Benjamin (Atget as unwitting seer of social estrangement), Abbott (lyrical realist), and finally MoMA's John Szarkowski, who fashions Atget as a heroic, original but uneven modernist, perhaps more important (retrospectively) to the pantheon of art photography than any other figure (SolomonGodeau 1986: 221-7). Nesbit stepped into this fray with her own radical reassessment. Atget insisted he was not an artist, she says, but a tradesman making simple documents— objects of banal function, supplied for the use of others—and he identified himself politically with the Left, with the working classes.

That argument was put forward cogently in the 1992 publication Atget's Seven Albums. Like McCauley, Nesbit provides the reader with exhaustive information about Paris, the business of photography, and what it meant to produce a certain kind of photographic artifact—in this case, a useful topographical or architectural "document." In fact, the first half of the book represents a detailed (and novel) analysis of what a photographic document is, how it was used, what kinds of knowledge it encodes, and what values—about things in the world, the world of commodities, the world of the client—that knowledge reflects. Where Krauss and Solomon-Godeau advance a postmodern meta-critique of "authorship," Nesbit instead plants her understanding of Atget-as-author in a social history of French law: copyright law, rather than authorfunction, guaranteed him certain rights and a certain status as an auteur-éditeur of the documents he produced. From here the study moves to an examination of the objects from which the book takes its title, the seven maquette-like albums Atget assembled toward possible publication. Restoring to him the role of editor of his own corpus yields a very different picture from that drawn by Abbott or MoMA; it establishes the specific conditions of production confronting a photographer like Atget at that moment in time, and describes the stratified class structure of his customers. "This is not the Parnassian ground of art history," Nesbit observes, "but then neither is the document" (Nesbit 1992: 9). Where Szarkowski sifts through an archive (only 20 percent of which rises above the "pedestrian" or "routine," he admits) in order to pluck out the exceptional work that reflects a personal vision, Nesbit puts Atget back in Paris, back into the realm of the small trades, to show how his class allegiance to the populaire left him at odds with that of the clients he served. (Szarkowski and Morris Hambourg 1981: 18). His outlook, derived from an existence that almost never gets chronicled, is exactly the kind of historical blindspot Clark identified as needing redress. Nesbit wishes to preserve Atget's historical and socioeconomic otherness, and his pictures their life as working documents, against the appropriation of the Surrealists, Benjamin, and the museum. Paradoxically, this also entails preserving his opacity from any totalizing appropriation by leftist intellectuals or by us, the reader.

The past several decades have witnessed significant methodological changes within the humanities disciplines, including the history of art. The conditions leading to a perceived need for a "new art history" in the 1970s and the particular forms that photographic theory took in its founding disciplinary moment coincide in crucial ways, even if that conjunction has been largely subject to amnesia or neglect in our photo-historiography. Those motivating conditions no longer exist today. The social history approach to photography under discussion here was incubated in a period when, for its protagonists, intellectual activity and political activism were seen as two parts of a whole, when the stakes of scholarship were not merely academic or vocational. Making photographs and thinking critically about them were seen as conjoined modes of material practice toward political ends, together contributing to what was once termed "engagement." As Tagg recalls, this work was first formulated at a time when a larger social revolution was still envisioned as possible, and "in the euphoria of political delusion, we half believed that [the] State could be smashed and that the first brick could be thrown by photographic theory" (Long, Noble, and Welch 2009: 29). By the 1980s, such hopes had faded, and the scholarship once fueled by them now had to reconcile both the heady delusion and the failure. Critical reflection led to the conclusion that there could be no one definitive "Marxist" theory of culture. As the impulse for social justice increasingly looked beyond class to other structures of marginalization—to gender, race, ethnicity, and sexual orientation—identity politics now informed popular liberation movements and came to take a dominant place in the academy. Marxism soon found itself hybridized with other varieties of leftist thought (e.g., "Marxist-feminist") and became foundational to developments like postcolonial theory and the institutional critique of the museum. As its insights and critical postures were variously absorbed and modified, it became sublated into the intellectual mainstream; indeed, most art historians working today will claim they practice some kind social art history, however diffuse their political outlooks may in fact be (Clunas 2010: 466). One effect has been to make any unalloyed application of Marxism appear not wrong, but reductive.

An example of this can be found in Steve Edwards's 2006 volume The Making of English Photography: Allegories. Edwards trained in fine art and then in the program in the social history of art at Leeds, where he received his doctorate in 1996. In many ways, his book extends lines of inquiry from earlier writers on photography—Clark, Tagg, and Nesbit in particular—with its focus on the English carte photograph and the studios of petit bourgeois makers, and in particular on how their class status informed their social identities. Where Nadar was once resituated in relation to the business of photography, here the English William Henry Fox Talbot and other members of his class, conventionally labeled "gentleman-amateurs," are found to be deeply concerned with the mechanical, autogenic capacity of the new invention and what that entailed—for labor generally and their own pocketbooks in particular. In other words, the claim here is that all nineteenthcentury English photography operated in relation to the commercial sphere and economic conditions. To the studio photograph Edwards adds another object of study: the kinds of writing found in nineteenth-century photographic journals, defending the interests of the profession. In particular, he explores the art theory formulated within such journals that proffered a photographic aesthetic and sought to elevate the photograph (rhetorically, at least) to the status of "art" (Edwards 2006: 2). "Aesthetic questions were integral to the business of photography and to the objective image elaborated upon by the men of science," Edwards argues, and so journals become the archive within which he traces the discursive construction of the category we now recognize as fine art photography (Edwards 2006: 2). His study stands shoulder-to-shoulder with any of its antecedent social histories in its commitment to a sober and careful materialism. But, even with its innovations, The Making of English Photography appears much like a book that could have been written in the 1980s, so attached to an earlier and confessedly unfashionable model of class tension is Edwards, and so unapologetic is he in turning away from the last thirty years of art history's restructuring. The "history-from-below" that Marxism espoused might certainly be deemed an unfinished project within the discipline—even more so within photo-history—but arriving at the same conclusions via new examples does not necessarily represent headway in any sphere of scholarship.

With relatively few advocates and no organized program behind it, the social history model of the history of photography was destined to suffer even greater disciplinary displacement and absorption than did the social history of art. Such fortune must be understood within the context of the brief lifespan of academic photo-history itself, however, and an appreciation of how, since the 1970s, the study of photography has bent to the prevailing winds of the academy. Victor Burgin may have once envisioned something coherent called "photographic theory" informing a new field of academic inquiry, but a proliferation of theoretical approaches and divergent intellectual goals has left photography in a quizzical state: it became a fashionable topic of deliberation without ever securing any real infrastructure of its own (Long, Noble, and Welch 2009: 2-4). This fate was hardly inevitable: field structure never required that photography have a definable identity or nature, only that those who study it arrive at some consensus on an evolving set of "big picture" questions that would concern any interested participant, and that it put itself and those questions in dialogue with other disciplinary traditions and questions. The possibilities of such field structure was kindled in the late 1970s, flickered, and has smoldered ever since. Postmodernists of the 1980s and 1990s were soon to arrive and appropriate photography as a useful theoretical object in their interrogation of formalism and master narratives; theirs was an essentially negative critique of both modern culture and the photograph's naturalism. Visual Studies then came along and embraced the photograph as one of a number of "visual technologies" that permeate our social spaces, mass communication, and networks of information flow, useful to their argument about the need to expand art history's objectdomain. It doubled down on the semiotic and phenomenological project of writers like Roland Barthes, but not without a resulting loss of commitment to the very notion of historicity that social histories and the history of photography once took as axiomatic to their endeavor. The manner in which the anodyne term "photography studies" has supplanted "the history of photography" or "photography theory" testifies to the way visual studies has reoriented those twin domains from historicity to a more mediastudies presentism, through rebranding. As the humanities were transformed in the past two decades by new disciplinary formations—women's studies, critical race studies, queer studies, postcolonialism—they too allocated versions of photographic practice to their specific intellectual and political ends. But what is hailed as "interdisciplinarity" in photography studies often in practice amounts to a Tower of Babel. The scholar working on, say, queer affect in fashion magazines will have little that is helpful to exchange with someone researching Talbot's patents from a legal history perspective, as academic scholarship is still judged first by local disciplinary standards. In our ecumenical academic environment, the term "intervention" has lost its oppositional force; there is no longer any real orthodoxy to oppose when oppositional gestures themselves become the accepted norm. It remains to be seen whether conditions will ever allow the promise of photography's disciplinary moment to be fulfilled. A first step might well be a more rigorous evaluation of our own recent past.
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CHAPTER THREE
The Eye-Witness of Humanity

Changing Approaches to Photography's Relationship to Society and Culture

MELISSA MILES

In 1962, photography historian Helmut Gernsheim published a statement that reads today as a striking marker of change and continuity in studies of photography's role in society and culture. As Gernsheim (1962: 229) enthused about photography's intimate connections to the social world—in which photography not only produces images of society but also helps to build social relationships—e also argued that photography formed a universal language that could transcend political and cultural difference:


Photography is the only "language" understood in all parts of the world, and, bridging all nations and cultures, it links the family of man. Independent of political influence—where people are free——t reflects truthfully life and events, allows us to share in the hopes and despair of others, and illuminates political and social conditions. We become the eye-witnesses of the humanity and inhumanity of mankind.


Much contemporary photography scholarship and practice can be seen as either a critique or an extension of such ideas. Although claims for photographic truth, transparency, and universality have been thoroughly challenged, the humanist faith in the social significance of photography as an agent of witness continues to flourish. Interest in the social and cultural implications of photography grew increasingly complex in the decades following Gernsheim's publication, as new generations of theorists, historians, and practitioners debated the many ways that photography produces the institutions, social identities, and cultural practices that it so compellingly pictured.

This chapter will address some of these issues and identify the key theoretical frameworks and intellectual conditions that have informed the study of photography's participation in cultural and social processes since the late twentieth century. Such studies consider how people represent themselves and others, how identities are formed through photography and translated into social practices, roles, and hierarchies, and how societies have used photography to objectify "others" in systems of alterity. These studies also involve understanding how photography is used in immediate relations between individuals and groups—its social function—as well as how it is used to produce representations that are expressive of social relations. Such representations play an important cultural role in detailing and shaping what social relations are, what they mean, what value they have, how they are enacted, and the conditions that make them possible.

Building on analyses of photography as an expression of power and ideology that have historically framed photographed subjects as victims of the camera's and photographer's knowing gaze, this chapter charts the development of three other interrelated tendencies in the social and cultural study of photography. The first tendency is linked to the rise of social movements such as feminism, the civil rights movement, and gay rights in the mid-to late-twentieth century. It draws on semiotics, psychoanalysis, and post-Marxist and feminist theories to consider photography's place in forming identities, social hierarchies, and patterns of exclusion. Closely related to these issues and emerging out of similar conditions, the second tendency centers on the "cultural turn" that swept through the Humanities and Social Sciences in the 1980s and 1990s. This important mode of study acknowledged the constitutive power of culture as a key part of social life. In studies of photography, the cultural turn saw a shift in emphasis away from reading photographs as though their meaning was embedded in the image itself, and toward an appreciation of how meaning is also produced extraneously in discourse, personal and public relationships, and systems of power. The third tendency addressed in this chapter is inseparable from the increasing significance attributed to witness and testimony in contemporary culture, and is reflected in the popularity of memory work, emotions, and trauma in photography theory and practice. Although it draws on research from other fields including psychoanalysis and historical studies, this body of work is also intimately connected with photography's unique mode of image making. For the sake of clarity and brevity, each of these three tendencies in photography studies is illustrated with a discussion of a particular category of photography practice: the professional practices of art and documentary photography, historical photographs that operate outside of these professional and institutional frames, and amateur or personal photographies. However, it must be noted that each theoretical current affected and was affected by a far larger and more diverse range of photography practices than can be feasibly addressed here.

These wide ranging theoretical issues and practices have critical implications for photography studies. Appreciating how photography participates in a range of social transactions means moving beyond studies of photographs as self-contained texts to be interpreted semiotically, and viewing them as material artifacts that circulate in different ways in different social and cultural contexts. Studies of photography's operation in social and cultural processes therefore do not just consider how the producers and subjects of photographs are socially and culturally located, but how photographs construct identities and social relations in their production, publication, circulation, collection, critique, and consumption.

THE FAMILY OF MAN AND OTHER MODERNIST MYTHS

Criticism of modernist myths about the transparency of photographic image making and communication has underpinned many aspects of photography studies since the late twentieth century. Edward Steichen's exhibition The Family of Man staged those myths on a spectacular scale and as such attracted much critical attention. This enormous exhibition of 503 photographs by 273 photographers from sixty-eight countries opened in 1955 and toured the world during the 1950s and 1960s. Steichen's (1958: 161) "very firm belief that we are all alike on this earth, regardless of race or creed or color" pervaded the exhibition, which presented culturally specific themes of birth, death, work, knowledge, and play as though they are universal. According to Steichen (1958: 161), photography was uniquely placed to express these supposedly common experiences because it represented a universal mode of communication: "We have in photography a medium which communicates not only to us English-speaking peoples, but communicates equally to everybody throughout the world. It is the only universal language we have, the only one requiring no translation." Comparable myths underpinned modernist photography histories that revolved around the identification of a succession of historical styles, absolute aesthetic values, key photographs, and talented photographers who somehow transcended their social and cultural contexts to produce supposedly timeless images.

This kind of disregard for differences in class, gender, race, politics, and culture in photographic image making and communication has since attracted a substantial body of criticism. Roland Barthes (1973: 100-2) argued in his book Mythologies, first published in French in 1957, that The Family of Man's sentimentality obscured diverse cultural experiences of birth, life, family, and death to transform specifically American political ideologies into myths of global commonality (see also Kaplan 2005: 55-79; Stimson 2006: 59-103). Not translated into English until 1972, Barthes's ideological critique had a somewhat delayed impact in the English-speaking world. The growing interest in photography's participation in social and cultural processes coincided with the gradual infiltration of this and other European theory into English-speaking academic discourses in North America, Britain, and Australia in the 1970s and 1980s. This period was characterized by a critical examination of how seeing and image making are embedded in specific patterns of social and cultural interaction—ideas that were explored with the help of post-Marxist theories of ideology, cultural materialism, semiotics, and psychoanalysis. These European theories gained prominence in Britain, North America, and Asia Pacific during and after the rise of social movements like feminism, civil rights, and gay rights, and related areas of study such as women's studies, African American studies, postcolonial studies, and queer theory. The work of Barthes, Louis Althusser, Ferdinand de Saussure, Jacques Lacan, and others provided a useful context and conceptual framework for addressing important questions about identity, subjectivity, and social hierarchies, and their connections to objects, images, and texts.

Distrust about the truth of photography was also evident in the work of theorists reconsidering photography's identity as a medium through a phenomenological framework. Hubert Damisch exemplifies this tendency in his article "Cinq notes pour une phénoménologie de l'image photographique" originally published in the French journal L'Arc in 1963, with the English translation published in the journal October in 1978 as "Five Notes for a Phenomenology of the Photographic Image." After framing the photograph as a "'cultural object" and arguing that it is "historically constituted," Damisch (1978: 70) stressed that: "The photographic image does not belong to the natural world. It is the product of human labor, a cultural object whose being—in the phenomenological sense of the term—cannot be dissociated precisely from its historical meaning and from the necessarily datable project in which it originates." Subsequent phenomenological studies of photography have considered photography's unique identity and mode of production, and sought to reconcile its historical claims for immediacy with the subjective experience of looking at photographs (Biceaga 2010; Pettersson 2011).

As outlined by Douglas Nickel in Chapter 2 of this volume, British and American scholars such as Victor Burgin, John Tagg, and Alan Sekula drew upon this larger body of European theory to stress the importance of social, cultural, and political context in shaping categories of photographic value, and to develop a new understanding of the use of photography as a tool of power and discourse. The issues examined in the present chapter grew out of a very similar context but developed in a different direction. In contrast to analyses of photography's connection to ideologies, institutions, discourse, and systems of power and control, the body of work examined here explores the social and cultural implications of photography and its histories from the perspective of the subject and formerly marginalized "others." Such an intimate perspective reveals how photography is embedded in and helps to produce social and cultural relations, and acknowledges the social movements in which these theories and practices developed.

PHOTOGRAPHY'S EXPANDING SOCIAL FIELD

One of the important ways that social movements like feminism shaped photography histories was through the growing awareness of the patterns of exclusion that structured these histories around the work of Anglo-European men. A plethora of new histories were published during the 1980s and 1990s dedicated to the work of women, African American, gay and lesbian, and non-European practitioners and commentators who had been marginalized or neglected in texts published in the mid-twentieth century (Hollins Coar 1983; Willis 1985, 1992, 1994; Moutoussamy-Ashe 1986; Fraser and Boffin 1991; Bailey and Hall 1992; Rosenblum 1994; Heron and Williams 1996). Naomi Rosenblum's A History of Women Photographers drew attention to the lack of women photographers in earlier accounts of photography history. For example, the 1964 edition of Beaumont Newhall's vast History of Photography from 1839 to the Present Day included just eleven women, a count that expanded only slightly to fourteen in the 1982 revision. Rosenblum (1994: 7-8) described how women represented just 10-15 percent of the photographers in other published histories including John Szarkowski's Photography Until Now (1989) and Mike Weaver's Art of Photography (1989). The exclusion of black photographers from these histories similarly caught the attention of Deborah Willis (1985, 1992, 1994), Jeanne Moutoussamy-Ashe (1986), Valenica Hollins Coar (1983), and others during the 1980s and 1990s. Willis (2003: 21) described her reaction to this problem of critical neglect:


As an educator, I soon noticed that no textbooks offered a critical discussion of photographs that depict black subjects or photographs made by African Americans. I began to consider this gap in the way histories are written and ways I could change things for the next generation of students by researching and writing books and articles addressing images of African Americans and the work of overlooked photographers.


Rather than simply slotting female or black photographers into an existing canon, authors such as Hollins Coar (1983), Willis (1985, 1992, 1994), Fraser and Boffin (1991), Rosenblum (1994), Heron and Williams (1996), and many others collectively undermined the unity and authority of that canon, and highlighted that histories of photography are not the product of universal aesthetics or the work of independent geniuses. Their work encouraged readers to acknowledge that great photography is not separate from the rest of social life, but is embedded in it and an exclusive category underpinned by power. Class, race, gender, sexuality, and geographical location play an important role in promoting or delimiting a photographer's access to training, professional development, and means of exhibiting and publishing their work. During the 1990s, historians also became much more conscious about how their own subjectivities informed their interpretations of photographs, and it became common practice for historians and theorists to declare their own racial and gendered position directly in their texts (Higginbotham 1992: 251; Taussig, 1993: xiv; Simmonds 1999: 50).

[image: ]FIGURE 3.1: Cindy Sherman, Untitled Film Still #52, 1979, Gelatin silver print, 8 x 10 inches, (MP# CS—52). Courtesy of the artist and Metro Pictures, New York.

During the early 1980s, Craig Owens (1983: 61-2) stressed the importance of female art photographers including Sherrie Levine, Cindy Sherman, Martha Rosier, and Barbara Kruger in the development of postmodernism, and its much broader critique of modernism's claims about the universal and essential qualities of aesthetics and cultural value. One lesson that came out of postmodernism is that if we appreciate that photography is constructed socially and culturally in specific relations of power, then it can also be deconstructed through critique and critical practice. Many art photographers and critics of this period therefore looked at how photographs were used to frame, identify, and produce categories of photographed subjects as "others" in opposition to the implicitly white, masculine, middle-class self. Those cultural and social "others" were typically imbued with qualities disavowed in the self, such as exoticism, primitivism, primal sexuality, emotion, and madness (Holland, Spence, and Watney 1986: 7). According to Owens (1983: 75), Sherman's series of Untitled Film Stills (1977-80) function in this way as "mirror-masks" defined in opposition to the masculine self so that the woman pictured reflects male desire back at the viewer (Figure 3.1). Other theorists including Laura Mulvey (1975), Douglas Crimp (1990), Victor Burgin (1982), and John Berger (1980) drew upon psychoanalysis and feminist theories to examine the links between photomedia, the gaze, and subject formation, and investigated the gendered quality of the gaze and its implications for women and gay practitioners and viewers.

[image: ]FIGURE 3.2: Nikki S. Lee, The Hip Hop Project (1), 2001, Fujiflex print, 24 x 34 inches. ©Nikki S. Lee.

This critical, social, and political context created a new audience for photographers who identified with formerly marginalized groups. Working-class people, women, black people, gay, lesbian and transgender people, and photographers working in all corners of the globe had long used photography to picture their own private lives and communities, but now they had a receptive audience in public. Nan Goldin gained recognition for her work during this period. Her Ballad of Sexual Dependency, exhibited at the Whitney Biennial in 1985, was an intimate yet gritty portrayal of the prostitutes, friends, addicts, lovers, transvestites, and members of New York's queer community who shared her own social circle in New York's lower east side. According to Louis Kaplan (2005), both Goldin and the Korean-American artist Nikki S. Lee attest to the relational and communal qualities of identity in their photography. Whereas Sherman used the camera to examine the fragmented character of the self and the formation of identity through representational stereotypes, in Lee's work identity is constantly fluctuating and produced through social relationships (Figure 3.2). Over a period of weeks or months, Lee infiltrates a particular social group or subculture—Hispanics, Hip Hop fans, yuppies, senior citizens, strippers, lesbians, skateboarders, and punks—and adapts her dress code, body language, and even her skin tone and her weight to blend into that group. She then records her experiences in photographs that mimic the codes of amateur photography. By examining how identity is performative and also grounded in relationships with others, she has moved beyond a focus on representation to look at the importance of action in constructing and reconstructing bodies, identities, and social and cultural relationships.

While art photography that embraced questions of identity and marginalized "others" flourished in the 1970s, 1980s, and 1990s, social documentary photography attracted impassioned criticism about its representations of social and cultural differences and their connection to power and privilege. Leading the charge in the early phases of this era were Alan Sekula, Martha Rosier, and Susan Sontag. Sekula (1978: 863-4) criticized documentary photography as a spectacle producing "retinal excitation," "voyeurism," "terror, envy, and nostalgia, and [adding] only a little to critical understanding of the social world." A particular issue for Sekula was the framing of American social documentary photography as a modernist art, where questions of style and aesthetics took precedence over the Social purpose of the photographs. These concerns were shared by Rosier (1989: 308), who argued that social documentary is dominated by the privileged vision of the photographer who acts as a kind of authenticating presence, explaining "other cultures" and events in far flung places to a privileged audience:


Documentary testifies, finally, to the bravery or (dare we name it?) the manipulativeness and savvy of the photographer, who entered a situation of physical danger, social restrictedness, human decay, or combinations of these and saved us the trouble. Or who, like the astronauts, entertained us by showing us the places we never hope to go.


To Rosler, the relations between the powerless subjects of the photograph and privileged photographers and viewers meant that charity or pity was a more likely response than social reform. Imagery of victimization may implicitly position "first world" viewers as rescuers coming to save the day, making these viewers feel good about their relationship to the imagery instead of encouraging them to do something about the conditions that gave rise to it.

Sebastião Salgado was one of the major targets for this criticism as it continued through the 1990s and beyond. This Brazilian photographer developed a sizable reputation for his very dramatic photographs of refugees, workers in often dangerous and exploitative conditions, and victims of famine in Africa. The beauty of Salgado's work has been the subject of at times vitriolic commentary (Stallabrass 1997; Solomon-Godeau 2004: 36). Writing for the New Yorker in 1991, Ingrid Sischy (1991: 92) condemned this aspect of this work:


Salgado is too busy with the compositional aspects of his pictures—and with finding the "grace" and "beauty" in the twisted forms of his anguished subjects. And this beautification of tragedy results in pictures that ultimately reinforce our passivity toward the experience they reveal. To aestheticize tragedy is the fastest way to anaesthetize the feelings of those who are witnessing it. Beauty is a call to admiration, not to action.


It has since been noted that such criticism creates a peculiar opposition between aesthetics and photography's social function as though they are mutually exclusive and as though politics has no place in art (Levi Strauss 2003b: 9). Others have argued that Salgado's photographs are confronting to critics like Sischy because they reveal that "beauty—which is to say dignity, tenderness, and grace—can thrive amongst the poor," and demand recognition of the subjects' humanity and dignity (Levi Strauss 2003a: 48; Reinhardt 2007: 31; Linfield 2010: 43). A growing appreciation for photography as the product of a two-way relationship between the subject and photographer also challenges simplistic binary oppositions dividing the active photographer from the supposedly passive victim of the gaze.

The ongoing critique of social documentary photography in the 1980s and 1990s coincided with changes in documentary practice. As opportunities for the publication of socially committed photo essays in newspapers and magazines constricted in the United States, documentary photographers seeking other avenues to reach their audience presented their work increasingly in art galleries and books. Rather than claiming to be objective observers of events, many of these photographers including Magnum photographers Susan Meiselas, Alex Webb, and Gilles Peress placed new emphasis upon subjective points of view in their work. It must be noted that this generation was not the first to emphasize personal points of view or to introduce documentary to the art world. Bruce Davidson, Charles Harbutt, and Abigail Heyman displayed their work in books and galleries in the early 1970s. According to art critic, curator, and scholar Andy Grundberg (1987: np), what distinguished the newer generation is that they "seem more acutely and self-consciously aware of the abyss between photographic appearances and the events they portray."

THE EFFECTS OF PHOTOGRAPHY'S CULTURAL TURN ON ITS HISTORIOGRAPHY

This growing awareness of the immensely complex cultural and social contexts in which photographs operate not only affected the practice and theory of contemporary art and documentary photography, it also had a profound effect on photographic historiography. Central to the changes that occurred in approaches to historical photographs and history writing is the second broad tendency to be addressed in this chapter—what became known as the "cultural turn." This encompassing and much-contested term describes a variety of changes that occurred in the Humanities and Social Sciences beginning in the 1970s, and flourishing in the 1980s and 1990s (Bonnell and Hunt 1999). The cultural turn is distinct from yet overlaps temporally and intellectually with a number of concerns of poststructuralism and postmodernism. Informed by the work of scholars from both sides of the Atlantic, including Hayden White, Clifford Geertz, Raymond Williams, Roland Barthes, Michel Foucault, and Pierre Bourdieu, amongst others, the cultural turn is characterized broadly by an understanding of systems of representation as the products of discourse and cultural language (Bonnell and Hunt 1999: 2-3; Suny 2002). Rather than attempting to excavate the meaning buried in an image, text, or object, theorists and historians developed a new appreciation for the ways in which meaning was produced externally in discourse, material practices, institutional alignments, public practices, and power relationships. The cultural turn thereby emphasized the constitutive power of culture as a key part of social life—a part that could be problematized and contested in historical analysis.

Although these ideas were eagerly adopted internationally, it is important to acknowledge the different contexts in which the cultural turn emerged in Europe and the United States. In the United States it was inseparable from the development of identity politics and the shift from "Fordist or state-centered capitalism ... to the globalized capitalism of neo-liberalism" (Spiegel 2007: 16) where a flourishing consumer culture helped to destabilize subjectivity. However, in Germany debates about the cultural turn grew out of a critique of the historicist tradition and efforts to explain the rise of the Third Reich (Depkat 2009), and in France its emergence was bound to the political mobilization of cultural activists in the post-1968 period and their programs of cultural action.

For photography historians in Europe, North America, and the Asia-Pacific, the cultural turn involved rereading historical photographs "against the grain" to reveal hidden power relationships, contested meanings or gaps in the way that they had been historically understood. Photography historians were critical of the evidentiary status of photographs in the definitive historical narratives of modernism and imperialism, and increasingly produced alternative histories or counter-narratives. For example, scholars such as John Tagg (1988), Christopher Pinney (1992), Elizabeth Edwards (1992, see also Morton and Edwards 2009), and James Ryan (1997) analyzed anthropological and colonial photographic archives in terms of the relations of power connecting the colonized and their colonizers. Photographs of foreign cultures, produced in the field by anthropologists or staged in studios by commercial photographers, found a thriving market in nineteenth-century Europe, Britain, Australia, New Zealand, and the United States where they circulated as fascinating evidence of the existence of supposedly ancient, "primitive" societies. After the cultural turn, these photographs were reinterpreted as the products of colonialist relationships and profoundly imperialist discourses. Scholars examined how categories of race were produced discursively through photography, its attendant colonial institutions and discourses of manifest destiny and social Darwinism in order to legitimize imperialist domination and violence. As a result of these and many other comparable studies focusing on representations of gender or sexuality, awareness grew of how photography did not simply passively represent individuals, societies, and cultures; it helped to produce them. By acknowledging the ability of individuals, groups, and whole societies to produce the worlds in which they live, the cultural turn also implied a dynamic relationship between agency and larger social structures. Some scholars have accordingly examined how those in colonial-era photographs used their own agency to contest dominant cultures through the subtleties of their performances for the camera (Lydon 2005).

The cultural turn thereby helped to deepen the suspicion of photographic truth and objectivity, and promoted investigations of the many voices and rhetorical strategies through which photographs are produced. This increasing interest in photography's wider discursive field also helped to build connections between photography studies and disciplines including postcolonial studies, cultural studies, anthropology, philosophy, historical studies, and literary criticism. Consequently, there was a move away from the kind of approach evident in Victor Burgin's edited volume Thinking Photography (1982), which sought to establish a theoretical framework for the analysis of the photograph as image. Burgin's goal of building a coherent study or theory of photography has since been replaced with multiple approaches and multiple photographies. This widening and deepening of photography studies is reflected in journals like Photographies and Photography & Culture, both launched in 2008 in part in response to photography's cultural turn. In these journals and the broader research culture that supports them, the cultures of photography encompass both culture-as-meaning and culture-as-practice. This approach has extended photography studies well beyond photographs themselves to include photography cartoons, albums, books, archives, collections, magazines, advertising, and the medium's role in tourism, the law, geography, medicine, science, religion, politics, and social media.

Critiques of the discourses through which photography is constructed now pervade almost every aspect of photography history, theory, and practice. Classic texts have been analyzed to reveal how the meaning of the medium itself has been shaped by discourses of race, gender, and social and cultural difference. Feminist photography scholars and historians have addressed the gendered qualities of photography's key texts, including Lady Elizabeth Eastlake's nineteenth-century essay "Photography" (Miles 2008). Shawn Michelle Smith (2009) focused her attention on Roland Barthes's Camera Lucida, concluding that his commentary on photographs of African Americans is characterized by anxieties about race and representation, and a "racist paternalism." The homoerotic subtext of Barthes's Camera Lucida has also been analyzed in terms of Barthes's efforts as a closeted gay man to realign himself and his writing as heteronormative (Ireland 2015).

Moreover, the cultural turn has prompted photography historians to investigate the material qualities of photographs alongside their symbolic dimensions, as the two cannot be divorced from one another (Edwards and Hart 2004; see also Chapter 4 by Costanza Caraffa in this volume). Edwards (2008: 334) argues that photographs might be seen to have a "social biography" "as they accumulate and accrue different meanings at different stages of their material existence." Marks, tears, stains, scratches, and folds gather in photographs from being held, circulated, or exposed to moments of trauma. These marks are important, argues Edwards, because they shape social responses to the photograph. Edwards proposes that the materiality of photographs have affective qualities, which perform in specific ways that extend beyond semiotic and representational matters:


Thus objects, here photographs or documents, can themselves be seen as social actors, in that it its not the meaning of things per se that are important, but their social effects as they construct and influence the field of social action in ways that would not have occurred if they did not exist. (Edwards 2008: 336)


Edwards (2008: 336-7) argues that such marks reveal processes of refinement, erasure, and uncertainty in the role of photographs as documents and as evidence. This approach to historical photographs more broadly involves understanding photographs as cultural artifacts and events rather than images or windows onto the past.

PHOTOGRAPHY AND THE ERA OF WITNESS

The third broad tendency in the study of photography's participation in social and cultural processes addressed in this chapter is linked to the rising significance attributed to witness and testimony in contemporary culture. Described by Jay Winter (2001) as the "memory boom," this widespread interest in witness has redirected emphasis away from the idea of history as a presentation of facts about the past, to personal narratives characterized by emotion and memory (Wieviorka 2006; Attwood 2008; Blocker 2009). The shift is exemplified in the emphasis placed upon the testimonies of survivors in histories of the Holocaust and the experiences of individual soldiers in histories of war. The prevalence of witness in social histories today differs in a key way from historical conceptions of "the photographic witness," which is underpinned by assumptions about photography's status as an objective medium that can capture what the eye sees. In contrast, the "era of witness" (Wieviorka 2006) has led to a movement away from objectivity in history writing and photography studies and practice, toward an interest in the muddiness of memory, emotion, trauma, and subjective experience (Caruth 1996; Baer 2000, 2002).

This culture of witness is imbricated with the themes already addressed in this chapter and developed in response to comparable conditions, particularly the rise of social movements of the 1960s and 1970s. The upsurge in interest in human rights internationally and the flourishing of a "politics of recognition" has meant that testimonial literature soon became a key part of identity politics (Attwood 2008: 75-6). Linked to a concurrent movement in historical studies known as "history from below" (Thompson 1966; Sharpe 1991), this body of work has sought to recover the voices of the formerly marginalized. As evinced by the current fascination with the work of citizen journalists and subaltern photographers, those that can bear witness to events first hand have come to be regarded as special embodiments of history, or as bearers of a privileged voice or vision. The development of digital technologies that allow for more stories to be recorded, stored, and disseminated with ease has facilitated this process. These changes have not only affected the types of stories that are being told, they have affected the ways that people relate to those stories. One result is that photography practices in the public realm have been democratized and grown more dispersed. As individual perspectives and personal imagery have become central to public culture, professionally produced photographs are no longer seen as the authoritative images that explain or reveal the "truth" about an event.

The "memory boom" is apparent in photography studies in many other ways, from the popularity of memorial and post-mortem photography to the interest in amateur photographs as a counterpoint to the authoritative canon of great masters (J. Hirsch 1981, 1997; Spence and Holland 1991; Kuhn 1995; M. Hirsch 1999; Baer 2000; Batchen 2004; Anden-Papadopoulos 2013; Frosh and Pinchevski 2014). This attraction to the personal and emotional has seen an undercurrent already evident in photography studies in the 1960s and 1970s develop greater mass and force. Rather than claim a detached, objective view of their photographs, some photography historians and theorists of the 1970s described their own physical and emotional relationships to the photographs they discussed. A notable early example is Barthes's Camera Lucida. Barthes's analysis of photography's chief characteristics was structured around his very personal quest to find a photograph that encapsulates his memory of his mother. Sontag (1977: 20) similarly injects On Photography with a subjective account of her reaction to photographs of the Nazi camps Bergen-Belsen and Dachau, which she saw by chance in a bookstore in 1945 at the age of twelve: "nothing I have seen—in photographs or in real life—ever cut me so sharply, deeply, instantaneously." Such subjective responses to photographs, especially personal or amateur photographs, are now widespread in photography practice, history, and theory. It is no accident that "found photographs" became immensely popular in the era of witness. The trend is evident in the work of amateur collectors and theorists (Frizot 2006; Cutshaw and Barrett 2008; Garat 2013), as well as countless artworks and artists' books such as Christian Boltanski's album of pre-Second World War German family photographs Sans Souci (1991), and Tacita Dean's Floh (2001) (Figure 3.3), which brings together photographs collected in European and American flea markets over a period of seven years. Thriving flea market photography stalls, the trade of amateur photograph collections on eBay, and the bustling vintage photograph shops of London and Paris reveal how the private social processes of commemoration that once shaped the production of amateur photographs have been eclipsed by their new role as public memorial forms. These personal, anonymous photographs have taken on new value in the era of witness as emblems of public culture and history made by those who experienced it first hand.

Implicit in the fascination for witness, memory, and personal testimony in photography history, theory, and practice is an appreciation for how photography helps to actively constitute social relationships, as well as histories. Pierre Bourdieu began to address these issues in his book Un art moyen: Essai sur les usages sociaux de la photographie (Photography: A Middle-brow Art). First published in French in 1965, Bourdieu's book was the product of its day and did not address the issues of gender, race, and sexuality that were to dominate English language studies of the social implications of photography in the late twentieth century. Photography: A Middle-brow Art was not translated into English until 1990, well after movements such as feminism and civil rights had thrust these important issues into the spotlight. In this new context, Bourdieu's book struck a chord as it revealed how social groups use photography to form their identities, and how social class and social formations motivate aesthetic judgments and choices in photography. According to Bourdieu ([1965] 1990), photographs cannot be separated from their social operation; they do not just reflect or objectively capture social relations but are the product of those relations and help to reproduce them.

[image: ]FIGURE 3.3: Tacita Dean, FLOH Ice Rink, 2001, digital Epson prints (diptych), 34 x 45 inches. Courtesy the artist and Frith Street Gallery, London and Goodman Gallery, New York.

Several contemporary North American scholars have developed these ideas to address how photography is implicated in the imagination and construction of community and interpersonal relationships. Images help to mobilize people into an imaginary collective through processes of shared identification (Kaplan 2005: xxiv). Rather than being a universal "family of man," Kaplan (2005) argues that these imaginary collectives are exclusive categories that may be defined by race, gender, class, subcultural identity, ethnicity, sexuality, or something else. Photography is also an important way of relating to and being with others at a personal and intimate level. Since the development of photographic portraiture, people have used photographs to maintain connections with families and loved ones, often across vast distances. By posting personal photographs—either by mail or now more commonly "posting" them online—people have long acknowledged the material and deeply personal social bonds that a photograph can help to forge (Olin 2012: 2).

The practice of taking a photograph also often entails participating in social relationships. Consequently, Margaret Olin describes photography as a "gestural practice" and a "communal act" (2012: 12 and 14) that involves performing a relationship according to a series of social and cultural conventions. Olin (2012: 16) explains:


When the teenager holds a cell phone at arm's length to capture herself on its screen and message the image to her boyfriend, she is not first and foremost making a representation, but rather enacting an accepted genre of courtship behaviour, teleporting herself as a gift to her boyfriend.


The explosion in popularity of selfies since the early years of the twenty-first century, when camera phones with front-facing cameras became widely available, shows how photography's potential to construct identities and facilitate social networking is now taken for granted. The film and subsequent television program Catfish is also indicative of how many people use the photographs of others to construct a new online self, to masquerade as another thinner, more beautiful, or more outgoing self, or to try on other social, racial, professional, and cultural identities. Addressed in more detail in Chapters 16 (by Martin Hand) and 28 (by David M. Frohlich) in this volume, photography's highly significant role in contemporary online social networking marks yet another important turning point in photography's role in social and cultural processes. Here the photographer is also the subject in a practice that promotes active participation in the visual construction of the self, the maintenance of social relationships, self-expression, and consumption in a way that "is highly managed, orchestrated, and strategized in the social context" (Pooley 2010; Belk 2014: 19-34; Kwon and Kwon 2015).

The contemporary fascination for self-expression and bearing witness has had particularly important implications for minorities and marginalized groups who have enjoyed new opportunities for enhancing their public visibility as agents who picture their own lives. Documentary photographer Susan Meiselas (Davenport 2013: 13) notes that in response to the desire to speak with oppressed others rather than for them, many professional photographers have begun to reposition themselves as facilitators, aggregators, teachers, or curators. Meiselas's own web project akaKURDISTAN and book Kurdistan: In the Shadow of History are indicative of this phenomenon (Figure 3.4). These projects have given Kurdish people a forum for developing a historical and cultural photographic archive of their own. Other photographers act as teachers to give subaltern peoples the opportunity to speak for themselves in their own photography practice. A high profile initiative is "Kids with Cameras," founded in 2002 by Zana Briski as a result of her work teaching photography to children in Calcutta's red-light district. Briski's work became well known through the documentary film Born into Brothels (2005). Brendan Bannon's project with the UNHCR and children in refugee camps in Yemen and Namibia titled "Do you see what I see?" is another notable example amongst many others (Figure 3.5).

After decades of critique of the victimization and objectification of homeless people, children, the mentally ill, and refugees in social documentary photography, this use of the camera by these groups to bear witness to their lives offers a welcome counterpoint. However, it is also critical to acknowledge that while these photographers may be speaking for themselves, their agency and expression are also the products of rhetorical conventions that arose in the cultural and social contexts of others. As photographic technologies, traditions, and practices are the products of a complex range of social and cultural practices that work across many different contexts internationally, it is important

[image: ]FIGURE 3.4: Unknown/Courtesy Nadir K. Nadirov, living in Kazakhstan. Pages 218-19 from Kurdistan: In the Shadow of History, Random House, 1997; Reprint, University of Chicago Press, 2008. Courtesy of Susan Meiselas / Magnum Photos.

[image: ]FIGURE 3.5: Moh Naem, Untitled, 2014. from the project "Do you see what I see?," facilitated by Brendan Bannon.

to appreciate that these photographs are not the products of a somehow "authentic" vision that speaks an essential "truth." Remaining mindful of the material-rhetorical context in which photography practices take place and understanding photography as a continual negotiation between a range of social and cultural processes and pressures allows for a fuller appreciation of the specific contribution that these photographs make to society and culture. Critics have also pointed to the risk of victim identification and narcissistic appropriation in testimonial photography, whereby audiences may identify with the people in photographs in ways that allow them to avoid recognizing how they or their forebears acted as the "perpetrators," "collaborators," or "bystanders" in the events that led to the victimization (Attwood 2008: 93). According to Carrie Rentschler (2004: 302), turning viewing into an ethical act demands that viewers "attend to themselves, and their position" not as victims sharing the subjects' pain but as bystanders who perhaps unknowingly contributed to the problem.

CONCLUSIONS: TIME, SOCIAL MATERIALISM, AND PHOTOGRAPHIC EXCHANGE

Despite its many productive implications for photography studies, the age of witness also poses a significant challenge to photography historians regarding the way that it renders the temporal relationships between the past and the present. Modern historiography relied upon the construction of a series of breaks between the past that is studied and the present context from which it is examined. These fractures between the past and present, and object and subject, have long been fundamental to the way that historians conduct their research, and underpinned the authority and objectivity of their narratives. They also resonate strongly with photography's unique mode of image making where the click of the camera's shutter—described evocatively by Solomon-Godeau (2004: 61) as a miniature guillotine—dramatizes the moment of fracture between the past and the present that underpins modern historiography. This understanding of photography has meant that historians often analyze photographs in terms of the social and cultural context in which they were produced. Whereas this model assumes that historical events existed before and apart from their interpretation by photographers and historians, the rising significance of witness and testimony today demands acknowledgement of how the past lives on amongst those who account for it, bringing the past and present into greater proximity (Phillips 2004). This proximity between the past and present means that photographs are subject to continual reinvention. Such patterns of reinvention are very important, as they keep historical photographs alive over time, and are crucial to understanding the many changing social and cultural conditions of photographs.

However, we must remain conscious of the risks associated with investing too heavily in these temporal links. The emphasis upon memory, especially notions of shared memory or public memory, risks revivifying the past in a manner that fuses people of the past and the present into a single collective (Attwood 2008: 82). Rentschler (2004: 301) illustrated a comparable point in her discussion of shocking historical photographs of African American lynching victims and their perpetrators. Although they once circulated privately as macabre mementos, in the wake of the national tour of the Without Sanctuary exhibition these lynching photographs have been described as part of the "collective" public memory of the United States (Apel 2012: 106). Rentschler recalls how at a discussion forum associated with this major exhibition, a white-skinned man spoke publicly of his identification with the African American victims in the photographs because the photographs reminded him of his own experience of being verbally bullied as a child (Rentschler 2004: 301). When photographs come to operate as a kind of shared myth or public memory in this way, viewers may not always appreciate the ways that the experiences of people in photographs differ from their own. Such myth "does not try to deepen historical understanding in the sense of grasping the ways in which times past might have differed from times present; instead, it subordinates historical specificity by seeking out transhistorical meanings for human events and human experiences" (Attwood 2008: 88). Public memory is presented as somehow intrinsic to or present within public institutions, while the mediating roles played by narrative and discourse are ignored or obscured.

This is why some commentators have argued that contemporary theorists of witness and memory have a habit of essentializing the reality that they narrate. Gabrielle Spiegel (2002: 149) argues that the turn to memory is part of an attempt "to recuperate presence in history—a form of backlash against postmodernist/poststructuralist thought, with its insistence on the mediated, indeed constructed, nature of all knowledge, and most especially knowledge of the past." Discourses of witness on the one hand oppose the modernist formalism and objectivity that was discussed at the start of this chapter in favor of the partial, fragmented, and ephemeral. Yet on the other hand they claim a kind of transparency of transmission and a return to presence where the witness (and photograph) can reemerge as the bearer of truth and an authentic vision, despite the sustained criticism of such ideas in the 1980s and 1990s (Spiegel 2002: 150 and 157). Kerwin Lee Klein (2000: 144) similarly notes: "one of the reasons for memory's sudden rise is that it promises to let us have our essentialism and deconstruct it, too. Even when advertised as a system of difference, memory gives us a signified whose signifiers appear to be so weighty, so tragic so monumental that they will never float free."

Part of the solution, as we move into the future for photography studies, will involve finding a balance between conventional empirical studies of photography's participation in social and cultural processes and the more affective approaches associated with the memory boom. Another is to continue to remain mindful of the changing ways that photographs are made meaningful in different societies, cultures, and times. This nuanced understanding of photography will underscore how photographs are shaped by the societies and cultures that consume and transmit them, as well as photographers' and viewers' own social and cultural positions (Morris-Suzuki 2005: 28). It allows us to conceive of photography as an event involving not just producing, publishing, and exhibiting photographs but exchanging, baying, collecting, concealing, appropriating, cropping, posting, tagging, and sharing (Thompson and Azoulay 2014: 54). Fundamentally, it is about understanding that a photograph's social and cultural contexts are continually changing, and not limited to the moment that the photograph was taken.

The new generation of scholars that emerged since the 1990s has developed studies of photography in response to these changes, as well as new technologies and patterns of producing, circulating, collecting, and reading photographs. Many photography scholars today are reading widely, beyond traditional ties with art history and visual culture, and into the social sciences, history, literature, philosophy, archaeology, anthropology, the law, medicine, tourism studies, and politics, to bring this knowledge to their work. This kind of cross-fertilization has already had a productive impact on studies of photography's participation in social and cultural processes; the practices of those marginalized in early photography histories have been recovered, the crucial importance of changing perspectives has been acknowledged, and the identities of diverse social and cultural groups have been recognized. As the study of photography grows further, focus will continue to move away from the historian as the authoritative origin of meaning, as new productive relationships are forged between historians and the curators, publishers, writers, activists, artists, and members of the public who actively engage with photography as a social and cultural form.
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CHAPTER FOUR
Photographic Itineraries in Time and Space

Photographs as Material Objects

COSTANZA CARAFFA

PHOTOGRAPHS: FLAT IMAGES OR MATERIAL OBJECTS?

Aphotographis at the same time "a physical object and a visual image" (Schwartz 1995: 45). In the European and North American context, this dialectic relationship was particularly evident in the early experimental phase of the history of photography. Daguerreotypes and cartes de visite were presented to the public as images, but experienced also as material things. Handbooks, journals, letters, and advertisements discussed the material aspects of photographic production: the chemicals, the supports such as paper and glass, how they were prepared, and how the images were fixed. The debate revolved not only around what could be seen in a photograph, but also what could be done with photographs in various fields of scientific and academic research. Artistic practices over time stressed the creative dimension of the photographer's work as a craftsman (pictorialism) and exploited the materiality of photographs (dada photographic collages). In the same early phase, a rhetoric of the transparency and objectivity of photographic images was established. This discourse on the nature of the photograph as acheiropoieton (not made by human hands) and on its "veracity" was grounded in references to photographic materials and techniques (e.g., William Henry Fox Talbot). It shaped studies and approaches of the twentieth century, which tended to reduce photographs to pure visibility, pure two-dimensionality. This "flattening" might also have been influenced by the de-artisanalization of photographic production (e.g., the late nineteenth-century creation of dry plate negatives and release of the Kodak camera) and the development of photo-mechanical reproduction processes. The disappearance of the labor of photography was furthered by art historical exhibitions and publications that selected photographs as pure images attributable to an author/ artist without any information about the technique, dimensions, and the context (often commercial) of their production nor about the many people involved. Those photographs that were not considered "beautiful" or well conserved enough were removed from the collective imagination. The reception of Walter Benjamin's writings on photography ([1931] 1972, [1935] 1968) was as vast as it was restrictive, often reducing his thoughts to the question of reproducibility and fueling the establishment of hierarchies of the (artistic) value of photographic images. A widespread interpretation of Roland Barthes and his Camera Lucida (1981) was equally reductive in exclusively indexical terms and reinforced the concept of a completely transparent type of photography, a mere window onto the reality "that-has-been" in front of the camera. Similar generalizations based on the application of Charles Peirce's concept of "index" persist and go hand-in-hand with prevailing literary and linguistic methods aimed at "reading" photographs as if they were texts. Conversely, generations of avant-garde artists have reflected on photographic materiality, producing highly tactile works. The multiple box Artists and Photographs with pieces by Robert Morris, Ed Ruscha, Mel Bochner, and others (1970) is one example. Peter Bunnell's 1970 exhibition Photography into Sculpture at the MoMA in New York is another. Yet, such artists and the works they made had no significant influence on photographic historiography. Artistic practitioners of the 1980s and 1990s who included found photographs in their artworks were the first to find an echo in research, contributing to the acceptance of photography's material status. In his installations, Christian Boltanski for example, used photographic portraits of Holocaust victims as reference to their specific destinies, but the identity of each subject was obliterated through clipping, rephotographing, cropping, enlarging, printing, thus transforming the materiality of the images. The work of artist Joachim Schmid is another case in point.

Emerging in the 1990s, scholarly discussions concerning classification systems in libraries, museums, and archives also brought to surface the materiality and social life of photographs. Cataloguing practices and taxonomic systems (be they analog or digital) are traditionally text based and modeled on bibliographic conventions. They also tend to reduce photographs to their visual content (Schwartz 2002). Photo archives created to support disciplines such as art history, archaeology, or anthropology were organized on the basis of the research objects documented (whether monuments, handicrafts, or human beings) and not the photographs themselves. Nevertheless, scholarly studies have showed that people not only look at, but also handle photographs (in public and private, scientific, academic, and artistic contexts). Indeed, since the 1990s research in the field of photography has often stressed the necessity to recognize intersections between the study of photography and that of material culture. According to this research trend, photographs (and not "photography") are material objects which exist, act, and interact in time and space, and in social and cultural contexts. This chapter will contextualize the emergence of the material approach in photography studies, analyze the current state of research, and sketch some new possible research directions. As this research approach is rooted in British anthropology with its need to come to terms with the colonial legacies of this discipline, many of the examples to be discussed are focused on colonial-era photographs and postcolonial debates. As I shall show, they nonetheless provide methodological instruments that apply in other research areas in the field of photography studies, allowing a rethinking of traditional systems of photographic value.

MATERIAL CULTURE STUDIES

Material culture studies comprise a dynamic interdisciplinary field characterized by the plurality and ambiguity of the postmodern condition.1 Historically, the concept of material culture can be traced back to museum collections established in the final decades of the nineteenth century and up to around 1920 within (prehistoric) archaeology and anthropology. At the peak of Western colonialism, since anthropological expeditions could not save the "primitive" cultures which "progress" was destroying, they aimed at saving the cultures' artifacts ("salvage ethnography"). The items collected in the field were documented, catalogued, and displayed in European and North American museums where the public could encounter "Otherness" in the form of material remnants of societies on the way to extinction. The analyses conducted on this empirical corpus, focused on technological development, tended to confirm the superiority of Western civilization. The centrality of artifacts in anthropology diminished around 1920 as fieldwork increased and attention shifted to the study of social structures. After the 1960s, material culture once again acquired a prominent role in structuralist and symbolic anthropology with a wealth of studies on the social use of objects in daily and ceremonial contexts. In archaeology, artifacts were considered as spatial and temporal markers of various ethnic groups, of their migrations and social changes. In the 1960s, with advent of the "new archaeology," material culture was considered a contribution to the environmental adaptation of societies of the past. Starting in the 1970s, and extensively in the 1980s, these different trends flowed together into what we now call material culture studies.

This approach was prepared and supported by a series of theoretical perspectives. The structuralist, neo-Marxist positions prevalent in anthropological and archaeological literature of the 1970s and 1980s distilled Marx's theoretical tools into a view of material culture in terms of material resources, labor, production, consumption, and exchange. From the structuralist and semiotic standpoint, material objects are vehicles of meaning that enable groups and individuals to communicate: a form of non-verbal text that must be read and decoded. Semiotic analyses of material contexts such as art and architecture, food and clothing, ceremonies and rituals, conducted in processual archaeology and anthropology starting in the 1960s, established the concept that there is indeed a language of things.

Phenomenological approaches lead us back to the things themselves. The writings of philosophers Edmund Husserl, Martin Heidegger, and Maurice Merleau-Ponty have heavily influenced material culture studies. Their critique of the philosophy of the subject and its focus on vision has led them to consider bodily experiences, thereby to describe and analyze things in relation to the physical and sensory ways in which individuals experience and perceive them. Similarly, sociologist Pierre Bourdieu indicated a path beyond the limits of the semiotic and poststructuralist approach, which reduces material things to text-like signs that take the form of flat images. In Bourdieu's work, social practices develop in a world of objects and derive from people's tendency to act and behave in a certain way that is determined by society, tradition, and class. Bourdieu calls this tendency "habitus," arguing that in turn it is the product of society and its world of objects. Bourdieu analyzed different routine activities of daily life, as well as different consumption practices that contribute to constructing personal and social identities through different uses, appropriations, and meanings of things.

Later on I shall discuss the concept of "agency" and "the social biography of objects," as well as the significance of Actor-Network Theory (ANT) and postcolonial literature to the development of material and social perspectives on photography. The self-reflexivity imposed by poststructuralism concerning the personal and institutional state of academic research has in the meantime been transformed into a need for positionality. Also thanks to the contributions of feminist authors, including Judith Butler and Marilyn Strathern, material culture studies have become focused more on processes of materialization and on the material conditions of our interactions with objects than on the artifacts themselves. Since the 1990s the material approach has influenced studies in many disciplines and areas of research, including anthropology, archaeology, geography, history, Science Technology and Society Studies (STS), gender studies, history of literature, history of science, and art history. In what follows I intend to look at how studies of photography reacted to this methodological approach.

PHOTOGRAPHS AND MATERIAL CULTURE

In the postcolonial and postmodern world, characterized by the crisis in Western ocularcentrism and the awareness about the social and political constructedness of every photographic image (Sekula 1982, 1989; Tagg 1988), it is no longer possible to simply assert "what we See," for instance, in a family album or in a set of anthropometric photographs. We cannot avoid literally holding them, turning them, and questioning them, not only as images, but also as material objects produced in a specific cultural and social context. They are "photographs that operate within everyday life" that call for a material approach: amateur photographs taken in private settings and so-called documentary pictures produced for scientific research or social control or for journalistic purposes (Edwards and Hart 2004: 6). Photographs that operate in everyday life comprise the majority of photographs in the world. But they are only rarely mentioned in the official histories of photography because it is not easy to adapt them to historiographic schemas based on aesthetic values and articulated by styles and technological innovations. The urgent need to study these materials springs from several sources, among them: the "discovery" of old photographs and the development of a market for "vintage" photographs from the 1970s; the boom in critical studies of the history of academic disciplines and of museums in the West, fueled by the "crisis of representation" of the 1970s-1980s; the masses of heretofore ignored photographs brought to light following colonial dissolution; the growing attention (not only in gender studies) to the private and intimate spheres and hence for the related photographs. In the meantime, the advent of digital technology led to a distancing from traditional photography that could now be historicized as a medium of the past, reactivating the immediate experience of analog photographs.

Already in the late 1970s and in the 1980s a vast number of writings implicitly acknowledged that photographs belong to the realm of material culture. The first steps were taken in anthropology (Sprague 1978), and an early attempt at bringing together research underway was made in a monographic issue of Visual Anthropology (Scherer 1990). The transition from the 1980s' focus on politics of representation occurred at the Royal Anthropological Institute (RAI) in the United Kingdom. In the 1970s, the Photographic Collection of the RAI was literally saved from destruction by rephotographing the many cellulose nitrate negatives. In the 1980s a research project was launched to study the RAI photograph collections considering also uncomfortable aspects such as the colonial implications of photographs which up to then had been considered pure scientific documentation. Some years later, in 1992, Elizabeth Edwards published the book Anthropology and Photography, which was an edited volume of essays that resulted from the research project at the RAI. What contributors to this volume did with photographs in their essays was already moving in the direction of material culture studies as they concentrated on close readings that reflect "the relationship between the photographer and the photographed and the creation and consumption of images" (Edwards 1992: 4). The case studies deconstruct the "truth" of the photographic images that were produced with the aim of providing "scientific" evidence but were often entirely constructed.

The potentials of the material approach are clearly set out in the book Camera Indica by British anthropologist Christopher Pinney (1997). The book's subtitle, The Social Life of Indian Photographs, indicates that Pinney's approach to photography was inspired by the work of anthropologist Arjun Appadurai (1988). Pinney explores the uses and trajectories in space and time of photographs taken in India between the 1850s and the early 1990s. Colonial-era photographs in nineteenth-century India can be traced back to the "salvage" paradigm (from "salvage ethnography") or the "detective" paradigm (Pinney 1997: 45). In other words, photography in a colonial context enables both the reification of the individuals who were the subjects of anthropological analyses and the control of the subjected populations. While postcolonial approaches usually stop here and focus on the "colonial gaze," Pinney moves a step further questioning this static notion of photographic meaning in colonial settings. Some photographs embed rather moments of cross-cultural encounter that can emerge if the beholder is receptive to photographic agency. Yet, sometimes the gazes and gestures of the photographed people pierce the surface of the photographic image and give those individuals back their silenced voices (Pinney 1997: 62). Other chapters in Pinney's book deal with native photographic practices. Pinney's research made a substantial contribution to criticizing the dominant categories of photographic analysis in the West as referent and index: in Indian popular practice, the "reality" effect of a photograph is not localized in the indexical power of referring to the person portrayed, but rather the manner in which an imagined individuality (of oneself, of beloved deceased persons) is constructed by additions through techniques such as multiple printing, overpainting, coloring, and collage. Social practices of photography are inseparable from material practices.

The benefits of the material approach are also clearly outlined in the book Vision, Race and Modernity by American anthropologist Deborah Poole (1997). Poole investigates the convergence between racial and visual discourses in the Andes of the nineteenth and early twentieth centuries. She introduces the concept of "visual economy" to describe the global circulation of images (photographic as well as others) as commodities whose distribution is affected by mechanisms of inequality and unstable power structures. Poole's concept of "visual economy" is an alternative to the more static and localized concept of "visual culture." Photographs are both "a representational technology and a social practice" (Poole 1997: 107); their meanings unfold in the fluid relationships among production, consumption, possession, exchange, and accumulation in social, private, or institutional contexts. Cartes de visite were typical "image-object[s]" and consumer products (Poole 1997: 140), made in the Andes not only as bourgeois portrait-cards, but also to objectify racial types: Poole reconstructs the routes that have led them to the albums of Western travelers as well as to archives created through anthropological expeditions. In the same year Geoffrey Batchen published the essay Photography's Objects (1997) which contributed to raise an awareness of the tactile qualities of photographs in the discipline of art history.

The anthropologist's intense exposure to different ways of conceiving and constructing photographic meanings certainly contributes to refining his or her instruments to consider photographs as objects without stopping at their visual content. A somewhat similar situation, intensive exposure to the photographs themselves, to millions of them and their uses in the context of the archive, led Joan M. Schwartz (1995) to embark on a similar methodological path shortly before. Her postmodern approach is rooted in the milieu of the Canadian journal Archivaria. In her seminal essay Schwartz explores the heuristic and methodological possibilities of applying critical analysis of royal and papal charters and diplomas to photographs in Canadian archives: like medieval records photographs are documents created for a purpose, to convey a message to a specific audience. Their physical form is an essential part of the message, which can only be comprehended in relation to the functional context. Schwartz's key merit is that of having explicitly directed her gaze toward the main environment for the conservation and creation of photographs as documents: the archive. Her notion of the archivist as a "historically situated" actor (Schwartz 1995: 62) was further developed together with Terry Cook: (photographic) archives are places of interaction among various actors (archivists, users) and technological and professional practices that are not limited to conserving, but rather shape the (photographic) documents, their meanings, and functions over time (Cook and Schwartz 2002).

Schwartz's emphasis on the archival dimension embeds photographs into processes of personal or collective memory building. "Photographs as Objects of Memory" is the title of a programmatic essay (Edwards 1999) published in a book on Material Memories, in a series of volumes edited by Daniel Miller under the title "Materializing Culture." Edwards's essay was a watershed because of its eminently phenomenological nature: it offers a sort of catalogue of photographs' possible material manifestations (different techniques, materials, formats, presentational forms) and of the possible actions that can affect a photograph (handling, framing, caressing, gluing in an album, putting under a pillow, giving, exchanging—but also cutting, tearing, burning). Edwards underlines the importance of Bourdieu's ([1965] 1990) teachings: the codes that dictate the material production of culturally appropriate photographic artifacts are produced within social practices.

Edwards's following volume, Raw Histories (2001), was also part of the "Materializing Culture" series. The leitmotif of this book is in the title: photographs are "very literally raw histories in both senses of the word—the unprocessed and the painful" (Edwards 2001: 5). They are painful because they often bear the thorns of the colonial world; but they are also unprocessed, ambiguous, fleeting, and changing in meaning precisely because their "minute indexicality" produces an expectation of immediacy and of evidence destined to remain always unaccomplished (Edwards 2001: 5). However, this rawness and ambiguity should not discourage the placement of photographs in history, on the contrary they represent an enormous potential. The book is programmatically structured on a series of case studies, micro-histories, and close-up views that help us grasp what escapes broader analyses. Edwards comes to terms with the previous generation of postmodern authors such as Allan Sekula (1982, 1989) and John Tagg (1988), who had championed the pure conventionality of photographs and propagated the Foucauldian concept of the archive (or museum) as the place of discipline and power. This position is historically useful, but photographs cannot be reduced to mere representations and constructions of power relations in society or in the colonial world. Recodability—namely, the ability to acquire or suggest new meanings in new contexts—is part of their nature. Similarly, the archive and the museum (also social and cultural objects) are much more heterogeneous, renegotiable, full of potential. Thus, even the most clearly oppressive form of the anthropometric photograph can reveal cracks or points of fracture through which individuals re-emerge from behind the classifications of their images.

Essentially, the theoretical-methodological instruments Edwards offers include materiality, the biographical model, and agency/performance. The material features of a photograph and how it is materially presented, circulated, archived, and displayed are informed by its social functions and the cultural expectations which they fulfill in a more or less appropriate manner, as objects and not just as images. Social biography and agency are two fundamental concepts in material culture studies. The biographical model, already adopted by Pinney (1997), goes back to Appadurai (1988) and Kopytoff (1988): a thing cannot be considered in a single moment of its existence (for example the shutter click), it must be examined as part of a continuous process of production, exchange, and consumption. Edwards fends off a frequent criticism of the biographical model that would entail the death of the object: those photographs "are not dead in the stereotypical cultural graveyard of the museum and archive, but are active as objects and active as ideas in a new phase of their social biography" (Edwards 2001: 14). This may be affected by a change of context and hence meaning, when, for example, a photograph taken for personal use during an anthropological expedition enters an institution's archive and then becomes "ethnographic." The idea of a social biography of photographs acknowledges their active role in social relations. Here a main reference is to the work of British anthropologist Alfred Gell (1998) on art and agency: visual artifacts exert an agency on their viewers and users through a sort of technical virtuosity that enables them to relate to persons triggering feelings of love, desire, hate, or fear. Edwards works with the heuristic device of performativity, which also has to do with orality: "people talk about photographs, with photographs and to photographs" (2001: 21). Furthermore, she examines the creation of institutional photo archives, issues of photo-repatriation, the uses of photographs in museums, and new forms of display up to more recent artistic interventions.

CONSOLIDATION

At the beginning of the twenty-first century, studies of photography and materiality took shape. Publications of the first half of the first decade consolidated the methodology and propagated the material approach. Critical histories of the disciplines that gave rise to this field of study cross paths with the need to come to terms with the huge number of photographs that the disciplines themselves had accumulated in archives and museums. The material approach proves most effective in the encounter with vast sedimentations. Indeed, much, though not all, research with photographs occurs in archives, and the researcher is "produced" by the practices of the archive (Rose 2000: 566).

The introduction to Raw Histories, "Observations from the Coal-face," alluded to the need to get one's hands literally dirty with photographic objects (Edwards 2001: 1). Edited by Elizabeth Edwards and Janice Hart (2004), the collection of essays Photographs, Objects, Histories is also crucial. It brings together anthropologists, art historians, historians, sociologists, geographers, and historians of photography who have academic as well as curatorial and archival expertise. Through engagement with their insider's knowledge they discuss the manual and physical aspects involved in viewing and handling photographs as material objects as well as the material aspects of photographs as expressed through their visual, physical, and presentational forms.

Dating from a 1997 conference in Brisbane to which several Aboriginal photographers had been invited, Photography's Other Histories (Pinney and Peterson 2003) can be considered complementary because it fostered dialogue among scholars (mostly anthropologists), artists, curators, and activists, partly of native provenance. The material approach is clearly set out: "If an image that appears to do a particular kind of work in one episteme is able to perform radically different work in another, it appears inappropriate to propose inflexible links between formal qualities and effect" (Pinney 2003: 3). The volume questions the established postcolonial view of photography as a Western technology at the service of the oppressive gaze of the colonizer on the "Other." This interpretation, based on Michel Foucault and Edward Said, is still fundamental, but it is incomplete and Eurocentric, as it presupposes that "colonial power is possessed entirely by the colonizer" (Bhabha 1983: 25). Pinney (2003: 6-7) emphasizes "photography's inability to discriminate, its inability to exclude," which comes from the technical features of photography: "however hard the photographer tries to exclude, the camera lens always includes. ... Photographs are necessarily contrived and reflect the culture that produces them, but no photograph is so successful that it filters out the random entirely." The essays in the volume aim to present the extraordinary plurality of historical and contemporary photographic practices in the non-Western world. Photography, especially in popular practices, not only reproduces, but produces culture. This acknowledgement makes it possible to give back an agency to the individuals connected with the photographs: the oppressors and the subordinates who are the subjects of the colonial photographs, as well as the developers of original creative practices which, for example in India, Kenya, or Nigeria gave rise to phenomena of appropriating photographic technologies in institutional or private contexts.

Another collection of essays from 2003 helped establish the material approach also in studies of photography in relation to space, landscape, and identity. Entitled Picturing Place (Schwartz and Ryan 2003), it featured the work of authors from different fields, such as historical geography, the history of architecture, and sociology, and investigated the role of photographs in shaping relationships between people and places. The essays delve into the use of photography in surveys, travel, tourism, state administration, science, ethnography, family life. Many of these photographic practices date back to the nineteenth century and fueled the "geographical imagination," allowing people to get to know the world, articulate their relationship with it and situate themselves in time and space. The actions involved in photography (shooting, looking, archiving) are integral parts of historical processes of shaping symbolic landscapes and "imaginative geographies," of forming national identities, defining cultural differences, and establishing imperial orders.

From a material perspective, the same photographs do different work in different contexts. American anthropologist Corinne A. Kratz (2002) investigated the way photographs affect different groups and audiences. She discusses Okiek Portraits, an exhibition of portrait photographs she took during her fieldwork among the Okiek communities in Kenya. She explicitly gives a voice to the individuals portrayed by displaying their comments in English, Kiswahili, and Okiek along with the photographs. Kratz also extensively studied the different, unpredictable reactions of the various audiences to the seven different versions of the exhibition staged in Kenya and North America between 1989 and 1997.

In the history of science, Jennifer Tucker (2005) analyzed the path that led certain photographs to being recognized as "scientific," not only by scientists, but by Victorian society. The degree of "scientific" photographs' reliability was not predefined, but rather depended on the audience to which they were shown. The question of the presumed objectivity of photography is closely tied to basic assumptions of the material approach: if the photographs have agency, they cannot be pure documentation.

Amateur and family photographs are by definition non-artistic, social, consumption objects. The 1990s saw the rise of feminist studies on family photographs. A declaredly material approach was proposed by art historian Martha Langford in her 2001 book Suspended Conversations that explored photograph albums as autonomous objects in transition from the private to the institutional context. Shown to family members and close friends, or displayed to build new relationships, photograph albums have an oral dimension according to Langford. They seem to bear witness to conversations that become interrupted when the albums pass to new generations or when they are forgotten in archives. Langford analyzes the album itself, with its texts, captions, and stylistic and structural features to revive these conversations.

Family snapshots, family portraits, and photographic jewellery form the broad phenomenology set out by Geoffrey Batchen in his book Forget Me Not (2004). Already in Each Wild Idea (2001) he had distilled arguments about family pictures and their unstable meanings, questioning the linearity of traditional and especially art historical narratives about the production, uses, and meanings of such pictures (2001: 56-80; see also Batchen 2008). These kinds of photographs beg to be analyzed, not only for their own physicality, but also for the ways in which they engage the bodies of sitters, viewers, and scholars. Considering "artistic" photographs by Stieglitz and Dupain, Batchen also deconstructed the idea that photographs come to being in singular moments of creation, thereby he further contributed to challenge museologically oriented art historical conventions in the study of photography (2001: 82-106).

The intellectual climate that generated these studies was influenced by what is often called Actor-Network Theory (ANT). ANT developed in the 1970s in the context of STS. It starts with criticism of the separation between nature, culture, and society rooted in Enlightenment thought. For ANT there are no discrete entities, but only relational results and effects. The networks are heterogeneous, comprised of both human and non-human elements (animals, objects, daily practices). Each of these exerts an agency (as actor or actant). ANT emphasizes processuality and narrativity: through their performances the actors interact among themselves in a process of continuing translation; the networks never have a fixed morphology. The main methodological contribution applying ANT to photography and materiality studies was offered by historian James Hevia (2009) with his notion of the "photography complex": a network of human and non-human actants including the camera with all its components, theories of optics, negatives, chemicals, and papers, the technologies for reproducing and printing photographs in various media, the photographer, the people and things that are photographed, the transportation and communications networks, the distribution channels, storage, and preservation, the photographic archive, and light itself as an actant (see also Geimer [2010] 2018).

THE MATERIAL APPROACH: ISSUES AND PROSPECTS

It was in the first half of the first decade of the twenty-first century that studies on photography and materiality became methodologically consolidated. The idea of a social life of photographs and of the cultural work they perform shapes the current debate along with keywords such as "affordance," "mobility," "unstable narratives." The topics and research lines that have come to surface often overlap (see Edwards 2012b). Yet the diversity of the questions addressed indicates the potentialities and prospects of the material approach, often in combination with other methodologies. The biographies of photo-objects constantly change and expand. In the digital realm, for instance, their movement between public and private milieus (Van Dijck 2007) and amongst different family members and friends becomes even more visible (Rose 2010). Bodily and multisensorial aspects also characterize digital photographic experiences (Frosh 2015). In addition, popular, everyday photographic practices that are often marginalized in traditional historiography play multiple roles in processes of nationhood and identity formation. Individuals participate in these processes not only as consumers, but also as producers of images (Pasternak 2010; Strassler 2010; Edwards 2012a). Photographs as material scientific records are also immersed in social interactions that become visible when scholars momentarily look away from image content (Wilder 2009; Mitman and Wilder 2016). A shift from the study of iconic industrial photography to that of the material history of the photographic business allows the production processes and the transactions on the photographic marketplace to be addressed (Wilder 2016). As one final example, investigating the technologies that enable to govern the immense numbers of commercial photo archives leads to uncover the "revenge of materiality" in the digital era (Blaschke 2016).

In recent and ongoing studies, a stimulating theme for future research is so-called photo-restitution. Within the framework of return projects, anthropological practices facilitate reconnecting historic photographs with the communities where the pictures were produced. Those photographs were removed from their source communities in the photographic, sociopolitical as well as material sense. Visual repatriation practices are based on an acknowledgement of the colonial or asymmetrical relationships that had given rise to the creation of specific collections. Concurrently they acknowledge the existence of alternative histories that derive from the recodability of photographs. Restitutions are also the root of new collaborative ethnographies on the social uses of photographs and the effects and practices of visual repatriation. These, in turn, produce new photographs which enter the circuit. These pictures circulate through European and American institutions, the field—as the site of renewed contacts among individuals—and the archives established by native communities themselves. Intense moments of orality favor the development of critical micro-histories on episodes of cross-cultural encounters embedded in the photographs. Visual repatriation practices have yielded particularly significant results since around 2006, "making images of the past into dynamic objects of the present" (Geismar 2006: 556). Alison Brown and Laura Peers (2006) have worked with the Kainai community in Alberta (Canada) on copies of photographs taken by Beatrice Blackwood during her 1925 fieldwork—photographs that are capable of conveying "messages" from the past. Haidy Geismar returned photocopies of images produced by John Layard in 1914 to Vanuatu. Together with the inhabitants of Atchin and Vao she was "walking with photographs" on the two little islands to find the places Layard had photographed (Geismar 2009: 57). They were re-photographed and restaged in a process of mimetic re-appropriation of history and memory—"a multisensory understanding of the past that unites visual image, oral history, and the bodily experience of place" (Geismar 2009: 67; see also, Geismar 2006; Geismar and Herle 2010). This allows the revival of lost craft practices and rituals, and enriches local archives. The histories retrieved in this way can once again circulate among the old and new generations. The photographs convey radically different concepts of evidence, and the responses to photo-elicitation do not always fulfill the expectations of the Western observer (Bell 2006; Buckley 2014). These practices have the potentiality to cover at least partially the gap between "restitution," where the agency is often in the hands of Western scholars, and "re-appropriation" with an agency of the indigenous communities involved.

It is precisely the reproducibility of photographs, even in "poor" formats such as photocopies, that allows them to act in the material world, producing new opportunities for encounters (Geismar 2009: 57-66). Bell (2010: 360) stresses the different experiences triggered by showing photocopies in plastic sleeves or images that can be enlarged on a laptop. Wright (2013: 5) describes photographic objects used in the field in Roviana (Solomon Islands): copy prints hanging from a wire stretched between two huts or pinned to wall, passed from hand to hand and discussed in group meetings or given to individuals or families. In the meantime, digital restitution of historic photographs has become an accepted practice as well as the object of specific studies (McQuire 2013). Digitalization projects can also help to recontextualize photographs once used to disempower people and now able to constitute kinship and community (Thorner 2016).

"Although photographs reveal the power of the colonial gaze, they also express its moments of uncertainty, offering a less-mediated view of the past that exceeds their maker's intentions, capturing details and attitudes beyond their original purpose, and setting in motion the compelling play of past and present" (Lydon 2005: xxii-xxiii). What can other disciplines learn from a statement such as this that was generated in the context of anthropology and by a necessarily postcolonial perspective? Pinney (2003) and Poole (2005) had highlighted the "excess" of photography, and its inability of being completely subordinated to the total control postulated by postmodern theoreticians. This "noise" (Poole 2005; Pinney 2008), photography's "inability to exclude the random" (Pinney 2008: 93), its "random inclusiveness" (Bell 2006: 192) or "irreducible openness" (McQuire 2013: 228) derive from the act and materiality of the photographic inscription, whether it is a chemical inscription on a negative plate or an electronic one in bytes. Elizabeth Edwards (2015: 237) recently suggested replacing "excess" with "abundance" of photography because the latter word "implies plentifulness, plenitude and potential." The material approach channels attention toward the "abundance" of photography and recognizes that "photographs are evidence of affect" (Edwards 2015: 248), precisely because "the gathering of evidence was an affective procedure" involving both colonizer and colonized (Edwards 2015: 242). Being receptive to the "presence," to the participants' experience in the photographic encounter permits, through the act of visual repatriation, a reclassification from evidence to affect (Edwards 2015: 246-7). It is in Barthes's terms "the ontological scream of the medium—it was there, present" (Edwards 2015: 240). Here Edwards points out that this is not a mere return to the index and warns against the risk of a romantic neorealism. Photography and materiality studies started with the criticism of photographic transparency and indexicality. In this advanced phase the goal can be redefined: it is the need to release indexicality from the superimposition of the ideological construct of photographic truth (Pinney 2008: 5).

Similar issues also emerged in studies not devoted to colonial photographs. In Touching Photographs American art historian and photographer Margaret Olin analyzed the tactile presence of photographs, introducing the concept of "tactile looking" (2012: 3-9). Olin turned to Merleau-Ponty to note that perception is always relational. Photography is always connected to a gesture: from making to viewing, "gestures turn photographs into presences that populate the world like people and act within it to connect people" (Olin 2012: 14). Photographs are physical objects that are touched, but they also touch us and help us establish interpersonal relationships. Photographic practices give form to communities. To demonstrate this, Olin ranges between authorial and popular photographs, but her chapter on Barthes is particularly important in our context (2012: 51-69). Here Olin demystifies the postulate of indexicality as it was often superimposed on Barthes's discussion in Camera Lucida, pointing out some of his "errors." This rereading of Camera Lucida suggests that the indexical power of photography resides not so much in the relationship between the photograph and its subject ("that-has-been" in front of the camera) but in the relationship between the photograph and its viewer or user—what Olin calls the "performative index" (2012: 69). In her exploration of the multiple sensory levels (haptic, sonic) of photographs of the African diaspora in Europe, Tina Campt coins the almost identical term of "performative indexicality" (2012: 48). The essay collection Feeling Photography (Brown and Phu 2014) also examines the agency of photographs, yet from a slightly different perspective, influenced by the affective turn.

A number of the authors I mentioned above repeatedly talk of a form of "disturbance" that often lies in photographs (e.g., Pinney 2008; Hevia 2009: 111-12; Strassler 2010: 26-7) and that is connected to the concepts of "rawness," "excess," and "noise" already discussed. The disturbances inherent in producing photographs are the subject the German art historian Peter Geimer ([2010] 2018) deals with, focusing his attention on the material conditions of how cameras work. Early discussions of "inadvertent images" were centered on the oscillation between fact and artifact: for example the earliest reproductions of the Holy Shroud of Turin opened a vast scientific debate as to whether the positive image of a body that unexpectedly appeared on the negative plate was an emanation of the dead Christ or the effect of photo-chemical instability. Geimer suggests a "hybrid authorship" for the photographs, between human action and natural phenomenon ([2010] 2018: 51-2). He also accepts Didi-Huberman's (2008) exhortation to consider photographic images in their entirety, including the parts that are apparently useless for purposes of visual information such as the shadowy areas of the famous Auschwitz photographs. Geimer offers a new material perspective for the critique of the ontological referentiality of the photograph, which does not so much reveal what is in front of the camera, but rather its own materiality (including stains, rings, cracks). Photographic distortions and disturbances—the noise that escapes the photographer's intentionality—are able to render visible what is otherwise invisible, and this is one merit of the application of the material approach to the study of photography.

Indeed, one of the benefits of the material approach is precisely its ability to restore epistemological potential to photographs and photographic archives that had been marginalized (Banks and Vokes 2010). The issue of photographic restitution can also be interpreted in this sense, beyond any postcolonial debates: it is a matter of reawakening archives and photographic corpora that have been dormant up to now, "making images of the past into dynamic objects of the present" (Geismar 2006: 556). Not only anthropology, but also other disciplines such as archaeology, geography, art history have accumulated masses of photographs in their archives. For generations, these photographs have been considered as pure documentations of the objects they show, some kind of working tools now believed to be replaceable by digital duplicates. Overcoming the long-established reduction of photographs to their visual content, the material approach questions conventional hierarchies of photographic value. This poses a peculiar challenge to scholars, because the temptation to resort to a mere expansion of the authorial canonical model of the history of photography is particularly strong. In the context of the discipline of art history, the material perspective was initiated by an essay collection that focused on photographic practices in art historical research (Caraffa 2011). The volume resulted from an open-ended, international conference series "Photo Archives" which has its premise in the materiality of photographs and photographic archives (see also Caraffa and Serena 2015). Authors in the volume investigate processes of institutionalization and archive practices that include cataloguing and classification, showing that archives are "about making a series of choices" (Schwartz 2010: 70). The validity of the notion of "photo-objects" is tested from a comparative viewpoint in a volume of the same title (Barnighausen et al., 2019). Close-readings of specific photo-objects break the presumed logic of scientific institutions disclosing asymmetries and "points of fracture" (Edwards 2001) even in archives that are apparently far more innocuous than the ones produced by colonial or Nazi ethnology, for instance.

Yet, another challenge is posed by the huge quantities of anonymous photographs that have been neither inventoried nor catalogued and remain frozen inside museums. In museum operating systems photographs can be found everywhere (as documentation, in displays, as study material, as tools for the curators), but they are not seen (see also Chapter 25 by Susan A. Crane in this volume). This is due to the fact that they are reproducible and hence lack the quality of uniqueness which is the main criterion for assessing objects in museums (this does not include collections of "artistic" photographs). Two books address this problem. Edwards and Lien (2014) examine the uncertain status of photographs in museums: objects? documents? artistic statements? mere information? Often, photographs are all of these at the same time, and their—also physical—malleability relegates them to a very low position in the hierarchy of museum values. The concept of the photographic ecosystem highlights interactions and helps to move beyond and out of this hierarchy (see also Caraffa 2017; Edwards 2019). Edwards and Morton (2015) offer examples of display and exhibition projects that respect the photographs' materiality. A new benchmark in this sense was set 2018 by the exhibition Unboxing Photographs. Working in the Photo Archive at the Kunstbibliothek in Berlin.2

The dual nature of photographs as images (capable of informing but also of arousing emotions) and as material objects, their uncertain status and their humble ranking in the system of (museum) values are at the basis of the intrinsic fragility of many collections. This fragility is increased by the dematerialization rhetoric that often goes hand-in-hand with digitization campaigns (Sassoon 2004; Sandweiss 2007). Apart from the fact that digital is anything but intangible (Gabrys 2011; Maxwell, Raundalen, and Vestberg 2015), studies clearly assert the need to preserve analog photograph collections which cannot be replaced by their digital surrogates, as argued in the "Florence Declaration."3 The arguments provided by the material approach have been fueling an ongoing process of (self-)legitimization, and championing the reasons for the existence of photography archives vis-à-vis institutional counterparts.

CONCLUSION

The material approach to the study of photography has released a series of research methods that assist us in understanding the functions and agencies of photographs in past and present societies. It takes into account the material manifestations of analog and digital photographs, but also actions that affect them. These actions are embedded in social and cultural practices. By challenging conventional discussions that tend to focus on photographic authoriality and indexicality, it has helped to revise canonical historical narratives, about photography and beyond. Indeed, shifting attention from "picture taking" to "picture making" allows "other histories," interpretations, and photographic uses to unfold (Pinney 2003: 14). Photographs never have a stable meaning and configuration: the same photograph does different work in different contexts. The emphasis is on relationality and on the many (also human) factors and actors that contribute to shape photographic objects, including the effects of research practices.

As I have demonstrated, overcoming traditional value systems the material approach spotlights photographs that act in the world of the everyday. It brings about a way to deal with large quantities of photographs whose producers and production contexts are allegedly unknown. These photographs traverse institutional and private archives, whether analog, digital, or networked. In fact, the fluid relationship between analog and digital formats makes the material approach useful for our post-digital society, which increasingly acknowledges the analog processes in which the digital is manifested. Photographs circulating via social networks, for instance, still have the power to impact the lives of people and thereby the material environment (Were and Favero 2013; Miller 2015; Walton 2016). The "ontology of photographs in a changing digital landscape" is therefore one of the major fields of application for the material approach (Favero 2017, 2018). The analog/digital dynamics along with the material complexities embedded in photography archives inform the work of artists such as Akram Zaatari (2017) and Armin Linke. Many artists, scholars, institutions, but also individuals active, for instance, on social media, are concerned with the physical survival of forgotten photograph collections in family, business, and institutional contexts. For this purpose the concept of photographic heritage is useful, but it is also disputed because of the ideological abuses to which it can lend itself. In addition, some actors work in geopolitical contexts characterized by an inherent fragility that has to be considered along with the fragility of the photographs themselves. Moreover, many digital "enhancement" projects launched with the aim of securing photographic heritage continue reducing photographs to mere visual content and risk fueling market phenomena that subvert the original intent of "salvage" (Ryzova 2014). Therefore, studies of photography's materiality and material cultures are still far from having exhausted their impetus. Ultimately, to consider photographs as material objects endowed with agency is to give greater importance to the individuals involved and to "photography's relationship to life" (Batchen 2008: 127).


NOTES

1. This section is based on information provided in volumes edited by Buchli (2002), Tilley et al, (2006), Candlin (2009), and Hicks and Beaudry (2010).
  2. https://www.smb.museum/en/exhibitions/detail/unboxing-photographs.html (accessed August 9, 2018).
  3. https://www.khi.fi.it/en/photothek/florence-declaration.php (accessed 3 June 2019).
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CHAPTER FIVE
Forces and Forms

Theories and Methods in the History of Photography

JAE EMERLING


The point is that we need the smart, erudite and eloquent people ... to take the time to speak seriously about the nature of photography, and articulate something of its dazzling unique qualities, to help the greater art world and the public itself understand the nature of the creative act when you dance with life itself—when you form the meaningless world into photographs, then form those photographs into a meaningful world.

Paul Graham, 2010


In many ways the history of photography is less a compilation of facts, dates, and proper names than it is a theoretical discourse about the nature of representation and our relation to the world as such. Discourse refers to the statements and images that define the concept "photography." Discourse is the "conceptual field within which and around which move various kinds of objects, activities, processes, ideas and theories, subcultures and movements, institutions and exhibition" (Costello and Vickery 2007: ix). It is within this conceptual field that specific, individual events are received, discussed, and critiqued. Simply put, it is the framework through which we understand photography. Considering photography as a theoretical discourse is insightful because the very idea of "photography" pre-existed our ability to mechanically and artistically actualize it, meaning that scientific interest in the potentiality of a camera obscura to frame and capture a natural property of light arose in the eleventh century, but the conventional date used for the invention of photography is 1839. This temporal and discursive delay allowed for various mechanical, optical, and theoretical experiments to take place within several fields. Thus the idea of "photography" has never been a single, unified idea. Instead, it has always been a multiplicity of ideas, activities, methodologies, and practices. The discourse of photography is this multiplicity.

Photographic discourse is therefore a continual reworking of positions, that is, retracing lines of arguments, uncovering archives, and drawing attention to aporias (gaps or impasses, paradoxes) within the discourse itself. Discourse often seems repetitive, circumscribed, and plodding; but it also includes the speed and athleticism of thought, that is, the ability to think and to create photographic images anew. This chapter will present an overview of the contending and most current theories that have determined how we understand the discourse of photography. Photographic practice and history often require the ability to think critically about representation. This requirement is not unique to the medium, but it may be that the ubiquity of photographs in the contemporary world makes it a privileged site for wide-ranging debates about images, modes of address, structures of intention, and the ethics of interpretation. But representation is not the ultimate limit for how we encounter a photographic image. We must also address how and why engaging with photographic images is a material encounter with a complex type of object, one that causes us to think and to feel at once. The theoretical history of photographic discourse moves between discursive and materialist modes of interpretation and encounter. While it is undoubtedly essential to learn how to read or interpret a photograph, it is no less important to understand what occurs when images "touch" or affect us in ways that supplement or even belie rational, sociopolitical readings. So rather than merely provide a compendium of theoretical insights and interpretative methodologies, I will explain the primary schism within the history of photography as that between formalist approaches (both artistic and historiographic) and critical theoretical ones (such as post-Marxist, feminist, and postcolonial). Presenting this schism and the debates it engenders makes evident that "photography" itself has always been a theory-practice of multiplicities (Emerling 2012: 9). In other words, there are histories of photography rather than a single, unifying narrative. Hence we must trace the movement wherein each new photographic thought or practice actualizes certain aspects of these histories, thereby changing the very idea of it as such. This accounts for the compelling nature of photography: its confounding simplicity and intensity, its vitality.

We must face a photograph's aesthetic dimensions as well as its discursive ones. As a multiplicity each photograph functions as a conjunction of statements (what can now be said or argued) and visibilities (under what conditions has something or someone become visible, legible, sensible). Photographic theory has taught us that the best way to understand a photograph is as a fold between statement and visibility. A photograph is sensible and intelligible, aesthetic and epistemic, history (past) and becoming (future) at once. Understanding a photograph in this manner requires a critical practice capable of discerning the differences between the subject matter and the subject of an image, denotation and connotation at the level of reading an image, and the debates between formalism and social history (politics) throughout the history of photography. To become more astute, critical, and nuanced viewers of photography we must know the theoretical and methodological debates that have shaped the discourse of photography because at its best photography theory presents the full panoply of photography's aesthetic and epistemic powers.

FORMALISM AND POSTMODERNISM

In 1977 Susan Sontag, the American author and cultural critic, published On Photography, an influential collection of essays on photographic culture. Sontag identifies a primary, almost congenital fault line within the discourse of photography when she writes:


The history of photography is punctuated by a series of dualistic controversies [that are] a different form of the debate about photography's relation to art... The history of photography could be recapitulated as the struggle between two different imperatives: beautification, which comes from the fine arts, and truth-telling, which is measured not only by a notion of value-free truth, a legacy from the sciences, but by a moralized ideal of truth-telling, adapted from nineteenth-century literary models and from the (then) new profession of independent journalism. (1977: 129, 86)


In many ways Sontag's recapitulation of the history of photography as an antagonism between art and engaged documentary practice resonates with mid-nineteenth-century debates about whether or not photography is an art form. A tension between mimesis and creation (abstraction), between naive realism (the conceits of positivism wherein one cause equals one effect) and aesthetics, fueled those modern debates about the objectivity and/or artifice of a photographic image. Of course, this is not to say that our contemporary discourse on photography is in no way distinct from this preceding framework. On the contrary, we must understand that what was constructed in the first moments of photographic modernity organized and defined the particular relationships between visible and sayable as it relates to the contemporary photographic image.

As we can see from the theoretical schism—between art and documentary—that Sontag identified, the problematic that photography continues to present for visual culture concerns automaticity, or the ability of photography to create a direct, unmediated record of the external world. Automaticity claims that photography bears a privileged relation to reality because a photograph touches the real itself; it assumes a material connection between the thing before the camera lens and the image, such that the image is understood as "natural" and "objective." Many critics, however, have challenged photography's automaticity, asserting the creative process of the photographer and the photographic apparatus or object as essential mediating factors. It is nevertheless crucial to understand that this premise indelibly colors how photography has been imagined, created, utilized, and historicized. Moreover, debates about photography's distinctness as a medium, from the nineteenth century to the present, have centered on its presumed automaticity.

For instance, Sontag (1977: 86, 110) posits that "instead of just recording reality, photographs have become the norm for the ways things appear to us, thereby changing the very idea of reality, and of realism" because photography's realism "creates a confusion about the real." Photography has certainly produced "confusion about the real," but Sontag goes a step further claiming that by the late 1970s "all art aspires to the condition of photography."1 While this remarkable claim has proven prescient, it rests on an "anti-aesthetic" argument that is often overlooked. Before arriving at her conclusion, Sontag (1977: 146, 148) writes that "photography encapsulates art itself" but that photography "is not an art." It is not, she continues, "an art form at all" because "like language, it is a medium in which works of art (among other things) are made" (Sontag 1977: 148). Sontag makes a distinction here between a traditional notion of art as a specific, autonomous object-process (such as painting or sculpture) and photography, which she takes as only a means rather than an end in-itself. But this is not a simple division between means and ends because, she adds, "from the beginning photography has also lent itself to that notion of art which says that art is obsolete. The power of photography—and its centrality in present aesthetic concerns—is that it confirms both ideas of art" (Sontag 1977: 148). Sontag posits that photography simultaneously denies art (renders it obsolete) and affirms its continued existence and relevance (its afterlife, so to speak). Her choice to focus only on photography as a means that "heralds (and creates) new ambitions for the arts" because of its unique "powers" (Sontag 1977: 149). Furthermore, her insights into the social history and aesthetics of photography allow us to draw a complex line between postmodern attempts to relocate photography at the center of a complex web of contending forces and formalist approaches to photography that insist on the uniqueness of the photographic image as art, that is, as a medium with its own (art) history.

Undoubtedly Beaumont Newhall's The History of Photography: From 1839 to the Present (1982) best introduces this formalist approach. It is hard to underestimate the importance of Newhall's work and its institutional authority (the Museum of Modern Art in New York City) within the history and theory of photographic practice and criticism. As Douglas Nickel (2001: 553) has astutely written: "We simply need to appreciate how the structure, the assumptions, the scope—to say nothing of the canon—of this work became something like the field's subconscious, so invariably did its ideas, directly or otherwise, before us." The book Newhall composed grew out of a catalogue he wrote to accompany an exhibition at MoMA entitled Photography 1839-1937 that "threw together everything: daguerreotypes, Hill and Adamsons, Nadar's pictures of the catacombs, Disderi's cartes de visite, Roentgen photographs, radio-produced photographs, fabulous pictures of shorelines taken from a height of 20,000 feet" (Joel Snyder quoted in Elkins 2007: 187). Even though the exhibition was broad and unwieldy, it was in the essay, and ultimately the book, that Newhall attempted to give "a coherent account" of this history of photography, which in 1937 was still confused and untamed.

Although histories of photography had already been written in the first decades of the twentieth century, these texts were primarily process-based histories and celebrations of individual photographers.2 As a whole they presume that photography is the "legitimate child of the Western pictorial tradition" (Galassi 1981: unpaginated). Newhall's writing certainly shares some of this perspective. In attempting to domesticate the disparity of the photographic imagery in the exhibition, he emphasizes the applications of photographic technology in the advancement (evolution) of Western art."3

By emphasizing photographic realism Newhall privileges one form of photographic practice. He constructs a history that is at once medium-specific and evolutionary, culminating in the high modernist work of the f.64 group, particularly Edward Weston, in the 1930s. Consider Weston's Clouds—Mexico (1926), a photograph that, despite Weston's insistence (quoted in Newhall 1975: 10) that the camera should record "the very substance and quintessence of the thing itself," alludes to Alfred Stiegliz's Equivalents (photographs of clouds that meant to discern the equivalence between nature and his own thoughts, desires, fears) from the late 1920s as well as to Weston's own formal studies of female nudes.4 The now standard formalist qualities are evident here: a productive tension between realism and abstraction, bold planar structure, skill of composition, sharp focus, clarity of subject, perfection of final print quality, no manipulation of the image in the darkroom (i.e., straight photography, often also referred to as pure photography), emphasis on photographic "genius" (vision) as evinced by the originality of chosen subjects (especially details), and the necessity of vision and technique over social concerns as a way to argue that photography is a unique and new means of individual, creative expression. These qualities are applicable to photographers as varied as Paul Strand, Walker Evans, Minor White, Aaron Siskind, and others.

A refinement of Newhall's approach is The Photographer's Eye, an exhibition curated by John Szarkowski (director of the department of photography at MoMA from 1962 to 1991, successor of Newhall and Edward Steichen).5 This exhibition, which opened in 1964, was supplemented by a text of the same name published two years later. Szarkowski hoped to identify a "tradition" that combined vernacular and artistic photography by delineating its basic formal elements.6 He gives a preliminary list consisting of "The Thing Itself," "The Detail," "The Frame," "Time," and "Vantage Point." These criteria were posited as the means to identify and value supposedly fundamental characteristics across the medium because, for Szarkowski, photography is a medium with "a singular, inherent identity" (Batchen 1997: 176).

The dominant art historical agenda of the 1960s and 1970s—modernist formalism— underlies Szarkowski's thesis. Modernist formalism as adumbrated by Newhall is best represented by the work of the art historian and critic Clement Greenberg. Best outlined in "Modernist Painting" (1961), Greenberg argues that in the modern era the traditional functions of art (painting and sculpture) have been usurped by kitsch and photography among other things. For art to survive it had to establish its value as an irreplaceable vehicle of heightened experience within an otherwise alienating culture. In order to do so each art medium must determine, through rigorous self-examination of its own operations and effects, those specific qualities unique to itself. What Greenberg posits, in a very seductive and enormously influential manner, is a formalism that articulates itself as a continual, autotelic search for each medium's fundamental, irreducible essence.7

Aspects of Szarkowski's project stem directly from Greenberg's position. For instance, he presents the history of photography as an inevitable progression toward self-knowledge and purity (what Greenberg termed the "fate" of a medium) and photos were usually displayed by Szarkowski in groups that resulted "in a kind of modernist history of photographic picture making remarkably reminiscent of that propagated by Greenberg for painting" (Batchen 1997: 15). Images were chosen to reflect their own process of production, as a result of which they are, in Szarkowski's (1966: unpaginated) words, "significant beyond their limited intention." This is how Szarkowski justifies placing a nineteenth-century photograph alongside one by Lee Friedlander from the early 1960s: everything is subsumed in the medium's attempt to construct a "usable tradition" for itself. Szarkowski believed that "there really is such a thing as photography" but the problem he faced was precisely how to define this "thingness" (Batchen 1997: 14).

Szarkowski constructs a history of photography that begins and ends with this "thingness," that is, how the "narrative poverty" of a photographic image is enriched when photography becomes a "learned" process, a "shared vocabulary." The "narrative poverty" of the photograph explains how a photographer finds not "a story," but "scattered and suggestive clues," which could not be assembled "into a coherent narrative" but only presented as "a meaning which went beyond simple description" (Szarkowski 1966: unpaginated). The concept of a photograph's "narrative poverty" allows Szarkowski to justify his construction of a "usable tradition" that can address the sheer abundance of photographic imagery produced since its nineteenth-century invention. The bedrock of formalist art history is clearly present here in the emphasis on the material conditions of image-making, the "narrative poverty" of the photograph, and the supposed unfolding of a history of photographic imagery that is not presented through various contingent frameworks (publications, exhibitions, etc.) but rather "presented themselves."

What is downplayed here is the politics that surrounds this "narrative poverty." The supposed self-presentation of a photograph as an expression of the medium-itself (the unique combination of "narrative poverty" and "symbolic power" as Szarkowski insists) belies the theoretical, historiographic, and institutional work—all clearly supplemental and outside the frame of the image itself—that went into the promotion of the medium of photography itself, which has proven institutionally successful if critically suspect.8 In direct contrast to the modernist formalist position, there is critical postmodernism, which strives to expose points of contradiction—the repressed politics—within the deliberately myopic definition and history of photography that was written by Newhall and Szarkowski among others.

If Newhall's The History of Photography and Szarkowski's The Photographer's Eye are cornerstones of the formalist position, then the anthology of essays edited by Richard Bolton entitled The Contest of Meaning: Critical Histories of Photography (1989) exemplifies a critical postmodernism aimed at deconstructing formalism and its consequences in the second half of the twentieth century. This anthology includes essays by some of the most well-known art as well as cultural historians associated with the idea of critical postmodernism in the visual arts, including Martha Rosier, Douglas Crimp, Rosalind Krauss, Allan Sekula, and Benjamin Buchloh, all of whom published work in the influential art journal October, beginning in 1976. Many of the best articulations of the critical postmodern position were first read in the pages of October. The position voiced by the October group has been very influential, if not determinative, for our understanding of the visual arts since the 1980s (Foster 1983: xv-xvi).9

One aspect of the argument made by the October group is that it is impossible to trace the development of postmodernism in the visual arts without photography. The relation of postmodernism to the visual arts passes through photographic discourse; it is the fils conducteur through which it is constructed, articulated, and developed as a non-unified set of critical perspectives. In many ways, it was the battleground on which contending forces (formalist and postmodernist) confronted each other. As Bolton (1989: xiii) insists, the writers gathered in this anthology exemplify one (obviously privileged) form of postmodern practice, a "politicized postmodernism" that refuses to separate culture from society at-large and advocates a historical (contextual, interdisciplinary) approach to cultural production. In turn, photographic theory has had to take account of the (social, political, and psychological) production of the subject. However, postmodern criticism is "by no means homogenous in outlook, having been informed by a variety of sometimes competing theoretical models (Marxism, feminism, psychoanalysis, semiotics), but nevertheless, a remarkably consistent view of the photograph has come to occupy the center stage of critical debate" (Batchen 1997: 5). A key element of this "consistent view" is the presumption that all meaning is determined by sociocultural context. Thus "photography as such" has no identity; its history is a fiction for those who accept this "consistent view." Moreover, these positions were articulated in direct relation to artistic practice in the 1960s to 1990s.10 So these positions coalesced into a "consistent view"—a "socially motivated, critical practice"—by reading art practices and by actualizing some of the lessons of critical theory (Bolton 1989: xvii).11

Critical postmodern critics have promoted indexicality as a guarantor of a material connection between the image and reality in photography; it is a corollary to automatism. Within photography theory the prevalence of the concept of indexicality is a direct result of this critique. An index is a type of sign created by cause and effect. In its simplest form, we could say that smoke is an index of fire, or a footprint is an index of whatever left it. A photograph, therefore, can be understood as a material trace of light reflecting off an object and becoming fixed through a material-chemical process. Critical postmodern critics claim that indexicality displaces formalist ideas about medium specificity by revealing how a photograph points outside of itself; it makes a photograph contingent upon something external or seemingly absent from it, including sociopolitical realities. Critical postmodernism rejects the "exceptionalism" of the photograph, maintaining that a photograph has no distinct quality as an image but serves only an instrumental function. The reduction of the photographic image to something less important than the idea or statement it imparts is symptomatic of an anti-aesthetics inherent in critical postmodernism, which argues that an artist foregoes originality, uniqueness, and self-expression (aesthetic notions) in order to stage a sociopolitical critique. However, current criticism of indexicality abounds, pointing to the complicated relations among photographer, apparatus, image, and viewer.

CRITICAL THEORY

It is important to note that critical postmodernism in no way reflects the entirety of the field named "postmodernism"—a caveat we should always recollect about formalism in the modern period as well. There is no one, single postmodernism. The term came into currency within the humanities, particularly in architecture and visual art, in the mid-1970s. One text that ensured the prominence of this contentious, polysemous term was Jean-Frangois Lyotard's 1979 publication, The Postmodern Condition ([1979] 1984).12 The concept has come to signify both a critical strategy and a style (particularly in architecture, visual art, and literature) that foregrounds aesthetic playfulness, subversion of tradition, irony, the mediated phenomena of subjectivity (self as other), and intertextuality. However, when these characteristics are presented as a list, the concept of postmodernism becomes—what many considered it to be from its inception—an empty signifier. In contrast, it is better to focus on a particular text or coherent positions within the rubric named "postmodernism" if one desires to understand not only its historical and cultural importance but also its theoretical (philosophical) importance.

Critical theory refers to the disparate set of practices of interpretation, social research, and philosophy (ethical and political thought) that transformed the humanities and social sciences in the 1960s-1980s. The term "critical theory" was first used by a group of German philosophers, sociologists, and cultural historians in the European Marxist tradition known as the Frankfurt School, namely Theodor W. Adorno, Max Horkheimer, Herbert Marcuse, Jiirgen Habermas, and others. Adorno and Horkheimer founded the Institute for Social Research in 1929 in Frankfurt and moved it to the United States at the outbreak of the Second World War. The founding principles and approach of the Frankfurt School are presented in the influential book they co-authored entitled Dialectic of the Enlightenment (Adorno and Horkheimer [1947] 1972). According to Horkheimer (1982: 244), a theory is critical to the extent that it seeks human emancipation, "to liberate human beings from the circumstances that enslave them, including the illusory pleasure of the culture industry." However, with the advent of poststructuralist thought in the 1960s, much of which stems from the European leftist intellectual and political tradition of which the Frankfurt School is central, critical theory expanded into a broader name that covered any praxis (intellectual research conceived of as inseparable from practical, sociopolitical emancipatory aims), including feminism, critical race theory, postcolonial theory, and what we have referred to above as critical postmodernism in art history.

Poststructuralist thinkers foreground how and why any structural system cannot be closed or complete; they insist that we acknowledge and deconstruct the structures (histories, discourses, identities, or politics) that restrict, stifle, and suffocate life by creating new lines of escape that touch an outside, by identifying that on which any structure depends but cannot include within itself (the unemployed poor in capitalist societies, nonsense in the production of meaning or sense). Poststructuralist thought identifies precisely how and why desire, nonsense, and marginalized groups expose the arbitrary limitations of any structure that purports to construct order, hierarchy, and definitive meaning. This is done in part by reaffirming chance, anarchic play, the limitations of human intentionality, and the vital role political power plays in the construction of artistic sense and meaning. Poststructuralism does not desire immutable universal rules to order all phenomena and statements; instead, it focuses on particular utterances (the material, the concrete, the idiosyncratic) to show how it appropriates and reinscribes the virtual totality of any putative universal structure itself. Poststructuralism is nothing other than the attempt to articulate a theoretical practice that situates itself in the threshold between the universal and the particular. Therefore, poststructuralism rearticulates critical theory not as a single generalized interpretative strategy or school as much it designates a set of postwar critical practices that combine, in different and distinct manners, the insights of linguistics, ethics, political philosophy, and the philosophy of history.

Critical theory includes a number of figures whose work so indelibly colors any form of critical postmodernism that the latter is inconceivable without them. For example, the work of the German-Jewish philosopher and cultural historian Walter Benjamin. In particular a set of three essays he wrote has fundamentally transformed contemporary art historical practice and aesthetic thought: "Little History of Photography" ([1931] 1999), "The Author as Producer" ([1934] 1999), "The Work of Art in the Age of Its Technological Reproducibility" ([1936] 2002).13 Benjamin's approach to material culture and representation coalesced into a unique philosophy of history that positions him as a hinge between Friedrich Nietzsche's critical philosophy of life and the poststructuralist thought of Michel Foucault, Jacques Derrida, and Giorgio Agamben. Approaching Benjamin's work, however, requires being attentive to the subtlety of his thought and positions, which often changed over time, thereby complicating his previous statements.

For instance, critical postmodernists place an inordinate amount of emphasis on the positions Benjamin articulates in "The Author as Producer" ([1934] 1999) and "The Work of Art" essay ([1936] 2002), too often isolating them from Benjamin's larger research agenda and philosophy of history. Even between this set of three now-canonical essays, Benjamin's position is not entirely evident. What he does address is the nature of photography as a distinct creative act and form of representation. He posits that the reproducibility of images (lithography, photography, film) has an implicitly democratizing (if not socialist) political potentiality and he undertakes a sustained critique of the photograph's ability to naturalize the modern capitalist world by aestheticizing it. This last position is one of the seeds of the anti-aesthetic position that goes hand-in-hand with critical postmodernism, that is, a reduction of aesthetics to a facile demand for beauty and good taste—the illusory aspects of art as opposed to their sociopolitical effects.

Benjamin's meditations of photography shift between positions conducive to critical theory and those at odds with its premium on empirical criticality. For example, in "The Author as Producer" ([1934] 1999) Benjamin offers a Brechtian critique of New Objectivity, an approach to photography dominant in the 1920s-1940s best exemplified by Albert Renger-Patzsch's photo-book The World Is Beautiful (1928). An example of the type of work Renger-Patzsch made and included in his photo-book is Shoemaking Irons, Fagus Works, Alfeld (1936). Renger-Patzsch's work disregarded Pictorialism as well as avant-garde experiments with photography in favor of precise, objective, realism. In fact, Benjamin has this particular practice in mind when he indicts all photography as complicit in a dissimulation and beautification of the modern capitalist world. Photographers, he concludes, have "succeeded in transforming even abject poverty—by apprehending it in a fashionably perfected manner—into an object of enjoyment" (Benjamin [1934] 1999: 775). Benjamin ([1934] 1999: 775) condemns the inability of photography to "transfigure" the world; instead, it can only "record a tenement block or a refuse heap without transfiguring it," it can "convey" nothing about "a power station or factory other than, 'What a beautiful world!'." The camera offers us only a surface appearance of things because it is unable to capture the social relations (economic, political) that intersect and comprise the social field that it represents.

Benjamin's prescient insights about visual representation have aligned his work with much postwar critical theory, particularly in its emphasis on language when interpreting representation. Critical postmodernism is a mode of cultural critique that stems from structuralism in the 1950s. Structuralism is an analysis of culture and meaning that originates in the linguistic theory of Ferdinand de Saussure, primarily his Course on General Linguistics (1916). Saussure sought the underlying, universal structure of language as a constructed system of rules. His key idea is that the relation of a signifier (e.g., the combination of the letters "d," "o," "g") to the concept it signifies (e.g., a "real" dog) is an arbitrary one. Saussure's idea of the arbitrary signifier exposes a language-system that preexists individual speaking subjects. Photography as a mechanical means (the camera lens as a prosthetic, inhuman eye) is well suited to structuralist interpretative strategies for two reasons. First, structuralism privileges an underlying, pre-existent system over any idea of cultural tradition as individual or collective self-expression. This emphasis on a systematic structure (a "deep structure" that dictates how the surface-effects of signs operate) enters debates in photography over how to reconcile a mechanical means with humanist ideas about the photographer. Second, with structuralism, photographs are read as texts, or an assemblage of signs, connected to the cultural codes outside of them.

A structuralist approach to photography is embodied in the work of Roland Barthes, especially his early essays "The Photographic Message" ([1961] 1977) and "The Rhetoric of the Image" ([1964] 1977). Barthes dismantled the social and cultural myths (for example, gender identity) abetted by the denotation of a photograph (its being taken for the thing itself, as a direct analogue of reality). He insisted that in photography there is "never art but always meaning" (Barthes [1961] 1977: 24), maintaining that "photographic connotation ... is an institutional activity" (Barthes [1961] 1977: 31). This shift away from art (aesthetics) to the role that museums and the art market play in structuring the meanings and value of photographs is essential to the critical postmodern position. This structuralist approach immediately proved insightful in critiquing the racist and colonial biases of the European colonial venture as well as those that abet the construction of gender identities and their attendant politics. It did so by exposing how cultural meaning, political ideology, and thereby "modern mythology" as such were constructed by willfully confusing "Nature and History ... at every turn" and motivated critics, historians, and artists to "track down in the decorative display of what-goes-without-saying... the ideological abuse which ... is hidden there" (Barthes [1957] 1979: 11). To unmask the ideological move that claims to justify historical and contemporary positions and actions as "natural," to expose the social and political constructedness of things that supposedly "just are," is the underlying motivation of Barthes's structuralist methodology. In others words, "constantly to scour nature, its 'laws' and its 'limits' in order to discover History there, and at last to establish Nature itself as historical" (Barthes [1957] 1979: 101).

With its presumption of objectivity and its widespread use as an instrument of colonialism, photography fueled an attitude of racial superiority adopted by many white Europeans and Americans toward MiddleEastern, North African, and Asian peoples. In Orientalism (1978), Edward Said deployed a structuralist methodology to explain how Western (Occidental) European culture is defined against its supposed, culturally inferior antithesis: the "Orient." The prevalence of what Said called "Orientialist" attitudes have since become the subject of many theoretical studies of the relationship between visual representation, European colonialism, postcolonial subjectivity, and political movements. Work that discloses this relationship and its continued geopolitical effects through poststructuralist strategies is collectively referred to as postcolonial theory. As Anandi Ramamurthy (2001: 188) explains: "During the nineteenth century, the camera joined the gun in the process of colonization. The camera was used to record and define those who were colonized according to the interests of the West ... The history of photography is integrally linked to colonial and economic exploitation." Photography and colonial exploitation are linked via the construction of a fictional Oriental "Other" opposed to the Western "self." "Othering" was sharpened by photography's ability to create primitivist, violent, exotic, and sexualized images of non-European colonized others that European audiences consumed as objective and truthful.

An example of postcolonial theory focusing specifically on photography is Malek Alloula's The Colonial Harem (1986). Alloula examines colonial postcards: cheap, popular culture images of nude and semi-nude women that proliferated throughout Europe beginning in 1870. He primarily focuses on images of Algerian women constructed in photographic studios by French photographers. These images are replete with suggestive poses between interracial pairs (but not always) and staged "exotic" settings. Drawing heavily on Said's work, Alloula makes evident how and why these sexualized images of colonial power fuel the European cultural imaginary, reappearing even in contemporary travel photography. Within "the confines of the studio, French photographers constructed visions of exoticism which suited their own colonial fantasies and those of the European consumers of these images. The paid Algerian models could only remain silent to the colonisers' abuse of their bodies" (Ramamurthy 2001: 189). As one instance among hundreds of thousands from the history of European colonialism, Alloula's work foregrounds the complicated link between cultural representation and economic geopolitical exploitation by approaching this archive of voyeurism and racist stereotypes as not only a scholarly theme but also as a wound inflicted on the colonial "Other" by the modern Western gaze.

Emphasizing the politics of the gaze, which involves psychology (subjectivity) and a politics of looking is also central to feminist and queer theoretical approaches to photography. In the 1950s, Jacques Lacan, a French psychoanalyst, developed a structuralist interpretation of Sigmund Freud's method that emphasized the role of language and relational desire in the construction of subjectivity. Lacan's conception of the gaze (the projection of one's desires onto the viewed object) is comprised of desire (something lacking in the viewing subject) and power (the attempt to create an idealized image of oneself in relation to another person). But the pleasure afforded by the gaze reveals that the subject's identity (ego) is a contingent construct; it is dependent on things outside of itself (Lacan [1973] 1998: 102-3). Hence, Lacan argues that the gaze is a "blind spot" in the subject's perception of reality and its position within it. Drawing directly on Lacan's work, Laura Mulvey's essay "Visual Pleasure and Narrative Cinema" ([1975] 2010) applied the complex nature of spectatorship specifically to visual representation. In her interpretation, the spectator's gaze is always gendered masculine and hence voyeuristic and objectifying. Within feminist theory, the phrase "return of the gaze" signals a feminist dismantling and inversion of a symbolic order that attempts to render female subjects as passive, ancillary objects that prop up male identity.

What this emphasis on the gaze provides is a critical mode by which visual culture is interpreted as part of a larger symbolic and political structure by and through which one's identity is constructed and negotiated. Judith Butler (1993, 1999) has worked through the masculinist limitations of psychoanalytic theory to argue that "male" and "female" identities are culturally determined and repeatedly performed—that is, a subject enacts an identity through language, actions, dress, and so forth. Butler explains that identity may be constituted within a cultural and political order but that it is not wholly determined by it. She examines the possibility of agency in the form of transgressions: subversive, performative acts that can transform a given order. Butler's work demonstrates that if one desires to understand the relationship between visual culture (for example, stereotypical images of women) and feminism it is insufficient to simply denounce these types of images as socially unacceptable. Instead, as the art historian Griselda Pollock (1999: 229) has put it, we must engage in a "more exacting assessment of the productive role of representation in the construction of subjectivity, femininity, and sexuality." This type of engagement is crucial because both feminism and visual culture are "driven by political concerns and focus primarily on cultural forms as informing subjective experience" (Jones 2010: 2). It is about analyzing the contemporary frameworks by and through which things (bodies, subjects, ideas) are made visible to us and how meaning is made by and through these sociopolitical, commercial, and aesthetic frameworks.

CONTEMPORARY PHOTOGRAPHIC DISCOURSE

Many photographers, art historians, and theorists have begun to challenge the reductive understanding of the image as mere reflection of capitalist commodity spectacle. Photographers such as Jeff Wall and those associated with the Düsseldorf School exhibit a renewed interest in the aesthetic effects of the image by creating large-scale digital color prints. Theorists Jacques Derrida (2010) and Jacques Ranciere (2009), moreover, have clarified poststructuralist theories to show that the postmodern anti-aesthetic position is not the only end result, especially when it comes to photography. They have argued that epistemic and political statements are never free from aesthetic tactics and strategies. Hence they insist on the inextricable aesthetic (pictorial, sensible, cognitive) and epistemic effects of an image. The study of photography must have a fuller understanding of post-structuralist philosophy in order to arrive at a conception of the sign as that which is comprised of linguistic elements (statements) and non-linguistic elements (images). It is the photographic image, as more than a mere signifier, that continues to confound and fascinate.

One of the most compelling of these new modes is affect theory. Two texts in particular best present this methodology: Margaret Olin's Touching Photographs (2012) and Feeling Photography (2014) edited by Elspeth H. Brown and Thy Phu. Both of these texts are unimaginable without Barthes's last published book Camera Lucida: Reflections on Photography (1981), which undermines some of his earlier structuralist work on photography. In Camera Lucida, reading cultural codes and sociological commentary are displaced as Barthes searches for the ontology or essence of photography. Here he makes a distinction between the "studium" of a photograph (its cultural codes) and the "punctum" (a viewer-specific encounter with the image, or a detail that provides her with "a tiny shock") (Barthes 1981: 26-8). For Barthes, the punctum reveals the essence of photography; it strikes the viewer psychologically, even emotionally, thereby interrupting a studious reading of a photograph's meaning. Whether it is a boy's crooked teeth or a woman's necklace, the punctum is a marginal element of a photograph that affects the viewer and problematizes its message. Barthes's attention to the punctum stems from his intention not just to read a photograph but to reckon with affect as a "power." In a passage that serves as the epigraph for Brown and Phu's Feeling Photography, Barthes states that when he encounters a photograph he wants to "retain an affective intentionality," that is, "a view of the object that was immediately steeped in desire, repulsion, nostalgia, euphoria" (Brown and Phil 2014: 1). This signals shift in Barthes's work. A shift from discursive, structuralist readings of photographs to a more material, temporal, almost anthropological, encounter with a photograph as an image-object. What has motivated many of Barthes's readers is asking after precisely what is at a stake when we approach a photograph as an image-object and not merely as an intentional, communicative sign? Precisely how does affect work when one encounters a photograph? Are there critical differences between reading (interpreting) and encountering a photograph as an image-object? These questions are particularly tricky to answer because affect "arises in the midst of in-between-ness" as it is a "force-relation": it demands that we encounter and address "visceral forces beneath, alongside, or generally other than conscious knowing, vital forces beyond emotion" (Gregg and Seigworth 2010: 1). What are the modes by which a photographic image-object as a "force-relation" affects us? How do we increase our capacity to be affected by photographic images?

Simply put, affect theory investigates the sensory and emotional responses viewers have to images. While not entirely conscious, these responses exist in a relation to conscious decision-making processes and just as powerfully instigate thought and new relationships. Affect theory undermines reductive notions of discourse (statements and ideology) by addressing emotional responses like sensation, touch, and intensity. There is no consensus definition of "affect," but cross-disciplinary experimentation on this concept has generated new perspectives for photography. Affect theory promises new ways of encountering, not just interpreting, documentary and artistic images depicting intense pain and death: images that affect the viewer in indirect yet powerful ways.14

In Touching Photography, Olin wagers no comprehensive photo-historical methodology or ontology of photography. Rather she gives us "a series of inroads into different ways in which photographs, beyond their representational roles, actively participate in building communities and relationships" (Olin 2012: 17). These "inroads" are made possible by Olin's enabling assumption, one learned from Camera Lucida. She correctly presupposes—and this is an underlying premise of affect theory as such—that photography is not only a visual practice because it always already involves "touch." Olin understands "touch" here in all of its valences. Touch signifies feeling, emotion, being moved, physical contiguity, haptic qualities (texture, relief, tonality), and the indexical nature of a photographic print. All of these valences of the concept "touch" motivate Olin's reading of theorists like Barthes, Lacan, and Benjamin; but they also enable her to argue persuasively that photography is a "gestural practice" that functions "to describe ideas and things and to connect people" (2012: 11). For Olin, affect denotes photography's ability to "create relationships and communities," that is, the "ways in which communities gather around photographs" (2012: 15).

The anthology edited by Brown and Phu extends this aesthetic and political claim about photography's relational capacities. Brown and Phu assert that because photography is a "site where haptic and optic coincide and where a confluence of feelings, not to mention fields of inquiry, collide" (2014: 21) it forces us to reengage with "the politics of viewing" by "attending to feeling" (2014: 7). By becoming attentive to feeling—the complex threshold wherein sensation and perception unfold—artists and scholars committed to photography will be able to more humanly "account for marginalized subjects such as women, queer subjects, and racialized groups, who are conspicuously excluded in approaches that focus on thinking" alone (Brown and Phu 2014: 7). The essays in this anthology undertake such work by focusing on subjects ranging from Oscar Rejlander's nineteenth-century composite photographs to Catherine Opie's contemporary work.

Affect theory displaces the preceding generations' debates about structuralism and poststructuralism by attending to feeling, desire, and memory as much as linguistic structures and the production of meaning. Although there is no unified, generalizable theory of affect yet—and perhaps we should not wish for one in the first place—it allows us to read the history of photography "against the grain" (to borrow a phrase from Benjamin [1940] 2003: 392) and in doing so it has foregrounded bodies of work, concepts, and modes of encounter that were overlooked by the dominant narratives of photographic modernity. The importance of the French philosopher Gilles Deleuze's work ([1970] 1988 and [1991] 1994) or Frantz Fanon's ([1961] 1968) postcolonial concept of "third person consciousness" to affect theory are examples. Undoubtedly, affect theory fascinates because it does not break with methodological or theoretical insights that precede it. On the contrary, it displaces tired narratives by returning to the long tradition of critical thinking about photography in order to explicate and complicate the sheer vitality of photography in the twenty-first century anew.

As much as theories of photography pre-existed its material invention in the nineteenth century, it is photography theory again which resists simple calls for the "death of photography" if we are to grasp how and why human beings must work with and against any photographic technologies in the production and reception of images. Thus, photography remains a threshold between past and future wherein some of the most complex issues facing humanity in the twenty-first century remain haunting images that touch us from the advent of modernity.


NOTES

1. Sontag draws on Walter Benjamin's earlier "The Author as Producer" ([1934] 1999) and "Little History of Photography" ([1931] 1999), wherein he identities a shift from "photography as a form of art" to "art as a form of photography."
  2. For example, Werge (1890). Early histories such as W. Jerome Harrison, A History of Photography (1888), and R. Colson, Mémoires Originaux des Créateurs de la Photographie (1898) are discussed in Eder ([1905] 1978). For an example of a history of an individual photographer, see Schwarz (1931).
  3. As Batchen points out (1997: 19), formalists, like Newhall, never adequately address "why this particular ability came to be privileged or why the 'poetic' idea of photography emerged in the early nineteenth century. ... It was instead, so it seems, the inevitable product of an artistic sensibility whose own origins lie in the fifteenth century."
  4. On this relationship see Roberta McGrath (2003).
  5. Christopher Phillips asserts that Szarkowski was no "acolyte" of Newhall or Steichen, who "personally chose him as a successor." Rather, Szarkowski, who "trained as an art historian, held no affection for Steichen's casting of photography in the role of social instrument and 'universal language.' ... What [he] sought, rather than a repetition of Newhall's attempt to cordon off a 'high' art photography more or less independent of the medium's everyday uses, was ... a resolutely modernist aesthetic for photography and remapping a 'main tradition'" (Phillips [1982] 1989: 34-5).
 
6. Szarkowski (1966: unpaginated) defines "vernacular" photography as images of everyday and traditional subject matter taken by anonymous and amateur photographers; he uses the terms "journeymen" and "hobbyists." "Vernacular" includes institutional, bureaucratic photographs (documents, mugshots, etc.). These types of photographs, he argues, produced a set of conventions that did not imitate painting procedures or techniques.
  7. Greenberg ([I960] 1995) identified three aspects of the "fate" of the medium of painting: flatness, addressing the material support of the painting (two-dimensional flat canvas stretched over a wooden frame), and purity of color. Photography is hard to understand in these terms and Greenberg seldom addressed photography directly. Greenberg ([1964] 1995: 183) discusses work by Atget, Evans, and others, as "masterpieces of photography" that "transcended documentary."
  8. This point, directly referencing Szarkowski and the Museum of Modern Art, is made by Bolton (1989: ix): "We no longer need to argue for photography's acceptance as a form of art. Since its invention, enormous personal and institutional energy has been devoted to legitimizing the medium; in fact, during most of the key moments of modernist photography, the production of photography and the promotion of photography have been inseparable. ... Such enthusiastic promotion has borne much fruit, and photography is now a respected member of the museum and the marketplace."
  9. However, much like the formalist positions they sought to bankrupt, many members of this group were also supported by influential academic institutions. See Jones 2006.
  10. For instance, the "Pictures Generation," which refers to artists such as Robert Longo, Jack Goldstein, Sherrie Levine, as well as Cindy Sherman, Louise Lawler, Barbara Kruger, Richard Price, and others. Pictures was the title of a 1977 exhibition at Artists Space in New York City that included Longo, Goldstein, Levine, and Tony Brauntuch. The moniker was applied to artists who showed in this space in subsequent exhibitions. They all shared a fascination with images from popular, consumer culture; thus, they appropriated imagery from mass media and transformed them into their own work in various ways, notably as surfaces for the production and projection of desire and meaning; see Douglas Crimp (1979) and Eklund (2009).
  11. Batchen (1997: viii) describes his methodology as an attempt "to rewrite the traditional history of photography's origins" via "a mode of historical criticism informed by Michel Foucault's genealogy and Jacques Derrida's deconstruction" in order "to show that history inhabits the present in very real ways; that the practice of history is always an exercise of power."
  12. Lyotard's text was first published in French in 1979, an English translation followed in 1984. His arguments spurred much debate within the humanities and social sciences. See Gary Aylesworth (2010: 79).
  13. These essays were translated into English and published in art journals in the late 1970s, thereby exerting a tremendous influence on the advent of postmodern critique in the visual arts.
  14. See Judith Butler (2009) and Sontag (2002), which concern how photographs of suffering from famine, unjustifiable working conditions, warfare, and torture make ethical and political affective demands on viewers. See also Bennett (2005) and Didi-Huberman (2008).
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PART TWO
Inter/Disciplinary Concerns






Disciplining Photography and Reframing Disciplinary Interests

GIL PASTERNAK

Photography does not have one home in academia. Owing to the medium's connection to image production and display, visual perception, and visualization practices, traditionally the study of photography has inaccurately been perceived to be exclusively relevant to academic subject areas such as visual arts, visual studies, aesthetics, visual culture, and other fields primarily preoccupied with vision and the organization of the visible world. Research in these areas has certainly made numerous significant contributions to the study of photography. Yet, photography's presence in everyday life and across different social, cultural, and professional environments means that it is, and has been, of great interest to a much wider range of academic areas of study. Moreover, as photography can be used as a means to collect data and access information about numerous past and present human geographies, activities, and customs, scholars have employed it to advance research in multiple academic fields. Often, however, scholars operating in one academic environment may not necessarily be aware of the photographic literature and discourses advanced in the context of others. The underpinning rationale behind the most common photographic research methods used within the boundaries of one subject area may subsequently generate wonder and confusion alike among scholars confined to the conventions that triumph in others.

This part of the volume explores the place photography occupies in various and distinct academic disciplines that engage with its technologies, products, and the thought processes it triggers. Laying out some of the dominant disciplinary latitudes and subject conventions covered by the field of photography studies, it intends to assist in facilitating interdisciplinary innovation. Broadly speaking, chapters in this part consider how photography has been drawn upon and conceptualized in some of the longest-lasting academic disciplines to date. Delving into this question with reference to well-established disciplines is crucial for a number of reasons. It can make clear and visible prevailing scholarly divides regarding the conceptual perception and theorization of photographic objects, images, and information. It can highlight the influence disciplinary traditions, conventions, and intellectual trends exert on the status of photographs as research sources. It can also reveal how in some academic contexts the development of photographic technologies per se has undermined and at times also revolutionized disciplinary interests. In addition, considering how photography has been drawn upon and conceptualized in the context of traditional academic disciplines whose debates do not often consider photography as their main object of research can demonstrate how photography has mediated and transformed approaches to knowledge. Moreover, explorations of the relationship between photography and disciplines well-rooted in the history of modern academia can shed light on the influence photography has made on the academy and clarify how it participated in shaping research agendas.

Considering the coinciding scope of intellectual endeavors characteristic of research in any academic subject area, authors in this section had to make some difficult decisions. They needed to choose between discussing how photography has contributed to the development of the discipline they address and how that discipline might have helped refine approaches to the study of photography. They had to decide whether to foreground leading trends concerning approaches to photography in their area of expertise or prioritize innovative but marginal interactions between photography and the development of scholarship in that area instead. They also needed to resolve whether it may be more beneficial to cover works that appeared significant at the time of writing or delve into discussions of more long-lasting issues. These were the major considerations, but there were even more. Contributors to this part also needed to decide whether to provide a comprehensive but relatively broad coverage of literature from different historical periods or write more detailed discussions about a selection of recent works alone. Due to the geographical spread of photography scholars, departments, and research centers, they also had to think whether it could be more beneficial to prioritize coherence by zeroing in on texts from interrelated regions or aim to provide a much more inclusive insight into formative works and practices around the world. Many of these challenges cannot be reconciled so easily. Rich, rigorous, and generous, the following chapters must therefore be seen as focused introductions to the relationship between photography and the disciplines they consider, which could be still described with reference to other historical moments, research traditions, and intellectual concerns.

Chapter 6 by Luc Pauwels opens this part of the volume with a discussion of the history of photography in social and behavioral sciences, in particular within the disciplines of anthropology and sociology. In contrast to earlier practice (Edwards 1992; Chaplin 1996: 197-242), the later twentieth century saw an increasing number of social and behavioral scientists furthering their studies through production of photographic materials, analysis of so-called found photographic data, and the employment of photographic objects in fieldwork and interviews. Such and similar practices prevail at the beginning of the third millennium and it is also not unusual to find social and behavioral scientists who prompt their research participants to produce their own photographic data as a means to ease access into the lived worlds of their research subjects (Harper 2012: 188-206). Pauwels's contribution sheds light on the historically complex relationship of photography with social and behavioral sciences while explaining how the research methods that stemmed out of this relationship have nevertheless advanced the scope of disciplinary analytical practices.

The following chapter looks into what art photography was thought to be in the late twentieth century and what it is potentially in the process of becoming at the early twenty-first century. Literature on photography's journey to acceptance by art institutions and the world of academia is readily available (Trachtenberg 1980; Phillips 1982; Nickel 2001). In Chapter 7 Ben Burbridge chooses to explore how art historical scholarship on art photography from the early 1990s to around 2005 contributed to the medium's understanding in the art world of that period. Burbridge examines some subsequent changes to art photography and prominent modes of practice. Considering the corresponding analytical frameworks that developed to imbue them with meaning, he scrutinizes the "post-pictorial" paradigm, which has largely underpinned dominant art historical interpretations of photographic artwork since the turn of the twenty-first century.

Academic debates on photography in disciplines of the arts and humanities tend to be informed by conceptualizations of photography that emerged in the discipline of philosophy. Walter Benjamin ([1931] 1999), Roland Barthes (1981), Henri Van Lier (2007), Vilém Flusser (1984), and François Laruelle (2011) are but a few well-known philosophers who used reasoning to articulate how photography has challenged and reconstructed understandings of notions such as time, space, class, mortality, and memory, among others. In Chapter 8 Daniel Rubinstein explains that traditionally philosophers have primarily considered photography as a medium of representation, which led to the association of photographs with subjective expression and realistic documentation. Considering the broad concept of representation, Rubinstein explores how the emancipation of photographic debates from the effects of representation may assist us to think with a greater level of clarity about the technical, social, and cultural norms that underpin lived experience at the beginning of the third millennium.

Whereas, especially in a social world largely organized by the immediacy of smart technology and social media, photography can be used to elaborate knowledge about the human condition in the present, traditionally it has nonetheless been associated with the past. It may for this reason seem logical to assume that the discipline of history would have embraced photography with great enthusiasm and prompt historians to develop an array of methods to reveal what invaluable information about earlier times photographs are capable of disclosing. In Chapter 9 Elizabeth Edwards demonstrates that by and large the relationship of photography and the discipline of history has in fact been much more complicated. Indeed, with but few exceptions, until the late 1970s historians have generally abided by the conventions of their discipline, which tend to deem any non-textual source incogitable. Especially in the 1980s, when interest in the role culture plays in social and political organization gained prominence in academic circles, cultural and social historians began calling into question the conventional disciplinary definitions of primary research sources and nearly four decades later photographs and historical information extracted from photographic images are indeed more noticeable in historical studies (Jäger 2018; see also, Tinkler 2013). Discussing some key writings on the connection of photography and history and analyzing the guidance historians often receive in academia when they choose to employ photographs in their research activities, Edwards considers what it means to write history in the age of photography.

Chapter 10 still explores how photography has been used to advance studies of the past, but this time in connection with the discipline of archaeology. Contrary to many of the disciplines so far considered, photography has been continuously connected to archaeology since the early days of the photographic process in the nineteenth century (Bohrer 2011). In fact, in this chapter Christina Riggs demonstrates that the discipline has relied on photography to inform its methodology and give concrete expression to its self-identity. Their intimate relationship subsequently paved the way for the creation of rich archaeological photographic archives and led to the establishment of standard guidelines for the production of systematic photographic records on excavations. With the gradual rise of digital technology, Riggs explains, the relationship of photography and archaeology entered another stage. Apart from inspiring innovative uses of the camera in fieldwork, digital technology has facilitated the digitalization of archives and challenged the discipline to reflect on its colonial and imperial history as a consequence.

The selection of the disciplines explored in this part of the volume foregrounds those that have become closely entangled with photography, whether instantly or over time. It prioritizes disciplines that either led much innovation in photography studies for a significant period of time—such as anthropology, sociology, art history, and philosophy— or at least instigated studies on photography's contribution to the development of scholarship around their underpinning respective research problems—such as history or archaeology. The readers may therefore want to remember that many more chapters could have been included in this part, as the involvement of photography in scholarly research can be studied with regard to an even wider range of academic disciplines, subject areas and fields, including geography (Ryan 2013; Schwartz and Ryan 2009), religious studies (Lindsey 2017), literature (Cook 2013; Green-Lewis 2017), trauma studies (Petit and Pozorski 2018), life writing (Dalziell and Kim 2015), and memory studies (Cross and Peck 2010) to name but a few.
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CHAPTER SIX
Photography in the Social and Behavioral Sciences

Intersections, Research Modes, and Prospects

LUC PAUWELS

The photographic image and photography-based technologies play an immensely important and varied role in almost all sectors and processes within culture and society, and subsequently in the different disciplines that seek to develop knowledge about these domains. Several authors (Oberschall 1972; Stasz 1979; Berger and Mohr 1982; Becker 1986) referred to the nearly coinciding birth of photography and the social sciences in the first half of the nineteenth century. More importantly they pointed at some of the apparent similarities in the discourses around the nature and the mission of this new invention to produce images "obtained by the mere action of Light" and the ambitions of this "science of society" (Talbot 1844: 1). Early accounts boasted of optimism and boldness with respect to their respective futures. Social science would furnish objective accounts of culture and society, and photography would document and disseminate all things visual with an unmatched ("scientific") precision (Freund 1980: 26-7). Both would contribute to a more controllable, knowable, and democratic world. This "positivist utopia" never was fully achieved (Berger and Mohr 1982: 99) though both did have considerable impact on how culture and society since was viewed and experienced.

While to date photography scholars and social and behavioral scientists continue to be challenged for some of their assumptions and practices, it should be noted that such allegations are partly fed by persistent misunderstandings regarding their presumed nature and potential. Both fields suffer from dichotomous views and polarized discussions, such as those about truth/indexicality versus construction/invention, and objectivity versus subjectivity. To date such views often stand in the way of a more nuanced and constructive application of both in the effort to investigate the world and to visually communicate views about it.

Fortunately these impediments have not completely prevented varied and fertile convergences from occurring. Though many of those uses of photography by the social and behavioral sciences have limited themselves to just one (admittedly very important) aspect of photography—its unsurpassed reproductive and mimetic character—they have largely ignored (or even avoided or rejected) its expressive potential: partly out of ignorance (as was the case with photography at large, struggling to be taken seriously as an expressive medium) and partly out of fear for their discipline to be denied the status of a science proper (when it looked too much like art or photojournalism).

The gradually developing fields of "visual social science," as preferred venues for visual and image-based research, involve more than using (static) photographic image technologies and take interest in other visual technologies and practices. However, this chapter will focus on the central role of (still) photography in the visual exploration of social and cultural practices as well as behaviors as part of the disciplinary endeavors of sociologists, anthropologists, criminologists, social psychologists, cultural geographers, and numerous practitioners and professionals in the field, who all benefit from using camera-based methods and resources for gaining new insights, instigating social change, or for therapeutic reasons.

Whereas many social and behavioral science disciplines have some sort of link with photography as a data source or research tool, to date only a few of them have bundled those visual interests and activities in a subfield within their discipline (such as "visual sociology," "visual anthropology," "visual criminology," etc.). While this is not a necessity for visual methods and approaches to blossom in any one field, it does indicate a heightened awareness of its importance in that particular sphere.

EARLY ENCOUNTERS AND THE GRADUAL INSTITUTIONALIZATION OF PHOTOGRAPHY-BASED SOCIAL RESEARCH

The history of photography is characterized by a complex interplay between social and cultural developments and scientific and technological innovations. In many instances the aspirations of certain groups within society (e.g., citizens, artists) have acted as catalysts that influenced the course it has taken (Freund 1980: 9-20). From its inception photography has been used to explore far-off places and cultures as well as depict different aspects of one's own society (Becker 1986: 224), offering contemporaries a new way of looking and of knowing the world. When examining the multiple intersections between photography and the social and behavioral sciences, one should make a distinction between the study of photography as a social practice and a social institution, the study of photography as a data source about culture and society more in general, and photography as a research tool and a means for scholarly communication.

Photography as a social and cultural practice has been studied by a series of influential social scientists. Pierre Bourdieu edited one of the first sociological books on family photography, amateur photography, and commercial photography—as a "social institution," Titled Un art moyen: Essai sur les usages sociaux de la photographie (1965), it examines the highly codified social practices of photography in different sectors through surveys and interviews, and by analyzing the stances and traits of both amateur and professional photographers. It took many years before it was translated into English as Photography: A Middle-brow Art (1990). Another groundbreaking publication was Erving Goffman's Gender Advertisements (1979), a critical and widely acclaimed study of how masculinity and femininity are typically depicted in advertisements. Goffman collected and examined over 500 advertisements and subsequently ordered them in a number of categories which highlight distinct aspects of stereotypical gender representation, most often involving females taking subordinate positions. A much less known, yet very incisive sociological study of photographic styles is Barbara Rosenblum's book Photographers at Work (1978). Rosenblum (1978: 111) compellingly demonstrates how the typical appearance or "look" of press, art, and advertising photographs, correlates to a significant degree with social, technological, and cultural factors, such as the division and standardization of labor, technological limitations, professional ethics, time pressure as well as economic considerations. While the study of photographic practices as specific visual cultures and social institutions is an important domain within the social and behavioral sciences, in the remainder of this chapter I will focus primarily on photography as a data source and an instrument for research and scholarly communication. These aspects indeed represent highly active intersections between photography and the social and behavioral sciences in their shared attempt to uncover and communicate facets of culture and society.

The initial appeal of the camera to anthropological and ethnographic research was that it made traditional fieldwork more manageable and interesting for researchers, who previously had to try and capture the complexity of the cultures under study by pencil and paper. Aspects which escaped their attention or were hard to put into words, were therefore inevitably lost for research (Mead 1963; 1975). As a result of technological innovations, shooting photographs in the field soon became less cumbersome. Fewer technical obstacles meant that researchers could engage in a dialogue with their field of research that was more active and varied, and to an extent this is what happened. Yet, technological progress alone could never have brought about social and scientific innovation. After all, the incorporation of a visual approach into scientific practice implies the development of a theoretical framework and an adapted methodology, issues that only took shape very slowly and indeed continue to be debated until today. The emphasis that anthropologists have put on the documentation of disappearing societies has, quite often, been at the expense of the objective to theoretically underpin visual production and to put emerging means of research at the service of new insights. The implicit schemes that were adopted at times were indicative of a rather naive-realistic and ethnocentric view on the complex "meeting of cultures" which anthropological fieldwork always is.

The legitimation of the camera as an indispensable tool for anthropological research gained momentum from Margaret Mead and Gregory Bateson's photographic research on Bali between 1936 and 1939, which resulted in the highly praised multi-volume book, Balinese Character (1942), Mead and Bateson turned to a photographic approach to find out how certain socialization practices in Bali seemed to result in particular behavioral patterns and states of mind. Balinese Character comprises a hundred plates, each page displaying six to eleven images, with the facing page containing short remarks and research notes for every photograph (Becker 1981: 13). John Collier describes Mead and Bateson's method of analysis as "directly judgmental: look at the photographs and write down what you see," and suspects that "the free and creative way in which these pioneers used the evidence of the image bewildered other anthropologists and inhibited them from pursuing the uses of photography in research" (1979: 276).

The social and documentary photography traditions (for example the work of Lewis Hine, Jacob Riis, Walker Evans, Dorothea Lange, W. Eugene Smith) in particular exerted an important influence on the (early) scholarly uses of photography by social and behavioral scientists, though this also has been somewhat limiting since documentary work often employs narrative schemes which are not informed by an explicit theoretical stance (Curry and Clarke 1983: 14). However, Clarice Stasz (1979: 120) noted that long before the productive collaboration of Mead and Bateson took place, and before social documentary photographers began to depict social injustice such as famine, housing problems, and racism, the social sciences already had a brief encounter with photography. She refers to the remarkable and often ignored fact that the American journal of Sociology between 1896 and 1916 published no less than thirty-one articles using 244 photographs as illustrations and evidence: "Overall, two thirds of the articles employed photographs in a way that contemporary visual sociologists would question" (Stasz 1079: 128). Nevertheless, a number of those early applications of photography in the social sciences do succeed in proving the unique contribution of pictorial information to the study of society. Stasz listed some of their qualities which still hold true for visual research today: "images informed by ethnography and integrated with printed material and produced with minimal distortions of behavior as a result of camera presence, basic technical competence, and most important, the framing of activities within a definable context" (1979: 131). While the seeds of a visual social science apparently were planted quite early, the following decades saw little of a concerted movement in this direction and a "more visual" (Henny 1986) social science was far off. Though there have been scattered attempts to use photographic materials in research all over the world, it was not until the 1970s that scholars with visual interests began to organize themselves and photographybased research began to sprout and enter a phase of gradual institutionalization.

An important aspect of the institutionalization of photography as a scholarly practice is the coming together and organization of like-minded individuals, in informal and gradually more formal settings such as associations, workshops, and conferences. Next, specialized publications of a varied nature—groundbreaking monographs and edited volumes, and even more important in the long run, specialized journals—indicate the gradual establishment of a new field of academic interest.

Anthropologists with a visual orientation united themselves in 1972 to form the Society for the Anthropology of Visual Communication (SAVICOM) which issued as of 1974 the respected journal Studies in the Anthropology of Visual Communication (later Studies in Visual Communication). In 1984 SAVICOM became the Society for Visual Anthropology (SVA), a section of the American Anthropological Association (AAA) which is to date the leading venue of visual anthropologists. It currently oversees the publication of the Visual Anthropology Review, In 1985, a Commission on Visual Anthropology (CVA) was created in the International Union of Anthropological and Ethnological Sciences (IUAES) which is still active and lies at the root of Visual Anthropology, the main journal of the field.

As of 1974 sessions on visual sociology were organized at the American Sociological Association (ASA) annual conferences which led to the foundation of an independent International Visual Sociology Association (IVSA) in 1981, which tried to become an ASA section in those early years without success. To date IVSA represents the oldest and most important independent organization of visual scholars which can pride itself over a longstanding and very successful academic journal: Visual Studies (formerly: Visual Sociology, Visual Sociology Review, and International Journal of Visual Sociology). In 2009 a group of young visual scholars managed to create a Visual Sociology Interest Group within the International Sociology Association (ISA), which in the meantime moved up to the status of a Research Committee (RC57). The Visual Communications Studies Division of the International Communication Association (ICA) and the International Visual Literacy Association (IVLA), too, are important players in the field of visual research.

Classics in the field of photography and social science are John Colliers's Visual Anthropology: Photography as a Re search Method (1967), Howard Becker's groundbreaking series of articles on photography and social science (1986), Paul Hockings's Principles of Visual Anthropology (1975), Jon Wagner's masterfully edited volume Images of Information: Still Photography in the Social Sciences (1979), and Curry and Clarke's very engaging Introducing Visual Sociology (1983). Recent decades witnessed the publication of a significant series of handbooks (Ball and Smith 1992; Chaplin 1994; Pauwels 1996, 2015; Emmison and Smith 2000; Banks 2001, 2008; Pink 2001; Mitchell 2011; Spencer 2011; Harper 2012) and readers (Prosser 2000; Grimshaw and Ravetz 2004; Stanczac 2007; Margolis and Pauwels 2011; Pink 2012) dedicated to the scholarly exploration of society through photography (and other visual means).

Furthermore, apart from the above-mentioned journals with a clear connection to visual social science organizations, today a number of other journals also publish articles that explore intersections between photography and society (e.g., Photographies, Photography & Culture, History of Photography, Visual Communication, Visual Communication Quarterly, Journal of Visual Culture). A final and important indicator of this gradual legitimation of a new field is the emergence of specific courses in visual social research and even full blown master and doctoral programs in visual methods, visual culture, visual sociology, or visual anthropology.

This section made no attempt to provide the complete story of the advent and development of a visual social and behavioral science. At best it highlighted some of the widely acknowledged key figures and events, though even this remains a debatable practice for an evolution that is so multifaceted, dispersed, and poorly documented. One could write histories of important institutions in the field such as the IVSA or the SVA or study its influential outlets (journals and conferences), but this will not yield a complete picture of what visual social scientific studies of society and culture really encompass, how they evolved, what or who influenced exactly what or who and in what way. Visual approaches are not limited to any one discipline, nor to geographic location, and so discipline-centric or nation-centric historical accounts of visual research provide at best a very partial picture of a much broader domain.

PHOTOGRAPHY-BASED RESEARCH METHODS AND TECHNIQUES

I now want to present and discuss the main modes, methods, and techniques that have resulted from many decades of interactions between photography and the sociological and anthropological study of society, culture, and human behavior. In what follows in this section I exemplify the diversity of ways in which photography can be employed for research purposes as a primary data source, a "trigger" of reactions or comments, or as a means for scholarly communication.

INVESTIGATING SOCIETY AND HUMAN BEHAVIOR THROUGH PRE-EXISTING OR “FOUND” PHOTOGRAPHIC IMAGES

Because photography permeates all sectors of human activity and has done so for a considerable amount of time, collecting and analyzing pre-existing or so-called found photographs to study aspects of material culture and human behavior photographically seems an obvious first choice. And indeed the potential benefits of using existing images are manifold.

First of all, the choice of employing existing photographic materials and sources documenting aspects of the material world is very broad, diverse, and rich: from historical photographs made with documentary intent, family pictures, news photographs, Facebook profile photographs, street photography, to artistic photos, real estate pictures, magazine illustrations, CCTV footage, Google Earth views, picture advertisements, and so on. The nature of such data sources varies from systematically to more opportunistically produced, from functional to artistic products, and may originate in the private or public spheres. Moreover these huge repositories are becoming better organized and are more widely accessible in today's networked society. As such, they provide access to a wide variety of public and private worlds, potentially traversing across different cultures, and from times long passed to the nearly immediate present. Often this material is able to provide a unique "insiders' view" (in homes, institutions, neighborhoods, etc.) and allows researchers to "travel" in space and time. Having not been produced for the particular research use for which they may later serve, such materials are, at least in this respect "non-reactive" records (i.e., not influenced by the research set up), though of course they should often be considered as ''performances" of some kind and for some purpose (cf. family snapshots, Musello 1979; Chalfen 1987; Pauwels 2008).

The value of photographs as primary "data" for visual researchers is linked to the intentions with which they were originally produced and depends on precise knowledge of the production circumstances as well as the broader sociocultural or political context in which they came about. Visual materials that originate outside an explicit research context may be looked upon both as cultural artifacts in their own right and as rich—though not unproblematic—gateways or windows to aspects of culture and society. "Found" images, however, often lack contextual information to some degree, as researchers typically have no control over, nor complete knowledge about, the exact context of production (historical, technical, cultural), or the intended goals and uses. Yet, there are ways by which researchers may try to improve their knowledge about the causes and explanations of particular appearances, such as through well-placed informants and a variety of other sources of cultural, historical, and technical information, but it is seldom an easy task.

Once collected and organized, the researchers face the difficult task of making sense of these photographs in relation to their specific research interests. The primary purpose of a social scientific visual analysis is to discover significant patterns in the depicted (the "what") and manner of depiction (the "how"), in order to subsequently develop plausible interpretations that link observations to past or current social processes and normative structures. Visual analysis thus, in general, concerns the study of observable elements in the image; people, attributes, physical circumstances, their organization, and multiple interrelations, but it should also include the study of the formal qualities of the visual artifact as a source of information about the culture of the producer.

Whereas the array of analytical tools and theoretical frameworks (e.g., semiotics, discourse analysis, content analysis, framing analysis, iconography, rhetoric, etc.) to analyze visuals to date seems very broad (Van Leeuwen and Jewitt 2001; Margolis and Pauwels 2011; Rose 2012), the majority of such approaches provide only a narrow perspective on the matter, and few scholars are dedicated to the objective of integrating the valuable, yet partial, "ways of looking" into a more encompassing model for visual analysis. Moreover, many existing approaches lack clear methodological directions and often prove ill-equipped to disclose the complex layers of meaning of visual artifacts produced by distinct visual media. Ideally, a more integrated and explicit methodology focused on both form and content would serve as the basis for different theoretical and conceptual frameworks of image analysis, whether focused on quantifiable and manifestly present elements or characterized by more qualitative/interpretative approaches.

RESEARCHER-INITIATED WAYS OF PHOTOGRAPHY-BASED DATA PRODUCTION

Apart from using existing photographic images to study culture, researchers may also decide to produce self-initiated photography in a variety of ways. This more active set of approaches to study culture and society through its visual manifestations involves various types of researcher-initiated ways of data production through photographs. Researchers may decide to produce (visual) data themselves for specific research purposes or prompt others (e.g., "respondents") to do so.

RESEARCHER-PRODUCED PHOTOGRAPHY

An initial, very dominant and varied way to more "actively" study culture through its visual manifestations (compared to using existing images) could be placed under the broad concept of the "mimetic mode." While direct (eye) observation (without mechanical registration and/or immediate transcription of the observed in words) remains a viable option—and in some sensitive or semi-private environments the only acceptable option (e.g., a city hall or intimate situations, buses, lifts)—the "mimetic" approach comprises nearly all of the applications in which a visual recording device (mainly, though not exclusively a camera) is used by the researcher for documenting meaningful aspects of visual reality, in order to produce new visual "data." The mimetic mode typically seeks to exploit the reproductive or "imitative" qualities of the camera in circumstances where the human eye is inadequate to capture the full richness of complex or fleeting events. In addition, the permanent and predictable character of the camera image and the ability to retain aspects of behavior or material culture more or less in their original context are powerful traits of this approach.

Mimetic modes of visual data-production often start with a distinct theoretical insight, research interest (operationalized in visual indicators), or are aimed toward answering particular research questions. However, this "reproductive" approach is also used to record and preserve aspects of culture that otherwise would soon disappear from view (Mead 1963). When records of this kind are made systematically, they may also be utilized afterwards to answer research questions that were not envisioned during the data-production process.

Using the reproductive capacities of cameras in exploratory, randomized, and systematic ways Photographic data production may vary from exploratory and unplanned recordings of events and artifacts, as they are being encountered (e.g., unforeseen demonstrations, riots), to more highly controlled systematic set-ups, based on rigid sampling and/or detailed shooting scripts. The first phase of photographic field work often benefits from an "orientation phase" in which numerous types of existing (visual and non-visual) data sources (e.g., Google Earth, newspapers, reports) are explored, and researchers start to engage in responsible and ethical rapport building and occasional image making. The initial visual exploration of the research site with a camera may involve the pursuit of a particular interest or theme, or remain open to whatever captures the attention of the researcher at a given moment. Researchers need to be watchful for, or even focused on, particular events or phenomena that cannot be (fully) predicted or planned, let alone sampled. Though exploring an environment in an unplanned way with a camera or through direct observation (and note-taking) may generate interesting first impressions or insights, it provides only a limited and partial view of an area or setting which is almost always more complex and nuanced.

To mitigate or minimize bias (preconceptions and predispositions) from the researchers' side, several techniques have been developed to introduce a more "randomized" approach to the data production process (see also Sorenson and Jablonko 1975). Such techniques can be useful in avoiding the problem of recording only what seems interesting at first sight (or to counter preconceptions about what it takes to "cover the field" in a somewhat representative way). "Sampling" in photography-based research may occur both before or during the data production.

To ensure that the research units are being treated in a consistent manner throughout the process of data collection, mimetically oriented visual research often uses "shooting scripts" (Suchar 1997), which meticulously describe exactly what should be included in the images, from what position, and at what time. This approach may help to increase the informational value of the record and ensure a certain formal uniformity among the visual records so that they are able to be compared and processed more easily. Shooting scripts may help to bring research choices out into the open and are of great benefit to those who actually need to produce the records. However, to a certain extent this technique is also limited to what is preconceived to be important. Therefore, it is preferable for shooting scripts to be based on an extensive pre-study (cf. Corsaro 1982).

Sequential and longitudinal visual data production methods: "interval/time-lapse" recordings and "re-photography" Time, space, scale, and movement are often essential aspects of camera-based data production. Significant changes can transpire in just a few minutes, hours, or days, span several years or even decades (Zube 1979; McPhail and Wohlstein 1982). A diachronic study of an environment could concentrate on the repetitive patterns of a number of activities and phenomena that occur during a day from the early morning till late in the evening, or focus on changes in the environment that span much larger periods. Therefore, some visual data production techniques explicitly focus on sequentially researching social change and cultural expressions as they develop, rapidly or gradually, over time in a particular physical or cultural space.

"Interval photography" as a research technique, for instance, essentially involves making a series of images from the same vantage point with a set time span in between, resulting in a sequence of photographs that document any visible changes that have occurred in the depicted scene. "Time-lapse photography" then, is a form of interval photography whereby the sequentially produced photographs represent a visual succession within a duration of time, giving the impression of a continuous record (a sort of film in "fast motion" or stop-motion), so that slowly progressing changes or activities spread over many hours become "visible" in a fluid form (e.g., useful to perform a rhythm analysis of the human interactions on a square, a market, or a train station).

In a way, interval photography and time-lapse photography are forms of "repeat photography" (Rieger 2011). Interval photography, however, usually does not involve revisiting the site, "retracing," and reproducing the initial framing and conditions of the scene, as data are being collected at a given (fairly limited) period of time, (most often) without removing the camera from its fixed (tripod mounted) position.

Re-photography projects may start from photographs made by the researcher ("prospective studies") or depart from existing images ("retrospective studies") which are often produced outside a research context (drawn from archives, magazines, family albums, or picture postcards). Such longitudinal visual research may involve rephotographing "sites" (e.g., exteriors and interiors: streets, gardens, homes, factories, residential areas), re-photographing "events, activities and processes" (changes in rituals, work processes, or activities of a varied nature), as well as re-photographing "people" (their changing physical appearances, belongings, and doings). Thus re-photography projects are not limited to revisiting environments from the same vantage point but they may, for example, also include the visual documentation of fairs and events in the city, whether or not they take place at the same venue.

Re-photographers must realize that they are working with highly "mediated" aspects of a presumed social reality and that, to some extent, they are revisiting "views" which are tied to initial choices made in the past (e.g., picture postcards of tourist attractions from a particular vantage point). Another challenge for re-photography as a long-term endeavor is that research subjects may disappear or become inaccessible or invisible. Structures may become broken down or hidden from view by a newly erected structure. Events may cease to exist. Participants may die, move away, or refuse to cooperate any further. Sites may have shifted from public to private ownership or vantage points may be inaccessible because of changes in traffic situations, for example trees that have grown bigger, and so on.

PARTICIPATORY VISUAL RESEARCH: INVOLVING RESPONDENTS WITH AND THROUGH PHOTOGRAPHY

Some methods of "researcher-initiated" data production will also involve research subjects in more active ways. This is the case when using photographs as stimuli (e.g., archive materials of neighborhoods or researcher-produced images of phenomena which were produced to address particular issues) in non-directive interviewing situations or when prompting research subjects (e.g., people living in a particular neighborhood, recently migrated people, elderly people, or youngsters) to produce their own images with respect to a certain issue (e.g., accessibility of a city, safety, etc.) and asking them to comment on it afterwards. These approaches are often presented under the umbrella of participatory or collaborative visual research techniques (Pauwels 2015).

Photo elicitation: Generating verbal responses through visual stimuli The technique whereby images are used as a stimulus in the context of an interview is now primarily known as "photo elicitation," though in fact many types of images may be used (still and moving, paintings or drawings, etc.) and thus "image elicitation" or "visual elicitation" would be a more generic term. The visual materials used as "stimuli" to obtain unique kinds of information from respondents and informants may include pre-existing "societal imagery" (historic or archive pictures of cities, advertisements, etc.), as well as researcher or respondent-generated materials (Wagner 1979; Collier and Collier 1986).

The confrontation of the interviewee (or multiple respondents in a focus group setting) with (camera) images may yield two distinct forms of data for the researcher. First, the interview-with-visual-materials offers the researcher a fairly simple and quick technique to acquire information about whatever is visible in the image. Knowledgeable respondents can often tell very accurately who or what has or has not been captured by the images (when pertaining to their world), which actions are being performed, and what the significance is of certain depicted signs and symbols. The purpose of photo or film elicitation (Krebs 1975) is, however, not restricted to the collection or explanation of a series of concrete "facts" about whatever has been recorded. This technique also allows to elicit or trigger deeper, more abstract values, perceptions, and beliefs of respondents, who as individuals are involved in the depicted world.

The particular attraction of the visual elicitation method both for researchers and researched can be partly explained by the polysemic character and engaging nature of the stimulus (visuals, in particular photographs, tend to trigger quite vivid, varied, and unanticipated reactions), as well as by the mitigation or even reversal of the researcher/ researched hierarchy whereby respondents are empowered to fulfill the role of "knowledgeable" informants or even experts rather than mere "objects of interrogation" (Collier and Collier 1986; Pauwels 2015). Using visuals as interview stimuli will always yield "verbal" feedback or data which needs to be further analyzed in much the same way as responses captured daring open (verbal) interviews and focus groups.

Respondents as photographers: Generating "visual" feedback from the field The interview using visual stimuli can offer a wide range of relevant information about how respondents perceive their world (as "verbalized" on the basis of visual stimuli), but genuine visual feedback (both mimetic and expressive) may be obtained by inviting members of a group or culture under study, to produce their own images in response to a researcher-initiated assignment (e.g., "take five images of what you like most about this neighborhood and five of what you see as problematic," or "depict your typical day in the city from morning till night"). The underlying premise of this approach is that significant patterns of the respondent's culture (norms, values, expectations, etc.) can be expressed in the images that respondents make (both in what they depict and how things are depicted) and thus be revealed to researchers (and possibly other respondents as visual stimuli).

This form of visual feedback typically has little predefined structure: in large part because the researcher has (and should have!) only limited control over the manner in which certain aspects are portrayed. The fact that the influence of the researcher should be restricted to a minimum is, after all, the basic assumption in this approach (though the amount and nature of the "guidance" or support may vary according to the pursued research question and the specific assignment).

However, the question remains to what extent one can prevent, even in the teaching of the most elementary techniques for the production of camera images, the cultural outlook (or in this case, "bias") of the researcher from affecting or disrupting the outcome of the visual assignment. This bias may manifest itself in specific choices regarding form and content. Although this issue does not necessarily jeopardize the effectiveness of the technique, researchers clearly must be wary of moments when they might inadvertently influence the research process, and try to assess their exact magnitude and effects.

The visual outcome of a respondent-generated imagery project—even when resulting in an elaborate photo series—is not a scientific end product (but primary "data") and researchers who work with such materials are left with the difficult task of meticulously analyzing such images for both significant content and style, as cultural patterns may reside in both (see also Worth and Adair 1972; Chalfen 2011).

SCHOLARLY OPTIONS FOR MORE EXPRESSIVE USAGES OF PHOTOGRAPHY

Scholars of different disciplines have gradually come to realize that a more visual approach to the study of society and culture should not limit itself to analyzing and producing visual data about the phenomenon under scrutiny. The use of photography as part of a scholarly end product also opens up new opportunities for sharing information as well as empirically and theoretically grounded views which may transcend expression available in words or numbers alone. Visual scholarly communication products comprise a broad variety of ways to visualize and express insights in novel, more experimental, and experiential ways. Beyond the use of images as evidence of some sort, such as in image-rich articles, they include rich expressive traditions such as the photo essay approach, as well as emerging communicative phenomena such as digital storytelling, photo-novellas, and more artsbased approaches such as exhibitions, performances, and art installations. The images used in a photo essay may be chosen from a variety of sources but are often being made with this final purpose in mind, so that they will be more apt to fulfill their expressive role, both through what they depict (subject matter) and how they depict it (formal traits).

Today the term "visual essay" is used for a variety of formats which have moved far beyond the paper-based pictures and text combinations or linear short movies. They vary in length and breadth from concise articles to book length contributions, from short clips to full length films on DVD or the web, from poster-size compositions to room-filling exhibitions and art installations. In principle a visual essay may consist of any type of static or moving visual or multimodal representation. Boosted by new media technologies and networking opportunities, the visual essay has developed into a contemporary vehicle for voicing and visualizing all sorts of personal reflections, new ideas, arguments, experiences, and observations, thereby taking any possible hybrid variation and combination of a manifesto, critical review, testimony, or just a compelling story. The visual essay yields particular and exigent expectations with respect to a proficient integration of distinct competencies relating to highly diverse domains. Whereas some of the previously discussed forms of photography-based research can suffice with a limited knowledge and skill with respect to producing visual records with the required level of detail in a standardized way, the more visual and multimodal expressive modes such as the visual essay format require a far higher level of visual competency. Such visual expertise involves many aspects (technological, analytical, creative, semantic, etc.) and a multifaceted aptitude to constructively integrate these visual elements with other expressive systems (e.g., sound, music, written, or spoken texts) and with the norms and expectations of the discipline. The major challenge and strength of this scholarly form resides in the skillful production and synergetic combination of visual materials with other signifiers (e.g., words, layout, and design) adding up to a scientifically informed statement.

The visual essay occupies a particular place in research practice, balancing between art and science, information and expression (viewpoint). Its specific strength lies in its broad expressive range, its "open ended," polysemic, and multi-vocal character, its hybrid multi-media or multi-modal, cross-platform appearance, and its largely uncodified nature. Nevertheless, these are simultaneously the visual essay's greatest challenges and potential sources of controversy ("is it art or science?").

Current digital media technologies allow to further expand the discursive potential of still and moving photographic technologies and produce ever more hybrid products with more possibilities and challenges. Non-linear ways of organizing images, texts, and sounds offer numerous possibilities to bypass the often too rigid flow of moving images and may accommodate their content for various audiences (according to their level of knowledge and specific interests).

FINAL THOUGHTS AND OBSERVATIONS: CHALLENGES AND EMERGING OPPORTUNITIES

THE NATURE AND CULTURE OF PHOTOGRAPHY

Photography can serve research in many ways, and in fact one should start to think of it as an evident choice rather than extraordinary tool for gathering data and communicating insights. Photographs as an intermediate step or as end products may indeed provide unique contributions to scholarly interrogations of the social and material world, in particular: when looking for more direct data of a holistic nature, when (material or spatial) context is important, when past events are only accessible via photographybased representations, or when field involvement and views of participants are sought. Emphasizing the observable results of actual behavior (material culture or human behavior) may help to level out the current bias of researchers toward "verbalized" behavior (in surveys, interviews). In addition, visual approaches may help to express that which cannot be put in words or numbers.

Though photography-based research in the social and behavioral sciences has now taken off quite successfully there are a number of impediments that impact its course. Photography as a source of knowledge about the world has been challenged at several junctures (most notably during the advent of the digital era), even though the discussion about its presumed nature and culture remained very repetitive and unproductive because critics of divergent sides apparently did not understand the complex "site of work" (cf. Burgin 1982) that a photograph represents. Yet it is in its most basic form a technique to project an outside world to a light-sensitive surface: one can deliberate the nature of this outside world (and what it can or cannot reveal of life), one can consider the nature of the technological transfer and the effects that it produces, one can debate the influence of the image maker, one can argue about the effects it can have on the audiences/users, but one should not put everything on one heap, nor muddle up one aspect with another.

Photography-based research in a social and behavioral science context fundamentally deals with "visual appearances" of culture and society as they are mediated by camerabased technologies. This presupposes knowledge of how cameras and (cultural) camera practices transform and inform the depicted in certain ways. But it also involves insight into the ways in which visual manifestations, as directly observed or mediated by cameras or other image producing devices, can yield insight into the larger or deeper fabric of culture and society. Naïve realists (equating the photographic record with truth) and radical critics of photography (considering photography as a pure construct and denying it any referential or indexical quality) as a representational practice have at least one important thing in common: their ignorance of the complex mimetic and expressive aspects of photography as a result of technological, physical, cultural, and personal interventions.

The discussion about the reality status or "truth value" of photography has dominated much scholarly and public discourse without leading to a more refined view on this issue, and regarding important matters such as its expressive potential. Decades ago, Howard Becker proposed to forsake the question of whether a photograph is "truthful" (or whether cameras can lie or not), stating: "In that simple form it is unanswerable, meaningless, and therefore foolish" (Becker 1986). Photographs do not possess a fixed or intrinsic meaning, though they can provide loads of factual information, which can become meaningful or serviceable for a certain discourse or claim, that may or may not be honest or accurate.

It is also important to note that these discussions often simply are aiming at the messenger, that is, the photographic medium. But what is in fact questioned is the extent to which the outer shell of reality—the "world of appearances" (Corner 2007: 15)— can reveal useful insights beyond these appearances. It is then far too easy to lash out to the technique by which those appearances have been recorded (in a particular way indeed). The condition that photography (in its pure form) is physically restricted to the material world of appearances is certainly a constraint, though many aspects of life do have a meaningful visual dimension and, moreover, the visually observable (indexical, metaphorical, symptomatic) can often provide access to the immaterial layers of culture and society.

ETHICAL AND LEGAL IMPEDIMENTS

The omnipresence of cameras and the very nature of photographic images, in particular their remarkable iconic and indexical properties and consequent relative "irrefutability," raise ethical and legal issues—in scholarly as well as other contexts—which are often difficult to disentangle. While photographers at large have suffered from restrictions and uncertainty regarding what can be photographed in public and semi-public spaces (causing some exasperated "street photographers" to wear T-shirts with the text "we are not criminals"), the situation for social and behavioral scientists desiring to use photography in their research is even more precarious.

Ethically responsible behavior in photography-based research is not limited to maintaining the integrity of images and reflexively communicating any pre- or postproduction interventions that may alter the ontological or epistemological status of an image. Researchers also need to consider any negative consequences of their visual study for all those involved, irrespective of whether subjects appear in an image. They must take precautions to prevent such consequences or at least try to reduce them to acceptable levels. Ethical charters and committees have been created to ensure that these important concerns are addressed, but questions can be raised with respect to the appropriateness of their demands and their visual expertise, respectively.

Ethical committees and internal review boards of universities are often highly reluctant to permit the production of images for research purposes, especially when vulnerable groups are involved but also because they seem to have a deep suspicion and anxiety toward the image as a record, which stands in stark contrast with how depictions of people are being used in other contexts of society (entertainment, news reporting). And even when a visual research project is successfully brought to completion, the position of visual researchers in publication matters remains often very fragile in the sense that they rarely have full control over the final design as an essential part of "meaning making," and publishers generally remain reluctant to apply the "fair use" principle when using visual materials that were not produced by the researchers themselves, subsequently requiring them to go to great lengths to secure permissions.

Performing photography-based research implies managing the divergent expectations, standards, and understandings of diverse research audiences as well as approving bodies (review boards, peer-reviewers, publishers, professionals, consumers/users) on top of the norms of society at large. So while outsiders may view these practices as an easy and fun way to do research, in actual fact it often implies a willingness to take more hurdles than researchers using the more standard quantitative "verbal" (survey, interview) approaches.

EMERGING TECHNOLOGIES AND PRACTICES

On a more positive note, technological developments in recent years have broadened the scope of photography both in a physical sense and a sociocultural one. The boundaries between static and moving image production continue to blur, as digital cameras have become capable devices for producing moving images and time-lapse series. The one-time paradigmatic and irreversible choice between shooting color or black and white has in most cases become a post-production decision as have many new features to ameliorate and change the image. Digital era innovations like significantly increased sensitivity (ISO), image stabilization technologies, expansion of dynamic range, and so forth have amplified the number of moments and events that can be photographed. Portability and miniaturization, geo-locative features, networking, and WIFI have farther opened spaces of inquiry and ways to create, log, and share visual data.

The opportunities of photography-based data collection and production will likewise further expand through emerging technologies such as inconspicuous life logging cameras, action cameras, "smart (AR) glasses," cameras mounted on drones, especially when combined with geo-locative and networking capabilities, which add a new spatial dimension to visual research. New technologies are interconnected with new social practices (thus expanding this field of study) and the very same technologies can be employed in myriad ways to research society beyond those visual social practices (so to study newly emerging and changing social practices).

Photography as a technology and a multifaceted cultural practice has clearly entertained varied and very significant exchanges within the social and behavioral sciences but there is still a considerable amount of unrealized potential. Technological innovations need to be interrogated in terms of their specific advantages and limitations and translated in novel methodologies to become serviceable to research. They will literally expand our field of vision but at the same time they also involve more radical redefinitions of the position of the researcher and the researched, both in literal and more metaphorical sense. And they will pose additional ethical questions as well as require appropriate legal responses.

ONGOING EXCHANGES

In the past visual social science practitioners seemed to relate primarily to social and documentary photography, while Howard Becker in an early paper on "photography and sociology" noted that notwithstanding their virtues, social documentary photographs often tended "to restrict themselves to a few reiterated simple statements. Rhetorically important as a strategy of proof, the repetition leads to work that is intellectually and analytically thin" (Becker 1986: 241).

While in more recent years a lot of progress has been made toward theoretically denser photographic work within the social documentary tradition, one should emphasize that many aspects, fields, genres, and callings of photography other than the documentarian traditions (e.g., more experimental, conceptual, hybrid, staged, or serendipitous like street photography) could also be utilized for the scientific study of society and humankind. This widening of the scope of photography in the social sciences will first and foremost materialize in the more expressive approaches such as the photo essay.

Apart from discussing the many interesting ways in which photography as a technology and a cultural practice has found its way into social science practice, it is also interesting to note that the field of photography as practiced by documentary and art photographers gradually embraced some of the rigor and "ways of doing things" of (visual) social science, By grounding their photographic practice in prior research, by using theoretically supported scripts, by reflexively documenting their approach, and by contextualizing their visual products, some photographers have produced bodies of work that truly excel in expressive quality and research potential both in social documentary and art photography. While most of the time this type of work will retain a more implicit (and possibly less sophisticated) theoretical stance than visual social science proper, it will often succeed in being more expressive in its use of visual language.

So, in conclusion, both approaches to looking at the world seem to have moved toward each other in very productive ways, and notwithstanding the various impediments discussed above, it appears that there is a promising future for the meeting and merging of social and behavioral insight and photographic vision.
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CHAPTER SEVEN
After Photography as Contemporary Art

BEN BURBRIDGE

In the early 2000s, some well-known writers set out to survey the field of contemporary art photography. With titles such as Art and Photography (Campany 2004), The Photograph as Contemporary Art (Cotton 2004), and Art Photography Now (Bright 2005), the publications conveyed a remarkable assurance about photography's place in the art world. When authors took up a similar task a decade later, their titles betray a more tentative mood: Post-Photography (Shore 2014), What is a Photograph? (Squiers 2014), Why Art Photography? (Soutter 2013). The shift is indicative of some significant changes within the field of fine art photographic practice and the various institutional frameworks within which it has been situated. Together, the texts produced in the 2000s testify to some considerable gains made during the 1990s, when a once "marginalized, minor and irregularly seen medium" had moved from the peripheries to the center of the art world (Stallabrass 2010: 93). The more reflective tone of the recent titles says much about the impact of networked digital culture, which some prominent voices now suggest is helping to destabilize an "understanding of where photography will fit in the cultural landscape of the future" (Cotton 2013: 35).

So how did we get from there to here, and what should we make of this change? This chapter explores what contemporary art photography was recently thought to be, and what it is potentially in the process of becoming. In doing so, it offers a focused, critical account of a range of texts and exhibitions that have helped define the field in the Western European and American context. I begin by exploring the categories used to group together related sets of art practice during a period stretching from the early 1990s to around 2005. After clarifying the historical significance of that period, I provide the means to identify some of the key characteristics that defined art photography during that time, and reflect on the ways in which the categories used to contain, describe, and make sense of that work have helped to shape its understanding within the art world. I go on to explore changes that have taken place since that time, identifying the types of practice that have emerged, along with the alternative histories and interpretive frameworks they have potentially brought into play. In particular, I focus on the emergence of what might be described as art photography's "post-pictorial paradigm" (Soutter 2013: 112-13), arguing that what may, in the end, help unite the otherwise fragmented field of art photography today is a common move away from a conceptualization of the photograph as either "mirror" or "window," to borrow curator John Szarkowski's famous phrase (1983). I contend, in other words, that this move marks a fundamental reassessment of what constitutes "the photographic" in ways that downplay, or at least decenter, the importance of depiction. The chapter concludes by considering some of the explanations that have been offered for recent changes, examining relationships between current art practice and photography's place in post-digital culture.

A few words on my approach seem necessary. I make no effort to interpret or explain any particular photographic artwork or series. Where specific projects are referred to, it is with a view to representing a broader tendency. While much is sacrificed to this approach, particularly in terms of the specificity and nuance surrounding individual projects, this type of writing already exists in abundance, and I use a schematic perspective to help bring broader, overarching truths into view. The texts I draw on most frequently are those that have engaged in a related task, particularly through the construction of large-scale surveys. These range from those aimed at mainstream or undergraduate audiences, typified by the work of Charlotte Cotton (2004) or Susan Bright (2005), to the more selfconsciously scholarly efforts of a writer like Michael Fried (2008). By drawing these perspectives together, what follows provides a meta-survey of sorts. The emphasis placed on exhibitions and, particularly, written surveys, means I do not always pay close or explicit attention to the important force exerted by the market on art photography during the period discussed. This is a consequence of the limited space available and not any priority claim regarding the significance of economics as a fundamental factor in shaping the development of art photography, which should not be underestimated.1 The approach is maintained in the final sections, where I consider the ways in which emerging practices have been accommodated within both existing and recent written accounts of the photograph as contemporary art.

The specific timeframes explored are based on the close observation of the field addressed, both in terms of particular changes to art practice and their identification in the writing of others. There are no doubt examples of artists' projects that complicate the timing assigned to distinctions that I, and others, have drawn, either by anticipating larger changes or by maintaining approaches linked to what some have started to perceive as an earlier period. Changes to art practice and its interpretation do not occur cleanly, nor instantaneously. The decision to impose rough cut-off points assists the efforts to reflect on the wider significance of particular periods, highlighting potential relationships between the shifting condition of photography in the art world and changing sociocultural contexts.

MAPPING THE PHOTOGRAPHY AS CONTEMPORARY ART

Looking across the practices championed by critics and curators during the early 2000s, some common traits become visible. Pre-conception and staging played an important role in many of the projects, an approach epitomized by the "cinematographic" photography of Jeff Wall. Wall is best known for his photographs of elaborately choreographed scenes, models dressed and posed in specific environments—sometimes constructed in the studio—to enact scenarios devised by the artist. In Insomnia (1994), for example, viewers are shown a disheveled-looking man sprawled across the floor of a kitchen. It is a scene that Charlotte Cotton has described as just "stylized enough for us to suspect that this is a choreographed event" (2004: 51). Other artists adopted a pseudo-scientific approach to the staging of actions for the camera. In Bettina von Zwehl's series, Untitled I (1998), for instance, viewers are presented with photographs of the artists' friends dressed in white and depicted against a white backdrop. The sitters' ruffled hair, red eyes and bemused expressions betray the fact that these pictures were taken moments after the subjects had been woken from sleep. Von Zwehl's project also makes use of uniform photographic series: another approach integral to a lot of art photography at that time. Depicting similar types of subject centrally within the frame, photographs were displayed in rows or grids to form "typologies." The arrangement encouraged viewers to read back-and-forth across the series to identify resemblance and difference. Where Candida Hoffer assembles similarly composed views of library interiors in her series Libraries (2005), for example, Rineke Dijkstra (1994) posed young mothers, naked, against plain backdrops as they held onto their young babies.

Where art photography engaged with a tradition of documentary image-making it did so in ways that both recorded news-worthy events and suggested a critical remove from the candid journalistic approach that has traditionally defined the genre. This was particularly clear in the preponderance of large-format photographs of landscapes that had borne witness to violence and atrocity, often referred to as "late photography" or "aftermath photography" (Campany 2003; James 2008: 114-29; Herschdorfer 2011). In Sophie Ristelhueber's Iraq (2001), for example, viewers are presented with images of abandoned military hardware scattered across the unpeopled Iraqi desert, rather than pictures of fighting or the human casualties it involves. Elsewhere, documentarists turned their gaze toward their own social milieu, clear in the "snapshot style" photography of Nan Goldin with its intimate depictions of the artist's bohemian circle. The appropriation of photographs from mass culture represented a further component of fine art practice, with artists particularly interested in the medium's commercial and domestic applications. This is evident in Pictures from the Street by Joachim Schrnid, which placed photographs he found on streets around the world within the orderly confines of an art-world context. These different approaches to the making of art photography were by no means discrete or exclusive. Dijkstra staged her portraits, as well as producing uniform series; just as there are examples of "aftermath photography" that utilize the possibilities of seriality.

Despite their seeming diversity, these approaches hold something in common. For photographer Paul Graham, the 1990s art world proved most receptive to work m which "the handiwork of the artist is readily apparent... [and] something was synthesized, staged or constructed" (2010: n.p.). Writing in 2010, art historian Julian Stallabrass similarly observed that efforts to tame the "interplay of contingency and deliberation associated with photojournalism and street photography" stand out as a recurrent concern (2010: 97). While these texts take aim at extreme manifestations of the tendency found in the work of an artist such as Wall, the basis of their observations can be extended to the majority of the work outlined above. The effort to tame unplanned elements and thereby stress the authorial control of all aspects of the scene is most apparent in the works that relied on careful choreography. Yet it is also clear in the pre-conceived pictorial formulae associated with artists such as Dijkstra and Hoffer, who decide far in advance of their encounter with the world approximately how it is going to be photographed. Rather than intuitively frame a contingent and fleeting reality, in the manner of what Ian Jeffrey describes as "providential photography" (2006: 46), these artists impress a uniform pictorial framework onto the world in a manner that recalls the encyclopedic ambitions of nineteenth-century science (Stallabrass 2007: 71-5). "Late photography" such as Ristehueber's is defined by stasis, not action, leaving little room for the fleeting or contingent. The autobiographical nature of the "camera as diary" in the work of an artist such as Goldin means that—for all its seeming candidness—the entire oeuvre relies on the living of life as a continual performance with the figure of the artist at its core. This point is made explicit in a slightly later example such as the work of Ryan McGinley, in which the artist and his gang went on road trips funded by art buyers, got naked and took drugs all in order to be photographed (Burbridge 2014). Appropriation art relies on the re-contextualization of existing photographs—while the artist may have been absent when the images were originally produced, viewers cannot avoid their role as omnipresent auteur when confronted with the photographs in books and galleries. For art historian John Roberts (2014: 24-38), the past thirty years have seen various forces promote the aesthetic appreciation of photographs as "pictures, rather than as 'windows on the world'." This included postmodern critiques of earlier documentary projects, discussions about the politics of representation, the conservative market forces that cut off the financial supply required to fund documentary work, and the various art institutions that took photography to their bosom in the 1990s as never before. The traits identified by writers such as Graham and Stallabrass were integral to this move.

The conclusion to photography's triumphal march from the margins to the core of contemporary art practice was marked by the publication of several survey texts during the early 2000s. Here the aestheticization of the photograph described by Roberts (2014) informed, and was consolidated through, the approaches adopted by authors. Susan Bright (2005) viewed Art Photography Now in relation to seven genres: Portrait, Landscape, Narrative, Object, Fashion, Document, and City. The majority of these categories derive from traditional fine arts, particularly painting. For Bright, the benefits of the approach lay not in proposing an uncritical continuity with the past, but in a capacity to "show how classic genres have been reinterpreted by contemporary photography and how often they overlap" (2005: 6).2 Nonetheless, art photography was placed in direct and explicit dialogue with earlier painting, assimilating the field into the conventions of a conservative model of art historical writing. Charlotte Cotton, by contrast, organized her book, The Photograph as Contemporary Art, according to "common motivations and working practices" (2004: 6). She addressed the staging of performances, narrative tableaux, autobiographical work such as Goldin's, the sculptural possibilities of the everyday, self reflexive approaches to documentary, and various forms of appropriation art.3 Although the approach is explained as an effort "to avoid giving the impression that it is either style or choice of subject matter" that unifies the field, the book placed significant emphasis on stylistic elements, along with the different types of staging involved in the projects' production (Cotton 2004: 7). The move away from traditional genres went some way to weakening the stronghold of painting as the primary reference point for contemporary art photography, identified as one of a number of practices—including sculpture, performance, and appropriation—that should inform an appreciation of the field at the time. Instead, the focus on issues of style, technique, and process allowed the subjective decisions taken by artists to drive the text. Again, the categories used to make sense of photography as art looked to long-established art historical models for guidance.

Where writers and curators seek out histories for art photography of the 1990s, the medium's place in 1960s conceptual and performance work stands out as a repeated concern. For Marc Freidus, the use of typology can be traced to the work of Ed Ruscha in the USA and to that of Bernd and Hilla Becher in Europe (Freidus 1991; Dexter and Weski 2003), Both applied preconceived pictorial formulae to the depiction of similar types of architectural subject matter—whether that be gasoline stations or pitheads—drawing together photographs of related examples. Authors often link artists' staging of events to the photographic documentation of performance art. Specifically, contemporary art is shown to share much with the photographic work of artists such as Bruce Nauman, Richard Long, Keith Arnatt, and William Wegman, which, in different ways, staged performances specifically for the camera (Campany 2003: 10-15; Cotton 2004: 12-14).4 Postmodern art of the late 1970s and 1980s is highlighted as another important reference, particularly in terms of the hybridization of genres (Bright 2005: 13; Soutter 2013: 25-8). The practices generally referred to as contemporary art photography emerged in the late 1980s and 1990s, sharing concerns and approaches with earlier work, but using large-scale color photographs that possessed a distinctive material presence far removed from the smaller, black-and-white prints favored by previous artists. It remains rare for writers to acknowledge the technological basis for the final point.5 Any detailed reflections on the inflated art market prices that accompanied the increase in scale are also uncommon (Stallabrass 2010). Focus is directed, instead, at the decisions taken by artists to exploit such changes and the impact of this increase in scale on viewers. Most notable here is Michael Fried (2008), for whom the enlargement of photography resulted in new forms of confrontational experience between picture and viewer, as photography self-consciously pursued the physical characteristics of painting. Fried's efforts to revive the pictorial traditions of early modernist painting—based, in part, on the increased scale of contemporary art—epitomize the "figurative" approach to art photography so fiercely critiqued by Roberts (2014: 47-55).

THE EXPANDED FIELD

Since around 2008, writers have identified contemporary art photography as an increasingly unstable field. These voices have become both loader and more widespread during the past few years, during which time the notion that photography's place in contemporary art practice is undergoing a fundamental re-evaluation has appeared to be taking on the status of orthodoxy. The tropes that had come to define the confident period stretching from the early 1990s into the early 2000s have been set aside, revised, or rethought (Cotton 2013; Soutter 2013; Squiers 2014). Authors often link these changes to shifts within the wider photographic landscape associated with networked digital technologies. Emerging practices have provided the basis for a developing body of literature directed at identifying the approaches and concerns that define art photography today. Most of these texts feel very different to the surveys addressed in the previous section. Rather than look over the landscape in its entirety, writers have generally focused on particular areas, or attempted to integrate some of the changes into the existing terrain of photographic art. While the former approach emphasizes the novelty of recent art practice (Shore 2014; Cotton 2015), the latter suggests a degree of continuity with the period that came immediately before (Cotton 2014; Durden 2014). In contrast to the surveys published at least a decade into the "photography as contemporary art" boom, authors today face a field in its infancy. While a number of practitioners have already emerged as significant names, revisions to the canon of contemporary art photography remain a work in progress.

So what are the mam developments withm fine art photo practice? A number of artists display an interest in photography's relationship to sculpture. Unlike the photographs of sculpture associated with a slightly earlier period, this has focused on the three dimensionality of photographic prints—on photography as a form of sculpture—in ways that writers often link to notions of "materiality." This can involve an array of strategies, from the integration of photographs into installations including other objects to the display of folded pieces of photographic paper. In Mario Pascual's work Untitled (2010), for instance, a chromogenic print of a woman's face, front mounted onto Perspex, is displayed in the middle of the gallery, supported by a fluorescent tube light angled directly through the surface of the photograph. Letha Wilson's Holey Moley (Cortlandt Alley) (2013) consists of a print depicting a rocky landscape back-mounted on aluminum, with a series of folded openings revealing the metallic surface behind. The work draws attention to the photograph as an object, as much as an image and, in doing so, foregrounds relationships between photography's simultaneous condition as both material entity and visual representation. Other artists have experimented with different photographic processes. Breaking from the visual conventions of realism, their works exploit various chemical and/or digital procedures to create distinctive forms of coloration, deterioration, and corrosion. This is clear in Liz Dechennes' Red Transfer (diptych) (1997-2003)—a series of monochrome images that draw attention to the red dye used in the production of the now-obsolete dye transfer printing process—and in Matthew Brandt's series Lakes and Reservoirs (2013), in which layers of emulsion lift off the surface of landscape photographs as chaotic and colorful patterns disrupt the viewers' encounter with the scenes depicted.

Others have engaged with what Trevor Paglen describes as a "politics of production" (Stallabrass 2011: 7). Here, the meaning or significance of the work resides not simply in what is depicted within the photograph—which, in more abstract examples, is often impossible to tell by simply looking anyway—but in the specific circumstances in which a particular type of photograph was produced. To make his series Limit Telephotography (2012), for example, Paglen used high-power tele-photographic lenses to photograph classified military bases that were intended to remain invisible. Elsewhere, Walead Beshty passed unexposed negatives through X-Ray security scanners at airports to make his series Transparencies (2009-2011). Adam Broomberg and Oliver Chanarin exposed photographic paper to light while embedded as photojournalists with the British army in Afghanistan in their project The Day Nobody Died (2008). In every instance, the production of a particular type of photography marks a knowing transgression of politically charged systems of surveillance and control, aimed at symbolically disrupting and thus exposing the operations of those systems. Elsewhere, artists have engaged with the specific spaces within which photographs are displayed, exploring what might be described in terms of the "politics of dissemination" (Burbridge 2012: 42-3). Like the practices associated with a polities of production, those affiliated with the politics of dissemination engage in a form of symbolic transgression, achieved in this instance through the ways in which the photographs are displayed and consumed. In 28 Millimeters, FacelFace (2007), for example, artist JR pasted monumentally sized black-and-white portraits of Israelis and Palestinians on the wall that divides the territories; while Corinne Silva's Imported Landscapes (2010) placed landscape photographs from North Africa on billboards in Southern Space, echoing the passage of cheap migrant labor and disrupting spaces usually reserved for advertising through her pictures of vacant desert scenes.

Collaborative modes of photographic production have experienced a revival within the field of contemporary art. Many of these see artists working alongside groups of disenfranchised people who would have remained on the other side of the camera in traditional documentary projects. In some, initial workshop sessions focus on the technical elements of photography or on issues of visual literacy, before the subjects produce photographs, with or without the supervision of the artist. In others, subjects are asked to contribute their existing photographs to a larger project, which they may or may not play a role in editing. Others involve subjects in writing or drawing over photographic prints. Many combine some or all of the above. In Open See (2004-2009), Jim Goldberg produced photographs of refugees and migrants attempting to make their way to Europe from war-torn and economically devastated countries, over which he invited his subjects to write details of their stories. For Riley and His Story: Me and My Outrage, Yon and Us (2009) artist Monica Haller worked with a nurse who had served at Abu Ghraib, the American military prison near Baghdad. Through extended discussions, editing, and the arrangement of photographs made by Riley while on duty, the project provides a harrowing insider account of the second Iraq War. Much of the work is framed by writers and curators in terms of the collaboration it involved, and the extent to which traditional power dynamics between subjects and makers are disrupted or disturbed, rather than the specific realities depicted in particular pictures (Palmer 2013: 120-2).

Finally, and rather tellingly, appropriation has expanded its presence, in ways that can be loosely divided across two tendencies. Some artists continue to show "found" photographic prints, reframing the relics of an analog age in a manner often linked to notions of memory, history, and archiving. More prominent are those that scavenge images from the internet: mining social networking sites, Street View, Google Earth, and databases of stock imagery to point to the dizzying variety of visual cultures that make up our current moment. This is clear in the work of Mishka Henner, whose series Dutch Landscapes (2011) presents viewers with satellite photographs lifted from Google Earth, drawing attention to the highly aesthetic effects of a Photoshop filter used to conceal politically sensitive locations. The Nine Eyes of Google Street View (2009-ongoing) by Jon Rafman gathers together the bizarre and beautiful sights captured by the cameras positioned on the roofs of Google Street View cars as they photographed scenes around the world. As with the art photography of the 1990s, these tropes are by no means discrete: Walead Beshty's political performances emphasize the materiality of photography, just as sculptural installations often involve appropriated imagery.

Each of the tropes has attracted its supporters. Charlotte Cotton (2015) and Carol Squiers (2014) champion artists associated with sculptural and process-orientated practices, who also receive a chapter in Jonathan Shore's book Post-Photography (2014: 176-220). Collaborative work has drawn the attention of writers including Daniel Palmer (2013: 117-25) and Fred Ritchin (2013: 88-90). The appropriation of online imagery was the subject of a 2010 exhibition curated by Martin Parr, Clement Cheroux, Erik Kessels, Joachim Schmid, and Joan Fontcuberta, and provides another key reference for Shore (Cheroux et al 2013; Shore 2014: 6-70). The 2012 Brighton Photo Biennial, which I co-curated, focused on the politics of production and of dissemination (Burbridge 2012: 41-4). Practices associated with changes occurring after around 2008 have also been integrated into surveys stretching back to the 1990s or before. Lucy Soutter and Mark Durden both include chapters dedicated to emerging work in overviews of art photography that, in Durden's case, encompasses projects stretching back to as early as the 1960s (Soutter 2013: 112-32; Durden 2014: 434-48). The third edition of The Photograph as Contemporary Art contains a new chapter on "Objects and Material" (Cotton 2014: 218-49), which Cotton's 2015 tome Photography is Magic discusses further.

Efforts to account for the shifting landscape of photographic art have prompted histories of the field to be re-examined, with obscured or previously overlooked practices taking on a new importance in light of the changes to contemporary art practice outlined above. Squiers (2014: 13-19) has placed artists' concern with the materiality of photography in dialogue with earlier works by Gerhard Richter, Lucas Samaras, and Sigme Polker, which used the manipulation of photographic prints and the painting over of surfaces in ways that are suggested to prefigure current art practice. Daniel Palmer (2013: 119) has pointed to the importance of worker photography in 1930s Europe and community photography in 1980s Britain as vital reference points for the current "collaborative turn."6 The politics of dissemination owes a debt to the photographic work of Victor Burgin, Peter Dunn, and Lorraine Leeson (Burbridge 2012: 42). Walead Beshty has highlighted Gottfried Jager's work produced in the 1960s as an important precedent for recent explorations of abstraction (Beshty n.d.). This connection was made explicit in an exhibition curated by Jager in 2014 (Jager 2014). The history provided m the introduction to the third edition of Cotton's survey has replaced the documentary-style work of Eugene Meatyard with the photograms of Laszlo Moholy-Nagy, which speak in clear and direct terms to projects concerned with abstraction and materiality today (2014: 17-18). Few, if any, of these practices appeared in the histories provided for art photography just ten years before and, on the few occasions that they did, their relevance to the most recent work often appeared secondary and obscure.7 Art photography today is said to be fed from diverse historical sources, many of which are radically different from the seriality and performance art of the late 1960s. Indeed, the relevance of conceptual art itself may have changed, with an artist such as Ruscha no longer important for his typological series but, rather, for reshaping the production of photographs as a form of performance.8

PHOTOGRAPHY RE-CODED?

What, if anything, unites this disparate field? Writing in 2013, Lucy Soutter (2013: 112-13) observed how recent art photography had increasingly moved "into three and four dimensions," breaking from "the pictorial paradigm of wall-bound pictures of recognizable subject matter." Soutter's observation highlights something important about the practices outlined above. The projects favored by the art world during the 1990s were defined by a common effort to tame the contingent, the evacuation of uncontrolled incident, and a refusal to respond intuitively to the specifics of any particular pocket of time and space. The diverse approaches to making photographic art shared in aspects of photography they appeared to disavow. The work positioned by one writer or another at the current vanguard of photographic art similarly shares a model of the photographic it refutes or moves beyond. The "sculptural turn" and the exploration of technical processes stress the materiality of the photograph, its three dimensionality and/or its chemical and material base. Artists invested in the "politics of production" emphasize the performative aspects of photographic making or, more, the making of the photograph as a form of political performance that acquires meaning through the specific circumstances in which it occurs. Those engaged with the "politics of dissemination" point to the relationship between photographs and their contexts. Collaborative projects are interpreted in terms of the social relationships that photography results from, and which it therefore materially embodies. Appropriation—a practice that has moved from the peripheries to the center of photographic art practice—has always been concerned with the mutability of photographs and the various uses to which they can be put (Grundberg 2003; Evans 2009). While many of the artists associated with changes to art photography still produce, or use, photographs that "depict things," the capacity to create highly naturalistic representations of the world—which, for many years and for many people, was assumed to be what most defined photography as a medium—no longer constitutes the sole or primary index of photographic meaning.

Soutter's analysis extends an interpretive model that has dominated art historical accounts of photography during the past three decades, approaching shifts within photographic art practice through the lens of medium specificity. Her notion of photography's "expanded field" is indebted to an influential essay by art historian George Baker, written in 2005. This, in turn, drew on an earlier essay by Rosalind Krauss, which had addressed changes within the field of sculpture (Krauss 1979). For Baker, photography in 2005—much like sculpture twenty-five years before—had reached a "post-medium condition." The "artist stars of the present photographic firmament" Baker observed, were precisely those who had "reconciled photography with other media," whether Jeff Wall with his embrace of painting, Andreas Gursky's use of Photoshop, or Philip Lorca diCorcia's embrace of theater and cinema (Baker 2005: 122). With the benefit of hindsight, we can observe that, as much as those artists engaged with other media, a fundamental notion of what constituted photography as a medium remained almost entirely undisturbed by the process. Each marked a move away from the contingent, the candid, the unstaged, rendering the projects complicit with the general move toward figuration. Yet each maintained an investment in an ontology of photography that privileged what Jonathan Friday has described as the medium's "iconic indexicality"—a term that denotes photography's status as both a direct "trace" and as a highly naturalistic depiction of the real (2007: 135). The sculptural, the cinematic, and the performative may have entered into dialogue with contemporary art photography, but almost exclusively in order to create a reality that was photographed. The resulting images depicted that reality for viewers to look at. Meaning resided within the image, insofar as it was commonly assumed that viewers would reflect on the significance of what was shown within the photograph and how, in formal terms, it was represented. Rather than herald the arrival of a post-medium condition, the artists cited by Baker in his 2005 essay may in fact represent the conclusion of a previous photographic paradigm; a paradigm that continued to be defined by photography's "depiction of things." The essay, and the conclusions it draws, are representative of the broader set of assumptions that underpinned almost all of the writing about art photography at the time and, indeed, for a lot of photography's history. Despite their divergent positions, the photographic "mirrors" and "windows" favored by writers such as Fried (2008: 2-3) and Roberts (2014: 69), respectively, continue to situate photography in the realm of the depictive. Has the trait that most defined the art photography of the 1990s only become visible at the moment of its (partial) displacement?

Viewed together, recent art projects raise some complex questions for Roberts's critique of the general privileging of artistic intention over a concern with the subjects shown. Are we encountering a further shift toward the figurative as photography's direct ties to the real are downplayed in even more fundamental ways? Or is the relationship between photograph and reality undergoing a transformative process, as the two become indivisible from each other? The arrival of a so-called post-medium condition heralded across art institutions begs a further question, regarding the rationale for discussing recent projects in terms of photography at all (Beshty 2008: 292-7). Should we, instead, accept the dispersal of new practices across diverse, overlapping fields: from relational art to political performance, found sculpture to interventions into the urban everyday? Or simply accept that notions of medium specificity have no place in the current culture? The position is refuted by Soutter, who prefers instead to critically unpack "some productive relationship with the traditions of photography as a medium" (2013: 116-17), as well as by Baker, who wishes to "imagine critically how the photographic object has been reconstructed in contemporary artistic practice" (2005: 123-4). In this ease, the very notion of a post-medium condition may help to consolidate the model of the photographic that some prominent artists today appear to be setting aside. They are only "after photography," insofar as an understanding of the medium is modeled on notions of "iconic indexicality" (Friday 2007: 135), "stubborn referentiality" (Roberts 2014: 69), of "pictures depicting recognizable subject matter" (Soutter 2013: 112). This remains a highly selective notion of medium specificity which glosses the fact that the "question of the medium-specific qualities of photography is a complex one" (Stallabrass 2010: 103). As the alternative histories of art photography currently under construction make clear, earlier characterizations were always socially and culturally determined.

Despite their different emphases, many authors share in their general assumptions about precisely what has powered the change. Here is writer Robert Shore (2014: 7), in a text that reflects recent thinking:


[I]f photography is receiving increased recognition from the art establishment, it is also coming under ever greater pressure from the wider culture. After all, not only can everyone take photos; in the digital era more or less everyone does. The real world is full of cameras. The Virtual world is full of photographic images.


So how can changes to photographic art be understood in terms of digitization? Should they be counted as a symptom? A direct response? A by-product? For Baker (2005: 122), photography entered an "expanded field" at the point that the medium was "digitally recoded." One of the risks here—again, clear with the benefit of hindsight—lies in the singular, rigid vision of "digital" the statement implies. Written in 2005, Baker's essay was produced at a moment when the shifts to which the majority of recent texts refer were only just beginning. Throughout the 1990s and into the early 2000s, discussions around photography's digitization focused on a perceived "crisis of the index" resulting from the expansion of manipulation software such as Photoshop (Mitchell 1992: 23-7). As Katrina Sluis and Daniel Rubinstein have outlined (2008: 9-28), collective attention has subsequently shifted onto transformations related to the invention of the Web 2.0, the widespread popularity of social networking sites and introduction of digital cameras into networked communications, particularly through devices such as mobile phones and tablets. While the scale and the nature of the changes to photography linked to shifts within a wider sociotechnological landscape remain open to discussion (particularly owing to the immediacy of the field discussed) areas deemed of relevance to the field of art photography today cluster around the networked image, collaborative modes of production, the ubiquity of photography in everyday life, and the free flow of images as data (Ritchin 2009: 14-22; Lister 2013: 1-22).

As photography's "digital re-coding" and the field of art photography develop, it has become possible to add nuance and specificity to Baker's view. The era that immediately preceded our own, defined by anxieties regarding the manipulation of the image, saw artists tame the contingency of photography through related forms of manipulation that embraced aspects of painting, cinema, and theater. Baker, understandably, defined the primary casualty in terms of time, as the duration of the cinematic replaced the momentary capture he identified with the photographic (2005: 122-3). The recent move beyond the pictorial reflects a different set of concerns. Authors and artists have traced various echoes, synergies, and parallels between art photography today and models of the photographic associated with the medium's computational turn. Artist Aliki Brain identifies artists' interest in the materiality of the image as a consequence both of the increased ubiquity of photography and the existence of the majority of photographs as data, materialized only temporarily on screens. Artists are, she suggests, now better equipped to look beyond the visual information the image carries and to engage in ontological reflection (Shore 2014: 11), The point is developed by Cotton (2015: 3-18) and by Squiers (2014: 9, 41-2), who point to artists' interest in the specific chemical and technological support of any given photograph as a consequence of an environment in which "photography" has lost the monolithic character prescribed for it in areas of culture before now. For Walead Beshty, artists' interest in non-depictive work represents a turning away from the types of image that make up the vast majority of those in circulation on the internet today (Beshty n.d.). An essay by Palmer (2013: 118-21) links the rise of overtly collaborative projects to the participatory image cultures of Web 2.0. Writing in 2014, Sean O'Hagan positioned an interest in "found" analog photography as a result of the public visibility of "vernacular" imagery online, which prompted a revived interest in the earlier photographic habits of the masses. While the link between technological change and the appropriation of images from the internet is self-evident, the point was underlined in the manifesto that introduced the 2010 exhibition, From Here On: "This technological potential has creative consequences. It changes our sense of what it means to make. It results in work that feels like play. Work that ... elevates the banal" (Cheroux et al. 2013). Almost without exception, writers and curators have looked to photography's interaction with networked digital culture to explain what is happening within the field of photography-as-art.

INVISIBLE PHOTOGRAPHY

I want to conclude by briefly reflecting on what, in an overarching sense, the changes to photographic art have to teach us about the specifics of photography today. Writing in 2013, Rubinstein and Sluis identified what they described as an "algorithmic turn": a fundamental change to photography resulting from its increasing embedding within the computational. Existing as code, the notion of photography "as a type of icon or visual likeness" can no longer be assumed for, depending on the algorithmic processes that operate on it, it "could be just as easily output as text file, a sound, a string of numbers or remain unprocessed" (Rubinstein and Sluis 2013: 30-1). Far from being an abstract philosophical problem, the point is central to many of the economic and political operations of photography today. For governments and, particularly, corporations, it is less the content of the image that matters, than our dynamic relationship to this and numerous other bodies of data, through which our movements, our personal networks, and our preferences as consumers gain new types of visibility. The implications for visual artists were neatly summarized by Trevor Paglen in 2014 (96):


How do we begin to think about the implications on societies at large of this world of machine-seeing and invisible images? Conventional visual theory is useless to an understanding of machine-seeing and its unseen image-landscapes. As for art, I don't quite know, but I have a feeling that those of us who are interested in visual literacy will need to spend some time learning and thinking about how machines see images through unhuman eyes, and train ourselves to see like them. To do this, we will probably have to leave our human eyes behind. A paradox ensues: for those of us still trying to see with our meat-eyes, art works inhabiting the world of machine-seeing might not look like anything at all.


It is tempting to draw parallels between art photography's general move away from the pictorial and the condition described by Rubinstein and Sluis, and by Paglen, based on the fact that artists have steered viewers away from an interest in the image, onto understandings of the photographic rooted in the relational, material, contextual, and performative. Viewed in these terms, it could be argued that artists today are engaged in a project loosely akin to earlier modernist enterprises, providing audiences with the kind of perceptual education that Laszlo Moholy-Nagy hoped to achieve through the work he produced at the Bauhaus in the 1920s (1925: 27-8). Yet, much like the work of Moholy-Nagy, this aspect of recent art risks the slide into formalism if it is not bound to a wider social and political project that encompasses, but also stretches far beyond, the realm of photography (Hight 1995: 5-15). The same holds true for the writing the work has generated, which sometimes approaches "the digital" as a strictly photographic transformation, blind to the wider political and economic factors that shape, and are shaped by, recent technological change.9 It is striking how few of the practices positioned by writers and curators at the vanguard of post-photographic art engage strategically and directly with the possibilities of a new ontological condition in ways that exploit the architecture of the internet, the radical potential of coding, and the tools of surveillance this brave new world has brought into being.10 It may be this, rather than a general move beyond depiction, that presents the most pressing issue for photographic artists in the coming years.

The benefit of regarding the art works discussed here in terms of photography lies in their capacity to make visible the unfolding, ongoing debate over what photography is, and what it means, to societies and cultures today. The synergies identified between the various strands that make up current art practice and specific areas of a landscape transformed by networked computation provides artists with an active role in shaping understandings of photography at a moment when it is seen, variously, in terms of its materiality, social relations, a type of performance, its mutability, its ubiquity, and as something shaped in fundamental ways by the contexts in which it is produced and consumed. The "expanded field" is less a universal condition than a constantly changing terrain. Media are drawn in and out of view in response to particular technological transformations, as processes of outmoding and recoding shift and slide. The effects are clear at the level of fine art practice, along with the terminology used to describe it: "photography" is no longer perceived as a stable noun, but as a dynamic adjective, "the photographic" (Cotton 2015: 12). If the full implications of the term are to be understood, it will be necessary to look far beyond photography and contemporary art. At least in that sense, almost nothing has changed.


NOTES

1. Many of the surveys discussed make cursory references to the role of economics and the market. See, for example Durden (2014: 6). For an interesting account of the relationship between the art market and an "attention economy," see M. Bull (2010).
  2. Numerous exhibitions have adopted this model, drawing similar conclusions in the process. The 2001 exhibition, About Face, explored new approaches to portraiture, for example, while the 2013 National Gallery exhibition, Seduced by Art focused exclusively on artists' engagement with a variety of genres derived from painting (Ewing 2004; Kinsley 2013).
  3. Much like the genres discussed by Bright (2005), the various tropes described by Cotton have informed, and been informed by, a wide range of exhibitions. "The Camera as Diary," for example, served as the focus for Emotions and Relations; the tableaux provided the mainstay of Theatres of the Real; and "Deadpan" found early articulation in the 1991 exhibition Typologies (Freidus 1991; Gundlach 1998; Green and Lowry 2009). The latter was revised again in a 2011 exhibition curated by Martin Parr. The influence of Cotton's work extends to the description of art photography with which I began this section.
  4. The relationship between performance art and contemporary art photography was explored in detail in the 2015 Tate Modern exhibition, Performing for the Camera. See Baker (2016).
  5. The increase in the scale was made possible through the development of commercial digital print technologies during the 1980s and 1990s, particularly the rapid increase in size of printers. On this point, see Denison (2009: 40-4).
  6. For more on worker photography, see Ribalta (2011).
  7. This is clear with the reference made to Peter Dunn and Loraine Leeson's "Docklands Community Poster Project" (1981-8) in relation to Campany's chapter on the city (2003: 29), in which all the contemporary works involve some sort of street photography wholly unconcerned with the politics of dissemination.
  8. This element of Ruscha's practice is emphasized in an excellent essay by Margaret Iverson, written in 2010. This aimed to read Ruscha "against the grain" of contemporary art practice that had helped focus attention solely on the typological aspects of his series (Iverson 2010: 15).
  9. For two excellent discussions of this point, see the exchange between Daniel Rubinstein (2015) and Andrew Dewdney (2016) on The Photographers' Gallery blog. See also Batchen (2014: 60).
  10. There are exceptions. "Face-to-Facebook" by Alessandro Ludovico and Paolo Cirio (2013), for instance, used custom software to collect and filter data from more than a million Facebook users. They were posted on a custom-made dating website, sorted by their facial expressions and characteristics. Andrew Norman Wilson's videos and PowerPoint performances offer a telling insight into the labor relations involved in Google's digitalization of books.
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CHAPTER EIGHT
Photography after Philosophy

DANIEL RUBINSTEIN

This chapter will show how philosophical knowledge is invested in the complex system of photo-graphic images. There are two sides to this problem: the first is that there is a whole foundational myth of philosophy that has taken its bearings from the idea that light and light-writing are privileged conduits of truth and knowledge. The origin of this legend is located in the biblical "let there be light" (Gen. 1:3) and in the Allegory of the Cave (Plato, Republic 514a-520a), and it is manifested most fully in the ocular-centric cultures and the spectatorial gaze of the Enlightenment (Jay 2004). And even though the perspectival view of the world we have inherited from the Renaissance is being replaced by the flat topology of the computer screen, we are carrying the baggage of this photo-logo-centric tradition to this day, as indicated by theory being derived from the Greek theōros, literally "spectator." What this means is that a serious engagement with photography (literally: light-writing) is not possible without a radical critique of theory that locates the practices of knowledge in spectatorship and looks to light as the source of ultimate truth.

Theory that is born out of an image created by light, whether it is a shadow in a cave, a silhouette on a wall (as in the story of Butades), or a reflection in a lake (as in the myth of Narcissus) cannot hope to produce a thorough examination of photography because the critical tools at its disposal are permeated with the metaphysical notion that light is a source of reason and knowledge. Reflecting on this problem, Martin Heidegger laments that "the ordinary intellect fails to see the world for all the entities" (quoted in Kiiufer 2005: 484). Transposed to the sphere of visual culture, Heidegger's insight suggests that the error of Western metaphysical tradition is its excessive focus on the visible at the expense of that which makes the visible possible. Photography theory that does not examine its own metaphysical presuppositions commits a similar error by failing to look beyond the surface of the photographs into the flows, processes, mutations, and bifurcations that operate outside the visual field. What is left out by systems that turn to light as their source of truth is the "things that go bump in the night"—all the dark, messy, carnal, and sensual experience that is not making any universal and absolute claims, but is nevertheless capable of producing forms of knowledge that sit outside of logical and rational frameworks.1

This leads to the second side of the problem: most standard theories of photography consider it as a form of visual communication: a memory aid, an archive, or a document, and due to this excessive focus on the visual they fail to notice that the image is invested in a complex relationship with the real world through processes of technological production, dissemination, and storage. In the age of New Media, technologies do not only organize and present information, they also organize and structure experience (Elo and Miika 2014: 7). In the twenty-first century, "things that go bump in the night" are the physical embodiments of processes that fuse human perception with computer networks, apps, and smartphones. Photo-graphic images are the products of multi-disciplinary technological procedures, and the systemic cohesion of technology with desire, the way it comes to be legible and to make sense, is what we came to call photography.

Stated succinctly, philosophical thought and photography are both invested in light as a form of intelligence (Laruelle 2011). The problem is how to understand photography not as a collection of light-drawings but as an image of thought that works in a very specific way that is inseparable from the way technology produces, recycles, and rewrites images. The image of thought that is being put forward by photography is not specifically about visual communication, nor is it about representation as such, and it is certainly not about making pretty or shocking pictures, and it is also not about the history of photography, and yet, this image of thought pinches something from all of these categories. Because in the end, some images move us while some others do not. As this chapter will show, the reason it is so is because photography is not another form of visual representation, rather, it is the visual figuration of a new layer of consciousness—in which new relationship to space and time, and therefore new categories of thought, play, art, and agency are emerging.

Connecting Heidegger's critique of metaphysics with the writings of Gilles Deleuze on the question of the image and representation, this chapter will propose that photography, understood as the poetic cohesion of technology, is not only the dominant visual form of the age of cybernetics but it also opens a path toward a post-philosophy that works with technical images instead of or alongside language.

NIGHTFALL OF REPRESENTATION

When Barack Obama (USA President 2009-2017) declared after signing the Paris Accord: "This agreement represents the best chance we have to save the one planet that we've got" (Gripas 2015), one did well to take notice because it marked the transition from counter-culture to the mainstream of the notion that humanity is well on the way to self-annihilation. Even if the final destruction of the planet is somehow averted, as the president seemed to hope, there is still a tiny nagging question remaining: what did we have to forget in order to arrive at the threshold of this disaster? In other words, what ideologies, theories, fictions, narratives, and facts have permitted this catastrophic state of affairs, and more to the point, what is the role of photography—as the principal visual regime of modernity—in getting us to the brink of extinction? Given photography's place as the universal method of data collection and communication in the "information age," the question about its role in the destruction of planet Earth is far from facetious, and it requires us to interrogate the forces that shape human perception through image technologies that act as memory prosthetics. It is possible to argue, as Claire Colebrook has done (2014: 13), that by outsourcing memory to the recording apparatus we forget what it is like to be human:


It is at this point of exhaustion, when we have become frozen spectators in a world in which images appear as ready-mades, that we can see both that there is no guarantee that we will be human and that it is human to forget oneself.


As practical activity photography is fundamental to most forms of social and cultural production, from global internet and mass-media networks to drone warfare, from computer games to personal communication. And as the basic semantic unit of the Military-Entertainment Complex (Stockwell and Muir 2003), the photograph is involved in the scientific and industrial processes that cause climate breakdown (e.g., marketing air travel, aerial surveying, industrial imaging), and in the production of the evidence (in the forms of reportage, news coverage, nature programs) about the seriousness of the threat it poses to the survival of life. To argue—as Herbert Marcuse has done (1964)—that the rationale of capitalism is to represent the world in a repeatable and reliable form, may be correct, but it is also correct that in so doing photography has become a determining factor in the relationship between humans and their world, imposing its own values on notions of "truth," "memory," and "history." As the mechanized recording of reality, photography immensely increased the instrumentalist capabilities of science, and along the way contributed to the creation of modern subjectivity that speculates about the world from a distance, as a printed image or a projection on a digital screen.

When photography is conceived as an image that is set over and against the world—as a mirror, a window, a map, or an illustration—this understanding builds on the idea of reason as the fullest expression of truth and reality. Photography's claim for objectivity in matters of visual representation is only one of the latest attempts by Western thought to demonstrate that its effort to comprehend the world as rational is grounded in objectivity and truth. In what follows I shall attempt to trace some of the prequels to this triumph of technological rationality as the expression of truth, and to sketch the calamitous consequences of this approach.

One of the persistent themes of Western philosophical canon is the distinction between sensual perceptions and rational knowledge. Since Plato, the supremacy of reason is based on the assertion that it is able to extract true knowledge from experience. As the discussion in the Republic helps to explain, perceptions are inherently unreliable and misleading because the senses are prone to errors and illusions. Only rational discourse has the tools to overcome illusions and to point toward true knowledge. For instance, perception suggests that a figure in the distance is smaller than it really is. Yet, the application of logical reasoning will reveal that the figure only appears small because it obeys the laws of geometrical perspective. Nevertheless, even after the perspectival correction is applied and reason concludes that perception is misleading, the figure still appears small, and the truth of the matter is revealed not in the perception of the figure but in its rational representation.

It is precisely because rational representation is the guarantor of truth that it marks both the very possibility of knowledge and the limit beyond which knowledge cannot go. Whatever cannot be rationally represented remains outside of knowledge and immune to it. Accordingly, knowing the truth about something means that one is able to represent it, and the proclivity for representation is an indication of a sound and rational mind. For this reason, representation carries within it the stamp of self-validating certainty: on the one hand, representation is a rational picture of the world because rationality is the technique of the subject. On the other hand, precisely because the subject has to be validated through representation, whatever belongs to perception remains external to knowledge (Colebrook 1999). Therefore, representation can be understood as the extraction of rational knowledge from experience.

The structure of representation is derived from the correspondence between a model (thing) and a copy (image), but this identification of a thing with its perceived image is grounded in the Platonic definition of Reason as the ability to distinguish between the true and the false. In Platonism, the sensible world is produced as a copy of the world of ideas, and it is the task of reason to overcome the errors of the copy in order to arrive at the truth. The greatest contrast is between εìών (eikon) and εἶδος (eidos), as the image (eikon) by necessity presupposes the notion of the other, of that which is different from the reality of the thing (eidos): "We say that a maker of an image knows nothing about that which is but only about its appearance" (Plato, Republic 601 b-c), thus the basic distinction is between the real (ideas) and images (copies). The division drawn in classical Greek philosophy between the model and the copy establishes a hierarchy of truthfulness; the model will always be more true and authentic than the copy, because the world of ideas is more real than the sensible world. Images can have objective value and be universally meaningful because they presuppose the idea of a subject for whom something in the world can be construed as an "image." Consider, for instance, the way we attribute specific time and place coordinates to photographs. When I point to a photograph and say: "this was taken on a holiday in Crete," I interpret the picture as relating to a temporal and spatial reality of my own subjectivity. My experience of time as linear and historical and space as three dimensional, is constitutive of the data that is available in the photograph. The subject is not external to the image but integral to the construction of the image as a copy of subject's own reality.

Heidegger certainly was not the first, but he is possibly the most persistent critic of the "thinking subject" and of dialectical Platonism as the main means of inquiry into the world. The Platonic image/model formula presupposes a vantage point from which images and things can be examined "objectively," without getting one's hands dirty. Undue reliance on the representational paradigm allows the greatest confusion to settle in: the belief that the world can be known analytically, rationally, and logically (Heidegger 1978). It is extremely dangerous to focus on accumulating facts without having a proper prior understanding of the structure of the whole. The error of representation is that it institutes a belief in a world that can be objectively and rationally known but, as Heidegger (1967) keeps reminding us, there is no vantage point from which the world can be examined, the only way to discover reality is to be embedded in the sensual practices of living in the world. The fundamental error of representation is that it posits an autonomous subject for whom the world is the "out there" that can only be known as an image. To represent something means to submit this "something" to the rigors of rational discourse. Heidegger explains (1977: 149-50):


To represent means here: of oneself to set something before oneself and to make secure what has been set in place, as something set in place. This making secure must be a calculating, for calculability alone guarantees being certain in advance, and firmly and constantly, of that which is to be represented. ... Representing is now, in keeping with the new freedom, a going forth—from out of itself—into the sphere, first to be made secure, of what is made secure. That which is, is no longer that which presences; it is rather that which, I representing, is first set over against, that which stands fixedly over against, which has the character of object. Representing is making-stand-over-against, an objectifying that goes forward and masters. In this way representing drives everything together into the unity of that which is thus given the character of object. Representation is coagitatio.


The first step in the advance of representation happens when, In trying to achieve mastery over their world, human beings begin to privilege certainty and repeatability over uncertainty and randomness. The essence of a thing in our time is that which can be discovered by science. Conversely, only that which can be scientifically verified as repeatable and calculable can be counted as true knowledge. At the second step, the world stops being experienced immediately and essentially, and acquires the character of an object that can be logically examined. This happens because the push for certainty eliminates everything uncertain, rhetorical, and experiential, leaving only the calculable in place. From this point onwards, a thing can only be known as a representation because when the inquiry proceeds along the lines of "What is A?," the answer might be "A is chalk," or "A is cheese," but in either case, the answer is predetermined by the structure of representation (A is X). When the world is known through the representational paradigm it acquires the characteristics of an object, then the eye becomes trapped by its own ability to make images, and this causes the world to be pictured as objective and in this way a mastery over the world is achieved. Sadly, precisely at the point when the eye achieves mastery over the world, it tends to forget that it is itself part of said world, metaphorically and literally sawing off the branch it sits on. Cue Barack Obama's speech about the one last chance we have to save this world from ourselves.

THE TRIUMPH OF IDENTITY OVER DIFFERENCE

In order to begin to comprehend the extraordinary purchase of photographic representation on the contemporary mind-set, one might want to explore the procedure by which photography offers an idea of truth that appears so very natural—truth as the logic of visual resemblance. Gilles Deleuze (2004: 334) has already identified resemblance as an ethical and moral force because it necessarily suppresses difference in favor of identity. Walking down the street one sunny day I meet an old friend who recently became the parent of identical twins. My response might be to exclaim "they are so similar!" and yet, it would be equally true to say "they are so different!"—so why is it that we privilege identity over difference so automatically? And more pointedly, what are the political consequences of honoring identity, resemblance, and homogeneity over difference, and doing so intuitively, as a matter of common sense? In a world where similarity seems to have the upper hand and difference is suppressed and managed by resemblance, what is it like to be different, whether this idiosyncrasy is expressed in the color of one's skin, sexual preference, manner of speaking, political tendencies, or simply the inability to "fit," "get along," "blend in," and "make sense."

A fundamental consequence of the principle of identity is that the photograph seems to allow the eye to break through the image surface, to extend the gaze beyond the materials of the photograph, into space (Lyotard 2012: 53). For as long as the photograph operates as a depiction of an external reality, it presupposes the presence of an authority that evaluates similarities between the copy and the model, and passes a verdict on the accuracy of the resemblance. Consider the passport photo: it implies that someone is on hand to make a judgment about the bearer of the document, based on their similarity to the photograph. These days, a decision can be made not by a human border guard but by biometric recognition algorithm (Jain, Ross, and Prabhakar 2004), but it changes little, as algorithms are the present-day apparatus of governance (Parisi 2014). Because resemblance presupposes the faculty of judgment, it automatically installs the notion of an external observer who assesses the correspondence between the image and the person. There can be no correspondence without a judge, as someone must compare and evaluate the resemblance between the model and the copy. In short, it seems that representation is never only a question of depiction, illustration, or aesthetics, rather it is a matter of constituting an authority endowed with the power to pass judgment, to stop, to detain, to examine, and to arrest. Or, as Lyotard has said (2004: 11): "One must realize that representing is desire, putting on stage, in a cage, in prison, into a factory, into a family, being boxed in are desired, that domination and exclusion are desired."

Whether in a passport or on a gallery wall, the photograph establishes a relationship between the subject and a governing authority, and this mechanism is founded on the notion that visual resemblance is a form of truth. "Representation is a site of transcendental illusion," Deleuze concludes in Difference and Repetition (2004: 334), "it is the moral vision of the world which is thereby extended and represented in this subjective identity affirmed as a common sense." What makes photographs such powerful agents of morality in the service of the state apparatus is that they affirm and demonstrate that the law is just, that ethical judgments are true, and that hierarchies of resemblance are objectively valid, and they do so from within the undeniable space of optical resemblance between images and things. It is precisely because photographic resemblance is so "natural" that it acquires the rank of objective truth. In other words, considered from the perspective of representation, photographs are agents of the state because they ground truth in the logic of identity, and so they produce both the authority to evaluate this resemblance and a subject who submits to it (Agamben 2009: 11). But when, and for what reasons, did we come to consider resemblance as capable of producing true or false statements? What discursive practices, institutions, and reasoning are needed to convince us that images are the visual manifestation of what is signified, that is, of concepts such as truth, justice, and knowledge, and what aspects of the image have to be canceled, ignored, and forgotten for the image to assume this symbolic function?

THE ARTIST'S COGITO

Modernity is inaugurated by two dovetailed events that, taken together, mark the beginning of the age of Enlightenment, and a clean break from the religious mind-set of the Middle Ages. First, since Descartes proposed I think as the foundation of all true knowledge, in Western cultures the world has become grounded in the logic of the subject (cogito). And second, this logic, through which the world can now be known, judged, and understood with scientific precision, reduces the world to a symbolic representational schema that frames and establishes the conditions of possibility of all images intended to reflect or display an understanding of the world (Judovitz 1988: 73).

The emergence of modern subjectivity is founded in the philosophy of Descartes, because in the motto Cogito ergo sum (I think, therefore I am), the "I" comes to be defined as that which is already present for representation (Heidegger 1967: 105). Descartes thought to ground his philosophy in something that will be immune to all forms of prejudice. He argued that everything about the physical world can be doubted: I might be dreaming that I am writing this right now, and the view that I see from the window can be a chemically induced hallucination, even the certainty of having hands and feet could be an illusion, for amputees are known to have sensations in cut off limbs. Everything can be doubted, Descartes reasoned, besides doubt itself, for as I doubt the reality of the world and of myself, I still doubt. In this way, the world becomes grounded in the logic of the doubter—who just happens to be the white, male, European subject—who represents the world to himself as an image.

With Descartes the world is being revealed as a representation because it is grounded in the logic of the subject for whom rational representation is the only absolutely certain means of knowing the world. Albrecht Diirer's etching Artist Drawing a Nude with a Perspective Device (1525), can be seen as the visual manifestation of the way the rational subject is grasping the world as if it was a picture (Figure 8.1).

While this image is often referred to as one of the technical and aesthetic precursors of the photographic process (Batchen 1999: 106-11), Diirer's woodcut can also be read as the visual embodiment of the double-barreled logic of representation and subjectivity. It presents two visions of the world, two distinct practices of being, and two philosophical traditions: empiricism and rationalism. For the reclining woman on the left, the world is disclosed through sensual experience: her eyes are closed but the curves of her body are mimicked in the lines of the landscape behind her, suggesting that she is experiencing reality empirically and affectively. Her head is level with the rest of her body, perhaps indicating that there is no hierarchy between the body and the mind. On the other side, the man is sitting up, his eye peers into the optical apparatus through which he views the woman. The woman is directly in front of the man, yet he is not looking at her, but at the device that both reveals her to, and screens her from his gaze. The woman and her sensual world of perception are inaccessible to the man, as all he can grasp is the image formed on his screen, and the binary values of light and dark picture elements ("pixels") he copies from it. Though Diirer's drawing precedes Descartes' cogito by a hundred years, it allows us to recognize not only what the world looks like represented, but also, what representation itself looks like. The wooden frame with its rows and columns is the prototype of all the screens that followed since, through which the world is being known as rational representation. The knowledge afforded by this representational frame is mathematical, logical, technical, and precise. It allows for repeated, accurate images to be reproduced time after time, but it does not allow for any sensual, carnal, or immediate experience. This is not simply a viewing device or an optical mechanism, this is the visual manifestation of a specific logic of being, in which scientific grasp of reality trumps over other—sensual—modes of experience. For the man in Diirer's woodcut, the world cannot be known in-itself, but only as a representation that distills all of existence to an accurate copy, turning the artist himself into the image of the "thinking subject."

[image: ]FIGURE 8.1: Albrecht Diirer Artist Drawing a Nude with a Perspective Device, 1525.

One of the consequences of the dual instalment of subjectivity and representation as the pivot of modernity, is that photography is not only a technology of inscription, processing, and accumulation of data, but also a mechanism of objectification that helps to establish the modern individual as passive and detached spectator. It is, in other words, through representation that the world is being organized and catalogued, and it is representation that causes the world to appear as an image held at arm's length on the screen of one's smartphone. Recording, ordering, and indexing are both the central features of photographic operations and also the means of mastery and domination that allows humans to assume the position of an "all seeing eye" toward their habitat.

DIALECTICAL CONTRABAND

After several decades of critical effort, it might seem that every aspect of the relationship of photography to the world has already been explored and all that is left to examine are ideological differences arising from conflicting and incompatible world views, as well as the application of these world views to new technical developments. Art historical studies most often advance the notion of the photographic image as an aesthetic by applying to it concepts developed for the appreciation of fine art (Fried 2008), while traditional sociologists largely tend to insist on the fundamental ideological underpinnings of photography as means of constructing a total view of reality (Berger 2013). The analytical view attributes essential qualities to photography (Costello and Iversen 2010), while phenomenologists emphasize the embodied experience of viewing a photograph (Barthes 1981). Structuralists frequently read photography through linguistic and semiotic codes (Burgin 1987), and poststructuralism denies that it possesses a singular essence (Tagg 1993). Presumably, the available range of approaches is also broad enough should one wish to address the development of innovative photographic practices, cultures, and techniques brought about by the hyper-growth in various forms of digital imagery for screens.

And yet, despite the ostensible diversity of interpretative methodologies, all these approaches share the same empirical certainties about the essential nature of the "man" as the one for whom the photograph is an image, and as the one who upholds the difference between the image and "the real." The implicit assumption is that photography is a discourse on and about man, and that the photograph carries a resemblance to a prior state of affairs. The common ground of conventional anthropological approaches to photography is that photographs are images that relate to pre-existing being, and this relation is constituted in the mind of a subject for whom the photograph is an image. Subjectivity and representation are the unshakable underpinning beliefs that belong to the same, more general opinion according to which there is a world out there that can be taken up to be inscribed in an image. But it is precisely the notion that there is some "real" that exists independently of inscription and representation, that constitutes the ideological premise that considers a photograph as an image of something (Cohen, Colebrook, and Miller 2016: 12). To say the same thing slightly differently, the technological process that automates memory and inscription and links up information, communication, and labor into one unconscious stream of image data tends to conceal from view the paradox that the world we inhabit does not at all resemble its photo-graphic representation.

When a photograph is defined in terms of the visual content inscribed within it, this focus on the intelligible already determines in advance a relationship that is symbolic, linguistic, and dialectical. The oft-cited statement from Rhetoric of the Image sums up the prevailing assumption that a photograph is at the same time an index of presence and a mark of absence:


It is thus at the level of this denoted message or message without code that the real unreality of the photograph can be fully understood. (Barthes 1977: 44)


The dialectics of the photograph is the intrinsic contradiction of the real and unreal, X and not-X, that have to be taken together to form the picture. The copy and the model, the image and the world, the concept and the object are held together as diametrical opposites mediated by the long shadow of the Hegelian dialectic. Barthes's neat formula seems to be all encompassing in its unification of opposites, but in presenting photography as the visual embodiment of a dialectical contradiction it smuggles into the discourse of photography the notion of the critical subject for whom the world appears photographically as the unified and homogenous field of representation.

The advantage of this mode of analysis is that it enables us to make objective and universal truth claims that still allow room for the contradictions, movement, and subjective human activities that are required in order to introduce change into the system. Yet, the problem with dialectical thinking is that this "system" is based on a logic that operates with binary oppositions in which the "model" is related to and opposed to the "copy," the "image" is opposed to the "thing," the "subject" is opposed to the "object," "negative" to "positive," "form" to "content," and so on, and the whole of reality appears to be contained within the parameters of binary logic. Gilles Deleuze and Felix Guattari (2003: 179) have already shown that these binary operations originate in a signifying system: "the deployment of a wall or screen, the installation of a central computing hole without which no message would be discernible and no choice could be implemented." At best, the dialectical model offers a stifled and linear approach to photography, where meaning is the product of mediation between economies of signs. At worst, this model rules out any possibility of accounting for difference, non-identity, and sensual experience—namely, everything that cannot be grasped via its dialectical opposite.

In this way, a Trojan horse is allowed into the photographic discourse: whenever photography is evoked as an index, or as a window onto a world that is outside of the image, or as a signifier of something-or-other, the dialectical machinery is already in place, providing the mediating surface that holds together the image and the world, giving meaning to both. For Guy Debord (1994: 2), for instance, mediation is the necessary pre-requisite of a society of spectacle: "[Spectacle] is a social relation among people that is mediated by images,"

For Heidegger, metaphysical thinking has some highly unpleasant and far reaching consequences, arising from the connection between representation of the world as an image and the alienation of the human being from the world. "That the world becomes picture," Heidegger writes (1977: 132), "is one and the same event with the event of man's becoming subjectum in the midst of that which is." In a peculiar way then, subjectivity and pictorial representation appear connected, inasmuch as in representation knowledge is received from without, and all that can be known is determined and delimited by the representational powers of the subject (Colebrook 1999: 1-24).

DAYBREAK OF SIMULACRA

In the conclusion to Difference and Repetition, Deleuze (2004: 333) explains Plato's demand for "primary distinction" between images and models by the need to protect the idea of truth from the dangerous world of simulacra. Plato recognizes that there is another order of images that is distinct from the order of the copy, that he names φαναστιΚἠν that is "phantasm" or "simulacra" (Sophist 236b, 264c). Simulacrum is the unlawful image, a forgery that pretends to be a true likeness, and hides its illegitimate origin (Deleuze 1983). The simulacrum is falsely claiming to belong to the order of the copy, namely to the order of the real, while in fact it is nothing more than trompe-l'oeil, a mirage, a phantom, a spectre, or a ghost.

Not surprisingly, in Book 10 of the Republic (597d-e), poets and artists are barred from Plato's ideal city because their craft (tecbnē) is simulacra that dupes the audience into thinking that it can bestow true knowledge while in fact it is nothing other than empty rhetoric and optical illusions.

The destabilizing and dangerous effect of the simulacrum is not so much due to its illegitimate origin, rather, it subverts the hierarchy between copies and originals, robbing it of certainty. The simulacrum might bear a superficial resemblance to a representation, but all its internal mechanisms, all its process of production and distribution are inherently different from these of the copy. While the copy claims to be a truthful depiction of reality, the simulacrum undermines the truthfulness of all images, including faithful copies and accurate reproductions. As Brian Massumi pointedly says (1987: 92): "The production and function of a photograph has no relation to that of the object photographed." But why is Plato so keen on making simulacra disappear, and why does photography theory insist on treating photographs as if they are windows onto an external reality, conforming to the model/copy paradigm? Deleuze (2004: 334) seems to suggest that the reasons for this are political and ethical: "the will to eliminate simulacra or phantasms has no motivation apart from the moral." The simulacrum suggests a break away from the binary categories of the copy and the model. It liberates the image from the conditions of memory, recognition, and self consciousness which all depend on the presence of the "thinking subject."

For Maurice Blanchot (1981), the simulacrum is not only the "other" of the image, but also key to specific insights into the real that no copy can afford. Blanchot echoes Deleuze's criticism of Platonism by drawing a distinction and a connection between two poles of the image—image as a representation and image as an abyss. Blanchot says of the latter (1981: 263):


Another level is that expressed by the two versions of the imaginary. Here, there is no longer a question of a personal double meaning, of the misunderstanding that helps or deceives understanding. Here, what speaks in the name of the image "sometimes" still speaks of the world, "sometimes" introduces us into the indeterminate region of fascination, "sometimes" gives us the power to use things in their absence and through fiction, thus keeping us within a horizon rich in meaning, "sometimes" makes us slip into the place where things are perhaps present, but in their image, and where the image is the moment of passivity, having no value either significative or affective, being the passion of indifference. Nevertheless, what we distinguish by saying "sometimes, sometimes" ambiguity says by saying always, to a certain extent, the one and the other; it expresses, moreover, the significant image in that fascination, but already fascinates us through the clarity of the most pure, the most formed image.


Blanchot's notion of ambiguity/fascination as the ultimate essence of the image seems particularly relevant in the age of code drifts, virtual and augmented reality, and algorithmic aesthetics. Blanchot is not suggesting that the image can have multiple meanings, but that the image—in all its hybridized and crossbred forms—presents to us the ultimate other of meaning. The verisimilitude of images tears off the clothes of meaning, revealing in the process something about the nature of reality that meaning is unable to grasp. By allowing the image to inhabit forms of truth that are inaccessible to signifiers, indexes, and archives, Blanchot sidesteps the whole of Platonic dialectics, semiotics, and symbolism, positioning the image firmly within the domain of the sensual, immediate, and carnal knowledge. In place of the metaphysical distinction between image and model Blanchot proposes an abyssal logic of the image that is neither rational nor irrational, rather it is immersive, present, and indefinite. This way of thinking about images as radically contingent and ambiguous, seems to correspond with the contemporary experience of digital-born images created and served on-the-fly by algorithms that combine and recombine visuals, texts, and sounds into fluid and malleable mash-ups that flow through screens of smartphones, laptops, and tablets. For Blanchot, the power of the image is not in its ability to represent, but in the access to forms of immaterial-materiality that are unreachable for metaphysical thinking, speculative reason, logic, and rationality.

REPETITION AND AUTOPOIESIS

Approaches to photography that see it as a rational representation of an external space are not wrong, but they do not take into account the power of the non-visible statements, processes, and mutations that operate on and within images. Representation is never a singular event; it is tirelessly repeated in each image with persistent regularity, and this reiteration of representation establishes photography as a rhythm of repetition. Repetition is not accidental to photography but inherent in the notion of the copy, as each copy is a repetition (which entails difference between copies), as well as a representation (which entails identity between model and copy).

[image: ]FIGURE 8.2: A Turkish police officer carries a migrant child's dead body (Alan Kurdi) off the shores in Bodrum, southern Turkey, on September 2, 2015 after a boat carrying refugees sank while reaching the Greek island of Kos. Photo: Nilufer Demir/AFP/Getty Images.

The crucial role of repetition in the fate of the image, can be glimpsed in the photograph of Alan Kurdi, the three-year-old boy refugee who drowned when his family was crossing the sea from Turkey to Greece while escaping the war in Syria. Figure 8.2 is the photograph of the body of Alan Kurdi being brought from the sea by a Turkish border policeman. Figure 8.3 maps the dissemination of this image three hours after it was first posted online. The disseminating and multiplying mechanisms of the network ensure that this image is at the same time visual content and fractal distribution. The content and the algorithms continuously morph into each other, like the infinite loop of the Mobius strip. It is never possible to pinpoint where the optical image ends and the algorithmic begins, because they continuously produce each other via new assemblages.

[image: ]FIGURE 8.3: The first three hours, 10.15-13.15, September 2, 2015. Three hours in from the appearance of the first picture of the body of Alan Kurdi on Twitter. The size of the nodes indicates impact on the audience (visibility score). The color of nodes and edges indicates the user's country (Vis and Goriunova 2015). Source: Pulsar.

Considered as both visual content and viral distribution, the image of Alan Kurdi is not only a marker of specific historical time and geographical location, but also a direct experience of repetition as such, from which content derives and into which it vanishes. The image that we see on our screens is both the whole story and a fragment that does not belong to a whole, both fully formed and never-to-be-completed. The algorithms that deliver this image to the screen are constantly modified through feedback loops that monitor all aspects of the image. To say that this image has no stable meaning is not to deny its power as a picture, rather it is to say that it is precisely because the image itself is incomplete that it allows for a multiplicity of narrations. The image is always a multiplicity because it is continuously splitting into copies which in turn establish connections, forming new patterns with other digital objects. When the image operates as multiplicity, its descriptive power is not in its visual content but in the potential to form new narrative series via bifurcations and connections. With each retweet, hashtag, "like," or reblog the image is being displaced in such a way that what is being affirmed is not the resemblance with a real event, but the affirmation of continuous divergence and deferral. Correspondence is still the dominant feature of the image, but it is now produced not as the identity between a model and a copy, but as an algorithmic construction that resonates between all the millions of different copies. Difference is the condition that allows the creation of the photographic fragment as surface without depth but with the ability to self-replicate as copy-of-copy-of-copy. The photographic fragment is not related to the content of the image, it is not describable in pictorial terms and it cannot be aligned with events that are external to it.

As a viral phenomenon, the image of Alan Kurdi underscores the fact that whatever sense of truth is emitted from the image, it has more to do with the algorithmic processing and multi-million viewing distribution than with the semiotics of the Index.

The optical familiarity of pictorial representation absolves the viewer of the difficult thought of the whole of the image, which is gigantic and incomprehensible, comprised from repeatedly modified packets of data. It is, after all, easy to follow the path from the image to a real event, while forgetting that the algorithmic distribution of the image is as much a consequence of political operations as its content. However, the image can be comprehended fully only when its condition is understood as being formed in and through repeated copying, duplication, and re-processing. For Maturana and Varela (1980: 78-9) this infinite process of production suggests an economy that they name autopoietic:


An autopoietic machine is a machine organized (defined as unity) as a network of processes of production (transformation and destruction) ... It follows that an autopoietic machine continuously generates and specifies its own organization through its operation as a system of production of its own components, and does this in an endless turnover of components under conditions of continuous perturbations and compensation of perturbations.


As Deleuze has shown in his study of cinema, the viral distribution of an image does not keep allegiance to the specific time and place where the image was made. Instead, it introduces another temporal dimension, anchored in the pure intensity of this simultaneous and instantaneous dissemination:


A new status of narration follows from this: narration ceases to be truthful, that is, to claim to be true, and becomes fundamentally falsifying. This is not at all a case of "each has its own truth," a variability of content. It is power of the false which replaces and suppresses the form of the true because it poses the simultaneity of incompossible presents, or the coexistence of not-necessarily true pasts. (Deleuze 1989: 131)


A new status of the image follows from this: the power of the picture is not measured by the resemblance of the copy to the model as in Platonism, rather, the image cannot be separated from an irreducible multiplicity of narrations that transforms it into a series of differing events. It is the viral distribution that creates the most significant image-effects that ripple through social, electronic, and print media. In this new environment, the logic of autopoietic algorithmic processing and the feedback loops of tags, comments, memes, pastiches, retweets, and likes create a community of participation. This sliding from one point to the next does not depend on the content of the image but follows another logic that is affected by duplication, repetition, self-replication, and copy. As Deleuze explains (1989: 137): "The diversity of narrations cannot be explained by the avatars of the signifier, by the states of linguistic structure which is assumed to underline images in general."

There is no photographic image without repetition, because repetition is the attribute of the mass-produced copy. Repetition brings with it a cadence; it situates a rhythm within photographic representation that pulsates and flickers across all the devices by which photographs come to the eye. The repeated swipe to the left or to the right on Tinder or the continuous serving of feed updates in Tumblr or Facebook abolish the notion of the image as a signifier by binding together states of before and after instead of separating them (cf. Deleuze 1989: 155). No matter what the content of each individual image is (to the extent that it makes sense to talk about individualizations among a stream of data), images are repeated time and again, and repetition establishes rhythms that create their own meaningful states which echo the visual content of images but are also completely autonomous from them (Deleuze and Guattari 2003: 313).

CONCLUSION: IS THOUGHT PHOTOGRAPHIC?

Photography, therefore, is not only images. It is also a process of self-replicating or even cloning that is recursive, plural, and proliferating. Not only the light that forms images, but also the dark energy—that in physics refers to the energy of empty space—is at play in the photographic image. To understand the challenge of photography to Platonism and metaphysical thinking requires us to question not only the correspondence between images and objects but also to inquire into processes of sharing, distribution, and dissemination.

Photography is the first art of the information age (not in a chronological but logical sense), because despite its assurance of frontal resemblance, photography also creates an image of life as a process of autopoietic production without originals and copies. While classical representation operates by isolating the subject of study from its surroundings, photography reaches across boundaries, disciplines, and discourses. The principle of identity is A=A, but the principle of photography understood as endlessly repeated copy is A+A+A ... etc. The repetitive, reproductive process that we encounter time and again in photography helps us realize that all processes are connected through flows of energy and matter. Through this recursive movement of dissemination and reproduction photography manifests itself not only as a representation but also as an event that is outside of the distinctions between subject and object. To ask about photography philosophically is to explore the foundations of the deep-rooted belief that representation is effortless and universal. For Heidegger and later for Deleuze this belief is not only limiting, it is also ultimately life denying, because it assumes that there is an independently given reality of which representation is a faithful copy.

Thinking that can do justice to the "information age" cannot itself be detached from photography. Just as during the previous, "industrial age" machines replaced physical labor not by replicating human metabolism and muscle tissue but by utilizing different sources of energy (petroleum) and different processes (internal combustion), the new machines that we refer to as "computers" do not operate with the categories of human logic such as form versus content, synthesis, or dialectical reasoning. And just as the industrial age not only replaced human labor with the labor of a machine but also radically reconfigured human society, so the age of the computer not only replaces the work of the brain with the work of the machine but also reconfigures human society by implanting in the social environment elements of computational logic such as multiplicity, simultaneity, self-replication, and undecidability. The significance of photography is in part at least due to the way it allows us to understand information society not as it is represented in language, but as it is figured by the algorithmically produced visual image.


NOTE

1. From ghoulies and ghosties
And long-leggedy beasties
And things that go bump in the night,
Good Lord, deliver us! (Traditional Scottish Prayer)
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CHAPTER NINE
Photography and the Business of Doing History

ELIZABETH EDWARDS


Photographic technology belongs to the physiognomy of historical thought ... there can be no thinking of history that is not the same as thinking of photography.

Cadava 1997: xviii


The anatomical and structural resonances of Eduardo Cadava's comment on Walter Benjamin's interest in the philosophy of history and the philosophy of photography provide a useful starting point for the focus of this chapter—that is, the historiographical disturbance that photographs cause. What troubles me, and has done for some time, is how photographs seem to be sort of bolt-ons within a wider landscape of historical method and historical thinking, when really photography and history, as that assessment of Benjamin suggests, belong to the same or at least a related project.

While there has been extensive examination of the work of images over an equally vast array of topics, and there exists an extensive landscape of advice for historians on "using photographs," little attention is given to what photographs actually do to historical method and more particularly to the commonplaces of history's disciplinary apparatus. This is remarkable given the saturating degree to which access to the past itself is increasingly texted by its visual other and has been for at least a hundred years (cf. Hayes 2009: 36). As Jonathan Boyarin (1994: 3) puts it, "new technologies of transportation and communication ... have profoundly altered our sense of time and space, the 'reach' of power, and the possibilities of reifying and hence 'preserving' images of the past."

I want to explore here the relationship between photography and how we do history, taking up and expanding on the challenge of Hayden White's 1988 essay in the American Historical Review, "Historiography and Historiophoty." Although this essay in now nearly thirty years old, and in the intervening period there has been a meteoric rise of interest in photographs as historical sources and as central players in historical analysis, it seems that the historiographical challenges that White laid out have stalled around questions of evidence, veracity, and the "alternative" nature of photographs as historical actants, rather than to grasp the historiographical nub for the practice of history itself. The way photographs disturb the subjectivities from which histories emerge has received remarkably little attention; as noted by Roland Barthes (1981: 12), "Odd that no one has thought of the disturbance [to civilization] which this new action causes." There is a profound silence around the disturbance of the very practice of history itself. Thus, my question is what is it to "do" history in the age of photography, in a world in which photographs exist?

The presence of photography has now saturated consciousness of the past for over 150 years. It constituted one of the "new connectors in temporal perspectives" that Paul Ricoeur (2004: 116) notes and accelerated the "primacy of the visual" which has marked memory construction from antiquity on. It is hard now to imagine a sense of the past without photography, so integrated is it into the relations between past, present, and future. Photography's very existence has patterned the way it is possible to think about the past. I always asked my undergraduate historians: imagine, and tell me, what does the Second World War look and feel like if you had never seen any photographs of it—no Holocaust photographs, no bomb-damage photographs, no Omaha beach photographs, no Japanese war photographs, no refugee photographs, no military propaganda photographs—none? The question was usually met by a stunned and stunning silence, which is of course the right answer—it is literally "unimaginable." It would be possible to "know"—but on entirely different terms. So how is it possible to elide such a demand on historical imagination when what Scott McQuire (1998: 108) has termed "photomnemonics," has meant that "the impact of the camera cannot be limited to filling gaps in historical content. On the contrary, the profound technological mutation of the archive [on which historians might base their work] necessitates questioning the very concept of history, and exposing the collusion between representation and the time it has long presupposed."

Scholars from Siegfried Kracauer ([1963] 1995) and Viléser (1984) to Jacques Le Goff (1992) and Raphael Samuel (1994) have posited the advent of photography as the turning point in historical consciousness. Similarly, the relationship between past and future held in photographs became a formative strand in the writing of theorists around the mid-twentieth century, in particular Walter Benjamin and, again, Kracauer ([1963] 1995: 58) for whom photography formed a mass assault on the "crucial traits" of historical understanding and of memory itself. Photography, as Le Goff (1992: 99) puts it, "revolutionizes memory: it multiplies and democratizes it, gives it a precision and a truth never before attained in visual memory, and makes it possible to preserve the memory of time and of chronological evolution." This photographic saturation is to such an extent that being informed in any cultural sense "means having an image of objects that resembles them in a photographic sense" (Kracauer [1963] 1995: 58). Consequently, as Ludmilla Jordanova states (2012: 13), "historians working in the nineteenth and twentieth centuries cannot afford to ignore the insinuating impact the medium has had" as it brought changes of scale, pace, and pattern to human affairs (see also Barber and Peniston-Bird 2009: 3-4).

This position raises the question of how history itself, as a practice, is perceived and practiced. Consequently, I want to consider what happens when we look not at how photographs might or might not be used as historical sources, but what happens when photographs, and their "insinuating impact," are allowed to intersect with the commonplaces of historical apparatus. What is the effect of photographs, how do they disturb the deep-held categories and assumptions of historical practice? These are clearly huge questions which sprawl over philosophy, theory of history, historiography, and visual theory, so what follows is inevitably only a sketch but I hope it will be sufficient to cause a little of that disturbance that Barthes found to be lacking.

Photographs, as historical sources, are perceived of as strange and different. They are dynamic, difficult, slippery, ambiguous, incongruous, and contradictory. It is easier to say what they are not, than what they are. W. J. T. Mitchell (2005: 7-8) has described the engagement with photographs as a "double consciousness" as photographs vacillate "between magical beliefs and sceptical doubts, naïve animism and hard-headed materialism, mystical and critical attitudes," tensioned, as sources, between sameness and difference. Julia Adeney Thomas (2009) has expanded this repertoire, describing photographs as flirtatious. They lead on seductively. They reveal in ways texts never could. But they also face us with the dualities of the relationship with history, visceral yet discursive, instinctive yet interpretative, sensuous yet cognitive, voluptuous yet analytical (Thomas 2009: 151-2). As Jordanova puts it (2012: 131), photographs as sources "possess a distinctive treachery." It is significant how emotional the language is.

Photographs are, perhaps, the discipline of history's Other.1 And as such photographs as historical sources are subject to the familiar cultural processes of Othering: typifying, fetishizing, and pathologizing. Indeed, the methodological fear of the photograph perhaps indicates a deep-seated unease lurking within the practice of history itself. For debates around photographs as historical sources and their lacunae offer "particularly intriguing insights into the nature of historical study itself" (Tucker 2009: 4).

So how is the historian to think with and through photographs?

THE STATE OF PLAY—PHOTOGRAPHS AS HISTORICAL SOURCES

Almost since the inception of the medium there has been an awareness of the impact of this mimetic technology, with its reality effects, on the way history might be thought about. In many ways the debates around photographs are not dissimilar to those about the relationship between history and memory. This latter debate asks what are the borderlines between the two in relation to the epistemic, qualitative, methodological, social function, and production for instance (see for example Assmann 2011)? In relation to photographs, is the fragmentary, still, unstable image capable of carrying historical information, importance, or even relevance? To what extent can it accord with the criteria of "truth" and "accuracy" that are "presumed to govern the professional practice of historiography" (White 1988: 1193). A number of scholars have attempted to answer these questions. Some, such Walter Benjamin, Siegfried Kracauer, or later Roland Barthes, have been simultaneously seduced and appalled by the historical potential of photographs. For them in that inalienable relationship between the photograph and the past, the photograph becomes not so much a source for historical investigation but a philosophical engagement with, and metaphor of, the historical process and historical relationship (for detailed exposition, see Barnouw 1994 and Cadava 1997).

My concern here is not to revisit that particular territory but to focus on photographic method within history itself and its implications for thinking about history as a practice. Before progressing to my main argument, I look briefly at some of the writing and "advice" on "using photographs as sources" because this highlights the extent to which photographs have been mapped onto the practices of history, and again points to some of the preoccupations of history as a discipline. For the problems that confront historians when addressing photographs are not contained within medium specificity alone but grounded in the relationship between medium specificity and the apparatus of history itself. I argue consequently that it is necessary to consider the work of photographs at the intersection of photography and the historiographical and philosophical categories that cluster around a sense of the past, its sources, and its articulation.

Undoubtedly in recent years there has been greater focus on visual methods within history, but too often its treatment is cursory and pedestrian. Scoping the general field, looking at methodological and historiographical advice, however, it is astonishing, given the visual saturation of the past by photography, film, TV, and more recently digital media, to note how seldom "photography" or even "images" are even indexed in books on historical method.2 Where there is discussion the range tends to be very narrow, given the huge range of photographs historians might encounter. Often the focus is on decoding famous, canonical, and highly "performative" images, with clear semiotic and iconographical structures. Those used as examples, although striking, are seldom the kind of photographs that historians might use: Dorethea Lange's The Migrant Mother, Joe Rosenthal's photograph of raising of the USA flag at Iwo Jima in the Pacific War in 1945, and the Family of Man Exhibition of the 1950s are recurrent favorites in this context.

Many commentators rightly stress that photographs are like any other historical sources and should be subject to the same methodological rigors; as Jordanova puts it (2000: 190), photographic sources need to be subject to "a clearly shaped argument, the apt use of visual 'quotation,' a well-chosen framework, a good fit between materials, arguments and conclusions." While one can only agree with such a statement, there are perhaps two unintended consequences. This stress on the similarity of methodological approaches for photographs and other classes of document, means that they are subject to the same language as textual forms—reading, documents, records, and so forth, setting up very specific sets of practices and expectations. This position encourages a broadly linguistic or semiotic model of analysis—how photographs might be read—as texts, how historical fact might be excavated, almost archaeologically, from the surface of the image, and how those facts might or might not be reliable.3 In many ways this position was set up by Hayden White's comment (1988: 1,193): "They [historians] should also recognize that the representation of historical events, agents, and processes in visual images presupposes the mastery of a lexicon, grammar, and syntax—in other words, a language and a discursive mode-quite different from that conventionally used for their representation in verbal discourse alone."

Therefore, while photographs are deemed, rightly, to require their own set of skills, it is still one couched in the practices of texts—of reading, of lexical spaces, syntax, and so forth. This is certainly part of the equation; it is how photographs communicate. Questions of composition and style frame the subject in ways that demand attention, while simultaneously being molded by specific sets of circumstances. However, the linguistic approach of "reading" photographs has also tended to loop discussions back into aesthetic categories of style or iconography or to linguistically derived photographic theory, in which the commonplaces of photographic theory such as index, trace, signification, and so forth are used to "explain" photographic sources. This position is manifested through continuous recourse to a limited range of commentators on photography itself, notably Susan Sontag and Roland Barthes whose musings have become, for better or worse, absorbed as historical evidence in and of themselves. Thus, this sense of methodological sameness becomes a vehicle for reducing photographs to a form of textual analysis, with a stress on "reading" their semiotic structures, while simultaneously overwhelming historical method in relation to photographs, and their theoretical apparatus, which render them "different"—history's "Other."

It is the difference of photographs which tends to dominate methodological approaches; this is the second unintended consequence for in their sameness they are found wanting. So, photographs tend to be sequestrated as "alternative sources," marginalized methodologically and historiographically rather than integrated into a wider historiographical debate and subjected to many of the same concerns, such as source criticism, which are applied as a matter of course to textual forms. While this debate might draw on language familiar to historians through textual sources, as I have noted, the result in practice is that photographs are seen as needing "very special, almost arcane skills," as a consequence of which they become "mystified and their difference from text reinforced" (Jordanova 2000: 189-90) as unfamiliar materials become endowed with special status (see also Barber and Peniston-Bird 2009).

A recurrent concern of difference is that photographs are too subjective, and stimulate emotion not analysis, despite such an accusation being applicable to all historical sources in one way or another, Levine (1989: ix) suggests that this "subjectivity" underlies the historian's "Othering" of photographs; "fearing that analysis of historical photographs must, by definition, be fatally subjective, scholars have tended to tiptoe lightly over photographic content." Jordanova likewise warns against the photograph's claims to authenticity on emotional grounds and the dangers, for the historian, of "unthinking sentimentality" (2000: 98), for the "emotional impact of photographs is both treacherous and seductive ... the capacity of photographs to work on the emotions ... renders it at once an alluring and also dangerous historical source" (2012: 131-2). This voluptuousness is, like many constructions of the "Other," both enticing and dangerous and must therefore be controlled by other sources.

The result of these anxieties is a fear of moving photographs into the very center of historical analysis. The tendency is to embed them within other sources to the extent that they are left with little to do but illustrate conclusions reached by other means rather than "offer evidence on which to frame new hypotheses or with which to test old ones" (Levine 1989: ix), surely the purpose of all historical engagements. Of coarse photographs do indeed require careful relational positioning with other sources. An understanding of precisely how they communicate, how they translate questions of ideology through signifying properties of the content of the image, is crucial. However, such approaches, which essentially focus on content, style, and genre, remain limited in understanding the wider work of images which encompasses questions about audience, consumption, institutionalization, circulation, ownership, and remediation.

This wider conceptualization of photographs has been termed a visual economy, a concept that emerged from anthropology (Poole 1997). It offers a way of thinking about photographs premised not on what photographs show—texts from which data can be extracted—but what photographs "do" as actants within social and cultural practices. Penny Tinkler's Using Photographs in Historical and Sociological Research (2013) is one of the few "manuals" that discusses these aspects in methodological detail. While others, notably Burke (2001) and Jordanova (2012), address discursive and contextual approaches to photographs as historical sources and their dynamics within a broader visual rhetoric, this new historiography is perhaps most cogently articulated in Tinkler's volume. As with Poole's visual economy, the social and cultural practices of photographs and their entanglements form the basis of the discussion. Significantly, the starting point of this volume is not art history or visual culture, but history itself—and more particularly the social sciences—and centered not on techniques of analysis as such but on "what researchers do with photographs" in order to engage with the methodological and historiographical possibilities available and their messiness (Tinkler 2013: xii). What is it like to work with seriality, large data sets, unattributed images? What is the role of archiving? What is the role of time? How do people talk with images?

Overall much of this methodological "advice" and analysis, as a gathered held, is both worthy and sensible, and one does not hesitate to put it in the hands of one's students. But at the same time there seems to be something missing—not the practices of photography, photographic theory, visual communication which are drawn on in varying degrees, but of history itself. The thinking about photography, photographic theory, and art historical methods does little to dislodge or even disturb the practices of history. Instead photographs remain largely either bolt-ons or illustrations because, for the most part, the critical practices of the discipline appear to dissipate strangely in the face of the photograph. As Jordanova has noted (2000: 190), "The pictures become decorative add-ons—they are not integrated into historical arguments, but treated as unproblematic illustrations of insights arrived at by other means." That is, despite disciplinary practices in relation to evidence, context, and so forth, and despite exhortations to the contrary, photographs are not subjected to the apparatus of historical practice to the same degree. They are yet again "Othered"—outside the norms of the discipline.

More importantly, the state of play I have summarized does not fully acknowledge the sense in which the very existence of photography might shift the epistemological frames through which the act of historical practice and imagination operates. As a result, debates largely elide the central challenge of what it is to do history in a world, in an age, in which photographs existed, "as inhabitants of the photographic universe" (Flusser 1984: 47). I suggest that photographs shift the shape of the historical endeavor, even if they are not being used as sources. White's observation that (1988: 1194), "the historiography of any period of history for which photographs and films exist, will be quite different if not more accurate, than that focused on periods known primarily by verbal [textual] documentation," what he terms historiopboty, seems to have been largely unheeded historiographically as commentators struggle for a language of "meaning."

Up against such a methodological and historiographical security alert, it is perhaps small wonder that, even if few historians now would view photographs as unmediated windows on the world, many nonetheless take a largely uncritical, illustrative, even careless approach to photographs. Photographs are sequestrated at the very margins of analysis, positioned within logocentric practices, rather than engaged with in an intellectually creative way at the center of the practices of history. Small wonder then that photographs are not understood in terms of the impact they might have on the very practices of history itself. However, as I argue, photographs have changed the historiographical stakes; so what follows in this chapter is an overview of some of the ways in which photographs might cause that disturbance to those categories of practice and commonplaces of history, a counter narrative to the debates located on the margins of historical method which I have just outlined. For it remains that despite these debates and the oft-quoted 1927 statement of Hungarian artist Moholy-Nagy that "the illiteracy of the future will be ignorance of photography ... historians have still not taken full measure of this statement ... the most one can say is that photography and film are taken more seriously than they used to be" (cited in Tosh 2010: 257). So it is not simply that photographs need to be taken seriously as sources, but more importantly they are entangled in the very practice of history itself.

DISTURBING THE FIELD

It is probably no coincidence that the massive expansion in foci for historical study, which effectively began with the Annales school, although arguably there were earlier resonances, emerged from the photographic age in which time, space, experience, and memory were refigured. This reframing of historical endeavor over several decades quietly enabled an extension in legitimate topics for historical study into everyday experience, and formulated the methodologies, such as micro-historical techniques, to address them. This shift served to "direct our attention away from structures, processes, and synthesis toward how ordinary people in the past experienced the world" (Domanska 2009: 181), a historical domain that photographs are supremely well placed to address. Likewise, it is no coincidence that the rise of visual histories offered in "old photographs" of the kind tracked by Raphael Samuel (1994: 315-33), emerge in the same historical moment as the social and cultural destabilization in the 1970s and 1980s. Indeed, it has been argued that "many of the excitements and anxieties" of postmodern historical method are a response in part to the massive expansion of sources from textual into the visual and indeed material realm (Thompson 2000: 97). This echoes my overall argument here that the very existence of the saturating force of photographs contributed, perhaps unacknowledged, to that disturbance, a disturbance of what is deemed to be historical truth. We are firmly back with the question what it is to practice history in the age of photography.

Photographs, for instance, appear to have Rankean reach into the past, to tell it as it really or essentially was (the nineteenth-century German historian Leopold von Ranke's famous edict on historical practice and truth to sources: "wie es eigentlich gewesen"), "the pure spectorial consciousness" that Barthes equates with the perception of photography (Bann 1984: 134). The photograph's reality effects—"it was there"—accord with the historian's desire for directness, for facts. Photographs also intersect temporal and spatial spheres. They have a "proximity effect" (Petterson 2011: 185)—the there-then/ here-now (Barthes 1977: 44)—the appearance of a direct experience of the past. This is their historical seduction, their flirtatiousness, their magic. Yet those reality claims are in themselves problematic. There is, on the one hand, a very substantial body of critical theory around power, concepts of the real, and representation from Baudrillard (1994) to Tagg (1988, 2009), that has argued why such claims to the real cannot or should not be so. On the other hand, there are historians worried about the way in which photographs can unintentionally, or indeed intentionally, manipulate "reality." As Didi-Huberman (2008: 33) has argued, in the context of Holocaust photographs, too much and too little is expected of photographs: ask the whole truth and we will be disappointed, for photographs are messy, inexact, or we ask too little, "immediately relegating them to the sphere of the simulacrum." The net result is the same; an inattention to photographs, because they are found somehow inadequate to the task of doing history. Yet the promise of seduction remains—what kind of history, what kind of photography can allow us access to that physiognomy of the past that Cadava noted (1997: xviii)?

So in order to resist seduction and apply a more ordered response, it is necessary to explore more closely the way in which photography disturbs the core nodes of historical relations and the practice of history. How can thinking through photographs "stretch the habits of the discipline" (Jordanova 2011: 1468)? Such a position does not, it must be stressed, dispose of photographic categories such as index, icon, trace, or representation, or indeed the concerns of historians in the apprehension of photographic sources. Rather it complicates them in an attempt to escape the methodological conundrum which is perhaps the basis of academic history's uneasy relationship with photographs.—that they are too raw, too visceral, too subjective, too fragmentary, too slippery. Indeed, there is a particular "hermeneutics of suspicion" which has marked historians' relationship with photographs which has some similarity with the kind of anxieties that afflicts photography more generally (Kelsey and Stimson 2008: xxii).

But above all these processes and concerns are underpinned by the commonplaces of historiography and historical apparatus—time, distance, agency, event, fragment, context, voice, and presence, for instance. Yet photographic categories and dynamics sit in uneasy relationship with them. These historical commonplaces themselves have been extensively critiqued though the various and multiple turns and "-isms" to which historical practice has been subject over many decades. The assorted "turns" of the new historicism that placed social and cultural dynamics at the center of analysis has, however, when faced with photographs, found itself largely perplexed, despite, as I have noted, the impact of photographs as an expanded historical source on recent historiographies (Blouin and Rosenberg 2011). My intention is therefore simply to position aspects of these arguments in relation to photographs, because these historiographical commonplaces continue to resonate through the ways in which the past is accessed, photographs being no exception. While brief of necessity, each could constitute a chapter in its own right and all relate to the central methodological and historiographical conundrum of history's Other.

CONTEXTS AND FRAMINGS

Historians excel at "context"—at making judgments about the evidential performances of relations between subjectivities of actants, happenings, effects, and so forth. However, the fragmenting nature of photographs, even those in series, is a major challenge for the historian. It is perceived as difficult to build a synthetic view from these units and fragments of past experience, thus the assumed and oft-cited weakness of narrative pulse in photographs. The response is thus often to collapse into a greater reliance on the major commonplace of historical practice "context," disproportionately so when compared with the contextualizing practices applied to other kinds of source.

There is a sense that photographs have to be simultaneously stimulated into narrative action by context while their messiness and semiotic unreliability is contained by it. Arguably one of the problems found working with photographs, and a point to which I shall return, is the uncertainty of what kind of history is being presented through photographic inscription. While Jordanova, quoted above, urges a "well-chosen framework," faced with photographs there is too often an over-emphasis on simplistic notions of context, as if this will contain the meaning of an image or give us an automatic conduit to a set of truths through assigning one or other of particular sets of framing attributes: a colonial photograph, a family album from the period of German National Socialism, a press photograph of political violence (Bal 2002: 133-8; Felski 2011: 577).

There is, as with other commonplaces, a huge theoretical literature on context which cannot be addressed here, so historians are profoundly aware of the problem (Dilley 1999: x). But with photographs that critical position as to how coherence is constituted tends to give way to a sense of the self-evident—as something potentially "stable, clear and self-sufficient" (Dilley 1999: 2)—as patterns of connection and indeed disconnection are woven around them. The apparent coherence of internal context of the image, its content, working with the naturalism of the photograph, seems to create an assumed set of external, thus analytical, relations. As Kracauer has argued ([1969] 1995: 141), we "tacitly assumed that our knowledge of the moment at which an event emerges from the flow of time will help us to account for its occurrence." Hence, the problems encountered with the ideological pull on photographs, for instance, is perhaps created by the contradictory tensions between micro- and macro-analysis—between the constitution of micro-event and macro-meaning. Ankersmit contends that (2005: 279) the gravitational pull of context can drain the object or the subject of content to the extent that "the thing itself ... will be left with little to say, emptied of other possible contents." This has been the case, for instance, with much analysis of colonial photographs where the context, characterized within Foucauldian model of the operation of power and its attendant gaze, meant there was little space for an indigenous voice. The process disempowered those who saw their ancestors in these photographs, reducing subjects to colonial objects and oversimplifying complex human relations (Edwards 2011: 174-5). Such analytical processes mean particularly, as Ulrich Baer has contended (2002: 3), that "we paste the image into a particular type of historical understanding" using it to demonstrate, or, as I have noted, even illustrate, what is already known from other sources rather than admit a history worked out from the traces that present themselves from the image itself. In this process, paradoxically, photographs themselves become "contextual" and definitive for other historical narratives by giving the past a concrete appearance, rather than being themselves provocative and suggestive (Levine 1989: x). Not all photographs of course have the same density of possibility, as they carry different political and social weight and different densities of intention and composition. They also hold their meanings for different lengths of time: photojournalism of major events, sustained by written sources, falls away more slowly than that of family photographs sustained by oral memory for example (Newland 2012: 261).

Thus, it is necessary to think about photographs as sources more flexibly, taking account of their historiographical energy, as nodes of historical experience rather than valorizing a flattening and uncritical concept of context as an assumed value. The point, as Brian Axel argues of historical anthropology (2002: 22), "is not to abandon the notion of context [such an action would indeed be foolhardy], but generate a critical analysis of contextualization, from which we might illuminate disparate cultural forms of creativity, subversion or collective identification." By simply approaching photographs by wrapping them up in a predetermined explanatory model, where it can only be relative to its context (Scharfstein 1989: 1-2), there is danger that what they have to tell us as historical sources is overlooked. It is for similar reasons that Mieke Bal (2002), drawing on debates in cultural analysis, has advocated the notion of "framing" over context. "Framing" as an active verb produces an event, and marks the historian's agency in producing an object, here a photograph, through its relational dynamics, rather than merely juxtaposing with or wrapping it in the over-determining strictures of "non-conceptual" data. As Bal points out (2002: 134), this is more than a matter of terminology but one of implications—here the implications for what it is to consider the practice of history and history within a photographic age.

EVENT AND TIME

If the fragmentary and resistant nature of photographs tempts an over-compensation of context, it raises the question, how do those fragments constitute a focus of meaningful historical engagement? "How" as Alan Trachtenberg puts it (1989: xiv), "to make random, fragmentary, and accidental details of everyday existence meaningful without loss of the details themselves, without sacrifice of concrete particulars on the altar of abstraction"? This in turn raises the broader epistemological question: what does the existence of photographs do to a sense of time and historical event? Photographs are profoundly temporal things, yet they have "imploded time" as large temporal dimensions of biography and experience spring from the compression of the moment of their making (Lister 2012: 48). In bringing an inexhaustible number of realities and truths, "separate grainlike elements" (Flusser 1984: 51), to the surface and to analytical visibility, photographs change the rhythm of the past, they destabilize what has been conventionally thought of as historically significant. Thev disturb the scale of historical attention.

As with context, event, or happening, the pulse and skeletal structure of history is a commonplace that has attracted much debate and many definitions. Reinhart Koselleck (1985: 105) argued that event, a happening in a specific time and place, is separated from the infinity of circumstance; photographs still that infinity, causing the separation on which event depends. But photographs challenge the sense of "event," they do not simply provide happenings to be grouped, but constitute the very happening itself. However banal and inconsequential the subject matter, and as I have noted photographs have different densities, the photograph frames the fleeting instant: it heightens, projects, performs, and pushes into significance and analytical possibility. As such it blurs "the very distinction between 'historical' facts on the one side and non-historical ('natural' facts, for example) on the other, a distinction without which a specifically historical kind of knowledge would be unthinkable" (White 1988: 1196). Photographs give the moment a stability and definition, identifying it as a "minimal unit ... in historical discourses" (Fogelson 1989: 134). In this way, they give these fleeting moments the look of "event" or "happening," as the trace is inscribed without hierarchy on the picture plane as spatial and temporal elements are intensified within the frame.

Consequently, in terms of history the photograph is part of the translational processes from non-event to event. Indeed, arguably it obliterates, or at least confuses, the distinction. Georg Simmel argued that there was "threshold of fragmentation" below which event dissolves (quoted in Koselleck 1985: 106), while Martin Jay asks of an event (2014: 91), "How do photographs record and preserve what can justifiably be grouped under this rubric?" But the photograph contests this assumed identification of event, happening, or significance by holding the atomic structure of experience and happening clearly in place. It shapes a moment, giving the appearance and equivalence of an event to happenings that otherwise have "no properties, physical or otherwise: it is a null or non-event" (Fogelson 1989: 134). Defined in this way, photographs are not "of" events but actually create the appearance of event (Flusser 1984: 14). All photographs thus become events in the historiographical sense, because they bestow the appearance of completeness and coherence of experience. They form links between the event of the everyday and the shape of epoch. In this immediacy, photography offers not only the minutiae of scale in its random inclusivity, but affective and ideological proximity (Phillips 2004: 128) that disturbs traditional hierarchies of significance. Photographs shift the scale of historical attention. As I have noted, it is no coincidence that the expansion of legitimate historical focus and the contemporary historical fascination with experience emerge from the photographic, and now the digital, age. The existence of photographs has, unacknowledged, shifted the scale and dynamic of the concept of historical happening. They allow, as Paul Ricouer (2004: 210-11) has remarked of scale and micro-historical technique, new interconnections, as he argues "what becomes visible are not the same interconnections, but rather connections that remained unperceived on the macrohistorical scale."

TIME AND DISTANCE, PROXIMITY AND PRESENCE

Event is clearly entangled with the photograph's temporal complexities. Photography's temporal dynamic is perhaps its most compelling intervention in terms of the commonplaces of historical apparatus. Time is the essential historical experience of photographs. History's temporal inflections are likewise well documented and theorized (see Phillips, Caine, and Thomas 2013), blurring the idea of distance and a separation from the past as that which "has been" appears present. Indeed, Peter Burke (2013: 26) has noted that discussions of historical distance often employ visual analogies—"perspective," "point of view," or "foreshortening."

Photographs have been conceptualized as "frozen moments in time" as the cliché has it, as fragments extracted from a linear flow of time, random moments from an imaginary continuity. This sense of the contained and isolated fragment has also, as I noted above, tended to emphasize the semiotic and representational aspects of the image and its visual affect. However, as Jan Baetens and colleagues argue (2010: viii), thinking about photography must move beyond the singularity of time. For the image can accommodate "new readings of time aspects ... which is never just a slice of time." If the possibilities of how photographs can be thought about in relation to the past is to be expanded, and be responsive to the kind of pasts that might be encountered, it is necessary, as Baer argues (2002: 1), to reconceptualize them temporally: "Only if we abandon or substantially revise the notion of history and time as inherently flowing and sequential will we recognize what we see or fail to see in ... photographs." In other words, how do concepts of time and history, as they intersect with the ontology of the photograph, cause photographs to be understood or misunderstood or misknown?

At root is the photograph s insistence on the "there-then—here-now (Barthes 1977: 44). The historical distance of photographs is a "conceptual distance which can be diminished or augmented in ways that can fundamentally change our sense of what history represents" (Phillips 2004: 124). Temporal distance has always been a prerequisite of the historical endeavor; indeed, as Mark Phillips has posited (2004: 128), it is sometimes difficult to distinguish between the concept of historical distance and the idea of history itself. But photographs cut across this, they again blur analytical categories. Photographs are both distance effects, they are ineffably "of" the past in all senses, and closeness effects in that they carry a sense of immediacy: "A strange web of time and space: the unique appearance of distance, however close at hand" (Benjamin 1979: 25). As such photographs modify and reconstruct the temporality of historical accounts, thereby shaping every part of historical engagement: they offer an "entire continuum from proximity to detachment" which resonates through historical practice (Phillips 2004: 126).

These ideas of distance, proximity, space, and time are manifest through the idea of presence which has become increasingly central to debates in the interstices of historiography, philosophy, and photography (e.g., Romanek 2015). What mitigates the dominance of temporal distance, the gap between past and present, fact and narrative, is the spatial immediacy and "proximity effect" (Petterson 2011: 185) offered by photographs. If presence is marked by temporal contemporaneousness, photographs also offer a spatial dimension to presence; "the more you press on space, the more the notion of time will return with a vengeance—and vice versa" (Baetens, Streitberger, and van Gelder 2010: vii).

Photographs' reclaiming of presence, an individualizing of the past is, in historiographical terms, related to questions of agency and affect. Important for my argument here is Ankersmit's claim (2005: 1) that such a position constitutes a move from attempts to find meaning through deconstruction (perhaps in the case of photographs, the fixation with linguistically derived semiotic models that I have noted), to the intensity of the contemporary fascination with holistic experience which pervades history. An individualizing of the past is something to which photographs contribute so markedly. This position also privileges the potential subjectivities of the photograph, which, as I have again noted, have long troubled historians, as they emerge within the frames of the new affective and subjectivist histories which have marked recent years (see, for instance, Edwards 2015). Here this sense of presence is often shaped not by context, but rather a rewriting of the framing of photographs in the form of a subjective pre-discursive recognition and rescripting that forensic which privileges content over for instance, genre, form, or context. It reasserts photography's primal scream—it was there. Yet this is not a naive realism, but a return to the close analytical reading of the object in ways that form a critical forensic of photographic engagement (Bal 2002: 10; Edwards 2016).

This approach to photographs can also be linked to the ways in which Eelco Runia (2006) has attempted to track the shifts in historiographical desire from meaning to experience. He argues that despite the search for meaning and the understanding of the mechanics of meaning what is actually wanted is something else. That thing is "presence." As Runia explains (2006: 5): "presence is being in touch, either literally or metaphorically with people, things, events and feelings that made you the person you are," it is the "desire to share the awesome reality of people, things, events and feelings, coupled to a vertiginous urge to taste the fact that awesomely real people, things, events and feelings can awesomely suddenly cease to exist." Photographs, I would argue, are at the center of this vertiginous historical tension between presence and non-presence. It is the root of their historiographical flirtatiousness as they play on time, space, absence, and presence.

CLOSING THOUGHTS

What I have suggested here is not necessarily a methodological manifesto that can be applied to photographs in a direct sense. Rather it is a series of "sensibilities" through which historians could productively approach photographs, namely by thinking through what the very existence of photographs does to their own practices, assumptions, and categories of analysis. Can "event," for instance, ever be quite the same thing in a world where photographs frame and project in essentially similar ways and with similar conviction, the negotiations of an international peace treaty and the signing of a marriage register or posing with the dog? How can historians manage the dilemmas of scale between detail and structure, structure and detail, in relation to photographs (Ricouer 2004: 209-12)? I have suggested here that understanding of photographs and their relation to history involves not only an address to their content and meaning, but more importantly a consideration of "doing" history itself, represented through deepseated assumptions and practices, and how the latter might be destabilized by bringing photographs into the center of that thinking.

Ankersmit (2006: 336) has argued, possibly somewhat rhetorically but still good to think with, that


the lingualism of the philosophy of language, of hermeneutics, of deconstructivism ... of semiotics, and so on has become by now an obstacle to, rather than a promoter of useful and fruitful insights. The mantras of this are now so oppressive ... [that] the notions of presence [and a few others I would argue] may help us to enter a new phase of theoretical reflection.


This might, as he contends, loosen ties with some of the theoretical models on which we have relied, including those, as I have suggested, in photographic analysis. At the same time we can expand the possibilities of cultural and narrative meanings of photographs through revisiting the critical concepts and apparatus from history itself. If historical documents function as evidence of what the past might have been like, photographs allow us perhaps to reach further into that past in new ways because of the sense of historical experience that exceeds other historical sources (Tucker 2009).

There is ample scope I would argue for history's Other, photography, being brought into the center of both historical analysis and theory as a prism through which to think about not only larger historical questions, but also about the very physiognomy of history and its practices. If photographs are lacking in the narrative imperative of history, they contribute almost infinite granularities which open up larger questions. And there are a number of historians addressing this possibility, for instance Jane Lydon's study of colonial humanitarianism in Australia (2016), Craig Campbell's examination of indigenous experience in Siberia under the Soviet regime (2014), Julia Adeney Thomas's work on Japanese memory and the Second World War (2000, 2008), Catherine Clark's methodologically charged approach to photographs and the making of the narrative of the Liberation of Paris in 1944 and the memory of the city (2016, 2018), or Erica Hanna's analyses of both macro- and micro-histories of Ireland (2014, 2015).4 In these studies, and others like them, photography is revealed as a site through which historical questions can be asked and indeed at least partially resolved. More abstractly, photographs are also revealed as hitherto unacknowledged shapers of the shift in theoretical interest from practices of narration and representation to questions of historical experience. Photographs are thus shown to be crucial in analytical attempts to recover the category of experience as a historical modality, and where subjectivities are not necessarily dangerous but invigorating. As such they should be acknowledged as innovative and effective narrative drivers in writing history.

This address becomes even more pressing in the face of the hyper-flows in images in the digitally linked world in which historians face a veritable tsunami of possible sources, with all the methodological challenges that that brings (Shawn, Milligan, and Weingart 2015). Within this new historical environment, photographs are repurposed, remediated, refigured, and reinterpreted in an uncontainable flow. Thus, the sense of the image and its historical potential is understood as increasingly unstable, whether in the atomization and individuation of history as a practice or the demands of geopolitical validation being placed on photographs in, for instance neo-nationalist histories. This is beyond the scope of this chapter, but I mark it because this hyper-flow of photographs is rapidly complicating all that I have described. It offers further and more complex challenges to questions of veracity, distance, proximity, and credibility. Yet the basic tenets of questions that I have explored in the relationship between photographs and historical apparatus do not go away, they simply become more urgent in the face of potential fragmentation and centrifugal force, and where the technologies of historical thought—its physiognomy—are challenged at a profound level.

Both photography and history are "citational structures" always referring, through their permeability, to something beyond and something of perhaps limited knowability despite all appearances to the contrary (Cadava 1997: 85). Photographs seep into almost every corner of historical endeavor. Faced with the challenge of the photograph as a mediator of the past, we are returned to that "struggle of the document" which dogs all historical endeavor (Ricouer 2004: 172). But this is not merely an extraction of evidence. The struggle for the document takes on a new dimension in the digital age. Perhaps photographs within the historical domain should be thought of as scientific experiments, in which each experiment has the power to overturn established knowledge and open up another space (Gross 2012: 18). We cannot begin to address photographs as historical sources without integrating them into the whole notion of what it is to do history, recognizing that history itself is saturated, unnoticed, by photography—the very physiognomy of history.


NOTES

1. Joan Schwartz (2002) has made a similar argument for archival practices.
  2. For instance the copious Companion to Historiography, edited by Michael Bentley, contains precisely nothing on photographs. Indeed, archives themselves receive a mere thirteen pages, out of nearly 1,000, at the end of the book (Bentley 1997). John Tosh's widely used The Pursuit of History has only two pages on photography and film (Tosh 2010: 255-7).
  3. Rosenthal's photograph of the US troops raising the flag at Iwo Jima in the Pacific War in 1945 is often cited as an image of dubious veracity, or the equally famous case of Joseph Stalin and the disappearing Commissar (King 2014).
  4. One could add to this list special issues of the journals History and Theory (Tucker 2009) and Journal of Visual Culture (Hunt and Schwartz 2010) and the essays therein.
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CHAPTER TEN
Archaeology and Photography

CHRISTINA RIGGS

With the legs of its tripod stretched over an excavated grave, the camera itself appears to be the subject of this photograph taken in Egypt in the winter of 1910-11 (Figure 10.1). The grave was one of thousands in a prehistoric cemetery at Gerzeh, southwest of Cairo, and the photographer—his face shaded by his sun-helmet—was British archaeologist Gerard Averay Wainwright. This particular image might well have been taken in order to demonstrate how an archaeologist should photograph such a find, which would explain why the camera cover has been left off, ensuring that the set-up is visible. The tripod legs sit on solid if uneven ground, and the camera body has been turned 90 degrees forward to face lens-down. Short shadows indicate that Wainwright was working at midday, but hours of effort had already gone into preparing the grave itself for its moment beneath the camera lens: the excavators carefully removed the earth to reveal a row of pottery jars left in place as found, while the burial itself, a corpse covered by a woven mat, has likewise been brushed clear of debris. With the archaeologist and the camera positioned as the center of attention, it is easy to forget the other people present when this photograph was made, whether out of shot or in the distance, where an Egyptian man with a rifle keeps watch on the horizon line.

This "how-to" photograph is an effective starting-point for considering the affinity, and long-established association, between archaeology and photography. It illustrates a number of the issues that this chapter will discuss. Dating from the early twentieth century, the photograph comes from a period when large-scale archaeological excavations were being conducted in many places around the globe, and in particular in places like Egypt that were within the ambit of European colonialism and imperialism. The Wainwright photo's self conscious attention to method also reflects the way in which archaeology adopted photography as a fieldwork tool, developing a set of standards about what to photograph and how to photograph it. The camera became a crucial part of archaeology's professionalization, while the archiving, circulation, and publication of photographs helped create its public face and institutional identities. Today, both digital and analog photography remain essential to archaeology, from field-based practices such as excavation, survey, and epigraphy (the recording of inscriptions), to the teaching and research undertaken in archives, libraries, museums, and universities.

This chapter begins by tracing the relationship between photography and archaeology as it developed over the course of the nineteenth century. In an age that valued empirical knowledge, the camera seemed to offer a mechanical, objective recording device, but many of the early photographs taken of ancient sites owed their appearance to existing notions about the grandeur and romance of antique ruins. The chapter's second section focuses on what is sometimes considered the "golden age" of archaeology in the early and midtwentieth century. This section uses advice manuals written for archaeologists to examine the set of standards the discipline adopted as photography became a specialist skill in the field. Archaeology also incorporated images of camp life or site labor in its camera work, as well as making use of aerial photography, photographic epigraphy, and what was sometimes termed "object" or "museum photography." Such a proliferation of photographs led to the formation of large archives, many of which survive today in institutions that sponsored archaeological projects. In the chapter's third section the chronological survey of archaeology and photography is brought up to the present day, when digital photography dominates the field and scanning technology encourages the digitization of older photographic archives, too. Awareness of the past importance of photography in archaeology has led to a number of books, museum catalogues, and academic articles that deal with this subject. Some of these take a descriptive, even laudatory, approach to the history of archaeological photography, but increasingly, as the final section of this chapter shows, scholars recognize the need for more detailed and critically informed analyses of the role photography has played—and continues to play—in the study of the ancient past.

[image: ]FIGURE 10.1: Archaeologist Gerard Avery Wainwright at Gerzeh cemetery, Egypt, in 1910, showing the camera position for photographing a burial. Lantern slide 1998.398.1.2. Copyright Pitt Rivers Museum, University of Oxford.

FROM RUINS TO RECORDS: PHOTOGRAPHING ARCHAEOLOGY IN THE NINETEENTH CENTURY

Photography and archaeology emerged at almost the same time in the 1830s and 1840s. Both William Henry Fox Talbot's calotype process, which yielded paper negatives, and Louis Daguerre's technique for exposing positives on silver-coated copper, immediately suggested their potential use in recording ancient monuments and works of art. For European viewers already accustomed to viewing the ruins of Classical antiquity through picturesque paintings and engravings, it made sense to represent them in photographs instead. Not only was the photograph conceived, initially, as a mechanical and thus more objective image than a drawing or a painting, but it was also expected to be a time-saving device in terms of the human effort involved in creating and copying images.

How photographic technology would benefit the study of antiquity was thus already uppermost in the mind of leading scientist François Arago when he announced Daguerre's invention to the lower house of the French parliament in 1839. Quoted in many histories of photography (Frizot 1998: 77; Lenman 2005: 42-4), Arago's speech contrasted the daguerreotype to the hundreds of labor-intensive plates engraved for the Description de l'Égypte (1809-22), which had been based on drawings made by the engineers and artists who accompanied Napoléon's expeditionary force in Egypt, How much more these savants could have done to record hieroglyphic inscriptions had they been equipped with two or three of Daguerre's set-ups, Arago claimed: "Had we photography in 1798 we would possess today faithful pictorial records of that which the learned world is forever deprived of by the greed of the Arabs and the vandalism of certain travellers" (quoted in Bohrer 2011: 29).

Arago's call did not go unheeded: the French government commissioned specialists to take daguerreotype technology to southern Europe and the Middle East, where Orientalist painter Horace Vernet and Gaspard-Pierre-Gustave Joly de Lotbiniére made the first daguerreotype on Egyptian—and African—soil, in Alexandria in November 1839, overseen by long-reigning governor Mohamed Ali himself (Golia 2010: 14-15). Ali's interest indicates the novelty and prestige associated with early applications of photography, which was quickly adopted throughout the Middle East. Joly de Lotbiniére went on to photograph the pyramids at Giza, and many other European and American photographers would follow in his footsteps around the eastern and southern Mediterranean (Lyons et al. 2005). The region's bright sunlight was a boon for early photographers, given some of the technical limitations they faced. But without a pre-existing desire and predisposition for creating images of ancient monuments, photography would not have sought out these subjects—nor would it have spread so rapidly throughout the increasingly well-connected nineteenth-century world.

Many of these early photographs are "archaeological" only in that they represent the material remains of antiquity, often framing views (the Giza pyramids, the Acropolis, Chichén Itzá) or works of art (both ancient originals and plaster casts) that would become part of the visual repertoire of archaeology—and of colonial and imperial expansion. As Lyons and colleagues (2005: 25) observe: "Behind the spectacle of remote, emblematic, and picturesque places stood implicit assumptions about the future progress and destiny of nations." Photographers framed their work both literally and figuratively with reference to emerging scholarship on antiquity: Maxime Du Camp's Egypte, Nubie, Palestine et Syrie (published in 1852), a large-format folio of his calotypes, was prefaced by an introductory text that quoted extensively from the work of Richard Lepsius and Champollion, at the time the best-known scholars of Egyptian antiquity (Ballerini 1993: 147-9). Furthermore, the routes traveled and photographed by Du Camp or Francis Firth in Egypt and the Holy Land (Nickel 2004), or William Stillman in Greece (Bohrer 2011: 95-9; 2015), to give just three examples from the era, helped establish both a tourist itinerary and a tourist gaze that relegated the contemporary populations of these lands to exotic "types." Photographers were also on hand to capture, and influence, the physical re-making of sites such as the Athenian Acropolis (Figure 10.2), photographed by Félix Bonfils at a point in the 1870s when post-Classical structures were being demolished to make the ancient temples stand out in the landscape—and in photographs—as monuments of modern Greek identity (Hamilakis 2001).

Yet, many nineteenth-century photographers of antiquities also sought to achieve certain visual effects in their photographs, working against the idea that the camera was a mechanical recording device or an authoritative instrument. In his photographs of Jerusalem and its environs in the 1850s, for instance, trained painter Auguste Salzmann experimented with light and composition for aesthetic impact (Bohrer 2005: 181-3, 2011: 147-50). Salzmann undertook some of his work for French archaeologist Felix de Saulcy, who had been examining Jerusalem for traces of its ancient past, and the artistic qualities of Salzmann's photographs can seem at odds with the dry explications in de Saulcy's accompanying text. Since archaeology itself was such a new field, however, there was not yet any agreement on what an "archaeological" photograph should look like or how it should be taken.

[image: ]FIGURE 10.2: Félix Bonfils, "Details of the Colonnade of the Parthenon," albumen silver print, 22.3 X 27.7 cm (image). Metropolitan Museum of Art 1982.1123.2. Gift of Douglas Dillon, 1981.

After the mid-nineteenth century, photography began to move to the new space of the archaeological site, for the first time documenting the process of excavation that was becoming a defining characteristic of archaeology (Banta and Hinsley 1986: 72-99; Frizot 1998: 77-9, 376; Lenman 2005: 42-4). In Egypt, governor Said pasha had recently hired Frenchman Auguste Mariette to establish a state-run antiquities service, and Mariette called on his countryman Théodule Devéria to make calotypes during excavations at Saqqara, west of Cairo, in 1859. By later standards, this was a heavy-handed clearance operation using compulsory (corvée) labor to locate the vast temple and burial complex of the sacred Apis bulls. Devéria took photographs of objects already cleared and arranged in situ and, in raking sunlight, reliefs and inscriptions on the walls of tombs. Devéria's photographs demonstrate an interest in capturing the details of the monuments as well as their setting, but they also include traces of modern presence, like multiple footsteps in tomb doorways—traces that later archaeologists would prefer to eliminate before any photographs were taken.

In the 1880s and 1890s, the development of pre-coated glass plates helped make photography ever more viable in archaeological fieldwork, as did the improved quality and cost-effectiveness of publishing photographs in books, magazines, and newspapers (Olsen et al. 2012: 48-9). Archaeology relied on visual representations to document and promote its work, both in the field and in the museums where many of the objects that archaeologists discovered increasingly found a home, thanks to the widespread practice of dividing finds between source countries and excavators' sponsoring institutions (Stevenson 2014, for Egypt). Although other visual media—drawings, paintings, plans and sections, models, casts—would remain important in the work of archaeology (Klamm 2017), photography stood out as distinct in several ways. Marked by notions of reliability and rigor, photographs lent scientific credence to archaeology at a time when it was seeking to distinguish itself from the antiquarian interests of previous generations (Diaz-Andreu 2007). However, it would be misleading to overstate the "scientific" value of photographs or to assume that archaeologists always considered photography superior (Brusius 2013, 2015; Kett 2017). Hand-drawn illustrations would remain vital for recording certain kinds of finds, such as pottery, and for copying inscriptions; painted copies of ancient wall decoration likewise combined human observation and visual representation more effectively than photographs, long after the development of color photography. Photography was one of many tools that archaeologists used, and their own doubts or dissatisfactions are important to recognize. Moreover, photography proceeded at a different pace in different parts of the world, in part due to inequalities of access to the chemicals and equipment it required (Kett 2017: 204). Only around the turn of the twentieth century did developments in camera and print technology, as well as transport and communication systems, begin to coalesce in such a way that photography could match the global spread of archaeology—and deliver archaeology to an eager armchair audience as well.

FROM EVIDENCE TO ARCHIVE: CAMERA WORK IN TWENTIETH-CENTURY ARCHAEOLOGY

Archaeology's new confidence, and dominance, in the early twentieth century did not put an end to debates about how best to use photography, what photographs should look like, or when a photograph was inadequate to the task at hand. Writing in 1915, the Classical archaeologist J. P. Droop issued some advice to excavators:


At the risk of being wearisome I must repeat that the camera must not be made a fetish; that though often indispensable it is not always enough, from its fatal habit of seeing too much, so that in its pictures sometimes the essential does not stand out clearly against the unessential background: I must urge again that whenever this seems likely to happen the photograph should be supplemented by a drawing. (Droop 1915: 46)


Droop's caution reflects the perceived need for multiple visualization techniques in archaeology, given the difficulty of controlling what would turn up on the photographic negative or print. But his words also indicate the extent to which photography had become essential to doing archaeology and being an archaeologist. Standardization and routine across its techniques—from digging to recording to photographing to publishing—were what set archeology apart from other fields of inquiry while at the same time making it broadly comparable to cognate disciplines (Olsen et al. 2012: 44-6). Photographs provided a primary record of an excavation's results, and archaeologists duly excavated in such a way as to make good photographs possible (see Figure 10.1); since a good archaeologist could record visually only what he (rarely she, at this time) had observed personally, photography and other recording techniques were inextricable from identifying evidence in the first place.

Droop was dispensing advice in a genre—the advice manual—whose very existence confirms that archaeology had established itself as an academic profession. However, archaeology was still a set of methods and practices learned in the field, not in the classroom. Those archaeologists who had university educations were likely to have studied Classics or ancient history, and many archaeologists active in the early twentieth century had no university qualifications at all. Thus, the existence of manuals on how to do archaeology was also a sign of the new discipline policing its boundaries, with appropriate use of a camera flagged up as one of the skills needed to cross the threshold between amateur and expert.

Photography merited its own chapter in what appears to be the first such manual for archaeologists ever published: Methods and Aims in Archaeology (Petrie 1904). Its author, the renowned British Egyptologist William Matthew Flinders Petrie, was self-taught, having first trained as a surveyor. His arrival in Egypt in the 1880s coincided with the beginning of an archaeological boom in the Middle East—and, not coincidentally, with increasing European intervention in the region. Petrie and his contemporaries equipped archaeology with a toolkit beyond antiquarian study of texts or aesthetic evaluations of objects. Stratigraphic excavation methods, with the concomitant stratifying of objects by type, series, and date, both called for and relied on visualization practices. With more kinds and quantities of artifacts being excavated, recorded, and collected, photography facilitated the creation of a corpus and the application of comparative methods. When Petrie wrote Methods and Aims, however, he was anxious that archaeology continue to make progress away from the "dilettante speculations" of earlier approaches (1904: vii). Archaeology needed "material facts" (Petrie 1904: 138), to which he accordingly devoted an entire chapter; likewise, it needed a systematic approach, which was the subject of another. Used properly, photography served both—and deserved a chapter of its own.

As Bohrer (2011: 81-4) has observed, Petrie's detailed instructions about how to photograph sites and objects readily conceded that photography was not the optimal recording method for some kinds of evidence, such as inscriptions, though it was "essential" for objects deemed to be works of art (Petrie 1904: 73). Delivered in Petrie's characteristic plainspoken style, the acknowledgement that photographic representation had its limitations, as well as an aesthetic potential, may seem to jar with his prevailing rhetoric of method and evidence. But it is entirely in keeping with late nineteenth and early twentieth-century expectations of image making and image use. On the making of photographs, much of the advice Petrie gave was out-of-step with his near-contemporaries and with the next generation of archaeologists. His advice about dusting chalk or charcoal into crevices (Petrie 1904: 76-7), to make a design or inscription stand out in the photograph, was softened or rejected outright by later practitioners, for whom interference with an object—or worse, on the negative plate itself—was akin to falsifying evidence. Petrie's approach to photographic technology was also surpassed by later archaeologists, for whom top-quality equipment was a worthwhile investment in their work. Petrie was satisfied with a rudimentary camera and quarter-plate negatives (1904: 73—4); using a whole-plate camera, or one with swing-and-tilt mechanisms, was hardly ever worthwhile for "practical archaeology," he asserted (1904: 74-5). Developing, too, was a back-to-basics affair: no darkroom required (simply wait until after sunset), nor did Petrie see the need for new-fangled, ready-mixed chemical solutions (1904: 82-3).

In contrast, just a decade later, Droop (1915: 46, 49) recommended half-plates as the basic kit for site photography and a proper, portable darkroom so that exposed negatives could be developed immediately. By the 1920s, the exacting photographic requirements of American archaeologist George A. Reisner, who led Harvard University's excavations at the Giza pyramids, were the antithesis of Petrie's spartan approach. Reisner's team kept four plate cameras in constant use, a "very well-made snap-shot camera" for informal photographs, and seven high-quality lenses, including a wide-angle lens by Zeiss (Der Manuelian and Reisner 1992: 16-17). The plate cameras took 18 X 24 cm and 9 X 12 cm glass negatives, while the snap-shot camera was "exclusively for taking pictures of the men at work, of people and scenes encountered on our travels, and among the local inhabitants where we have worked" (Der Manuelian and Reisner 1992: 17). Different formats of camera and negative reflected the different uses—and values—placed on different kinds of photographs. Reisner trained Egyptian staff members to take and develop the site photographs, issuing them with a set of "standing orders" of what views to take and what plate size to use (Der Manuelian and Reisner 1992: 10, 14). He also embedded photography into a chain of on-site recording techniques, so that every successful negative was registered in much the same way as the artifacts discovered during the course of the excavation. Prints were cross-linked to the record cards kept for each tomb; one set of prints was numbered in running order, based on the time the photograph was taken, while a second set was mounted in loose-leaf albums by subject matter, for instance general views or artifact types (Der Manuelian and Reisner 1992: 20-1, 25-9).

Reisner could afford such thoroughness, in every sense. In the aftermath of the First World War, American museums and universities had a financial advantage over European countries reeling from the costs of the conflict. This was the decade in which some ambitious projects conceived before the war began to be implemented in earnest, helped by continuing developments in photographic technology. One of these developments was the use of aerial photography. Reisner had seen the results of an aerial survey map prepared by the British Royal Air Force in Egypt, with "all the modelling [of the pyramid fields] so clearly defined as to form a wonderful record of this district" (Der Manuelian and Reisner 1992: 22). The survey Reisner saw may have been that prepared by his own countryman, James Henry Breasted, who had persuaded Field Marshal Allenby, the British High Commissioner in Egypt, to authorize an aerial reconnaissance flight in 1919—with Breasted in the open-cockpit passenger seat, aiming a camera as best he could at the ground below (Abt 201.1: 233). Reisner thought the American military should pursue something similar to identify archaeological sites in the United States (Der Manuelian and Reisner 1992: 22). As he, and later Breasted, were well aware, aerial photography had proved successful elsewhere: Leonard Woolley had "secured an aerial survey of Syria" before British forces ceded the territory to the French mandate in 1923 (Der Manuelian and Reisner 1992: 22), while O. G. S. Crawford in England had been able to identify prehistoric monuments otherwise unremarked in the landscape. Crawford became the chief promoter of aerial photography for archaeology in the 1920s and 1930s, using expertise he had gained in the Royal Flying Corps during the First World War (Hauser 2007: 155-63). As Hauser has argued (2007: 163-80), aerial photography yielded new ways of identifying sites from shadows, soil marks, and crop lines, but its concern with reading traces of the distant past in the present landscape was in keeping with archaeology's established methods. Moreover, aerial photography seems "inherently redemptive, because—like archaeology in general—it rests upon the idea of a recoverable past" (Hauser 2007: 176).

Taking pictures from the air was not the only photographic experiment that James Henry Breasted undertook in his quest to document the ancient remains of the Middle East. In the same year as that reconnaissance flight over the pyramids, Breasted founded the Oriental Institute at the University of Chicago thanks to the personal financial support of oil magnate John D. Rockefeller, Jr. (Abt 2011: 228-30). Breasted had a life-long interest in using photography in museums and in the field, but in the 1920s technological advances, combined with the increased affordability and availability of supplies, made it possible for him to inaugurate large-scale projects based on rigorous use of photography, drawing, and cataloguing. One such project aimed to photograph, transcribe, and translate the so-called Coffin Texts, a series of incantations painted on many Egyptian coffins during the early second millennium BC (Abt 2011: 258-65). In the early 1920s, the project hired Cairo-based Austrian photographer John Hartman to take pictures of relevant coffins in the Egyptian Antiquities Museum—which were dismantled for the purpose (Figure 10.3). Specialist illustrators produced facsimiles of the coffins by hand, as well. Although in some ways an extreme instance of "object" or "museum photography," this is nonetheless an example of the different ways in which photography was put to use to capture the material remains of the ancient past, even if those material remains had to be altered to make photographs that suited archaeological interests.

A still larger-scale Breasted project—and one that continues today—is the Epigraphic Survey based at the Oriental Institute's Chicago House in Luxor. The survey was designed to record the hieroglyphic inscriptions carved into temple walls, including the associated pictorial representations of gods and kings. Over its first few seasons in the 1920s, the survey developed what became known as the "Chicago House method" (Abt 2011:293-8; Johnson 2012). Using 8 X 10-inch film sheets, the Chicago team began to photograph the walls of Egyptian temples systematically. Once printed at an enlarged size, the photographs were turned into drawings by inking the outlines of the pictorial representations and hieroglyphic inscriptions. This was done by trained epigraphers, with a series of crosschecks in place to achieve the most accurate correlation possible between the existing wall and the photo-drawing. When the inking was complete, the photographic print itself was bleached away—leaving the waterproof drawing to stand as a representation of the temple walls. Eventually, the survey published large folios of the different parts of the temples it recorded, and though both painstaking and painfully slow, it remains an essential part of the Oriental Institute's work.

[image: ]FIGURE 10.3: John Hartmann photographing the side of a coffin in a gallery of the Egyptian Museum, Cairo, in the early 1920s. Courtesy of the Oriental Institute of the University of Chicago.

THE PHOTOGRAPHER AS SPECIALIST IN ARCHAEOLOGY

Two significant developments followed on from the expanded scope of photography in archaeology over the course of the twentieth century: first, the increasing specialization of the photographer's role and, second, the growth of photographic archives. In the 1920s, there might be specific staff members responsible for photography on a site, like Reisner's Egyptian staff, or in a museum, like Hartman for the Coffin Texts project. However, they were not necessarily singled out as photographers in staff lists or by job title. Perhaps the best-known photographer of the era in Egypt, British-born Harry Burton, worked for the Metropolitan Museum of Art's archaeological expedition for over twenty-five years, and although credited when his photos were used in the press (most famously for his work on the tomb of Tutankhamun), Burton's role was not flagged up as photography-specific in staff lists or correspondence (Riggs 2019). Specialization was clearly emerging in practice, however. In a guide to excavation techniques published in 1934, Comte Robert du Mesnil du Buisson, who worked for the joint French and America excavations at Dura-Europos in Syria, advised archaeologists that the help of a photographer could be a great benefit, provided that the photographer understood that documentary, not artistic, images were the goal (du Mesnil du Buisson 1934: 243). There were technical reasons why an excavator might want to hire a photographer, but the basis of such distinctions also had to do with professional status and with the demands a field director already had on his time (du Mesnil du Buisson 1934: 240). At Dura-Europos, in fact, practice varied from season to season. Several archaeologists took photographs at the site over the years, but the largest number of photographs taken in a single season occurred when a specialist photographer was hired (Baird 2011: 115-16).

By the mid-twentieth century, the importance of having a specialist photographer began to dominate discussions around archaeological practice, in part because of the influence of British archaeologist Mortimer Wheeler and the photographer with whom he worked closely throughout his career, M. B. "Cookie" Cookson (Thornton and Perry 2009-11). Cookson's exacting methods matched Wheeler's own, emphasizing a need for order and precision in fieldwork and photography alike (Cookson 1954). Wheeler's approach entailed visual discipline in the way fieldwork was conducted, photographed, and analyzed to create archaeological arguments, and this extended to photography of the subaltern labor used on sites that Wheeler excavated in India (Guha 2003). Straight lines, attention to detail, and orderliness served archaeologist and photographer alike, and in his authoritative Photography for Archaeologists, Cookson might have been echoing his site director when he wrote, in upper case letters, "ALWAYS KEEP THE SITE CLEAN" (1954: 14). Hours could be spent scraping floors and tidying up trench walls, but "pencil, knife or brush must never touch the negative once it has been made" (Cookson 1954: 13). Half a century after Flinders Petrie's first guide to archaeological methods, Cookson and Wheeler still sought clarity of image—and of evidence—in the photographic print. As Guha (2003: 52-3) points out, archaeology was not alone in seeking ever-greater sharpness and symmetry: in the natural sciences, mid-twentieth-century illustrative techniques called for similar characteristics in the visualization of specimens. A shared photographic aesthetic had come to stand for "good" archaeology, and good science, wherever it was practiced around the world.

THE PHOTOGRAPHIC ARCHIVE IN ARCHAEOLOGY

Achieving the standards that Wheeler and Cookson, or George Reisner and James Henry Breasted required for archaeological research meant taking hundreds of photographs each season. This plenitude led to the second development that characterizes twentiethcentury archaeological photography: the growth of photographic archives kept by individual excavators or by the institutions that sponsored their work. Storing and cataloguing negatives, lantern slides, and prints was integral to photographic practice, as Reisner's account of his own methods demonstrated (Der Manuelian and Reisner 1992: 25-9). Photographs were useless if they could not be identified in the first place, but also if they could not easily be consulted and, where possible or desirable, published. This was easier said than done, however, since the very ease of reproducibility that was part of photography's appeal led to a confounding multiplicity of both positives and negatives (Riggs 2016). Archives, like Wheeler's excavation sites, were designed to be places of logic and order. But they were places of accretion, erasure, and confusion, too.

Nonetheless, "Cookie" Cookson (1954: 98-102) devoted an entire chapter of his own photographic advice manual to the crucial task of filing, recording, and storing negatives. He advised photographers to keep a notebook recording every shot planned or taken, supplemented by a negative register once negatives had been developed and printed. The register should include the serial numbers assigned to negatives, the site and date, the lens used, and the direction of the view, or any other details to help identify the photograph and its subject. Some photographs were for study, some for publication, but all needed to be logged in this way and, ideally, cross-referenced using a card index to make it easier to locate photographs from season to season and site to site (Cookson 1954: 99). In her review of Cookson's book, Alison Frantz—an American Classicist who served as photographer to the Athenian Agora excavations—singled out this aspect of the work:


About Mr Cookson's remarks on negative filing and storing, little need be said except to exhort those who have not taken this fundamental matter into account to do so immediately. Each excavation may invent its own system, but some system there must be. (1955: 16)


The photographic archive of a site or survey was an essential part of the larger excavation archive, which traveled with the archaeologists when they left the field for their home institutions. Many, most, or all of the artifacts discovered were destined to stay on site in a storage magazine or join the collections of local or national museums. But even where countries like Egypt or Greece exerted legal control over the destination of antiquities excavated on their soil, the archive of drawings, plans, notes, and photographs remained the property of archaeologists who were often based elsewhere. Baird and McFadyen (2014: 17) point out that archaeological archives are significant sources for the history of archaeology, but beyond that historical usage, "the form of the archive itself, for example how it is organized, labelled and accessed, is something that has a direct relationship to the form and possibilities of archaeological knowledge."

Photographs, which may make up the largest part of an archaeological archive, are embedded in this production of archaeological knowledge and instrumental in "establishing disciplinary epistemologies" (Guha 2010: 12). From Petrie to Cookson, the use of the camera in archaeology has been discussed as a tool for recording what excavators found, as if this were a straightforward process. But a glimpse into any archive of excavation photographs shows that the camera also documented archaeology itself, not only in posed photographs like Figure 10.1, but also in photographs that operate in other, less formal registers. There is often a technical reason for the informality, since such photographs were often made with hand-held, rather than tripod-mounted cameras, just as George Reisner described his team's use of their "snap-shot camera" (Der Manuelian and Reisner 1992: 17). Archaeologists photographed the taxing physical labor that excavation involved, which was often performed by an indigenous workforce comprising men, women, and children. Moving vast quantities of earth or heavy structures were popular subjects for the camera, with visual precedents stretching back to the nineteenth-century exploits of explorers like Henry Augustus Layard in Iraq or Giovanni Belzoni in Egypt. Jennifer Baird (2011), Stephen Quirke (2010) and Nick Shepherd (2003, 2015) have offered important and penetrating critiques of how the act of photography itself reinforced the higher status of white archaeologists in relation to their Syrian, Egyptian, and South African workforces (respectively). In European archaeology as well, site workers were not perceived or represented as colleagues of equal status to the field director, but as human tools for manual labor (Schlanger 2010).

When photographs depicting laborers were incorporated into excavation archives or publications, individual workmen were rarely identified by name; sometimes their presence in a photograph was not even mentioned. "Their work," Baird (2011: 115) observes, "was not presented as archaeology per se; rather, it was something given form only when presided over by the archaeologist." Practice varied by site and excavator, and these particularities are as illuminating as the generalities. Going back to archives from Flinders Petrie's work in Egypt, for instance, Quirke (2010) has identified portrait photographs that Petrie made of his Egyptian staff, many of whom were highly skilled excavators he had personally trained. These individuals, like foreman (Arabic ra'is) Ali Swayfi, are also named in field diaries and wage records, making it possible to link them to specific archaeological finds and thus restore their role in discoveries that would otherwise be ascribed to Petrie himself. In contrast, at the high-profile excavation of the tomb of Tutankhamun in the 1920s, no Egyptian workman can be identified by name despite the fact that the four experienced foremen who worked alongside Howard Carter were frequently photographed both by journalists and by the tomb's photographer of record, Harry Burton (Figure 10.4). Burton took photographs of work in the tomb with his usual large-format view camera, lending a certain nobility and finesse to both the activity and the images (Riggs 2017). However, Burton and Carter also had news coverage in mind: some photographs were clearly staged for optimal effect, and Burton stopped taking publicity-style photographs in later seasons of work on site, when news coverage of the tomb had tailed off.

Archaeological archives contain many photographs of archaeologists themselves, both at work and at leisure. For most archaeologists, excavation was seasonal work that entailed leaving home and traveling to a site, where they might live in a purpose-built dig-house or in modest, camp-like set-ups. The distinction between "home" and "field" was reinforced by taking photographs of life on site, especially where the image can authenticate the rugged reputation that archaeology cultivated for itself—sometimes with a touch of humor (Figure 10.5). In contrast to the anonymity observed in many photographs of indigenous workers, the Euro-American archaeologists depicted in on-site photographs are almost always identified by name when the images were catalogued or mounted in personal albums—or, if not, they can easily be identified from other photographic evidence. Today, such photographs provide a sense of genealogy and continuity within archaeology. They reinforce Euro-American dominance in the discipline and are often used in books, museum displays, or online in a way that evokes a certain nostalgia for the "golden age" of early and mid-twentieth-century archaeology. Although many camp or on-site photographs were taken and used for private consumption, like Figure 10.4, others were part of the public face of archaeology. Publicity helped archaeologists raise essential funds for their field projects, and photographs of work on site, camp life, and individual excavators could all be used to communicate with target audiences, for instance through annual reports, in lectures illustrated by slides, or in the press. Press coverage of the Tutankhamun excavation was exceptional for its intensity, but news accounts of archaeological discoveries had been a feature of mass media since its development in the nineteenth century. In the twentieth century, the ability to print good-quality photographs in newspapers and magazines only added to archaeology's appeal. Middle-class consumers of daily and weekly newspapers, such as The Illustrated London News, or of mass-market magazines, like National Geographic (Gero and Root 1990), consumed a regular diet of archaeology-related stories, richly illustrated by photographs that made the far-away—in space and time—seem "at home" in the here and now. Such stories spoke to publics for whom archaeological discoveries were entwined in complex ways with national identities and imperial ambitions, as well as the independence and decolonization movements that gained momentum over the course of the twentieth century. In the 1930s and 1940s, for example, Peruvian photographer Martin Chambi photographed the ruins of Machu Picchu in ways that sometimes evoke the aestheticized early photography of Classical and Middle Eastern ruins, but at other times capture Chambi and his fellow Peruvians in an intimate, living relationship with an ancient past they could rightfully claim as their own (Scorer 2014).

[image: ]FIGURE 10.4: Two Egyptian foremen and a boy at work in the tomb of Tutankhamun, December 1, 1923, with the electric lamp just seen at right. Photograph by Harry Burton; reversed digital scan from original 18 X 24 cm glass plate, Burton neg. P0504. Copyright the Griffith Institute, University of Oxford.

Chambi was not an archaeologist, but archaeological subjects like temples, ruins, and museum objects had ceased to be the photographic preserve of excavators as tourism and museum-visiting became commonplace activities. This may be another reason why photographs that only an excavator could take, such as camp life or workin-progress on site, became a badge of archaeological authenticity and authority. The sociologist Pierre Bourdieu's observation that "nothing may be photographed apart from that which must be photographed" is useful to recall when considering the range of photographs found in archaeological archives (quoted in Bateman 2005: 196). Neither the photographer nor the subject matter make a photograph "archaeological." Rather, incorporation into the archives, discourses, and networks that comprise archaeology lend photographs the qualities and characteristics that speak, in different ways, to archaeological concerns.

[image: ]FIGURE 10.5: "In the best parlour." Gelatin silver print, 12 X 16 cm, mounted in a photograph album belonging to archaeologist Joseph Grafton Milne, seen here with an unidentified woman (perhaps his wife Kate), in living quarters at the Ramesseum excavation site, Luxor, Egypt. Dated December 20, 1895. Copyright the Griffith Institute, University of Oxford; Milne Album 2, page 29.

ARCHAEOLOGY AND PHOTOGRAPHY AT THE TURN OF THE TWENTY-FIRST CENTURY

By the late twentieth century, technical changes in photography inevitably affected the way archaeologists and the new breed of archaeological photographers carried out this aspect of their work. In a guide to archaeological photography published in 1969, Harold Simmons commented on the generational shift that was then taking place, as practitioners accustomed to using 4 X 5-inch film sheets had to adapt to the much smaller negatives that 35 mm film yielded (1969: 11-12). The woman who succeeded "Cookie" Cookson as staff photographer at the Institute of Archaeology in London, Vera Conlon, concurred in her own 1973 guide to archaeological photography, which reiterated much of Cookson's advice but adapted it to the new camera and darkroom equipment with which photographers were working. Conlon (1973: 1) noted that field cameras had fallen out of favor but could be bought cheaply secondhand—and had their advantages, as she knew from first-hand experience, having started taking photographs as a young woman in the 1940s. Unlike roll film, which had to be used up before development, the single plates or sheets used in field cameras could be developed straight away to confirm that whatever shot the archaeologist required, the photographer had managed to take. Moreover, the ascendancy of 35 mm film meant that printing and working from enlargements—something archaeologists like Reisner had deemed undesirable and unnecessary in the 1920s—had become the rule. These technical facts changed the rhythm of on-site photography and the way archaeologists consulted photographs in their work, not to mention how they made slides for teaching and lectures.

Writing in the late 1960s and early 1970s, both Simmons and Conlon showed a keen awareness of photography's own lineage within archaeology. As with Cookson's earlier manual, those by Simmons and Conlon position photographer and archaeologist as complementary or overlapping roles, with shared goals and a shared language in which to express them. Hence Simmons (1969: 1) espoused a doctrine that had become commonplace, namely, that archaeology is a process of destruction and that "[t]he best method yet devised for saving what is destroyed is archaeological photography—to make permanent on film the total efforts of an excavation, efforts which otherwise can be recorded only by words or drawings, both not fully adequate alone."

Much as Simmons and Conlon had to teach archaeology students accustomed to roll film how to use plate cameras, today the older generation of archaeological photographers teaches the skill of using, developing, and printing roll film to archaeology students who have only ever known digital photography (Laidlaw 2017), This hands-on knowledge, together with some understanding of the history of photography in archaeology (e.g., Dorrell 1994: 1-7), offers a sense of continuity in practice, at a time when digital photography and the digital scanning of earlier negatives and prints now dominate research and publication methods in archaeology. Whereas scholarly publications continue to rely on standardized site and artifact "record" photographs, often still reproduced in monochrome, the near-total dominance of digital photography allows endless numbers of photographs to be created and shared, thanks to the internet. Digital initiatives in archaeology have embraced the possibilities that new media and social media offer, with many excavations, research institutes, and individual archaeologists actively contributing via blogs, Twitter, and Facebook (Perry 2015). To take one well-known and well-resourced example, the Çatalhöyük Research Project provides an image portfolio on its website, currently containing 149,196 images (Çatalhöyük 2017), as well as maintaining a photo stream on Flickr.

Changes in photographic practices within archaeology both reflect and have contributed to changes in the discipline itself. Since in the 1980s and 1990s, theoretical (or post-processual) archaeology began to question long-held assumptions about knowledge production, interpretation, and ethics in the discipline—including how it has represented itself and the ancient past through photography and other technologies of visualization (Molyneux 1997; Smiles and Moser 2005). One influential analysis of the relationship between photography and archaeology is that of Michael Shanks (1997), who foregrounded the role of discourse in creating values and assigning meanings to photographs within archaeology. "Archaeological photographs are treated as transparent windows to what they are meant to represent," Shanks wrote (1997: 73). But their meanings, and in fact their entire "archaeological" character, are a product of how they are made and used, not what they show. Shanks urged archaeologists to move "away from complacent assumptions of photographic verisimilitude" and to work with photography in new ways in the course of their field practice (1997: 101), for instance by using photography to probe temporalities or undertake ethnographies of fieldwork itself.

Some archaeologists and photographers have taken Shanks's advice to heart, but as Jonathan Bateman (2005) observed of his own work as an excavator and photographer, the conventional hierarchies and photographic codes that operate on a site can be difficult to overcome. The record photograph and the informal snapshot both entail social negotiations, and many are difficult to categorize as one photographic kind or another. Hamilakis et al. (2009) used digital photography to create what they characterize as a third option, foregrounding the affective, material, and mnemonic qualities of photographs in a form of archaeological ethnography that borders on artistic intervention. Photographs of the natural world around the site, of contemporary life in the adjacent village, or of craftsmen reconstructing—rather than excavating—site features, all offer a more impressionistic vision of what archaeology does and were produced in dialogue with participants and local residents. Similarly, an ongoing project by the Other Acropolis Collective uses photography to try to "undermine the monolithic discourse on the Acropolis as an exclusively classical site" (Other Acropolis 2017; see also Hamilakis and Ifantidis 2015). One way the project has done this is by photographing traces of the site's multilayered past that were erased in the nineteenth- and twentieth-century clearance of Ottoman structures, such as a sign in both Greek and Turkish identifying the one-time location of a mosque (Hamilakis and Ifantidis 2013: 772).

The Other Acropolis project is clearly in dialogue with earlier archaeological photography, like that of William Stillman or Félix Bonfils discussed at the beginning of this chapter. In some ways this is an offshoot of archaeology's awareness of its own lineage, expressed in photographs, and of a growing concern about how archaeology should deal with the photographic archives of its past. Archives of photographs can be found around the world in the museums, universities, and research institutes that have sponsored archaeological work over the past 150 years. There are also extensive archives in countries where excavations took place under colonial conditions, such as Mortimer Wheeler's surveys and digs in India, or work carried out by the Antiquities Service in Egypt, which was run by French scholars under Egyptian governments and a British military occupation. Many institutes have undertaken digitization projects, using the most recent photographic technology to create digital reproductions of older photographs for use both internally and in public-facing resources online. These digital surrogates are often seen as identical to the original, regardless of whether they have been made from negatives, photo albums, loose prints, or lantern slides. However, digital images are material objects in their own right, just as each of these photographic formats has its own materiality. It remains to be seen whether or how digitization efforts in archaeology will respond to critical approaches like those of Shanks and Hamilakis. It may transpire that the process of digitization itself helps draw attention to the histories and legacies embedded within archival images—and thus will help raise awareness within archaeology of how much photographs have to offer, far beyond what they represent.
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PART THREE
Issues and Debates






Enduring Concerns in Photography Studies

GIL PASTERNAK

Photographic scholarship engages with social, cultural, and political issues that concurrently reveal and expand the intellectual boundaries of debates in photography studies. In the second half of the twentieth century, civil rights protests, technological change, and struggles over gender, sexual, racial, and ethnic sociopolitical justices prompted scholars in the arts, humanities, and social sciences to pay much closer attention to the nature of lived experience in the globalizing world. Through photography's growing employment and deployment in military operations, social surveillance, mass culture, knowledge production, and artistic works, the medium was at the time at the very center of activities that negotiated attitudes to social beliefs, cultural values, political and economic concerns. Scholars turned to take issue with the many functions it fulfilled during that period, which subsequently led them to develop a strong interest in its employment and deployment in much earlier historical moments (e.g., Bolton 1989; Solomon-Godeau 1991; Bright 1998; Kember 1998; Bezner 1999). Whereas the resultant body of their scholarship proliferated mainly in the 1980s and 1990s, nearly four decades later it can be safely argued that it sketched out some of the main issues that photography scholars would continue unpacking at the turn of the twenty-first century.

The gradual recognition of photography's multiple functions, coupled with the growing realization that photographs are sensual, embodied objects that participate in shaping intimate relationships as well as the state of affairs in a vast range of environments, still continues to invoke the interest of scholars from distinct academic areas (Edwards 2009; Olin 2012). The demographic, intellectual, and institutional basis of the study of photography subsequently grows stronger, and the list of issues photography scholars study, together with the list of debates they develop, become longer. While one may subsequently identify many recurring concerns in photographic scholarship of the early twenty-first century, arguably the administration of sociopolitical spheres (e.g., Tagg 2009; Sliwinski 2011; Kennedy and Patrick 2014), identity politics (e.g., Wallace and Smith 2012; Campt 2017; Sheehan 2018), and non-professional photographic practices (e.g., Sarvas and Frohlich 2011; Edwards 2012; Rose 2016) have been among the more conspicuous of these.

This part of the volume is designed to provide introductions to such and related enduring issues and debates that inform the study of photography at the time of writing. As mainly demonstrated by Chapters 11, 15, and 16, some of them are linked to the ways in which individuals and social subjects place themselves in the world we occupy and to the means they employ to negotiate their experience of reality in relation to society and culture. Others relate more to the forms of knowledge that social and cultural formations develop in order to explain perceived natural and cultural phenomena, as largely demonstrated in Chapters 12, 13, and 14. Because these issues and debates have concerned the field for a significant period of time, and as they have continuously led to the development of innovative research directions, they are likely to keep informing the study of photography at least for as long as the photographic practices they denote are going to last. It is not possible of course to predict a timeframe. But because they concentrate on intersections of photography with social organization, cultural change, and interpersonal relations more broadly, they directly attend to some of the most fundamental aspects that affect human life and lived experience. With this in mind, specific examples or environments addressed in the following chapters may indeed lose their significance over time, but the challenges they signify as regards the involvement of photography in human affairs are unlikely to disappear any time soon.

It is for this reason that in Chapter 11, the first chapter in this section, Gil Pasternak considers the relationship between politics and photography. Although this relationship may not seem so obvious at first sight, he demonstrates that once it is recognized it is almost impossible to imagine how photography could possibly escape the political realm. Beginning his contribution with a discussion of the role statesmen played in the promotion of the photographic process and the framing of its potential uses from the very moment of its development in the nineteenth century, Pasternak gradually unfolds the many politically charged tasks photography has been entrusted with by rulers and the ruled alike. The examples he uses, while referring to a variety of continents, historical moments, digital and material practices, take into consideration state, social, cultural, and identity politics. He thus evinces the multifaceted manifestations of the connection of politics and photography, along with the various ways in which politics has directly conditioned and expanded the scope of the photographic uses, practices, and conceptions familiar to us at the beginning of the third millennium.

The remaining chapters in this part of the volume could be seen as split into two groups. Chapters 12, 13, and 14 are more geared toward investigations of photography's involvement in macro-politics, largely discussing how photography has been used to administrate knowledge flows and create indirect relationships between diverse social or cultural groups. Chapters 15 and 16 are more focused on photography's involvement in micro-politics in that they mainly consider some of the photographic practices and activities that individuals turn to in order to enter into direct interaction with other individuals around them. The two trajectories must not, however, be seen as entirely unrelated. After all, micro-politics can only ever emerge in the spaces organized by macro-politics and the two domains constantly take interest in the knowledge, information, and practices produced by the other.

In Chapter 12 then, Jennifer Tucker focuses on the study of photography's relation to science. The interconnections between the two include the fact of photography's emergence out of scientific exploration as well as its uses in scientific experiments and knowledge production processes. Tucker attends to those aspects but at the core of her contribution is her wish to show just how much more diverse the relationship between photography and science has been since it was conventionalized in the nineteenth century. She therefore sketches some of the developments and methodological trends in historical research on science and photography from the turn of the twenty-first century, focusing in particular on discussions concerning themes such as: uses of photography in scientific education; exploitation of scientific imagery in scholarly and public debates; and the deployment of such imagery in everyday life. Tucker's discussion clarifies that inasmuch as the nature of scientific studies transformed when science and photography came together, public and popular understandings of the implications of scientific discoveries have also been largely affected by the union between the two.

In Chapter 13 Paul Frosh expands the discussion of photography's long intersection with ideological apparatuses and the production of cultural values through consideration of its extensive dependence on commercial industries. Whereas photographic scholarship often treats photography as the progeny of industrial society, Frosh shows that the majority of studies concerning the medium's industrial–commercial dimensions and their implications are scattered across a range of historical, sociological, and cultural studies. He therefore uses his contribution to establish an inclusive historical-theoretical account of photography as a cultural industry, namely, as one of the most dominant media used by industrial corporations to fashion, construct, and distribute cultural values and trends. Paying equal attention to both popular and elite genres, Frosh considers public and private photographic contexts with relation to four key themes: the historical phases of industrial cultural production; cultural labor and economic and cultural capital; the tension between standardization and innovation; and dominant production logics of digital culture.

In Chapter 14 Sarah Parsons continues the exploration of photography in an explicit macro-political context by turning attention to the various ways in which photography scholars framed the influence the medium has exerted on understandings about gender and racial difference. As Parsons argues, owing to the historical roots photography has in conservative societies and the colonial era, it has often been used both to enforce subjugating ideologies as well as a tool of social justice. Looking at scholarly and artistic engagements with the medium's complementary yet somewhat conflicting identities, she demonstrates that the study of photography in connection with gender and race has introduced art history, American studies, and particularly African American studies to a range of historical materials that further complexified as well as nuanced scholarship in those academic fields. Parsons explains that at the same time, however, it also had a number of implications with regard to the development of photography studies more specifically. First, the process created subjective and affective approaches to photographic analysis. Second, it triggered feminist and antiracist critiques of photography's canonical history. Third and last, it sensitized museums and archives to issues concerning race and gender by inciting them to understand photography's power not merely to reflect sociocultural worlds but also to shape them.

Chapter 15, by Annebella Pollen, shifts attention from the participation of photography in the impersonal realm of macro-politics to the more intimate sphere of micro-politics. Pollen explores the study of amateur photography, which has for many decades posed a methodological challenge to photographic studies. Photography's canonical history has rarely paid any attention to the photographic images, objects, and cultures that amateur photographers have generated. When it did, as Pollen explains, it saw amateur photography as nothing more than a sub-category of photographic practice or even as a photographic genre. Yet, Pollen suggests that in order to gain a more complete level of understanding of the moral values and social expectations made of the medium of photography, one must write amateur photography back into the books of history. This is because for over a hundred years now amateur photography has represented the single largest area of photographic practice. Acknowledging that this vast and heterogeneous domain of photography is both too broad to see as a whole and notoriously slippery to categorize, Pollen presents some of the definitions that scholars in the field have proposed so far. She also provides an analysis of photographic hierarchies across a range of periods and places. Doing so enables her to demonstrate not only the ways in which attempts to study amateur photography have enriched historical and contemporary understandings of the photographic medium, but also to describe some of the most visible continuities that gradually become absorbed into online camera clubs and the digitally networked public domain.

In Chapter 16 Martin Hand delves into scholarship on photographic images that become visible in that very domain, taking specific interest in what, for lack of better definition at this point, could be named "social media photography." Hand demonstrates that literature on this subject has grown rapidly since the 2010s, not least owing to the increased popularity of smartphones around that time. Some of the dominant arguments in this research area observe that photography has become more intimate since smartphones and networked social media platforms have palled the medium deeper into everyday practices. This in return rendered social media significantly more photographic and into one of the pivotal environments in which everyday image-making practices are reconfigured. Within this wide context, Hand discusses research and key debates with reference to two broad thematic clusters. First, he evaluates the extent to which it could be argued that social media photographs are substantially different to others in terms of technical composition, temporariness, circulation, and connection to memory work. Second, Hand explores the diversity and ambivalence of social media photography by attending to notions of authenticity and value as well as to photographic categories such as selfies and activist imagery.

As chapters in this part of the volume demonstrate, photography scholars usually frame their studies around tangible phenomena, specific time periods, and geographies, in relation to groups as well as individuals, and through investigations of diverse data sources. Studies carried out into one research interest often overlap and interconnect with others subsequently, prompting the study of photography to develop at an accelerating pace. The two parts of the volume that follow the one presently introduced make apparent many of the other concerns and problems photography scholars have grappled with. As I mentioned earlier, they may well also be encountered—in one form or another—in the distant future. Owing, however, to the continuous transformation of the sociocultural world, the development of novel technologies, and the inevitable emergence of innovative methodological frameworks, one should equally expect further diversification in studies in the field to be witnessed, in directions not yet anticipated or even imagined.
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CHAPTER ELEVEN
Politics and Photography

Being Together, with Photographs

GIL PASTERNAK

"Do you mean propaganda?" students, colleagues, and friends occasionally ask me when I assert that politics and photography have worked together and challenged each other since the latter appeared. That much propaganda features photographs is true, especially from the twentieth century onwards. So, it is part of what I mean, but not everything. If the symbiotic relationship between politics and photography is not so obvious, however, it is mostly owing to the context of discussions in which one encounters the word politics at the beginning of the twenty-first century, including war, conflict, poverty, elections, referendums, nationalism, and immigration. These tend to associate politics with governments, statesmen, border control, national security, activism, protests, violent confrontations, public debates, closed-door discussions, and often also corruption, none of which explicitly alludes to any photography-related activity or practice. As I demonstrate later, while the term politics spans a much wider range of issues, themes, groups, people, and concerns, photography has in fact been regularly employed in connection with each of the categories I have just mentioned, as well as with many others. So much so that photography's involvement in politics has concurrently become excessive and natural, purportedly neutral, and seemingly unnoticeable. This in itself may be another reason why it is not so easy to detect the presence of photography in the realm of politics.

As the world changes so does the definition of the word politics, further complicating one's ability to explore how politics and photography have intersected. Political philosopher Hannah Arendt (2005: 108) has suggested that "the answer to the question of the meaning of politics is so simple and so conclusive that one might think all other answers are utterly beside the point. The answer is: The meaning of politics is freedom." By freedom Arendt meant people's interaction "with one another without compulsion, force, and rule over one another, as equals among equals, commanding and obeying one another only in emergencies—that is, in times of war—but otherwise managing all their affairs by speaking with and persuading one another" (2005: 117). As Arendt clarifies, however, those definitions of politics and freedom refer to ancient Greece (ancient Athens to be precise), where only Greek men were able to enjoy freedom and thus exercise politics. Later in history, most markedly throughout the twentieth century, the word politics gained different meanings, even if essentially they are all still related to issues concerning freedom. Among some definitions we may encounter politics as a reference to matters such as the operation of state and the principles of government; struggles for and over power; the nature of the relationship between rulers and ruled: institutionalized formations and administrations of social, legal, economic, and educational systems; the forces and behaviors that influence states and governments, as well as individuals and groups; and actions and debates related to the establishment and maintenance of communal, national or international relations, security, and peace. Taking such ideas into consideration, one of the most prevalent definitions of politics in the field of political science at the time of writing was given by David Easton who saw it as "the authoritative allocation of values for a society" (1953: 129). Another, even more dominant, follows Harold Dwight Lasswell's understanding of the term as the process and activities that determine "who gets what, when, how" (1936).

While each of the meanings of politics suggested here pulls in a somewhat different direction, they all agree that "politics is based on the fact of human plurality," as argued Hannah Arendt, and that therefore it "deals with the coexistence and association of different [people]" (2005: 93). Arendt's words are useful, for they make it easier to grasp that no matter which definition of politics we embrace, politics affect the condition of our personal, social, and communal life on a daily basis. By extension, Arendt's same words help clarify that wherever photography comes to relate, separate, regulate, or transform groups or individuals—be it physically, perceptually, or emotionally—it is always-already in the domain of politics. Taking a step back to consider when photography comes to affect groups or individuals in one of these ways, we may conclude that it permanently dwells and operates in the political realm. Politics and photography come together, in other words, almost wherever a photograph is taken, shared, held, or looked at. Bearing in mind Easton's and Lasswell's definitions of the term politics, however, the question of how exactly photography participates in the authoritative allocation of values for a society and in practices that determine who gets what, when, and how still remains unanswered.

One cannot possibly give a full account of every incident in which photography was set in motion to negotiate a political agenda, not least because such incidents have populated the history of photography throughout. Drawing on a selection of geographically diverse examples from the nineteenth, twentieth, and twenty-first centuries, in this chapter I therefore give but an overview of some of the most noticeable and common ways in which the innate political potential of photography was released and its activation affected social or cultural change, whether momentarily or more permanently. On the one hand, I demonstrate how political matters and positions have influenced the conceptualization of photography, its uses, and the meaning of photographs, both in ordinary and extraordinary experiences of everyday life. On the other, I delineate occasions in which photography was used to promote, cement, or contest political realities. The next sections look at these issues from three distinct, although inevitably interrelated, perspectives. In the first section I focus on activations of photography by professional politicians, governments, and authoritative social institutions. In the second, I concentrate on the governed social layers, investigating occasions in which they employed photography to question, undermine, and negotiate with their rulers and the political systems they represent. Moving away from explicit structures of political power relations, in the third section I consider the significance of photography to race, class, gender, and queer politics, demonstrating the medium's potential to protect and adjust traditional cultural values as well as contribute to the re/organization of civil society. Apart from rendering the intrinsic intersection of politics and photography more evident, I want to use this chapter to explain how the field of photography studies maintains a capacity to elaborate knowledge and understanding about national and international affairs, social interaction, public and cultural activities, and human relations altogether.

PHOTOGRAPHY IN PROFESSIONAL POLITICS

Although the designation of the word politics to the activities state leaders carry out in order to render their visions and desires into prevalent realities can only provide a narrow definition of the term, it implies the presence of other subjects who may find themselves having to protect their familiar realities or eager about the prospect of change. Thinking of politics this way is therefore a useful point of departure for an exploration of the way politics and photography have become interlocked, not least because one of the earliest recorded massaging of photography by a statesman refers to Dominique François Jean Arago's presentation of the invention of photography that he delivered in 1839. Arago was a physicist and a Deputy of the East-Pyrénées of the French Chamber of Deputies. On July 3, 1839, he spoke before his fellow Deputies in an attempt to approve a bill granting Louis Daguerre and Nicéphore Niépce's son an annual life pension for assigning their photographic process to the French state. A number of other inventors of the photographic process competed for funds from the French government. But Daguerre, who initially worked alongside Nicephore Niépce, succeeded at impressing Arago with the specimens he produced, which he named "daguerreotypes." Daguerre gained Arago's support, and the latter took it upon himself to persuade his fellow Deputies that France must purchase the right to the daguerreotype process. Arago's mission succeeded. At least in theory, photography became the property of the French state, which approximately a month later publicly announced the photographic process as a free gift from France to the rest of the world.

This narrative already demonstrates how photography began gaining public prominence through engagement with politicians and government protocols, as a means to project France's technological supremacy, and thus also as a display of the French state's unalloyed power more broadly. It also suggests that photography arrived in the public sphere mainly thanks to its enthusiastic reception by politicians. It must be noted, however, that the French Government's desire to obtain the right to possess and democratize the photographic process was first and foremost conditioned by Arago's speech. The rhetoric he employed when presenting the invention of photography to his fellow Deputies conceptualized what photography's main use could be, and determined what its main function should be. He anticipated, for instance, that as soon as the photographic process became simpler, photography was in turn going to prove to be most suitable to facilitate the systematic study of historic monuments, ancient manuscripts, aged illustrations, and to advance explorations of nature, biology, photometry, topography, and distant places—on earth and in outer space (Eder [1932] 1978: 234-5). Arago also addressed some sections from a report that members of the Chamber of Deputies solicited from the celebrated painter Paul Delaroche to help them evaluate whether photography would contribute to the development of the arts. Reading out directly from Delaroche's report, Arago explained: "The painter finds in this process an easy way of making collections for after-study and use which otherwise are obtainable only at great expense of time and labor, and yet less perfect in quality, no matter how great his talent may be" (quoted in Eder [1932] 1978: 235).

Arago's speech merely described what role photography might yet come to play in society and culture. Nonetheless, it stressed the pursuit of knowledge as a matter of great importance to the progress of civilization. Framing the photographic image as an indexical form of evidence, Arago demonstrated how photography could facilitate the collection and study of information. Increasing the power and sovereignty of the French Empire through the possession and elaboration of knowledge was of great interest to early nineteenth-century French politicians who wished to help their Empire rise above that of the Ottomans and of the Britons. It was already known that British inventors were also experimenting with light-based image-making techniques. In purchasing the rights to the photographic process refined in their own country, the French Government secured France's ability to be the first to take credit for the powerful invention at the same time as it enabled French leaders to start supporting the nation's interests through its employment. In the process, the discourse that Arago sparked signaled to scientists and artists what the priorities of their chosen occupations were in the imperialist reality of the time (Sekula 1981: 17).

It may rightly be argued that a number of other factors facilitated the absorption of photography into the public sphere of everyday life in France and elsewhere. The narrative about Arago's successful attempt to popularize photography and conventionalize approaches to photographs through political maneuvring uncovers, however, how quickly statesmen realized photography's potential to support their political endeavors. Indeed, many other statesmen have used photography for the very same reason since then. Perhaps one familiar example is the Official Portrait that in particular presidents, prime ministers, kings, and queens have created for themselves since the early days of photography. The Official Portrait, alongside less official but equally considered portraits, has enabled them to convey to their subjects a sense of their character, credibility, and charisma, not least with an attempt to endear themselves to the citizens they govern. It has also helped them to enunciate their sovereignty, project impressions of their authority and suitability for leadership as well as create a sense of social stability through proliferation of their visibility in public and the normalization of their public visibility. Some of the most discussed examples in writings on photography include the numerous cartes de visite and cabinet photographs of Queen Victoria and the Royal Family in Britain (Batchen 2009; Plunkett 2003), those made for French Emperor Napoléon III (Louis-Napoléon Bonaparte) and his family (Batchen 2009; McCauley 1985: 44-6; Plunkett 2003), and the many photographic portraits US President Abraham Lincoln sat for (Mitgang 1970; Sullivan 2000).

Statesmen and governments have also incorporated photography into politics through their employment of cameras and photographs to maintain control over the social order (Finn 2009; Hall 2009; Tagg 1988). The national and social institutions at their service use photography to fight threats to their authority and impart vivid depictions of the penalty of disobedience. The 16th US President, Abraham Lincoln, was known for his use of photographs to enhance his public visibility and recognition, but it is rather the story of his 1865 assassination that can provide examples more pertinent to this context. Days after Lincoln was shot dead, US Secretary of War Edwin Stanton devised a "wanted" poster to appeal for public help to apprehend the suspected murderer, John Wilkes Booth, and his accomplices, David Herold and John Surratt. The poster included three empty spaces, designed for the insertion of photographs of the wanted men, which needed to be manually added into the poster after it was printed owing to the limitations of printing technologies of the time (Figure 11.1). Featuring the suspects' photographs,

[image: ]FIGURE 11.1: "$100,000 Reward! The Murderer of Our Late Beloved President, Abraham Lincoln, is Still at Large." Washington DC, 1865. Photo: Edward Owen. Retrieved from the Library of Congress, https://www.loc.gov/item/96521960/.

the posters were displayed in public and a Union Army cavalry regiment was able to locate the hiding place for Booth and Herold within a few short days (Surratt had managed to flee to Canada earlier). Booth died in the exchange of fire, and Herold was captured. A trial took place when other accomplices were detained and all were sentenced to death by hanging. The Federal Government enabled one photographer to take pictures of the prisoners in their cells and the same photographer was also granted permission to document their public execution. This was the Federal Government's most trusted Alexander Gardner, who knew Lincoln in person and made numerous of his portraits virtually throughout his political life. Narrating the price revolutionaries pay for their behavior, woodcuts based on Gardner's exclusive photographs were then used to reproduce images of the conspirators and their execution in the political magazine Harper's Weekly of July 22, 1865 (Figure 11.2). The circulation of these images was in itself a demonstration of the power of the Federal Government, as they publicly asserted its upper hand and evidenced its ability to provide security (see also Virga and Brinkley 1997: 176).

[image: ]FIGURE 11.2: Execution of the Conspirators at Washington, July 7, 1865.—[Photographed by (Alexander) Gardner, Washington.] Woodcut, Harper's Weekly, July 1865: 456.

The "wanted" poster designed to capture Lincoln's assassin and his accomplices might have been among the first in history to feature photographs but it was certainly not the last time governing powers used photography to publicly frame individuals as the enemies of a nation, a state, and a particular regime nor to showcase their punishment. In the early 1970s, for example, West Germany arrested the majority of the first generation of the Red Army Faction—the far-left militant group also known as the Baader-Meinhof Gang—after it circulated a series of wanted posters, some featuring photographic grids of the group members and others focusing specifically on its individual leaders. In 2003, as another example, the United States circulated photographs allegedly showing the dead bodies of Uday and Qusay Hussein, the sons of the Iraqi dictator Saddam Hussein. US Defence Secretary Donald Rumsfeld explained that the release of the photographs was mainly intended for the Iraqi people, as a form of confirmation that the Husseins' cruel regime belonged in the past. The US Government also hoped that evidence of Uday and Qusay's death would discourage supporters of the Husseins from continuing to attack US soldiers deployed in Iraq (Macfarquhar 2003). Additional examples from almost any democratic or non-democratic country worldwide are readily available. What is most important to remember, however, is that governing powers use photographs of perceived social deviants not only to warn members of the public and appeal for their help, but also as a means to gain some control over the public of viewers and the individuals depicted alike. From the point of view of the persons chased by the authorities, as their photographs broadcast their appearance they place restrictions on their freedom of movement, legitimize their civic persecution, and hinder their ability to further undermine prevalent power structures with ease. Conversely, from the viewers' point of view, the photographs empower them to act on behalf of the ruling establishment while imbuing them with a belief that it looks after their personal safety, interests, and wellbeing (Hall 2009: 1-23).

A similar logic applies to the universal use of photographs in identification documents. The inclusion of photographs in passports, for example, began around the wake of the First World War, when countries such as France, Britain, and the United States of America made it compulsory (Robertson 2010: 80-91). The War triggered anxiety about spies using fake identities to infiltrate enemy countries. The passport photograph was meant to help verify the identity of those asking to cross borders. After all, virtually anyone could claim a passport document as his or her own if a photograph was not included. Initially any photograph was fit for purpose; there were no requirements concerning pose, backdrop, framing, or size, as long as the chosen photograph made the face visible and clear enough. Official endorsements such as ink and embossing stamps as well as perforating machines were often used to authenticate that the correct photograph belonged to the right passport document. Step by step, yet rather rapidly, however, governments began to establish more specific rules, regulations, and standards in order to increase the efficacy of the passport photograph. It remained in use after the First World War ended and already by the late 1920s it had been largely standardized worldwide, with most governments expecting a photograph of a particular size to focus mainly on the subject's face while the latter is posed against a bright background. Especially since the late twentieth century, as states have become increasingly concerned about immigration (and illegal migration more specifically), the photographs featured in passports, visas, residency permits, and identity cards have served to associate the individuals they show with the right to be, live, or work in specific places. At the same time, they aid border guards and the police to identify those who disobey national immigration and international migration laws.

Use and exploitation of photographs by statesmen and governing powers are so pervasive that in most eases they appear both natural and benign. Perhaps somewhat paradoxically, however, it is the common perception of photographs as mere images or innocent windows onto the world that has made them so effective at materializing the realities that politicians desire. One of the most well-known examples from the history of photography is the exhibition The Family of Man. Curated by Edward Steichen and first shown at the New York Museum of Modern Art (MoMA) in 1955, The Family of Man featured 503 photographs from 68 countries, crowdsourced from 273 professional and amateur camera users. MoMA also installed the exhibition in venues across Europe, Asia, and Latin America, and for seven years it toured many other countries around the globe. Steichen displayed a diverse range of images, from affectionate lovers, pregnant women, young boys and girls at play, and people at work, to people engaged in pastime activities, in wars, protests and acts of violence, burial ceremonies and mourning rituals. Giving visual expression to the circle of life, according to a press release he issued on January 26, 1955 the chief aim of the exhibition was to depict "the essential oneness and goodness of man ... in the simple direct terms of photography." As Allan Sekula has shown (1981: 19-21), however, the United States Information Agency (USIA) was involved in the organization and world-wide circulation of The Family of Man. Established by US President Dwight D. Eisenhower during the Cold War period, the role of USIA was to disseminate information capable of influencing foreign publics to promote the political interests of the American nation. According to Sekula, the exhibition introduced photography as a universal language at the same time as it utilized photographs to portray people all around the world as equals. All human beings, it suggested, dream of a world in which they enjoy freedom and democracy. Sekula revealed, however, that in fact USIA promoted this view in order to stir non-American societies to imagine humanity this way and subsequently indirectly inspire them to choose democracy over any other system of government. At a time when the United States and the Soviet Union competed for world domination, succeeding at inculcating all human beings into the ideological values cherished by the United States would have allowed it to gain political supremacy. With this in mind, it is perhaps not so surprising that USIA toured the exhibition through Cold War hotspots, hoping the photographs would quash any pro-communist sentiments (see also Kaplan 2005: 55-80).

Considering stable and unstable social environments, the few examples above demonstrate how state officials and governments employ photography to inject their preferred realities into the very fabric of everyday life. Whether used to announce their sovereignty, target perceived agitators, control borders, or to absorb individuals into ideological frameworks, photographs assist politicians and governments to shape people's lives at the same time as they keep them estranged from the people and the lives affected. Yet, as some may choose to contest the vision and desired realities of statesmen, any discussion concerning the relationship between politics and photography must also extend beyond the realm of professional politics.

PHOTOGRAPHY IN THE NAME OF THE PEOPLE

The common appearance of photographs in everyday life, coupled with their inherent versatility, has made them some of the most common resources drawn upon by the governed social layer to protest against political leaders and challenge political authorities. When used this way, however, the photographs often come to function in ways not necessarily anticipated at the moment of their making, and their intended meaning may also transform subsequently. On February 24, 2017, for instance, the British Channel 4 News reported from the city of Hebron of a group of Palestinians who gathered with shoes in their hands in front of a poster of US President Donald Trump. They staged the event as part of a protest against the Israeli state's practices in the West Bank. Having declared their disrespect for the President for his pro-Israeli policies and lack of care for the Palestinian people, they threw the shoes at Trump's portrait. When the short display ended, a few of the participants walked closer to the poster to hit the photographed President right in his face, time and time again (Figure 11.3). Whereas inevitably Trump's photograph continued to project his self-satisfaction throughout the event, it was used as a substitution for the person himself and as a means to mock as well as insult his pride.

[image: ]FIGURE 11.3: Palestinians hit a poster of US President Donald Trump to condemn Trump's policies as they stage a protest against the Israeli government's violations over Palestinians and demanding the opening of Al-Shuhada Street which has been closed by the Israeli authorities for many years, Hebron, West Bank, February 24, 2017. Photo: Issam Rimawi/Anadolu Agency/Getty Images.

One potent example demonstrating how political conditions can transform the use and meanings of otherwise unchanging photographs not only momentarily but over a much longer period of time and for good is presented in a study by Ana Longoni (2010). At the center of her investigation is the Mothers of the Plaza de Mayo, an association of mothers whose sons and daughters were kidnapped by the Argentinian dictatorship of 1976-83. As Longoni explains, the Argentinian state operated nearly 500 repression and extermination centers during that period. Approximately 30,000 people disappeared, most of them were never to be seen again. Having formed in 1977 to generate public awareness of the disappearance of their beloved, the Mothers of the Plaza de Mayo initially used identity photographs of their loved ones to present lifelike images of the disappeared in the public sphere. The intention was to find out whether anyone might have been able to offer any information about their fate or whereabouts. As no concrete information arrived, the mothers printed their children's photographs in posters. Some still featured identity photographs, but now family photographs were also mobilized. Posters with identity photographs attested to the existence of formal records of registration of the individuals by the same state that was now denying their past existence altogether. Posters featuring family photographs projected the image of normality of domestic life that the disappeared lived before the state tore the family apart. Rather than pin the posters up, however, the mothers mainly carried and hung them around their necks during demonstrations as well as when visiting officials in their quest for information (Figure 11.4). Used this way, the photographs helped the mothers appeal to others whose relatives had disappeared under the same circumstances. They also helped them gather support from Argentinian society and the international community. In the context of state politics, the implications were greater however. Introducing the disappeared as present absentees and using their photographs for that purpose, the mothers contested the official denial of organized state terrorism and violence. The photographs gave the disappeared individual faces that were now joined together on the streets of Argentina to constitute mass public displays asserting the disappearance of those they portrayed. Such exhibitions announced the social and political bond of those who carried or wore the photographs. Each photograph in other words, also came to stand for at least one individual, usually a mother, who was brave enough to come out against the state in spite of its dictatorial repressive rule. When dictatorship came to an end in Argentina in 1983, the mothers produced placards featuring each of the disappeared. This way, the photographs became a collective device. On the one hand, the collaborative effort resulted in an archive of photographs of all the disappeared. On the other, the photographs were now available for multiple, simultaneous displays and members of the public other than the families of the disappeared were able to march with them on the street. To this day, the very same photographs are used to appeal for information, announce the loss of loved ones, attest to their disappearance, and give concrete material expression to civil contestation of the values that the dictatorship represented and the cruel policies it implemented.

[image: ]FIGURE 11.4: Madres de Plaza de Mayo demonstrate in front of Government House in Buenos Aires during the military dictatorship (1976-1983), c. 1982. Photo: Daniel Garcia/AFP/ Getty Images.

In particular the use of family photographs away from the familial sphere, as a means to affect stagnant political realities, has been common in many other countries, under similar as well as different circumstances. The ubiquity of family and personal photographs more broadly, coupled with their commonly assumed ability to impartially reflect the everyday life, authentic identities, and typical behaviors of so-called ordinary individuals are two key reasons why these types of photographs have been regularly employed to negotiate political circumstances. In bringing into the readily visible sphere a wide range of images of members of the governed social layer, they often become associated with the values and beliefs adhered to by the public, whether in conformity or in opposition to those promoted by political leaders. In this capacity family photographs tend to be understood not only as portals into the nature of the life lived by non-elite citizens, but also as registrations of the realities they would like to celebrate, nurture, and protect.

In one of my own contributions to the study of the phenomenon, for example, I showed that some factions of Israeli society began mounting family and other types of personal photographs onto tombstones in military cemeteries as a way to transform state attitudes to soldierly identities and national commemoration (Pasternak 2010). The custom may at first seem to be a conventional way to commemorate the dead. While to a large extent that is so, in the context of the Israeli military cemetery it also turns into a political statement because Israeli state law explicitly forbids the alteration of the symbolically unifying tombstones erected over military graves by the Ministry of Defense. The law was legislated in 1950, two years after the foundation of the state of Israel. Israeli citizens abided by the law for the first two decades after it came into effect; at that historical moment they rarely saw any difference between their private interests and those of the state. This situation began changing in the late 1960s, however, as soldiers fell in battles that many Israeli citizens considered unnecessary for the security of the nation or the state. In a reality in which citizens and their state were no longer fully united behind one cause nor a coherent set of ideological values, more and more bereaved families found the standardized military tombstone less suitable for their emotional needs. It was perceived to be good enough to express a sense of national loss but not as effective at projecting the soldiers' individual characters and diverse sociopolitical values. Mounting personal photographs onto the military tombstones of their beloved became one means families started using to reclaim the right to commemorate the soldiers' perceived authentic identities. In some photographs the soldiers appear in uniform that still associate them with state sovereignty; in others they appear in civilian clothing, often in social settings. Whichever type is used, the photographs have undermined the otherwise uniform design of the cemeteries and given the dead individual faces that attest to their humanity. There is substantial evidence demonstrating that the Ministry of Defense disapproved of the practice. Yet, despite some attempts to repress it, by the end of the twentieth century it nevertheless became common, even the norm in some military burial plots. Showing the soldiers in uniform or not, the photographs families have placed in military cemeteries around the country have grown into a form of political contestation of the traditional ideological identities the Israeli state strives to impose on its citizens in disregard of their own beliefs and political aspirations.

The emergence of digital photography, and especially its rapid absorption into smart technological devices and social media platforms in the beginning of the third millennium has made the crossing of personal photographs into the public sphere even more common than ever before. Contributing to strengthen their perception as direct references to the very moment of their sharing, and as expressive commentary on the condition of life at that moment, this has also led to the common employment of personal photographs as reactions to more immediate political matters and ongoing political debates. In September 2016, for example, about three months after the United Kingdom voted to leave the European Union by a small majority, Open Britain, a grassroots cross-party campaign, was launched, calling upon the government to do all it could to maintain the UK as an open and inclusive society. Part of the campaign was designed to highlight the benefits of immigration, for example the contributions migrants make to fuel financial growth, bring innovation, and expand business opportunities. In early 2018, however, Open Britain activists decided to use social media to demonstrate how the politics of the situation related to specific individuals and their personal lives. In the weeks leading to Valentine's Day, they advertised a public call inviting EU-UK cross-cultural couples to submit photographs showing them together. Dan Welldon and Fung Wah Man, two photographers associated with Open Britain, curated a selection of images from the

[image: ]FIGURE 11.5: Screenshot captured from the lovenotleave account page on instagram. Available online: https://www.instagram.com/lovenotleave/?hl=en (accessed March 15, 2018). Courtesy of Dan Welldon and Fung Wah Man.

photographs received (they also photographed some of the couples themselves). Posting them on Instagram, Twitter, and Facebook alongside the hashtag #LoveNotLeave, they intended "to showcase the love that exists between people from the UK and people from the EU" (Open Britain 2018). Some of the photographs were captured on the couple's wedding day, whereas others were taken while they were on holiday. The great majority, however, were made in the privacy of home (Figure 11.5). Recognized as personal, at times somewhat intimate photographs, together they visualized the couples in terms familiar to anyone who owns a physical or digital family album. They depicted the couples in association with dominant Western cultural tropes of domesticity and with visual themes connected to familial affection and romantic love. They thus defined the cross-cultural relationships they alluded to as the norm and not a rare exception. For the very same reason, they also attested to the couple's devotion to established UK cultural values, in spite of their different national backgrounds. Along with their familiar, traditional look, the photographs were, therefore, used to disturb the otherwise common apprehension of migrants as strangers. In fact, without reading the text identifying the nationality of each individual, one could not have told which was the migrant and which was the so-called native.

There are numerous further examples of moments and situations in which those governed by politicians and authoritative social institutions produced or repurposed photographs to resist oppressive political systems and unsettle the realities cemented by the powers in charge. Whether employing "social media photography" or more traditional photographic prints, they all evince an expectation of photography to assist in claiming a right to participate in the organization of knowledge, the negotiation of values, the administration of social space and, ultimately, in the standardization of interpersonal relations. Professional politicians and social authorities are not by default part of this equation however. Individuals may also turn to photography as a means to demand the right to participate in this process when it is stirred by common social beliefs, conventional habits, or other individuals of equal social status and means to their own. Under such circumstances they most often no longer expect their photographs to directly affect the macro-political sphere of diplomacy, legislation, or public administration, but to enter negotiations of the moral and ethical values that form the micro-political space of direct interpersonal relations that condition the organization of civil society.

PHOTOGRAPHY IN CIVIL POLITICS

Photography began participating in the formation of interpersonal and communal bonds almost as soon as it came to being. The most well-known popular phenomenon from the nineteenth century is the vast circulation of carte de visite portraits among families and friends. The practice gave material expression to their alliance and care for one another, even if in reality they were far away in space or removed in feeling. At the same time as the visual style rehearsed in carte de visite portraits instructed their subjects to carefully select their dress, pose, and props, the resulting photographs offered representative projections of ideal(ized) personalities. Gathered in private albums side by side, they thus constructed permanent perceived articulations of the recurring values and qualities that were considered appropriate and desirable by the individuals they showed. Those who compiled the albums, owing to their familiarity with the people behind the portraits, were able to imagine the photographed subjects as members of their closest social group, and themselves, as associated with the values and qualities the same subjects reflected. Yet, as carte de visite portraits largely sanctioned a limited range of performative gestures and because they followed a relatively rigid set of representational conventions, they came to portray everyone partaking in their making as a member of one, large and reasonably homogenous formation of people who held dear similar cultural beliefs. Deviations from the sanctioned conventions were noticeable when they occurred, leading to identify the sitter with a different social environment or value system (Edwards 2006: 247-93; Batchen 2009).

The historical lessons carte de visite portraits offer are that, how we appear in photographic images, what photographs we share in public, and what photographs we admit to collections, all have political implications. What we seem to be doing in the representational spaces of photographs tends to turn into indications of the worldviews we abide by or those that we seek to make true. The types of photographs we openly share may become articulations of our inspiration to populate the public sphere with material expressions of our aspirations and beliefs. The photographs that we choose to preserve in collections—private or public—may enjoy more lasting presence and resonance, thus also an increased opportunity to normalize these perceived aspirations and beliefs, even reorganize reality accordingly. We may also want to acknowledge at this point that both the recognizable and assumed presence of cameras in public and private spaces alike commonly affects people's behavior, activity, how they treat each other, and how they relate to one another.

In informing human interaction and subsequently shaping interpersonal relationships, photography cannot but become absorbed into everyday processes in which people negotiate ideas, knowledge, values, opinions, and understanding, beyond the realm directly managed by political leaders. Cameras inevitably operate by and in relation to people. Photographs may show people and, even when showing something else, they are collected, shared, preserved, and looked at by people. No matter what they depict, where they may be, who made them, whom they were made for, or who may be looking at them, photographs constitute points of connection to the lives, values, and expressive or habitual worldviews of others. To realize that is to recognize that precisely where one may not spot any immediate traces of the political world, one is most often already immersed in conservative politics, looking right in the eyes at the influence politics exerts on individuals, society, culture, and the public more broadly.

If carte de visite portraits are one of the most obvious nineteenth-century examples of photography's inescapable participation in the shaping and negotiation of everyday politics, selfie photography is arguably among the most potent examples of the early twenty-first century. In her 2018 book Selfies: Why We Love (and Hate) Them, Katrin Tiidenberg explains that, although conventionally people tend to think of selfies as vain and self-centered types of photographs, in fact both the reasons behind their making and the functions they fulfill vary. Being forms of self-expression and self-presentation, they first and foremost constitute calls for interaction. Significantly, however, the most avid producers of selfies, according to Tiidenberg, are those who historically have not been in full control of their public representation. They include young people and young women, as well as people whose appearance does not meet the standards of the visual economy, such as over- and underweight bodies or bodies that differ from so-called norms more broadly. Selfies give them the chance to shape their visual representation and frame their social and cultural visibility by themselves. The public circulation of selfies may therefore help to inspire change in public outlook and promote the acceptance of otherwise marginalized subjects.

One social media campaign that resonates with much of Tiidenberg's argument began on Twitter on September 16, 2017, when user @thegaycatlady posted a series of four selfies in front of a mirror alongside the caption "if you are gay and you know it and you really wanna show it, join the hashtag #itsthelgbt." The idea was simple. Self-identifying lesbian, gay, bisexual, and transgender people (LGBT) needed to post one or more photograph in which they felt like themselves in terms of sexual and gender identity. The hashtag began trending rapidly, bringing together thousands of selfies and similar photographs. Many of the contributors to the organic campaign were teenagers, some of whom took advantage of the hashtag to "come out" for the first time. The participants chose to post carefully posed as well as more immediate portraits, snapshots with friends, and pictures with their partners. In fact, the majority of contributors posted more than one picture, using each to experiment with a variety of appearances, poses, and facial expressions. Some were playful, others, more serious and conservative. Shown side by side, they simultaneously demonstrated how comfortable the participants felt in their bodies and evinced the unfixed character of individual and social identities alike. Participants also welcomed and reassured each other through comments, "likes," and by sharing additional photographs in association with the very same hashtag. Over a short period of time the campaign brought to plain sight a large international community of self-proclaimed LGBT people, increasing their otherwise less concentrated public visibility, if only for a day or two. Owing to the diverse range of appearances they featured, most of which could not possibly reveal the subject's sexual preference, the photographs showed that members of the LGBT community are not inherently different from any other social subject and that, in practice, they constitute an integral part of society rather than obvious signifiers of its margins.

An earlier example of another social media campaign that attempted to challenge common hegemonic social and cultural preconceptions through selfies and similar forms of photographic portraits gained popularity in 2015. It was initiated by three associate professors in the United States who wished to bring social awareness to the gender, racial, sexual, religious, and ethnic diversity of academics across fields and disciplines. Sara B. Pritchard, Adeline Koh, and Michelle Moravec felt that the title Professor has commonly been associated with the image of a smartly dressed, middle-aged white man, with glasses and a beard. Being women and black, the three posted pictures of themselves on Twitter, using the hashtag #Ilooklikeaprofessor. Hoping this could help free themselves from the conservative image, they called upon other professors around the world to post their own photographs as a means to showcase diversity and fight the dominant stereotype away. On the one hand, the campaign was intended to counter the idea that some bodies cannot be part of academia. On the other, it was meant to rally people whose look, culture, or sexual orientation have been used to discriminate against them in the academic environment. The hashtag turned popular in a matter of days and was mostly used by women, black people, members of minority groups, queer, and disabled individuals (see for example Figures 11.6, 11.7, and 11.8). Many of them accompanied their photographs with personal statements, revealing that on a daily basis they were mistaken for students, custodians, cleaners, and takeaway drivers. Through their campaign, Pritchard, Koh, and Moravec enabled other professors to demonstrate bias in the profession and encouraged those with marginalized bodies to confront harmful ideas about the range of bodies that make the world of academia. "One of the really amazing, wonderful things about this hashtag," Pritchard was quoted saying, "is to see solidarity emerging across so many

[image: ]FIGURE 11.6: @g6pictures, Twitter Post, August 13, 2015, 1:30 a.m., https://twitter.com/g6pictures/status/631638961035853824. Courtesy of Giovanna Chesler.

[image: ]FIGURE 11.7: @DrBFPalmer, Twitter Post, August 12, 2015, 10:31 p.m., https://twitter.com/DrBFPalmer/status/631593922578354178. Courtesy of Bedford Palmer.

[image: ]FIGURE 11.8: @ProfLSimmons, Twitter Post, August 12, 2015, 4:45 p.m., https://twitter.com/ProfLSimmons/status/631506925356744704. Courtesy of LaKisha Simmons.

dimensions of difference—to recognize that many inequalities persist in the ivory tower and that we need to fight for each other, not just ourselves" (quoted in Ruiz 2015).

Photographic social media campaigns can indeed enable dispersed interest groups to converge. They often yield no lasting change in society or culture, however, if they fail to keep together the supporters they capture and when they neglect to provide the means to transform the personal agenda of those into a concentrated group effort. Nevertheless, some of these campaigns may still reorient the commonly parochial sociocultural gaze to reconsider the meaning of less conventional positions and identities. In addition, the sharing of photographs via social media platforms, as Tiidenberg (2018) demonstrates in the context of selfies, may assist participants to change themselves and their experience of everyday life even if the reality around them remains the same. When those who post them receive affirmations from fellow users—through "likes," direct comments, or by reciprocating photographs—they become aware of others who appear to be sharing their feelings, worldviews, challenges, or burdens. The realization that someone "out there" accepts them just as they are often makes the photographers feel validated. Now, equipped with a sense of belonging to a collective, if only an imagined one, their behavior in real life normally transforms as a subsequence, as they feel accepted and safer in their position.

Whereas receiving warmth and validation from a limited group of individuals may satisfy the needs of some, anything less than a complete absorption into the sociocultural mainstream must remain insufficient in the eyes of others. I therefore want to unpack one particularly rich, long-lasting initiative that can demonstrate the far-reaching political impact photography can make in civil society when concentrated interest groups deploy it. The background to this case study takes us back to 1981, when young black Britons revolted in protest of their continued discrimination by white British society, in particular about their unjust treatment by the police. A wave of violence and vandalism emerged in Brixton, south London, on April 10 and rapidly spread to other large cities across the country. It only stopped two days later, leaving much destruction and over 300 casualties, most of whom were police.

Following the uprising, the African People's Historical Monument Foundation was established by members of the black British community. Wishing to tell a more culturally and ethnically diverse story of Britain and its people, they believed that the incorporation of the less known history of black British people into the public sphere could promote understanding of the contribution black people have made to British life and history, promote the emergence of a multicultural society, and stimulate social equality. One of the Foundation's main objectives was therefore to collect and preserve source materials about the presence of African and Caribbean people in Britain. To this end, the Foundation created a community archive in Brixton in late 1981. Named the Black Cultural Archives (BCA), it was used to preserve a wide range of sources, from official public documents and historical publications to private letters, diaries, ephemera, and photographs (Garrison 1990; Walker 1997: 45-8). By the end of the first decade of the twenty-first century the BCA transformed into a professional public institution and in the early 2010s it relaunched as a black heritage center.

In curating and cataloguing photographs in conjunction with other related items, the BCA has empowered the black community to take ownership of their history, to express it in their own voice, and to narrate their moments of pride as well as dejection on their own terms. But, it has employed photography not only to inspire the development of a more publicly inclusive approach toward black Britons, their history and cultural heritage, but also to cement this approach in British material culture. One telling example in this regard is the project it initiated in 2008 under the title Staying Power. On the one hand, the project endeavored to incorporate photographs made by black Britons and photographs showing black Britons into national public photograph collections. On the other hand, it was conceived to increase the number of black British photographers, as well as curators and archivists. To fulfill these goals, the BCA established a professional partnership with the prestigious Victoria and Albert Museum (V&A) in London, which holds the world's largest institutional collection of photographs.

The BCA and V&A identified photographs by and of black people as an unrepresented area in the museum's collection, a gap that the BCA wanted to close by introducing the V&A's acquisition team to photographs of great significance to black British culture. This part of the project resulted in the acquisition of 118 photographs made between the 1950s and 1990s by a total of seventeen photographers. Focusing on black fashion, youth culture, protests, and community life, they have subsequently become integrated into the permanent national collection of art photography. As such they evince the contributions of black Britons to the development of British culture and local art photographic practices alike. Staying Power also involved the recruitment and training of volunteers to record oral history testimonies, from the photographers, their relatives, and the subjects in their photographs. The testimonies—which have been incorporated into the permanent BCA audio archive—keep on record the significance of the photographs both to those who made them and to those they show in relation to the time, place, and circumstances in which they were taken. Oral history, in other words, helps to guard the photographs from cultural appropriation, misrepresentation, and misinterpretation.

To increase the number of black British photographers, curators, and archivists, part of the Staying Power project was dedicated to the creation of opportunities to exhibit the work of current photographers and involve them in the delivery of photography workshops. The BCA therefore also collaborated with the V&A on the installation of two public displays of some of the new 118 photographic acquisitions. Titled Staying Power: Photographs of Black British Experience, 1950s-1990s, the two exhibitions were shown at the BCA and the V&A in 2015. Extracts from the oral interviews were integrated into the displays to provide appropriate context and maintain the black community's voice at the forefront. The partners, in addition, created and embedded within the V&A webpages a project-dedicated website, providing information about the photographers alongside links to audio testimonies and collection records about the photographs. This phase of the project saw the organization of training programs, workshops, and public outreach activities. Training sessions revolved around archival work, inculcating black individuals with an understanding of archive materials, coupled with interpretation, documentation, cataloguing, and collection management skills. Workshops and outreach activities simultaneously engaged black school children in producing professional studio portraits of their family and relatives, and brought together black and white teenagers to share and discuss photographs about their interests and daily activities.

FINAL REMARKS

In the early twenty-first century the connection of politics and photography is so deep that it is almost impossible to imagine them in isolation from one another. Because politics and the political sphere existed long before photography was more than just a dream, however, we must remember that photography has become absorbed into politics, not the other way around. Their relationship, as I demonstrated, has subsequently been rather unbalanced at least since the moment photography entered into the public sphere in July 1839. Photography's conceptualizations and the roles we may expect the medium to perform have been conditioned by political circumstances; the desires we may require photographs to fulfill have been always-already negotiated through engagement with explicit or implicit political positions. Whether as photography scholars we approach photographs as signs, pieces of material or visual evidence, sites of identity formation or preservation, as substitution objects, or as souvenirs of loved ones, we must also remind ourselves that none of these nor any other analytical framework can be even partly free of the grasp of politics.

While as a consequence photography has been inevitably dependent on politics for its development, deployment, and meaning acquisition, its popular use has nevertheless also rendered politics more complex. It has assisted to increase the visibility of diffuse interests, thereby to gather dispersed subjects into powerful influence groups. It has equally facilitated attempts of concentrated interest groups to amplify their voice, protect or alter cultural traditions, as well as transform physical environments and their perceived meanings. Capable as such of serving the political agenda of individuals, leaders, nations, social, or cultural groups, photography's versatility, coupled with the unfixed function of photographs, have expanded the capacity of both rulers and the ruled to affect processes that govern human affairs and shape the experience of life (for additional discussions concerning intersections of photography and politics in different parts of the world, see Chapters 17-22 in this volume, and for a selection of pertinent case studies in the context of European late- and post-communist histories, see Pasternak 2019).

There are numerous case studies exploring photography in a variety of political environments. In this chapter I chose to prioritize concrete examples of politically charged photographic practices in order to make their multiple manifestations explicit and draw due attention to the transmuting forms of the medium's deployment in the political realm. Revealing that in different situations and within different realities people bestow on photography new meanings that transform its otherwise perceived conventional functions, my chosen examples suggest that only rarely do photography and photographs lend themselves so easily to the roles given to them by theoretical scholarship. The involvement of photographic practices, images, and objects in the dynamic nature of everyday life continues to require them to fulfill an ever-changing range of desires. Understanding the significance of photography in dissociation from specific political circumstances may therefore not be an option. It means, however, that in paying attention to the politics surrounding concrete employments of the medium we can foreground inexplicit political behaviors that go unnoticeable otherwise and tap into the difference photography makes to people's lives.
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CHAPTER TWELVE
Photography and the Making of Modern Science

JENNIFER TUCKER

The term "scientific photography" often invokes a familiar list: dazzling iconic photographs of scientific phenomena—stars, X-rays, bacteria, the moon. Scratch beneath the surface, however, and a more complex picture emerges of the subjects for the study of science and photograph. The subject is quite as likely to include photographs of unfamiliar science experiments, visual documents of scientific expeditions, portraits of scientific teachers and students, series of slides used for projection for the purpose of scientific education, photographs of specimens in museums and police departments, scientific photographs used in social and political activism, and images (such as spirit photographs) that circulated for a time as part of counter-science movements, challenging scientific heterodoxies. Their study has, in turn, helped to broaden historical perspectives about the sciences and their integration within a variety of different professional and everyday settings.

This chapter considers some of the critical questions that have been most visible since the 1970s in the study of photographic practices in the history of the natural sciences. Today, the domain of study on photography and science incorporates several distinct but overlapping fields, from the technological histories of photography, to the role of photography in scientific exploration, to the employment of scientific imagery in other sociocultural contexts, to the wide range of subject-specific scholarly debates that surround virtually all such visual conventions and practices. The material and social traces of photographs made in the scientific quest to document the world may be found today partly in "the historical and disciplinary dynamics that surrounded their production; the collecting practices of librarians, archivists, and corporations; and the archives they inhabit" (Mitman and Wilder 2016: 2). Taken as a whole, this body of work has generated innovative understandings about how scientific meanings are generated through photographic production, circulation, interpretation and, above all, debate (Kelsey 2007; Wilder 2009; Helmreich 2016; Mitman and Wilder 2016). Where once scientific and technical photography were marginalized in histories of nineteenth- and twentieth-century photography and science, studies over the past two decades have provided strong empirical foundations and critical frameworks for renewed histories of the role of photography in scientific investigation, from the early nineteenth century to the present.

What were the historical conditions of production and circulation? How were photographs used, interpreted, and, later, reinterpreted by others? What epistemologies authorized (or undermined) photography's uses? What sorts of meanings did photography compel, for which viewing audiences, and with what results? What is a "scientific" photograph? What counts as "science" in any given historical time or place? After a brief survey of some leading studies in this field, the chapter sketches current and future directions for research.

MATERIAL AND SOCIAL TRACES OF PHOTOGRAPHY IN SCIENCE

From the start of their entanglements, photography and science were united through their common roots in the physical and natural sciences: photography was both an art and a science (Snyder and Allen 1975; Jenkins 1987; Schaaf 1996; Thomas 1997; Barger and White 2000; Elkins 2008; Wilder 2009; Pinson 2012; Helmreich 2016; Pichel 2016). The very representation of scientific objects in pictures, the use of photography to detect and measure phenomena, and the development of photography as a science drew upon material and intellectual forms of knowledge, from chemistry to optics to physics. Furthermore, contemporary artists have long addressed science as a focal point for their art, through their incorporation of scientific photographs into art institutions or art market; the investigation of scientific iconography in art; and the use of scientific concepts, such as observation experiment and archiving) in their making of art (Geimer 2002; Elkins 2008; Wilder 2009: 102).

Yet from its earliest days, the reckoning of the importance of photography to society was also reckoned in terms of its contribution (not merely its indebtedness) to science. In 1839, for example the astronomer FranÇois Arago, director of the Paris Observatory, predicted astronomical applications for Daguerre's new process, and advocated its use to obtain an improved map of the moon (Tresch 2007). The French chemist J. L. GayLussac echoed Arago's enthusiasm, declaring boldly that same year that photography promised to lead to scientific progress:


[T]hrough Monsieur Daguerre's invention physics is today in possession of a reagent extraordinarily sensitive to the influence of light a new instrument which will be to the study of the intensity of light and of luminous phenomena what the microscope is in the study of minute objects, and it will furnish the nucleus around which new researches and new discoveries will be made. (Quoted in Darius 1984: 11)


As the acute and prescient lithograph, La Daguerréotypomanie, by the French painter and lithographer Théodore Maurisset, highlights (Figure 12.1), warnings about the potential for social disorder and upheaval also stressed the new medium's potential for revolutionizing the very foundations of knowledge.

By 1860, British photographer F. F. Statham wrote that "To give a just and accurate idea of all that photography has done for science would be to write anew the whole history of the art" (quoted in Darius 1984: 11). Editors of photographic trade journals, because they were exposed to a broad cross-section of early users of photography, recognized the complexity of networks of technology and the arts. In 1864, a review proclaimed that despite the camera's impact on art, "It is to science ... that photography, the child of science, renders, and will unceasingly render, the most valuable aid," adding that:


There is scarcely one in the whole list of sciences which is not largely indebted to it. Astronomy and microscopic observations have benefited singularly from the increased accuracy that has been secured. It is a boon of enormous value to be able in any instance to eliminate that fruitful source of error, the fallibility of the observer. Photography is never imaginative, and is never in any danger of arranging records by the light of a preconceived theory. (Quoted in Darius 1984: 11)


[image: ]FIGURE 12.1: Théodore Maurisset, La Daguerreotypomanie, lithograph, 26 X 35.7 cm, December 1839. J. Paul Getty Museum.

The French astronomer, P. J. C. Janssen argued in an 1888 speech that photography was useful to science not only because it promised (in theory, at least) a neutral, mechanically objective record, but also because it was able to conserve and propagate images for many other viewers—a point that the critic Walter Benjamin would later develop in his 1936 essay "The Work of Art in the Age of Mechanical Reproduction." Janssen wrote:


The sensitive photographic film is the true retina of the scientist ... for it possesses all the properties which Science could want; it faithfully preserves the images which depict themselves upon it, and reproduces and multiplies them indefinitely on request; in the radiative spectrum it covers a range more than double that which the eye can perceive and soon perhaps will cover it all; finally, it takes advantage of that admirable property which allows the accumulation of events, and whereas our retina erases all impressions more than a tenth of a second old, the photographic retina preserves them and accumulates them over a practically limitless time. (Quoted in Hannavy 2007: 1255, italics added)


Furthermore, almost immediately after its invention, the camera was being described as a "servant" of science, in part because it could perform such a wide variety of different tasks within the natural sciences. The author of "The Art Question" in Photographic News, published in 1872, described photography as "handmaid of the visible world," while in an essay titled "What Photography Does for Science," published in 1882 in the British journal the Photographic News, a photographic correspondent narrated the evolution of photography's role, from tool of discovery to routinized instrument of everyday science, explaining the transition as one from "upper-servant" to "handmaiden" (terminology of domestic service with which many of its middle- and upper-class readers were familiar): "Fifteen years ago she [photography] was a species of upper-servant performing valuable services enough, but rather of a light order. To-day she is a maid-of-all-work, put upon, on every occasion, to discharge all sorts of functions, whether manual or high-class." Where nature had once been "fugitive," wrote Joseph Auguste Belloc in the Photographic Neius in 1858, it was now "subservient to our will."

[image: ]FIGURE 12.2: Edward Emerson Barnard, A Photographic Atlas of Selected Regions of the Milky Way (Washington, DC.: Carnegie Institution of Washington), 1927. Plate 4.

Scientific and medical atlases, illustrated with photographs and other images, were a prominent means for disciplines to educate the next generations of practitioners and present a consolidated (if limited) picture of their objects of empirical study (e.g., stars, bones, fossils). As Daston and Galison (2007) explain, scientific atlases were vitally important in defining historically changing regimes of epistemic virtues to which scientists were encouraged to aspire (see Figure 12.2 for example). Yet in practice, photographers and scientists also negotiated and, importantly, contested—the prescriptive meanings of photography through other, less expensive media, such as correspondence and conversations, and even in the burgeoning technical literature aimed at amateur and professional photographers.

Not only were inventors and scientific experimenters among the shapers of photographic processes, they were among the very first individuals to create historical narratives about scientific photography. Eager to situate the new medium in relation to longer artistic and technological traditions, the earliest histories of photography quickly acquired a set of historical narratives. These, and other, scientific experimenters promoted an image of the new medium of photography as a scientific tool, an aspiration that carried with the new medium as photographic technologies and processes spread quickly around the world (Elkins 1995; Pinney 1997; Peterson and Pinney 2003; Thompson 2012). Nineteenth-century journals such as the Photographic News frequently published reports of the use of photography in various domains of scientific exploration as photography became a large outlet for artistic and scientific works of all kinds, across a range of social backgrounds and creative settings. Technical journals, too, informed members of scientific communities about possible uses of photography in research or teaching, giving suggestions for scientific applications, such as high-speed photography (Lawrence 1941). Scientific publications are, therefore, an important and often neglected source for early historical accounts of photography.

These and other studies reveal the existence of extensive historical sources for the study of the relationship between science and photography. Primary sources for the study of photography and science include a rich and in many ways barely explored range of laboratory and field books, material apparatus, correspondence, patents, and scientific publications.

CRITICAL APPRAISALS OF SCIENCE AND PHOTOGRAPHY

The 1970s and 1980s were pivotal decades for new theoretical and historical approaches to the study of visual representations in the natural sciences more generally. These years saw the publication of several new historical books about photography's role in science. Biographies and books focused on the work of individual photographers began to appear, many of them revealing photographers as "men of science," with intellectual interests in the natural sciences which spurred their photographic work (Arnold 1977; Schaaf 1996). At the same time, histories of photography frequently included chapters about scientific work (which, however, sometimes also had the effect of leaving unexplained and unquestioned the categories of "scientific" and "unscientific" practices).

The beginnings of major collections of scientific photographs for preservation, exhibition, and historical analysis, often in museums, also date from around this time. One of the first new exhibitions about photography in the sciences opened to the public at the Science Museum in London in 1984 under the name Beyond Vision. As its curator, Jon Darius explained (1984: 6), "It was the inauguration of a new museum—the National Museum of Photography, Film, and Television—which lit the fuse leading to Beyond Vision." Darius added that the book and the corresponding exhibition


can claim with some justice to be the first of their kind ... Of course scientific photographs have been collected in books and displays on many previous occasions for the edification, amusement, even bewilderment of the public. The images are usually selected either to illustrate the range and power of a tool or technique wielded by the scientific photographer (electron microscopy, for instance) or else to dazzle the viewer with aesthetically pleasing shots of balloons at burstpoint, heat maps of the body supernova remnants in blazing colour and so forth. (1984: 6)


"It is high time," Darius added (1984: 6), "[that] we expand our narrow vision of photography to allow for the incursion of more recent technologies"—especially the rise of new digital photographic technologies, which began around 1957, when the first digital image was produced on a computer and a rotating drum device was created allowing images to be scanned. Darius further explained that his book was about photography that was "scientific" in that it provided information inaccessible to the naked eye. Beyond Vision therefore began to push the boundaries of what was considered reliably to be a proper "photograph" (which Darius left open for interpretation)—foreshadowing debates today over what is truly considered "photography" in an era witnessing the multiplication of new reproductive digital media.

Some of the early work on the complex relations of photography, science, and vision drew strongly on Foucauldian themes (Foucault [1966] 1994, 1975). Foucault's work, and its reinterpretation by subsequent historians, influenced studies of the role of imaging techniques in science and their theoretical underpinnings in a number of ways. The idea that the coupling of evidence and photography was bound up with the emergence of new institutions and novel practices of observation and record-keeping (in modern factories, prisons, the police, schools, public health departments, for example) resonated with scholarship in the history of science that was focused increasingly on the disciplinary practices of field and laboratory ways of seeing. In contrast to previous studies that had tended to define science in universal terms, often focused on a linked series of great individual discoveries, historians of science began to see science as a phenomenon that was best understood as the site of historically specific material and social practices (Hacking 1986; Haraway 1988; Tagg 1988: 5; Schaffer 1998). Foucault's "field of vectors" and "interplay of exchanges" as well as Latour's imaging of "matrices, networks, and loops" were concepts that underpinned new studies about the conditions of science (how, for example, communication and exchanges in science worked; who participated, and what terms, etc.)—how, specifically, the authority of scientific explanations entered the arena of debate. Photography was seen as part of how institutions' local cultures facilitated the emergence of robust facts and instruments from fragile experiments (Daston and Galison 1992; Rothermel 1993; Pang 2002; Tucker 2005). These and other studies were generally developed, furthermore, not as specific contributions to the advancement of knowledge about the history of photography per se, but instead as part of a larger project in the study of science as culture. By at least the 1980s and 1990s, then, science was being seen by many historians as a cultural form, that is, as enacted in spaces that were largely co-extensive with other forms of activity. The concept of "contact zones" (Pratt 1992) and "open fields" (Beer 1996), for example, were helpful for framing scientific work and the material and cultural exchanges that it required. Photography and science were, furthermore, both implicated in what Foucault called the "constitution of subjects" (the making up of the subject): "We should try to discover how it is that subjects are gradually, progressively, really and materially constituted through a multiplicity of organisms, forces, energies, materials, desires, thoughts, etc." (Foucault 1980: 97). Nineteenth-century modernity was increasingly seen by historians as being "inseparable from the way in which dispersed mechanisms of power coincide with new modes of subjectivity," wrote Jonathan Crary (1992: 15), "detailing a range of pervasive and local techniques for controlling, maintaining, and making useful new multiplicities of individuals." Photography (and also cinema) were part of a broader tendency in society toward the technological surveillance, management, and physical transformation of the individual body and the social body, leading to new ways of looking at the everyday practices of scientific and medical imaging that people encounter in clinics and hospitals (Cartwright 1995). The extension of human powers of observation through the agencies of technologies such as photography had contributed to the collapse of classical models of vision, or "a transformation from classical theories of vision as something mechanical and capable of abstraction from the body (exemplified by the camera obscura), to modernist notions of perception as a process characterized by temporal flux and embedded in a physical body" (Jones and Galison 1998: 20). Yet to a greater degree, perhaps, than in many other historical specializations (including photography studies), historians of science tended not to focus, in particular (or exclusively) on Foucault's interest in state power as it related to science; on the contrary, there was interest in how scientific institutions produced new paradigms, identities, and forms of authority.

Historians of science generally agree that the problem of visualization lies at the heart of the scientific enterprise and its public perception. With the rise of science and technology studies, scholars began studying material practices (including photography) as part of the transduction of scientific meaning—a move which had far-reaching effects for the history of photography and the way that histories of science were written. In contrast to the way that photographic and other visual representation are sometimes glossed over by other kinds of historians, historians of science and technology generally embraced the study of photography and other visual practices as offering insight into "sciencein-action" (Latour 1988), even as they disagreed over how photographs were to be approached: they agreed that photographs mattered. One of the important contributions of the history and philosophy of science to the study of photography was in its insistence on the importance of studying material and social practices, and not merely abstract scientific theories separated from practices. In many studies, the power of the language of images was scrutinized as part of the study of practice.

Key terms and focal points of interest surrounded the uses of photography as a "witness" in science, with all the issues that raised for understanding the cultural meanings of objectivity and subjectivity and the construction of scientific authority more generally. This work was partly stimulated in the context of debates that were generated by physicist Thomas Kuhn's influential work, The Structure of Scientific Revolutions (1962), which challenged the prevailing view of so-called normal science, and called for an epistemic model which helped account for how radical changes occurred in the sciences. Observation, experiment, and issues of authority were points of critical analysis that anticipated later trends as historians of science sought to understand historically how scientists communicated with each other using visual technologies of all kinds (Rudwick 1976; Cartwright 1983; Hacking 1983; Lynch 1985). Theoretical and conceptual debates over problems of objectivity, precision, and accuracy powerfully informed critical examinations of photography's seeming capacity to serve as an impartial extension to (and even as a surrogate for) the human scientific eye. Visualization could not, on this analysis, be reduced to perceptual processes because they are always and inevitably bound up with material culture and inscriptions.

At the heart of the so-called science wars were contrasting understandings of scientific image practices: in the context of a vigorous debate over whether scientific knowledge proceeded through a linear increase in truth and understanding, "objectivity" became a fighting word (Daston and Galison 1992). Scientific photographs moved to the center of this wider debate: were images of pure intellectual discovery, or artifacts of socially constructed knowledge? (Shapin and Schaffer 1985; Lynch 2005; Coopmans et al. 2014). A field-defining set of essays about science and visual language published in 1992 both historicized cultural meanings of objectivity and emphasized the importance of scientific images as objects of study in the humanities (Cartwright 1992; Daston and Galison 1992).

The very definition of objectivity was shown to be historically changing and associated with different formulations of knowledge, vision, and the scientific self, with "mechanical objectivity" a scientific ideal borne out in practices only in the mid-nineteenth century (Daston and Galison 1992, 2007). Atlases and the images reproduced within them became seen as a particularly salient source of evidence because, Daston and Galison argued (2007: 48, 10), they registered new epistemic fears and virtues "more explicitly and forcefully" than many other visual sources, and served as descriptive guides to idealized scientific identities or personae. Photography's role in science, in this methodology, is approached by studying epistemic virtues and prohibitions in the moral economy of scientific representation. The virtue of mechanical objectivity emerged hand-in-hand with the appearance of a "certain kind of willful self" that was prone to impose hypotheses on data; photography, in this account, was ushered in partly because it seemed to embody the distinctive brand of late nineteenth-century pictorial objectivism to which many natural scientists increasingly aspired (Daston and Galison 2007: 37, 174). Porter (2008) and Tucker (2008) extend and critique this discussion.

Works on vision thus consolidated an approach of integrating an analysis of bodies, technologies, and vision still evident in photographic studies today. The new focus on notions of objectivity and the ideal of scientific selfhood opened new ways of seeing the work of scientific communication. In exploring these, and other, questions, scholars demonstrated how the effort to find objective, mechanical measures of social difference proliferated in the period of mechanical objectivity: the same period that saw the formulation by scientists of new concepts of sex, class, and "race," as Western science and medicine analyzed, configured, and regulated the human body (Haraway 1990; Jordanova 1993; Cartwright 1995; Tobing Rony 1996; Poole 1997; Smith 1999, 2004; Hamilton and Hargreaves 2001; Tucker 2006). The role of photography in the self-fashioning of the scientist as a public figure also has been shown to be an important and often neglected part of the story of the rise of contemporary science (Fox and Lawrence 1988; Jordanova 1993; Shapin and Schaffer 1985; Browne 2009; White 2011; Belknap and Defrance 2015).

Above all, the findings of this research led to the recognition (now accepted among historians of science) that visualization within the sciences is not a single kind of practice or practices. The concept of the "black box"—a metaphor borrowed from cybernetics denoting a piece of machinery that "runs by itself"—became widely used in science and technology studies of photography after Latour used photography as a leading case in an often-overlooked 1991 essay, "Technology is Society Made Durable," in which he cited the research of the University of Wisconsin-trained historian of science Reese Jenkins, the author of the prize-winning 1987 book Images and Enterprises: Technology and the American Photographic Industry, 1839-1925. Latour (1991) used Jenkins's study of the simultaneous invention of the Kodak camera and the mass market for amateur photography in trying to explain why technology is such an enigma for social theory—showing that the domination of the Eastman company was visible only at the end of the process (see also Jenkins 1987).

The concept of "boundary object" was introduced to describe information such as specimens, field notes, drawings, photographs, and maps that were used in different ways by different communities. While objects might have "different meanings in different social worlds," their structure is "common enough to more than one world to make them recognizable, a means of translation" (Starr and Griesemer 1989: 387).

Works like these, focusing as they do on the complex historical meanings of social practices surrounding the making, viewing, and circulation of images, have great potential for future studies of photography and science. They promise to advance the subject of scientific photography beyond the previous focus on individual photos and their discoverers, and to lay groundwork for future work on scientific photography.

The rise of anthropological, sociological, postcolonial, feminist, and critical race studies approaches to photography has also shaped the historical and contemporary study of photography and science (Rose 2012, 2016). Donna Haraway's book, Primate Visions, for example, examined the way in which wildlife photography was an integral part of systems of scientific knowledge, gender, and race (1990: 41-6). Focusing on the American biologist and conservationist Carl Akeley, Haraway (1990: 42) suggested that he perfected the narrative tool of photography, advising that his practice of photography "was suspended between the manual touch of sculpture, which produced knowledge of life in the fraternal discourses of organicist biology and realist art, and the virtual touch of the camera, which has dominated our understanding of nature since World War II."

Critical studies of colonial photography offered breakthroughs in photographic criticism and theory, showing the need to study the circulation of photographs around the world, and in various colonial and postcolonial contexts of scientific exploration (Coombes and Edwards 1989; Edwards 1994, 2001; Pang 1994, 2002; Tobing Rony 1996; Pinney 1997; Ryan 1997; Peterson and Pinney 2003; Belknap 2014, Hall 2017). Elizabeth Edwards (2014: 173-4) challenged the way that many studies of colonialism and photography uncritically aligned photography and the rise of the nation-state, often even assuming, rather than demonstrating, a causal relationship between photography, collecting, and state and colonial power. Within colonial systems, she pointed out, modes of governance were "messy" and often indeterminate; moreover, photographs were not just simply "representations" but sets of material practices which were "entangled with the practices of governance through complex and sometimes ambiguous demands made of them to 'perform' information in ways that inflect larger governmental practices" (Edwards 2014: 174).

The expansion of interdisciplinary work in this field means that important findings are found in works that do not announce themselves as studies of photography but rather, are part of scientific biographies, institutional histories, or historical studies of scientific controversy, among other topics. A new body of interdisciplinary work on science and photography has arisen, for example, that continues to address enduring topics of interest among historians of science, such as instrumentation, art and artifact, evidence, objectivity, trust, material practice and circulation, and institutional practices. This view of photography (as messy and entangled in practices of institutions and governments) is also one that was increasingly shared by many historians of science after the 1990s (Pang 1994; Tucker 2005; Coopmans et al. 2014). Local studies of material exchange, exhibition and display, and the politics of seeing are now a primary focus in new studies of scientific photography. Studies have considered, among other topics: how photography was used to record movement that revolutionized our way of visualizing time and motion (Braun 1992); the impact of Fox Talbot's pioneering work in myriad scientific fields (Brusius, Dean, and Ramalingam 2013; Klamm 2016); the significance of Alphonse Bertillon, Francis Galton, and Etienne-Jules Marey in problematizing photography's orientation to what the human eye sees (Ellenbrogen 2013). New work on Eadweard Muybridge, who photographed animals and nudes for scientific study, offers a new way of looking both at the linkages between photography and modernity in the context of the rise of university-based scientific patronage (Gordon 2015), while the role of photography in the naturalist Charles Darwin's work, meanwhile, has been explored in works that yield new insights into the history of the emotions (Browne 2009; Prodger 2009; White 2011). Such studies have informed and, in some cases, transformed how we traditionally think about the sciences as entangled with developments in the history of photography.

PHOTOGRAPHY AND THE SCIENTIFIC DISCIPLINES

Studies of scientific photography continue to have a strong focus on individual scientific disciplines, particularly in the fields of medicine, astronomy, geology, and anthropology. Stimulated perhaps by the rise of interest in environmental history, the study of photography in geology, meteorology, and natural history is a particularly fast-growing field for research, extending studies of photography from the laboratory to the field and incorporating insights from the discipline of art history, with its longstanding interest in landscape painting and photography (Thomas 1997; Keller 2008: 19-35).

Studies of astronomical photography have traditionally been—and remain—a leading site for work on scientific photography (Vaucouleurs 1961; Warner 1967; Schaffer 1988; Rothermel 1993; Pang 1994, 2002; Bigg 2008, 2011, 2015; Becker 2011; Kessler 2012; Vertesi 2015). These and other works have explored the making, use, and exhibition of photographs as historical records of the sky and celestial phenomena, challenging the idea that images were simply traces of nature in any simple or straightforward way. Their work offered new frameworks for understanding the ways that photographs were used in conjunction with drawings and other representational tools. As Pang suggested (2002: 92), "Victorian astronomers worked in a period in which printing technologies flourished, debates over the merits of drawings versus photography were rampant, and the standards by which originals and reproductions were judged were in flux." They and others also innovated in the way that they pursued the importance of situating scientific photography in print culture more generally. Good reproductions had to be realistic, detailed, and made in a fashion that was trustworthy (Schaffer 1992). Producing pictures for one's colleagues required deciding how field-produced drawings and photographs should be copied, negotiating access to originals with astronomers and expedition sponsors, and making the process subject to public testimonial and approval. Pictures, on this account, had to be "built up," and photographers (no less than other image-crafters) went into the field with ideas about constructing practices that would let them get around the constraints of their technology (Pang 2002: 92-120).

Medical photography has benefited from new archival findings and digital repositories making more medical photographs available for study than before (Fox and Lawrence 1988; Gilman 1988; Lalvani 1996; Kemp 1997; Naruyama and Ishida 2004). Histories of X-ray photography, for example, have long delved into issues of scientific controversy, evidence, practice, and professionalism (Knight 1986; Howell 1991). There has been a growing interest too, over the past couple of decades, in works that explore the nature and significance of so-called photography of the "invisible" or "subvisual" across different disciplines, from physics to meteorology to spiritualism (Darius 1984; Gunning 1995; Tucker 2005; Barger 2015).

Studies of photography and science are not merely situated in the history of science, however; they have also made important potential contributions to examinations of art, evidence, documentary traditions, legal affairs, national and international institutions, business history, animal studies, studies of religion, gender and sexuality studies, and critical race studies, among others. Exciting new research directions in science and photography are being sketched out, for example, in works that focus on digital photography (Halpern 2015; Vertesi 2015) and environmental history (Mitman 1999; Dunaway 2015) among others. Photography has become a site for critical reflections on scientific "styles" (Pauwels 2005; Kelsey 2007; Coopmans et al. 2014; Bredekamp, Dunkel, and Schneider 2015; Mitchell 2015). Portraiture has been a fruitful site for exciting new work in the field of science and photography that sheds light on the question of scientific identity of practitioners (Jordanova 1993; Knight 1996; Browne 2009; White 2011). The critical study of photography's role in surveillance and information society is a subject of interest (Gross, Katz, and Ruby 1988; Weil and Snapper 1989; Finn 2001), as is the study of photographs as scientific evidence in the practice of law (Mnookin 1998; Feigenson and Spiesel 2011; Tucker 2016).

SCIENCES AND PHOTOGRAPHS IN EVERYDAY LIFE

To return to the opening reflections, one often thinks of science photography in the context of the lab, exploration, discovery, and so on. Yet scientific photographs were also deployed, circulated, and consumed (and disputed) in popular culture. Moving forward, therefore, future studies of the relationships between photography and the sciences must continue to forge new understandings of the relationships between photography and science beyond the laboratory, in the myriad settings beyond the field and the laboratory where scientific photographs were made to do work: for example, in forensics, advertising, teaching, and communication and investigation activities. By forging new understandings about the historical conditions and processes through which new forms of knowledge arise and are legitimatized in the first place, such approaches can lead to new ways of thinking about science and photography (Tucker 2012b, 2014; Heiferman 2016; Mitman and Wilder 2016).

Among the variety of rising topics that are currently being studied that may be included in this category are investigations of the use of lantern slides for scientific gatherings and instructional settings, as scientific education expanded and often stressed direct study of objects over "book knowledge" (Thomas 1997; Lightman 2000). Figure 12.3 is one example. Periodicals have been studied for knowledge of how photography of natural phenomena was deployed for mass readerships (Lutz and Collins 1993: 11; Ryan 1997, 2013; Belknap 2016). Studies of metaphors of science and medicine in photography highlight the cross-fertilization of language and technologies (Sheehan 2012), and studies of science as a business puts the analysis of capital and labor at the center (Tucker 2012a).

Relevant here, too, are studies that build upon, and extend, explorations of the "biographies of scientific objects," which question "how a heretofore unknown, ignored, or dispersed set of phenomena is transformed into a scientific object that can be observed and manipulated" (Daston 2000: 5). Historians of science and photography may also make new findings by investigating how and why photographs "travel" in the company of other images; for, by studying the way photographs circulate, we may learn about many new aspects of their "character and means of production" (Howlett and Morgan 2010: 28).

[image: ]FIGURE 12.3:Program for a tableaux or lantern-slides entertainment (front cover), 1878, lithograph printed in brick red ink on wove paper. Davison Art Museum, Wesleyan University (CT).

The photograph shown in Figure 12.4, for example, draws our attention to the myriad creative uses of scientific photography. The greatly reduced illustrations, made for an advertising pamphlet around 1935, show the use of photomicrographs in promoting national commercial products in the United States, Made by the American scientific photographer Philip O. Gravelle, who worked with national advertising campaigns during the early decades of the twentieth century, they bring into focus the intricate links that connected microscopic optics, scientific realism, photography, amateur nature study, and the worlds of commercial advertising and manufacturing interests in the 1920s and 1930s. Gravelle was a popular scientific celebrity whose innovations with camera and microscope received wide coverage both by police departments and in the popular press. A pioneer in the use of magnification, dyes in negatives, and polarized light to make photographs of microscopic phenomena, he was also a prominent nature photographer and the first non-English scientist to win, in 1923, the prestigious Barnard medal from the London Photographic Society: the highest achievable honor in photomicrography at the time, Gravelle's photographs of microscopic phenomena, which graced hundreds of glossy corporate print advertisements during the late 1920s and 1930s, pioneered new modalities of photography in American advertising. They help us see how photographs may be construed as scientific, not merely by how they are deployed in scientific investigation, but also because of the specific ways in which they are circulated and consumed within popular culture (Tucker 2012b).

[image: ]FIGURE 12.4: Photomicrographs by Gravelle in a printed promotional pamphlet showing nationally advertised products (Eberhard Faber), c. 1935. Staten Island Historical Society, New York.

Generally speaking, photographic studies have a long way to go to address the persisting problem that historians too often make, of assuming, or taking for granted, that the boundaries of science in the past were clear to practitioners when, in fact, what has counted as properly scientific knowledge is continually negotiated and evolving as new fields emerge and rival forms of knowledge are disputed. Photographs were not merely used in science; their employment helped demarcate, and sometimes confuse, the very meaning of "science" in a given place and historical period. In fact, the majority of leading histories of science today argue that the forms, demarcations, and contours of knowledge were shifting and continually contested and reformed. As photographic studies and historical studies of science travel together more, we can expect many more studies than heretofore about alternative and contested forms of scientific knowledge.

NEED FOR HISTORICAL CONSERVATION

Innovative methods and topics promise both to advance empirical research and to extend our understanding about the relations between science and photography. There is an especially strong and compelling need for more work on photography and the historical development of scientific cultures across the globe beyond the US and Europe.

Moving forward, however, one of the biggest challenges facing scholarship about science and photography will be collecting and conserving sources. Historical scientific photographs face a dual stigma when it comes to conservation: they are neither "fine art" (worthy of collection in art museums), yet neither are, in most cases, exemplary science (e.g., iconic forms). For instance, "the vestiges of the documentary impulse are still found everywhere: in storage freezers of scientific laboratories and natural history museums, in the attics and basements of private homes, in the archives of libraries and museums, and on websites, ranging from Archive.org to Youtube.com" (Mitman and Wilder 2016: 1-2). But even once they are preserved, the vast majority of scientific photographs—to the extent that they survive at all—are often organized in ways that make them hidden to the researcher, for photographs made for scientific purposes often are unattributed or attributed in ways whose context has been lost. Individual photographers in the sciences did not establish their authorship of the images in some of the conventional ways that are familiar to fine art photographs that had a commercial market. There is a tendency to view individual scientific images or their collections as exemplifying "old" (and, therefore, irrelevant) science—and not worth preserving.

Museums continue to be an important site for collection, preservation, and circulation and public interpretation of materials—and much important critical work on photography and scientific archives emerges from this site (Thomas 1997; Keller 2008; Morton and Edwards 2012). These have looked at a variety of uses of photography in science, "from the official announcements of the medium's invention in 1839 to its maturation as an industrialized process by the end of the nineteenth century" and considered "what it meant to 'see' photographically" (Keller 2008: 20). Keller (2008: 20) urged that, "It is crucial to point out that neither science nor photography can be considered a fixed or monolithic category during this formative period. In order to fully understand these pictures and the issues that surrounded them, we must not only attempt to recover the vast conceptual distance between ourselves and the nineteenth century, but also acknowledge the important changes that occurred between the early 1800s and its later decades."

Historical research on scientific photography also could benefit greatly from greater collaboration among archivists and academic scholars. More collaboration and partnership among scholars and curators are necessary to ensure that photographic collecting does not occur in the field of fine arts, alone (or primarily). Historical research on scientific photography may also benefit from the development of studies that focus not so much on individuals or particular photographs, but on the use of photography and photographs by institutional cultures such as the Royal Society, the American Association for the Advancement of Science, and the like.

CONCLUSIONS

Over one hundred and fifty years after its invention, the practices of science and photography still afford an excellent vantage point from which to consider more generally the historical uses of photography. From a comparatively small field of study focused on a small handful of inventors and applications in the laboratory and field, the study of the changing historical relations between science and photography has grown into a rich body of work about the forms that scientific images take, what they reveal, how they transform the disciplines they serve, and the lives they influence. Extensive new research has also been done on the epistemological underpinnings of photographic practices in science; how scientists as cultural figures are represented in the news, within the sciences and the arts, and in commercial imagery, for example (Thomas 1997; Keller 2008: 19-35; Browne 2009). Given that most common ways for photographs to circulate among scientists, however, was through correspondence and lectures (and, over time, in specialized research journals), studies of local knowledge production turned to actual material practices, including photography. Furthermore, while the analysis of scientific photographs is often set apart from other subjects in photographic studies, the wide range of subject-specific scholarly debates that surround virtually all such (visual) conventions and practices is also relevant to its study.
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CHAPTER THIRTEEN
Photography as a Cultural Industry

A Historical-Theoretical Overview

PAUL FROSH

Photography, it could be argued, provides an ideal image for its own historiographical and ideological tribulations. What photography is—an aesthetic form, a sociocultural practice, a communications technology, an industrial commodity, or a melange of these and other categories—is developed, stabilized, and fixed by scholarship so that a picture materializes which retrospectively erases alternative constructions, naturalizing the version produced as a necessarily faithful reproduction of its object. Just as chemical images are forged within the sealed chambers of the photographic device and the darkroom, and digital photographs are generated by computational processes which remain obscure to most users, so the historiography of photography often seems to emerge from a tribunal held, so to speak, "in camera": a "black box" of prior assumptions and decisions about what, exactly, one is writing an analysis of.1

The assumption underpinning this chapter is that photography, like other modern media, is a product of industrial society. Furthermore, it proposes that there is much to be gained for our understanding of the medium's sociocultural significance by thinking about photography as a cultural industry. This is not simply because for most of its history photography has operated on a commercial industrial basis, employing—in Garnham's broad definition of cultural industries—"the characteristic modes of production and organization of industrial corporations to produce and disseminate symbols in the form of cultural goods and services, generally, although not exclusively, as commodities" (1987: 24). It is also because bringing photography more clearly within the purview of scholarship on the cultural industries casts new light, and enables new thinking, about historical and contemporary developments in photography that have either been neglected, or treated in piecemeal fashion.

The claim that photography is an industrial phenomenon is not new. As Steve Edwards notes in his exploration of the earliest years of English photography, it was listed by Karl Marx among novel forms of production that also included gas-works, telegraphy, steam navigation, and railways (Edwards 2006: 1). In fact, Edwards goes on to call photography "one of the earliest of the 'culture industries'" (2006: 76), though he does not pursue in any detail the theoretical or empirical implications of such a designation. References to photography's commercial industrial (as well as scientific and artistic) origins and early development are quite common in the standard histories of the medium, as well as in the more critically oriented historical and cultural scholarship that emerged from the mid-1980s onwards.2 To give a canonical example of the latter, John Tagg's Burden of Representation (1988)—a book usually referenced for its Foucauldian analyses of photography's relations to institutional and state power, and the ideological categories of realism and documentary—focuses on the emergence of photographic portraiture as a history of a commodity form and commercial practice: "It was not on the exalted heights of autonomous Art that photographic portraiture made its lasting place, but in a profane industry which furnished the cosier spaces of the bourgeois home" (1988: 58).

This emphasis on commercial industry is often made in opposition to the dominance of traditional artistic and technical approaches to photography research, and possibly as a critique of more radical semiotic and text-centered philosophical approaches. It also underpins much of the (relatively scant) research on the particular industrial-commercial contexts for photography in diverse historical periods. Although such scholarship includes studies of distinctive areas of organized photographic practice in the twentieth century, including news photography and photojournalism (Hall 1972; Craig 1999; Schwartz 1999; Ilan 2014), commissioned advertising photography, and stock photography (Hiley 1983; Squiers 1989; Wilkinson 1997; Miller 1999; Ramamurthy 2015), it is fair to say that there is a marked bias in favor of the "long" nineteenth century, organized around a periodization scheme principally based on shifts between successive technological innovations: daguerreotypes (typically portraits), cartes de visite, collodion wet-plate portraits, gelatin dry plates, and especially the introduction of flexible film by Eastman and the establishment of a mass market for photography as a medium of production as well as consumption (Slater 1983; West 2000; Muir and Phillips 2005; Pasternak 2015).

Given the historical and sectorial specificity of this scholarship, why foreground the conceptualization of photography as a cultural industry as such? Does such a classification not suggest the imposition of artificial uniformity on a highly variegated field; the unnecessary reduction of a techno-cultural practice that is diversely employed in different contexts (for instance, why should we assume that advertising photography has more in common with news or art photography than with advertising copywriting)? Rather than constituting an industry, might photography be better described as several distinctive industrial sectors, or as an infrastructural component of other industries or institutions (journalism, advertising, art, etc.)? To quote Tagg again (1988: 63), "Photography as such has no identity ... Its nature as a practice depends on the institutions and agents which define it and set it to work." Perhaps the very association of the term "cultural industry" with uniformity and reduction explains why it actually sounds somewhat inappropriate to characterize photography in the same way that one would speak of television and cinema as cultural industries. Photography, it would appear, resists being considered in quite so monolithic or homogenous a fashion.

What if, however, "cultural industry" is used not as an absolute category, but as a heuristic framework for probing the organization of photography within and across commercial-industrial contexts, based on the reasonable assumption that photography's modes of manufacture and circulation—even if less concentrated in a single discernible sector than some other modern media—share much in common with them. In other words, while it is right to be wary of totalizing what are often historically specific and highly specialized practices, much may still be gained from rethinking photography by drawing upon the rich traditions of analyzing cultural industries in media studies, the political economy of communication, and the sociology of culture.

In this chapter, then, I will propose some broad, interlinked paths for reflecting upon photography as a cultural industry, integrating some of the extant research on commercial photography into conceptual schemes derived from key studies of media and cultural production. These schemes are: 1) the historical phases of industrial cultural production; 2) the organization of labor and the distribution of economic and cultural capital among practitioners; 3) the significance of standardization and innovation in cultural industries; 4) processes of consolidation, remediation, and datafication in digital cultural production. Some of these schemes may be very familiar to readers, although hopefully my discussion of them will shed new light both on their acuity and possibly their shortcomings, and will also show how the scholarship on photography's commercial-industrial aspects can benefit from the more ambitious frames of reference that they offer.

THE HISTORICAL PHASES OF INDUSTRIAL CULTURAL PRODUCTION

Raymond Williams (1980: 33-56) offers an overall scheme for thinking about the historical emergence of institutions of cultural production in Western societies that can help situate developments in photography over the longer term (see also Hesmondhalgh 2007). The institutional arrangements most relevant to photography are "artisanal" and "post artisanal" forms of production for the market, and subsequent "market professional" and "corporate professional" systems. "Artisanal," "post-artisanal," and "market professional" arrangements indicate phases in a gradual, long-term shift toward new forces of the market and commodification in the eighteenth and especially the nineteenth centuries: "Production for the market involves the conception of the work of art as a commodity, and of the artist, however else he may define himself, as a particular kind of commodity producer" (Williams 1980: 44).

In the "artisanal" phase the cultural producer depends completely on direct sales to the market for his or her livelihood, but also controls all stages of production and distribution, and hence perceives him or herself as "an independent." "Post artisanal" producers are increasingly reliant for access to the market on intermediaries who sell their work (e.g., booksellers), and who also increasingly invest in the actual production of the work (e.g., publishing houses), a dependence that becomes more integrated and profound in "market professional" conditions where relations between producers, intermediaries, and the market are formalized through legal-financial mechanisms such as copyright, licensing, and royalties. Finally, the "corporate professional" system refers to arrangements where cultural production (and distribution) is undertaken and controlled almost in its entirety by large organizations (prominent examples would include film studios, radio and television broadcasting, and to a degree popular music), with cultural producers mainly, though not exclusively, employed as salaried professionals or as "autonomous" artists nevertheless bound by long-term contracts.3

Although Williams does present these different arrangements as developing in a chronological sequence, he is also at pains to emphasize that this is not a narrative of succession, and that earlier "residual" arrangements remain at play alongside—and as potential alternatives to—"dominant" systems and newer "emergent" formations. Artisanal photographers, for instance, who sell their products and services directly to consumers without recourse to intermediaries, were not only crucial to the creation and supply of initial demand for photographic images in increasingly larger markets (McCauley 1994), but continue to exist today (for instance, wedding photographers): indeed, the internet may have expanded their spheres of operations. Williams is also very concerned to note that—as in any overarching historical schema—each of the categories he proposes covers (and to a degree disguises) a great deal of empirical variation.

Any attempt to fit photography neatly into Williams's framework risks being simplistic and reductive. Nevertheless, a preliminary sketch can guide us toward areas in which photography seems distinctive from other cultural industries, as well as toward traits it has in common. Perhaps the first thing to say is that photography emerges within the context of a nationally inflected conflict over the moral and commercial rights to technical inventions—the famous controversy between Daguerre and Talbot concerning who could claim priority in creating photography, and whose process was technically superior—revealing the centrality of potential market considerations to the development of communication technologies (Marien 2006). No less distinctive is the fact that, with important exceptions, photography does not become fully integrated into the "corporate professional" system of cultural production that holds sway in other cultural industries, notably cinema, broadcasting, and publishing (including newspapers) in the twentieth century. This incomplete integration can be partially explained through the branching of photography into distinctive amateur and professional market structures following the development of Eastman's film processing system and the introduction of cheap, domestic cameras. Eastman Kodak establishes what we could call an "infrastructural" variant of the corporate professional system, whereby all elements of production are designed and controlled by the corporation—film and camera manufacture, film processing, and delivery—in order to generate a market for consumers who are incorporated into the production system as putatively autonomous image-creators. As has been widely observed (Slater 1983; West 2000; Kotchemidova 2005; Pasternak 2015), this incorporation included the deliberate use of marketing and advertising to shape the practices employed and the images fashioned by those consumer-producers.

In professional photography, disparate interlocking systems hold, where the dominant arrangements fall within the narrow range of "artisanal" to "market professional" rather than being fully integrated into corporate production processes. While news and documentary photographers, for instance, did become salaried employees ("staff photographers") in newspapers, magazines, and news agencies (Rosenblum 1978; Hardt and Brennen 1999) for a significant part of the twentieth century, this was not the sole or even the main career path available. Freelancers predominated, both at the lower end of the organizational hierarchy, but also at the higher end of prestigious assignment work, in addition to the self-organization of professionals into photography agencies such as Magnum (founded 1947) and Gamma (1966), which further enabled flexibility, the selection of assignments, and frequently the retention of copyright over images.4 In commercial and advertising photography a similar pattern has emerged: both mainstream and prestigious commercial assignments were largely undertaken by individual freelance photographers (Rosenblum 1997; Soar 2003), while stock photography agencies have only rarely employed photographers as in-house salaried staff (Frosh 2003a), instead paying royalties to freelancers for reproduction licenses, with photographers retaining copyright over the images they "rent out."

The dominance of artisanal and market professional rather than corporate professional arrangements in photography through the nineteenth and twentieth centuries raises some interesting points. First, that claims of a radical shift to "precarity" in contemporary digitized creative labor—away from the stability of previous "Fordist" production systems—risk ignoring the dominance of highly unstable and precarious relations in significant sectors of the cultural industries throughout the modern period (see Gill and Pratt 2008; Neilsen and Rossiter 2008)—with professional photography as a prime example. Second, that the relatively open structure of production arrangements for photographers should not imply that somehow corporations were deprived of influence or significance. In many ways, it made corporations into chief beneficiaries and shapers of the overall system: the putative independence of professional photographers enabled corporations to keep their own labor costs and commitments low, and retain flexibility of operations and product output in a volatile market. Moreover, corporations exerted power less through undertaking primary production as such (the making or taking of images) than through control of access to key resources: access to the market of viewers (through distribution, promotion, publication) in the case of professional photography across news, documentary, and commercial sectors; access to the market of consumer-producers (through equipment manufacture and film processing) in the case of amateur photography. Finally, and similar to some other cultural industries (for example parts of publishing and the music business), the predominance of "market professional" arrangements means that the symbolic value of aesthetic autonomy is articulated organizationally and economically within the production process, inculcated as a stereotypical series of occupational character-traits: "Photographers are said to be 'individualistic,' 'particular,' 'jealous of their work' ... photographers always define themselves in terms of their uniqueness and originality" (Boltanski and Chamboredon [1965] 1990: 150-1). Such discursive constructions of photographers as free agents driven by aesthetic ideals of singularity and distinction are materially underpinned by their formal definition as self-employed freelancers, creative artists who appear to enjoy relative independence from the managerial routines and control mechanisms common to salaried work within corporations.

THE ECONOMIC AND SYMBOLIC ORGANIZATION OF LABOR

Whether such creative autonomy is a chimera that chiefly legitimates exploitative and precarious modes of labor organization is a question that has much preoccupied scholars of the cultural industries (Negus and Pickering 2004). It also has become an increasingly urgent and complex topic of debate in the era of user-generated content (Hesmondhalgh 2010), seemingly "immaterial" or "free labor" (Terranova 2004), and Web 2.0 and social media platforms where image-production is effectively outsourced to ordinary digital "prosumers" (Ritzer and Jurgenson 2010).5 Tracing this problem across a variety of industrial photographic practices and discourses raises two obvious questions: in what might a producer be autonomous, and what is she or he autonomous from?

One possible conceptual framework for addressing the "content" of aesthetic autonomy is provided by Howard Becker's well-known discussion of "art worlds and social types" (1976), where professional photographers could be placed on a continuum between two principal types: integrated professionals and mavericks. "Integrated professionals" would account for most practitioners who are thoroughly at ease with the resources, norms, constraints, and expectations of their work environment, and capable of producing popular, standard products repeatedly and efficiently, at the same time reproducing the overall structures of the "art world" they participate in (the conservatism of this type will be significant for the discussion of formatting below). In contrast, "maverick" photographers have usually been a part of the art world (and trained in its practices) but reject its conventions and structures as constraining.

Yet the emphasis placed by this framework on the integration/dependence or nonintegration/ autonomy of the "artist" (Becker's term, 1976) still assumes the necessary centrality of the individual practitioner as the source of cultural productivity and value. However, any discussion of aesthetic autonomy or incorporation requires more careful reflection on the construction of photographic labor itself. While the figure and actions of the photographer usually remain central to the research literature (Bourdieu et al. [1965] 1990; Rosenblum 1978; Frosh 2003a), the particular activities that might be classed as photographic labor diverge across contexts and periods, with some becoming formally established as arenas of expertise and professions in their own right, separate from the photographer's own role and varying to the extent of their subordination (either to the photographer or others). This is apparent in the formation of the studio system for the mass production of photographic portraits and cartes de visite in the nineteenth century (see Edwards 2006: 83-95), where, in both prestigious and less salubrious photography studios, labor was broken down into specialized occupations performing distinctive repetitive routines. As Tagg explains (1988: 47-8), "In picture factories, the division of labour was so developed that production reached a thousand a day: the 'operator' never left the camera; the polisher and coater prepared the plate; the exposed plate was passed on to the mercuraliser who developed it, the gilder who coated it and the painter who tinted it." Additionally, processes and tasks that might be thought ancillary to photographic labor—such as the mass production and marketing of photographic albums—were in fact intimately connected to it (Siegel 2010). So much so that they formed an inextricable commercial-practical assemblage that shaped the forms, display practices, and cultural significance of photographic portraits, and, at a later stage, snapshots (Pasternak 2015).

In more recent and contemporary contexts, with the rise of news and documentary photography as well as commercial advertising and stock photography in the twentieth century, the variable (and often contested) extension of photographic labor beyond the figure of the photographer becomes deeply embedded in complex working arrangements involving large corporations. As Lutz and Collins (1993) argue in their examination of photographic production in National Geographic, the labor of photography is distributed among many agents and tasks (story initiation, photograph selection and editing, caption, layout, and printing) that are determined and performed across organizational sites, making it impossible to reduce "intentionality" or "meaning" to the choices of a single auteur. Moreover, photographic labor need not be restricted to processes of producing new images. Equally important areas of photographic expertise and work have developed around archiving and circulation practices, usually "back room" tasks that are invisible to viewers (as well as to many scholars). To give a recent example, Jonathan Ilan (2016) has examined the work of professional "keyword teams" in the photography divisions of news agencies whose task it is to provide all photographs with digitally searchable verbal labels. Such "industrial ekphrasis" (Frosh 2003b) is crucial not only to the successful storage of images, but underpins their short-term marketability and longerterm commercial success as photographs designated for retrieval, circulation, and sale. A seemingly supplementary activity of visual-verbal translation centered on photographs, keywording makes commercially viable the quintessentially photographic acts of imagecreation undertaken by photographers themselves.

These examples contribute to a more generous and complex understanding of photographic labor as systematically distributed across occupations and organizational frameworks, severely complicating our understanding of creative autonomy and potentially compromising its explanatory power and normative appeal. They further clarify the extent to which photography, despite its heterogeneity compared to other modern media, and its relative non-conformity to Williams's model of "corporate professional" arrangements, is nevertheless structured as a cultural industry: it is a socially constituted and collaborative practice mainly performed in orientation to (or in contract with) large-scale corporations. And as recent work on "crowd-sourcing" in contemporary commercial stock photography shows (Frosh 2013), this notion of a distributed practice undertaken within the horizon of corporate power (for instance, Google and Getty Images) is no less appropriate to contemporary contexts of digital networks, "spreadable media" (Jenkins, Ford, and Green 2013) and "algorithmic photography," notwithstanding claims for the democratization of production or the computational "undecidabilty" of digital photographs (Rubinstein and Sluis 2013).

Given this distributed and collaborative conception of photographic labor, what can be learned from the professional socialization and status of photographers themselves? In the midst of significant variation across news, documentary, commercial advertising, and stock photography, a bifurcated pattern emerges between incorporation into dominant production systems and divergence from those systems. This split parallels, to a degree, more general economic and symbolic relations established between popular culture and the cultural industries, on the one hand, and the institutionally and discursively privileged field of consecrated art on the other (Bourdieu 1993).

In some sectors the degree of incorporation (and even subordination) into organizational routines and norms has been extreme in comparison to parallel cultural professions. News photography is a key example: examining the presence or absence of "bylines"—named attribution of published work—for photographers as opposed to text journalists in a variety of countries, Reich and Klein-Avraham conclude that (2014: 19), "photojournalists were discriminated against substantially, consistently and internationally throughout the entire century, lagging not only behind reporters, but also behind the growing centrality of their own photographs." This constitutes a stark counter-narrative to the advent of the celebrity photojournalist as the visionary figure accompanying the establishment of a canon of "iconic" news and documentary images in the twentieth century. At stake in this discrimination are beliefs about the weakness of photographic intentionality (the idea that—in contrast to written texts—photographs are primarily mechanically generated recordings of reality rather than crafted representations), and medium-specific classification and legitimation struggles among professionals around what counts as journalism. Also at issue—as with other modern media such as cinema and television, not to mention networked forms of digital participatory culture (Johnson and Gray 2013)—are conflicts over what constitutes authorship in an era of increasingly collective cultural production, where technically and administratively complex systems make it harder (though far from rare) to apply literary or artistic models of provenance, creativity, and craft that privilege particular individuals over others, or over organizations.

The residual power of literary-artistic models of authorship, including within overtly commercial photography, highlights the connections between legitimacy, cultural authority, and the construction of photography as a cohesive field, despite the traditional distinctions between different kinds of photography and photographer. Soar (2003), for instance, provides a telling account of advertising campaigns featuring commissioned images by high status art and documentary photographers such as Richard Avedon and Sebasto Salgado, for which the photographers remained decidedly and deliberately uncredited. "Is advertising photography to be understood as photojournalism's 'dirty little secret'?" Soar asks (2003: 290). Admittedly, the lack of authorial attribution is standard in advertising photography, which simultaneously bespeaks the collaborative nature of advertising production and the channeling of cultural value toward the brand or product being promoted. In the cases considered by Soar, however, the lack of accreditation for advertising photographs by celebrity photographers not only helps to sanctify documentary photography as a sequestered field of practice apparently unsullied by commercial associations (since few know that Salgado has sold his skills for merely promotional purposes), but reinforces that consecration within the profane domain of advertising itself: because they are not publicly credited, the use of famous documentary photographers primarily serves the advertising professionals who hired them, augmenting their reputations among other advertising professionals. The twin logics identified by Bourdieu (1993) across the field of cultural production in general, where the symbolic capital (e.g., prestige among one's peers) of high-cultural "restricted production" is inversely proportional to the economic capital (market success) of industrial "large-scale" production, are performed here in miniature, binding together in a single system the seemingly antithetical arenas of advertising and documentary photography.

The dialectic between high-cultural forms of symbolic prestige—underpinned by and reinforcing a "romantic ideology" of solitary artistic authorship (Woodmansee 1994)— and industrial priorities of volume, standard variation, and distributed, systematized labor is also surprisingly fundamental to stock photography, an industry so conspicuously based on the imitation and formulaic recycling of images that it should, in theory at least, be inimical to the lure of artistic celebrity.

To be sure, the stock business tends to connect photographers' earnings to the volume of images sold (or licensed for reproduction), privileging imitation and formulaic "generic" images (Frosh 2003a; Machin 2004). Nevertheless, the industry has also always adopted a rhetoric of individual photographic vision and artistry, singularity and talent. In part this proved essential to a marketing strategy aimed at competing with traditional commissioned assignment photography among advertising agencies, and was especially important for pricier images at the high-end of the range that were designed, in principle at least, for more exclusive uses by prestigious clients. It also exploits the rhetoric of photographic genius and authenticity in the interests of brand differentiation, as large agencies have expanded their operations from traditional advertising and marketing sectors into other areas, such as news and documentary—where Getty Images (the largest stock photography corporation), for instance, is now a key competitor of news agency photographic services such as Reuters and AP. Yet since the rhetoric of photographic artistry is also strongly connected to the socialization of professional and the more serious amateur photographers, it is also used to mobilize and motivate their productivity for stock industry purposes, especially given the always uncertain and frequently paltry royalties and returns most photographers receive from the large stock agencies (Frosh 2013). This is not to say that the rhetoric of the romantic artist is necessarily always convincing: Aiello (2016) pointedly observes the doubt and embarrassment of some stock photographers about the kind of work they feel they have produced in order to gain any kind of financial return (see also Aiello and Woodhouse 2016).

In contrast to the often cynical deployment of aesthetic rhetoric by stock photography companies, and the genuine ambivalence felt by many stock photographers, it would be hard to find a more audacious contemporary incarnation of the photographer as an agent of large-scale industrial production than Yuri Arcurs. "Selling," according to his own website, "more than 4 million individual image licenses each year or 1 every 8 seconds,"


Yuri Arcurs is the world's top selling stock photographer for four successive years and is also the number one selling photographer on all stock agencies that represent his collection ... Yuri Arcurs is rated as one of the highest earning photographers in the world, and is voted by PDN magazine as one of the most influential photographers of the decade ... In 2005, when Yuri started out in photography, a Google search for "Yuri Arcurs" produced zero results, but today the same search produces more than 2.5 million results or the equivalent of a search for the Danish prime minister (Yuri is from Denmark).6


Not only is the predominant emphasis here on sales volume and other quantitative or commercial indicators of scale (production, licensing, earnings, searches), but absent from this self-description are traditional rhetorical markers emphasizing the aesthetic quality and uniqueness of the images (technical expertise is mentioned, only to be verified by reference to sponsorship deals with high-end equipment manufacturers such as Hasselblad). Where qualitative terms are used, they tend to emphasize personality traits associated with business management and marketing promotion rather than distinctively artistic proficiencies (or even particular enthusiasm for the medium): this is apparent, for instance, in Arcurs's description of the ideal candidates for his two-year "Elite Academy Program" as "highly competitive, goal-oriented youngsters between the ages of 1724 years with strong entrepreneurial and creative characteristics. You will learn how to manage a big production set and how to plan for a shoot. Very little photography knowledge is required,

To his credit, perhaps, Arcurs has simply taken the stock photography business at face value and debunked its artistic pretensions: what ultimately counts for success is an unembarrassed appreciation of the deeply imitative and formulaic logics of the industry, the incessant and voluminous production of technically competent products, a constant search for new revenue streams, and unflagging self-promotion. His embrace of entrepreneurship makes him strikingly similar in some respects to the early photographic studio owners, and indeed today "Arcurs"—commercially speaking—is less an individual than a photography brand underpinned by a company (PeopleImages.com) with more than a hundred staff (twenty of whom are photographers). There remains one key difference, however. Notwithstanding his brazen individualism and egocentric public persona, even Arcurs needs to orient himself toward the corporate horizon that delimits the entire industry: since 2013 Arcurs's photographs have been sold exclusively through Getty Images. Entrepreneurial individualism enacted under the tutelage of corporate monopoly: this is what makes Arcus the ultimate "integrated professional" of neoliberal cultural production.

STANDARDIZATION AND INNOVATION

Just as the tension between "romantic" aesthetic and "industrial" commercial values is usually at the center of debate about cultural labor, so the related dialectic of standardization and innovation is key to most sociological and critical assessments of modern cultural production. In fact, as has already been suggested, the critique of the cultural industries originates, by and large, as an attack on the commercial or instrumental standardization of practices, values, and objects deemed "cultural" (Adorno and Horkheimer [1948] 1979; Ryan 1992). Given photography's commercial origins, it is hardly surprising that the tensions at the heart of industrial cultural production in general—between formula and originality, familiarity and novelty, quantity and singularity—can be discerned across the different domains of photographic practice. The predominance of the formula as a reproductive force that creates similar (but not absolutely identical) images through imitation and convention is probably most evident in commercial stock photography, on the one hand, and family snapshots, on the other, the two most ubiquitous, generic, ordinary, and "boring" realms of practice and consumption (Batchen 2008; Lister 2014). Although personal and family photography (including portraiture as well as snapshots) have attracted the attention of historians, geographers, sociologists, and anthropologists in recent years (Chalfen 1987; Pinney 1997; Rose 2010; Savas and Frohlich 2011; Edwards 2012), both of these fields have long languished on the margins of mainstream photography research.8 In part, this marginality can be attributed, as both Batchen (2008) and Lister (2014) observe, to the abiding influence of traditional art historical frameworks of value based on the uniqueness of the image and the originality of the artist.

However, other possible (though related) reasons become apparent through studies of more prestigious areas of practice. Research on press photography exhibitions and contests such as the World Press Photo and Pictures of the Year suggest the recurrence of a small number of "visual tropes," such as "a mourning woman, a civilian facing soldiers, a distressed witness to an atrocity" (Zarzycka and Kleppe 2013: 977), and the importance of "thematic conventionalization" in the overall submission of images and especially in those winning prizes (Greenwood and Smith 2009). One explanation is that the routine organizational frameworks of photojournalism require that photographers adopt wellrehearsed (one is tempted to say "stock") visual conventions that they have been exposed to and implicitly trained to reproduce, creating photographs "from a repertoire of already known images that illustrate already known stories" (Hagaman 1993: 61). In this respect photojournalism is not significantly different from commercial stock photography, or indeed from the conventionalization governing family snapshots: all are based on the predictable variation of a limited number of image-types. The deep irony is that such awards are designed to act as "consecrating institutions" (Solaroli 2015), valorizing the exceptional rather than the typical image as the pinnacle of professional photojournalism, and highlighting the individual distinctiveness (and aesthetic distinction) of cultural labor. If, as the research suggests, press photography awards sanctify only a small number of visual tropes as exceptional, they end up conventionalizing these in turn: the potential prize-wining image becomes a calculable and reproducible variant drawn from a generic template.

While this tension between the typical and the distinctive recurs across the cultural industries as a whole, whereby prizes and awards "intraconvert" symbolic and material "capital" (English 2005), there is one aspect that seems to be peculiarly photographic. This is the idea that the individual photograph has an essential, necessary relation to the contingency of the world and the spatio-temporal singularity of its referent: an idea formulated most famously by Barthes in Camera Lucida (an almost unavoidable reference in photography scholarship) but summarized by a word he does not use: "indexicality" (Doane 2007; Frosh 2015). This "ontological realism" (Slater 1983) has shaped dominant discourses in photojournalism that both collude with and compete with the romantic ideology of the artist as the source of cultural value, from Cartier-Bresson's "decisive moment" to the "objective" and denotative function of news photography (Schwartz 1999), and photography as technologized "eye-witnessing" (Zelizer 2007). The centrality of indexicality to dominant conceptualizations of photography makes much of the intellectual field ill-disposed to the very idea of the "generic image," except as a repressive, disciplinary form of social categorization (this is the classic Foucauldian critique of the photographic "archive" which Sekula raised in 1989): a classificatory practice that is also a betrayal of the techno-political promise of photography as a vehicle of the unique, contingent trace.9 Hence for photography research, industrial logics such as standardization and conventionalization are apprehended and potentially denigrated not simply through the prism associated with critical theory, but also often as an implicit threat to the very specificity (and sanctity) of photography as a medium.

PHOTOGRAPHY AS A DIGITAL CULTURAL INDUSTRY

It is of course possible to claim that the preceding discussion of indexical singularity versus industrial standardization is quite simply anachronistic. In this view both the indexicality of photography as a documentary trace, and formulaic repetition based on representational imitation, have been erased (along with the ontological distinctiveness of the medium) by computational processes. Photography, like other media, is now algorithmically performed by software that simulates the properties of pre-digital photography, while also making these performances programmable according to overall computational capacities (Manovich 2013).

Without entering this debate over the historical continuity or novelty of digital photography as a sociotechnical array (Gómez Cruz and Meyer 2012), it is worth briefly outlining how current industrial and commercial photography coincides with—or differs from—general changes in the contemporary digital cultural industries.10 Three main dynamics associated with digital production will structure this concluding section: consolidation, remediation, and datafication.

Consolidation—the creation of increasingly large cross-industry transnational conglomerates controlling both content production and distribution—has been a central feature of the contemporary media landscape over the past few decades, fueled by the relaxation of cross-media ownership restrictions within and between national territories, the investment requirements and potential revenues of new digital technologies, and the benefits to corporations of economies of scale—being large—and economies of scope— being diversified to enable "synergies" between previously distinct technologies and sectors (McChesney 2015). Following a huge wave of mergers and acquisitions (accompanied by the rise of equally acquisitive and oligopolistic digitally based conglomerates such as Microsoft, Apple, and Google), consolidation has led to astonishing concentration, with fewer than ten corporations, mostly US based, owning most of the world's media industries (Thussu 2006). This process has unevenly affected commercial photography. On the one hand—and unlike other "old" media such as radio, television, cinema, publishing, and music—photography companies have not been particularly prominent in the larger story of global media conglomeration. On the other hand, commercial photography has itself become increasingly concentrated: the stock photography business has expanded outwards to include previously separate fields such as sport photography, celebrity photography, fine art reproductions, illustrations, video footage, photojournalism, and historical photography archives (such as the Hulton Archive and the Life Picture Collection), and at the same time has come under the domination of one global corporation, Getty Images.11

It is not, clearly, that there are no other photography companies left apart from Getty (though at the time of writing there are none of comparable size). In fact, a symbiotic twotier industrial structure has emerged between an aggressively monopolistic giant global conglomerate operating as a "one-stop shop" in virtually all areas of professional image production, and a lower tier of intensely competitive photographers and small niche agencies (confirming Silverstone's observation that this is the era of the "excluded middle" (1999: 26)). The relationship resembles the approach that giant media conglomerates have developed toward high-tech start-ups: the photographer or small agency builds the market along with its own brand and clientele, and then—if all goes well—enters into an exclusive distribution partnership with, or is bought by, the super-agency (see the earlier discussion about Yuri Arcurs). Hence the small agencies are impelled toward a continual proliferation of market segments, differentiating the photographable world into a profusion of narrow areas of specialization (medical imagery, golf, images of "ordinary people," aerial photography, etc.) which can be harnessed to rhetorics of expertise and distinctiveness.

This simultaneous concentration and expansion of stock photography across professional photography has not, therefore, been accompanied by a straightforward "convergence" of all photographic and related visual practices into a single symbolic system.12 Although in the early days of digitization in the 1990s there was talk of the transformation of (stock) photography into a "visual content industry," the term "visual content" has not caught on. In a supposedly "post-photographic" (not to mention "postmedium") age, photography is alive and kicking—despite its purported ontological deficiencies—at discursive and organizational levels in the understanding, speech, and practices of the professionals and amateurs, corporations, and individuals, who "do" photography. It is not only the case that photography is "remediated" (Bolter and Grusin 1999) by digital technologies, represented to practitioners and users as "photography" even though its material processes and vehicles may have changed beyond recognition from chemical and mechanical to electronic and computational (think of the simulation of the mechanical shutter "click" by smartphone camera software). It is that this remediation is also, perhaps principally, a characteristic of production cultures "in transition," as media, industries, and users adapt to conditions of continual rapid change and endemic uncertainty. This means that while diverse photographic genres and products can be treated as interchangeable "content" in order to facilitate aggregation and cross-platform branding (Murray 2005: 417)—for instance, by promoting historical photographs as potential advertising or marketing images—they are also designed to draw value from frameworks of technical and cultural expertise that rely heavily on distinctions inherited from the pre-convergence period. This is clear in the case of Getty, which courts prestige from its associations across both sanctified and profane areas of photographic practice. On the one hand the company takes substantial public pride in the photojournalism awards won by "its" photographers, and in providing its own "Editorial Grants" to selected photojournalists "to pursue projects of personal and journalistic significance."13 At the same time, Getty boasts of its achievements in less virtuous and hallowed spheres such as celebrity photography.14

One final and relatively nascent transformation, at least for commercial photography, is datafication, "the transformation of social action into online quantified data, thus allowing for real-time tracking and predictive analysis" of human behavior (van Dijck 2014: 198). In 2014 Getty took the remarkably unusual step of making 35 million of its images available online free of charge (as long as the images were not resold or used for commercial purposes): using Getty's custom designed "Embedded Viewer" users could put them on websites, blogs, and social media platforms.

In part this was simply a reaction to the introduction of high-resolution preview images in Google's image search service in 2013, which, according to Getty, enabled viewers to download their images without payment and encouraged inadvertent piracy on a massive scale. Getty filed a legal complaint against Google with the European Commission, but while waiting for the result, the company introduced the free embedding system as a means of stemming the tide—or more accurately, riding the wave—of image downloads.15 More to the point, it constitutes a new way of creating future revenue streams that ties Getty and commercial photography to the accumulation of information about users' behavior pioneered by social media and Web 2.0 sharing platforms such as Facebook and YouTube. Here is a clause from the fine print of Getty's "Embedded Viewer" Terms of Use:


Getty Images (or third parties acting on its behalf) may collect data related to use of the Embedded Viewer and embedded Getty Images Content, and reserves the right to place advertisements in the Embedded Viewer or otherwise monetize its use without any compensation to you.16


This system of embedding further signals the integration of commercial photography into the general logics of the digital culture industries, notably those of data surveillance, aggregation, profiling, predictive analytics, and targeted advertising (Turow 2012). Probably for the first time in its history, photography has shifted operations away from a "publication" model based on the value accrued through the sale of images or image-making technologies, replacing it with a computationally enhanced "broadcast" or "network" system focused on new commodities: viewer data, viewer attention, and the prediction of future viewer behavior. So while "photography" lives on, photographs themselves have become strangely decentered, from centerpiece to sideshow. In an age in which images have become both abundant and unprecedentedly accessible, the commercial-industrial production of photography begins what may be part of an epochal shift from the mass manufacture of pictures to the mass processing of viewers.


NOTES

1. See Batchen (1997) for an acute discussion of the historical and ontological contention surrounding the "identity" of photography.
  2. See for instance the preface and second chapter of Freund (1980), and the first chapter of Rosenblum (1997).
  3. Hesmondhalgh (2007), an important recent commentator on Williams's model, prefers the term "complex professional" to "corporate professional." This is because the latter implies a focus solely on commercial cultural production, whereas Williams's original intent—based on a more comprehensive but today somewhat arcane meaning of "corporate"—was to refer to large-scale organizations, both commercial and non-commercial.
  4. Agencies often combined forms of profit-sharing and commission; Black Star, for instance, founded in New York in 1936, paid its core photographers monthly salaries (Matthews and Lenman 2005).
  5. Important differences of emphasis are elided here for lack of space: Hesmondhalgh (2010), for instance, is far less convinced of the exclusively ideological and exploitative construction of "automony" in the contemporary cultural industries than Terranova. The online "outsourcing" of cultural production to ordinary users is frequently known as "crowdsourcing," a term coined in a 2006 article in Wired magazine whose primary example of the phenomenon was stock photography and the company iStockphoto (Jeff Howe, June 2006).
 
6. http://arcurs.com/who/ (accessed August 6, 2016).
  7. http://arcurs.com/2016/01/do-you-have-what-it-takes-to-become-the-worlds-next-topstock-photographer/ (accessed August 6, 2016).
  8. It is fair to say that there has been a massive increase in research on "personal photography" in the past ten to fifteen years, connected to the rise of smartphone cameras, digital photosharing, and new genres of visual self-presentation such as selfies (see also Chapter 11 by Gil Pasternak and Chapter 16 by Martin Hand, both in this volume).
  9. Walter Benjamin's ([1936] 1992) artwork essay should provide an alternative to this intellectual structure, except that much of his significance for photography theory has emerged from his description of the photographic "spark of accident" and the "optical unconscious" in "A Short History of Photography" (Benjamin [1931] 1980).
  10. The designation "digital photography" can imply a new, unified historical period. This may disguise as much as it reveals: Gomez Cruz and Meyer (2012) actually argue for two digital "moments" (out of five in the history of photography), the first associated with the rise of digital cameras, processing software, and wired digital distribution (the internet), the second with the integration of digital cameras and software into the smartphone. One of the most lucid and comprehensive accounts of digital photography to date is provided by Martin Hand (2012; see also his contribution to this volume, Chapter 16).
  11. In 2016 Getty effectively absorbed its long-time competitor—Corbis, previously privately owned by Bill Gates—when Corbis was bought by a Chinese conglomerate that sold the exclusive rights to its images to Getty.
  12. "Convergence," a buzzword of the digital era, is used variously to designate the integration of previously separate media technologies, industrial sectors, cultural practices, symbolic forms, and communicative roles, such as producer and consumer (see, Jenkins 2006). Thusu (2006) uses it as a synonym for corporate consolidation.
  13. http://press.gettyimages.com/getty-images-editorial-grants-open-for-entry (accessed June 10, 2016).
  14. See, http://press.gettyimages.com/getty-images-partners-with-legendary-celebrity-photographerpatrick-mcmullan/ (accessed June 10, 2016).
  15. Getty and Google resolved the dispute in February 2018, with the removal of the "View Image" button from Google Image Search which had allowed users to download images straight from the search results without clicking through to the original websites. See https://arstechnica.com/gadgets/2018/02/internet-rages-after-google-removes-view-image-button-bowing-to-getty/. Not coincidentally, Getty and Google announced a multi-year global licensing agreement: http://press.gettyimages.com/getty-images-and-google-announce-a-new-partnership/.
  16. http://www.gettyimages.com/company/terms (accessed August 6, 2016).
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CHAPTER FOURTEEN
Site of Ongoing Struggle

Race and Gender in Studies of Photography

SARAH PARSONS

Race and gender shaped photography from its inception. The announcement of photography's invention in 1839 came six years after the abolition of slavery in the British Empire. Within months, photographers fanned out around the globe, accelerating the furious collection of colonial images and specimens that had been underway for several centuries. Racialized and sexualized subjects were regularly and often methodically turned into visual objects by the camera. Initiated by, and drawn into debates about, innate intelligence, moral rectitude, physical, and sexual difference, these nineteenth century images were understood to offer visible, scientific evidence. However, far from the camera acting as a simple recorder of fact, historian Amos Morris-Reich (2016: 11) argues that scientific "racial photography is symptomatic of the tension between the belief in self-evident racial difference and its actual social elusiveness." Similar efforts extended to the mentally ill, sexually deviant, disabled, and those of the lower classes, all of which simultaneously reproduced particularly excessive and subjugated notions of racial and gender difference.

Nevertheless, over the same period, photography was also taken up by women and racialized subjects—with the means to do so—in order to leverage the same pseudoscientific authority to carefully craft stronger public personae. Photography seemed to lay race and gender bare, but it also provided a limited space of critical intervention. It was deployed for racist and misogynist ends and yet it was accessible enough that, from the very start, women and people of color operated their own cameras, commissioned images, and actively explored what the medium might mean for themselves as differentiated subjects and for the politics of visibility more generally. More so than in many fields of artistic or cultural endeavor, women and people of color factor among some of photography's earliest serious writers trying to make sense of the cultural impact of this technology, from British critic Lady Eastlake (1857) and abolitionist Frederick Douglass in the nineteenth century (Wexler 2012; Stauffer et al. 2015) to American sociologist and civil rights activist W. E. B. Du Bois in the early twentieth century (Smith 2004).

The extent to which these historical facts have been acknowledged or taken up by the loose field of photography studies is a more complex story. The centrality of issues of race and gender to photography studies has often been discursively invisible or has to be made invisible in order for other interpretive priorities to seem convincing and logical. To understand how and why this has been the case, I want to map out some key questions: How have scholars approached the study of race and gender in photography? What brought them to these topics and what methodological tools have they used to analyze them? How have these studies shifted or changed the scope and priorities of the field of photography studies? To what extent has the consideration of gender and race, their construction and formation, led or contributed to expanding the field of photo studies? How can the impact of these innovative approaches be seen in museums and exhibitions?

These are demanding questions each one of which could, and often has, outlined the scope of entire books. As other chapters of the present book make evident, a further complication is that photography intersects with most academic fields. I will mitigate some of the challenges of this unwieldy topic by focusing on two fields—art history and American studies—where the questions of race and gender have been both richly taken up, and, at times, curiously sidelined in relation to the medium of photography. Bringing together discussions of both race and gender simultaneously, as this anthology does, points to their presumed intersectionality. However, the writers of the history and theory of photography have often struggled to consider both. This chapter will thus also trace how and why scholars in the fields of art history and American studies, and African American studies specifically, have approached photography through the lens of race and gender and how the questions raised are currently pointing toward new interpretive models for the field.

Until the last few decades of the twentieth century, the strongest voices on photography were often found outside museums and the academic discipline of art history. Walter Benjamin and photographer Gisele Freund wrote extensively about photography in the 1930s. In 1972 and 1973, John Berger brought Marxist analysis to the masses through his popular television show Ways of Seeing and his bestselling book of the same name. Although his objects of study were not exclusively photographic, he often used photographic examples to explore the power of representation, including crucial insights into the way photography constructs and reaffirms gender and its attendant power relations. On the other side of the pond, Susan Sontag was publishing serious exhibition reviews of photography in the New York Review of Books. As a collection, these essays found an even wider audience with the 1977 publication of On Photography. Although sociologist Pierre Bourdieu and literary theorist Roland Barthes were indeed scholars in the academy, they were not art historians by any stretch. Bourdieu's study of everyday amateur uses of photography, Photography: A Middle-brow Art ([1965] 1990), offered a rich set of questions quite apart from those that constrained art history and, even more, curatorial practice. Similarly, in 1980, Barthes published Camera Lucida, which explored the feelings generated by photography and photographs and thus placed the viewer at the very center of meaning construction.

Art history's longstanding dual focus on the artist as generator of meaning and on a disembodied viewer as the arbiter of taste did not easily make room for questions of race and gender. Interventions based on the racial and gendered politics of making, circulating, and viewing images have often been treated with suspicion for the risks they pose to the underlying values of the art object and structures of the field. And, even when these critical interventions have broken through, they tend to focus on either race or gender. Race and gender demand an analysis of the politics of seeing and of visibility, but what happens in photography studies, and in art history more pointedly, is rarely an intersectional approach, but a tension and negotiation between issues of race and gender. Finally, when critical interventions are historicized, their political implications are often softened or sidelined in retrospect. As photo historian Douglas Nickel observed in a state of the field article for Art Bulletin in 2001 "With the growth of a collecting market for photography in the 1970s and 1980s and its mounting assimilation by the museum into the precincts of high art, the theoretical limits and market interests of formalist criticism's application to photography—especially vernacular photography—became apparent to several writers, most of whom approached the subject from outside its perceived disciplinary boundaries" (2001: 554).

American studies, on the other hand, is a newer field of study founded on the productivity of dialogues between history, literature, and visual culture and less burdened by historical assumptions. Just as one cannot ignore the political within the frame of nation, one cannot ignore the question of race in the study of a country founded on slave labor and buoyed by successive waves of racialized labor.1 In the landmark exhibition and accompanying text, Only Skin Deep: Changing Visions of the American Self, writer and artist Coco Fusco (2003: 16) traced the history of race and photography in America noting that "historical record indicates that the organization of this country's population into racial categories has been a constituent element of American identity." Which is not to suggest that American studies has always actively sought to wrestle with the horrors of American history and the role of photography in calling them into being, recording them, and disseminating them, but there have been many important efforts. In probing the meaning of Oliver Wendell Holmes's famous 1859 description of the daguerreotype as a "mirror with a memory," historian Leigh Raiford (2009: 113) asks "What is the role of this visual medium for a people who have long held up a mirror to the underbelly of U.S. society, reflecting back a fractured nation?'" Following others, Fusco argues that "rather than recording the existence of race, photography produced race as a visualizable fact" (2003: 16). This is most explicit in ethnographic and pseudo scientific photography, but it is also at work in most forms of photographic representation. As Fusco notes, "representations of race in photography have never been restricted to denigration of racialized subjects: racial difference has also been seen as a spectacle and a commodity" in which "photography renders and delivers interracial encounters that might be dangerous, forbidden or unattainable as safe and consumable experiences" (2003: 20). Fusco concludes that the pleasure viewers gained from these images is "predicated on awareness of limits and roles" around race, but not its immutability.

This pioneering work made room for renewed archival efforts and historical analyses. These include Shawn Michelle Smith's 2004 text on W. E. B. Du Bois's strategic deployment of photographs as what Smith terms an "antiracist visual archive" at the 1900 exhibition in Paris, and research by Laura Wexler, John Stauffer, and others on abolitionist Frederick Douglass's thoughts on photography (Wexler 2012; Stauffer et al. 2015). As early as the late 1840s and early 1850s, Douglass gave speeches citing the potential political power of photography as a tool for black subjects to take control of their self-presentation. Despite the widespread view of photography as a transparent medium, Douglass wrote that "it seems ... next to impossible for white people to take likenesses of black men, without most grossly exaggerating their distinctive features" and making them appear less human (quoted in Wexler 2012: 21). Douglass tested his theory by commissioning more photographic portraits than any nineteenth-century American, including Abraham Lincoln. Other contemporary activists followed his advice, including abolitionist and suffragist Sojourner Truth who copyrighted and captioned her carte de

[image: ]FIGURE 14.1: Sojourner Truth. I Sell the Shadow to Support the Substance. Eastern District, Michigan, 1864, Carte de visite mount albumen 6 x 10 cm. The Alfred Whital Stern Collection of Lincolniana Library of Congress.

visits portraits, "I Sell the Shadow to Support the Substance." In this carefully crafted self portrayal, Truth plays with expectations of both blackness and Victorian womanhood as she dons her signature knitted cap and rimless spectacles and poses in the midst of industrious knitting with her notebook close at hand (Figure 14.1). Art historians paid little attention to these kinds of contributions to the field of photography studies until recently. Darcy Grigsby's Enduring Truths: Sojourner's Shadows and Substance (2015) on Truth's use of photography is the first to seriously engage the topic.

AFFECTIVE VIEWING

While the present chapter traces developments in both art history and American studies, the two fields are not entirely distinct and this permeability seems increasingly evident in the activities of scholars. If one shift links their scholarly approaches and offers a functional critical framework for intersectional approaches to photography, it would be the emerging understanding of the embodied nature of viewing, something to which Douglass and Truth were acutely attuned. Across the various fields that attend to photography, there is growing consensus that, to various degrees, all photographs traffic in identification and affect, including pleasure as well as trauma. As such, photographs can be still be assessed on the basis of aesthetics, but aesthetic judgments are increasingly complicated by discussions of ethics and suspicions about claims to universal value. These approaches draw on poststructuralist scholars such as Roland Barthes (1980), theater studies scholar Jill Dolan, who wrote The Feminist Spectator as Critic (1988), and from postcolonial theory and criticism, including Gayatri Spivak's famous query "Can the Subaltern Speak?" (1988).

As Deborah Willis and Carla Williams outline in the preface to The Black Female Body: A Photographic History "it was the desire to see our likenesses in photographic history that compelled us to seek them out" (2002: ix). What they found was that "the history of our image is deeply rooted in representations of our mostly unclothed bodies" pointing to the fact that "representation of the black female body has been largely determined by prevailing attitudes toward race, gender and sexuality" (Willis and Williams 2002: ix). This over-determined representation of black female bodies is not just a matter of what has been included in photographic histories, catalogues of private collections and museum collections, but it is also a matter of what has been excluded. While images designed to titillate made their way into the public eye (and are now often being sheepishly pushed back into the corners), a wider range of images of black subjects and images made by black photographers were lost along the way or are only now being pulled out of the far recesses of archives or collected from other sources, such as family albums and the traces of mass culture.3

Faced with a collection of images of unclothed black female bodies, images coded by desire and fear, Willis and Williams (2002: ix) foreground analytic questions of ethics and agency, expressing concern about "re-presenting exploitive and derogatory images created in another time and historical context." However, they note that exploitation is not a simple, uncomplicated process and thus agency becomes a primary consideration. In turn, Willis and Williams consider agency to be "the act of confronting identity and taking control of the image" (2002: ix). The conditions of production become central to the discussion: were photographs commissioned by the sitter? Or, was the sitter paid by the person who commissioned the work or by the photographer? Willis and Williams analyze the images "in relation to the prevailing code of ethical conduct in the contemporary culture that produced them and note that the moral code of the subjects might be quite different" (2002: x).

In the preface of Picturing Us, Willis (1994: ix) reflects on connecting with cultural critic bell hooks over their shared fixation with a photograph of a world-weary Billie Holiday: "We both felt moved by the subtly of the image in displaying the sensitive, sensual nature of the subject. We talked for a long time about why it was so important that we think and write critically about images and how they affect the African American community." Their starting point is as viewers being moved by an image in which they find both a sense of familiarity and sadness. For both, this experience—a felt, embodied experience—is the start of a critical examination. The critical examination does not start with theory, although it calls on it, and it does not start with a historical gap, although it fills one. Willis writes (1994: xii): "The connection made by the writers in this book to the photographic image, and the location of that image within each writer's memory, have begun to make the experience of reading photographs definable."

The embodied and affected viewer of photography has a complicated, but significant place in the history of photography studies. Susan Sontag famously described the origin of her interest in the medium through her encounter at age twelve with photographs of Bergen-Belsen and Dachau in a bookstore in Santa Monica: "nothing I have ever seen—in photographs or in real life—ever cut me as sharply, deeply, instantaneously" (Sontag 1977: 20), When she "looked at those photographs, something broke. Some limit had been reached, and not only that of horror; I felt irrevocably grieved, wounded, but a part of my feelings started to tighten; something went dead; something is still crying" (Sontag 1977: 20). As I have argued elsewhere, Sontag was somewhat suspect of emotional reactions to photographs, both her own and the emotional reactions of other viewers (Parsons 2009: 291). She worried that these intense feelings would eventually wear out and deaden the ethical responses many photographs demand, a concern she later rescinded, but which still fuels debates about the process by which violence and discrimination can be normalized. Similarly, African American artist and writer Clarissa T. Sligh reflects on the imagery of Emmett Till proliferating in black periodicals after his lynching and the effect it had on her as a teenager. A profound injustice is at the core of her anxiety about racial identity: "To whom could I turn to express my rage and indignation at the injustices being done? ... Why didn't the major newspapers treat it like the horrible crime it was?" (Sligh 1994: 93).

In their introduction to the volume Feeling Photography, Elspeth Brown and Thy Phu (2014: 3) argue that these emotional reactions to photographs require new analytical tools: "feeling became the collateral damage in the disciplinary war against the often depoliticized incorporation of photographic images into the art historical and museological canon." The title they have given to the volume is a play on Victor Burgin's edited volume Thinking Photography (1982), a book Edward Welch and J. J. Long described as arguing "photography studies should play a leading role in a broader process of ideological critique and political intervention, in working to expose the mechanism by which the dominant social and economic order sustains and reproduces itself" (2009: 8) However worthy the political project, Brown and Phu argue that Burgin and company's sidelining of feelings results in criticism that "while shrewd in its materialist and historicist politics, had, in marginalizing feeling, effectively marginalized photography's shadow subjects, mostly notably women, racialized minorities, and queer sexualities" (2014: 3). In searching for an affective approach, Phu and Brown find Brian Massumi's interest in pre-personal affect (1995), which explores the gap "between the content of the image and its effect on the viewer," to be less productive for thinking about photography than either Sara Ahmed's ideas about emotions and affective economies of viewers (2004a, 2004b) or Roland Barthes's interest in feelings (2014: 6). Whatever the specific approach, taking feeling seriously theorizes the interpretive move that Willis, hooks, Sligh, Sontag, and others had made. Together, these approaches emphasize reception and the politics of viewing in the process of making meaning from photographs, which, in turn, places questions of race and gender at the heart of photographic analysis.

Shawn Michelle Smith's contribution to Feeling Photography focuses on Barthes's Camera Lucida. Smith argues (2014: 30), "it is not simply an affective response thatBarthes proposes to retain, but an affective mode of approaching the photograph." Smith suggests Barthes's approach "encourages one to attend to feeling when studying photographs, and in this way to more fully account for the power of photographic images" (2014: 30). However, she is cautious that "it is hard to attend to emotion without overly attending to one's self in the process" (Smith 2014: 30). Smith remains wary of methodologically swinging from ritualized detachment to "me-research." Instead, the approach she takes is historiographic, analyzing the ways other scholars have, often in unacknowledged ways, represented and revealed their "desire, repulsion, nostalgia, and euphoria" (2014: 30) in writing about photography. Her case study is once-celebrated American Pictorialist, F. Holland Day, whose deliberately unfocused and theatrical photographs are infused with desire and grief. Smith concludes that "Barthes and Day propose a queer theory of photography in which feeling opens the index onto other worlds, collapses disparate times, and conjoins the material and the spiritual" (2014: 31).

FEMINIST ART HISTORY

While Brown and Phu's edited volume (2014) is an important corrective to much of the art historical criticism that emerged in the 1970s and 1980s, not all those who thread Marxist approaches to photography did so at the expense of questions about gender, race, and sexuality. Just as Brown and Phu argue that Victor Burgin and John Tagg, among others, sought to limit the confines of the field of photography studies to secure its politicized future, Brown and Phu themselves have streamlined their assessment of the materialist photo criticism of the 1970s and 1980s, or what is often referred to as postmodernism, to lay the groundwork for the important emergence of affect as a tool. But, to do this historiographic work, they needed to sideline feminist postmodernism, which was hardly a minor part of postmodern approaches to photography. Drawing on Marxist cultural analysis and feminist and psychoanalytic film theory, particularly Laura Mulvey's 1975 essay "Visual Pleasure and Narrative Cinema," practitioners such as Cindy Sherman, Carrie Mae Weems, Barbara Kruger, Sarah Charlesworth, Sherrie Levine, and Martha Rosier employed what art historian Abigail Solomon-Godeau describes as feminist artistic strategies of "masquerade and mimicry, deconstruction and pastiche, irony and mockery" (1991: xxxii). Postmodern feminist contributions to photography studies also entailed critical writing about photography, including Rosler's work in this realm as well as critical and historical texts by Solomon-Godeau, Roslyn Deutsche, and Griselda Pollock. These artists and scholars provided an extended critique of the objective viewer that lay the groundwork necessary to consider the impact of affect studies on photography.

A sense of what is lost in setting these feminist art historical contributions aside is evident in Rosalyn Deutsche's 1991 essay, "Boys Town." Deutsche carefully lists the questions that feminist postmodernism asks of representation ([1991] 1998: 215):


Whose subjectivities are the casualties of epistemologies that produce total beings? What violence is enacted by authors who speak and pretend that reality speaks for itself? Who signifies the threat of inadequacy so others can be complete? Whose expulsion and absence does completion demand? What positions are determined by relations of total knowledge, and who has historically occupied these positions?


These are not simply alternative questions one might ask of culture and they are as applicable to issues of race and they are to gender (although it is important to note that critiques of race tended to be conducted outside feminist postmodernism, at least outside of its core venues like the journal October). This critical approach fundamentally undercuts the stability of other models because, as Deutsche observes, "the objective theorist is a masculine being who makes himself complete by claiming to perceive the ground of an impartial totality but who actually occupies a position of threatened wholeness in a relation of difference" ([1991] 1998: 215).

Deutsche reads this anxiety through postmodern theorist David Harvey's refusal to take Cindy Sherman's photography seriously. Harvey claimed that the "interest of Cindy Sherman's photographs (or any postmodern novel for that matter) is that they focus on masks without commenting directly on social meanings other than on the activity of masking itself" (quoted in Deutsche [1991] 1998: 232). Writing specifically of the Film Stills series where Sherman poses in a variety of film noir scenarios, Deutsche counters with "Sherman's photographs address a specific reality—the production of woman as a cultural category. By highlighting and undermining the codes that construct feminine identity in a range of visual practices, by interfering with the smooth transmission of their messages, Sherman exposes the processes by which feminine identity is socially produced as natural" (Deutsche [1991] 1998: 242). Deutsche highlights the role of artists/photographers providing insights about photography, race, and gender as well as the theoretical work done by critics responding to the work. Deutsche reminds us ([1991] 1998: 231), "most artists explicitly engaged in the politics of representation call attention to the constructed character of their own images. They reflect critically on their own activity of meaning production instead of perpetuating the belief that, as vanguard figures, they transmit superior perceptions of preexisting aesthetic or political realities to others who cannot see them."4 Importantly, the critical engagement that Deutsche models and advocates is not about producing more positive images of women, but about investigating the role of representation in constructing our understanding of reality.

More recently, art historian Julia Bryan-Wilson has brought some of these critical insights to bear on photography of transgendered subjects. In the fall 2016 issue of Aperture Magazine, she notes that "gender might not be 'real,' to cite theorists of social construction, but gender-based oppression certainly is" (2016: 109). Bryan-Wilson makes this observation in the context of writing about the portraits of trans women of color who are also activists by choice or circumstance in Andrea Bowers's majestic Trans Liberation series (2016) (Figure 14.2). Bryan-Wilson suggests


it is ... worth asking: What does photography as an artistic resource, a visioning technology, and a tool of activist organizing have to offer the trans feminist movement? Current debates about the porousness and flexibility of gender identities hinge in part on questions of visibility and self-presentation—that is, how one looks, as well as how one looks back, is crucial. These are issues that photography is uniquely suited to address. (2016: 110)


[image: ]FIGURE 14.2: Andrea Bowers, Trans Liberation: Building a Movement (Cece McDonald), 2016. Archival pigment print. Image: 95 X 57 13/16 in (241.1 x 146.8 cm); Framed: 95 3/4 X 59 1/4 X 2 1/4 in (243.2 X 150.5 X 5.7 cm). Image courtesy of the Artist and Andrew Kreps Gallery, New York.

SEEING RACE

Coco Fusco takes up Deutsche's insight about the move from the aesthetic realm to the political to consider the elision of race. Inside and beyond the confines of art, "serious discussion of the meaning of our desire to see race in visual representation is impeded by the difficulties we have in distinguishing between racialization as a visual process, and racism as an ethical and political dilemma" (Fusco 2003: 23). Fusco aligns this critical blindness to Barthes's notion of mythical speech and the importance of unspoken underlying assumptions that make speech understood. In one of his most memorable examples of mythology, Barthes points to a magazine cover photograph of a black French soldier whose difference is neutralized by his patriotic and compliant performance ([1957] 2012: 225). Pointing her critique at art criticism and art history, Fusco questions why the categorization of some photographs as the product of an artist's eye mute questions that would certainly be asked in other contexts. For example, knowing the racist mythology that structures the image, she asks "what is it about the black man and white woman holding baby monkeys in Garry Winogrand's Central Park Zoo (1967) that makes them notable?" (Fusco 2003: 29).

[image: ]FIGURE 14.3: Carrie Mae Weems, Untitled (Some Laughed Long & Hard & Lond) from the series From Here I Saw What Happened and I Cried (1995-1996). C-print with sandblasted text on glass 26 1/2 X 22 1/4 inches. © Carrie Mae Weems. Courtesy of the artist and Jack Shainman Gallery, New York.

While art history and art historians may sublimate questions of racism in "great art," artists have often been far more attuned to the powerful relationship between photography and race. Carrie Mae Weems directed attention to this same Winogrand image as part of her series of thirty-three toned prints, From Here I Saw What Happened and I Cried, 1995-1996, originally created as a commission for the Getty Museum in response to their exhibition, Hidden Witness: African Americans in Early Photography. Weems's series reproduced historical photographs of African Americans behind red Plexiglas engraved with snippets of the discourses that govern the representations. Over early ethnographic images of naked black subjects, Weems wrote, "You became a scientific profile, a negroid type, an anthropological debate & a photographic subject." Over Winogrand's image, Weems writes, "some laughed long & hard & loud" (Figure 14.3). Whatever political prescience Winogrand may have felt in capturing this scene at the height of the Civil Rights Movement, Weems underlines that the image functions as a joke and feeds off deeply racist fears that his audience would have understood. The next image in Weems's series is based on an image of a black woman holding a white baby from Robert Frank's The Americans. The overlaid text etched onto the searing red glass reads "others said 'only thing a niggah could do was shine my shoes.'" Even though Frank's images have often been discussed as assisting calls for social, and particularly, racial justice in the US at the start of the Civil Rights Movement, Weems's critical intervention highlights the fact that, in a culture suffused with racism and a long history of racist imagery, all photographs easily and often slip from any "positive" mooring, an argument that gets taken up by subsequent scholars of photography and race such as Martin Berger (2011).

MAKING AND UNMAKING CANONS

Although the art historical study of photography has been myopic, it does have a different and broader history than the study of painting or sculpture. This can be traced, at least in part, to the fact that photography as a medium did not occupy a clear or central place as an important art form and thus was not as embroiled in the identification of genius. Beaumont Newhall's 1937 historical survey Photography was launched from the MoMA's photography department, an institution famously described by Martha Rosier in 1979 as the "Kremlin of Modernism." However, Newhall's text included a number of women photographers such as Julia Margaret Cameron, Dorothea Lange, Helen Levitt, Margaret Bourke-White, and Berenice Abbott. In fact, Douglas Nickel notes there has rarely been a time when Julia Margaret Cameron was not promoted as one of the great masters of the field, and not always by those wanting to prove that women could and did make great work (2001: 549).5 In 1991, Abigail Solomon-Godeau pointed out that nineteenth century histories of the medium were technological and "mid-to-late twentieth-century ones more concerned to construct an art history of the medium; that is to say, an art history with names" (1991: xxiii). But, at least photography's art history included some women. Even fifteen years after Newhall's photo history, H. W. Janson's influential textbook, History of Art (1962), contained the names and work of exactly zero women artists (although, of course, it overflowed with images of women).

Unlike similar institutional modernist juggernauts of the 1960s and 1970s, MoMA's photography department headed by John Szarkowski also showed work by some women artists. In 1967, Szarkowski gave Diane Arbus her first serious exposure by including her in the three-person exhibition, New Documents. Although some museums, led by MoMA, were collecting photography in the early and mid-twentieth century, most did not really collect seriously until the 1980s when the market deemed photography worthy. All of this is not to suggest that gender was a point of discussion within modernist approaches to photography, but that there were women, although few people of color, included in the emerging canon of art photography.

Questions of gender and race cannot be added to the history of photography leaving its structures—a canon of artists, major works, distinct genres—intact. Solomon-Godeau explored these issues extensively, mainly in relation to gender and art history, in her 1991 volume Photography at the Dock. As she wrote in the introduction, "it is important ... to recognize that the insistence on the autonomy of the aesthetic realm performs a certain function within bourgeois ideology; among other things it enables cultural institutions and cultural arbiters to present their histories as seamless, disinterested, and authoritative, and their hierarchies of value as universally valid, ecumenical and effectively consensual" (Solomon-Godeau 1991: xxii). Deploying approaches borrowed from Marxist, psychoanalytic and deconstructionist theory, Solomon-Godeau examined the whole apparatus of art history's awkward embrace of photography, but the question of gender is central: "Through the lens of feminist analysis ... the disciplinary object 'photography' is altogether remapped, reconfigured, and revised" (1991: xxx). This is true even of the deceptively simple question of what it means for a woman to direct her camera at the world and to record it from her perspective or when we consider the power dynamic of a subject like the former slave, Sojourner Truth, strategically staging her portraits in an effort to control her public image. Solomon-Godeau also considers just how the canon has been built. What can we learn about that construction by carefully attending to Berenice Abbott's role in ushering Atget into that canon or by tracing the conditions under which women like Francesca Woodman or Cindy Sherman are brought into the fold? As Solomon-Godeau contends, "Photography has been—and remains—an especially potent purveyor (and producer) of sexual ideology and, as such, is directly implicated in psychic and social mechanisms of domination, objectification, and fetishization" (1991: xxxi). Thus, feminism must seek out the marginalized forms of photography, not as an additive function, but because the lines between important and marginal are often ideological. Solomon-Godeau argues that the distinction between good and bad, of degrading and reverent images of women are equally contestable given that all images of women reproduce the category of the feminine and thus "hardly a mirror of nature" (1991: xxxii).

Even fields that would seem better positioned than art history to take up critical historical and cultural critique of both gender and race have not always risen to the task. As Laura Wexler outlines in her book Tender Violence: Domestic Visions in an Age of U.S. Imperialism (2000), gender analysis in historical and American studies has, like art history, often relied on an unacknowledged category of whiteness. Tender Violence focuses on a handful of white American women photographers at the turn of the twentieth century. Frances Benjamin Johnston, Alice Austen, Jessie Tarbox Beals, and Gertrude Kasebier have all received serious attention from feminist historians seeking to trace the significant contributions of women in all areas of photographic practice. With the exception of Austen, these women were professional photographers and their work circulated indisputably in the public realm. Wexler acknowledges the importance of their contribution and the empowering role of the camera for them personally, but she introduces the concepts of the "innocent eye" and the "averted gaze" to argue that these photographers used their privileged and protected position as white women to shore up American imperialism through the domestic scenes they routinely portrayed. In short, they "used their photographs to mirror and enlarge the white man's image of himself as custodian of civilization" (2000: 92). Wexler's method consists of both a close reading of the photographs themselves as well as careful consideration of the wider social context in which they came about and in which they circulated. She notes,


It is not only what the women portrayed, therefore, but how they traded on their gender privilege not to portray that gave—and still gives—their photography its particular evidentiary value. In their work, we can see that the constitutive sentimental functions of the innocent eye masked and distorted what otherwise must have been more apparent: hatred, fear, collusion, resistance, and mimicry on the part of the subaltern; compulsion, presumption, confusion, brutality and soul murder on the part of the colonial agent. (Wexler 2000: 7)


Wexler makes a strong case for the importance of critical reading of photographs as a potentially political act and, in doing so, offers one model for bringing together questions of race and gender.

In a similar vein, cultural theorists Richard Dyer (1997) and Martin Berger (2005) have traced how whiteness quietly underpins much of cultural history. Dyer explains "the point of seeing the racing of whites is to dislodge them/us from the position of power ... by undercutting the authority with which they/we speak and act in and on the world." (1997: 2) In her essay in Only Skin Deep, Fusco takes up Dyer's insights on the importance of racial constructions in early photographs of the American West. Citing Dyer, Fusco notes "how crucial cowboys were to the construction of white masculinity" and that foundational American cultural myths relied on "the dominant cultural representation of cowboys as white men supported by Indian scouts—the stuff of Plollywood Westerns" (Fusco 2003: 37).6 In turn, this nexus of racial and gendered power, and the images it canonized, "obscures the historical evidence of the widespread existence of black, Native American, and Mexican cowboys, and the Mexican origins of cowboy culture" (Fusco 2003: 37).

THE TROUBLE WITH MUSEUMS

The ongoing straggle to integrate critical analytics of race and gender into discussions of photography is perhaps more evident in museums, which have embraced the photographic object as a practical and popular source of almost endless exhibitions. However, art museums still have to defend the aesthetic merit of the works they display. The culture wars of the 1980s and 1990s often swirled around the display of photography and the legacy of these wars has shaped the kinds of photography that are showcased in museums. The trial launched over an exhibition of photographer Robert Mapplethorpe's work and public outcry about NEA funding for Andreas Serrano surely dampened many museums' appetite for shows that critically engage with inflammatory subjects like sex, race, and gender. In 1990, the Contemporary Art Center in Cincinnati and its director were formally charged with obscenity, the first time such charges had been laid against a museum in the United States. Mapplethorpe's offending images included scenes of gay S&M and two naked but otherwise non-sexual images of small children. At the end of the trial, the defendants were acquitted, but the damage was done. Douglas Nickel, who was curator at SFMoMA when he surveyed the field of photographic art history in 2001, predicted this challenge: "While we must be grateful for the new information and insights museum-based research has tirelessly brought to light, it is undeniable that the practical imperatives of museum business and the museum audience inflect the sorts of scholarship that might be generated there" (2001: 554).

Museums continue to prove adept at adding to the canon and building large-scale exhibitions around the work of historical figures like Gordon Parks, Diane Arbus, Lee Miller, just to name a few who have been the subject of recent, high-profile shows. There have also been a number of large survey exhibitions inclusive of a more diverse group of artists such as Pictures by Women: A History of Modem Photography at MoMA, a huge exhibition of more than 2,000 photographs and a tome of a catalogue chronicling the history of photography through the work of women photographers. However, in Photography at the Dock (1991) through Photography After Photography (2017), Solomon Godeau has argued that monographs and blockbuster exhibitions are limited in what they can contribute to our understanding of race and gender because the hagiographic nature of such texts (and the exhibitions that spawn and fund them) tend to drain discussions of politics. For instance, she argues that Cindy Sherman's ascension from young feminist conceptual artist to the position of most celebrated (and highest grossing) contemporary female artist came at the de-feministing of her work by scholars such as Rosalind Krauss (Solomon-Godeau 2017). A similar argument could be made for Diane Arbus, whose fascinating and critical treatment by feminist scholars such as Catherine Lord (1989) or Carol Armstrong (1993) is left out of the 350-page book, Diane Arbus: Revelations (2003), edited by Doon Arbus in conjunction with a retrospective at the Metropolitan Museum. However, critical work is more successful in smaller venues. To provide just one recent example, Gabriele Schor's (2016) thematic, traveling group exhibition, Feminist Avant Garde of the 1970s drawn from the Verbund Collection, importantly threads together a collection of women artists into a political, aesthetic movement and forcefully presents a revision of this art historical moment.

Coco Fusco is equally critical of simple additive moves in both scholarship and institutional reframing that, she argues, are often attempts at "racial management and containment" and usually fail to contend with the normativity of whiteness (2003: 24). Fusco notes


the presumption that museums are able to effectively dismantle the history of institutional racism by attributing "master" status to a handful of nonwhite photographers based on the "discovery" of quality in their work implies that the economic and cultural power of art institutions to designate value should replace a critical analysis of Western forms of racial thought and how those forms are manifest in our culture. (2003: 24)


However, museums seem more adept at integrating contemporary artists whose work engages critical analytics of race and gender, and less inclined (or able?) to drain the work of its politics. With the previously discussed From Here I Saw What Happened and I Cried at the Getty Museum, Carrie Mae Weems succeeded in intervening in the museum with work that explicitly brought together canonical images and critical text and display practices. LaToya Ruby Frazier, a former student of Weems, produced a searing visual critiques of the raced and gendered experience of rust belt America in her brilliant The Notion of Family. Reworking the strategies of early twentieth-century social documentary photographers, Frazier turned her camera on her grandparents, mother, and herself to visualize the physical and emotional effects of being left behind when progress moved elsewhere. The result is an intimate and searing historical document of African American experience. While the work first found a wide audience at the 2012 Whitney Biennial of Art, it has mainly circulated as a book (Dickerson et al. 2014) and as an exhibition at smaller photography spaces not as beholden to a notion of "high art" or to the donors, broad publics, and marketing departments of large museums. Race and gender will continue to factor into these various incarnations of photography because just who gets their photographs celebrated by museums matters, even as institutional critiques show no signs of diminishing.

CONCEPTUAL TURN

Exhibitions sit at one end of a growing dichotomy in photography—one that seems to increasingly insist on photography as the production of objects that can be bought and sold, deployed for specific purposes, and ensconced in museums. At the other end of this spectrum is an emerging consensus that photography is perhaps more important as a habit, a form of constant communication, a feeling and an event. Theorist Ariella Azoulay suggests the "ontology of photography is at base a political one" (2011: 68). In describing photography as an event, Azoulay argues that the camera is "an object which sows powerful forms of commotion and communion" (2011: 70) whether or not it is actively capturing photographs. The role of photography in the recent Black Lives Matter (BLM) movement spans both conceptual and more materialist understandings of the medium. On the materialist side, family and school photographs of the victims have been strategically deployed in the movement to counter stereotypes of aggressive black masculinity. However, the call for body and dashboard cameras to monitor police violence calls on the political power of the camera as potential witness, a power that does not necessitate the actual production of photographs. Writer and photographer Teju Cole suggests these efforts by the BLM movement to deploy photographs and photographic critiques as part of its campaign for social justice has also shaped performative events and created a powerful new genre of Black superheroes (2016). Although the term superhero is traditionally gendered male, Cole notes that women star in some of the most powerful images from BLM such as Jonathan Bachman's photograph of sundress-clad Ieshia Evans calmly facing down a wall of heavily armored police in Baton Rouge, Louisiana (Figure 14.4) as well as images of Bree Newsome scaling the flagpole of the South Carolina Capitol to take down the Confederate flag. As these examples suggest, conceptual ways of thinking about the medium still attend to their circulation, archiving and display.

[image: ]FIGURE 14.4: Jonathan Bachman, "Lone activist Ieshia Evans stands her ground while offering her hands for arrest as she is charged by riot police during a protest against police brutality outside the Baton Rouge Police Department in Louisiana, USA, 9 July 2016." Photo: REUTERS/Jonathan Bachman. IMAGE ID: RTX35055.

Historian Tina Campt's work serves as another example of a more conceptual yet materially attentive approach that foregrounds the relationship of photography to race and gender. Her 2012 text, Image Matters, attends to the haptic, affective, and sonic aspects of family photographs, as Campt examines the rich role photography played in transnational communities and in understanding their history through archival traces. Campt suggests the importance of linking understandings of race and gender to capitalism and empire, which in turn provides a model that keeps all those questions from being sidelined. Humble, vernacular images do not translate well into a museum context, nor does Campt's nuanced approach have any interest in creating cannon fodder out of her photographers or subjects. But her approach has much to offer those not looking for the next great, unknown photographer or the next exhibition. Campt's careful process of reconstructing of history through a multifaceted engagement with the complexity of photographs as icons, mirrors, commodities, aspirational messages from one moment to another, badges of empire, and fantastical projections lays an enticing path forward.

Despite the centrality of race and gender to photography and despite the promise of their intersectionality, this chapter has traced the straggle of scholars to address race and gender either separately or as intersecting lines of analysis. However, as the field of photography studies becomes more diverse in scholarly approaches and objects of serious study, bringing analyses of race and gender together seems more pressing and possible. Art historian Sarah Lewis entitled her special issue of Aperture on African American photography "Vision & Justice" and opens by reminding readers that "the endeavor to affirm the dignity of human life cannot be waged without pictures, without representational justice" (2016: 11).


Notes

1. The American studies scholarship that will be the focus of my discussion here has framed race largely in black and white terms, but the field is starting to see similarly nuanced analytics of race and rich bodies of work in the relationship of photography to indigenous and Asian American histories. This corpus is broad and includes fruitful studies around migration and labor (Lee 2001), citizenship and civility (Phu 2012), and citizenship and trauma (Alinder 2011). If we broaden the field to include Canada, Lily Cho's work on Chinese Head Tax photographs adds to these rich new perspectives (2014). In the Canadian context, scholars such as Carol Payne (2013) and Sherry Farrell Racette (2009) are also doing important work on photography, indigenous experience, and settler colonialism.
  2. Raiford focuses on lynching photographs as a genre brought back into wider consideration by the circulation of the Allen-Littlefield collection as a book (Allen 2000), exhibition, and website (http://withoutsanctuary.org) starting at the end of the twentieth century.
  3. See bell hooks (1994) and, for a wide exploration of these images and the way archives shape and limit our access, see Shawn Michelle Smith's American Archives (1999).
  4. This insight is born out in vanguard and controversial curatorial projects like Thelma Golden's landmark Black Mule exhibition at the Whitney Museum of American Art (1994). Lhere is a significant literature on representations of masculinity in visual culture, which I do not have the scope to explore here.
  5. As Nickel (2001) notes, Stieglitz showed Cameron's work at Gallery 291 in 1906 long before Beaumont Newhall included her in his landmark history Photography: 1889-1937 (1937). Famed collector and historian Helmut Gersheim wrote a biography of Cameron in 1948 and, although high modernism pushed the Pictorialists aside, publications and exhibitions on Cameron started again in the 1970s. Her work recently drew crowds at various bicentenary exhibitions including Julia Margaret Cameron (2015) at the Victoria and Albert Museum.
 
6. Art historian Patricia Vettel-Becker's smart Shooting From the Hip: Photography, Masculinity, and Postwar America (2005) develops these key tropes of American masculinity, but, as with much work done in the field, whiteness silently structures the study of white photographers and mostly white subjects.
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CHAPTER FIFTEEN
Objects of Denigration and Desire

Taking the Amateur Photographer Seriously

ANNEBELLA POLLEN

In 2007, an exhibition in Musée de l'Elysée in Lausanne, Switzerland, celebrated the fullest flowering of photographic practice—as the organizers saw it—embodied in the development of digital technologies, the integration of cameras into everyday phone hardware, and the growth of image sharing platforms and social media. Entitled We are All Photographers Now! the exhibition, curated by William A. Ewing, seemed to signal the destruction of old hierarchies and the coming of a new era, one that was widely heralded as "the age of the amateur" (Rusbridger 2007). A few years down the line, and from another perspective, however, a backlash has arisen. The popular press across the Englishspeaking world now regularly perceives the growth of amateur photography practice as a destructive force. Articles with inflammatory titles such as "The Death of Photography" ask, "Are camera phones destroying an artform?" (Jeffries 2013) or note, "Humanity takes millions of photographs every day. Why are most so forgettable?" (Brown 2013). In discussions such as these, amateurs are characterized as unthinking in their use of the camera, indiscriminate in their subject matter, and lacking in aesthetic vision. A 2015 exhibition in Montreal, Canada, with the theme "The Post-Photographic Condition," devoted in part to exploring the wealth of photographs now circulating in cyberspace, concluded, "We are bedevilled by an unprecedented glut of images" (Fontcuberta 2015: 8). Amateur photography was given free rein, these prosecutors seem to say, and it has spiraled out of control. Simultaneously seen as the bearer of visual democracy and the destroyer of its own potential, the amateur photographer carries enormous symbolic and moral weight in the twenty-first century. And yet, perhaps it ever was thus. More than a hundred and twenty years before The Guardian would make the same claim, The Times newspaper observed in 1892 that "the present is the age of the 'amateur,' not only in photography but in everything else" (quoted in Pritchard 2010: 237).

For well over a hundred years, amateur photography has represented the single largest area of photographic practice. As such, apprehending and understanding it presents a distinctive methodological challenge to photography studies. For too long considered merely as a subgenre of photography or even as a photographic style—when not ignored entirely in canonical histories—amateur practices seem too broad to ever be seen as a whole and remain notoriously slippery to categorize. A range of adjectives from "snapshot," "family," "domestic," and "vernacular" attempt (and frequently fail) to pin down this vast and heterogeneous domain across a range of disciplinary frames. As noted, these issues have taken a new and more pressing turn with the enormous expansion of digital images in the context of the internet's mass amateurization. A bewilderingly wide range and quantity of amateur photographic material now proliferates and yet core questions remain about how best to define and interpret it.

This chapter evaluates these issues through an analysis of past and current historical accounts, looking into the shifting perceptions of amateur photographers while also exploring amateurs' motivations and aspirations, as expressed in the discourses of their own photographic culture. Through its examination of photographic hierarchies across a range of periods and places, this chapter assesses the ways in which amateurs have been variously celebrated and denigrated (and back again), as aesthetically privileged elites, banal copyists, unthinking "snapshooters," and carriers of cultural authenticity. Via a survey of photographic theory, this chapter examines and challenges photographic categories and constituencies, past and present, while indicating overlooked areas and suggesting productive new directions. With a central focus on the so-called serious amateur, this chapter illuminates the historical and contemporary discourses that circulate about the reality and fantasy of the amateur in relation to photographic technology and the market; to photographic education, training and skill; to photographic subjects and styles; and to social class and gender.

WHO IS THE AMATEUR PHOTOGRAPHER? A HISTORICAL VIEW OF CATEGORIES AND HIERARCHIES

The history of photography offers useful accounts that chart the shifting status of the amateur in the earliest years of the medium in Britain and America (for example, Seiberling and Bloore 1986; Pritchard 2010). By necessity—due to the early patent restrictions of William Henry Fox Talbot—the earliest of photographic practitioners in Britain were amateur in status. Those who wished to experiment with the new technologies tended to emerge from educated elites with leisure and means. The pre-existing interests of this small but prestigious group—including scientific study, antiquarianism, and landscape painting—shaped the early development of photography while providing a valued continuity with aesthetic traditions and scholarly pursuits.

A shift in the balance of photographic culture toward professional practitioners from the mid-1850s led to the first changes in the status of the photographic amateur. On the one hand, a broader range of photographic practitioners across the middle classes, including shop-keepers and clerks, entered the photographic community, often with commercial ambitions to capitalize on the growing demand for photographic portraiture. As Seiberling and Bloore note, these new amateurs often did not share the educational and cultural background of the first generation. They quote photographer Francis Frith on precisely this point. He complained in 1859: "The class of persons, now a very large one, who practice photography, is undoubtedly a very different class from the old regime of 'artists.' It certainly includes a vast number who know nothing, and if we judge them by their crimes, care less for the principle, we will not say of Art, but of common sense and decency" (in Seiberling and Bloore 1986: 91). Photographic judgments about amateur photographic practices had a class dimension from the very earliest days.

In part in response to these demographic changes among photography practitioners, in the 1850s the first photographic societies were formed in Britain and North America—very much in the model of the learned and respectable societies with which the established gentlemen-amateurs would have been familiar. These were mixed in their membership make-up but attracted those who considered themselves to be serious practitioners. Numbers were always small; Michael Pritchard estimates that, at best, there were probably less than a thousand society members at any one time in Britain up to the late 1870s (2010: 95). Nonetheless, the traditional meaning of the term amateur—as one who undertakes an activity for love not for money—became a badge of honor to the minority of photographers interested in the medium's artistic and scientific potential, and who sought to distinguish themselves from both "trade" and the apparently unfeeling and uninspired emerging mass practitioner. The distinction between professionals—commonly commercial portrait photographers—and the amateur was one that preoccupied the photographic press and societies from the 1850s, not least because from this time, according to Pritchard, "there was little to distinguish between the amateur and professional photographer from a technical perspective" (2010: 95, 97). The issue was more than just a commercial concern about who sold prints and services; an amateur was seen only to be worthy of the name if he or she was able to prepare, coat, and process his or her own materials and understand all aspects of the photographic process. In the early decades of photography amateurs had also been valued as the innovators and experimenters in photography. By the 1870s, however, the expansion of commercial photographic business and the introduction of commercial dry plate technologies rendered these claims redundant (Pritchard 2010: 98).

Debates about classification were further complicated in the 1880s by the rapid development of a new category of amateur photographer who had little interest in the process or practice of photography for its own sake, but was more interested in photography as a means to an end, that is, as a record of personally significant people and places. The role of Kodak as a manufacturer and supplier of cheap and simple to operate camera technologies and extensive advertising campaigns that addressed and also defined this market is well known in the history of photography (Ford 1989; Collins 1990; West 2000). Requiring no specialist knowledge of developing and printing, the new camera culture led to the development of a new, and dominant category in amateur photography: the pejoratively titled "snapshooter," or "push-button operator."

The tripartite system of professionals, amateurs, and snapshooters, first established in the 1880s and consolidated apace in the early years of the new century, offered a positioning structure for photographic practice that has proved remarkably durable. While rather crude, the classifications have nonetheless been widely adopted and have, in turn, created spaces for self-defined communities to flourish, sometimes firmly in opposition to other categories. Classification is not a neutral device, however, and the linear structure—with the snapshooter always positioned at the bottom of the ladder—betrays value judgments that have also served to harden hierarchies. This is particularly the case when art photography is introduced as a fourth category in the system.

Long-standing debates about photography's nebulous status as an art form reached a peak in the final years of the nineteenth century, and the determination to secure its artistic position was led by amateurs. The development of a distinctive aesthetic mode known as Pictorialism—which applied the sensibilities, subjects, and styles of painting to photography—gained traction on both sides of the Atlantic jointly in response to photography's commercial expansion and the opening up of the practice to large numbers of camera users without technical or aesthetic ambition (Sternberger 2001). The establishment of specialist societies, publications, and exhibition spaces for artistic amateurs consolidated these practices into a coherent style and a self-consciously separate photographic community.

The traditional art historical narrative asserts that these styles and photographic communities were dismantled in the mid-1910s, led by the modernist aesthetic preferences of Alfred Stieglitz, New York tastemaker and former Pictorialist pioneer (Gee and New Jersey State Museum 1978). Stieglitz's latter promotion of a more "straight" style of photography, which confronted urban realities and communicated messages graphically, without romance or retouching, was seen to correspond to a machine aesthetic emerging among avant-garde professional arts practitioners across the United States, Europe, and Russia in the 1910s and 1920s. This narrative, however, celebrates singular names as part of the heroic modernist history of stylistic innovation. It pays no attention to the much larger practice of amateur photography taking place at the same time. Once at the heart of photographic culture, as technical innovators and community makers, the amateur photographer—despite or perhaps because of the massive expansion of practice—seems caught on the back foot in this telling of history, inhabiting a retrogressive position. While the tiny minority of professional avant-garde photographers have been canonized in the art history of photography, those who used their cameras for other ends and styles have not had their names recorded. Despite their large numbers, they became "othered," defined in negative relation as non-professional and non-artistic outsiders, apparently unworthy of attention and producing photographic work of little public consequence.

AMATEUR PHOTOGRAPHIC HISTORIOGRAPHY: CLUSTERS AND GAPS

After many years of analytical neglect, following a renaissance of interest in the study of photography from the 1970s, a large body of research now exists on the study of family photography, as one distinctive category of amateur practice (for further discussion of this, see also Martha Langford's contribution to this volume, Chapter 27). The first generation of work includes early explorations emerging from the social sciences and social history (Hirsch 1981; Jacobs 1981) with the most significant ethnographic study, of what he calls "home-mode" photography, being that by Richard Chalfen (1987). In Britain, valuable explorations emerged from feminist and Marxist critiques of the nuclear family as a dominant cultural institution (Spence and Holland 1991), which has proved an enduring point of departure (Hirsch 1999). Methodological approaches to family photography have been productively applied from orality (Langford 2001) and cultural geography (Rose 2010) to, in particular, memory studies (Langford 2001; Hirsch 2002; Kuhn 2002; Batchen 2004). The personal photograph album as a form has frequently been the chosen site of study (Levine and Snyder 2006; Di Bello 2007) but manufacturers of products and processes for a domestic market—from Kodak and Polaroid to Boots the Chemist—have also been topics for analysis (for example, West 2000; Pasternak 2015; Buse 2016; Pollen 2019). Studies of so-called snapshot photography—usually used as a shorthand term to indicate photography taken of and for personal and domestic contexts with simple camera equipment—have emerged from sociological and ethnographic bases (Chalfen 1987; Sarvas and Frohlich 2011) but also, with increasing regularity, from art histories that seek to expand and sometimes challenge photography's canon (Nickel 1998; Batchen 2008; Zuromskis 2013).

The emerging popularity of the term "vernacular photography" since the 1990s—used most commonly to indicate photographs produced without artistic intentions—includes family and snapshot photography, sometimes among other categories of photography produced for commercial or functional purposes (Batchen 2000, 2002; Kaplan 2003; Cutshaw and Barrett 2008). Often intended as a form of praise in publications that celebrate the aesthetic creativity and variety of the form, the term is sometimes used as a synonym for folk art, positioning its producers as romantically unsophisticated; charming but ultimately unwitting (Cardinal 2004), The assertion that the formally untrained are automatically or even accidentally unselfconscious and honest is intended to invert the usual hierarchies, but it ultimately offers a condescending position that denies sophistication and purpose to the vast numbers of the population who make photography among the most popular leisure pastimes. Much writing about popular photographic practice implicitly or explicitly assumes a lack of awareness and intention (for better or for worse). Don Slater, as one example, has dismissively noted that the mass photography practice "is hardly a conscious activity at all" (1983: 245). In relation to the so-called point-and-shoot technologies usually associated with popular photographic practice, the limited technical prowess required to work a simple camera has implied, for some, a corresponding simplicity in the user.

With its porous parameters and unmanageable scale, the term "vernacular" has been thoroughly critiqued, not least for its tendency to classify all photographs as "non-art," that is, as negative inversions of what is, in fact, a minority category of photography (Batchen 2000). In a useful demolition of the term, Bernard L. Herman (2008) has stated that it is "ideologically suspect." He notes the term is usually evoked as a means of conferring legitimacy to a photography widely understood as marginal. As the term achieves its own canonical authority, however, it serves to embed the value judgments on which it is based (see also, Pasternak 2018: 42-43). Despite these critiques, the use of the term "vernacular" endures, perhaps due to the absence of any truly satisfying alternative. Terms such as "majority photography"—to mirror the term Majority World, coined to counter the inequalities bound up in the term Third World—and "mass photography" have been proposed as substitutes (Pollen 2015); each more fully represents the balance of quantity if not power.

The currency of the "vernacular" qualifier has coincided with a noticeable growth in popular publishing and museum exhibitions that aestheticize popular practice, usually operating on one of three levels: an "accidental masterpiece" model of celebration; one that cherishes the "good eye" of the collector rather than the work collected; and finally, the alignment of amateur photographs with art-world tastes for a so-called snapshot aesthetic or surrealist objet trouvé (for example, Walther 2000; Johnson 2004; Frizot and de Veigy 2006). Joel Smith has offered a useful survey of practices of amateur photographs in the museum context and concludes that "[f]or all the sincere flattery paid it by artists, the real snapshot [has] ... played scarcely any larger part in the academy's or the museum's histories of photography than house painting [has] played in histories of modern painting" (2001: 5). An updated survey (Zuromskis 2013) confirms Smith's point of view. The tendency of the art world, including the art museum, to valorize amateur photography on aesthetic grounds could be cynically understood as a means to expand the canon; certainly it reflects and reinforces the art market's rising prices for found photographs—the accepted name for serendipitously apprehended, although sometimes solicited, images (Cross 2015).

Newer work exploring the changing practices of amateur photography in the digitally networked public domain (Sarvas and Frohlich 2011; Hand 2012; Larsen and Sandbye 2014) has provided a challenge to the enduring concepts of the "private" or "domestic" photograph, and a counterbalance to the sometimes overdetermined convulsions of the so-called digital revolution. Exhibitions, including those cited at the start of this chapter, also attempt to apprehend amateur photography in the digital domain in the space of the gallery; a useful survey by Areti Galani and Alexandra Moschovi (2013) shows the prevalence of this ambition in Britain and the United States as a technique of museum audience engagement through user-generated content. Literature that examines amateur photography in the context of tourism (Langford and Langford 2011; Urry and Larsen 2012), conflict (Pasternak 2010; Struk 2011; Guerin 2012), and new practices of so-called citizen journalism (Anden-Papadopoulos and Pantti 2011; Schmieder 2015) has also added to knowledge about the amateur practitioner in relation to specific and emerging territories outside of the family and the home.

Very few studies have paid attention to those who are sometimes described as serious or dedicated amateur photographers, even though for well over a hundred years a distinctive culture of clubs and societies, instructional literature and classes, exhibitions, and competitions have marked out photography as a particular kind of hobby attracting a particular kind of amateur enthusiast who utilizes, in turn, a particular kind of equipment, style, and discourse (Pollen and Baillie 2012). As such, the following section explores the literature in this area in order to assess the state of knowledge, to draw out common themes and to highlight lacunae.

SOCIAL AND AESTHETIC ANALYSIS IN SEARCH OF THE SERIOUS AMATEUR

One of the earliest and most frequently cited studies of camera club culture is that conducted by Pierre Bourdieu and his team of French sociologists in the 1960s. Published in French in 1965 as Un art moyen, and in English translation in 1990 as Photography: A Middle-brow Art, from the title outwards Bourdieu established photography as a relational practice, where popular photographic practice and photographic preferences act as markers of social class. Bourdieu argues that it is photography's uncertain status as a cultural form that means that it offers an index of taste; within this he notes that aspirational photography provides a "privileged opportunity to observe the logic which may lead some members of the petit-bourgeoisie to seek originality in a fervent ... practice freed from its family functions" ([1965] 1990: 47).

Within the text, a dedicated chapter by Robert Castell and Dominique Schnapper explores the aesthetic preferences and social aspirations of camera clubs, from suburban youth and "avant-garde" art groups in Paris, to the "petit bourgeois" of Bologna, by way of provincial Lille. Club members, described as self-conscious "deviants" ([1965] 1990: 103), are argued to raise photography to the level of scholarly activity in order to achieve legitimation for a practice that is "legitimizable" but not as "fully consecrated" as other, more established, forms of culture. Despite characterizing camera clubs as marginal, the authors nonetheless ascribe to them an "autonomous aesthetic" ([1965] 1990: 113). Club photographers have their own "preoccupations and debates" and are united in their ambitions to avoid hackneyed subjects and reject everyday subjects and styles. This is seen as a classed attempt to infuse photography—understood as inherently arbitrary and lacking in meaning—with moral narratives expressed through "weighty subjects" ([1965] 1990: 120). Class is a determining—and somewhat overdetermined—factor in the organization and interpretation of photography in Bourdieu and colleagues' studies, and one that reinforces the position of the serious amateur in the middle of photographic as well as class hierarchies. Bourdieu's work fails to consider gender, generation, geography, or ethnicity as similarly shaping aspects of identity and therefore cultural apprehension. As such, Photography: A Middle-brow Art offers only a partial analysis of serious photographic practice, but it remains an important foundational work, albeit one open to challenge in other locations and periods.

A further set of publications appeared in the 1980s without reference to Bourdieu. Emerging from three years of historical research and participant observation in the Miniature Camera Club of Philadelphia, USA, by ethnographer Dona Schwartz and her husband Michael Griffin, the authors argued—making a point that still stands—that too little attention had been paid to the social experience and function of camera club activities, leading to ignorance of "a major sphere of photographic activity" (Schwartz and Griffin 1987: 200). Across papers that explored the customs and characteristics of a club competitions, and the competing aesthetic codes deployed by serious amateur photographers and arts practitioners (Schwartz 1986, 1987; Schwartz and Griffin 1987), Schwartz and Griffin complained that camera club photographs—when they had been considered at all—had tended to be considered aesthetically; canonical histories, such as those by Beaumont Newhall in the midcentury, for example, had derided them as "banal," "sentimental," and "redundant" (Schwartz 1987: 279). Schwartz argued that fine art standards were inappropriately applied to camera club photography when qualities cherished by the former—such as innovation, experimentation, and personal expression—were not always valued by the latter. Amateurs, she noted, "have built and maintained their own distinct 'world' of photography" (Schwartz 1986: 175). Within this, amateurs inhabit a complex range of social roles, acting as creator, viewer, and critic (Schwartz and Griffin 1987: 199). They argued that achievement, to camera club photographers, is manifested through their demonstration of historical unity with traditional pictorial values, and that "expertise and creativity are communicated through conspicuous technical skill and mastery of the pictorialist code" (Schwartz and Griffin 1987: 220). Schwartz understood that the camera club aesthetic is "highly prescribed and narrowly defined" (1987: 273) but she observed that the maintenance of a stable, conformist aesthetic functions to emphasize group solidarity (1987: 280). As such, Schwartz and Griffin argued that the aesthetic code is but one aspect of a photographic activity that aims at a unified and historically durable cohesion of values.

A parallel strand of photographic literature in the 1980s, from British cultural studies scholars informed by Marxist critique, appraised amateur photography at all levels and found it wanting from every perspective (see, for example, Slater 1983; Williamson 1986). Don Slater comprehensively dismissed both "the nostalgia, selective amnesia, totemism of family photography" and "the sexism, fetishism, aestheticism of the camera clubs" (1983: 256). Across all of its categories, amateur photography was seen "as a vast wasteland of trite and banal self-representation" because, as Slater later reflected, "it represented the repression of an extraordinary political potential" (1999: 173). Like John Tagg, as another example of a photography critic writing from a mass culture perspective, who similarly dismissed amateur photography's "stultified repertoire of legitimated subjects and stereotypes" (1988: 19) and its disappointing absence of political activism, Slater positioned amateur photography as imprisoned within the frame of an oppressive capitalist system of manufactured leisure and inauthentic consumer culture, at once "conventionalized, passive, privatized" (1983: 245).

Gaby Porter drew on these debates in her short but useful analysis of the profit basis of the amateur photographic industry in the radical TEN.8 photography magazine in 1989. Here she observed both the particular appeal of serious amateurs to the photographic industry and their specific demographics:


the "serious" amateurs with whom the industry communicates ... directly and sympathetically, man to man as it were, are mainly male, socio-economic groups ABC1 and aged 25-44. They are seen as actively making opportunities and occasions for picture-taking. They expose about ten or more films a year and use their cameras for hobbies or with a committed interest in photography itself. They are likely to be club members, subscribers and readers of magazines, and to own or have access to darkrooms. They are likely to circulate their photographs beyond immediate family and friends to wider audiences, through competition, exhibition and publication. They are seen as discerning and exacting consumers.


She noted that "[p]roducts and services for these users are dressed with offers of quality, precision and excellence, of control, flexibility and expression" (Porter 1989: 46).

The apparently natural relationship between consumer technologies and serious amateurs was explored in other British analyses in the Marxist mold. Dave Kenyon's Inside Amateur Photography (1992) offers a rather basic appraisal of photographic culture targeted at a student audience, but he nonetheless provides a useful challenge to those who try and classify photographers as mere market fractions. He helpfully observes that stratifying amateur photography practice into types, such as the snapshooter, the upmarket, and the "serious," does not account for the shifts between categories that can occur. As Kenyon puts it, "[t]he fact that one's practice falls into one category for the moment (and therefore more-or-less under its economic logic) has no bearing on one's abilities" (1992: 92). Kenyon's text is also useful for its contribution to the study of amateur photographic literature of the period. Here he noted the predominance of advertising at around 60 percent of each magazine's contents. This, he observed, is rather different from the quantity in other hobby magazines, such as those aimed at the amateur cyclist; it has more in common, in fact, with fashion and lifestyle magazines such as Vogue. When added to editorial content that also discusses products and offers, Kenyon estimated that as much as 75 percent of photography magazines are dominated by discussion and promotion of goods for sale; as he concludes, their volume seems to say "amateur photography is about consuming" (1992: 66).

Julian Stallabrass's scathing attack on amateur photography in his essay "Sixty Billion Sunsets" (1996) offers perhaps the most damning of all published accounts of serious amateur practice. Again deploying a hierarchical structure, he positioned the "charm" and "liveliness" of the snapshot (1996: 23) and the purposefulness of the professional at opposite poles. The earnest, organized, and structured culture of amateur photography was described as "the despised middle" (1996: 31). Stallabrass also created a fourth category for "the artist" but this hallowed position—at once critical and imaginative—floated free of the confines to which other photographers were tethered. For Stallabrass, amateurs are "governed by rules" and "enamoured of cliches," resulting in "an isolated pursuit of the aesthetic which has generally adopted the norms of an average taste" (1996: 22). Stallabrass found the images to exemplify "a saturated mannerism amounting to boredom" and the practice itself to be defined by "social and professional uselessness" (1996: 14). Like Kenyon, he concluded that "[t]he amateur is defined more by consumption than photographic activity" (1996: 17).

To test out photographic hierarchies in practice, in 1998, photographer and lecturer Stephen Bull set up an "experiment" in which he took contemporary art photographs, including those by Martin Parr, John Kippin, and Joachim Schmid, to be appraised by a camera club in Ilkley, a small town in rural Yorkshire. With his tongue firmly in cheek, Bull's project was, in truth, not designed to break down the barriers between photographic judgment systems, as asserted, but to make play with them. The amused write-up in the British national newspaper, The Independent, gleefully belittled amateur practice as "sentimental portraits and winsome landscapes presented to OAPs in provincial church halls" and positioned it in the opposite corner to art photography's "provocative subjects hung on the whitewashed walls of elite metropolitan galleries." With internationally famous photographers' work marked out of twenty by a judge clearly not familiar with either the photographers or their oeuvre, the article concluded, mockingly, "Art had come to Ilkley and been given an average score of fourteen and three-quarters" (Higgins 1998). In Bull's appraisal, "photographs produced in British camera clubs appeared to have solidified into a timeless loop of idyllic pastoral landscapes, flattering portraits and studies of flowers. These," he argued, "along with a handful of other genres, have been the focus for camera club competitions and displays for decades; the work of club photographers seems hermetically sealed from any outside influences." In an interesting subtext that would seem to accord with Schwartz and Griffin's research, Bull implied that the predictability of the camera club judges' appraisals may even represent a self-conscious performance of tradition, for he noted a certain "acting out" of expected responses (1999: 12). Dismissive of the "anachronism and repetition of club photography," Bull was generous enough to note that art practice is itself riddled with repetition, and that the rigidity of camera club structures brought the parallel structures of art under scrutiny. Mostly, however, Bull expressed the well-worn opinion that camera club images are whimsical, sentimental, and represent an aesthetic "après-garde" (1999: 13).

More recent studies of aspirational amateur photography in the twenty-first century include research by Karen Cross undertaken in 2004-2005 on the photographic evening class. This location offers an alternative site of education to the camera club; one associated with a long history of public improvement and where the gendered bias of the club model is corrected. In other ways, however, Cross's appraisal of a London photography class reveals many of the same conventions that previous studies have highlighted as typical of aspirational amateur practice, including a prevailing emphasis on technique over personal meaning. My own research, examining the history of largescale photographic competitions, involved a survey of 130 photographers between 2007 and 2010 (Pollen 2015). The majority of these characterized themselves as "keen," "very keen," or similar, and had taken part in more than one photography event, competition, or exhibition. A quarter had been a member at one time of a photographic society or club, and many boasted extensive photographic qualifications. Across the entire cohort a sense of photographic consciousness, determination, and ambition was striking. For some, photography was a singularly important activity, even, in some cases, defining who they were. Across all photographers surveyed, there was a strongly articulated sense of purpose to their submissions, which were sometimes complex and, at many points, not communicated on the surface of the image. Far from being unthinking, uncritical, and unselfconscious, the amateur photographers canvassed show a high degree of consciousness and reflexivity (Pollen 2015).

RECONSIDERING AMATEUR PHOTOGRAPHY: GATHERING EXPERTISE

The discrepancy between these findings and the common and often belittling claims made of amateur photography across the spectrum, led to the establishment of the Reconsidering Amateur Photography project. This took the form of a 2012 symposium at the University of Brighton and a two-year online publishing project as part of Either/And, a National Media Museum-funded website dedicated to examining the place of the photograph in contemporary culture. With a focus on the "aspirational amateur"—intended to include those with a wide and varied range of ambitions for their practice—Reconsidering Amateur Photography featured nineteen contributors including photographic and design historians, photographers, illustrators, and picture editors, and was co-edited by myself and Juliet Baillie. Selected contributions have been revised for the edited collection, Photography Refrained (Burbridge and Pollen 2018).

Baillie's research (2012, 2013) revisits the boom years for camera club activity in the interwar period, and makes a valuable contribution to definitions of the amateur, showing how photographers could utilize a variety of styles—including but exceeding Pictorialism—to make photographs for profit as well as pleasure. She also notes how club photographers could also resist the seemingly natural relationship between amateurs and consumerism by making their own equipment and supplies; together these publications emphasize that amateurs were "active producers rather than 'mere' consumers of the latest photographic technology" (Baillie 2013).

Other contributors included Elizabeth Edwards (2013) whose extensive research has explored amateur photographers' contribution to public history, in the form of the photographic survey movement 1885-1918, which constitutes "the largest ever mass mobilisation of amateur photographers for a single purpose in Great Britain," comprising more than four million active participants (Edwards 2012: 78). Through this work, Edwards contributes valuable new knowledge to the study of the culture of amateur photographic societies and organizations and reflects on the methodological shortcomings in current research. She calls for


a refigured history of photography written not necessarily through the analysis of photographs themselves but rather through the activities of the huge range of people who constitute the majority practice of photography. In their different ways, they took photography seriously, gained personal satisfaction from photography, and perhaps played out their social and cultural aspirations through photography. It is a study that demands not simply judgements on their aesthetic practices, nor condemnation of their values, but an anthropological understanding of why people—ordinary amateur photographers—thought and acted as they did. (Edwards 2013)


Taken together, the contributions to Reconsidering Amateur Photography provide a sampler of methodologies that might be utilized in order to examine serious amateur practice past and present, including ethnographic studies (Larsen 2012), magazine research (Buse 2018), club cultures (Edwards 2013), competition archives (Pollen 2018), and even arts practice, through Graham Rawle's (2013) creative collage and fiction. Those who examine online communities (Tooth 2012) and new media technologies (Kember 2018) offer productive suggestions for future directions.

FUTURE PATHS: AMATEURS ONLINE

Roger Tooth, Picture Editor at The Guardian, has examined the changing status of the aspirational amateur in the online environment, through his case study of the newspaper's online "open journalism" project, Camera Club (Tooth 2012). While the name was initially intended ironically, many aspects of traditional club culture were transposed to the new digital domain, from an enthusiasm for technology to the gender distribution of its 12,000 members. To be fair, many of the formats of a traditional camera club, from assignments and competitions to advice-sharing were also present, so the model was not much revolutionized by its new networked status. Researchers who have looked at online spaces for photographic sharing and judgment, such as Flickr, have compared them to the camera club as a model and confirmed the reproduction of elements from traditional club activity. Early work on Flickr (Cox, Clough, and Marlow 2008), for example, indicated that the image sharing platform's "greatest impact" was to encourage photography as a serious hobby. Users likened their experience to a club—in terms of photographic advice, feedback, and exposure—and the authors saw the platform as a complement to "existing hobby institutions." Like other analysts of amateur photographic institutions, Cox, Clough, and Marlow saw Flickr's practices as closely related to the photographic industry but suggested, instead, that to treat it as an offshoot of consumerist culture was too simplistic. As they put it, "users expressed almost unqualified satisfaction with the system for its direct pleasures and learning opportunities"; these experiences stood outside the market.

In the same year, Susan Murray's work on Flickr argued that the development of a collective aesthetic—identified as "everyday" imagery of ephemeral subject matter—meant that traditional amateur/professional hierarchies were being eroded: "[s]napshot hobbyists, serious amateurs, and professionals all post photos on Flickr, and it can often be difficult to tell the difference between the latter two groups as most people do not self-identify" (Murray 2008: 151). Nonetheless, as Murray is keen to point out, Flickr is not a utopic, emancipatory space; even through some aspects of traditional hierarchy are cast aside, "there are still norms and values to follow and judgements to be made" (2008: 158). Former claims to expertise and privileged means of distribution are undermined by accessible new technologies, yet one set of aesthetic codes replaces another.

Others who have considered Flickr in the frame of an online photography club have noted continuities. Eve Forrest (2013), for example, has argued that such platforms become popular "precisely because they offer a space where photographers can perform, exhibit and compare their work, as well as discuss their deep passion for photography"; this happens in a way that is explicitly molded on the camera club form. Forrest suggests, following Ben Anderson and Katrina Tracey, that online photographic communities are not, in fact, "doing anything new ... they are doing old things in new ways" (Anderson and Tracey 2002). Aspects of the culture, however, have undoubtedly changed. Photographic clubs and societies were always relatively niche activities, although they could and still can be found in most towns across the industrialized world; sites such as Facebook now host more than 48 billion photographs from 500 million users (Sarvas and Frohlich 2011: 149). Following this, it could be surmised that the internet itself may have become a vast, global camera club; now the whole world can see and critique photographs online (Bull 2013).

The debates about whether amateur traditions are transformed by digital technologies thus reflects the larger debates about the so-called digital revolution and its effects; for every author of a jeremiad that asserts a total rupture in photographic medium, values, and practices (for example, Ritchin 2009), there is an equivalent cautionary voice moderating the claims (for example, Rose 2014). For some critics it is not only the nature of the digitally networked society that has changed but also that amateur practices themselves—including but exceeding photography—have been transformed by the new publics and accelerated quantities of the online world, and new patterns of work and leisure. Some popular studies of internet activity have lamented the loss of quality seen in the conflation of audience and producer in new amateur cultures of user-generated media (Keen 2010). For others this has been a process of upskilling rather than leveling down, where aspirational amateurs of all kinds in the twenty-first century are optimistically styled as educated, knowledgeable, and networked "Pro-Ams" (Leadbeater and Miller 2004). An adaptation of this appraisal, and one that is considerably less idealistic, lies in the similar neologism, the "prosumer." On the one hand this term indicates a widening baseline of technical and visual literacy as photographers become cultural producers as well as consumers (Hand 2012, 134). However, as user-generated content blurs categories between product and consumer, the one positive thing that Stallabrass could find to say about the aspiring amateur—that his or her goods were not commoditized—is broken down (1996: 24).

As the categories of organization have become more flexible in online photographic practices, so too have the terms of usage shifted in meaning. Risto Sarvas and David M. Frohlich have argued that both words in their chosen terminology of "domestic photography" are now outmoded as digital images circulate as data within Information and Communications Technology (ICT) infrastructures rather than a clearly identifiable photographic industry (2011: 184). Amateurs have been denigrated and eulogized as a category but some would argue that they are, like everyone else, enmeshed in a technoculture where embedded technologies are "everyware" and none can stand outside of the ubiquity (Kember 2018). As such, is there any virtue in considering and thus privileging one particular group in a place apart? Much work remains to be done to answer these questions and the following closing thoughts offer some tentative conclusions and some possible future lines of enquiry.

CONCLUSION

The massive expansion of amateur photography has led some to claim—as noted at the outset—that there are too many photographs in the world. The underlying subtext to these accusations, however, is that there are too many photographs of the wrong kind (Pollen 2016). Complaints about too many photographs often call for more discernment, more thoughtfulness, more aesthetic development, for a more meaningful practice; all these are the calls made by serious amateur photographers for more than a hundred years. We might say, plus ça change, plus c'est la même chose. For all the baleful regular laments for the death of photography over the last few decades, photography is now more popular than ever before. Its expansion and interpenetration into all aspects of everyday life may have blurred boundaries between picture and document, work and leisure, professional and amateur, serious and casual, and even between technology and persons, but photographic judgment and hierarchies have not gone away; if anything, the debate is intensified and enabled by the interactive forum that is Web 2.0.

Even in the age of the internet, the camera club format remains; complemented and enhanced rather than replaced by online communities, who consciously adopt and adapt elements of its form. Despite the claim that photographic classes and societies entered terminal decline in the 1970s and 1980s (Cheroux 2005), they continue to flourish (Cross 2014). New forms also emerge. Novel communities of photographers cluster around film photography or toy cameras, for example, as objects of an alternative lifestyle (Henning 2007). A case in point would be enthusiasts of the cheap Lomo camera and the community that has developed around it. With a system of "ten golden rules"—which mostly aspire to rule-break—and a membership of nearly two million, the society offers some familiar camera club experiences, including advice, competitions, events, and a community of practice, to a new generation (50 percent of members are aged between 20 and 30) evenly split across genders. A survey conducted by the Lomographic Society International canvassed over 5,000 photographers and found that around half defined themselves as "analog addicts" with 63 percent of these shooting three or more rolls of film a month (Lomography 2012). The serious amateur is alive and well and expanding its parameters.

For a culture based on historical continuity, it is also worth noting that magazines such as Amateur Photographer, established in 1884, continue unabated. The technicalities are now mainly digital and the always-lively letters pages have turned into vigorous web-based discussion threads with tens of thousands of comments. The magazine continues to offer a forum for sharing tips, testing equipment, critiquing techniques, and fostering a collective spirit; these activities take place both on the page and online. For aspiring amateurs, regardless of whether they gather in physical or virtual spaces, the proliferation of amateur photographs in the twenty-first century ramps up the need to mark oneself apart.

New research is needed to explore the meaning of amateur photographic culture as a collective social practice. Whatever form it takes, the mode of analysis should not be one of aesthetic condemnation; the images produced matter but the social practices enacted through them and the messages communicated by them may well exceed the visual (Pollen 2015). Empirical, ethnographic approaches are needed; too often the amateur photographer is a cipher, standing in for mass cultural hopes and fears. Too little has been done to explore the autonomous cultures of the serious amateur with an equivalent level of seriousness, and to assess the variation in methods and meanings of amateur practices across histories and geographies. Broadly dismissed as conformists, conservatives, and copyists, amateurs have been framed as professional photography's negative, as a measure of anti-art, as a marginal subgroup. The kernel of promise in the reconsideration of amateur photography is not only that light may be thrown on unexplored and excluded territories and times but that it might present a challenge to the way that histories of culture are written (Pasternak 2018). The history of amateurs is not the story of duped consumers, witless button-pressers, and an aesthetic wasteland that we have been led to believe in the dominant top-down accounts. Photography is a relational practice, whose meaning is mobile and whose communities are ever-shifting and ever-growing. By dint of sheer numbers, amateur practice encompasses the widest possible experience of photography. As the focus for both cultural dismissal and desire, amateur photography offers the prime site for ascertaining the moral values and social expectations made of the medium more broadly.
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CHAPTER SIXTEEN
Photography Meets Social Media

Image Making and Sharing in a Continually Networked Present

MARTIN HAND


Digital media will also prove, over time, to be profoundly different from analog media, even if during this transitional period digital media are largely imitating the modes that preceded them ... [D]igital photography is certainly a transitional phrase for the image-based media that will evolve.

Ritchin (2013: 57)


The spread of digital technologies across most domains of social life has had a profound impact upon the practices and institutions of visual culture (Sandywell 2014). The term "digital photography" has always been contested, but now appears anachronistic given the current diversity of visual forms and practices encountered through a wide range of digital media. Since the early twenty-first century, there have been considerable shifts in the images, technologies, and practices of photography, coupled with changes in the pervasiveness, meanings, and cultural value of the visual more generally. Most recently as photography meets social media, both are substantially (though not entirely) altered: photography has become embedded in a greater variety of social practices, and social media is now primarily visual in its infrastructure, aesthetics, and uses. To speak of "social media photography," then, involves thinking about how making, distributing, and viewing images has become an almost unavoidable part of everyday life, and how social media companies have recently transformed themselves into primarily image-based media (e.g., Twitter, Facebook, Tumblr, Instagram). In academic terms, these shifts can be approached as part of longer standing debates about the nature and coherence of photography as a constellation of practices. Several prominent scholars in this field have argued that we now live in an era of "post" and yet "more" photography (e.g., Ritchin 2009; Lister 2013; Rose 2016). If there is an overarching and persuasive narrative in scholarship around contemporary popular photographic practices or personal photography it is that photography once recorded the past but now communicates the immediate (e.g., van Dijck 2008; Van House 2011; Lister 2013; Larsen and Sandbye 2014). There are many disagreements and nuances within that narrative, but the conjunction of photography, social media, and a networked present is a useful point of departure for identifying the key debates and trajectories of research within the social sciences and humanities.

In what follows I want to highlight several key debates, and identify significant developments in digital, networked, social media photography. The aim is to strike a balance between acknowledging ongoing debates about photography taking place through digitization, and currently emerging image-related phenomena in social media. The basic point pursued is that, considering the nuanced continuities and discontinuities of digitization, there are now many more ways of doing photography, more images, each with potentially multiple "lives," a greater significance attached to the photographic, and an increasing encroachment of visual mediation through screens in the practices of everyday life. Many of the tendencies that were evident in digital photography are being dramatically intensified through social media, making photography a radically open-ended domain of signifying practices. And yet we are still faced with the familiar questions of interpretation and meaning in photographic representation and visual perception, questions that have become particularly urgent in an age of ubiquitous visual mediation.

After providing a sense of current trends, the chapter organizes the discussion around two broad themes. Firstly, it revisits the notion that photographic images produced and stored in digital formats are ephemeral, becoming even more fluid than their print equivalents as they become embedded in social media platforms (Murray 2013). It discusses how these circulations of personal photos through always connected devices and systems appear to deconstruct distinctions between private and public, personal and collective, active and passive memories, contributing to a "continuously networked present" (Hoskins 2012: 101). Second, it explores debates about authenticity and value, by contrasting the recent dominance of both the "selfie" in social media (particularly Twitter and Instagram) with the salience of activist-orientated photography seeking to visualize inequalities and injustices of one kind or another. This conjunction of the mundane and the visceral characterizes the diversity and ambivalence of current social media photography and raises questions about how ephemerality and value are determined in practice.

THE LANDSCAPE OF SOCIAL MEDIA PHOTOGRAPHIES

The pervasiveness of social media is taken for granted in many contemporary societies, becoming a thoroughly ordinary aspect of "everydayness" (Highmore 2011; Couldry and Hepp 2017). On the one hand, photography has become just one of many elements comprising complex social media practices. On the other hand, since the early 2010s social media has become pivotal in contemporary image making, distribution, and viewing, and this is altering the dynamics of digital photography as previously understood. Platforms such as Facebook, Instagram, Snapchat, Twitter, and so on, are all quite different, but are to varying degrees primarily visual media. The ways in which images are used in social media differ considerably but social media use has become a matter of visual communication. One way to think about this is in terms of image volume. For example, according to Snapchat, its users share 8,796 photos every second. There are around 350 million photos uploaded to Facebook each day, around double that figure for WhatsApp, 75 million daily users of Instagram, all contributing to a staggering 1.8 billion images uploaded per day (Edwards 2014). Many of these vast numbers of images people intentionally make and distribute are unlikely to even be "looked at" (Lister 2013), and the chances of knowing how many images of you exist are very slim indeed (Eveleth 2015). Within social media there has been a shift, in terms of dominance, from online, dynamic repositories of images (e.g., Flickr) toward what we might call infrastructures of circulation (e.g., Twitter plus Smartphone) in which storage and classification are less prominent than speed and reach. In these ways, the spread of social media is simultaneously the spread of "ubiquitous photography" (Hand 2012; Kember 2013).

Alongside volume we also need to consider the connections between social media and the dynamics of everyday life to account for the diversity of form, content, and affect. Social media are not virtual (one does not "go online" any longer) but are part of complex material systems and practices increasingly involving smartphones that are always connected regardless of what activities their users are engaged in (Hochman and Manovich 2013). This makes photography a continual potential element of almost any activity, from funerals to travel (Larsen 2005; Lambert 2013; Gibbs et al. 2015). Greenwood et al. (2016) report that more than two-thirds of Americans own smartphones and "67% use their phone to share pictures, videos, or commentary about events happening in their community, with 35% doing so frequently." Smartphones have become particularly significant in shaping the contours, content, and conduct of photography because they are single devices allowing for control of the "whole process of photography" (Gómez Cruz and Mayer 2012) and, for a younger demographic, they have always been the default "camera." Much scholarship has concentrated on the relationships between user, camera-phone, and image (see Van House 2011), although it is also important to stress the broader shifting "media manifold" (Couldry and Hepp 2017) that enables social media photography, particularly as changing social media platforms shape the ways in which images can be assembled, circulated, stored, and looked at (e.g., Facebook's Timeline vs. Snapchat's My Story).

The configuration of smartphones, social media, and constant connectivity has allowed new expectations about image making, viewing, and distribution to become conventional. These have altered the practices of domestic photography (Cobley and Haeffner 2009; Rose 2014), contributed to the blurring of professional/amateur boundaries (Murray 2013), and what counts as photography and the photographed (Gómez Cruz and Meyer 2012). The industry led developments that began at the turn of the 2010s have been of significance for the normalization of this continual photography. The acquisition of Instagram by Facebook in 2012, for example, further reoriented personal photography away from "photo sharing" repositories like Flickr and toward a different form of everydayness—that of communicating with images as almost a default, and the increased significance of "comments" and "likes" in the maintenance of social relationships, especially in Instagram. This has been theorized as an expansion in "intensive intimacy" (Lambert 2013), through which new mobile technologies, platforms, and images are woven together and often automated. Similarly, Goggin (2014) articulates this in terms of Facebook's "mobile career," as it has become integrated with both smartphones and photography. However, we should not only consider these multiple forms of integration in terms of change. Digitization, coupled with the growth of social media, has partially transformed but also reinvigorated earlier photographic practices, especially in personal photography, tourism, art, and journalism (see Hand 2012; Larsen and Sandbye 2014; Gómez Cruz and Lehmuskallio 2016).

Given the compounding effects or the shirts identified above, it is not surprising that we have seen the "spread" of what looks like "the photographic" across most domains of society. Within established domains of photography—for example, in journalism, war reporting, advertising, art, and tourism—we have seen considerable change although always framed by residual meanings and practices (Lister 2013). What is particularly interesting is the ways in which the boundaries of those established forms have been challenged firstly by digitization and now further by the dynamics of circulation in social media, continuing debates about realism, aesthetics, authenticity, and public understanding of the image.

In line with such shifts, there has been a great deal of multi-disciplinary effort to understand digital photography. Within photography studies, communications and media studies, science and technology studies, sociology, and anthropology, social media photography is being conceptualized primarily as a new concern for the dynamics of platforms and algorithmic processes (Rubinstein and Sluis 2013), as a form of "hyperphotography" that can be radically collaborative in nature (Ritchin 2009, 2013), as a complex series of novel and existing practices of situated image making and exchanging (Lobinger 2016), and as extending the communicative and immediate qualities of networked exchange (Larson and Sandbye 2014). These suggest that the photography we encounter in social media involves considerably different elements to what went before, from "unfinished" and permanently circulating images to the novel intimacies experienced through the smartphone as it accompanies us always, documenting everything and altering the value of both the banal and the iconic.

IMAGES, DATA, AND CIRCULATION

One of the salient continuities of photography in practical life is that we encounter it as mimetic—as simply a record of "what is there." A first consideration is to examine what difference, if any, social media have made to how photographic images relate to the world conceptually and in how they are encountered and interpreted. This concerns the longer story of digitization—for example, well documented changes in image production and distribution—but also in the social roles of everyday images and how now, as data, they appear to take so many different forms. The digitization of photography and its subsequent embedding in social media has prompted many to question whether a digital photo should be called something else entirely. According to Fred Ritchin, digitization has transformed the photograph into the image:


If the last century was the century of the Photograph, this century is that of the Image—branding, surveillance and sousveillance, geo-positioning, sexting, image wars, citizen journalism, happy slapping, photo-opportunities, medical imaging, augmented realities, video games, Snapchat, and, within it all, photography. (2013: 160)


This list invites reflection on several dimensions of social media images, from changes in the technical production of digital images, to the expanded range of contexts in which they are prevalent, but also the continuities with the broad idea of "photography." Most agree that the digital image has different potentials than that of the analog photograph (Manovich 2001). These potentials have changed in tandem with the rise of social media, and this is reflected in the evolution of research emphases on images: from the materiality of the digital image and initial concerns about manipulation, to the current emphasis on the role of social media platforms and algorithms in constructing the image as permanently "unfinished" and circulating data.

In terms of materiality and manipulation, what were once relatively fierce debates about the transitions from analog to digital in photography (Batchen 2002) are less prevalent today, but there are elements that remain useful for thinking about what social media images are. Much early literature on digital photography stressed the different materialities of the digital and whether this alters its relation to the reality it was depicting (Manovich 2001). For some, digitization was a genuine material "rupture" rather than one of many evolutionary developments in the history of photography (Clarke 1997). Frosh argued that the digital image is "polysemic and formally malleable by design" (2003: 73, original emphasis). In this view, the ambivalent meaning of the photograph occurred in its eventual interpretation, whereas in the digital image it occurs prior to looking—at the moment it is made. Others argued that, regardless of material production digital images are still treated photographically, in that people can rarely tell the difference between analog and digital images by looking at them in ordinary practice (cf. Manovich [1997] 2005; Kember 1998). Similarly, the extent to which recent changes in the production and subsequent distribution alters the ways in which images are viewed and interpreted is a matter of considerable debate (see Lister 2013). In smartphone photography, often immediately distributed through social media, it would be easy to assume that reality has simply been "captured" and can be interpreted on that basis. But it is not only that there will be multiple interpretations (and multiplying variations) of images by different viewers (multiplying audiences), but also that the technologies of social media platforms shape the possible and preferred meanings of images just like any other mode of classification (e.g., in the album, gallery, archive, or database).

Images in social media have several characteristics that make their interpretation arguably more complex than the printed photograph or digital image itself. As Murray (2013: 174) observes, it is sites like Flickr that encourage "transience" rather than permanence (see also Gómez Cruz and Ardevol 2013). This has altered the relationship between self-presentation and photography, where "there is an accepted temporariness to the sense of a publicly-presented self" (Murray 2013: 176). This does not mean that self-presentation in social media has no coherent narrative form, but rather that such narratives embrace the speed and immediacy of social media (e.g., Snapchat; WhatsApp). In this sense, the necessary intertextuality of the photograph (see Lister 1995: 12) is now radicalized as images move into different contexts both between platforms and mobile devices, and are meshed with many other media forms and locational and temporal data, or simply "layered" on top of one another. In this sense, while the communicative purpose of the image outweighs any commemorative aspects, it is as much contained in changing comments and hashtags as it is in pictorial composition. And, all of this can occur at considerable speed.

A related implication of the variable digital image was the capacity for modification and manipulation—in some accounts the indexical authority of the realist image was thought completely undermined by this malleable image that only refers to the process of its own making (see Robins 1995). For Mitchell (1992) and others, digitization took us into a "post-photographic" era, in which the modernist fiction of representation is dismantled. In journalism, these concerns were framed in terms of a collapse in the evidential capacity of photography and a move toward trust and integrity in the photographer or institution, rather than in the image (Ritchin 1990; but see Ritchin 2013). As van Dijck observed in relation to memory "Computers are bound to obliterate even the illusion of fixity: a collection of digital data is capable of being reworked to yield endless potentialities of a past" (2008: 47). Such concerns seem heightened in the age of social media, exemplified by the "fake news" controversies in Facebook, and continual disputes about what has been and is being "seen" in social media images. The diversity of forms that "visual data" can now take, drawn from myriad sources, and the extent to which they can be reworked and multiplied has made a focus on the specifically pictorial content of single images a challenging task.

In personal photography, it has also become routine to crop, enhance, collage, and alter everyday images (Hand 2012). Presently, the modification of still and moving images for social media communication is embedded in hundreds of smartphone apps, ranging from the retro filters of Instagram to the strange world of Pimp My Ultrasound (see Cannon 2014). On the one hand, it is arguably the case that everyday social media users rarely consider the truth-value of their photos in practice—it would be exhausting to deconstruct every claim to authenticity in relation to ordinary visual communication (e.g., in Snapchat). On the other hand, in the realm of professional reportage, this has been considered in terms of how Instagram imagery is altering the terms on which authenticity, the real, and the "certificate of presence" are understood (cf. Borges-Rey 2015; Sheldon and Bryant 2016; Zappavigna 2016). For example, a significant and complex example of how boundaries between photography and illustration, professional and amateur, and precise definitions of "filtering" and "stylization" are questioned through social media photography is in contemporary war photography, where:


Hipstamatic photos of soldiers' everyday lives, taken by professionals to look purposefully "amateurish," are ethically questionable if we consider these photos to be taken by professionals to appear "as if" seen through a soldier's eyes—or a soldier's own iPhone. (Alper 2014: 1245)


In this sense, it is not a question of establishing whether an image has been modified, but rather understanding the ways in which iPbonograpby in its ongoing configuration of phone, camera, platform, and apps has substantially altered the terms in which the nature of authenticity and manipulation are framed and debated.

MOBILE, NETWORKED, AND ALGORITHMIC IMAGES

Recent research suggests that some of the above potentials are being realized in unexpected ways through novel image mobilities. Some argue that digital images often exist only as potential rather than as actual as they proliferate simultaneously across many networks, systems, and audiences, while rarely being looked at (Lister 2013). In other words, the attachment of image to context is mute when images are radically mobile and networked by their very nature—they do not represent or convey anything. There are so many images in social media, they are not stable for long enough, and entail so many variations that our abilities to even contemplate them are, at best, limited (think of images in Twitter feeds that are over an hour "old"). The shift from thinking of the photograph as a materially tangible object, available for contemplation and reflection, toward an idea about networked digital images as always "in process" is both illuminating and potentially misleading. On the one hand, it usefully critiques the notion that social media images are primarily "shared," as if the radical mobility of images was entirely under individual control. The ways in which images circulate through platforms, databases, and devices, make them less durable (van Dijck 2015) but these processes are not simply user directed, involving algorithmic processes that are often obscured from view (Schwarz 2014). Moreover, the production, distribution, and viewing of social media images can also involve mobilities in terms of people and devices being "on the move" (see Frith 2015). All of this suggests that establishing the "context for interpretation" of individual images might be somewhat difficult. On the other hand, it can lead to an assumption that the circulation of images is automatic, that it is completely beyond our control and disconnected from any contexts of meaningful practice and subsequent reflection. By contrast, as Hjorth and Pink (2014: 47) argue, the new conjunctions of mobile photography with location-based services (e.g., Foursquare) mean that we should move from a "network" model "towards a focus on 'emplacement' whereby people, images, and technologies are always situated, in movement, and part of and constitutive of place" at the same time. Similarly, it has been argued that photography itself should be conceptualized as process rather than only images:


Although the image prevails, photography is shifted toward process. Due to the incessant flow of images, photographic activity, the process of documentation and the deflective character of looking are highlighted. Mobile media photography marks a shift in orientation from the image toward photography as a mode of engagement. (Shanks and Svabo 2014: 229, original emphasis)


A second move has been to conceptualize images as characterized by their flow through social media and information networks. The recent concept of the "algorithmic image" has been employed to understand how images in social media never reach a "fixed state" because they can always be altered or circulated in the future: [T]he materiality of the digital image is deeply intertwined with its inherent undecidability and underpinned by computational processes that are largely unknowable or inaccessible (Rubinstein and Sluis 2013: 27).

The algorithmic image is not an image "of something" and cannot be understood in that sense, but can tell us something about the dynamics of algorithmic classification in social media. Many social media images may have the same compositional form, especially in advertising, but the nature of their mobility and therefore their viewing are likely to be very different. Similarly, digital images are subject to different forms of "decay," from distribution in databases that are no longer readable, to almost immediate disappearance from one day to the next in applications such as Snapchat. Consequently, scholars of social media photography are approaching images in more performative terms, thinking about what individual images "do" socially over time among multiplying audiences (Rose 2016: 38-45). In addition, the dynamics of social media are such that the question of "what people do" with images becomes paramount to understanding compositional and interpretive issues. In other words, the "meaning" and "doing" aspect of images will partly be an outcome of everyday social media practices, and cannot be assumed by appealing to the history of a prior medium (photography, film, print, and so on).

From this point of view the computational and programmable image designs aesthetic continuity into the image such that it feels familiar, but regardless these are algorithmically produced images. Rubinstein and Sluis (2013: 37) suggest that this algorithmic image "calls for pluralism in the way images are read, experienced and explored," as it is no longer clear where the image is. As algorithmically processed data, it is accessible from multiple points in the network, and is held together by shifting constellations of metadata, distributions of pixels, and so on. Images are inseparable from their social media platforms in this sense, but this location (context) is unprecedentedly unstable.

CIRCULATION, TIME, AND MEMORY

I have suggested above that photography in social media consolidates and extends some characteristics evident in digital photography, especially the mutability and unfettered distribution of images plus the extent of visual mediation encountered in daily life. A related consideration is how this increased image circulation in social media might alter its relationship to time, temporality, and remembrance. Most obviously, social media images are often immediate and ephemeral, but crucially also enduring and pivotal for memory-making in ways that are certainly unpredictable and may appear contradictory (Garde-Hansen 2009). An image might be viewed and discarded immediately on a smartphone but will be simultaneously archived across social media by default. This unpredictable dynamic of "persistence" and "potential" is especially important for interpretations of visual memory in social media that move us beyond a consideration of image and camera (Hand 2014). In this sense, while photographs have always been exchanged, often as gifts, but also in terms of their long temporal lives as objects in circulation (Burstow 2016), there is arguably something very different about circulation through social media platforms, partly because it is clearly not only subject to individual control and may proceed along several trajectories simultaneously.

According to Sarvas and Frohlich (2011) the "digital path of twenty-first-century photography involves an expansion of uses, audiences, and range of images, supported by changing infrastructure (devices, software, screens, formats). We might consider this in terms of "infrastructures of circulation" that position the immediate distribution of images—or "sharing"—as the default setting. There are sociotechnical and practice orientated aspects to this.

The technologies through which images circulate can alter the materiality of the image—its composition, compression, formatting, and so on—in ways that may change how it is viewed and what it can mean in time and over time. The underlying mechanisms that enable "sharing" in social media, made visible through image tagging and hashtags, are relatively obscure to the user but shape how this circulation occurs. As van Dijck (2013) observes, the technical structures of different levels of networked technologies—interface, protocol, and platform—are mediating and steering the social practices of visual communication. There are also legal contexts to the circulation of images in social media, plus (often unsuccessful) efforts to draw boundaries between "public" and "private" photos that demonstrate some of the difficult issues around porosity, privacy, and ownership of circulating images. It is difficult to establish who "owns" a circulating photoshopped meme, for example, or artistic photographs located in an Instagram "gallery."

Alongside this, the circulation of social media images often appears to be accelerating, reconfiguring the relationship between photography and temporality—the increased capacity to distribute images across space via networks in so-called real time. This, in turn, has generated cultural conventions around immediate communication that have then become built into applications (e.g., Snapchat) that further generate new expectations. In a culture of immediacy some of the purposes of personal photography are to communicate the present ("what's happening?") through sharing practices. These are more diverse than is generally assumed (see Lobinger 2016), but in terms of social media we are talking about varieties of "remote sharing." The posting of images in a platform like Facebook or Twitter does this—through "presencing"—but also, crucially creates a timeline or feed—through "archiving" (Couldry 2012). In this sense, although some have argued that digital snapshots are not meant to be archived (van Dijck 2007; see also Buse 2010; Chalfen 1987) this does not mean that they will not be. Van House (2011) has quite rightly argued for both continuity and expansion in people's practices of personal photography in social media in these ways. However, if we bring together the dynamics of platforms and digital images with the varied social practices of individuals that engender circulation, there may be significant changes in the relationship between photography and memory.

It is arguable that the infrastructures of circulation are ambiently shaping remembrance outside of personal control, where images produced and stored in digital media may or may not be retrieved, may remain present or have decayed, and most importantly, retrieval may be "accidental," out of context, and instantaneous, creating novel anxieties for individuals. In these senses, Schwarz (2014: 8) argues that our relations with the past are being fundamentally redistributed in a "new memory ecology" enabled through digitization and the expansions of social media networks (see also Brown and Hoskins 2010). Through social media photography ordinary events thus become available for "public" consumption, as "connected memory" between individuals becomes arguably more significant than "collective memory" at the societal level.

In terms of how things may be remembered, the connectivity between smartphones, platforms, and databases is thought to transform the landscape of memory such that prior distinctions between private and public, personal and collective, active and passive memories do not adequately capture the nature of a "continuously networked present" (Hoskins 2012: 101). The emphasis here has been on how the immediacy and accessibility of the photographed past is permanently configured through evolving network structures that foster both increasingly personalized and public data (exemplified at present by the increasingly image-orientated Twitter). People routinely navigate such networks in daily life—the continual viewing of Facebook or Instagram photos for example—as simply part of the "media everyday" or "mediality" of contemporary life (Grusin 2010). Kaun and Stiernstedt (2014: 1165) approach this in terms of a "social media time" that involves the negation of the temporalities of interpretation, archive, and narrative (central for memory work) in favor of "presence" and "personalized flow." This connects with Murray's (2013) work on the temporariness of images in social media, prioritized in terms of flux and flow.

In sum, the algorithmic image described above exists as flows of data. This might be construed, incorrectly, as necessarily "automatic" rather than as the result of diverse practices of circulation and use. There is a tension in the literature here between the notion that "sharing" is largely beyond individual control (it is algorithmic), and conversely the idea that people have more control over image making and sharing than ever before (cf. Ritchin 2013; Rubinstein and Sluis 2013). Clearly, both need to be accounted for in understanding social media photography.

INTIMACY, AUTHENTICITY, AND VALUE

If photography in social media is ubiquitous, malleable, and often beyond individual control, then another major consideration is whether this fundamentally changes the cultural content and value of images, image making, and sharing in social media. As indicated above, the volume and variety of images in social media platforms raises significant questions for context, meaning, and interpretation. Alongside issues of ephemerality and processes of circulation, social media photography might also be characterized as primarily concerned with "everydayness" or the "ordinary." It would be tempting, mistakenly, to simply associate the ordinary with banality or ephemerality in a pejorative or elitist sense (Ibrahim 2015). By contrast, drawing upon recent empirical research into what we might call users' valuation practices—the ways in which images are individually and culturally valued in practice—we see that people use social media images as much to combat ephemerality rather than embrace it (Peters and Allan 2016). The predominance of the camera phone then smartphone in everyday life has involved, on the one hand, the embedding of image-making across varied social practices, and on the other hand, in so doing, the increasing visualization and valuation of those practices. Routine practices—such as eating, for example—are often photographed, posted, shared, and discussed in ways that lack an obvious precedent. This ordinariness is an outcome of the materiality of smartphones, the new conventions of friendship maintenance and mediated sociality, as well as changing photographic conventions that appear radically open.

INTIMATE, ICONIC, AND EVERYDAY PHOTOGRAPHIES


Social media images represent a definitive shift in personal photographic practices where we see a foregrounding of the photographer-viewer relationship in the visual structure. (Zappavigna 2016: 19)


There are several senses in which social media photography can be a most intimate form. First, most images are made using smartphones that are themselves intimate devices—carried on the person, present in almost every aspect of personal life, continually gazed at, slept with, employed as both mirror and camera, and so on (see Gómez Cruz and Lehmuskallio 2016). Second, this has altered the form and content of images as alongside traditional "events" (weddings, birthdays) there is virtually no limit on what is available for imaging (e.g., illness, death, sex). The frequency of image taking is significantly enhanced by the embedding of the camera in the smartphone while at the same time users mainly consider this to "not be photography" (Van House 2011; Serafinelli 2017). Garde-Hansen (2014) has argued, significantly, that this in turn has involved a shift from family to friendships as the main source of personal photographic content. Thirdly, smartphones are mostly connected to social media that invite immediate visual communication through apps such as Snapchat. Images that communicate one's location, emotions, and appearance are expected to be made and distributed to others in "real time," often in the context of multiple preparations for other social practices (especially social events) and already implying the nature of viewing (Pargana Mota 2016). Social media images are implicated in the practice of "retrieving affect" that Elliot and Urry (2010: 33) describe, whereby affective feelings can be produced through mobile devices when other modes of connection are absent (looking at social media images when away from home, for example). Villi (2014) describes this visual communication over distance in terms of how people try to overcome absence in space—as people are traveling away from family, for example. In this sense, it is distance rather than temporality that gives social media photography its meaning (see also De Souza e Silva and Frith 2012).

Outside of the domestic context, the affective power of social media images to alter public understanding is being theorized in relation to the combination of pictorial qualities and immediate circulation through social media. In pictorial terms, the Abu Ghraib photographs (2003) and those of the London Tube bombings (2005) remain the quintessential cases of the efficacy of the cellphone image—the poor quality, grainy cellphone images that have exemplified the continued salience of the photographic in contemporary news reporting and citizen-journalism. Coupled with social media's capacity to allow for the rapid, "viral," and sometimes uncontrollable migration of images across the globe in seconds, such images are unparalleled in their scope. Most recently, as Proitz has argued in relation to the image of the Syrian boy Alan Kurdi, "The value of the image was indeed related to its iconicity in combination with the rapid circulation of the image on social media, and how people engaged with it affectively" (2017: 15, original emphasis; see also Daniel Rubinstein's contribution to this volume, Chapter 8). Visual citizen journalism is becoming more pervasive with the increased use of Twitter across a broader demographic, but this also relies upon ordinary practices of interpretation and commentary, retweeting, commenting, and so on.

In this context, Ritchin (2013: 145) discusses at length how and in what circumstances contemporary images can shape public opinion, showing how difficult this is when such a vast array of institutions deploys images in their own interests in a "swirl of issues and images." A potentially significant practice is that of visual public shaming, defined as "non-consensually taken photographs that are circulated intractably online" (Milbrandt 2017: 1). This is taking many forms, from anti-racist interventions in political debates to revelations of environmental degradation, attributable to individuals or institutions. This is where, as I stated earlier, despite all the debates about algorithmic undecidedness, we come back to issues of representation in practice—how the visualizing of salient political and ethical issues appears to gather additional force when assembled visually across multiple social media platforms. If we think of forms of protest most familiar from the second decade of the twenty-first century—for example Black Lives Matter, the Occupy movement, the Stop the War Coalition, and the 2017 Women's March—we can see just how pervasive social media images have become in the public consciousness of events, but also how this produces ongoing and complex debates about what we are looking at and what we are seeing.

THE TURN TOWARD THE SELF(IE)

To take a very different example, at the time of writing one of the most prevalent forms of the social media image is the selfie. Selfies are interesting precisely because they are dismissed all too easily, embodying what some see as axiomatic conditions of the social media age—individualization, narcissism, celebrity, and so on. Bat if we think more carefully about selfies in terms of what they articulate socially, technically, and culturally then several significant issues can be discussed (Tiidenberg 2018). These in turn tell us something about the multidimensional nature of social media photography—the image-, technology-, and practice-related elements I have discussed so far. Couldry and Hepp (2017: 160) argue that "[T]he selfie integrates the deferred possibility of online circulation perfectly into the present," where the perfect exchangeability of the image outweighs its otherwise introspective value. They are suggesting that introspection itself is being devalued, as contemporary media construct a world of constant connectivity in which the self faces pressure to "perform itself online in order just to function as a social being" (2017: 169 original emphasis). Photography has become embedded in a range of practices that do this work—it is not necessarily about performing identities, but rather meeting the basic needs of social recognition.

In pictorial terms, the selfie is not simply a self-portrait. In terms of composition, selfies constitute a "genre unto themselves, with their own visual conventions and clichés" (Marwick 2015: 141), designed for consumption by others in social media. It is important to note the differences in platforms here; people are often engaged in very different modes of self-presentation for different audiences on Facebook, Flickr, Instagram, and Twitter. In acknowledging this, Marwick (2015) observes that Instagram has its own set of visual expectations with "nostalgic" and "retro" filters built into the app, shaping the possible aesthetics of how people display themselves. It is also significant that celebrities, who have been influential in making selfies such a significant and recognizable aesthetic form, use Instagram routinely as a key element in personal branding (e.g., Kylie Tenner).

However, the composition of selfies also indicates the limitations of analyzing images in isolation. The selfie is a "trace of action" rather than indexical of "reality" (Frosh 2015). The selfie brings people into communicative or conversational practice, and "foregrounds the relationship between the image and its producer because the producer and referent are identical" (Frosh 2015: 1610). It says "see me showing you" (Frosh 2015: 1610). It is, for Frosh (2015), a trace of the performance rather than of an object (self). The key difference between the selfie and other modes of self-portraiture is the necessity of the arms-length image—the arms are often visible in the image. The camera becomes incorporated in the image as part of the hand-camera assemblage. But the whole body also must reshape itself to make the selfie happen. It is not "natural," so to speak, because the smartphone has radically reorganized relationships between body, space, and image. In all these ways, the selfie is a reflexive technology: it directs our attention toward the conditions and contexts of production. This includes "place expression" (often indicated by tags and hashtags), expectations and conventions of embodiment and mobility, and the malleability of self-identity. So, selfies are a novel form of image, in that they are an image of making an image (Frosh 2015).

In line with the notion of cultural modification discussed earlier, Sheehan and Zervigón (2014) observe that, while there is nothing new about photographic manipulation, the current prevalence of altered photography is part of a broader "makeover culture" in the developed world, in which the body is increasingly subject to scrutiny and "improvement." Through Photoshop and similar editing tools, the ability to crop, to remove blemishes, lighten and darken the skin, and so on, positions the selfie at the conjunction of immediacy and alterability.

What can selfies tell us about the cultural context that attaches value to them? The selfie is enveloped in a broader news culture of "scandal," gossip, and moral panics, mostly concerned with gender. In the case of selfies, such concerns are as much about camera phone technology and its centrality to self-expression as it is about the images themselves (Hjorth and Hendry 2015; Miltner and Baym 2015). Questions such as when taking a selfie is acceptable, and who or what is suitable in the making of a selfie, and with who and through what means a selfie should be shared, and so on, have become moral questions, framed by existing gendered, raced, and classed expectations. Indeed, selfie takers are routinely subject to social regulation, particularly young women (Burns 2015). Burns argues that selfies have been gendered as "feminine" when discursively framed as "trivial" and embodying a "devalued femininity." In this way, the pictorial or compositional elements of images are less significant than their status as discursive modes of regulation. It is found that there are particularly significant gendered expectations concerning sexual self-representation in selfies, with women experiencing greater levels of condemnation (see Burns 2015).

The uncertainties generated through rapid image circulation discussed above can be seen here, where selfies appear and disappear rapidly across platforms, being both personalized and globally dispersed objects. The selfie is a stable "moment" in social media circulations or mobilities (see Hess 2015). Selfies are necessarily distributed via social media, with that distribution enabling ongoing recontextualization and additional elements to be added (e.g., comments, tags, geotags). Rather than simply exemplifying ephemerality some selfies are conspicuously "valued" and others are not, depending on not only the image but also the networks through which it is viewed (Hall 2015). A key trajectory here is to try and understand how people routinely classify such images. For example, according to Albury (2015) in researching teens' perceptions of selfies we find that individuals routinely make distinctions between "public" and "private" selfies, particularly with pictures considered "sexual" or "sexy." Private selfies are not to be shared, but with the anxiety that they might be found by others. Public selfies are more communicative—of "presence," of the "pursuit of likes," of temporal and spatial location (Albury 2015: 1736). These are relatively strategic, often employing irony and sarcasm to deflate accusations of "finding an excuse," especially, for semi-naked portrayals of self.

Similarly, Lobinger and Brantner (2015) focus on the perception or authenticity in this form of social media photography. They employ a concept of "expressive authenticity," whereby people evaluate selfies as equating with the true nature of the depicted person (or not). They found that some of this authenticity is achieved somewhat self-consciously through filters and apps that produce a simulated analog authenticity. Such expressive as opposed to "nominal" authenticity refers to the "moral features" of the image, in its ability to represent the "true" character and personality of the self (Lobinger and Brantner 2015). Some participants reject selfies as "inauthentic" precisely because of the apparent staging or visibility of the photographic process—clearly imitating rather than representing the true nature of self. For others, the situation of the photograph (the ordinary or everyday) achieves authenticity, rather than the person. Finally, the perceived "fun" of a selfie (rather than anything "artistic") denotes authenticity, relating to choosing "naturalness" over "designed" images. This again shows how the category of authenticity is ambivalent but not meaningless concerning selfies, drawing upon audience expressions. We might reasonably assume that these situated, reflexive practices are more prevalent in relation to social media photography more widely.

CONCLUDING COMMENTS

This chapter has aimed to indicate some of the ways in which photography is proliferating and altering in social media. From increases in the volume and diversity of images, to changes in how they are made, distributed, and viewed, it seems that photography remains recognizable despite some radical mutations. As in previous iterations—plate, print, digital—photography has morphed through its adaptations to and reconfiguration of new technologies of image making, distribution, viewing, and sense-making in social media. There are many continuities with previous trajectories of digital photography, particularly the dramatic increases in people making and distributing images, the seemingly frantic dialectic of image flows and classifications, plus the elevation of the ordinary as a substantial component in a broader visual culture now shaped through algorithm and practice. Debates about truth, witnessing, realism, and visual democratization continue in much the same form, although with added urgency in an age of visual virahty.

In trying to think about what may be novel here, we can identify some issues of scope and scale. For instance, there is something qualitatively and quantitatively different about the speed and reach of single images posted in platforms such as Facebook, Twitter, and Instagram, and the ways in which this often seems beyond individual control. There appears to be a simultaneous increase and loss of autonomy in image making and sharing. This is leading to considerations of whether this alters the aesthetic and affective power of images and how this can be assessed. I have suggested that this very much depends on unpredictable configurations of technologies, compositional components, individual and collective practices of viewing and distributing, alongside shifting conventions around visual evidence and authenticity. As photography has become an unquestioned, perhaps even unconscious, component of more everyday practices, social media is enabling its further diversification not its standardization. On the one hand, social media have added a significant additional component to so-called digital photography that further intensifies its already varied characteristics. On the other hand, social media have become photographic, more than anything else, and this in turn is reshaping how people make images (particularly of themselves) in terms of a general preoccupation with the possibilities of future circulation.
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PART FOUR
Culture and Geopolitics






Global and Local Forces in Photography Studies

GIL PASTERNAK

Publicists, curators, camera producers, and photographers alike have considered photography for much of its history as a medium capable of communicating information through the (assumed) universal language of vision (Steichen 1958; Sander and Halley 1978; see also Sekula 1981; Olivier 2007). The camera, they often postulated, is a mechanism facilitating human endeavors to register accurate images of reality itself, and photographs, they continued, are therefore mere visual records of the settings they depict. This conceptualization of photography has introduced the camera as a semiobjective mechanical eye whose vision bypasses the desires, knowledge, and prejudice otherwise affecting human perception. It has also framed photographs as reflections of the world, with its many diverse national and ethnic groups, their cultural traditions, social circumstances, and individual lived experiences.

At the same time as photography was treated by some as a medium of universal communication that exists in the world without being affected by its evolving realities, others have asserted the existence of distinct photographic styles and ways of seeing (Newhall 1937; Sontag 1977; Szarkowski 1978). Still others have gradually demonstrated the reliance of photographic practices, uses, and conventions on social structures of power, political interests, and visual as well as other material cultural traditions (Benjamin [1931] 1999; Barthes [1961] 1977, [1964] 1977; Stein 1985; Tagg 1988). Such conflicting understandings of the very same medium raise at least two obvious questions: Is photography a universal process that unifies humanity—or peoples, cultures, and societies at the very least—or is it rather a sociably adaptable apparatus, massaged to shape the knowledge, understanding, and emotional sensitivities of some, subsequently leaving others with their own thoughts, assumptions, and feelings? Moreover, is photography necessarily either one or the other? Could it be both at the very same time?

This part of the volume is intended to propose some well-informed answers to these and closely related questions through consideration of photographic practices and popular conceptualizations of the medium in the context of diverse cultural and geographical regions worldwide. To render the nature of the relationship between photography and the environments in which it is used readily visible, it places particular emphasis on countries and peoples whose modern histories were influenced by significant political processes in which photography was employed to affect change, or as a means to react to change. Contributors to this part of the book were also asked to provide insights into regional photographic scholarship whenever possible, with the intention of showcasing approaches to photography from distinct nations, continents, cultures, or societies.

It is useful to be reminded that much of the history of photography has been written about European and North American photographic cultures. With but few exceptions this condition has dominated the study of photography until the early 1990s, when scholars in the field began to respond to postcolonial literature on the one hand, and to the growing interest that anthropologists began placing on visual culture, and on photographic practices more specifically on the other. Although motivated by different research aims and informed by somewhat different theoretical scholarship, the two approaches in fact complemented one another. Postcolonial scholars tended to critically assess the photographic practices that the British and French Empires employed in the colonies they administrated in the nineteenth and early twentieth centuries. Anthropologists initially recorded and analyzed the historical absorption of the photographic process into the realities experienced by colonized peoples; later they extended their (anthropological) disciplinary interest in photography into the ways the same peoples integrated it into their cultures once they became emancipated. Before moving forward, I want to explain in greater detail how these distinct approaches contributed to the elaboration and diversification of photography studies.

Postcolonial photographic scholarship from the 1990s and the first decade of the twenty-first century largely followed the approach that photography's social historians employed in the 1970s and 1980s to study institutional photographic practices in parts of Western Europe and North America (Hight and Sampson 2002: 8). While photography's social historians investigated the role that dominant social powers made photography play to assist them in perpetuating division between social classes, photography's postcolonial scholars studied how the large Empires of the late nineteenth and early twentieth centuries subjected the peoples whom they ruled to photographic conventions that emphasized the imagined superiority of the colonizing powers (e.g., Ryan 1997; Landau 2002; see also the essays in Hight and Sampson 2002). Similar to the neo-Marxist theoretical framework that motivated photography's social historians to focus on issues of power relations and the repression of perceived weak social layers, postcolonial theory has promoted research into the repression of colonized peoples and the means that the colonizers employed to assert and protect their right to administrate the lives of others in the colonies. This scholarship expanded the field's visual scope and material basis in two obvious ways. First, it increased exposure to photographic imagery that was in wide circulation in the late nineteenth and early twentieth centuries, but that had gradually been sent into oblivion when the Empires collapsed. To a great extent this was the result of the two World Wars, as they triggered the production of other types of photographs that drew more attention to the barbaric, inhumane behavior of the then perceived "superior" European nations. The realization that despite their assumed superior values they were capable of bringing so much destruction and death rather than development and livelihood has led many of the European nations to pay more attention to domestic improvement and education. Second, postcolonial scholarship expanded the field's visual scope and material basis as it accelerated interest in nonartistic photographic production and in studying uses of photography in international and intercultural context more broadly.

Anthropological photographic scholarship offered a complementary perspective to the study of imperial- and colonial-era photography (see the essays in Edwards 1992). At the same time, it gradually developed research into uses of photography beyond European and North American photographic practices. Although here too it was the colonial past that defined which cultures were to become the object of anthropological photographic study, scholars of this approach often paid greater attention to the photographic uses and conventions practiced by the so-called indigenous population (e.g., Pinney 1997; Poole 1997). This approach has therefore enabled the establishment of a series of comparative cultural perspectives on photography, through which similar as well as different uses and conceptualizations of the medium could be recorded as well as traced, most often either to their origin in cross-cultural exchange or to perceived local visual and material traditions. Anthropological scholarship has therefore usually given a voice to local camera users—whether professional or amateur. Its interest in the absorption of photography into the everyday life of postcolonial populations also meant, however, that its focus of attention was not limited to the nineteenth or early twentieth centuries.

Whereas throughout the first and second decade of the third millennium anthropologists and postcolonial scholars have continued developing studies of photographic uses and practices in colonial and postcolonial social environments (see for example the essays in Pinney and Peterson 2003; Behdad and Gartlan 2013), their work also led to the rapid emergence of interest in photography in other diverse cultural spheres. Scholars interested in taking up the challenge needed to become familiar with distinct histories, traditions, value systems, and social formations, and their studies often resemble socioanthropological accounts revolving around the entanglement of photography with political and everyday phenomena alike.

As the majority of the chapters included in this part of the volume demonstrate, the field's evolution in this direction had some significant consequences, which begin to sketch out some tentative answers to the questions I posed earlier: First, it stressed the medium's adaptability to specific social and political circumstances despite photography's otherwise global identity as a mechanical image-making process. No doubt, this realization was already made relatively clear by the work of photography's social historians; photographic postcolonial and anthropological scholarship helped conventionalize it, however, as it verified the versatility of photography across time and cultural spaces. Second, postcolonial and anthropological scholarship on the medium has prompted photography scholars to seek out and consider so-called indigenous photographic literature. Language barriers, national prejudice, and Euro-American cultural conventions are only a few of the factors that hindered the progression of this endeavor, and there is still much work to be done in this area before we are able to better understand the underpinning foundations of different photographic cultures around the globe. Third, in opening up to the realization that photographic views, practices, and meanings are largely conditioned by much broader cultural traditions, geopolitical processes, and specific histories, field scholars began re-evaluating conventional understandings of photography within their own cultural surroundings. They began paying greater attention to amateur and nonprofessional photographic practices and, while such interests had already appeared in theoretical works, ethnographically informed, pragmatic and historical research methodologies were now employed on a regular basis to investigate these practices from an empirical perspective.

The findings borne out of studies of photography in the context of diverse cultural and geographical regions worldwide constitute at least one of the main reasons why scholars in the field no longer speak of the history of photography but of photography's many histories. Moreover, the debates they triggered are responsible for the increased popularity of the term "photographies," which indicates the heterogeneity of the medium of photography and its continuous dynamic adaptation to different as well as changing cultures. The knowledge gained through research work in this area of photography studies, coupled with the understanding it has yielded vis-á-vis the unfixed, versatile characteristics of the medium inspired so much research in the field that three new photographyspecific academic journals were established around the same time. Photographies and Photography & Culture both appeared in 2008, by and large to amplify the innovation of socio-anthropological photographic scholarship. Recognizing the need and necessity to re-conceptualize photography from a theoretical perspective, the journal Philosophy of Photography followed suit, with its first issue published in 2010.

Experts in the histories, theories, and cultural fashions of photography in the geopolitical terrains and countries they write about, each of the contributors to this part highlights the many roles that photography has been made to play to mitigate as well as escalate geopolitical conflicts or cultural transitions. Whether drawing on existing literature in their area of expertise exclusively or in conjunction with discussions of primary source materials, they all employ an empirical approach to the histories, realities, and phenomena interrogated. This enables each author to provide a comprehensive overview of the photographic culture in question, through direct recourse to the material objects that recorded as well as manifested its development.

In Chapter 17, Jane Lydon centers on Australian photographic histories against the background of imperial legacies. In nineteenth-century Australia, as she explains, photography mapped the uneven development of photographic technology and crosscultural exchange across the continent. At a time in which evolutionism was becoming scientific orthodoxy, ideas of essential biological difference were supported through visual "data." Photography was employed in this context to record peoples and places largely unseen by the Europeans before, the aim of which was to satisfy their curiosity at home. Humanitarian uses of the medium, however, aspired to promote the equality of indigenous peoples and emphasized a common humanity. In the twentieth century the Aboriginal people gradually took up photography. As Lydon demonstrates, the photographs they made have later become a means to assert political claims and record relatives and family ties.

In Chapter 18 Stephen Sheehi explores the development or photographic practice in the Arab Middle East. Similar to other histories of nineteenth-century photography, the history of nineteenth-century photographic practice in the Middle East tends to center on the work made by European professional and amateur photographers. A more complex and nuanced history of photography in the Middle East began emerging in the second decade of the twenty-first century, however, foregrounding a counter-narrative to the well-established Orientalist history of Middle Eastern photography. Demonstrating that photography was a robust social practice that crossed economic classes, geographies, and social networks in the Arab world, Sheehi exemplifies how research in this area reconstructs the practices of local photographers and sheds new light on their accomplishments.

In Chapter 19 Oliver Moore investigates the various appearances of photography in China. He demonstrates that photography instantly became explicable in local terms of theory and practice almost as soon as it arrived in China in the early nineteenth century. To exemplify photography's multiple commerce and fashions that developed in China, he turns to some photographs that Chinese studio photographers produced at the time. Contrary to traditional accounts about photography in Chinese culture, Moore demonstrates that Chinese photographers rapidly departed from imported, "foreign" photographic traditions. He also shows that at the end of the twentieth century the photographs early Chinese photographers produced became significant sources of historical inquiry, historical criticism, and social observation.

In Chapter 20 Eva Pluhařová-Grigiene sheds light on some understudied histories of photography in the broader context of Central and Eastern Europe. She surveys photographic scholarship alongside the documentary, press, fashion, and art photography that developed in Czechoslovakia in the years that led to its 1993 split into two independent states—the Czech Republic and Slovakia. Pluhařová-Grigienė demonstrates that photography challenged the representational norms sanctioned by the Czechoslovakian communist state until the Velvet Revolution of 1989. She then investigates how photographic production began changing in the country as Czechoslovakian society endeavored to adapt to the conditions of democracy and market economy, and what photographic interests subsequently gained prominence specifically in the Czech art scene of the twenty-first century.

In Chapter 21 Darren Newbury discusses the history of photography in the southern part of the African continent through exploration of a series of overlapping historiographical accounts. Newbury explains that scholarship in this area has tended to revolve around the history of photography in South Africa. Moreover, the South Africa apartheid state (1948-1990) and the anti-apartheid struggle have dominated these accounts. To expand knowledge and understanding of photography in Africa more broadly, he takes three steps: first, he explores other approaches to photographic research in the context of the South African apartheid state. Second, he extends consideration to photographic histories of anti-colonial struggles in Mozambique and Namibia. Lastly, he reviews research on the recovery and display of previously neglected collections of studio and non-professional photographs.

In Chapter 22 Louis Kaplan explores the state of photographic affairs in the United States of America between the 1990s and 2010s. Kaplan evaluates how American photographic practices, uses, and conventions transformed daring this period following the emergence of social, cultural, political, and economic conditions that affected the experience of life of almost every American citizen. Some examples include: the demise of the Soviet Union and the subsequent end of the Cold War; 9/11 and its aftermath; immigration restriction debates; and the growing control of corporate media over the dissemination of information. Kaplan focuses on activist documentary photography, photographic debates concerning America's role in political violence and war, and photographic representations of race and ethnicity that influence local approaches to notions of community and identity.

Photography has become absorbed into many other cultural and geographical regions than contributors to this part of the volume cover. The discussions and analysis they offer make it explicit and clear, however, that photography, culture, and geopolitics are locked in a circular relationship in which each of them continuously reshapes the other's scope of concerns. Given the almost unlimited ways one may employ to account for the history of photography in any given space and place, it must be noted that the authors of the following chapters were even more restricted than others in their ability to acknowledge the full range of studies and practices related to the broader areas of their explorations. Readers wishing to delve deeper into the study of photography in the context of one or more of the regions covered in this part of the volume may want to identify additional sources through examination of the rich references listed at the end of each chapter.
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CHAPTER SEVENTEEN
Australian Photographic Histories After Colonialism

JANE LYDON

In 1788 the British established a penal settlement at Sydney Cove, New South Wales, on the traditional country of the Darug, Dharawal, and Gundungurra language groups (Attenbrow 2002: xiii). At this time more than 200 languages were spoken across the continent, representing distinct "nations" (Dixon 2011). The motives of the British centered upon the need for a new colony following the loss of her American colonies, with all the strategic, economic, and social advantages of this prosthetic state (e.g., Coleman 2005). Although many white settlers acknowledged the prior occupation of Indigenous people, from the mid-1830s the notion that the land belonged to no one before the British Crown took it provided the legal and popular basis for dispossession of Aboriginal Australians.1 Assumptions about the value of using and exploiting nature underpinned these natural law ideas of property, and fundamental to this process was the conquest and control of other peoples' lands and goods. The legal origins of these ideas lie in the Roman Institutes of Justinian, the sixth-century codification of Roman law ordered by the Byzantine Emperor, that stated, "for what previously belonged to no one is, by natural reason, accorded to its first taker" [quod enim ante nullius est id naturali ratione occupanti conceditur] (Fitzmaurice 2007: 6-7). This Roman "law of the first taker" was subsequently reified within western law, and used in debates regarding property and the rights of colonized peoples from the sixteenth century onwards. The "law of the first taker" also provides an apt metaphor for the principle underlying subsequent Australian histories of photography, that were until the late twentieth century structured by the celebration of "firsts": first photographer to travel to Australia from the metropole, first recorded view of each "new" place, first sight of the Indigenous people, and so forth. As numerous scholars have shown (e.g., Berkhofer 1978; Edwards 1992; ITartmann, Silvester, and Hayes 1998; Ryan 2007; Morris 2009), photography's dissemination and application was broadly concurrent with the expansion of European imperialism, and the medium played a key role in this imaginative geography of Empire, articulating a range of imperial ideologies.

In the twenty-first century, no account of photography in Australia can overlook the fundamental significance of the nation's status as a former settler colony: as photography historian Helen Ennis (2007: 8) argues, for example, what is distinctive about the Australian photographic record is its origins within imperialism and modernity, and therefore relations between white settlers and Indigenous people have profoundly shaped the visual archive. In Australia, as elsewhere, postcolonial scholarship developed from the political activism of post-Second World War anticolonial liberation movements, allied to the intellectual critique of the structures of colonialism, aiming to demonstrate the reliance of Western systems of thought upon the colonial other (e.g., Fanon 1961). Postcolonial scholarship has revealed the disjunction between the apparent progressivism and benevolence of the universals of the European Enlightenment tradition—such as historicism, reason, and humanism—and their restricted deployment m colonial practice, where they were reduced to the figure of the White settler male (Chakrabarty 2000). In temporal terms, "postcolonial" therefore pertains to a distinct period in world history, namely the aftermath of European imperialism post-Second World War. However, while these great world systems have been dismantled, various disguised forms of colonialism and neo-colonialism continue to flourish. Here I use the term primarily to refer to a specific theoretical approach rather than denoting a temporal period, because it cannot be argued that we have left colonialism behind. While colonialism has often been evoked as a global and transhistorical logic rather than a practically mediated relation (Thomas 1994: 3), I seek to place these diverse processes in historical and global context. Across the vast Australian continent, the historically specific circumstances of each former colony and its changing relations with local Indigenous peoples, and their intersection with developing photographic technologies, largely determined what was photographed and how (Lydon 2014b).

Crucially, postcolonial scholarship has revealed the importance of representation in securing the West's dominance over the colonized. Drawing upon philosopher Michel Foucault's arguments for the mutual constitution of knowledge and power through discourse, and for the role of classification in differentiating and governing populations, Edward Said's (1978) Orientalism demonstrated how management of the peoples of the Middle East was effected through a Western discourse of orientalism organized through such academic disciplines as anthropology, archaeology, and history. Said showed that Western conceptions of history and culture, and the devices we use to conceive, construct, and convey meaning about other peoples, are profoundly implicated in imperialism and oppression. During the 1980s these insights were developed within postcolonial scholarship through a central concern with representation and the analysis of the ways that Western powers wrote about, depicted, and administered the colonized. In an influential approach drawn from semiotics and psychoanalysis, Homi Bhabha (2004: 153) has argued for the "ambivalence of colonial rule," suggesting that "the colonial presence is always ambivalent, split between its appearance as original and authoritative and its articulation as repetition and difference." Postcolonial scholarship's emphasis on discourse and language has been extended by cultural theorists, following Pierre Bourdieu, to embrace "a pluralized field of colonial narratives, which are seen less as signs than as practices, or as signifying practices rather than elements of a code" (Thomas 1994: 8).

A chief analytical tactic of postcolonial critique has been to identify and destabilize discursive strategies such as the stereotype and the construction of binaries: by demonstrating the interdependence of cultural and political formations, it has been possible to challenge oppositions between East/West, center/periphery, us/them, Black/White, and so undermine the basis for colonial inequalities. The call to consider "metropole and colony within a single analytic field" (Cooper and Stoler 1997: 15) has revealed the impact of the empire back "home" in Europe, and the ways that metropolitan ideas and practices were shaped by the colonial experience, as part of a connected, though structurally deeply unequal, history. Over the past two decades, the "networks" and "webs" of power, knowledge, opportunity, and mobility that marked European imperialism have attracted intense scholarly attention, prompted by the recognition that explanations of historical processes are distorted by nationalist frameworks. The rise of transnational histories has demonstrated how metropole and colony were always linked by flows of people, goods, ideas, and technologies, including photography, and alongside this upsurge of interest in transnational circulations, an attention to networks and flows has highlighted such traffic across national/colonial/imperial borders.

The initial concern with bringing metropole and colony into a single framework has been enriched by conceptions of the empire as a set of shifting and uneven interregional and global connections, or "webs" and the growing recognition of the significance of the situated colonial site in shaping or directing aspects of these networks (Hall 2002; Ballantyne 2012; Carey and Lydon 2014). We now recognize, for example, that the histories of humanitarianism and human rights entailed a process that developed dialogically between the Western metropole and the colonies during the nineteenth century, as debates about universal humanity were fought around race, slavery, colonialism, and imperial rule (Barnett 2011; Skinner and Lester 2012).

Deborah Poole's (1997) exploration of "visual economies" captures this sense of global networks, showing that the wide circulation of visual images and technologies played a crucial role in shaping modern understandings of race. Photographs became an increasingly important means of proving arguments, mobilizing audiences, sharing ideas, and witnessing far-distant circumstances; but above all, they created relations between far-distant peoples, and prompted emotions such as compassion and empathy. In this way photography participated in debates regarding the diversity of humankind, the place of Indigenous peoples under imperial rule, and their rights to fair treatment. Photographs pictured a shared category of "human" and allowed new ideas to emerge of a universal humanity, and a global political community (Lydon 2016).

As well as bringing colonial experience into conversation with metropolitan debates, scholars of photography have drawn upon a conception of colonialism as a series of cultural projects to situate colonial images and narratives in a specific time and place, revealing how localized subjectivities and photographic "vernaculars" are constituted. Such research has demonstrated that while photography was long considered a European invention and medium, its multifarious uses for specific cultural and political purposes have produced diverse forms and visual practices in what may be seen as globally disseminated and locally appropriated forms (e.g., Pinney and Peterson 2003). For example, Stephen Sprague's classic study of Yoruba uses of photography reveals the incorporation of the medium into many traditional and contemporary aspects of their culture. In smaller West African settlements, especially, a distinctive synthesis of tradition, historical photographic, and British practices have combined to produce a local genre of portrait-making (Sprague 1997 [2003]). The photograph's recodability allows it to be transformed according to context: a distancing anthropometric record of an Indigenous prisoner produced during the 1870s, for example, may today be regarded as a family portrait, linking present-day Aboriginal communities with their ancestors, lost through the displacements of assimilation and dispossession. As Michael Aird's (2003) and Joanne Driessens's (2003) contributions to Photography's Other Histories explain, these earlier anthropological photographs are stored in the archive, buried "like a vein of gold" for later recuperation by relatives (Pinney 2003: 4).

THE LAW OF THE FIRST TAKER: TERRA NULLIUS?

What was the photographic history of the "first taker"? After photography was officially invented in 1839, practitioners of the new method quickly saw its commercial benefits and transported it around the globe. The first Australian daguerreotype made in April 1841 was a product of French entrepreneurship: now lost, this image of a street beside Sydney's port was taken by Captain Augustin Lucas, of a French Naval School Expedition supported by the influential Paris Society to Encourage National Industry [la Société d' Encouragement pour I'lndnslrie Nationale] (Wood 2005). This speculative beginning was quickly followed by the arrival of adventurous photographers capitalizing on curiosity about foreign sights and peoples, as well as local desires for domestic portraits. Photographers quickly saw the commercial value of taking photographs of Australian Aboriginal people. Ideas about them had been shaped by Western conceptions of progress and civilization since first contact, many observers arguing that they represented an earlier stage of humankind (e.g., Cunningham 1827: 46).

As a result of the growing belief that the Aboriginal race was doomed to extinction, photographers sought to record what was believed to be a disappearing way of life. They followed the "frontier," seeking Aboriginal people apparently untouched by change—seemingly "primitive," "authentic" subjects, stripped of signs of European civilization (such as clothing). As colonization spread, such people were harder to find, or paradoxically required greater intervention to appear untouched. Douglas Kilburn's daguerreotypes of the Kulin Nations people of southern-central Victoria recorded people visible on the streets of the growing town of Port Philip, now Melbourne, established only in 1835.

Their frontal regard expresses the distance many viewers brought to this encounter, a view exaggerated by further dissemination of the portraits in engraved or painted form. William Westgarth's popular guide for prospective settlers Australia Felix (1848) was one of the first to include Kilburn's portraits. Westgarth, however, did not offer a favorable view of Indigenous Australians: as historian Jessie Mitchell notes (2009), he was typical of accounts during this decade of rapid white settlement in emphasizing the colony's potential for colonists, but characterizing Aboriginal people as lazy, savage, and doomed to extinction. One reviewer noted of Westgarth's discussion of Australian Indigenous people that it was "a disagreeable subject, because so soon as our curiosity is gratified, every philanthropic hope is destroyed by the conviction, forced upon us by the failure of repeated attempts, that the race is incapable of elevation" (Anonymous 1848).

Yet although many accounts of colonial photography have emphasized the medium's controlling and destructive effects upon its Indigenous subjects, as we now understand such encounters entailed exchange as well as objectification. Rather than being passive victims, there is considerable evidence for historical interactions between photographer and Indigenous people and the ways that such images can be understood to express the process of cross-cultural exchange (Lydon 2014a). As Indigenous scholar Marcia Langton (1993: 39) argued more than twenty years ago, "the problem" with analysis of the visual representation of "Aborigines lies in the positioning of us as object, and the person behind the camera as subject." During the 1850s, for example, Melbourne photographer Hubert Haselden used a series of daguerreotype portraits of Kulin people to advertise his "Daguerrean & Photographic Artists establishment. Originating in the face-to-face studio encounter within the photographer's studio, these photographic objects assumed very different meanings as they circulated within and across diverse cultural domains: to satisfy white curiosity, as celebrity portraits, as self-representations, and to embody family. As is often the case where daguerreotypes have disappeared, the only surviving portrait from this series comprises an engraving, based on a drawing by Nicholas Chevalier, based on Haselden's daguerreotype, of Wurundjeri leader Simon Wonga and his wife Maria (Figure 17.1).2

[image: ]FIGURE 17.1: Engraved by Frederick Grosse, drawn by Nicholas Chevalier, based on a photograph by Hubert Haselden. Portraits of an Aboriginal woman, an average type of the native woman of Victoria, and Simon, the son ofjagga Jagga, the celebrated Port Phillip chief and friend of Batman. Wood engraving, sheet 9.7 × 14 cm. National Library of Australia, an7355547.

The Illustrated Melbourne Post ("The Interesting Couple," Anonymous 1862: 2) explained that Wonga had "considerable claims on our notice," being "the son of Jagga Jagga, the celebrated Port Phillip chief, and friend of Batman. The interesting couple will be readily recognised, not only by Melbournites, but by many through the surrounding districts, where Simon and his lubra [Aboriginal woman] pay their periodical visits." Wonga, in particular, was a Wurundjeri leader but was also of considerable interest to European viewers. Wonga was equally interested in the results of photography as historian of science John Kean's (forthcoming) research has shown: in 1857 Wonga exchanged the nest and egg of a superb lyrebird, known by the Wurundjeri as the Bullan-Bullan, for two photographs—no doubt Haselden's daguerreotypes. The German artist, explorer, and naturalist Ludwig Becker (1857: 153-4) told how:


I put myself in direct communication with him [Wonga] in order to obtain as much information as he could give from his own experience, concerning the native animals, etc. By presenting him and one of his relations with their respective photographic portraits, I succeeded at last in making them fulfill a long given promise, and accordingly they brought a nest and egg of the Menura Superba to Melbourne.


So while it is crucial not to dismiss the often enormous power inequalities that shaped colonial relations, photography does not tell us simply what "the white photographer saw," nor was it inevitably a means of defining and managing Aboriginal subjects. Our understanding of these images is radically reoriented when we ask: what were the views and experiences of the Indigenous participants? In contrast to research that defines colonial photography simply as the white photographer's view, it is possible to see how the camera frequently became a medium of exchange, and served a range of purposes within Indigenous and Western knowledge systems.

DARWINISM AND PHOTOGRAPHY

Following the publication of Charles Darwin's The Origin of Species by Means of Natural Selection (1859), his theory of evolution quickly became scientific orthodoxy and such ideas only strengthened. While many theories regarding the diversity and alteration of living species across time had previously been advanced, evolutionism, as it is often called, explained the mechanism of transformation. Darwin argued that within any group of individuals, some will bear traits that are environmentally advantageous, and so more likely to promote the individual's survival, therefore passing on these traits to descendants. This gradual process of adaptation to the environment produced distinct and divergent descendant organisms. Applied to humankind, the social evolutionist paradigm was used to rationalize the ill effects of invasion and dispossession upon Indigenous people. The general public took a great interest in these theories and debates during the nineteenth century, and the market for images of Indigenous people comprised a large general audience, as well as scientists and collectors. With the emergence of the cheap, palmsized carte de visite in the mid-1850s, portraiture became an international craze, allowing individual, group, and familial portraiture across all classes, prompting an international trade in celebrities and permitting collectors to obtain examples, or "types," of different peoples from around the world. Photographers recorded diverse Indigenous Australians in images that found their way into scientific collections across the globe. As Michael Aird (2014) has shown, during the 1860s many featured portraits from Queensland, which had been made a new colony in 1859. Local studios recorded people still leading a noticeably traditional way of life, posed in heavily staged tableaux in front of painted outdoor scenes. This intense activity resulted in collections such as thirteen cartes de visite held by the British Museum featuring individuals with known biographies such as Kirwallie Sandy, an Aboriginal man from the Brisbane region.

While officials sought to segregate Indigenous people in farming settlements, such places were also key sites of cultural encounter. In Victoria the six major missions and reserves established around 1860 became places of contact and exchange between black and white, and the visual record reflects this process, with sites such as Coranderrk, near Melbourne, generating thousands of photographs (Lydon 2005). The Indigenous residents quickly became aware of how they were being represented, and it was frequently noted of Coranderrk that they collected and treasured such portraits. Photographs, visitors reported, were widely owned and in 1876 one stated that "some of the chief objects of desire" were "photographic representations of their own and their children's countenances" (Anonymous 1876). The young Italian scientist Enrico Giglioli (1875: 773) described how "the inside walls of [their homes] were in most cases papered with cuttings from English and Australian illustrated journals, and photographs, greatly prized by these people."

However, from the 1870s onwards, evolutionist notions of Aboriginality began to predominate within the white settler population, as Darwinism became dogma, and a racial hierarchy was cemented in place. As control tightened in southern Australia over the last decades of the nineteenth century, greater distance between black and white was expressed through images of people living on government institutions, seemingly transformed. Northern and north-western Australia remained a "frontier" and a source of "authentic," "primitive" views of tradition.

[image: ]FIGURE 17.2: Uncle Poonthie (Joe Walker), Aunty Belle (Isabel Koolmatrie, Joe Trevorrow's sister), Aunty Irene Richards, and an unknown non-Indigenous man at One Mile, c. late 1940s early 1950s. Aunty Joyce Kerswell collection. Courtesy Tom and Ellen Trevorrow.

By the early twentieth century, however, cheap Kodak cameras started to become widely available, allowing Aboriginal people to adopt the medium for their own purposes. As a storekeeper on the remote desert Birdsville Track wrote to a friend in 1933, "Nearly all the young [Aborigines] today go through a Kodak stage. I have three box Brownies left here for repairs by young [Aborigines] who have had the craze" (Jones 2011: 48). Recent research has also begun to identify early Aboriginal photographers, such as Aunty Charlotte Richards, a prolific Ngarrindjeri photographer from the 1940s to the 1980s (Hughes and Trevorrow 2014). The Ngarrindjeri are a South Australian Aboriginal nation, comprising several peoples with a common language, whose land and waters (ruwe) take in the River Murray, lakes Alexandrina and Albert, the vast Coorong wetlands, and the Southern Ocean coast. Born around 1930, Richards grew up in camps along the Riverland and Coorong, and lived for a considerable time at One Mile fringe camp, like many other Aboriginal people, excluded by official policy and popular prejudice from the region's towns. She was unusual in not having children to support, and used her income derived from sewing bags and picking fruit to pay for her photography, and to share the results among her kin. Her family remembers her love of camp life, especially fishing and rabbiting, and her strict care for her collection of photos, now a unique record of life beyond official surveillance, and constituting a familial, not government archive (Hughes and Trevorrow 2014) (Figure 17.2).

From the 1930s, activists took up photography as a form of witness to past injustice and as the basis of demands for rights in the present (Lydon 2012). When the movement for Indigenous rights gained momentum during the 1970s, Indigenous and non-Indigenous photographers seized upon the medium as a means to express an explicitly Indigenous perspective; their political project was frequently driven by an intense desire to counter degrading historical imagery. Aboriginal people recognized that the visual archive offered evidence for their historical experience, and might be re framed by Indigenous narratives in order to counter colonial, often documentary-based, history.

Daring the early 1980s, an Indigenous art photography movement began to emerge that began to represent Aboriginal culture, identity, and political claims from an explicitly Aboriginal perspective. A range of young Aboriginal photographers emerged, including Tracey Moffatt, Brenda L. Croft, and Michael Riley. The Bicentennial year—marking 200 years of British settlement in 1988—was a particularly important landmark that focused attention on the nation's unresolved past, and the present place of its Indigenous citizens. Indigenous photographers such as Southport-based Michael Aird recorded the wave of protest that countered the celebration of white settlement. His photo of Vincent Brady, now known as Qawanji Ngurku Jawiyabba, shows the Black Panther and son of radical Pastor Don Brady leading a Brisbane protest against Bicentennial celebrations (Figure 17.3).

Such projects took issue with the celebration of the Bicentennial, rejecting the triumphalist tone of most commemoration. The Bicentennial also marked a fresh awareness of the significance of the past in demonstrating Aboriginal experience, including links to land and culture, and in explaining oppression in the present. New photographic analyses began to emerge at this time that acknowledged the nation's difficult and unresolved history, and the distinct perspective of Aboriginal people (Taylor 1988; Willis 1988). At this time, dominant theoretical approaches tended to emphasize photography's role in exploiting and distancing its Indigenous subjects (e.g., Solomon-Godeau 1991; Tagg 1993). These interpretations emerged in conjunction with poststructuralist critiques of modernism that emphasized the entanglement of knowledge, vision, and power—and the medium's profound implication in structural inequalities of race, class, and gender.

This interpretive tradition also shaped exhibitions of colonial Australian photography throughout the 1980s and 1990s, as historians of photography showed how ideas of primitivism had structured the ways that photos of Aboriginal people were circulated and viewed during the nineteenth century. However, in arguing that subaltern groups "were represented as, and wishfully rendered, incapable of speaking, acting or organising for themselves," John Tagg (1993: 11) articulates a view of photographic meaning as wholly determined by norms, and of photographic subjects as passive victims. In such readings, the power relations inherent in colonialism have already decided the truth of these images. It is undeniable that the distancing effects of such images have evoked anger and grief from Indigenous people (e.g., Croft 1997), however, Aboriginal communities have also begun to draw upon the radical potential of the photographic archive to be reworked and re-evaluated by Indigenous relatives and descendants of their subjects.

[image: ]FIGURE 17.3: Michael Aird, "Vincent Brady leads a protest march, Brisbane, 9 December 1987," inkjet print from the series Everybody is Important: Elders, Leaders and Other Important People. Courtesy of the artist.

For example, Lawrence Bamblett grew up in the Wiradjuri community of Erambie Mission at Cowra and completed a doctorate that explored cultural continuity through storytelling within his community. In the course of his research, he observed how photographs are an integral part of the community's oral history tradition and are used as memory aids—in recording sporting prowess for example. He notes the reluctance of some owners of photographs to share their collections, due to their fear of theft, and emphasizes the "joyous scene of story-telling that is a constant and reassuring part of everyday life" for Wiradjuri people (Bamblett 2014: 77). Such attitudes express tensions within communities, as well as commonalities, and the status of photographs as often people's "most treasured material possession." In response, Bamblett developed a number of strategies for looking at these precious images that were designed to create trust, such as ensuring credit for ownership and a process of rapid copying and return. These tactics were based upon his personal relationships through kinship and community membership, as well as by establishing his good intentions and ethical approach through demonstration and ongoing relationships and informed consent. Bamblett concludes: that "The most enjoyable part of having this large collection is that it encourages people to gather at my home and talk about the past" (2014: 10).

These practices instantiate recent intellectual shifts in ways of seeing photographs, as a renewed interest has emerged in their diverse cultural uses. Where interpretation once focused on the meaning contained with the frame, as representation, over the last decade much scholarly analysis has explored the role of photographs as social actors within distributed networks of people and things that make up the social (e.g., Gell 1998; Latour 2005). This shift is sometimes glossed as a shift from what images mean to what they do.

These interpretive shifts have intersected with Indigenous demands for restitution and return of cultural heritage, signaling a shift to acknowledge Indigenous rights in a wide range of material and intangible culture, and by extension photographs (Green and Gordon 2010; Lydon 2010; The Australian Institute for Aboriginal and Torres Strait Islander Studies 2015). Many cultural institutions across Australia and overseas now house large collections of photographs documenting Aboriginal lives and history. Since the 1970s, a growing international literature (e.g., Brown and Peers 2003; Edwards and Hart 2004; Peers and Brown 2006; Vokes 2012) has examined the process and effects of returning photographs to source communities.

STOLEN GENERATIONS

For many Aboriginal people, old photographs may be used to help re-connect family and connections to place torn apart by official assimilation policies known now as the Stolen Generations (Read 2006). The findings of a National Inquiry into the separation of Aboriginal and Torres Strait Islander children from their families (Australian Human Rights Commission 1997) revealed that the impact of these policies had left very few families untouched by their devastating effects, still felt painfully in the present in the form of broken family ties, sad childhood memories, and persisting anger and grief. In this context, many Aboriginal individuals and communities eagerly seek to reclaim photographs of relatives and ancestors lost through these historical processes, and explain the importance of recovering such images in their quest to reconnect with family and place (e.g., Briggs, Lydon, and Say 2010). As Shauna Bostock-Smith's account of discovering her Great-Great Grand-Aunt's photo through a television documentary suggests, this is an emotional but often healing process. The documentary explored Australia's most famous nineteenth-century photographer John William Lindt, whose acclaimed 1872-1873 series Australian Aboriginals comprised portraits of Gumbaynggirr and Bandjalung peoples of the lower Clarence River (Grafton Regional Art Gallery 2005; Orchard 1999). Bostock-Smith (2014: 60) writes, that she "gasped aloud" when she heard that Lindt's well-known image of "Mary Ann of Ulmarra" (Figure 17.4) was identified as Mary Ann Cowan, because:

[image: ]FIGURE 17.4: John William Lindt. No. 11 Mary Ann of Ulmarra. Albumen print, 1873. Grafton Regional Gallery Collection.


I have been researching my family history for the last few years, and I knew that Mary Ann Cowan was my Great-Great Grand-Aunt. This exciting news had such a profound effect on me. It is as though this lovely photograph taken last century has spiritually reached through time and altered my perception of her today. She has now magically transformed from being an abstract entity ... a name on her marriage and death certificates, into a real life, flesh and blood, beautiful young woman.


The image brought to life her years of family research, and embodied a physical link with her ancestor that became the occasion to build further family connections, and to revisit traditional country with relatives (Figure 17.5).

[image: ]FIGURE 17.5: Shauna Bostock-Smith in front of Mary Ann of Ulmarra in the Grafton Regional Gallery.

Such stories exemplify the way that the photographic archive has been plundered, re-assembled, and cross-pollinated by Aboriginal artists who challenge its colonial meanings. Through seemingly simple techniques of recontextualization—over-writing, inscription, layering, enlargement, and resurfacing—the historical image may be literally transformed. Wiradjuri artist Brook Andrew, for example, has deliberately attacked a legacy of invisible violence by retrieving photographs that bear traces of colonial trauma from the archive as evidence for the forgotten or concealed tragedies of dispossession. While he is careful to respect the distinction between these disturbing historical images and traditionally restricted secret-sacred subjects, Andrew (2007: 6) argues that "they should be brought into the light, aroused in the public domain." In his 2007 series Gun Metal Grey, the violence of colonialism is evoked by returning us to moments of fear or effacement; gleaming silver shrouds his subjects, like the woman of "Ngalan" (Light), softening and reversing the colonial photographer's distancing gaze. Using deceptively simple techniques of enlargement and metallic foil coating, these overlooked fragments of evidence become "unmanageable," swelling out from the archive, beyond our control.

Another strategy responds tangentially to the archive, producing new, Aboriginal authored images. Some choose to recreate or reimagine extant historical photographs—and even to cast themselves as reimagined subjects or heroes and heroines (e.g., Butler 2008: 1; Parsley 2011). One such engagement with the colonial archive is Christian Thompson's 2012 series We bury our own, in which he has responded to the collection held by the Pitt Rivers Museum at Oxford University, where he was a postgraduate student. We bury our own deploys Thompson's trademark self-portraits to displace the historical markers of identity central to colonial photography—especially the anthropometric mug shot. Here he is the photographer who chooses how to see the Indigenous subject.

Christopher Morton, Senior Curator of Photography at the Pitt Rivers Museum uses Thompson's own phrase, "spiritual repatriation," to refer to a process of engaging with these images' colonial heritage in imaginative and allusive ways (Morton 2012). However, instead of returning the bodies of war victims, as originally denoted by the term "repatriation," or even the original photo-object, Thompson creates an emotional, affective tie with the archive. During the nineteenth century, Indigenous bodies were in a sense captured by photographs that sought to reduce their humanity to an essential corporeal truth. Thompson, by contrast, shows us new forms of a cosmopolitan, hybrid Indigenous identity that transcends this literal return. The beauty, clarity, and formality of these portraits convey a sacred process of acknowledgment of ancestral forces with great dignity and emotion.

TRANSFORMING TINDALE

Another recent landmark that has reclaimed the archive was the 2012 exhibition Transforming Tindale, hosted by the State Library of Queensland, curated by Michael Aird and based on the work of Vernon Ah Kee. Ah Kee is an artist from North Queensland, and a founding member of the Brisbane-based proppaNOW artists collective (Ah Kee 2009; Jones 2010). This project drew upon genealogical information and photographs amassed by anthropologists Norman Tindale and Joseph Birdsell in 1938, across several Queensland Aboriginal communities. Tindale and Birdsell studied Aboriginal "hybrids," seeking to classify Aboriginal people into racial types. Together they undertook anthropological surveys in 1938-1939 and again in 1952-1954 on Aboriginal missions across Australia. After the Second World War Birdsell and Tindale abandoned their framework of racial classification in favor of population dynamics, and both, toward the end of their careers, became supporters of Aboriginal self-determination and the landrights movement. Nonetheless, their substantial mission collections were made within a framework of racial classification, and they collected anatomical measurements and took standardized photographs as records of the physical form of the Aboriginal residents. It was not always a pleasant experience for the Aboriginal people involved, as Tauto Sansbury remembered (Roberts, Fowler, and Sansbury 2014).

However, the photographs have now taken on new dimensions. Artist Vernon Ah Kee had first encountered these photographs when he was young because his grandmother had carried some around in her purse (Barkley 2009). He discovered many years later that the originals contained much more detail than the cropped "mugshots" she had owned. He drew large-scale charcoal portraits of his relatives based on the photos, in the process also learning about his great-grandparents. Transforming Tindale comprised large format photographic prints placed in conversation with Ah Kee's drawings.

The exhibition was based on extensive discussion with the relatives of the photographic subjects, and the process leading up to this exhibition is inseparable from its final form, fulfilling the goal of reconnecting relatives with these photos, as well as the genealogies and field-notes Tindale collected. Like other Aboriginal communities across southwestern Australia, where colonialism hit first and perhaps hardest, such links may be reforged with the aid of photographs (e.g., Macdonald 2003). Just as important, as Heather Goodall (2006: 65) has noted of Brewarrina in north-western New South Wales where Tindale worked in 1938, "[i]t is not only traditional or even biological kinship which has generated the most complex and active readings, it has been the historical and lived experiences which these people had shared and which continue to link their descendants." This is an emotional and often painful journey that forces descendants to confront the oppression of the past. Curator Michael Aird suggests that


The Transforming Tindale exhibition was about the journey that Aboriginal people have been through to discover and connect with these images. As Vernon would always say "the name Tindale might be in the title of the exhibition, but it is not about Tindale." Instead it was all about a set of photos that Tindale played a part in producing and how people today relate to those photos.3


As well as exhibitions and publications, many projects have established digital points of contact between communities and archives. The much-loved Ara Iritija Project, for example, officially commenced in 1994 to repatriate "lost" material for Anangu (Ngaanyatjarra, Pitjantjatjara, and Yankunytjatjara people) of Central Australia. Meaning "stories from a long time ago" in the language of Anangu, this digital archive makes available hundreds of thousands of historical and cultural items to the Aboriginal community.4

Similarly, but working from European collections back to their source communities, the Returning Photos: Australian Aboriginal Photos from European Collections project has since 2011 worked with four European museums—the University of Oxford's Pitt Rivers Museum, the Cambridge University Museum of Archaeology and Anthropology, the Musée de Quai Branly in Paris and the Nationaal Museum van Wereldculturen (National Museum of World Cultures) in Leiden, Netherlands—to historicize the photographs and return them to Indigenous descendants.5 Such projects aim for Aboriginal management of these historical archives, and return to their communities.

CONCLUSION

In Australia, the tumultuous final decades of the twentieth century witnessed a radical transformation of settler-Aboriginal relations as mainstream society began to acknowledge Indigenous experience and revise ideas of national identity: landmarks such as the 1988 Bicentenary, and the 1997 inquiry into the official assimilation policies now known as the Stolen Generations may be seen as the result of the long Aboriginal struggle for rights, in which photography played a vital role. Today Aboriginal people give photography a range of crucial meanings in documenting family, reconnecting broken links of kinship and history, making art, and telling the truth of an Indigenous history excised from the national story.

Photos help constitute Indigenous memory by revealing unknown ancestors lost during the displacements of colonialism, and substantiating Indigenous stories and experiences formerly hidden from view. In southern Australia, first invaded and longest settled by white colonists, colonial images have also assumed powerful new meanings in the context of colonial dispossession and loss. For Aboriginal artists, photographic archives offer a rich source of history, and a means to explore many issues that remain in the present. Archival images are tangible and powerful relics that provide a link with the past, and bring it concretely into our time. This is the power of photographs: to address absence, to reconnect relatives with each other and to Country, and to heal: as Wiradjuri scholar Lawrence Bamblett argues (2014: 99) photos link people in the present, as well as connecting them to places and the past; they "fit into the joyful scene of people telling stories." The history of broken families, and the dispossession and control of Aboriginal people remain contested, and often absent, from national stories, but these silences are filled by the solidity and presence of people recorded in photographic portraits.


NOTES

1. NSW Governor Bourke's Proclamation of 1835 is generally considered to mark the inception of the principle subsequently followed in law, and has often been referred to as the doctrine of terra millius. However, since the mid-1990s, historians have shown that this term was not used during the nineteenth century. See, for example, Ritter (1996).
  2. The Wurundjeri were the clan of Woi-wurrung language-speakers whose traditional country was first occupied by the settlement of Melbourne.
  3. Michael Aird, personal communication to the author, January 2015.
  4. http://www.irititja.com/about_ara_irititja/index.html (accessed July 30, 2016).
  5. https://ipp.arts.uwa.edu.au (accessed July 30, 2016).
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CHAPTER EIGHTEEN
Beyond Orientalism

Toward a History of Indigenista Photography in the Arab World

STEPHEN SHEEHI

Since the beginning of the third millennium interest in photography of the Middle East has resurged. Perhaps the reason is that collectors and antiquarians such as Badr el Hage (1997, 2000) and Fouad Debbas (2001) published in a number of high profile coffee table books. Perhaps it is that some major collections have been donated to premier archives. For example, the Getty Research Institute has acquired Pierre de Grigord's Ottoman photography collection, the Library of Congress in Washington now holds archives of the American Colony of Jerusalem (including the John Whiting and Eric Matson Collections), and the Foundation for the Arab Image in Beirut successfully created an archive out of dozens of privately owned collections. It may also be that interest in photography of the Middle East has been provoked by a new generation of Arab artists who use old photographs and postcards as a means of questioning the past and creating new aesthetic practices. It may equally be that the return to Middle Eastern photography is a stroke of irony, inspired by Edward Said's monumental book, Orientalism (1978).

Said's seminal work (1978) reveals the ways in which Europeans represented the "Orient" or "East" as an object of study and control that would serve to justify colonialism and its civilizing mission. It was inevitable that Said's Orientalism would result in a number of insightful studies about Orientalist photography, starting with Malek Alloula's critical work on French postcard photography of colonial Algeria in The Colonial Harem (1986). This literature itself sparred a growing number of scholars to look beyond the putative history of Orientalist photography to inquire into the history of "native," professional, and non-professional photography along with the role which Arabs, Armenians, Greeks, and Turks played in foreign-owned studios.1

What can be said for certain is that the resurgence of interest in the photography of both the Middle East (including North Africa) forces us to re-evaluate the scholarly and market value of photography. It has compelled scholars, collectors, and curators to understand how photography of the Middle East may be something more than an objective looking glass into the past. Rather, photography of the Middle East, produced by Arabs, Jews, Armenians, Turks, Greeks, or expatriate photographers, European travelers, missionaries, and adventurers involves a critical understanding of the history of the region, as well as the means by which photographic meaning is produced and naturalized. As a result, there has been a return to the history of so-called Middle Eastern photography not in order to exoticize it but to provincialize European photography by merit of recognizing the centrality of photography that was produced by "natives," or, in the words of Deborah Poole, "indigenista photography" (Poole 1997: 184-8).

Returning the inquiry into "Middle Eastern photography back to its locality allows scholars to think of the value of nineteenth-century photography not only within its European context, or even its parochial context, but also within the context of the late Ottoman period. In thinking about late Ottoman photography from the point of its production—that is, within the Ottoman Middle East itself and not only as an exotic field created by the European "eye"—we can understand the photograph as a social practice and not only as a field of mimetic representation and exoticism. Certainly, photography in the Ottoman Arab world was seen as a means of documentation just as it was in Europe. But also as in the case of Europe, documentation itself calls into question social processes and practices by which these photographs were produced, disseminated, and exhibited. In this respect, in this chapter I focus specifically on indigenous photography in the Arab world of the Middle East, with the intention of setting out a larger narrative about indigenous photographic production in the Middle East that, as I will show, is rooted squarely within its local and Ottoman context.

THE PRACTICE OF “MIDDLE EAST” PHOTOGRAPHY

Since French politician and physicist François Arago announced the invention of photography to the Académie des sciences in 1839, the Middle East, Egyptology, and the "Holy Land" were intimately intertwined with the practice of photography. In his books on world monuments entitled Excursions Daguerriennes, French optician Noel Paymal Lerebours exhibited images of Beirut, Damascus, and Egypt as early as 1841, only two years after the announcement of the invention of the daguerreotype. Another Frenchman, photographer Gustave Le Gray, who invented a paper negative to significantly increase the sharpness of the photographic image, died in Cairo after relocating there as a draftsman and owner of a successful studio. He had taught numerous notable photographers— not the least of whom is Nadar—but also was one of the first pre-eminent architectural photographers in Europe nominated along with others like Hippolyte Bayard and Henri Le Secq to participate in the Mission Héliographique project in 1851.2 After traveling as a photographer for ten years around the Mediterranean, Le Gray settled and died in Cairo, having established a photographic studio in the city for two decades, which served, among others, the Egyptian viceroy, Khedive Ismail Pasha. There is little information about Le Gray, but his life seems to be archetypal of many early photographers, where they were avatars of art, science, adventure, and opportunism. That is to say, their lives do not only represent what, as we will see, is the hybrid nature of the history of Middle Eastern photography, a history that mainly involves the interaction of Arab, Armenian, Greek, Turkish, and European photographers. But also, their lives in the Middle East contradict the established photographic histories of the Middle East that essentially ascribe practice of photography as an alien Western import into Eastern land. In the case of Le Gray, he "disappears from history" when he settles in Cairo in 1864, where he served as a portraitist and draftsman for the Egyptian aristocracy. In the mainstream and dominant Eurocentric narrative as represented most popularly in Nissan Perez's 1988 book Focus East and in Ken Jacobson's 2007 volume Odalisques and Arabesques, photography in the Middle East is largely seen as the purview of Westerners until Armenians and Christian Arabs picked up the practice, allegedly only to mimic European forms.

I will not dwell on these Eurocentric histories even though, despite their relatively limited scope they still remain prevalent references in the history of photography. That said, this is not to ignore or deny that that Europeans were present and significant in the early history of photography of the Middle East. Tike Te Gray, Maxime Du Camp, and Auguste Salzmann were early French photographers, educated in draftsmanship and painting, and sent on expeditionary tours to the Middle East (Solomon-Godeau 1981; Berg 2008). Along with photographer Louis LeClerq, they secured official state funding to underwrite their expeditions, particularly from the Académie des Inscriptions et Belles Lettres and the Ministry of Public Education, (Howe 1997: 26-8; Gregory 2003: 200). Du Camp notes in his travel book that photographs are not impressions but "conclusive brute facts" (Howe 1997: 28). That Du Camp traveled with Gustave Flaubert and Te Gray with Alexandre Dumas, however, gives us a hint that these photographers knew their photographs expressed larger narratives about their locality of origin and were thus more than mere static imprints.

The canonical images of Egyptian antiquities and ruins by Le Gray, Du Camp, and Salzmann created a photographic syntax for, no doubt, millions of photographs of Pharaonic Egypt and the Holy Land to come. Yet, in the process, and not coincidentally, their "photographic rejection of contemporary Middle Eastern life" was not only "undeniable" but served at the time as a poignant ideological function to France's rise as the pre-eminent colonial power in the North African part of the Middle East (Jacobson 2007: 24) As Derek Gregory notes (2003: 207), "the photographic imaginary" created by these photographers, "rendered the remains of Egypt as a transparent space that could be fully 'known' by the colonial gaze." Indeed, as Abigail Solomon-Godeau remarks (1991: 159), the photographic missions during the Second French Empire (1852-1870) accompanied a "period of rapid colonial expansion and imperialist adventures" and, as such, "the discourse of the Second Empire imperialism was couched in terms either of a mission civilisatrice or, more conspicuously in the case of Palestine, in a systematic denial of the existence of native inhabitants." These early photographers should perhaps not be named artists. However, they were schooled in and evoked a European pictorial tradition. Undoubtedly, this pictorial tradition had ideological and political implications and motivations. That said, their oeuvres are important because they laid out the pictorial syntax that many subsequent, notably commercial, photographers would employ. In other words, the works of early European photographers in the Middle East established formal expectations that defined what would constitute a good or bad photograph as well as what is worthy of photography.

The works of early European photographers who traveled or set up studios in the Middle East were influenced by the pictorial tradition, framing, and techniques of their predecessors. These include Tancrède Dumas (the first European photographer to open a studio in Beirut), Francis Frith (the British photographer who accompanied Crown Prince Albert Edward later to become King Edward VII to Egypt and the Holy Land), Felice and Antonio Beato (photographers of the Crimean War, Egypt, India, and China), and French expatriate photographers of Egypt like Emile Béchard, Hippolyte Arnoux, and Alexandre Leroux. Famous expatriate and tourist studios shared the pictorial tradition of their traveling counterparts as well, notably Maison Bonfils (the most famous photographic studio, based in Beirut and run by the French Bonfils family), and the well-known photograph distributors and photographic contractors Lehnert & Landrock, Maison Garrigues, Photoglob, and Underwood & Underwood, most known for their stereotypes (Perez 1988).

Unlike Du Camp, Le Gray, and Salzmann, those such as Lehnert & Landrock, the Bonfils, Beato, Arnoux, and others were commercial photographic businesses. They sold thousands of images, particularly of Egypt, Palestine, and North Africa (mostly Algeria), to European and American markets hungry for the exoticism of the Orient (Howe 1997: 31). While some like Frith and Beato were essentially travelers, the real bulk of Orientalist photography was produced by expatriate photographers who settled in the region to run successful studios that serviced tourists as well as markets in Europe and the United States of America.

The most famous of these expatriate studios are Maison Bonfils based in Beirut, Emile Bechard based in Cairo, Lehnert & Landrock based in Tunis, and the American Colony in Jerusalem. The compositional nature of these photographers differed from that of many of their expeditionary and traveling compatriots. While they, too, perpetuated and indeed profited from Orientalist stereotypes that often posited the Eastern as, at best, a degenerated version of their imagined Biblical ancestors, the images produced by expatriate studios were often more dynamic, representing populated streets and cafes, working peasants, craftsmen, fishermen as well as local "types."

While a comprehensive account of these studios is far beyond the reach of this chapter, the history of the Bonfils and American Colony is important and relevant for the reconstruction of indigenous photography. Félix Bonfils opened his photographic studio in Beirut in 1867 and eventually became the emblematic "photographer" of the Middle East during the Ottoman Empire. After Felix's death in 1885, his wife Marie-Lydie (a competent photographer and manager in her own right) and his son, Adrien, took over the studio. Apart from the sheer volume of the Bonfils' production, what is important about the Maison is that it trained several native photographers. Its branches throughout the Ottoman Empire had to rely on native skills. Some might call attention to the qualitative differences between earlier Bonfils photographs, particularly those taken by Felix, and those probably taken by native assistants in Egypt, Syria, and Turkey, for example. Yet, the compositional disparities in the photographs produced by the Maison are a testimony that we are looking at natively produced photographs as much as those produced by expatriate entrepreneurs. Not coincidentally, the Bonfils studio was eventually bought and taken over by Abraham Guiragossian, a Beiruti Armenian apprentice of the Bonfils family (Gavin 1982).

While the most acclaimed expatriate European photographers in the nineteenth and early twentieth centuries established their studios out of a desire for profit, the origin of some of these studios is found in religious conviction. The Jesuits in Lebanon were, in fact, among the first to take up photography, as it was a part of their schools' curriculum in Beirut and Ghazir (Fani 1995, 1998). Some several decades later, Fredrick Vester and John Whiting started the American Colony's Photography Department at the turn of the century. But it is the eccentric Elijah Meyers, an Indian Jewish convert to Protestantism, who started the studio itself. He trained and worked with Lors "Lewis" Larsson, Eric Matson, and the Palestinian Fareed Naseef (Gröndahl 2006; Bair 2010). Larsson would eventually take over the Photographic Department at the American Colony, more Swedish at this time than American. In the headiest days of the Department, Larsson, too, was assisted by Palestinians, notably Jamil and Najib Albina. Larsson and the Albina brothers are responsible for the American Colony's most known images because they were genuinely involved in photographing current affairs, most prominently those around the First World War, the fall of Ottoman power in Palestine, the surrender of Jerusalem to the British, and the increasing presence of European Zionists settlers in Palestine.

THE OTTOMAN CONNECTION

The American Colony, Bonfils, and the Jesuit atelier are central to the indigenous Arab archive not only for their images but also because they are one linchpin between two sets of photography that seem otherwise mutually exclusive (i.e., native and expatriate). However, despite their prominence in feeding the European market and their visibility within the history of indigenous Arab photography, they are not exclusively responsible for the establishment of photography as a social and commercial practice in the Ottoman Levant. Ottoman photography was established far before the time Abraham Guiragossian purchased the Bonfils' atelier. The first step in providing a narrative history of photography in the Arab world, then, is to recognize its fundamental social, cultural, and economic context. All photographic history in the Arab world must not then be rooted in the traditional Eurocentric narrative, assuming photography landed upon Arab shores in the hand of travelers, missionaries, engineers, and entrepreneurs. Rather, it must be rooted, fundamentally, in its Ottoman context.

The invention of the daguerreotype was reported in Ottoman newspapers soon after the announcement of photography in France. As in Europe, the ruling classes and local elites soon adopted the daguerreotype as a means to represent themselves and circulate their image among networks of friends, bureaucratic classes, and the rising Ottoman middle class who became a stalwart clientele for locally and expatriate-owned studios. Sultan Abdülaziz himself, like his nephew, Sultan Abdülhamid and Shah Nasir al-din of Iran, learned photography after already having been trained in painting (Cizgen 1987: 225). By 1863, the Sultan Abdülaziz appointed the Armenian Abdullah Frères (Abdullah brothers) as court photographers when they produced a flattering portrait of him after a European photographer failed to do so (Cizgen 1987: 225).

The Abdullah Frères were Hovsep, Kevork, and Vichen. They apprenticed under a German photographer named Rabach, and also studied miniature painting in the Catholic Armenian seminary in Venice. The brothers also became court photographers to the Sultan Abdülhamid II, who was an avid collector and patron of photography. The Abdullah Frères photographed European royalty, such as Empress Augusta, the Kaiser's wife, and Prince of Wales Albert Edward, foreign dignitaries, and famous personalities, including Mark Twain. The Sultan's decree granted the use of the royal seal (tughra) as a sign of copyright protection and Sultan Abdülaziz commissioned them and other Ottoman photographers to take photographs for the Ottoman Pavilion at the Paris Exhibition in the 1860s. The theme was the "life of Istanbul" and the capital's cityscapes (Cizgen 1987: 94).

But equally important is the fact that the majority of the clientele of the Abdullah Frères were Ottoman dignitaries, clerics, and the new effendiyah (indigenous Ottoman bureaucrats), the middle and upper class men and women in Istanbul and in provincial capitals such as Beirut, Haifa, Damascus, Alexandria, and Cairo. The Abdullah Frères' close relationship with the court allowed them access to the highest echelons of Ottoman society. After photographing the Sultan's daughter, Saliha Sultan, in 1873, it is said that the brothers were allowed to establish a special chamber in their atelier exclusively for the elite and royal Ottoman women (Beauge and Cizgen 1993: 176-7). Their advertisements appeared in the Ottoman Turkish and Armenian press and, by the 1870s, they had become among the most recognizable Ottoman brand names in Europe, North America, and the Middle East.

The relationship between the Abdullah Frères and the court cut both ways however. It is well known that they opened a studio in Cairo in 1885. It is said that Egypt's viceroy, Khedive Ismail, invited them to his capital after visiting Istanbul some years earlier where the brothers took his portrait. Under Khedive Tawfiq (Ismail's son), they were granted a license and opened a thriving studio (El Hage 2007: 25) However, what are less known are the reasons for this "branching out." Their relocation to Cairo was likely a consequence of falling out of the good graces of Sultan Abdülhamid, having taken a portrait of a high ranking Russian general and aristocrat far too soon after the 1878 Ottoman defeat at San Stefano (Yeşilköy), a suburb of Istanbul. As a result, the brothers were stripped of royal copyright protection, forbidden to use the tughra on their mount, and many of their negatives were seized. Subsequently, the Ottoman Greek photographer, Vasilliki (Basili) Kargopoulo, who was the first ever to be named court photographer in 1850, was reappointed to the post with his son. While the Abdullah Frères eventually regained favor with the court in 1890, this and a handful of other politically charged episodes gives light to the power and value of indigenously produced photography in the Ottoman Empire.

Pascal Sébah might be the only Ottoman photographer that can rival the Abdullah Frères brothers. His own ethnic origins are slightly unclear, although it has been suggested that he was an Arab Christian from Syria. Sébah had several successful studios throughout his life, the earliest of which was in Istanbul as early as 1857 (Oztuncay 2003). He produced images from landscapes to cartes de visite. Despite the variety of his oeuvre, he is probably best known for his character "types" that illustrated Osman Hamdi's Les Costumes Populaires de al Turquie (1873), a book commissioned by the Sultan. These images found an afterlife far beyond the publication of this volume in 1873. In that same year, he also opened a branch in Cairo more than a decade before the Abdullah Frères, and also won an award at the 1873 Vienna World's Fair.

While Western photography of the Middle East evokes questions of representation, colonialism, and European fantasies of exoticism, there was a parallel market, industry, and social practice of photography in the Ottoman Empire. Class, the politics of modernity, and state power, informed native photography. During the Ottoman Empire, as in Europe, the camera folded old techniques of punishment into new regimes of power, surveillance, and control. For example, images of executions of criminals, hangings, and decapitation served to demonstrate the power of the Sultan in the wake of criminal law reform. Portraits of the sultan, governors, and state officials were hung in public spaces and offices. Photography was used as an innovative form of statecraft, exhibited by the court in nineteenth-century world fairs and international exhibitions, allowing the Ottoman Empire to speak back at Orientalist representation and serve the Sultan's ambitions to represent his Empire as modern, powerful, and orderly (Çelik 1992, 2000)

Photography in the Ottoman Empire has its own social roles, many of which, however, did not differ greatly from its use in Europe or North America. If only a decade separated the first European photographic expeditions to the Middle East and the use of photography in the court and upper tier of Ottoman bureaucracy, fewer years, if any, separated the establishment of expatriate-owned and native-owned studies that would accommodate local demand. Cartes de visite were produced in Istanbul by the 1850s, and spread rapidly by the 1860s throughout the Ottoman Empire, particularly in the provincial capitals. By the 1890s, studios in Beirut, Cairo, Jerusalem, Jaffa, Damascus, and Aleppo, not to mention smaller cities, were producing portraits for official and personal consumption and use. The carte de visite and, later, the cabinet card were exchanged between members of a number of new classes, the new effendiyah, entrepreneurs, the bureaucratic class, and educators as well as old elites, clerics, and aristocrats that were growing throughout the Ottoman Arab provinces but also transported between them.

BEIRUT AND ORIGINS OF “ARAB PHOTOGRAPHY”

If the Abdullah Frères and Pascal Sébah were the marquee photographers of the Empire, many more native photographers established venerable and long lasting reputations throughout the provinces. Perhaps the most notable but overlooked indigenous photographer of the nineteenth-century Arab world is Jurji Sabunji (1840-1910), also self-identified as Georges Saboungi (Sheehi 2015b, 2016).

Saboungi was born in Mardin to an Arabized Assyrian family. He was the brother of the famous but still enigmatic Louis Sabunji, who taught him photography upon returning from his religious studies in Rome. Some note that Saboungi opened his studio in Beirut in 1862, only two years after Tancrède Dumas, the first European to do so in the city.3 Others contend that Saboungi opened his studio in 1878 after apprenticing for years in the famed Beirut atelier Maison Bonfils (Debbas 2001: 49). Saboungi does seem to have assisted Félix Bonfils during his expeditions to Egypt and Palestine between 1867 and 1874. He opened his studio in Sahat al-Qamh (Wheat Square) in Beirut after Felix returned to France because of health problems (Tarrazi 1913: 214).

No matter the date, at least initially Georges Saboungi certainly learned photography from his famed brother Louis, and was the first to open a commercial studio fully owned and operated by a local. His studio clearly thrived allowing the photographer, apparently, some mobility to travel throughout the Ottoman Empire and, perhaps, Europe. He married a Danish woman and opened a studio in Assour Square (now Place de Riad al-Solh) in Beirut, next to the city's new train station (Fani 2005: 6). By the 1890s, Saboungi's studio had moved to the Suq Sursock, in the shadow of the famous palatial maison of the Sursock family, built by Musa (Mousa) Sursock, a successful merchant, financier, and owner of farming estates throughout Syria. Indeed, a number of portraits and cartes de visite taken by Saboungi remain of members from the Sursock family. Eventually, Saboungi moved to the corner of Rue Syrie and Rue Lazarieh, in the center of the city (Debbas 2001: 50). He held official roles in Beirut's municipality and was awarded imperial medals in 1892 and then a higher status in 1898. In 1902 he was appointed as a customs inspector in Beirut (Sheehi 2016: 30). His official role as a municipal functionary and his close relationship with the Ottoman government illustrate the intimacy between photography and the State, as well as the intermingling and interchangeability of intellectuals, technocrats, and functionaries locally and regionally.

From Beirut, Saboungi became one of the marquee photographers of the Ottoman Empire, whose landscapes and cityscapes are found in various Ottoman and European albums. But more so, his portraiture recorded the political, economic, and intellectual elites of Syria and Egypt. Undoubtedly, Saboungi could be called the photographer of the cultural, political, and intellectual "stars" of the nineteenth century, responsible for the majority of the photographic portraits of Arab and Ottoman reform figures and intellectuals who appeared in the Arab press around the turn of the century. Accordingly, Saboungi "effectively started the Lebanese photographic industry ... an industry which solely relied on local photographers" (Gavin 1986: 68).

The Saboungi name is prevalent in the history of indigenous Middle Eastern photography. Georges Saboungi's son, Phillip, joined him in 1908, and ran the studio until the First World War (Debbas 2001: 50). At the same time, Daoud Saboungi, apparently Georges's younger brother, had a successful studio in Jaffa, Palestine in 1892 (Sheehi 2016: 30). He serviced the Holy Land tourist trade, and frequently partnered with Jerusalem's most prestigious commercial photographers Garabed Krikorian and Khalil Raad. Daoud Saboungi is best known because he was hired along with Raad and Krikorian to document the visit of Kaiser Wilhelm II and his wife, Augusta Victoria, to Palestine and Lebanon (Debbas 2001: 48).

While Georges Saboungi was the most important photographer with the Saboungi name, his older brother, Father Louis Saboungi (1838-1931), was no doubt the most notorious and controversial. Throughout his tumultuous life, Louis Saboungi remained a dedicated and skilled amateur photographer. Filip (Phillip) Tarrazi states that Louis was the first "to introduce the art of photography (al-taswir al-shamsi) to Beirut, which was virtually unknown in the city at that time" (1913: 72). Louis invented two photographic apparatuses during his stay in Manchester; the patent of one was sold to the British "Stereoscopic Co." while his "Authomatic [sic] Apparatus" received recognition from the French government (Tarrazi 1913: 72-3). Louis was an ordained Catholic priest, studying at the College of Pontifical Propaganda in Rome in 1853. He remained there for eight years where he learned photography. Upon his return to Beirut as a priest, he started and headed the Syriac School al-Madrasa al-siriyaniyya in 1864. By 1870 he left the clergy, founding his renowned and controversial journal, al-Nabla (The Bee) in Cairo and moving to England where he worked as an anti-colonialist for Egyptian independence. While he initially was a critic of the Ottoman Sultan, he eventually moved to Istanbul to serve in his court, where he remained until he immigrated to the United States, in which he died in the 1920s (Sheehi 2016: 44-50).

Although Father Louis Saboungi never had his own studio, he was a pioneer in photography in the Arab world. That said, his adventurous life contrasts the life of his brother, who was established, staid, successful, and uncontroversial. However, Georges Saboungi was not the only one to establish a thriving studio practice in Beirut. Alexandre (Iskander) and Joseph Khorshid, who were known as the Kova brothers, rivaled Saboungi's status, working comfortably between provincial capitals and the imperial center. Similar to the Abdullah Frères and Father Louis Saboungi, the Kova also learnt photography in the context of the Church. The Kova were probably Syriac or Chaldean Christians from what is now south-east Turkey. They relocated to Beirut to paint in the Orthodox Cathedral of Mar Jirjis in the 1860s. They were "famed in the craft of photography [fotografia] and skilled in painting [taswir]," winning, as an article in al-Muqtataf declared, the Vienna World's Fair in 1873 and the International Centennial Exhibition in Philadelphia in 1876 for their images of Syrian landmarks and costumes (Sheehi 2016: 41). Like Saboungi, Sébah, and Abdullah Frères, the Kova brothers publicized these awards on their verso. In the 1870s they worked separately. Alexander promoted himself as a painter and a landscape photographer as well as a specialist in phototype, photogravure, photochromie, ferrotype, and colorizing and enlarging photographs. Arabic, French, and Greek were printed on his monograph. Celebrated in the Arab press as one of Beirut's two blue-chip photographers, the Kova brothers nevertheless, slipped into anonymity, like so many prolific studios.

Georges Saboungi and the Kova brothers remain the most visible photographers of Ottoman Beirut. However, we have record of a number of other thriving indigenously owned photographic studios in Beirut. Nasr Aoun, Georges Thabit, S. Jureidini, and Spiridon Cha'ib are just a few prominent studios that existed in the city at the turn of the nineteenth century.

PALESTINE AND THE ARMENIAN CONNECTION

Beirut was not the only hub of native studio photography in the Arab Ottoman world. Daoud Sabonji (Saboungi) and Issa Sawabini in Jaffa, and Suleiman Hakim and Habib Hawawini are prominent names that emerge in the wash of the turn of the century photographs. In fact, the argument can be made that the origins of native photographic production in the Arab world was not in Lebanon or Egypt but in Palestine, and that it was not in fact Arab. In the mid-nineteenth century, Yesayi Garabedian (1825-1885) was the Armenian patriarch of Jerusalem between 1864 and 1885. Before taking up this position, in 1859, he established Palestine's first native-run educational atelier in the city's famous Armenian Monastery of St. James. This is likely the first native-run atelier in the Arab world, let alone one that was charged with the mission of educating Ottoman Armenians in the craft of photography (El Hage 2007: 23). Garabedian had studied in Manchester and Paris and wrote four technical manuals on photography in Armenian, which remain unpublished. Most important, he is credited with training several generations of leading Armenian photographers, most prominently Garabed Krikorian (1847-1920).

Krikorian was undoubtedly Palestine's most prolific and well-known photographer. He established a studio in Jerusalem in the 1870s. The evidence from early cartes de visite suggests that he associated with Georges Saboungi, and later training and partnering with Daoud Saboungi in Jaffa. Opening the city's first commercial studio on Jaffa Road (in Jerusalem), he and his son, Johannes, ran the most prominent portrait studio in Palestine. The legend of the Krikorian studio is not predominant only because almost every prominent figure in Palestine, from Ottoman officials to the rising effendiyah, had a portrait taken in his studio. Nor was the studio predominant because it served Jerusalem's flourishing tourist industry or because Krikorian frequently photographed local families who orientalized themselves by dressing in Bedouin costume instead of in their own typical clothes of the time. Krikorian's studio was well known for its connection with photographer Khalil Raad, whom Krikorian trained before the former became his rival, partner, and in-law.

Raad was born in Bhamdoun (Lebanon) in 1854. His father was killed in the civil strife of 1860 and, subsequently, Raad converted to Protestantism and relocated to Jerusalem. His paternal uncle taught in Jerusalem's famous missionary Bishop Gobat School, where Raad assumedly studied until he learned photography under Krikorian. Raad opened his own photography studio right in front of his teacher's studio in 1890. In 1913, when Garabed Krikorian's son, Johannes Krikorian, returned from studying in Germany he took over his father's studio, and married Najla, who was Raad's niece. The two photographers made peace after the marriage. Najla worked in the Krikorian's studio and, therefore, might have been the Arab world's first native woman studio photographer (El Hage 2001; Nassar 2006; Sheehi 2016). Subsequently, some claim that the two studios made an agreement to divide the market. Krikorian's studio dedicated his energies to studio portraiture while Raad photographed daily life, current events, and archaeological sites. On the cover of his 1933 Catalogue for Lantern Slides and Views, Raad advertises that he is a "photographer of sites, scenes, ceremonies, costumes, etc." (Nassar 2006: 26). Both Krikorian and Raad catered to the thirst for biblical imagery and Holy Land tourists, creating postcards and other images that explicitly fulfilled colonial intentions and desires.4 The Krikorian and Raad "brand" is ubiquitous in the cartes de visite, cabinet cards, and portraits that were made in Palestine between the 1880s and 1948, until their studios were lost in the no-man's land behind the Armistice Line that placed East Jerusalem under Jordanian control, on the one hand, and separated it from the territory in which Zionists established the state of Israel in 1948, on the other.

The work of Krikorian and Raad, Saboungi, the Kova brothers, Sebah, and Abdullah Frères calls attention to the centrality of the role of Ottoman minority communities in the history of indigenous photography in the Middle Eastern. While we see the Greeks and Orthodox and Catholic Arabs pioneering and owning studios, principal among the ethnic and religion minorities involved in photography were the Armenians. The presence of Armenian communities in the Arab provinces of the Ottoman Empire predate the Armenian Genocide, which was the intentional annihilation of Armenian communities carried out by the Ottoman State in Anatolia in 1915. In addition to the provinces that made up historic Armenia, Armenians were integrated throughout the Empire. Armenian communities existed for centuries throughout Greater Syria and Egypt, most notably Cairo, Alexandria, and Jerusalem. By the 1900s they ran innumerable photographic studios not only in Arab cities from Beirut to Baghdad but also throughout Iran itself. Apart from Krikorian, the Sarrafian family would later become the leading photographic atelier in the Arab world. By the 1930s and until the 1960s, Armenian Egyptians such as Armand (Armanak Arzrouni), Alban (Aram Alban), and Van Leo (Leo Boyadjian) were the most famous and glamorous photographers to the Egyptian elite and entertainment industry. Some postulate that the Armenians' concern for modern education in the nineteenth century led them to acknowledge photography as a tool that could be used anywhere in the Empire to generate "capital" (El Hage 2007: 26). The existence of Armenian communities in the Arab provinces—themselves historically involved in trade, crafts, and services with the majority "host" culture as well as the West—positioned Armenians from other parts of the Empire to find pre-existing communities to which they could then readily relocate and in which they could find a network for their own marketable skill set or apprenticeships. This was, in fact, the backdrop in which we find the enigmatic but prolific photographer G. Légékian. Légékian relocated to Cairo from Istanbul in 1880.5 Claiming to be "Photographer to the British Army," his images are found throughout key collections of Middle Eastern photography.

CAIRO AND MIXED STUDIOS

For all the bustle of Jerusalem's tourist industry, and Beirut's intellectual dynamism and social vitality, they were not Cairo. Egypt's official use of photography started early. It was one of many technical skills Egyptians had brought back after studying in Europe. In February 1861, Muhammad Sadiq Bey (1822-1902), a military officer and engineer, set off to survey the geography and pilgrimage route to Medina in al-Hijaz (the Hejaz) as a member of a team organized and funded by the ruler of Egypt. Among his trunk full of new scientific equipment was a camera. In the blurry history of indigenous "Arab" photography, one thing seems certain. Sadiq Bey was the first person ever, Arab or foreign, to photograph the populace, pilgrims, officials, and holy sites of Medina and Mecca (El Hage 1997; Facey and Granite 1998; Wieczorek, Tellenbeck, and Sui 2008; Sheehi 2016). By any account, 1861 was early for anyone, not least an Egyptian amateur photographer, to take photographs of the provincial capitals and cities in the Arab East, let alone the hinterland. Sadiq Bey's cartographic journey was the first to use modern methods and equipment to survey the Hijaz. He spent two winter months measuring, charting, and photographing terrain, cities, holy sites, and roads between the Red Sea port of al-Wajh and Medina, the city of the Prophet's refuge and burial place. The Egyptian mission mapped and registered the topography of the Hijaz and the pilgrimage route. Sadiq Bey's precise recordings and diagrams were the first drafts of sites, saints' shrines, and sacred buildings in and on the way to Medina, which were catalogued and published by the Egyptian court and European engineers and geographers. Sadiq Bey made a number of other trips to Mecca and Medina, becoming a rather renowned photographer in Europe as well as in Egypt. A handful of Egyptian photographic expeditions to Mecca ensued over the next decades. They were led by Ibrahim Rif'at Pasha, an Egyptian general and his aid, Muhammad Ali Saudi, both who chronicled the journey of the Egyptian mahmal, the ornately embroidered palanquin that transported yearly, during the Hajj, the drapery (kiswa) that covers the Ka'aba in Mecca.

Yet, ironically Egypt's cultural magnitude complicates attempts to excavate its photographic history because of the number of studios in Alexandria and Cairo, before the turn of the century, which were owned by non-Arab, often non-Middle Eastern, expatriates, who also tended to partner with Christian Arabs and Armenians. Perhaps this was due to British control after 1882 or perhaps the sheer number of foreign tourists made it too lucrative an economic opportunity for foreign photographers to pass up, especially with the extraterritorial privileges that they held.

Native ownership of studios, particularly by Armenian Egyptians, skyrocketed after the First World War and Egyptian independence in 1922, which might have been a result of Britain's departure or perhaps the influx of skilled photographers following the Armenian Genocide and dissolution of the Ottoman Empire. In 1850, Anton Schranz, originally from Malta, opened the first studio in Cairo, followed by the success of Wilhem Hamerschmidt, both of whom accommodated the touristic more than the domestic market.

From the 1870s up to the 1950s, Levantine, Armenian, and Greek photographers, most often in Alexandria, partnered with expatriate photographers. Aziz Bandarli and Umberto Dorès co-owned a studio, Aziz & Dorès, which predated their cooperation as Egypt's pioneer film-makers and co-owners of a cinema and production studio, which trained one of Egypt's most important cinematographers, Alvise Orfanelli (Escoffey 2007: 12). Jean Sébah was exemplary in how blue-chip studios capitalized on name recognition, frequently partnering with indigenous and expatriate-owned studios as we discover amalgamated mounts such as Fettel, Sébah, and Bernard.

Such "branding" reinforces our understanding of studio practice as a commercial practice. These hybridized studios of indigenous, expatriate, and "transnational" photographers, accommodated the local markets as much as Egypt's tourism industry did. They produced cartes de visite and cabinet cards of the effendiyah, old aristocrats, expatriate residents, and viceroys (Khedival). While few of these portraits showed men in "native attire," the difficulty in determining the ethnicity and identity of these multi-ethnically owned studios is telling. Their subjects pose in generic fashion, sharing qualities that project affluence, education, and presence. The impossibility of identifying these subjects is precisely the formalistic character the standardizing "genetic pattern" that allowed Ottomans, whether Arab, Armenian, Turkish, or Greek, to lay claim to the universality of "civilization and progress" that the British used as a justification to rule Egypt.

Cross-pollinating and interactive cooperation between studios and photographers was the rule rather than the exception. Their portraits often shared common "universal" standards of composition that linked Beirut, Cairo, Alexandria, Jerusalem, and Istanbul. Garabed Krikorian teamed up with a number of Beiruti and Palestinian photographers including Georges Saboungi, Daoud Saboungi, and Khalil Raad. Comparing regional partnerships such as Saboungi & Krikorian against Fettel, Sébah & Bernard confirms some of the compositional differences between studios in the Greater Syria (Lebanon, Palestine, Syria) and Egypt. The effendiyah in the cartes de visite of Saboungi & Krikorian more frequently asserted their locality, wearing their Beiruti effendi dress, as opposed to the consistent appearance of afranji (European) apparel in hybridized and expatriate studios such as Fettel, Sébah & Bernard. However, this is not to say that Saboungi & Krikorian and other native partnerships did not produce portraits of Ottoman Arabs who represented themselves in the same European dress they might wear in the portraits of Fettel, Sébah & Bernard. For our purposes, it is important only to notice that Arab photographers and studios interacted and partnered as freely with their European counterparts as Arab sitters would wear an array of clothes and costumes to represent themselves.

Expatriate studios in Cairo produced a substantial amount of cartes de visite and family portraits for Egyptians as well as for Levantine (Shami), Armenian, Greek, and Italian minority communities. Photographer B. Edelstein, for example, advertised the address of his studio (on Mousky Street over Mssrs. Kramers & Cy's Shops) in Arabic as well as in English. Italian, German, and French-owned studios such as Royer & Aufière, Délie & Co., A. (Alessandro?) Brignoli, and Schieb & Schueff produced a considerable number of cartes de visite starting as early as the 1860s. This suggests that the making of cartes de visite was a prime source of income (along with these studio's usual tourist fare). Studios in Cairo, such as Fasani and Grivas, produced a considerable array of portraits but also cityscapes and architectural photographs of new Cairo's urban growth that seems more relevant to Egyptians than tourists.

The Mediterranean port city of Alexandria was a hub of hybridized studio ownership at the turn of the century. Many of its studios marketed to the ethnic and expatriate communities of the city: Greek, Italian, mostly Levantine-Arab, and Armenian, not to mention other Europeans. The sentiments found on their cartes were written in Italian, Greek, English, and Armenian, and often confirm that they were circulated either among community members or sent to the "homeland." Equally frequently, French served as a lingua franca, which further complicates the origins and paths of these portraits.

Turn of the century studios like Anagnostis and Atelier Lassave in Alexandria were popular just as studios such as Fettel & Bernard, Stromeyer & Heyman, Arno, Pellegrino, Caruana, and Photo Constantinople were in the other parts of the Ottoman Empire. They remain mysterious, however, other than the juxtapositions of various ethnicities of names. The fluid clustering of expatriate, Ottoman, and local photographers suggests that these studios were less competitors than entrepreneurial ventures that cooperated in developing a native market. Photographic studios seemed to be lucrative but ephemeral and risky enterprises, resulting in turnover, selling negatives among themselves. The monogram on the back of cartes de visite shows us that Luzzato, the "artistic photographic studio," was not alone when it bought the well-established expatriate studios of Scheir and Schoefft, which it continued to advertise on its cartes. As the Assaad and Frédéric Dakouny's acquisition of Jules Lind's name and archive shows, native photographers and ethnic minorities often purchased lock, stock, and barrel the brand name, equipment, and archives of expatriate-owned studios. Most famously, for example, Abraham Guiragossian in Beirut purchased the Bonfils studio, where he once apprenticed. The economics of buying a recognized studio rather than creating one's own was a sound business choice, or sometimes it was just a good way to retire, as was the case when the elder Abdullah Frères sold their archive to Jean Sébah at the turn of the century.

When they were not purchasing and writing their own names on negatives acquired from other studios, larger ateliers, like Bonfils and the American Colony, enlisted smaller studios, local photographers, and expatriates to take photographs for them, contracting them for specific projects or employing them for a period of time. This confirms Nancy Micklewright's speculation that large studios used a variety of photographers in the centers and provinces (2003: 84-5).6 Considering the enormous territory that these studios covered, the diverse genres they produced, and the various markets they accommodated, the critical mass of photographic production reveals the degree to which natives and expatriates cooperated to cultivate the market.

CONCLUSION

The history of photography in the Middle East remains unwritten. However, the longstanding narrative rooting its arrival to the Arab world on the ships and in the bags of Europeans is slowly losing credibility. Photography in the Middle East is as complex as it is anywhere, crossing a number of uses and serving a number of goals; surveillance, state control, state organization, self-representation and self-fashioning, scientific exploration, ethnographic curiosity, documentation, and so on. Photography in the Arab world was a social and economic practice that cut across classes, communities, geographies, and political camps. In this, we know that if anything is certain about the history of "Arab photography," it is that the production, circulation, and dissemination as well as its representational codes and aesthetic, were informed by and deeply rooted in the final decades of the Ottoman Empire.


NOTES

1. There are a growing number of studies that have begun to correct the Eurocentric focus of the history of photography in the Middle East. For a wonderful collection of articles by a number of leading scholars, see Behdad and Gartland (2013). For a sample of scholarship on the complex history of Middle Eastern photography, see, Micklewright (2000); Nassar (2000, 2006); Lemke (2002); Sheehi (2007, 2012, 2015a, 2015b, 2016); Behdad (2016).
  2. After the French state bought the patent to the daguerreotype, it funded the Mission Héliographique, which patronized a number of early photographers to photographically register exotic destinations including pharaonic Egypt and the Holy Land. See Boyer (2003).
  3. For information about Dumas, see Gavin (1983: 4).
  4. The relationship between photography, exoticism of the Holy Land and postcards has been discussed at length by a number of scholars. See, for example, Moors (2001, 2010).
  5. While the first listing of Légèkian studio is found in 1892, Arnold Wright states that Légèkian opened his studio in 1887. See Wright (1909: 375) quoted in Jacobson (2007: 249). However, according to Huberta von Voss (2007: 165), Légèkian came to the city in 1880.
  6. For example, one finds a contract and correspondence between Félix Bonfils and expatriate photographer Henri Rombau in the Fouad Debbas Collection in Beirut. In addition, Fani (2005: 80) notes the circulation of plates and personnel between Beirut studios.
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CHAPTER NINETEEN
Photography's Appearances in China

OLIVER MOORE

Discussions of art, science, and invention—itself the greatest invention of the nineteenth century—now challenge what was once parochial Eurocentrism on many fronts. Nevertheless, recent histories of photography, although titled in ways to suggest a global treatment of the subject, mention sometimes no more than one Japanese photographer as token reference to the vastness of East Asian production. Such exclusive concentration on the West obscures alternative accounts of the medium's technical history, its functional breakthroughs, and aesthetic innovations. Discussions of photography outside the erstwhile familiar confines of the West owe the most to visual anthropologists. Testament to growing sociological interest in images, their work now challenges the primacy of photography's European visions (Peterson and Pinney 2003; Morris 2009; Strassler 2010; Spyer and Steedly 2013). They show most clearly how to understand the medium of photography as globally disseminated and locally appropriated. Such a position is essential to exploring the conditions under which foreign and Chinese photographers engaged with various photographic practices as well as how Chinese subjects collaborated in photographic visions of new selves and new objects.

This chapter devotes most space to the successful appropriation of photography by Chinese operators and users, and it is indebted to some of the most important Chinese scholarship on the history of the medium. I can only gesture to many questions that still demand deeper exploration toward a more comprehensively multi-voiced history of photography in China, and the following four sections represent only a selective grouping of topics. The first, "Inventions and Imports," argues for a more nuanced understanding of photography's arrival in China as not solely a process of import but also one of indigenous invention. This section and the following deal minimally with foreign photographers' activities in China, but do not overlook them, since they assist in grasping exactly what resistance, creativity, and preferences China's own practitioners and consumers applied in their alternative engagements, or what the second section calls "Creative Departures." This discusses work from Chinese photography studios, and identifies some of the fashions of visual representation and cultural reference that these glamorous institutions secularized for their clients until the middle of the twentieth century. The selected images profile visual themes central to a history of photography that deals only with Chinese priorities to evaluate the content and forms of the photographic portrait. The third section, "Defining the State of the Field," which turns to the second half of the twentieth century and the recent past, describes how photography appears in shifts toward new categories of content as well as amid the energies motivating the medium's popular and academic discussions. Finally, the fourth, "Working with Archives," surveys some of the types of archive available to researchers, and addresses the practical opportunities and the problems inherent in current research on photography in China.


NOTE TO READER: The mention and citation of Chinese and Japanese individuals follows the East Asian convention of family name before of given name. For example, Gu Zheng is cited as Gu in both the text and the list of references.


INVENTING AND IMPORTING

The point of better indigenizing the invention of photography within Chinese conditions is not a counterfactual thrust at its Paris announcement in 1839. It aims rather to situate what is discussed almost exclusively as a Western event more firmly within a global history of photography that enriches understanding of how the medium was early on received and understood among diverse communities using different terms of description (Moore 2008). Western photography first arrived in China with Western warriors and traders. But this need not determine as absolutely as some have suggested that, for instance, foreign powers used photography to subjugate China, nor that Western photographers then took the lead in inventing a Chinese portrait style (Wu 2016: 19-83).

English-language surveys of photography's history in China tend to reiterate what pioneering Chinese studies emphasized as the earliest technical and commercial practices with their requisite hardware and habits imported entirely from abroad (Roberts 2013; Wu 2016). Their narratives gloss over remarkable acts of ingenuity and creativity in Chinese social and intellectual conditions. Moreover, if the aim is to relate photography's transport to China as an imperialist imposition, then more nuance is required to differentiate—to even itemize—the quite different historical experiences of photography's reception in mainland China, Taiwan, and Hong Kong. The experiences of colonization in Taiwan and Hong Kong resulted in their communities' different relationships to photography's global reach, and in distinct patterns of individual and communal image making (Moore 2013: 131-5; Roberts 2013: 99-100). The first comprehensive Chinese survey did at least observe that China's indigenous knowledge of optics required little extra tuition to understand what Western science had applied to the invention of photography (Chen 1987). However, Chinese research published in the same period (Shanghai sheyingjia xiehui 1992) has like western criticism (Hay 2007) too optimistically feted Shanghai as the unique ground where photography first took root. The intellectual precocity in many cities and towns is forcibly diminished in order to better fit beneath the unique status that Shanghai enjoyed eventually as the leading industrial base of modern print culture (Xiong [1994] 1996).

Modern debate on photography's beginnings in China has tended to push up against the fact of photography's announcement to the French government in 1839, rather than grasp the equal significance of how at exactly the same moment Chinese scientists could explain photography to themselves and other interested audiences. The historian of Chinese intellectual history Benjamin Elman (2005) has argued eloquently for an understanding of science as an indigenous Chinese discourse that adapted to an influx of new ideas, and what he constructs therefore offers a local framework into which retrospective research can place early photographic knowledge. Much of early photographic practice in China coincided with an era of Chinese and foreign scholars' collaborative curiosity (and publishing), intellectual exchange, and outward exploration. Chinese travel diaries of the nineteenth century relate a rich continuum of purchasing photographic equipment abroad and shipping it home to audiences eager to attend sociable learned gatherings and hear how new machines worked. Photography's arrival anywhere was seldom if ever a terminal event, and China's earliest newspapers featured successive reports of photography's improvements, and introduced the changing purposes that the medium served.

News also announced and covered numerous public demonstrations of photography, often arranged within programs that showcased other optical equipment, electric current passed through a body, acoustic instruments, and so on. The venue for showing these thrilling exhibits was often a hospital or an apothecary. Ari Larissa Heinrich (2008) has explored to great effect the particular role of photography in multiplying a nineteenthcentury western readership's acquaintance with pathological conditions at hospitals in China, but popular news and hearsay in China was even more effective in equating the process of taking photographs with various forms of physical intervention or contact. The camera did not seem just to see, but to subject a body to its purposes. Too much has been written about timid villagers fleeing the mechanized monster of the camera— the photographer John Thomson (1837-1921) regaled his readers with such tales from China—as if the same invasion had not been equally the talk of villages in Oxfordshire and the Balkans. Rather, individuals from even the most bourgeois walks of life took their chances in front of the camera, intrepidly staring down their fear that this was one among a workshop of gadgets that could look not only at, but also through and inside the body.

CREATIVE DEPARTURES

Defining photography's arrival far away from Paris after 1839 relies as much on identifying departures from familiar western functions, forms, and content as it does on any evidence that these photographic practices crossed geographical and cultural borders without friction. Some of the first crossings were violent. Taken toward the end of the Second Opium War (1856-1860), the photographs of Felice Beato are generic examples of a new kind of reportage that included shifting dead bodies into optimal (and decent) positions before photographing them amid the other real debris of battle. These images are still frequently published in China and Taiwan where they function as symbols of photography's intrusive power and reminders of an ignominious military, political, and technological crisis, albeit one that China's last imperial regime weathered successfully.

Also intrusive were several generations of visiting photographers whose broadly ethnographic ambitions were as much literary as photographic. The most famous British example of this combined engagement was John Thomson whose ground-breaking Illustrations of China and its People (1873-1874) features images that both Chinese and foreign writers and publishers also draw on persistently to illustrate general histories and textbooks. And, in China a postmodern concern with the Western tendency to conflate visualizing and orientalizing indistinguishably has stimulated new interest in the extraterritorial adventures that produced these nineteenth-century images and their accompanying commentary. A Chinese translation of Thomson's Through China with a Camera (1898), originally a re-edition of older material with Thomson's expansions, appeared in 2001 (Yang and Chen 2001).

[image: ]FIGURE 19.1: Yami men in silver helmets, Taiwan, photographed by Torii Ryūzō, 1897. With kind permission of the University Museum, University of Tokyo.

Photographers from Japan intruded perhaps the most, not least after 1895 when Japan established colonial rule over Taiwan (Formosa). Not entirely typical among a stream of visitors from the "home islands," the highly gifted archaeologist, ethnographer, and photographer, Torii Ryūzō (1870-1953), used his secondment to military service to travel and observe. His haunting image of members of the Yami (Figure 19.1), one of Taiwan's many ethnic groups, shows them in silver ceremonial helmets standing solemnly posed in front of a stone wall with the chance inclusion of curious children playing above them.

Torii's skill was exactly what this example shows of his willingness to ironize the photographic medium through a mixture of controlled stagecraft and the inadvertency of mechanical capture. He frequently drew on studio habits of pose and expectancy, aligning them with outdoors enhancements, such as stone walls or distant mountains, which summoned the familiarities of portraiture's contrived scenery and yet denied it with a different visual logic. Torii's legacy of five years' work on the island possesses for many critics the status of a founding contribution in Taiwan's history of photography. Work by Thomson, who visited Taiwan earlier, is similarly privileged. Interest in these images has only grown in a society where issues of ethnic identity and roots as well as even more fraught notions of national identity periodically surface in politics and commerce, both of which draw reinforcement from visual evidence of the past. These points also throw into sharp relief the framework within which Taiwanese photographers and critics today conceptualize a Chinese history of photography quite differently from their counterparts in the People's Republic.

If there was a point at which those once objectified by photography began to "hit back" as the medium's users, it lay between the increasing Chinese use of photography studios and a growing optimism that photography reported a new status of visual truth. Frank Dikötter (2006: 241-9), among the first to recognize how rapidly photography emerged as an emancipated practice in China, also contextualizes it within a survey of urban Chinese society's radical remaking of its material culture. The "self" recognized by the subject who was also sovereign over its own image was an effect quite different from one using the same technology to turn selves into others' objects. Taiwan's Yami people were no doubt poorly positioned to resist their ethnographic objectification at the hands of a visitor who, however affable, usually had the Japanese army standing behind him. In other conditions, this passivity soon started to wear thin. Outraged guests at a party in Beijing in 1910, having suffered the irritation of a Western photographer trying to photograph Chinese social life, had little trouble persuading a newspaper editor to tell their story to a sympathetic readership (China National Library 2003: vol. 20, 8879).

Similar stories, invariably illustrated with a drawing of the same theme of invasion, raged through other newspapers. Significantly, this was the era in which the ritual of visiting a photography studio was becoming rapidly democratized. For those who could afford it, the professionally photographed portrait was a novel item of psychological private property. Clients who received new portraits inscribed the image or its mount (taizhi "table card") with sometimes lengthy reflections on their appearance in an image that they presented multiply to intimates and associates. They stated the date and time when the photograph was taken, recorded any particular circumstances of the subject's whereabouts, emphasizing perhaps a significant step in their life or career, and frequently noted the fee paid to the studio. Descended from the etiquette for requesting a painted portrait—a set of habits that formed one of photography's paternities—work in the new medium was more transaction than commission. Importuning foreigners roaming at will with hand-held cameras were an unwelcome intrusion into a well-organized economy of embourgoisement whose visual symbols (Figure 19.2) photography studios supplied with a generally conservative range of costumes, furniture, props, backdrops, and lighting.

This portrait of a young flâneur, combining the Chinese and Western fashions befitting his role, was taken perhaps on his birthday—his gown is decorated with augurs for long life (Figure 19.2). The studio that produced the image and its mount was the Erwo gallery

[image: ]FIGURE 19.2: Erwo Studio, Hangzhou, c. 1920. With kind permission of Shanghai Library.

(spelled in Zhejiang dialect Ne Ngo on the card mount) in Hangzhou (Hongchow). Erwo—translatable as "The second me"—was the most famous studio in Hangzhou, and it stood beside China's most famous waterside, namely West Lake (Xihu). In this position it benefited hugely from what critical theory would soon define as the Benjaminian urge to stroll and spectate. Hangzhou possessed sufficient glamor to compete with its giant rival Shanghai—a Shanghai studio soon stole the name Erwo and recycled it for new profits—and it accommodated numerous amply funded and well-staffed ventures into modernizing education, the arts, and industry. In 1929, a site near Erwo provided the waterside venue for the Westlake Exposition, a vast national industrial product fair that millions visited. Erwo capitalized on their presence, but two decades earlier it had already burnished its prestige through association with a mass display of industrial innovation when it participated in the 1910 Nanyang Industrial Exposition—hosted in Nanjing as China's first organization of a world exposition—and won a gold medal for its panoramic views of West Lake. Thoroughly conscious of its success in placing the glamour of portraiture and cultural topography beside that of commercial goods' display, Erwo even trans-nationalized this early legacy by entering its photographs for the Panama-Pacific International Exhibition, held in San Francisco in 1915. The circular seal on the mount of the young stroller's portrait states the name of the photographer Yu Yinchu—creator of the West Lake views—and boasts of the high commendation that his work gained during its display in California.

Provided that they could afford the fees, few clients hesitated to follow their aspirations into the theatrical charm of studios and to relish the more satisfying role of visual subject. Apart from odd bursts of outrage in the newspapers, few detected that anything had shifted at all, not least since the success of studio photography did not sprout simply from resistance to foreigners' bad manners. What irritating intruders clarified was that photography should serve functions proper to Chinese society's own communal imaginaire, discourse, communication, and so on. Studio portraiture comprised only one of these functions, since there were many more in which the individual photograph announced a fiduciary status of visual report more equivalent to personhood than any previous category of visual document. Growing admiration for utilizing this status toward practical ends was also crucial to the medium's continuing indigenization in Chinese contexts. In 1887, for example, the port authorities in Shanghai tried to mitigate a catastrophic sea collision by publishing photographs of the drowned—dignified in the news as "subjects of the waves (bocben)"—in the hope that relatives could thus identify and claim their bodies. The celebrated illustrated news journal Dianshizhai huabao (1884-1898) quickly published an illustration of the process—the bodies were supported in standing positions—as another instance of photography's latest applications (Dianshizhai huabao [1884-1898] 2001: vol. 4, 240). Another illustration of dealing with a similar calamity hit the news in 1909 (Wu 1992).

Crime prevention also required the visual control of persons. Mao Xianglin, a loquacious social observer in Shanghai who followed reforms happening abroad, was fascinated that Belgian prisons employed photographers to take mugshots of inmates just before their release (Mao [1870] 1985: 254). Chinese prisons did not operate any similar system until much later, but in 1906 a Guangzhou police station photographed the residents of its lock-up. Another institution, often described as similarly incarcerating, was the regular state examination for civil service recruitment. Examination administrators had long publicized ethics of identity protection and blind selection—candidates' identities were revealed only at the end of the process. However, examination administration was notoriously open to abuse by professional impersonators who regularly sat in for the most inept candidates. In Guangzhou in 1891 the examiner posted photographs of two notorious impersonators, thus assuring the city population that his staff would bust them in the next round of entrance checks (Wu 1992). Ironically, the corrective that photographs supplied in this instance was all the more sensational, because its visual identification of miscreants—and their elimination from the system—restored true invisibility as the precondition for everyone's honorable participation.

The evident enthusiasm for these institutional uses helps to grasp photography's historical existence in particular social environments, crucial to what John Tagg (1988: 63) has argued are the medium's definitions according to specific power relations and the functions that these dictated to photographic practice. More research to multiply the environments would be rewarding. It could no doubt expand the quotidian forms of studio practice, which are exemplified by some of the illustrations in this chapter. Photographic procedures to confirm individual identity were crucial as the technical repositioning through which the individual—including the dead and disbarred—engaged with the changing demands of modern life. Meanwhile, within studio spaces, the same procedures of authentication that distributed an individual's irrefutable presence toward other purposes of verification, empowered also the private enjoyment and social obligations of portraiture.

Studios certainly privileged the practice of considerably more artistry in portrait production. Yu Yinchu's smartly attired stroller is posed and lit without any representational background, a stylistic choice among many possibilities. The most common production was the individual or the group posed in front of a painted backdrop. While its content varied from classical European scenery to aristocratic Chinese gardens and pavilions, the studio backdrop nevertheless endured for many decades as the most international dimension of studio photography's visual language. The receding arcadia and the geometric floor tiles enclosing an individual or a family group comprise some of the milder incongruities that differences of material, form and pictorial logic produced within the space of a photograph.

An alternative to backdrop scenery that many studios and increasing numbers of individuals exploited early on was the available space in parks and gardens (Figure 19.5)—the accelerating development of public parks, resorts, and shopping emporia after 1911 offered lucrative opportunities to studios in particular. Otherwise, despite the numerous political imperatives that studios and their clients had to obey in China after the communist victory in 1949, backdrop painting gained a new lease of life when artists supplied depictions of triumphant engineering projects, such as bridges previously supposed unbuildable, and projected brand affinities for bicycles and the otherwise unpossessable motorcycles, cars and airplanes of recently nationalized manufacturing. Or, old backdrops hung on. They appear, for example, haplessly paradoxical in the blind sight of police efforts to photograph reactionary hoarders posed (shamed) behind the mounds of illegal supplies incriminating them.

The backdrop in photographs made under colonial conditions has prompted Arjun Appadurai to remark on its possibilities as scenery that "resists, subverts or parodies the realist claims of photography" (1997: 5). Grasping the effect of the backdrop is not too challenging in the stated, implied, and contested hierarchies of colonial and anticolonial visions, but the pictorial subversion that backdrops implied was just as evident in photography everywhere else. Without gainsaying Appadurai's point, subverting photography's realism was a desirable convention. Karen Strassler, in her study of photography's role in the shaping of Indonesian nationalism, has stressed backdrops' more nuanced intrusion when they are accepted as "landscapes of the imagination" that enclosed their subjects without necessarily owning them (2010: 73-122). In China, moreover, the use of other means besides backdrops to visualize photography's paternity in painting—the use of seals, dotting the subjects' eyes with ink, adding ornate mounts— also reinforces how both practitioners and consumers enthusiastically supplemented photographs with aspects similar to those that Appadurai has termed the "epistemological uncertainty about exactly what photographs seek to represent" (1997: 4).

[image: ]FIGURE 19.3: Weixin Studio, Shanghai. With kind permission of Tan Jintu Photography Archive, Suzhou.

This uncertainty is certainly not alleviated by the vast output that studio clients demanded of themselves dressed as legendary characters from Chinese theater, posed as ever on tiled floors in and before painted backdrops. Many such images were tinted (see for example Figure 19.3). Standards of accuracy varied, especially when clients added these touches themselves. Made at a Shanghai studio named Weixin (Vee Sin in Shanghainese), a name plucked from ancient political lexicology7 to stand for "renewal," this image instances the febrile knowledge of Chinese theatrical roles—and their performers—that theater-goers and men-about-town translated into their own scopic regime of make-believe. Since for centuries Chinese theater performance had demanded men to cross-dress in female roles, male clients brought the same performance directive into studio spaces, adding to this category of portrait a new layer of uncertainty with respect to gender. Theater—and cinema—would long continue to inspire the theatrical dimensions of photographic portraiture, so that the performers of their images alloyed the documentary reality of their presence with the opportunity for parody. The habit was persistent. As if to relive an early modern penchant to "know and forget that fiction was fiction" (Chartier 1987: 336), a few brave confessions reveal that at the height of the Cultural Revolution (1966-1976) posing in blood-soaked rags and chains was a photographic means to resummon the zeal of revolutionary martyrs depicted in the fiction, theater, and cinema celebrating their past heroism (Feng 2006: 119-21).

These examples of overt role-playing instance how consumers of the image either collaborated with what studios offered in theatrical visions or took matters into their own hands. The further degree to which individuals, family, and vocational groups controlled the accumulation of images toward multiple arrays of interrelated images, conventionally set between the covers of albums, offers avenues to research the significance of photography as an increasingly available means of self- and group-production. Research in this direction has not begun in earnest, but, when it does, it could address not only a sociological topic but particular aesthetic outcomes. Following methods pioneered by Nicole Hudgins (2010), who deliberately sites her research at a distance from the nineteenth century's most dominant metropolitan elites, such work could forcefully enliven what photographs signified to their first owners. In Chinese conditions, certain attempts to strategize visual references over long intervals of time and space make the symbolism in some of these painstaking efforts extremely interesting. For example, a pattern of patriarchal descent is easily read from a pair of images—printed to the same dimensions—in which the son of his father sits in the same first-born position as the latter did some decades earlier, not to mention directly below a new edition of that photograph, functioning as a backdrop indicator of space and even more crucially as the progenital site of a possessed photographic past (Figure 19.4).

Compared to the more common practice of attaching the vignette of an ancestral forebear above a family group, this image—whose antecedent of some three decades earlier still exists as a pair reproduced to the same dimensions—summons the power of regeneration through a more creative exploitation of studio space and a straightforward injection of earlier visual history. It also documents a material transformation of the senior image (suspended in the background) through the wondrous yet under-theorized process of enlargement. Originally a photograph sized for inclusion in an album, its family inheritors had it enlarged to match exactly the dimensions of the junior image with which it has survived. Concomitantly, of course, the enlarged senior image materializes the singularization of its status—a remediation stimulated by the original album image's antiquing—whose processual aspects Igor Kopytoff has described so eloquently in a now classic collection of his and others' essays exploring the anthropology of things and their many social transformations (1986: 80-3).

The commercial organization of studio photography encountered abrupt changes after the communist victory in 1949. Many studios were amalgamated with others during the economic collectivization that began in the early 1950s. City guidebooks of this period list studios with other services, demystifying formerly auratic sites of production by stressing their reliance on urban proletarian labor, and reminding anyone from out of town that visiting a studio was a banality indistinguishable from finding lodgings or getting a haircut. Like other capitalist proprietors, not a few studio owners and press photographers departed for Hong Kong, Taiwan, and elsewhere. Some fell foul of politics and others found jobs with the incoming government.

[image: ]FIGURE 19.4: Unknown studio, c. 1950. With kind permission of Tan Jintu Photography Archive, Suzhou.

DEFINING THE STATE OF THE FIELD

The forms and content of photographs so far discussed have also contributed to defining a field of enquiry, research, public commentary, and critique. Exploring all these aspects is impossible, but two themes are important. First, what has been worth photographing? The expectations are as often as not conservative, as one farmer patiently explained to Pierre Bourdieu and his team of researchers (Bourdieu et al. [1965] 2007: 24). But that project explored the most biddable, homely level of photographic consumption— theoretically quite relevant to some of the examples shown in the previous section. What else did Chinese photographers go out and do? Second, what has been worth discussing when confronted with the expanding visual heritage of photography in China? This question attracts responses to both past and contemporary practices, and it is related to the final section of this chapter concerned with working with archives. The background to these discussions is the period since the end of the Cultural Revolution (1966-1976), the most tumultuous years of internal struggle during China's longer passage through the twentieth century.

Retrospective attempts to re-evaluate the past are still tempered by a sense of mitigating some of the rampant destruction that happened during the early decades of the People's Republic. Mass movements meant to annihilate or weaken this or that political group found targets not only in individuals but also in visual—and written—documents of their pasts. War on the photographic image in this era dispatched much into oblivion, but it also left behind intriguing scars on the surfaces of what survived (Figure 19.5).

[image: ]FIGURE 19.5: Unknown studio, c. 1930. With kind permission of Tan Jintu Photography Archive, Suzhou.

In as much as the state took control of studios and presses, it also took control of images. Few names of the photographers who supplied images to the press are known; images that the media could not justify as objects of mass interest did not circulate; private activities with a camera are barely recorded; even opinions on photography exhibitions— some were collected and edited—deliver only approvable reactions in line with socialistrealist orthodoxies. However, following the reforms that began after the death of Mao Zedong in 1976, two developments were crucial. First, the general demobilization of revolutionary engagement authorized individuals and groups to reinstate photographic images as authentic traces of a past now relevant to the individual as much as to society more broadly. Of course, it also permitted those with sufficient savings to purchase a camera to take photographs in the gradual accumulation of new pasts, Second, economic reform stimulated photographers and observers to notice unprecedented changes in their urban and countryside environments, their relationships to work, their attitudes to fashion, emerging consumerism, and so on. Given what was happening and what had gone before, the collective result in much photographic work was a hard and unprecedented look at Chinese society. Even if increasingly independent photographers, such as Zhou Hai, an early exhibitor at the avant-gardist 798 gallery in Beijing, photographed the apparently immovable machines and factories of a command economy, they did so through an emphatic turn toward the human actors moving around these vast constructs of apparatus and industrial processes (Figure 19.6).

To view images like this was almost impossible outside the alternative gallery spaces that a new generation of artists, photographers, and critics managed to inhabit from the early

[image: ]FIGURE 19.6: Zhou Hai, Beijing 1999 from the series Gongye de chenzong (Weight of Industry), first exhibited in Beijing in 1999. With kind permission of Zhou Hai.

1980s onwards. Two decades later, publishing houses started to produce photography books on documentary subjects whose significance William Schaefer (2010b) has carefully explored under the theme of social displacement.

Some of Zhou Hai's images contain the directness of the best social observation in which physical appearance and context urge a subject's reality toward an unacquainted viewer. Others, like the image in Figure 19.6, offer more mystery: is the lowermost figure climbing out of a bank of vapor or descending into it? How far beneath is the ground? What are the larger conditions of the men that this image frames? (Will they last?). Zhou Hai's work marks an early moment in a trend that continued to be ever more interrogative, combining documentary report with an often brutal aesthetics, yet loaded with a poignancy that was unprecedented. Another photographer who has attracted attention, Liu Zheng (Wu 2001; 2016: 277-99), gained his many subjects' consent to create successive reportages of society's marginals, some with disabilities, others working as entertainers or freak exhibits in circus or theater. He has also staged gruesome recreations of the carnage of war fifty or sixty years earlier in artful heaps of bloodied bodies, and theatricalized the salacious nineteenth-century rumors of pornography scripted especially for the camera—enter the stage once again a familiar host of gods, heroes, and princesses. These confrontational pastiches owe their wit to a well-researched connoisseurship of the visual past, almost as if unmade photographs, lost negatives, and gossiped antics urged a return to unfinished business.

The past parodied for new postmodern ironies seems to be the main precondition for many photographers' recent success. Artists working in quite different media have also drawn heavily on photography's past in China with results that go furthest in both accentuating and unmooring photographic images from old contexts of production and circulation. With the expansion of color photography, the public exhibition and its variously official and unofficial spaces have retained their functional relevance as prime sites to experience new scales of enlargement and the unprecedented intensities of color provided by chromogenic printing and notable reprint technologies, such as Lamda and Ultra Giclee. Another 798 exhibitor, the photographer Huang Qingjun, however, has U-turned through the advances of such technologies with his project Family Stuff (家當, 2013), for which he solicited family groups to pose outside their homes amid careful arrangements of their household goods. Despite the presence of new cars and gadgets, the thermos flasks, weathered doorway paint and furniture covers in most of these images set most of them in a chromatic scale that is more emotionally familiar from previous decades. All photographs of human subjects are performances, but successive waves of Chinese avant-gardism have also accommodated photographs as documentary stand-ins for acts of performance art whose enactment few if any other than the artist were present to witness. Ai Weiwei's finger gesticulating unequivocal disdain in the direction of the Gate of Heavenly Peace is now a classic example (Fieure 19.7).

Vibrant discussions of photography in China are a recent phenomenon. The post-Mao freedom to get hold of cameras and point them at anything emboldened wider discussion of what made a good photograph, but its scattered documentation awaits proper study. Radical changes, such as reconstructing cities and dismantling state industries, engendered also new discourses. Demands to review a hitherto unevenly visible visual past were soon satisfied by new forms of publishing, the most successful of which has been a publication aptly entitled Old Photographs (Lao zhaopian). Published two or three times per year since its first appearance in 1996, Old Photographs enjoys an extensive readership. Its founding editorial policy was simple but edgy: to receive and publish contributors' photographs that are more than twenty years old. No one needed to elaborate what era had finished exactly twenty years before 1996. The demands to contributors have remained equally straightforward: to accompany any submitted photograph—or group—with a text to specify its content and enlarge upon its significance. Inevitably, much of the writing is personal, making Old Photographs contributions eminently readable within its effective meeting station for those intent on reclaiming visual fragments of their individual and common pasts. Old Photographs substantiates the irony that rapid modernization excites ever sharper awareness of the speed of change and a need to hold on to the past, but this is by no means unique to China. Experiences of the Cultural Revolution feature quite regularly among those of other decades, but a few submitted images date from the 1870s. The editors of Old Photographs responded adroitly to the enthusiasm to address images from the past, but their considerable success capitalized only on a sensitivity that had been widespread for some time and has since permeated the internet (Krebs 2004; Feng 2006: 2-19: Wu 2016: 219-49).

[image: ]FIGURE 19.7: Ai Weiwei, Study of Perspective, Tiananmen Square, 1995. With kind permission of Ai Weiwei.

The community of writing on photography in China still requires a more visible forum, but its tone now is more lively and varied, A situation in which almost all published essays, anthologies, and a few survey histories were produced by an elder generation of photographers—usually members of the China Association of Photographers—is no longer true. A similar shift toward democratizing photography's critical terms has occurred in Taiwan. And, either side of the Taiwan Straits, staff at technical colleges and university departments that teach visual culture and journalism take increasing note of each other's programs. Academic life was not always so open. Despite the production of two Chinese translations of Roland Barthes's La chambre claire (Camera Lucidaj, published in Taipei and Beijing respectively in 1995 and 2002, the second translator seems to know nothing of the first (Xu 1995; Zhao 2002).

The field could still be more productive, and its criticism more exacting. One of China's most prominent media historians, Gu Zheng (2010), proposed that historians of photography in China need to "excavate" the objects of their research. Gu meant this only as a Foucauldian swipe at the status quo, not as any advocacy to open tombs—even though the archaeology of photography has furnished the sensational retrieval of an 1866 photograph from a Japanese royal tomb (Ozawa 1996: 179). Gu's metaphor is interesting for other reasons. Archaeologists are obsessed with contextual realities for the obvious reason that excavated objects are resolutely mute. Gu intended to criticize modern academia and journalism in China for their persistent failure to address images with more sensitivity concerning, for example, media context, material form, and publication history (or lack thereof). Through the same appeal to dig, Gu is no less sparing in his criticisms of a hitherto conservative field that requires trenchant spadework to lay it bare.

Gu's harsh summary is a timely reminder that the success of a publication such as Old Photographs has been a mixed blessing. Its editorial aims do not minimize the common bias to use photographs as historical documents with little intense interrogation of their status as images. Older photography journals (e.g., Dazhong sheying ["Photography for the Masses"]) may not have been so enthralling, but their purposes have been by no means irrelevant. That they have been more tightly state controlled and more amenable to publish approved photographic expressions of successive government policies is no excuse not to engage with a major field of cultural production even within these confines. However, even if Gu professes a position reminiscent of one of the typically hothead exclamations of the earlier critic and teacher Moholy-Nagy—namely, "The illiterates of the future will be the people who know nothing of photography" (quoted in Jeffrey 1981: 111)—Chinese university teaching programs and the content of recent MA theses show that a Chinese field of discourse on photography past and present is emerging in step with the visual turn that has characterized the social sciences and humanities internationally.

WORKING WITH ARCHIVES

The state of the field must also be inflected by the condition of its archives. What, then, is there to work with? The unconditional reliance of the publication Old Photographs on the visual means that the entire series of Old Photographs now condenses within its pages an unparalleled archive of images going back almost to the beginnings of photographic practice in China. Older journals dating from the 1950s onwards offer invariably shorter coverages, but researchers willing to analyze their contents would discover rewarding insights. The imaginative work of Cheng-hua Wang (2012) and Joan Judge (2013) uses earlier journals to explore the photographic themes of cultural heritage and feminine portraiture in relationship to particular reprographic technologies, publishing strategies, and economies of distribution.

Archives of photographs in China are otherwise far less conveniently organized, and the internet ocean of endless image reproductions is a space whose navigation still demands a lot of patience and perseverance. Many western museums and libraries mostly hold collections of nineteenth-century work, executed by western photographers, identifiable Chinese studios, and by unknown Chinese photographers. The Royal Photographic Society granted membership to many Chinese applicants as early as the 1890s, and a few boxes of submitted work survive. The annual membership lists of the Société photographique feature no Chinese names before the Second World War.

Eventually archival access, cataloguing, and source attribution may improve, so that online references to specific images and to collections become the best hope for the future. Hitherto, wherever records of photographs are accessible, providing information on visual material's original authorship—photographers, studios, retailers, and publishers—and identifying early circulation histories are seldom high priorities. Even Old Photographs' attention to such details is far from even. No national museum of photography yet exists in China, an absence that reinforces the false impression that China's history of photography was first imported from outside China. The China Association of Photographers in Beijing centralizes photographs, artifacts, and documents, but, while this has benefited some of its members to produce informative articles and books, the material is discretely guarded. In Japan, by contrast, the Tokyo Photographic Art Museum has since its foundation in 1990 assumed an international function in presenting Japan's history of photography and maintaining an impressive reference library, even though several public collections of individual Japanese photographers in various provincial centers predate it. Chinese contemporary museums of art do not operate consistent policies concerning the acquisition of new photography, and the curatorship of most new work is in the hands of its creators and private collectors.

Chinese guardianship of photograph collections is determined largely by external factors, most commonly the efforts to preserve local histories and commemorate important lives. This is logical and laudable, but it inevitably strengthens a dead hand's grip to prevent more creative use of the material in the wider field of visual studies. Lu Xun (1881-1936), for instance, twentieth-century China's most celebrated writer, is the focus of memorial halls in Beijing and Shanghai—he lived for a period in each— where photographs dominate the displays. Their explanatory drive meets primarily the chronological demands of biography, but the material is worth as much in its visual anthropological significance. Too little of the rich information inscribed on them (and in Lu Xun's diaries) is exploited to understand this particular subject's unabating need to visit studios, his loyalty to certain Chinese and Japanese establishments, his preferences for dressing up and posing, his distribution of the images, his inscribed addresses to himself, and his private attitudes to self-representation—lenient compared to the vitriol he poured on others doing anything similar. His most famous essay on photography, published in 1925, blasted the decadent habit of "second me" (erwo) images, conveniently forgetting that in 1909 he had posed for a conventional portrait in the famous Hangzhou studio of this name. Immediately apparent in this brief example is the potential value of a study of the conflicted attitudes to photographic fashion in one of its most flourishing eras, not to mention a more incisive way to deal with archival contents.

In many instances, photographs are classified as historical documents, and the increasing digitalization of collections makes direct access to original imprints often difficult. The most extensive collections will require some time before an exhaustive survey of their contents is possible. Secondary access to the first photographs to be published in dedicated photography journals is possible via major library collections of the earliest editions published from the late 1920s onwards. Most of these were the periodical journals of photography societies headquartered in the larger cities. When society members wrote for these journals they almost invariably adopted strongly anticommercial positions, apparently indifferent to the fact that several of these journals were distributed from the premises of fashionable city studios.

Because the publication of society journals—few of the original photographs survive— coincided with various western art photography movements, these journals have often provided the main coordinates for evaluating the period's photographic forms and content (Kent 2013; Schaefer 2010a). Only recently have equally influential activities and publications in the Soviet Union and Japan caught historians' attention (Ricketts 2013). The history of photographers and the media that published their work in the communist bases after the outbreak of full-scale war with Japan in 1937 has lagged even farther behind. Political sensitivities in China were partly the cause of this (Ho 2009: 11-13), but so too was a myopic attitude in- and outside China that the production of that era added up only to propaganda, produced according to the common supposition that no one in particular was responsible for it. The archive of its existence and relevant knowledge has grown since the 1980s, thanks largely—and significantly—to the efforts of surviving students and family descendants of some of the photographers responsible (Gu and Fang 1989; Jiang 1998).

An enduring difficulty for all these categories of photographic work from the 1950s to the 1970s—one that increasing access to press archives may eventually remove—is managing to identify exactly what work professional photographers gained approval to release when. Since the 1980s Chinese publishing houses have dedicated considerable resources to bringing out retrospective collections of numerous photographers' work beginning sometimes as early as the 1950s. However, until researchers get a firmer grip on the problem, exactly what historical existence these images ever had remains enigmatic. For example, no circulation history is yet available concerning Xue Zijiang's view of Buddhist carvings with its aerial viewpoint—reminiscent of contemporary Soviet practice—and its dramatic contrast between two depths of field (Figure 19.8).

Showing tiny human figures beside a gigantic religious icon was no doubt provocative, even if the composition suggested also a positive sense of reappropriation. It differed emphatically from the more distant panoptical and frontal view captured and published hitherto mostly by western and Japanese photographers. With their free access consigned to the past, Xue's image included space below a vertically aligned sky for the departing visitors who have just stood—but perhaps not prayed—in front of a cultural monument whose status as such has been reauthorized under the establishment of a new state. Whether or not these are valid inferences, did the image ever exist as any sort of published visual statement in or soon after the year it was made? That the editors of the volume containing this image captioned it incorrectly—the site is Yungang—suggests that it might have had no earlier publication history. To know the answer would almost certainly force an adjustment of how to read its significance, and it would typify the broader point that visual archives are imprecise tools until the means exists to exercise better control over their historical and categorical meanings.

Finally, at a less formal level of activity described loosely as "unofficial" (minjian), the enormous growth in trading photographs at weekend markets and on the internet has enabled individuals to emerge as the most discerning collectors and accurate critics. Their patient gathering of material represents an archive in a gradual state of accumulation. Some of the contributors to this multicentric process constitute groupings associated with libraries, archives, and publishing houses, but their true creativity emerges in the generally out-of-the-way documentation that they place in short news columns, archival journals, and auction catalogues. A few have released thoroughly researched surveys of their material. Tong Bingxue (2015), for example, has published a historical study of early studio commerce throughout China that will be unmatched for many years to come. Other collectors, namely Tan Jintu and Xu Zhongmin, are engaged with documenting regional histories—and creating teaching materials—concerning photography's histories in Suzhou and Hangzhou.

[image: ]FIGURE 19.8: Xue Zijiang, Longmen [sic] Stone Buddha, 19S8. After Xue Zijiang sheying zuopinji, Shanghai Renmin meishu chubanshe, 1983.

FINAL REMARKS

The above discussion and the few images that illustrate it present themes within the wider outline of many possible histories of photography in China. Although selective, they emphasize a shift toward pictorial ambitions that established standards of fashion and expectations of aesthetic Tightness—according to whomever had first claim on its definition. One of the main emphases in the early sections of this chapter was to show how early Chinese producers and users of photography elaborated their own resources in the practice of a global medium, but at the same time marked exciting departures into local priorities of habit, culture, and performance, thereby establishing a visual language entirely proper to themselves. The best work of recent exhibitions and publications from China suggests that this creative process of departure is regenerative. The future of photography studies in and outside China—photography is too important to be solely an internal Chinese preoccupation—will be contingent upon the inevitable emergence of new thinking within the field of photography as both practice and theory, and equally dependent upon the tighter organization and exploitation of Chinese photographic archives, not to mention the unearthing of new ones. An era of confident expectations that the new medium of photography would communicate outwards from Paris in everwidening circles ended quite quickly. Another set of circuits enabling photography from China to communicate far beyond China's designated zones on the global map has been in existence for longer than many have noticed.
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CHAPTER TWENTY
From Authenticity to Intimacy

Practicing Photography and Studying its History in Czechoslovakia and the Czech Republic

EVA PLUHAŘOVÁ-GRIGIENĖ

Amongst the many initiatives celebrating the 150th anniversary of the birth of photography worldwide in 1989, an exhibition held in Prague stood out for its ambition to give a so far missing balanced account of the history of the medium. Entitled Co je fotografie. 150 let fotografie (What is Photography? 150 Years of Photography), this exhibition included contributions from Central and Eastern Europe that have been hereto neglected by Western scholars. On the pages of the accompanying catalogue Daniela Mrazkova, one of the curators, declared that the exhibition, which gathered 1,200 masterpieces from twenty countries prefigured the recovery of the European cultural integrity after decades of political division of the world into socialist and capitalist camps, She identified two reasons for the absence of examples from Central and Eastern Europe in the canonical history of photography: first, Iron Curtain politics that have hindered mutual appreciation, creative encounters, and cooperation, and second, lack of comprehensive accounts of national histories of photography within Central and Eastern Europe (Mrazkova 1989: 10).

Today, over twenty-five years after the collapse of the Communist Bloc, the long impact of the Yalta conference on the development of art and art history in the region is still felt (Piotrowski 2009).1 Photo-historians continue to lament asymmetrical perceptions that exclude local narratives (Birgus 2012: 66), as well as the fact that, apart from the history of the avant-garde, photography from Central and Eastern Europe remains under-researched (Tupitsyn 1997; Macek 2008; Dewitz 2009). Although in Czechoslovakia, as in the other former Soviet "satellite states," socialist rule lasted only about fifty years, the geopolitical division of postwar Europe into spheres of influence of the Soviet Union and of the Allied forces under the leadership of the United States shapes perceptions to this day.2 Even now exhibitions of contemporary photography from this region, organized in the former "West," emphasize otherness and "cultural distance" (Maggia 2009a; Bezjak 2012: 4).

In this chapter I survey some of the photographic practices and discourses that seem to have been prevalent in the former Eastern bloc in the 1980s based on their influence on exhibition activities and photographic literature in Czechoslovakia and the Czech Republic. In doing so I seek to describe some recurring themes in current photographic research in the region, and relay them to dominant studies of photography from other geopolitical and cultural environments when it is relevant to do so. I take inspiration from the aforementioned 1989 exhibition in Prague as the same year, bringing to an end the split between West and East, marks a political and societal turning point for Czechs. After months of popular demonstrations that culminated in a general strike on November 28, the socialist regime came to an end after forty-one years, as democracy and capitalist economy were introduced. Aiming to introduce some insights into the study of photography in socialist and post-socialist European context, I discuss literature and photographic works in relation to three historical periods, split based on conventional sociopolitical periodization. I first deal with photographic practices of late state socialism around the event of the signing of Charter 77 and up to 1989.3 I then consider the transitional period of the 1990s, which saw the separation of Czechoslovakia into the two independent states of the Czech Republic and Slovakia in 1993. Lastly, I focus on the decade that followed the Czech Republic's accession to the European Union in 2004. Through my discussions, I survey a number of photographic practices and discourses. These range from the documentary genre often considered as the "family silver" of Czech photography of the 1980s (Láb 2009: 104), commercial press and advertising photography in the 1990s which now functioned under market economy conditions, and photo-based art works of the 2000s and the questions of identity and memory they raise in a post-socialist society. These diverse perspectives will provide an insight into a wide spectrum of photographic practices and clarify how these practices relate to the political and societal conditions in socialist Czechoslovakia and in the democratic Czech Republic.4 I bring the chapter to a close with an outline of possible pathways for future research.

ALTERNATIVE TRUTHS—DOCUMENTING THE LONG 1980S

After the end of the Stalinist rule and following the political thaw, at the end of the 1960s Czechoslovakia had seen the development of one of the most liberal cultural scenes in socialist Eastern Europe. The Soviet-led invasion in August 1968 that ended the political reform movement of the Prague Spring and restored authoritative rule in the following years resulted in an overall sentiment of resignation to the tacit arrangement of life under the implementation of Soviet-style socialist ideology. While citizens were expected to routinely express their loyalty to the regime in public, an actual belief in the socialist project was no longer demanded. During this period of "normalization" or hardline restoration of the status quo, the main prohibition placed upon the citizens was not to question the regime's legitimacy openly (Macek 2008: 5). In the 1970s and 1980s photography received less attention from censors than journalism, film, or literature (Birgus 1991: 2; Dufek 2007a: 753). While open dissent forced photographers to opt either for dissident practices or for exile, within prescribed forms of photographic culture there was still some freedom of expression, both in professional and amateur spheres. Recalling her work from 1971 to 1977 as editor-in-chief of the quarterly Revue fotografie, which was among the most influential photo magazines in the Communist Bloc, Daniela Mrázková stated that "[a]t that time we practically had two cultures—an official one and an in-official one. They were interpenetrating. But, you see, almost anything was possible if you knew how to do it" (Mrázková and June 2009: 25-6).

This commonly accepted distinction between "official" and "in-official" culture, and subsequently between "official" and "in-official" photography, fundamentally structures the writing on photographic practices in socialist Czechoslovakia since the Velvet Revolution of 1989. "Official photography" might be understood as all photography that conformed to political doctrine and hence met the censors' approval. Conversely, "in-official" photography is a reference to alternative, nonconformist photographic production that as such often remained unavailable to a wide audience. However, this distinction is highly problematic as will be discussed below. In an attempt to right the wrong inflicted upon the category of "alternative photography," immediately after 1989 it became the subject of several articles, exhibitions, and publications.5 Over the following years it was this type of Czechoslovak photography that came to form the new canon of the local historv of photography.

In 1990, Bohuslav Blažek was amongst the first to enhance this process of the canonization of "alternative photography." He published three essays in the monthly magazine Československá fotografie in which he divided in-official photography of the 1980s into the subcategories of "banned photography," "unbanned photography," and "suspicious photography" (Blažek 1990a, 1990b, 1990c).6 The first category comprised photographic images opposing the prescribed norms of representing reality and showing events or behaviors that were officially denied (Blažek 1990a). The primary aim of these pictures, Blažek argued, was the civic duty to testify, for example, Josef Koudelka's (b. 1938) iconic images of people's resistance to the Soviet invasion in 1968 that were later smuggled out of the country and anonymously circulated in Western media. The category of "banned photography" also included Dagmar Hochová's (1926-2012) documentaries of commemorative meetings of legionary veterans (men who during the Second World War had fought in the Allied armies against the Third Reich), a topic not uncontroversial as it challenged the official historical narrative of the Communists forming the only true resistance against the Nazi occupation. Blažek (1990b) labeled those images that did not directly oppose, but displayed ambivalence towards state celebrations such as the May parade as "unbanned photography."7 A number of photographers, among them Dana Kyndrová (b. 1955) and Jaroslav Kučera (b. 1946), have recorded these political rituals in the late 1970s and 1980s in an ironic fashion, presenting boredom of the officials on the tribunes, and the unintentional comedy of the participants' activity (Figure 20.1). In the category of "suspicious photography" Blažek includes photographs that did not confront the system directly, but addressed "undesirable" subjects that according to the regime were non-existent in socialism, for example poverty (1990c: 315). As representatives of this category he named for example Viktor Kolář (b. 1941) and Jindřich Štreit (b. 1946).

Most photographic representation in socialist societies in the following decade adopted an approach that suggested an absolute opposition between "alternative" and "official photography," especially in the context of art. Although this binary model of socialist culture has been criticized as insufficient to explain the complex interplay of its ideas, values, and realities (Yurchak 2006; Kolář 2016; Pullmann 2016), for a long time it remained unquestioned in relation to photography. However, through the exhibition Třetí strana zdi (The Third Side of the Wall) at the Moravian Gallery in Brno in 2008, curator Antonín Dufek tackled this problem, at least with reference to Czechoslovakia. In the exhibition catalogue he argued that during the socialist period photographers were

[image: ]FIGURE 20.1: Dana Kyndrová, 1. máj (1 May), from the series Kontunistické slavnosti (Communist celebrations), Prague, 1983. Courtesy of the photographer.

neither collaborators nor dissidents, but belonged to the "majority of artists [who] formed a social stratum ... [and were] seekers of alternatives ... to the official requirements of the ruling establishment" (Dufek 2008: unpaginated). Dufek also used the catalogue to organize the extensive photography collection of the Moravian Gallery between 1969 and 1988 into five categories. The second and by far the largest section in the catalogue is dedicated to documentary photography and it is split into no less than six subdivisions.8 Within this genre Dufek (2007a: 757) and other scholars identify critical-sociological documentary as the main trend (Birgus 1991: 4-9; Dufek 2008: unpaginated; Birgus and Mlcoch 2009: 198). This trend peaked in the second half of the 1970s and early 1980s with individual and collective projects that challenged the officially desired positive images of a prosperous country. Topics covered by these photographers ranged from urban redevelopment, dacha owners, and rural life, to people excluded from the "healthy core" of socialist society, such as inmates of care homes, homosexuals, and alcoholics. Pictures treating such subjects, by photographers such as Pavel Štecha (b. 1944), Iren Stehli (b. 1953), Libuše Jarcovjáková (b. 1952), Ivan Lutterer (1954-2001), or Štreit were assembled in a momentous series of exhibitions curated by Anna Fárová (2010) that stretched over two decades, from the late 1960s to 1989.

Fárová was one of the first dedicated photography historians and curators in the Czechoslovak context. She published local and international monographs and exhibition catalogues on photographers of worldwide renown such as Henri Cartier-Bresson (1958), André Kertész (1966), and Robert Capa (1968 in the USA and 1973 in Czechoslovakia), as well as Czech "classics" such as Eugen (Evžen) Wišovský (1964) and František Drtikol (1973). Since 1970 Fárová had been responsible for establishing the photography collection of the Museum of Decorative Arts in Prague, which today boasts the most important museum holdings of Czech photography. In parallel she taught at the prestigious Film and Television School of the Academy of Performing Arts (FAMU) in Prague—one of the core institutions of Czech cultural innovation—a position thanks to which she introduced a whole generation of young photographers to current international trends. However, after she signed Charter 77, Fárová lost both jobs, and subsequently had to restrict herself to realizing exhibition projects in semi-official spaces (the foyer of a fringe theatre as one example).

In 1981 Faŕová organized an exhibition of over 1,000 pictures in the former Cistercian monastery of the provincial town of Plasy (Fárová, Skalník, and Šimánek 2009). The aim of the show was to present photographic series that conveyed a sense of the "here and now" and focused on the subject of humanity, showing people in a spontaneous, straightforward manner. As a result, Fárová recalled in 1989, images reflected a sense of life and identities that ranged "between Svejk and Mr. K." (Fárová 2010: 297), thus comparing life in "real socialism" to the shrewdness of the most prominent character of Czech literature created by Jaroslav Hašek and grotesque constellations in Franz Kafka's writings. This comparison reveals the ethical dilemma of working sincerely in a visual regime distorted by censorship, which according to Marek Pokorný made "the issue of the moral aspect of photography ... hypertrophic" (2008: unpaginated). Documentary photography provided a niche for this kind of expression, because it was produced mostly without assignments, had limited possibilities to be published in books or in the press, and was shown, if at all, outside official exhibition spaces (Birgus and Mlčoch 2009: 198).

Against this background the case of Jindřich Štreit appears all the more singular. His work from this period not only earned him the status of one of the most important Czech documentary photographers of the 1980s, but in 1982 it also led to his conviction for the defamation of the Czechoslovak Socialist Republic (Moravská galerie v Brně 1999). Štreit was imprisoned following his participation in a small exhibition of "alternative art" in Prague. After four months in custody, Štreit was sentenced to ten months in prison and let out on probation for two years. The charges against him were based on an interpretation of his photographs. Since 1978 Streit had dedicated his photographic work to systematic documentation of village life, including bored workers on the collective farm, tedious political meetings, and leisure activities against the background of poverty and decay (Figure 20.2). In the verdict given in his court case, Štreit was accused of deliberately focusing on dilapidated buildings, debris, and disarray, and photographing "dubious types" such as "imbeciles, filthy and unshaved" people (Pospěch 2010: 233-42). Such representation was deemed threatening, because, as the verdict reads, "[in the] public imagination there is a fixed persuasion that photography cannot distort; that photographs show situations the way they were in reality. Photography is thus suggestive and it influences the opinion of the beholder" (Pospěch 2010: 241). While insinuating that Štreit wanted to present his photographs as objective testimonies, this phrasing reveals the state's own policy toward visual representations, namely, that they must focus on the bright side of life under socialism and validate the images they show as credible reflections of reality itself (Pluhařová-Grigiené 2014: 476-7).

[image: ]FIGURE 20.2: Jindřich Štreit, Nesou pivo (They carry beer), Vrbno, 1981. Courtesy of the photographer.

Conspicuously missing in the accounts about the history of photography in Czechoslovakia are the uses of the medium by the state, for example, for surveillance. In a book that accompanied the 2008 exhibition Praha objektivem tajné policie (Prague through the Lens of the Secret Police), Jan H. Vitvar considered such practices as the reverse side of the now much appreciated works by Kyndrová, Štreit and Kolář, indicating other aspects of hidden socialist reality (2008: 12). The exhibition was organized by the Institute for the Study of Totalitarian Regimes together with the Security Services Archive, the latter of which holds the photographic archive of the Secret Police (StB) Surveillance Directorate containing some 7,000 files (Bosák 2008; Žáček 2008). Specially trained members of the Surveillance Directorate—which in 1989 consisted of 795 servicemen and women—"shadowed" the opponents of the regime such as dissidents and church dignitaries, and citizens of foreign countries. It employed small cameras to keep surveillance inconspicuous. These included for instance the 35 mm German-made Robot that allowed the "tail" to take four pictures per second, and the F21 camera, which was originally manufactured exclusively for the KGB with an exceptionally sharp and exchangeable 28 mm lens and could be easily hidden even in a purse (Bosak! 2008: 49). The presentation of surveillance photography in a public exhibition testifies to the systematic persecution of ordinary citizens and thus to the modes of repression employed by the Communist regime. However, by naming the image-makers mentally ill and morally corrupt (Vitvar 2008: 10), the show and catalogue dispose of the question of how the regime managed to recruit such a large number of men and women to survey society, and how much surveillance and censorship, denunciation and mistrust were an integral part of life in Czech society during that period.

[image: ]FIGURE 20.3: Ivan Kyncl, Symbol Charty 77 (Charter 77 symbol), Prague, 1977-1980, Archiv der Forschimgsstelle Osteuropa an der Universitat Bremen, FSO 2-042 Kyncl. Courtesy of Alena Melichar.

The work of Ivan Kyncl (1953-2004), the chronicler of Charter 77 and, later in his Tondon exile, a recognized theater photographer, offers a means to encounter alternative visual narratives to those perpetuated by the state (Figure 20.3). Prior to his forced emigration in 1980, Kyncl not only systematically documented dissident events and private lives of the signatories of the Charter, but, taking a great risk, he also captured officially denied state persecution practices (Hamersky, Huhn, and Schattenberg 2014; Hamersky 2015). A spectacular example of the latter is a series of photographs of the surveillance of the reform-communist politician Frantisek Kriegel from 1977. Having taken these images, Kyncl had them smuggled out of the country. Their publication in the Sunday Times provided for the first time the visual proof of the violation of human rights in the ČSSR (Hamersky, Huhn, and Schattenberg 2014: 63).9 Kyncl is seldom mentioned by Czech photography historians: Blazek (1990a, 1990b, 1990c) does not seem to be aware of him, while Dufek mentions him as an exile photographer (2007a: 794) but not among the dissident photographers whom he names (2007a: 764). These omissions might be explained by the fact that Kyncl has been living in Great Britain since 1980 and his estate went to the Research Centre for East European Studies at the University of Bremen (Germany).

Another factor that might have contributed to the marginalization of some photographers is a tendency of Czech photographic scholarship to follow a traditional art historical mode of analysis, classifying works according to (artistic) achievements, genres, and styles. What is left outside of these categories subsequently remains unknown. For the same reason, Miroslav Tichy (1926-2011) might have remained unknown in the Czech context and worldwide had curator Harald Szeemann not "discovered" him in 2004 (Lenot 2009). Transgressing boundaries of socially accepted behavior, Tichý used crude handcrafted cameras made of cardboard and duct tape to take candid pictures showing mostly women in mundane situations, sunbathing and shopping for instance.

Jan Saudek (b. 1935) is another Czech photographer who has known wide international success but for a long time received little attention in his homeland. Since 1977 Saudek has produced hand-colored staged photographs concerning universal topics such as relationships between men and women and the process of aging. Inspired by nineteenth-century studio photography, Saudek's mise-en-scenes sometimes tread a thin line between inventiveness and kitsch, and his erotic nudes breached the boundaries of the rather prudish socialist moral standards (Birgus 1991: 2). Saudek's early work provided inspiration for a younger generation of artists, who in the 1980s turned staged photography into a major local trend. A group of Slovak students at FAMU, including Tono Stano (b. 1960) and Rudo Prekop (b. 1959) who took Czech nationality after completing their studies in Prague, developed the staged tradition toward postmodern playfulness (Pospech and Fiserova 2014). This trend not least marked a departure from the ideal of the objective, authentic, and morally affective photography that was commonly associated with humanist photojournalism. In this regard, one text by Birgus, titled "The Indecisive Moment," was influential in the Czechoslovak context. Published in Československá fotografie in 1978, Birgus's essay provided an overview of contemporary trends in Western documentary photography that opposed Cartier-Bresson's concept of the decisive moment (Pospěch 2010: 214-17). While acknowledging the international character of what Birgus called the "style" of the indecisive moment, it makes a distinction between the manifestations of this style in capitalist and socialist contexts. According to Birgus, in both cases the rejection of dramatization led to an aesthetic of authenticity. However, in capitalist countries this resulted in photographs that seemed to take a detached and thus rather unconcerned position toward the subjects they showed, even if those were people in distress. Conversely, in the socialist context, a sympathetic approach prevailed, and aesthetic components were emphasized (Pospěch 2010: 217). While this snub at capitalism falls in line with official Communist rhetoric—and it is possible that the author had to make ideological concessions—Birgus's observation that sympathy (and humor) represent features common to documentary photography from the socialist countries of that time would seem accurate. Birgus also mentions that, unlike their Western peers, photographers in Czechoslovakia mainly focused on formal experiments, and tended to prefer black-and-white photography. This trend of establishing diverse photographic approaches came to be described as "subjective documentary" and "visualism" (Dufek 2007a: 765-8; Pospěch 2014: 174-81).

Students from all over the Communist Bloc came to study at FAMU, contributing decisively to the attraction of Prague as a center for the study of photography. Apart from the College for Graphics and Book Art in Leipzig (GDR), until 1989 FAMU had remained the only educational institution for the visual arts behind the Iron Curtain that granted academic degrees in photography. The expansion of museum photography collections was another important aspect of the Czechoslovakian photographic milieu of the 1980s. Important sources of information on international trends in photography were magazines such as Československá fotografie and Revue fotografie, even if between 1977 and the liberalizing currents of Perestroika in 1985 the content it features suffered rigorous censorship. Furthermore, in contrast to the situation in other socialist countries, where in line with the Soviet Union model professional photographers were required to hold membership of the Journalists' Unions, a photography section within the Artists' Union existed in Czechoslovakia from 1949. Members of the Artists' Union could work on a freelance basis and had access to studio space, equipment, and assignments (Birgus and Mlcoch 2009: 325). Additionally, within the Union of Czechoslovak Photographers that provided a platform for amateur photographers, the Institute of Art Photography offered a niche for creative photography (Birgus and Voitěchovsky 1996: 49).

Framed primarily as art then, after 1989 these photographic practices enjoyed a considerable attention in comprehensive overviews, which were mostly published to accompany photography exhibitions and museum collections (Dufek 2008; Birgus and Mlcoch 2009; Moravian Gallery 2011; Bieleszová 2012). This framing "as art" is usually combined with a morally charged perception of photography of the socialist times, which seems to necessitate a reference to the "alternative" qualities detected in the works discussed. While as I explained earlier, "alternative" photography of the 1980s was the subject of an elaborate analysis, the category of "official photography" had been neither defined nor analyzed. Sometimes writers characterize "official" photography as "boring" and "uniform" (e.g., Birgus and Mlčoch 2009: 198). In focusing on form, they tend to neglect to address questions concerning specific actors, events, and the nature of power relations within the institutional organization of photography that guided the production of photographic images.

Written from the point of view of a photographer, curator, theoretician, and a witness to the historical period I discuss in this part of the chapter, Josef Moucha suggested that the leading photography critics of his generation lacked critical detachment. As a result, the increased interest in photography since the 1990s, marked by survey exhibitions, catalogues, and workshops, failed to produce more than a "re-iteration of long-received data and contexts" (Moucha 2011: 112). Furthermore, Moucha raised the inconvenient subject of the membership of the Communist party, and what it meant for photography historians and their research. To consider this point, he mentioned the influential couple Daniela Mrázková and Vladimír Remeš, claiming that Remeš's party membership might have helped them establish their position during socialism, and did not affect their careers when the regime changed. While both Mrázková and Remeš had contributed to propaganda publications (Moucha 2011: 113), they had also used their position to tackle ideologically precarious topics, such as Soviet war photography. Moucha does not mention that however. The complexities of operating in-between "official" and "in-official" activities represent a topic that local research so far has not fully addressed.

GAINS AND LOSSES—TRANSITIONAL YEARS

The installation of a democratic administration in Czechoslovakia removed limitations on the circulation of information, granting freedom of expression and travel. However, the period of transition from command to free market economy prompted processes that restructured social institutions and was characterized by harsh economic conditions. Under these circumstances, photography in the country was used in innovative ways as photographers found new inspirations. At the same time however, it also faced some losses. The first assessment of the state of photography in this new situation was presented in the volume Česká a slovenská fotografie dries (Czech and Slovak Photography Today). Dedicated to developments in photography of the previous decade, it was published in 1991 by a collective of authors. It was originally planned as the first issue of an edition series of the long-standing quarterly Revue fotografie. However, similar to other established quality periodicals Revue fotografie did not survive long under the new capitalist conditions. In the introduction to the volume, Vladimír Birgus (1991) rated the achievements of photography during the 1980s. He concluded that on the whole, despite externally imposed restrictions, this decade proved to be immensely fruitful for Czech and Slovak photography. According to Birgus, however, there remained areas where local photographic practices could not compete with international counterparts. He found these deficiencies to be most prominent in the fields of press and advertisement photography.

For Birgus (1991), press photography suffered from censorship immensely and much more than documentary photography for example. With certain exceptions press photography produced predominantly descriptive, uninventive, and stereotyped images. Exceptions include sports photography and reportage photography of the dramatic events of 1989, such as the flight of GDR-citizens onto the territory of the West German embassy in Prague during the summer captured by Karel Cudlm (b. 1960). In Birgus's opinion, Czech and Slovak press photography lagged behind Western photojournalism for numerous reasons. Former censorship was one of these, but Birgus also recognized availability of financial support, the low standards of technical equipment, and poor print quality as some additional relevant factors (1991: 9-10). Birgus felt that the ongoing increase of prices for paper and printing, and the commercialization of periodicals gave no reason to be optimistic about the future of the genre.

Yet, new periodicals, notably the weekly magazine Reflex—that featured regular contributions by Jan Šibík (b. 1963)—attempted to raise the level of photojournalism, which now was produced mainly in color. Some of these periodicals did not survive beyond the first year, notably the ambitious daily Prostor, which was edited by Pavel Štecha. Similarly, new private photo agencies such as Radost in Prague, modeled on the Agence Vu and Magnum, had to close (Dufek 2007b: 984). An event that helped local photojournalism to gain professional esteem and impress the public was the annual competition Czech Press Photo, founded by Daniela Mrázková in 1995. Not-for-profit civic organizations such as Člověk v tísní (People in Need) that was founded by a group of war reporters and foreign correspondents in 1992 also played a role in enhancing the relevance of photojournalism in the country.

Despite these efforts, as Birgus and Mlcoch claim press photography remained in the shadow of documentary photography during the 1990s (2009: 265). It was documentary photography that saw former taboos dismantled after 1989. Photographers active in the two previous decades pursued and expanded their interests in formerly marginalized topics. One such topic was Jewish history and culture in the Czech lands. For instance, Jaroslav Kučera (b. 1946), Pavel Jasanský (b. 1938), and Dana Kyndrová catalogued neglected Jewish cemeteries. Karel Cudlín and Pavel Dias (b. 1938) portrayed Jewish life in Prague and in Israel (Dufek 2007b: 983-4). Many older photographic projects were now exhibited and published in catalogues and photo books, including those of émigrés whose work under the previous regime had been ignored for their critical stance towards the regime. Most of these were accomplished by the newly established Prague-based publishing houses Fototorst and Kant.

The question of Czechoslovak unity—which in practice often meant that Slovak issues came second—belonged to the field of subjects that the previous political regime forbade considering. The feeling of neglect of a Slovak perspective in regard to the history of photography in Czechoslovakia was expressed in Václav Macek's 1991 polemic and largely still topical essay "Československá fotografie?" (Czechoslovak photography?). The author lamented that the term "Czechoslovak photography" concealed a thorough ignorance of the history of the medium in Slovakia, nourished by very different historical circumstances and cultural influences.

Macek (1991) calls attention to the erroneous, yet broadly accepted assumption that the term "Czechoslovak photography" is synonymous with "photography in Czechoslovakia." If that is so, he argues, the study of photography in this region would pay equal attention to the photographic contributions and developments made also by historical minorities in the country, mainly Germans, Hungarians, Poles, and Ukrainians, who do not feature at all in general accounts of the medium's history (Macek 1991: 19). Furthermore, applying the concept of a Czechoslovak national identity to the study of the history of photography in the region would in fact compel scholars to work within ahistorical frameworks, as Czechoslovakia was founded as a state only in 1918 and was part of the Austro-Hungarian Empire for centuries prior to that moment. Speaking of Czechoslovak photography in the nineteenth century would therefore be misleading. It would equally be irresponsible to apply the term in the study of photography in the region between 1939 and 1945 as, according to the logic of the argument, one would in fact need to speak of State Slovak and Protectorate photography (Macek 1991: 19).

Although Macek's suggestion to speak of Czech and Slovak photography had become the norm almost instantly after 1991, his remarks still seem relevant, as the photographic contributions made by members of ethnic and religious minorities in the region are still understudied and underrepresented in local historical studies in the field.

In accounts of the history of photography of the 1990s, there is a noticeable sense of loss as well as of uncertainty concerning the adequacy of the existing categories of photography. Authors speak of a postmodernist-inspired blend of documentary, reportage, commercial, and fine art photography (Pospěch 2003: 19; Dufek 2007b: 996-7; Fišerovà 2009: 74; Birgus and Mlcoch 2009: 283, 287; Banka 2011: 2), and observe the decline of amateur photography (Dufek 2007b: 981).10 The title of the 1996 survey exhibition Jistoty a hledání v české fotografii 90. let (Certainty and Searching in Czech Photography of the [19]90s), organized by curators Vladimír Birgus and Mirsolav Vojtěchovský, communicated this feeling of loss (Birgus and Vojtěchovský 1996).

Widespread insecurity concerning these changing norms and attitudes was accompanied by a search for a way to approach the commercialization of photography. The persistence of a perceived division between fine art and commercial photographic imagery, for instance, was still evident in an issue of the biannual magazine fotograf of 2009, dedicated to the topic of commerce. While the productive merging of the categories of art and

fashion in the work of photographers such as Tono Stano was celebrated (Fišerová 2009), the editor Pavel Baňka (2009: 3) nevertheless felt the need to underline that he personally did not believe that "commissioned photography steals the soul of the photographerartist [sic]." Stano's first fashion commissions, in collaboration with Dušan Šimánek, go back to the mid-1980s, when the "state of Czechoslovak fashion and advert photography was markedly desolate" (Pospěch 2009: 28). Against the static, descriptive and ostentatiously artificial poses of models in magazines like žena a móda (Woman and Fashion), Stano staged the bodies of his models playfully, often fragmenting these, using an unobtrusive palette with strong color accents (Figure 20.4). According to Helena Jarosova (2011: 115), Stano—together with Simanek, Petra Skoupilova (b. 1944) and Vasil Stanko (b. 1962)—created fashion photographs that "did not copy international trends and its style aptly captured the emotions and culture of the society of the era." In the following two decades he enjoyed success in both art and commercial practice, at home and abroad.

[image: ]FIGURE 20.4: Tono Stano, Fashion 2, 1985. Courtesy of the photographer.

The dissolution of the formerly stable categories, accompanied by a feeling of disorientation during the 1990s was exacerbated by the effect of new technological developments of this decade—namely, computerization, the rise of the internet and the arrival of digital photography. In addition, the technical revolution made questions about the ontology of photography a central concern of practitioners and theoreticians of photography (Squiers 2013: 9). In the Czech context Veronika Bromova (b. 1966) was one of the first local artists to attract attention by using digitally manipulated photography. Her work from this period consists of large-scale prints featuring bright colors that seemed to reflect the aesthetic standards of advertising.

Furthermore, what changed photography's status within the visual arts during the 1990s was the fact that it became a popular commodity on the art market. In the Czech Republic this coincided with the birth of a local, albeit small, art market. Only rarely could photographers make a living out of their art. Thus many, if not most, financed their artistic production through a day job in advertising (Dufek 2007b: 992). In the photographic discourse this situation may have provoked a fierce discussion of a perceived opposition between art photography and photography done by artists. Irritated by the success of artists using photography as just another medium of expression, some critics, among them Robert Silverio, have written some harsh evaluations of their works. Bromová and Markéta Othová (b. 1968), among others, were accused of using photography in a banal manner and were criticized for their allegedly unclear conceptual gestures, facile approach, and desire to impress the viewers through large prints while demonstrating ignorance of photography's medium-specific qualities (Silverio in Pospěch 2010: 333-5). As Pospěch argues in retrospect (2010: 333), such judgments reveal lack of interest in and knowledge of contemporary international art trends and theory, which was typical for the local community of photography historians of that time. Likewise, those participating in this debate seem to have been unaware of a similar, albeit more theoretically informed past debate of these issues in the West, in the writings of Abigail Solomon-Godeau (1981) for example, which ultimately led to the emergence of less discursively charged differentiating terms, such as "photo-based artist" and "photo-based work" (Marien 2014: 444).

INTIMACY AND MEMORY—PHOTO-BASED ARTWORKS IN THE TWENTY-FIRST CENTURY

In an essay published in 2003, Pospěch argued that in the past, photography in the Czech context was understood mainly as a window onto the world, while at the beginning of the new millennium it would have been conceived as a window inviting Czech citizens to look inside themselves and their place. This introspection is present in many photo-based artworks of the 2000s.

Intimacy was identified as a central topic of contemporary photography in the Czech Republic in the exhibition Vnitřní okruh v současné české fotografii (The Intimate Circle in Contemporary Czech Photography) that Vladimir Birgus curated at City Gallery Prague in 2013. With a delay compared to similar developments in the United States, Western Europe, and Japan, in the Czech context the private lives of the photographers did not emerge as a serious subject matter before the beginning of the twenty-first century. Birgus (2013: 12) explains the belated spike of interest as one legacy of life under a "prudish" and "hypocritical" communist regime, where disclosure of private details was unwelcome. At the beginning of the third millennium, however, artists analyzed their own lives as well as the lives of their family and friends as through diary-like documentations of their everyday life. This trend, Birgus argues (2013: 13), was enhanced by the rapid technical development of small digital cameras and mobile phones that now allowed taking and disseminating photographs immediately and inconspicuously in almost any situation.

[image: ]FIGURE 20.5: Libuše Jarcovjáková, Máma (Mum), Prague, November 23, 2011. Courtesy of the photographer.

The catalogue of the exhibition features fifty photographers of different renown and age. Given the habitual underrepresentation of women in Central and Eastern Europe's still dominantly male spheres of professional photography and art, it is relevant to note that more than half of all the artists who participated in the exhibition were women. Using a variety of conceptual and formal approaches, artists explored their relationship with their closest relatives. Libuše Jarcovjáková's work, Mum (2010-2011) looked through the lens of her mobile phone into the artist's relationship with her mother whom she took care of after she had suffered a massive stroke (Figure 20.5). The exhibition also included works in which female artists studied the multifaceted nature of their gender identity and societal roles, such as Dita Pepe's (b. 1973) Self-portraits with Men (2003-2011). In this photographic series the artist posed as if she were the partner of the different men portrayed in the pictures, and sometimes even the mother of their children. Pepe made the photographs where each man lived or on locations the men and their families visit in daily life (Figure 20.6). These personal projects speak not only of the general issues in women's public and private lives, but also attest to the specific circumstances that affected women in the post-communist conditions in Czech society. The myth that women in the Communist Bloc had been more emancipated than in the West had been an essential part of socialist propaganda. Having been "granted" equality, women in socialist countries were then engaged in male professions. However, while indeed a higher number of women had entered the male job market in the Socialist Bloc in comparison with women in the West, they were far from being treated as equal to men. Moreover, in all other spheres of life there still ruled a traditional understanding of gender roles, thereby placing women under the double obligation of work and taking care of their family and households. During the periods of the recession that encumbered the economic development of former socialist countries in the 1990s, women were particularly exposed to the downsides of the transition to the free market, suffering from job layoffs and old-age poverty more than men.

[image: ]FIGURE 20.6: Dita Pepe, Radomír, Eliiška, Kateřina, Ida, from the series Self-portraits with Men, 2007. Courtesy of the photographer.

Although since the late 1990s an increasing number of artworks and exhibitions dealt with gender issues, addressing subject matters related to feminist agendas remains in the Czech context a lesser-known trend in photographic artworks, as well as in the visual arts more broadly. In an attempt to account for this reality, Martina Pachmanová (2010: 40) summed up the reasons why feminist and gender debates remained for so long on the periphery for Eastern European artists, curators, and art historians:


[T]he deficit of women's solidarity and collective action; the surviving monopoly of the modernist tradition and the dominant concept of art as a transcendent category distant from life and from social and psychological processes; scepticism about all "isms," which were perceived with suspicion and often marked as dangerously close to new "totality"; a total mistrust in political art, which was stigmatized by the official propaganda of the communist regime; and, last but not least, sexism and misogyny occupying every corner of society.


Another trait that emerges when considering the photographers' tendency toward introspection is the shared public interest in the past that gradually surfaced from the beginning of the twenty-first century. This tendency was noticeable not only in the abovementioned surveys organized by local art museums but also in exhibitions intended for a broader audience. The exhibition Tenkrát na Východě. Češi očima fotografů (Once upon a time in the East: Czechs through the Eyes of Photographers), which was shown at The Stone Bell House at Prague's Old Town Square in 2009-2010, assembled the already well-known documentary photography of the 1960s, 1970s, and 1980s. These works were displayed next to images from the Czech Press Agency (ČTK), secret police surveillance pictures, as well as advertisements and images by little-known amateur photographers. This selection of a broad range of photographic records from the entire period under socialism aimed at showing the life of ordinary people in Czechoslovakia, both its official aspect and the escape into the realm of privacy. In the conclusion of their brief catalogue introduction, curators Vladimír Birgus and Tomás Pospěch explain that young Czechs in the early twenty-first century would not have consciously experienced the hardships of one-party rule, while for older people the period and its paraphernalia would become the background of fond memories of their youth (2009: 10). They claim that the socialist past left an image in today's public and private domains of the predominantly good life originally promised by the dictatorships. To correct this perception, the curators included surveillance and critical documentary photography in the exhibition. It thus highlighted the normative power of the factual, the danger of taking at face value what was seen in advertisements, and censored press photography.

CONCLUSION

Since the late 1980s, historians of photography in the Czech context have largely concentrated on the production of overviews of key events, monographs on single photographers, and survey exhibitions. These practices served the objective of writing a national history of photography as a comprehensive account of the development of topics, styles, and techniques of photography as art, and were mainly concerned with correcting, expanding, and updating the existing canon (Pospěch 2003: 11).

Yet, in all these endeavors little attention has been given to local theoretical conceptualizations of photography, which informed the making of the works I discussed above. In 2010 Tomáš Pospěch filled this gap with his edited anthology of theoretical texts on photography that were written in Czechoslovakia and the Czech Republic between 1938 and 2000. In 2014 Pospěch published another volume in which he discussed and contextualized these theoretical texts and analyzed the terminology they foregrounded. Pospěch (2010: 9) laments that research into historical Czech photography suffered from "generalizations and a mere listing of names and dates, sometimes also [from] schematizm or antiquated incomprehension" because of lack of knowledge on local discourses. He also observes that local writing on photography lacks theoretical reflection on research methods and epistemology. He thus questions whether one can speak of an academic form of history of photography in the Czech Republic (Pospěch 2014: 240). As a possible reason for this absence Pospech names an overall mistrust in "theorization" and more complex interpretations among the older generation of photography historians (2014: 240). He explains this by clarifying that, as photography at the time was not regarded as a subject of art history, most photographic literature was published not in academic forums but in popular professional journals that targeted wider audiences. Additionally it is, however, also possible that research into the history of photography has been affected by a long-term legacy of Marxist-Leninist doctrine. Due to the Marxist-Leninist consignment of all sciences and humanities to ideological education of the socialist individual, theoretical framings of photographic practices into larger societal contexts would have been met with reservation. But since so far no research has been carried out into this topic, presently this explanation is only a mere speculation. With his compilation and discussion of texts that so far had been scattered across various newspapers, journals, and catalogues, Pospěch has laid the foundation for a systematic and critical analysis of a local historical way of "thinking photography"—as reads the title of his book in English (2014)—that still awaits in-depth consideration (Buddeus 2014).

Equally missing are comparative studies that would relate local photography not only to North American or West European histories of the medium, but also retrace connections between photographic practices within Central and Eastern Europe (Rišlinkova 2003: 7). The first systematic project to tackle and ultimately level the imbalance of internationally accessible knowledge on photography from Central and Eastern Europe is the multivolume publication The History of European Photography 1900-2000 (Macek 2011, 2014, 2016). This encyclopaedic collection gives equal attention to all regions of Europe. Yet, as Tomas Pabedinskas (2015) has observed, extremely valuable as this publication is, it does not provide a sufficient basis for regional comparison. In this respect, one of the most important merits of the initiative represents its main disadvantage: the ambition to write a geographically and conceptually decentralized history of photography. Local experts wrote on different photographic practices from their local point of view, considering them in relation to development in technology, economy, state, and society, as well as culture, mass media, and art. Once brought together, however, the findings described in the individual entries prove difficult to compare.

While the approaches to photography history and photographic practices that I described above are anchored primarily to art history, recent years have witnessed a surge of scholarly interest in Central and Eastern European photography. In its early days, research on this topic mainly focuses on questions related to identity formation, collective memory, and the production, maintenance, and change of political, cultural, and social spaces. Within this field most studies concentrate on the GDR and Soviet Russia. Despite this, research into the material, institutional, and discursive conditions of the production and distribution of photographs in Czechoslovakia and the Czech Republic as well as more broadly in Central and Eastern Europe is only beginning to truly develop.


NOTES

1. The Yalta Conference took place in February 1945 in Crimea, where Franklin D. Roosevelt, Winston Churchill and Joseph Stalin decided how to reorganize the spheres of political and national influence in postwar Europe.
 
2. By spring 1949, Czechoslovakia, Poland, Romania, Hungary, Bulgaria, the GDR, and Albania (until 1960). Yugoslavia had distanced itself from the Soviet Union in 1948.
  3. Charter 77 was a civil rights declaration from January 1977, issued by an informal civic initiative. It criticized the Czechoslovak communist government for failing to implement human rights provisions of international agreements it had signed (e.g., the Final Act of the 1975 Conference on Security and Cooperation in Europe). Disseminating the Charter was considered a political crime. Its signatories were subject to persecution, including dismissal from work, denial of educational opportunities for their children, forced exile, loss of citizenship, and detention, trial, and imprisonment, or forced collaboration with the communist secret service (the Státní Bezpečnost, StB).
  4. The chapter discusses professional and art photography. Local research on amateur photographic practices is still not well developed, and is therefore not addressed here.
  5. For a list of these articles, exhibitions, and publications, see Pospěch (2010: 308).
  6. All translations from Czech are my own. I would like to thank Olga Smith for her generous advice and insightful comments.
  7. Blažek in the Czech original uses the term of "nezakázatelné fotografie," which literally translates into "unbannable photography" indicating that the photographs in this category could not be banned by the authorities despite their ambiguity, because it was not possible to denote their content as being clearly critical of the regime.
  8. The subdivisions are: "Description as reflection and parable," "Critical and sociological documentary photographs," "Conceptualism," "A diary," "Records of artistic activity," "Visuality as vision."
  9. See, Sunday Times, June 12, 1977, page 5.
  10. In communist times amateur photography was a popular and well-organized leisure activity. After the regime changed, it lost its substantial financial support from the state. See Pospech (2014: 142-6).
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CHAPTER TWENTY-ONE
Photographic Histories and Practices in Southern Africa

DARREN NEWBURY

In 2010, the Tate acquired an edition of Santu Mofokeng's The Black Photo Album | Look at Me (1997)—a slideshow of historical photographs and text—for a purchase price of just under £30,000.1 Mofokeng had begun to collect the images that comprise this work in 1989 whilst a photojournalist affiliated to the anti-apartheid collective Afrapix. The original prints were mostly commissioned studio portraits from the late nineteenth and early twentieth century, owned by families in the black townships where he worked, showing fashionably attired, respectable, and seemingly economically successful black subjects presenting themselves confidently and with pride to the camera (see, for example, Figure 21.1). Mofokeng initially struggled to place these images: "nothing had prepared [him] for the discovery of private archives which showed that there were significant numbers of men and women of substance who had their photographs taken a hundred or more years ago. It was as if colonial segregation and apartheid obliterated most such traces in the public and black South Africans had their pasts visually shallowed out" (Hayes 2001: 242). Coming to understand these "enigmatic" images, and their absence from his own visual experience, would lead Mofokeng to a clearer appreciation of the violence of apartheid (Mofokeng 2005: 222; Hayes 2009).

The Tate acquisition acknowledged Mofokeng's rise to international artistic prominence after the cultural isolation of apartheid. The Black Photo Album, however, is not simply a work of art, but also a work of photographic history—a research project and visual lecture intended to expand the imagination of its audience beyond familiar images of South Africa's black population. Its inception, in the midst of the violence that attended the end of apartheid, when such images had little purchase on the exigencies of the time, presaged the emergence of new photographic histories that have gathered momentum in the post-apartheid period, and for which it is a key point of reference (Haney 2010: 43; Grendon et al. 2015: 12; Peffer 2015: 117). From the perspective of the present, it is the existence of a complex, layered, and often unexpected photographic history to which the work compels attention.

I have chosen to begin with this example because it highlights several key issues: the relationship between photography and history, in particular histories of violence and struggle; the fragile and contingent nature of the region's photographic archives; and the ways in which photographic genres and practices—vernacular, artistic, political, documentary, archival—overlap and interrelate. Mofokeng is South African, and the photographs in The Black Photo Album were taken in what is now the Republic of South

[image: ]FIGURE 21.1: Santu Mofokeng (b. 1956), The Black Photo Album | Look at Me 1890-1950, slide projection, 1997. Elizabeth and Jan van der Merwe, Johannesburg, c. 1900s, unidentified photographer. © Santu Mofokeng Foundation. Image courtesy of Lunetta Bartz, MAKER, Johannesburg.

Africa. My intention, however, is to extend consideration to the wider region. South Africa is relatively well represented in the literature, and has an established, if under-resourced, institutional infrastructure to support photographic collections and research. This is not universally the case across Southern Africa however. Inevitably, therefore, the chapter relies more heavily on South African examples; nevertheless, wherever possible I aim to encompass a regional historiography, providing points of commonality and comparison. Attending to local histories of photographic practice, serves to move debate beyond the few paradigmatic examples that have dominated international appreciation of African photography.

In extending beyond South Africa, I rely on emerging photographic scholarship on Mozambique, Namibia, and Zimbabwe. This is a pragmatic choice, based on material available at the time of writing. It is not intended to elevate the photographic history of these countries above others; nor does it imply a methodological emphasis on national photographies. The significance of national liberation struggles during the second half of the twentieth century means that in some cases it makes sense to view the development of photography through a national lens. But other historical forces shaped its distribution and development in Southern Africa, especially in earlier periods.

The medium's regional history is interwoven with colonial expansion, anti-colonial struggle and extended periods of violent conflict, a fact foreshadowed in the first daguerreotype known to have been made in Southern Africa. Taken by a French photographer in 1845, it is an "unsettling" image of a "woman of obvious authority, set in profile, passive and with her eyes cast down" (Haney 2010: 35), possibly Queen Xai Xai of Sofala, Mozambique. Photography spread to the southern part of the continent in the mid-nineteenth century following commercial trade routes, arriving first in the port cities of Cape Town and Port Elizabeth, where it served the aspirations of settlers, and provided views of distant places for sale back in metropolitan centers; as well as aiding scientific explorations into the interior (Haney 2010: 34-43). In Portuguese Mozambique, studios were soon established in Lourenço Marques and Beira, with ambulant photographers working north of the Zambezi River. The Portuguese government commissioned expeditions and surveys, and photographers produced albums for commercial sale and contributed to colonial exhibitions. Prominent colonial-era photographers include Manoel Pereira, Ignacio Pó, and José dos Santos Rufino, whose series Álbuns Fotográficos e Descritivos da Colónia de Moçambique was published in 1929 (Figure 21.2).2 Migrant labor was of particular significance in Southern Africa; its history accompanied by photographies that traversed borders. The early twentieth-century photographer Alfred Duggan-Cronin depended on the routes of migration forged by the labor-intensive mining industries to provide him with his subject matter. Duggan-Cronin's encyclopedic ambitions to document The Bantu Tribes of South Africa led him to travel 80,000 miles through what are now Namibia, Botswana, and Zimbabwe, as well as South Africa, tracing the routes that led outward from the diamond mines of Kimberley where he began his project (Newbury 2009: 15-17). And as we are beginning to learn, there were also less grandiose photographic projects that inhabited the interstices of the migrant labor system (Haves 2015).

The chapter traces a series of overlapping histories. I begin with the dominant framing narrative for discussions of photography from Southern Africa: namely, the oppressive apartheid state that ruled South Africa from 1948 to 1990, and its opposition in the anti-apartheid struggle. This is not simply to restate this narrative but also to account for its production as photographic history. I then turn to more recent scholarship that deepens historical interpretation of the photography of this period in South Africa, and extends to photographic histories of anticolonial struggles in Mozambique and Namibia. In the subsequent section I consider the recovery and re-exhibition of previously neglected studio and vernacular collections, which is proving to be a rich new seam of research. In conclusion, I offer some reflections on contemporary photographic practices in Southern Africa, and their negotiation of the medium's regional history.

[image: ]FIGURE 21.2:José dos Santos Rufino, Beira: Batelão recebendo carga. Cais de desembarque. A Capitania do Porto (Beira: Loading a Lighter. Landing Pier. The Port Captain's Offices). Álbuns Fotográficos e Descritivos da Colónia de Moçambique, Volume IX, Companhia de Moçambique—A Cidade da Beira. Aspectos do Território (Photographic and Descriptive Albums of Portuguese East Africa, Album No. 9, Mozambique Company—The Town of Beira. Views of the Territory), 1929, Collection of the author.

ANTI-APARTHEID AND THE INTERNATIONALIZATION OF SOUTH AFRICAN PHOTOGRAPHY

Photography in Southern Africa has a history as varied as anywhere on the continent. Alongside the growth of commercial studios and photographic practices developed by settler communities, anthropologists, and colonial administrators, South Africa had a vibrant amateur photographic scene, with many clubs and associations hosting annual exhibitions. Its strongly pictorialist tradition lasted well into the twentieth century, although its later history is rarely the subject of scholarly interest. And there is a long history of local and itinerant photography beginning to gain recognition. Yet, from the perspective of the late twentieth and early twenty-first century, it was difficult to see earlier regional histories as anything other than a prelude to the photography that emerged from 1948 onwards and dominated the international image of the country, or as largely irrelevant to the histories that mattered. The election of the white supremacist National Party that year, and its subsequent implementation of the racist policy of apartheid, marked a turning point that future photographic endeavors could not avoid; at least not without displaying what would appear to later observers as willful ignorance.3 Major exhibitions of historical photographs from South Africa in recent years have underscored this framing (Enwezor and Bester 2013). Apartheid became the subject of South African photography, either explicitly, as in the combative political activist photography of collectives such as Afrapix in the 1980s, or implicitly, as in David Goldblatt's extended exploration of the spaces and structures of the South African landscape: "the quiet and commonplace where nothing 'happened' and yet all was contained and immanent" (1998: 7).

The determination to make visible the malign ideology and oppression of apartheid gave South African photography an unprecedented international audience, Consequently, there has been a tendency to see South African photography from this period either as oppositional, or as complicit with the regime, notoriously so in the ubiquitous passbook photographs that black South Africans were compelled to carry on their person to legitimize their presence and movement. But it is important to recognize that not all photographic practices were oppositional, or oppressive, in the same way. The militant political documentary of the 1980s was the result of a number of developments, distinct from, even if building on, earlier practices. It is a mistake to read this form back into earlier work; and the form itself was more complex and multidimensional than is often acknowledged.

Two key developments dominated South African photography in the decades following the end of the Second World War and the coming to power of the National Party: the emergence of an illustrated press that found an audience amongst urban black South Africans; and early attempts to use international exhibitions as a means of raising awareness of the situation in South Africa. Although there were occasional interactions, these were essentially separate developments. Underlying both, however, was the emergence of urban African existence as an undeniable reality, in spite of the insistence of apartheid ideologues on the temporary nature of "tribal" Africans' presence in the city. The earliest political exhibitions of South African photography were the work of white photographers. Leon Levson, who learned his trade as a commercial portrait photographer in the early twentieth century, in his later years developed an interest in pictorial and documentary approaches beyond the studio. Identifiable within a "native studies" tradition, this work sought to document the richness and diversity of African cultures, often perceived to be threatened with disappearance in the face of modernity. Its extension into the documentation of life in mining compounds and shantytowns, however, began to push at the limitations of the genre. And with the connections facilitated by Levson's wife, Freda Troup, who was active in early anti-apartheid campaigning, it became framed within a political critique of apartheid. In this form, Levson's photographs would be exhibited in London and would enter the collection of the International Defence and Aid Fund for Southern Africa (IDAF), the organization at the heart of the international anti-apartheid campaign through until 1990. Arguably closer to the center of political events was Eli Weinberg, a trade union activist, who worked closely with the African National Congress (ANC) covering key events, such as the adoption of the Freedom Charter at Kliptown, Soweto in 1955, the Treason Trial from 1956, and the Alexandra bus boycott of 1957. Indicative of the lack of photographic specialization in this period, Weinberg nevertheless also maintained a commercial business, photographing weddings and parties, a fact rarely noted in references to his photographic career.

Although these examples represent significant precedents for the politically motivated photographic practices that emerged later, at the time they were relatively isolated cases. In contrast, inspired by trends in publishing, and supported by the arrival in South Africa of several European photographers and editors, the emergence in the 1950s of an illustrated press catering for an increasingly sophisticated urban black population provided the most dramatic advance. It is now seen as a golden era of South African photography. Drum magazine, modeled on Life and Picture Post, was at the center of this development. A vibrant reflection of city life, Drum carried photographs and picture stories of a host of urban characters: musicians, sporting heroes, political figures, glamour models, and tsostis (petty gangsters), among others. The emphasis on the creative reality of urban black life can be interpreted as a subtle form of opposition to the oppressive and reductive straitjacket apartheid sought to impose on South Africa's majority population. Yet, although always a popular rather than political magazine, Drum did on occasion engage in more direct critique of the harsher aspects of life under apartheid, as for example in exposés of the conditions of farm laborers or the degrading prison conditions that blacks had to endure as a hazard of everyday life. Photography came to the fore. From providing photographs to illustrate journalist-led articles, photographers soon developed a greater sense of autonomy and began to produce extended photo essays. The magazine became a training ground for a number of South Africa's most important photographers. Mentored by the likes of Jürgen Schadeberg, who arrived from Germany in 1951 and worked at the magazine as both photographer and picture editor, and Tom Hopkinson, who arrived from England in 1958 having previously edited Picture Post, photographers such as Bob Gosani, Alf Kumalo, Peter Magubane, and Ernest Cole all worked at the magazine. Gosani, who tragically died young, provided some of the most intimate photographs of the culture and social life of the black township of Sophiatown before its forced removal in the late 1950s. Magubane and Kumalo would become among the longest serving photographic chroniclers of South African society, both continuing to work into their eighties. Kumalo is known particularly for his portrayals of the Mandela family; and Magubane for his photographs of Soweto before and after the 1976 uprising, including many sensitive portrayals of the township's children, the earliest examples of which can be found on the pages of Drum. The slightly younger Cole would produce the first book-length photographic record of black life under apartheid, House of Bondage, which he published in 1967 a year after going into exile (Cole 1967).

Both Magubane's record of the Soweto Uprising and Cole's book project came after the heyday of Drum photography had come to a close. The conditions for making and publishing photographs critical of apartheid became progressively restrictive through the 1950s; and the government was increasingly brutal in the interests of maintaining white supremacy, despite opposition at home and abroad. But it was the massacre, in March 1960, of sixty-nine protestors at a pass protest outside Sharpeville police station that established the terms of the conflict that would dominate the next thirty years. For photography too, Sharpeville was a watershed moment. Despite having a photographer, Ian Berry, on the scene as the massacre unfolded, Drum felt unable to publish his photographs until October, when the State of Emergency had been lifted (Newbury 2012). The photographs were nevertheless distributed overseas through international news agencies, and Berry would himself soon leave South Africa to build an international career as a photojournalist. This contrast between the circulation of images abroad and their suppression within South Africa would become a dominant paradigm and site of struggle. It also served to bring the two trends of this period into increasingly close proximity.

Having offered this short account of the photography that dominates perceptions of the medium in South Africa, I now want to consider its subsequent collection and historiography. Inevitably, press and activist photography is caught up in the exigencies of the moment, images rapidly produced and circulated with little regard for their historical value or the niceties of proper archiving. The prominence of some bodies of work and not others in photo-historical accounts of the period, therefore, is dependent not only on the quality of the work, but also on its collection, archiving and, ultimately, its availability to future audiences. In this respect, both Drum and some early political documentary works were fortunate. Although photography was only a minor part of the IDAF operation opposing apartheid, by the early 1980s it held the collections of Eli Weinberg and Leon Levson. IDAF had published a book of Weinberg's photographs as part of its anti-apartheid publication programme in 1981, and following his death acquired the collection. Leon Levson's collection was donated by his widow. The subsequent arrival in the IDAF publishing unit of Gordon Metz, with his artistic training and curatorial interests, meant not only that these historical photographs were preserved and kept in circulation through the infrastructure of political opposition—Weinberg's Portrait of a People (1981) circulated through activist networks in South Africa despite being banned—but also that their cultural significance was recognized and exploited. In 1990, Weinberg's and Levson's photographs returned to South Africa, alongside the photographs that IDAF had acquired during the later years of the anti-apartheid struggle, forming the core of the historical photographic collection at the Robben Island Museum Mayibuye Archives. Furthermore, Metz returned with the collection and immediately began to produce exhibitions and publications, establishing its importance in the historical record.4

The archival future of 1950s Drum photography was initially secured through Jürgen Schadeberg's efforts. Having left South Africa for Europe in the 1960s, when he came for a visit in the late 1980s Schadeberg sensed the imminence of change within the country and decided to return. The early Drum photographs, owned by Jim Bailey, the original proprietor of the magazine, were at the time stored in very poor conditions on a farm in Lanseria. At Bailey's invitation, Schadeberg quickly set about re-organizing the archive and, with the assistance of Santu Mofokeng, making new prints, which provided the basis for several compilations of Drum photographs published in the late 1980s and early 1990s, and widely disseminated within and without South Africa (Schadeberg 1987a, 1987b, 1994). Although these publications created a somewhat romantic, mythical image of township life in the 1950s, they were crucial in establishing the historical significance and broader appreciation of the photography that developed around Drum.5 Schadeberg's intervention led to the creation of Bailey's African History Archives, which although later the subject of a number of disputes with photographers concerning image rights, including Schadeberg himself, remains a privately owned archive through which the photographs are disseminated.

These examples illustrate how the international dissemination and archival preservation of South African photography worked both through political activist networks and photographic circuits of publication and exhibition. In the years since the end of apartheid, picture researchers have mined these archives for numerous exhibitions and publications. The IDAF and Drum collections have been important resources for the creation of public histories of the apartheid in exhibitions and major post-apartheid museums (Newbury 2009: 271-309). To a degree, however, these subsequent uses of the photographs, especially in the case of Drum, have over-written a more diverse range of photographic practices and forms in favor of their contribution to a powerful narrative of struggle and liberation.

PHOTOGRAPHY AND LIBERATED HISTORIES

Recent research has begun to add depth and texture to accounts of photography from the period of anti-apartheid and anti-colonial struggle, in particular giving greater attention to the perspectives and motivations of individual photographers. This affects both practice and historiography. As photographers who worked during the intensity of the late 1970s to early 1990s have begun to gain some distance on those experiences and create from their own archives a more complex picture of the period, so photographic historians have collaborated with them in this endeavor. The visual history project at the University of the Western Cape, led by Patricia Hayes, has been an important center for work of this kind. Beginning in the early 2000s, the project has conducted extended oral history interviews with photographers of the Afrapix collective. The ambition is to move beyond reductive accounts of struggle photography and to recognize "the diversity of its members and their photographic works" (Hayes 2013: 342). Two key things emerge from this research. First, a picture of the complex of dynamics of class, race, and gender that lay behind the commitment to work together to produce photographs in the service of a political cause. Photography created a contact zone, but it could not remove the differences and tensions of such a highly segregated society. Second, although demand for images by international media, non-governmental organizations, and solidarity movements shaped a certain kind of photographic practice, often referred to as "struggle photography," amongst the group there were sophisticated debates about political documentary, representation, and aesthetics, which deserve greater recognition than they have hitherto received.

Alongside the documentation of protest and resistance, several Afrapix photographers were engaged in longer documentary projects that did not serve such immediate demands, yet, in retrospect, must be acknowledged as a significant photographic legacy of this period. Omar Badsha, one of the founding members, an artist and a trade union activist, who initially turned to photography as an adjunct to the task of political education, represents a valuable example. Over the years, he evolved a diaristic mode of photography that responded to "the everyday" in the port city of Durban, in particular the central area around Grey Street, a residential and commercial district inhabited mainly by the city's Indian population under regimes of colonial segregation and apartheid (Figure 21.3).

[image: ]FIGURE 21.3: Omar Badsha, Touting for customers, Victoria Street, 1979. From the series Imperial Ghetto: A Photographic Essay on the Grey Street Area of Durban. Reproduced courtesy of the photographer.

Contrary to some of the more simplistic accounts of struggle photography, Badsha's clear-sighted political commitment was interwoven with a deep understanding of the politics of vision, which in turn gave rise to an aesthetically sophisticated documentary practice that was "open, personal, even meditative" (Hayes 2011: 556). Badsha's first book, co-authored with Fatima Meer, and published in 1979, was a photographic essay on childhood produced in response to the United Nations Year of the Child. It marked a key point in his development as a photographer. He would go on to produce a number of book-length photographic essays, for example, on forced removals in Inanda, Natal (1985), and the Grey Street area of Durban (2001). And he played a leading role in two international exhibition and publication projects, which brought together numerous South African photographers: South Africa: The Cordoned Heart (Badsha 1986) and Beyond the Barricades (Badsha, Mendel, and Weinberg 1989). Present from the outset, nevertheless it is in the post-apartheid period that the more subtle "interplays" (Hayes 2011: 563) of Badsha's photography have come to the fore, as both the subject for retrospective exhibitions and publications as well as historiographical interpretation. Badsha is in many ways a unique case; in the organizational role he played, in the sophistication of his photographic practice, and in his own interventions in critical and historical debates on photography and politics. Nevertheless, photographers, curators, and historians revisiting individual archives to make new selections unconstrained by the immediacy of political confrontation, or continuing documentary projects initiated during those years but which would not have found an audience at the time, is a discernible trend.6 In addition to his research on black family albums, Santu Mofokeng initiated several projects attentive to the patterns of township life. Train Church, for example, documented the religious worship that took place on trains during the daily commute. Fittingly, and perhaps symbolic of the interrelationship between photographic practice and historiography, this project was instigated by Mofokeng's own train journeys between Johannesburg and Lanseria where he worked with Schadeberg reprinting the original Drum collection.

It is important here to mention David Goldblatt, whose significance to South African photography is hard to overstate. Goldblatt did not find his vocation documenting resistance and oppression, but sought instead to develop a photographic practice that probed the underlying structures of South African society. His first book, Some Afrikaners Photographed (1975), directed the camera not toward the victims of apartheid or those struggling against it, but toward a community associated with the oppressive regime. Although his work left no doubt that he opposed apartheid, his steadfast commitment to the belief that photography must retain autonomy from politics to serve a genuinely critical purpose put him at odds with many other photographers during the 1980s. He would not, for example, allow his photographs to be used by political organizations, including the ANC, and in 1986 an exhibition of his photographs in Britain initially fell foul of the cultural boycott. Nevertheless, he was a light around which many South African photographers gathered. Although at times critical of his position, Omar Badsha was one among many who sought him out during the 1970s, his formative years as a photographer; and Goldblatt offered advice and guidance to many younger photographers, including Santu Mofokeng. He was instrumental in founding the Market Photography Workshop in 1989, to provide photographic education to students denied opportunities elsewhere. It is critical to acknowledge Goldblatt here, not simply for his unique body of work, but because the enduring example he provided has shaped in fundamental ways post-apartheid understandings of what photography is and can be, more than any other photographer. Goldblatt has helped to give form to and promulgate the idea that photography can serve as a tool of extended social enquiry and critique, the strength of which in Southern Africa is comparable to that associated with the United States in the 1930s, and has carried over into its historiography, as well as the ways of seeing of individual photographers.

South Africa has been a predominant focus of curatorial interest and scholarship on photography in the region. This is the result of the accessibility of archives and individual collections to historians and curators, the relative mobility of many of its photographers, and the international prominence and moral clarity that accompanied its struggle for democracy. Nevertheless, comparable research has begun to be undertaken on photography during the periods of anti-colonial struggle and independence in other Southern African countries.

The history of Namibia (formerly South West Africa) during the course of the twentieth century is inextricably linked to that of South Africa. As a consequence, so too is its photographic history, whether during the colonial period, or in the extended struggle for independence that concluded in 1990.7 South Africa's Border War in Namibia and Angola, like the struggle in its townships, became a focus for politically committed photography. John Liebenberg, who moved to Namibia from South Africa in the late 1970s, combined his developing political convictions with photographic ambitions through working initially at an independent newspaper, The Namibian, and later as a freelancer, documenting both sides of the conflict and its impact on people's lives (Liebenberg and Hayes 2010). At the time, his photographs were disseminated through international media outlets, as well as through more political networks, for example as part of the End Conscription Campaign in South Africa. In more recent years, Liebenberg's work, along with that of other Namibian photographers, has been the subject of re-evaluation and re-publication in new formats. The French publisher Revue Noire (1994) produced a compilation of Namibian photography covering the years 1984 to 1994.8 Although Liebenberg's photographs are in a majority, the publication included a number of Namibian-born photographers, setting itself the ambition to present "a picture of independent Namibia which is the product of multiple perspectives ... blended together within the context of the human, social, historical and political realities of the country," and countering the image of the country that dominates the tourist imagination.9 Liebenberg's work has also been the subject of more recent critical engagement. In a collaborative project with Patricia Hayes, the photographer engaged in an extended conversation around his archive of photographs of the Border War (Liebenberg and Hayes 2010). The resulting publication exemplifies the dialogical and collaborative character of recent photographic historiography in Southern Africa, and its evolution as a form of photographic production.

Mozambique achieved independence from Portuguese colonialism in 1975, after ten years of conflict, but was soon involved in a devastating civil war that would last into the 1990s. Although it is only in the years since that Mozambican photography has begun to receive significant attention from historians and curators, it is important to acknowledge the pioneering work of the photographer Ricardo Rangel, and archivist and historian Antonio Sopa. Rangel's work spanned the colonial period from the late 1950s through to independence and the period that followed. A photojournalist working for newspapers such as A Tribuna and Notic Lis de Lourenço Marques, Rangel photographed life under colonial rule, attracting the censure of the Portuguese regime.10 Rangel was also the first director of the Centre de Formation Pbotograpbique in Maputo, set up in 1983. Antonio Sopa has been a key figure in the scholarship on Mozambican photography, contributing to publications on Ricardo Rangel and Sebastião Langa, and editor of a photographic biography produced in honor of Samora Machel, leader of the liberation movement Frente de Libertação de Moçambique (Frelimo) and the country's first president following independence, published fifteen years after his death (Sopa 2001).

Following the end of the civil war, the photography of Mozambique has generated renewed interest. As in Namibia, the attention of Revue Noire has enabled photography from the country to be more widely seen, with a special issue of African Contemporary Art from 1994 exposing the work of a number of younger Mozambican photographers, alongside figures such as Rangel. Recent years have also seen new critical historical research on photographic practices and the archives of key photographers from the years of anti-colonial struggle and postcolonial independence. Kok Nam, born of Chinese immigrant parents in Mozambique, began his career in a studio in Lourenço Marques before becoming a photojournalist and eventually joining the magazine Tempo in the early 1970s. After first photographing Samora Machel as the leader of Frelimo in 1974 and continuing to do so right up until his death in a plane crash in 1986, Kok Nam is the photographer most closely associated with the image of the country's revolutionary liberation hero and first president. In their recent study of his archive, however, Rui Assubuji and Patricia Hayes (2013) have sought not simply to provide an historical description of photographic production, but rather to allow the photographs to enter into the Southern African historical imagination, developing an approach that allows greater latitude for the depth and ambiguity of the image. This is also, they argue, to introduce a Lusophone perspective into photographic historiography, to counter "the dominance of Anglophone preoccupations and prejudices" (2013: 79). Taking their cue from the Objectiva (meaning lens in Portuguese) series, a special feature devoted to single photographs, started by Ricardo Rangel for the magazine Tempo, and later developed by Kok Nam, they provide a series of "photo commentaries" responding to individual images from Kok Nam's archive. The photographic archive is not simply a repository from which one might recover past meanings, but a creative space and the site of production for new photographic meaning.

In a project that spans the anti-colonial war and the first decade of Mozambique's independence, Drew Thompson has conducted extensive research on Frelimo's photographic archive, alongside oral history interviews with photographers, journalists, and government leaders. Thompson's research reveals how, during the period of military struggle, Frelimo, then based in Tanzania, trained and equipped soldier photographers to document the war, and in particular the liberated zones in the north of the country. This makes it unique among the liberation movements of Southern Africa. The photographs were intended to have a local impact, by "mak[ing] an exile movement present and real within Mozambique to a largely non-literate population" (Thompson 2013a: 27), whilst also generating support and aid from the international community. Thompson examines how photographers had to negotiate the ethnic and racial tensions that beset the coalition of support Frelimo needed to maintain. "Vizualising" the liberated zones through photography, Thompson argues, enabled Frelimo to position itself as "a national movement with broad regional and ethnic support inside Mozambique, all the while articulating for international audiences a multiracial and countrywide war effort" (2013a: 24). In the period that followed independence, Thompson (2013b) goes on to explore the new state's integration of photography into its own governing apparatus: its acquisition of settler-owned commercial studios in the immediate aftermath of the conflict, the use of studio portraits as a means of identifying and publicly shaming those who collaborated with the Portuguese regime, and its creation of cadre of photographers to produce a powerful image of its leader, President Samora Machel.

RELOCATED PHOTOGRAPHIC ARCHIVES

Beyond the analysis of photography in intense zones of political conflict, and critical interpretation of the region's most prominent and celebrated photographers, since the mid-1990s historians and curators have increasingly turned their attention to quieter, more modest practices that have long been a part of the everyday lives of the region's inhabitants, but rarely accorded cultural or historical significance. David Goldblatt recalls his own awareness of this so-called other history of photography, first in 1955, when as an aspiring photographer himself he came across and photographed a "wait-a-minute" photographer working in his open air studio in Braamfontein, Johannesburg, and later when, to mark the opening of the Market Theatre in 1978, he collaborated on an exhibition of everyday portrait photographs selected from "many hundreds of uncollected prints from photo laboratories and studios."11 This exhibition was a rare early example, and with no institutional repository for their preservation the photographs were soon lost. Since the mid-1990s, however, there has been a renewed, and more widely shared, effort to recover precisely this kind of vernacular photographic history, to exhibit the photographs for public audiences, and to engage in sustained research around their production and interpretation.

The initial emphasis was on individual photographs from this vast distributed archive, which had rarely been seen beyond the local or familial contexts in which they were produced. In 1997, The Namibian newspaper initiated a weekly column reproducing photographs from the National Archives, which in turn prompted readers to bring forward images from their own private archives, necessitating revisions to established photographic histories and shifting the balance within national collections (Hayes, Silvester, and Hartmann 2002: 121-33). The coastal town of Swakopmund, for example, which had previously been represented in the National Archives by architectural photographs of the German colonial buildings, now has a parallel collection of photographs of the "old location." Similarly, in 1999 the National Gallery in Bulawayo, Zimbabwe put out a request for submissions of local photography from which they planned to curate an exhibition, Thatha Camera. The organizers were quickly inundated by the response: "People came to the gallery from miles around, many of them for the first time; they brought photographs wrapped in milk bags and handkerchiefs" (Vera 2000: 232). Not unlike Mofokeng in the townships of South Africa, they too were pushing at an open door to a hitherto unacknowledged popular photographic history.

Since the early 2000s, this "rediscovery" of vernacular photographic archives has given rise to a large, and still growing, number of projects of recovery, preservation and digitization, and interpretation, accompanied in many cases by a shift in emphasis from the single image to the collection or archive (Morton and Newbury 2015). Arguably, this amounts to a recentering of photo-historical research in Southern Africa. Projects vary enormously in scope from those based around small ad hoc collections to others dealing with substantial archives, whether of an individual photographer or photographic studio. District Six Museum in Cape Town, which has a longstanding commitment to the production of historical narratives rooted in everyday experience and shared memory, recently acquired the Van Kalker Studio collection. J. G. Van Kalker was a Dutch photographer who settled in the city, opening a commercial studio in Woodstock in 1937. Over the following decades his studio would serve black and "colored" working-class communities in the locality (Nwafor 2010). The photographs, which at the time of writing are the subject of a digitization project, provide a rich archive of visual social history and a counterpoint to the dislocation that apartheid visited on the inhabitants of the city. Representing subjects at their most composed and dignified, on the occasions of weddings, graduations, and other moments deemed worthy of marking photographically, the photographs provide a point of reconnection to past narratives. In 2015, the Centre for Curating the Archive at the University of Cape Town curated an exhibition of photographs from the "Movie Snaps" Studio, which offered a visual counterpoint of a different kind. Located opposite the city's main post office, the studio adopted a more assertive approach, capturing subjects in the street as they went about their daily lives.12 Collectively, these projects begin to build a sense of the photographic culture of the city.

Paul Weinberg's curatorial project, The Other Camera (2014), extended this reach by bringing together a number of collections from across South Africa. The exhibition included, among others, the work of Daniel Morolong, a photographer based in East London, whose photographs show many of his black subjects enjoying the beaches of the Eastern Cape; Ronald Ngilima who worked in and around Benoni, Gauteng, often cycling to where his clients were, making photographs in the street or township yard or, after he acquired lighting equipment, in his subjects' lounges (Feyder 2012); and Bobson Sukhdeo Mohanlall, who established a studio in Durban in 1960, catering mainly for Zulu clients and producing extraordinarily beautiful color portraits adorned with Zulu costume and beadwork, printed postcard-size to distribute to friends and relatives. Many of these collections are now entering established collections—Morolong and Mohanlall at the University of Cape Town, and Ngilima at University of the Witwatersrand—that will hopefully secure their long-term preservation and accessibility.

Underlying this widespread celebration of popular creativity and self-invention is a critical historical project. Notwithstanding the important questions to be asked about context, selection, and interpretation in each specific case, the interest in vernacular archives should not be interpreted as a general desire to retreat from the political realm. Rather, the aim has been to bring to the fore a different kind of politics of the image, one that did not reduce the lives of ordinary Africans to oppression and victimhood, but instead foregrounded agency and a modern urban sensibility, forming what John Peffer refers to as a "private, aspirational, visual counter-history of experience" (2015: 115).

Taking his cue from Mofokeng, Peffer's research asked what happened to the practice of portraiture after the advent of apartheid. Working through networks of friends and extended families in Soweto, he has pieced together a history of photography that reveals extensive, neighborhood-based production of photographic portraits, challenging the view that white-owned city studios dominated the market and identifying a whole series of photographers previously overlooked. Unlike more formal studio portraits, these photographs were often made in sitters' homes or in the streets and responded to local and individual aesthetic preferences. Airbrushed colored enlargements, for example, were blessed with an enduring popularity amongst township residents. Although these photographs, imbued with signifiers of pleasure, status and social stability, "seem to show that apartheid had never even happened" (Peffer 2015: 115), their presence provided a counter-image to the photographic portraiture of the passbook. The production of self-images elaborated and sustained urban black identities in the face of a state that sought to reduce them to units of labor whose movement through the city needed to be policed. Underscoring this fact, Peffer notes how passbook photographs were themselves often subject to enlargement and coloration, even if their transformation could never entirely erase traces of instrumentality (2015: 128).

Parallel projects have explored photographic histories beyond the major cities of the region. In a recent book and touring exhibition, Paul Grendon, Giorgio Miescher, Lorena Rizzo, and Tina Smith (2015) undertook an excavation of photographic culture in the former railway town of Usakos, Namibia. The project began as an historical study of the town and the process of spatial segregation that took place there. Gradually, however, their informants began to insert photographs from personal collections built up over several generations into the conversations with the researchers. Like Peffer, they discovered the importance of local itinerant photographers, producing images outside the power relations of colonial and missionary photography, and responding to their clients' needs and desires. In a context of "disruption, dislocation and forced removal" (Grendon et al. 2015: 12), the carefully crafted and cherished albums were part of the memory work of the community (Figure 21.4). Yet, they also preserved "a sense of social and cultural openness" (Grendon et al. 2015: 18), symbolized and materialized by the railway network of which the town was a part.

Such photographic collections are celebrated as counternarratives of survival, demonstrating the resilience of urban black cultures, their ability to flourish in spite of the violence of colonial segregation and apartheid, and providing a resource for reimagining communities in the present. Rightly so. Yet photographic collections emerge from complex and dynamic social and political contexts. As Sophie Feyder (2015) discovered in her research on the Ngilima collection, researching and putting back into circulation historical photographs is not a simple matter, not least in a context where communities

[image: ]FIGURE 21.4:Cecilie //Geises, All Red netball team, sports fields, Usakos old location. Cecilie //Geises collection, 8.5 x 13.5 cm. From the exhibition Usakos: Photographs Beyond Ruins. The Old Location Albums 1920s-l960s, first shown at the old municipality building in Usakos, which opened as a new local museum in 2016.

have been subject to dislocation and forced removal. The "historical frictions" that the photographs generate, Feyder argues (2015: 153), can nevertheless produce valuable insights. In the post-apartheid context, it is unsurprising that vernacular photographic collections from white communities have been less visible, reflecting the difficult politics of vision and visibility that must be negotiated. Nevertheless, work in this direction is not entirely absent. Tamsyn Adams, for example, has initiated research on a collection of family photographs from a small town in the KwaZulu-Natal, spanning the mid-nineteenth to the mid-twentieth century, and one might anticipate further work in this direction in future.13

CONCLUSION

Photography in Southern Africa evolved in the shadow of powerful historical forces. Brought to the region on colonial trading routes to serve the needs and aspirations of settler populations, commerce, and scientific exploration, the medium rapidly spread and diversified. Through the twentieth century photography became increasingly entangled with the social and political history of the region, in a multiplicity of forms: as an instrument of the repressive state; as an adjunct to international political protest; to mobilize indigenous populations for armed insurrection in Portuguese Mozambique; as a dimension of popular cultures of resistance in South Africa; as mode of self-fashioning modern identities in urban centers such as Johannesburg and Bulawayo; and to maintain cultural continuity in the face of dislocation in the small town of Usakos. The legacy of these histories has a strong and often selfconscious presence in contemporary photographic practices. Following Garb (2011: 11), one might argue that contemporary Southern African photography inhabits the perfect tense: "a moment in the 'now,' made possible by an awareness of what has been before" and "imagin[ing] a future that will have been through its effects." One can see the navigation of this historical legacy in a number of ways in contemporary photographic practice. Most noticeably, there is a continued commitment to the idea of photography as a form of social and political activism. As the struggles for liberation that provided the motivation and organizational infrastructure for many photographers to enter the medium in the 1980s came to a close and the country made the transition to democracy, other social and political issues became the subject of photographic engagement. The HIV/AIDS crisis, which devastated communities across Southern Africa in the 1990s, provided one issue around which photography was mobilized. Gideon Mendel, for example, worked with the Treatment Action Campaign in support of campaigns for greater access to treatment for HIV-positive South Africans. Alongside his own long-term documentary project, he collaborated on a series of posters and installations intended to intervene in public debates about the illness.14

From the 1990s, photographers working with an activist or socially engaged approach have increasingly turned their attention to hidden or intimate forms of struggles, with a correlative emphasis on the portrait form and the domestic interior or studio setting, in contrast to the scenes of township streets or public protest that characterized the earlier period. In a collaborative project initiated in 2002, photographer Jenny Gordon and historian Marijke du Toit worked in the Durban neighborhoods of Wentworth, Merebank, and Lamontville, whose residents suffered significant levels of industrial pollution. The project encompassed multiple photographic forms: residents' personal photographs, photographs made by workshop participants, Gordon's own photographs of the area, and her portraits of residents that "show interior domestic spaces where the narratives of illness and confinement are often hidden from the public gaze."15 An activist commitment can be seen too in a younger generation, most notably black lesbian photographer and activist Zanele Muholi, whose practice has sought to challenge the silence and invisibility surrounding violence toward lesbians in South Africa. Her series "Faces and Phases" (2006-2014) comprises formal black and white portraits of lesbian and transgender individuals, identified by name, location, and date, and often displayed in grid format emphasizing a sense of community or collective presence. The half-length format of many of the portraits recalls earlier images, not least the first daguerreotype made in Southern Africa of Queen Xai Xai of Sofala. But in doing so it redeems the medium from its complicity in colonial subjugation. Muholi's subjects' do not avert their eyes but turn them confidently toward the camera. The practice is one founded on recognition and collaboration. Whilst referencing colonial photography, the work brings into being a new "visual archive of black lesbian experience" (Thomas 2010: 423).16

[image: ]FIGURE 21.5: Cedric Nunn, Cuito Cuanavale, Angola, 2008. Reproduced courtesy of the photographer.

In the commitment to the idea of the archive, Muholi exemplifies another aspect of the historical consciousness of many contemporary Southern African photographers, a sense of photographic temporality that is no longer about the moment—of struggle, of conflict—but which has an extended duration mediating past, present, and future. This has provided a space for photographers such as Cedric Nunn to increase the temporal range of the photo essay to encompass narratives that span several decades. Nunn's "Blood Relatives" series, begun in the 1980s, represents an extended meditation on identity (Figure 21.5).17 And in a related vein, Southern Africa has produced its own versions of "late photography" (Campany 2003); both Nunn and Jo Ratcliffe have traveled to Angola to Cuito Cuanavale, near the border with Namibia, the site of a major battle in 1988 involving Angolan, Cuban, and South African forces, producing extended photographic essays reflecting on the legacy of Southern African border conflicts. Yet, if Southern African photographers have a heavy historical burden to negotiate, they nevertheless retain the capacity to imagine better futures. One can see this in the "late" photographs Paul Grendon made in the former railway town of Usakos, in response to the photographic albums its former residents brought forward (Figure 21.6). The images resonate with the sense of loss and ruination of the old location, yet they also identify "openings and prospects" (Grendon et al. 2015: 19) in the context of cultural survival and the creative efforts of the next generation.

[image: ]FIGURE 21.6: Paul Grendon, Town centre, Usakos, 2015. Reproduced courtesy of the photographer. From the exhibition Usakos: Photographs Beyond Ruins. The Old Location Albums 1920s-1960s, first shown at the old municipality building in Usakos, which opened as a new local museum in 2016.

As first signaled in Mofokeng's Black Photo Album, the photographic archive of Southern Africa is not simply a repository of conflict and trauma, but also a space of imaginative world making and creative renewal. Yet there remains much to be done to fully understand the region's complex and diverse photographic histories. As collections become increasingly accessible, subject to the "radical dissemination" that Haney and Bajorek argue has become "the general condition of photography" (2015: 215), and new digital image-making practices proliferate, critical photographic histories alive to regional differences as well as global interconnections have never been more important.


NOTES

1. Tate Report 2009-10. Available online at http://www.tate.org.uk/about/who-we-are/tatereports/tate-report-2009-2010 (accessed September 26, 2015). The Black Photo Album has since been published in book form (Mofokeng 2013).
  2. I am grateful to Rui Assubuji for these insights into the history of photography in Mozambique (personal communication, April 20, 2015).
  3. See for example the major exhibition and accompanying catalogue Life of Our Nation—Ons Volk, Ons Land (1960), a South African response to The Family of Man, which apart from a brief mention by Bensusan (1966) is absent from photographic histories of the region.
 
4. See Newbury 2015 for an example of a collection that, although comparable, did not circulate within such networks, and as a consequence only came to light much later.
  5. Illustrated magazines in other Southern African countries (e.g., Parade, Zimbabwe, Tempo, Mozambique) have only attracted a fraction of the scholarly attention or curatorial interest of Drum. One might also consider magazines consumed by white audiences (e.g., Scope, South Africa).
  6. See for example the photographers brought together in Weinberg 2008. It is also worth noting the intellectual affinity between the emerging documentary approach and the History Workshop movement in South Africa during the 1980s.
  7. The earliest critical historiography of Namibian photography can be found in Hartmann, Silvester, and Hayes 1998. See also the Digital Nambian Archive project. Available online at http://dna.polytechnic.edu.na (accessed October 5, 2015).
  8. The publication accompanied the exhibition Namibia of Today at the first Rencontres Africaines de la Photographie biennale in Bamako, Mali.
  9. The quotation is an extract from the publication's back cover.
  10. See Ricardo Rangel Photograph Collection, Struggles for Freedom, Southern Africa. Available online at https://www.aluka.org/struggles/collection/RANGEL (accessed September 24, 2015).
  11. Cited in preface to "The Other Camera," curated by Paul Weinberg. Available online at: http://www.theothercamera.se/wp-content/uploads/2014/06/The-Other-Camera-e-Book.pdf (accessed September 24, 2015).
  12. "Movie Snaps: Cape Town Remembers Differently," District Six Homecoming Centre, Cape Town, January 31-February 28, 2015. Curated by Siona O'Connell.
  13. Tamsyn Adams, "An Agricultural Aesthetic: The Farming Photography of Temple L. Fyvie," Beyond the Iconic Image: A Workshop on Microhistory and Photography, University of the Witwatersrand, June 13-14, 2013.
  14. See http://gideonmendel.com/framing-aids/ (accessed October 2, 2015). The project included photographs made in Mozambique.
  15. Breathing Spaces: A Project by Jenny Gordon and Marijke du Toit. Leaflet with text by Carol Brown. See also Du Toit and Gordon 2009.
  16. Thomas also discusses the series as a form of memorialization to those who have died as a result of hate-crimes, or HIV-related illnesses (2010: 433).
  17. See http://www.cedricnunn.co.za/essays/blood-relatives.html (accessed October 2, 2015).
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CHAPTER TWENTY-TWO
American Photographic Indicators

Addressing the Photo-Political State of a Contested Union

LOUIS KAPLAN

When delivering the annual address to the Congress at the beginning of every year, each American President performs a stereotypical rhetorical gesture that reassures lawmakers and the general public that the State of the Union is strong. Faced with a parallel challenge, I want to reassure my readers at the outset that the photo-political state of the nation is strong, but that much of what is deemed to be of significance in US photography exposes a contested and even fractured union. This should not come as a surprise if photography is viewed as a practice of provocation, subversion, and critique when in the hands of artists and activists who seek to challenge dominant political and cultural discourses through their images and representations. This chapter addresses and assesses the state of photographic affairs in the United States over the last twenty-five years by focusing on major contemporary trends and approaches. It seeks to provide historiographical insights by reviewing key publications and scholarly research in the field of American photography studies on the one hand while surveying significant photographers and exhibitions on the other.

This contested state of affairs was revealed in Richard Bolton's path-breaking collection of essays The Contest of Meaning: Critical Histories of Photography (1989). This hard-hitting and outspoken volume featured some of the brightest and rising stars of a generation of scholars and artist-theorists who focused specifically on the sociopolitical ramifications of art photography. According to Bolton's "Introduction," these writers were not only interested in unpacking "the politics of photographic representation, but also the politics of meaning itself" (1989: x) and they sought to understand "how meaning is affected by the exercise of power" (1989: xii). Some of these contributors (e.g., Abigail Solomon-Godeau, Benjamin Buchloh, Rosalind Krauss, and Douglas Crimp) were already associated with October, the influential postmodern journal where theory mattered to the analysis of photography and where the medium served as an important object of study within the larger discourse of contemporary art. Other contributors to Bolton's volume such as Allan Sekula, Esther Parada, and Martha Rosier were artist-theorists who produced work under the influence of leftist and activist politics distilled from the Marxist tradition but also imbued with the tenets of Conceptual and postmodern art. Such writers and artists were not content with the status quo of institutional discourses tied to the art market or power elites. As Bolton summarized their outlook, he allied their practice and theory to the larger project of institutional critique that was gaining traction at the beginning of our period of inquiry. According to Bolton (1989: xiii):


Institutions continue to legitimize certain viewpoints and to marginalize others. By examining the politics of these institutional acts, these writers develop an understanding of meaning as a context, created out of opposition and negotiation. Intellectual production is here given an activist role, charged with the development of new forms of social experience and a new social basis for art.


In a similar vein, Solomon-Godeau's collection of essays Photography at the Dock (1991) addressed the politics of photographic history and practice with critical and theoretical astuteness. Drawing on feminist and Marxist models, she deconstructed the ways in which photography was complicit with oppressive institutions. Such postmodernist interventions helped to establish contemporary photography studies as an important counter-discursive practice in American society and culture.

Before we examine some of the key American photographic indicators that have constituted this counter-discursive practice, it is important to sketch at the outset some of the major sociopolitical events to which our photographers, historians, theorists, and critics have responded. In contrast to official political platitudes, many of these indices show a declining state of health and wellbeing in the United States. For this period has been marked by such sociopolitical developments as the decline of democratic institutions on account of neo-liberal privatization and the withdrawal of the nation-state in the face of overwhelming corporate power; the dominance of the United States on the world stage after the demise of the Soviet Union; wars in Iraq and Afghanistan in reaction to the 9/11 terrorist attacks and attendant human rights violations (documented via the controversial Abu Ghraib photos); increased income inequality and the further dismantling of the "American Dream"; the rise of the digital (dot.com) economy and casino capitalism; the Great Recession of 2008 and the subsequent protests embodied in the Occupy Wall Street movement; the rise of the networked society including mobile phone/photo devices and civilian photojournalism; increased recognition of civil rights for gays and lesbians; ongoing racial unrest and racism in spite of the election of a mixedrace President; the mass incarceration of black men and immigration restriction debates; the impact of the environmentalist movement in response to climate change; and the dominance of corporate media in an era of visual spectacle where entertainment passes itself off as facts and information and where the profit motive conditions the transmission of truth.

My goal is to investigate how the indexical traces generated by American photographic practices and scholarship have responded to some of these social, cultural, political, and economic developments with particular attention given to research and creation that foregrounds contested histories and these current political concerns. In this way, the chapter will trace the ways in which American photography has allowed for the articulation of counter-narratives that offer sites of contestation, deconstruction, critique, and/or the satirizing of dominant political, economic, social, and technological conditions in the contemporary moment. Such photographic investigations –whether in the form of creation and/or criticism—speak for what has been repressed or oppressed by dominant institutions and formations. I will review three main topic areas in pursuit of American photographic indicators—activist documentary work, images that highlight political violence and war, and representations of race and ethnicity.

ACTIVIST DOCUMENTARY PHOTOGRAPHY

Turning to the activist tradition in American photography, the goal is not just to record the world; it is rather to change and transform it for the better. The emphasis on human betterment explains why the ethical demand sometimes precedes the aesthetic in such documentary projects. The idea of photography as performing advocacy work in the service of social reform and social justice goes back to the pioneering models of Jacob Riis and Lewis Hine, and it is closely linked to the history of progressive and democratic socialist movements in the United States. While its guiding assumptions have been challenged by postmodernism with its insistence on the opacity of the photographic signifier and while it was criticized by Martha Rosier (1990) who argued in her famous essay "In, Around, and Afterthoughts (On Documentary Photography)" that the liberal humanism and moralism of social documentary photography could never achieve radical and systemic political change, the activist camera has undergone a resurgence in the past decade as inequality, inequity, and injustice have become the watchwords in American economic and political life.

In late 2011, the photographic educator and documentary photographer Michelle Bogre published the textbook Photography as Activism: Images for Social Change that reframed the history of photography through this socially and politically engaged lens. She summarizes its contemporary relevance as follows (Bogre 2011: xv): "More than ever before, the world needs professional photographers to record the issues threatening our planet, to be the moral witness of the evil that man still is capable of doing to man." While international in scope, the book highlights a number of American exemplars including Donna Ferrato, Mary Ellen Mark, Eugene Richards, and Stephen Shames. One recalls in this context that the controversial Magnum photojournalist Eugene Richards published Americans We (1994) in the grand subjective documentary tradition of Robert Frank. For all of these photographers, it is not enough to represent because there is just too much at stake. In this way, the photograph as a call to action becomes the means to a larger end. Bogre cites Glenn Ruga who co-founded socialdocumentary.net (2011: 6): "Human rights photography is actionable, not representational. In other words, the power of the work is to make change. It's not strictly to represent something out there in the world, but the act of presenting this work and looking at this work itself can make change." Bogre's book concludes with a variety of resources in the form of websites, magazines, organizations, and festivals in order to further motivate the reader to take up the cause of activist photography.

The exhibition More American Photographs curated by Jens Hoffmann at the California College of the Arts in fall 2011 staged a self-aware intervention in the wake of the economic downturn and financial collapse of 2008. Turning to the documentary photographs of the Farm Security Administration during the Great Depression that put photography in the service of Franklin D. Roosevelt's New Deal as its precedent and model, Hoffman commissioned one dozen contemporary photographers to update this social reform project for the twenty-first century. As one example, Roe Ethridge traveled to Belle Glade, Florida in search of the visual signs of foreclosure and to document the ghost town images of abandoned community in the wake of the sub-prime mortgage debacle. The title of the exhibition recites Walker Evans's American Photographs (1938) and the key role that he played on Roy Stryker's social documentary dream team. But the pairing of these two sets of photographers and their images raises some difficult questions. For example, the exhibition highlights the aestheticized status of the presentday photographers who view themselves as artists and who actively engage in the art photography market in contrast to the FSA (Farm Security Administration) photographers who worked for a federal government agency when producing their documentary images. Furthermore, one has to consider the ironic institutionalization of such social documentary images as iconic works of art and valued commodities in the intervening years between the Great Depression and the Great Recession. Andrew Stefan Weiner's 2013 critical review "Stimulus, Austerity, Economy: Photography and the US Financial Crisis" exposes some pitfalls of the Wattis exhibition and he finds that a number of these images recall Bertolt Brecht's quip in the waning years of Weimar Germany that photographs of the Krupp Factory reveal almost nothing about the evils perpetrated by the implicated institutions. Weiner's essay further compares More American Photographs with two other contemporary attempts to photographically represent the US economic crisis—namely, the collective photo blog We Are the 99 Percent (2012) and Zoe Strauss's I-95 project (2001-2010). In the case of the former grass roots project, we find in its title and tagline something that points directly to the Occupy Wall Street movement and that puts income inequality at the heart of its activist concerns. Appropriating the strategy made famous by the British post-Conceptual photographer Gillian Wearing, this populist photo blog asks people to contribute a picture of themselves holding up a sign that explicates how and why they belong to the 99 percent. In this way, the project offers an exercise in community bonding and building for those who identify with the Occupy Movement. According to Weiner (2013: 103), We Are the 99 Per Cent "realizes something close to the ideal of dehierarchized mass communication ... as intrinsic to the medium of photography."

The late Allan Sekula provides us with a significant example of a highly articulate photographer-theorist who managed to mesh Marxist and Conceptual tendencies in his documentary practice and critical thinking as he examined "the traffic in photographs" circulating throughout capitalist societies. This combination of currents was also reflected in his training given that Sekula studied with both the Marxist philosopher Herbert Marcuse and Conceptual artist John Baldessari. Sekula referred to his work as "critical realism" and he exposed ideological presuppositions and systemic inequalities using allegory and analysis. Sekula already began his exploration of issues related to labor, exploitation, and class conflict in the 1970s. His Fish Story (1989-1995) and numerous other works interrogated the "imaginary and material geographies of the advanced capitalist world" (Sekula 2002a: 202). Fish Story also signaled the photographertheorist's deep engagement with the sea as crucial to the process of globalization and world trade. Sekula understood the impact of globalization and the crucial role played by photography as a mass communications medium in its development. Later, he participated in the emergent global activist movement and he turned his critical realist camera to the steady stream of protests staged at the summits of the capitalist powers and held around the world. For instance, Waiting for the Tear Gas (white globe to black) (1999-2000) consists of a slide show of eighty-one color images of protesters in conflict with the police against the backdrop of the World Trade Organization meeting in Seattle in November 1999. Sekula reflected upon the political stakes of this event: "All democratic threats to the globalizers will now trigger the machineries of 'counter-terrorism'" (Van Gelder 2015: 113). The prescient Sekula also concluded this text in prophetic anticipation of the Occupy Movement: "And if not Wall Street, the boiling pot of capital, where next?" (Van Gelder 2015: 113). In 2002, Sekula published the essay "Between the Net and the Deep Blue Sea (Rethinking the Traffic in Photographs)" in the journal October where he offers a brilliant meditation on the status of photographic media in the age of the internet and of digital photography, and as he positioned himself as part of "the movement of resistance to corporate globalization" (2002b: 6). In particular, Sekula lambasted the so-called Disembodied Industrialist Bill Gates as the arch-image capitalist and derided his attempt to monopolize and hoard the emerging market of the digital domain. This referred particularly to Gates's establishment of the Corbis archive—a commercial venture allowing him "to manage the global archive and retrieval system from which any number of pictorial statements might be constructed" (Sekula 2002b: 4).

Activist photography studies cannot be confined to the streets alone; they also engage the land and its use, and especially at a time when global warming constitutes the burning political question upon which the future of the planet hinges. It is in this context that the California-based author and activist Rebecca Solnit has published many engaged and engaging texts about landscape photography expressing a highly attuned environmental consciousness over the past twenty-five years. Her entry in Mark Durden's edited volume Fifty Key Writers on Photography notes that "Solnit's dedication to activism, along with her interest in revolution informs her writing on photography" (2013: 205). Already in 1993, she composed an illuminating essay where she recognized the importance of a new wave of environmental photographers. Peter Goin became widely recognized for his Nuclear Landscapes project (1991) as he toured abandoned nuclear test sites in Nevada, Washington, and the South Pacific and exposed their deleterious impact on the environment. According to Solnit (2003: 95), "Peter Goin, from Reno, is another ... photographer, whose Nuclear Landscapes is an anthology of deadpan images of nuclear-war production sites, labeled with blocky black letters," However, Solnit (2003: 95-6) also feared that the project's "captivity within the art world seems to undermine its purposefulness," and contrasted this approach to many "superb young activist photojournalists working with environmental issues including Randi Baird of Greenpeace, antinuclear activists Rachel Johnson and Dana Schuerholz of Impact Visuals, and the older David Cross, who documents Earth First!"

Turning to Richard Misrach's Violent Legacies: Three Cantos (1992), Solnit made the case that one did not have to eschew aesthetics in order to be a concerned environmental photographer (2003: 96):


Richard Misrach is the contemporary artist who has most unswervingly met the challenges of landscape and art photography without leaving behind one or the other. His huge, formally stunning color images take on the subject matter usually reserved for photojournalism: the unnatural disaster is his most perennial theme. He uses the representational vocabulary of landscape photography to address issues more akin to social documentary.


Misrach has taken on a number of environmental issues over the years that do not conceal their political charge whether it is the testing of explosive and nuclear weapons by the American military (1992) or the pollution unleashed by petrochemical manufacturing (2012). In the latter project, Misrach's images were paired with an ecological atlas prepared by architect Kate Orff in order to give more context to the industrial and ecological problems portrayed in his photographs. Matching Solnit's claim that he is the perennial photographer of the unnatural disaster, Misrach traveled to New Orleans in the fall of 2005 in the immediate wake of Hurricane Katrina to document the messages left by survivors on cars, houses, and trees, and to implicate human neglect at the root of this culturally conditioned "natural" disaster in a book ironically titled, Destroy this Memory (2010).

Doug Rickard's A New American Picture (2012) represents an unusual foray into activist documentary photography but it is indicative of the brave new world of street photography in the wake of Google Street View. Like the Canadian artist-curator Jon Rafman's Nine Eyes of Google Street View (begun in 2008) and recalling the Situationist strategy of détournement, Rickard's project is a deft intervention that revamps this new automated technology originally designed as a comprehensive geo-locative mapping to assemble a photographic archive of every street in the United States (and elsewhere). Rickard's post-Conceptual project re-photographs these images using a tripod-mounted camera; he then proceeds to remove the Google watermark cropping the images to a panoramic format. Assuming the role of the photo curator-editor as artist, Rickard's selection reveals places of high unemployment, abandonment, and economic stagnation in rural and urban areas. Rickard (2016) writes that "these images present a photographic portrait of the socially disenfranchised and economically powerless, those living an inversion of the American Dream." It is Rickard's ironic genius in this project to reframe Google's robotic eye as a concerned and humane photographer in the tradition of Walker Evans and Robert Frank. In this way, A New American Picture brings Frank's sense of photographic engagement into the twenty-first century rerouting his famous statement to the cold and blank gaze of an artificial intelligence: "Above all, I know that life for a photographer cannot be a matter of indifference" (1981: 401).

POLITICAL VIOLENCE AND WAR

The al-Qaeda suicide bombers under the leadership of Osama bin Laden staged the terrorist attacks on the World Trade Center in New York City on September 11, 2001 as a mass visual spectacle of epic proportions. These attacks were a traumatic blow to the American psyche and they especially shattered the superpower's sense of military invincibility on its native soil. In its combination of aesthetic formalism (with its tumbling body framed perfectly at the intersection of the North and South Towers) and its horrific content (a man who is caught head first and in mid-jump on his way to a certain crashing death), Associated Press photographer Richard Drew's The Falling Man (2001) became a disturbing icon of visual fascination in reference to this national tragedy. Tom Junod's quest for the jumper in the photograph was published in Esquire (2003) and it was included later in the edited collection, Picturing Atrocity: Photography in Crisis (Batchen et al. 2012). Interestingly, Junod (2003: 177) highlights the weapons of war evoked by this image, and he uses a military metaphor in the following description of The Falling Man—"as though he were a missile, a spear, bent on attaining his own end."

The street photographer Joel Meyerowitz took up the challenge to document the wreckage, ruins, and recovery operations, especially those undertaken by the New York Police Department Explosion and Arson Squad in the weeks and months following the attack, and he eventually published a sampling of this work in Aftermath: World Trade Center Archive (2006). There is no doubt that the FSA photographers of the Great Depression inspired Meyerowitz such that he was motivated to preserve a record of 9/11 for the sake of history and memorialization. As the only photographer who was allowed access to the area known as Ground Zero, Meyerowitz had a privileged vantage point to what had become a sacred site in the tradition of the hallowed battlegrounds of the Civil War. Working with a large format camera and a 35 mm camera, Meyerowitz made more than 8,000 images, and the complete archive is housed in the Museum of the City of New York for posterity. In his insightful survey Photography and the USA, the cultural historian Mick Gidley (2010: 129) recalls a curious fact regarding the further extra-territorial circulation of these powerful and at times apocalyptic images: "Between 2002 and 2005, the U.S. State Department funded foreign showings of an exhibition of a small selection of its images to help convey to the world the scale and shocking effect of the attack, but also the nation's essential resilience and concern for individuals." Nevertheless, a more skeptical reading would question a purely humanitarian reading of Meyerowitz's Aftermath images pointing to the politically instrumentalist motives behind this exporting gesture in an attempt to use photographic culture to justify America's vengeful militarist response with the War on Terror in Iraq and Afghanistan that was waged by the Bush administration in the aftermath of the 9/11 attacks.

On the other hand, the infamous Abu Ghraib photographs serve as grim counterpoints to Meyerowitz's World Trade Center project in their graphic and direct documentation of the involvement of United States military personnel in war and atrocity as they expose the deliberate torture of prisoners of war in this Iraqi prison. Here, we move from a professional photographer's memorial honoring the site where innocent civilians perished to the amateur snapshots of military tortures in progress functioning as brutal war trophies for their soldier-shooters. The first leaks of these disturbing photographs were published in The New Yorker magazine in April 2004. In political terms, the Abu Ghraib photographs have to be situated in terms of the larger context of the nebulous American War on Terror, and they are linked to other alleged human rights abuses whether the killing of Iraqi civilians in carpet bombing missions or illegal interrogations and tortures at America's own "enemy-combatant" facility in Guantanamo Bay.

The documentation of these cruel acts and their viral distribution through social media sparked a notable trend in contemporary American photography studies. This literature includes not only important commentaries about these particular pictures but also about the larger theme of the role and function played by photography in relation to war and political violence. To begin with one of the most notable examples, a disgusted Susan Sontag wrote her last major critical essay about the Abu Ghraib photographs. "Regarding the Torture of Others" (2004) followed upon her timely book-length reflection Regarding the Pain of Others (2003) that offered a close examination of war photography and the role played by photojournalism in bringing the war home. Serving once again as the ethical conscience of American photography, Sontag (2004: 26-7) bemoans, "The horror of what is shown in the photographs cannot be separated from the horror that the photographs were taken—with the perpetrators posing, gloating, over their helpless victims." Sontag (2004: 27) compares the gloating and grinning faces of the perpetrators to photographs taken in the American South where racists posed against the backdrop of black victims of lynching in the period between 1880 and 1930 in that both sets of images serve as "souvenirs of a collective action whose participants felt perfectly justified in what they had done." Interestingly, such lynching photographs serve as the locus of a few recent photography studies analyzing this domestic expression of political violence in racist terms (e.g., Apel and Smith 2008).

Abu Ghraib's iconic photographs of pain and atrocity became a touchstone for numerous photo-cultural critics as they reflected upon the difficult issues revolving around political violence and ethical failure. In this context, one thinks of W. J. T. Mitchell's Cloning Terror: The War of Images, 9/11 to the Present (2011) that sees cloning as not only a central metaphor for biotechnology but also for the spread of terror on both sides of the conflict. Mitchell (2011: xv) is especially interested in the "iconological snapshot" of the Hooded Man that "emerged as the central image-event of the epoch" and that paradoxically brings a Christian crucified martyrdom into the heart of Islamic abjection. In a similarly critical vein, Errol Morris produced the documentary film Standard Operating Procedure (2008) on the Abu Ghraib images that thinks in part about the soldiers as scapegoats for larger systemic problems and attributing blame to higher-ranking officials in the American government. He also focuses on one Abu Ghraib photograph in Believing is Seeing (Observations on the Mystery of Photography) (2011), but here the emphasis is somewhat different because he wants to show the complexity of getting at the truth when it comes to looking at certain photographic images. His prime example is the image of Sabrina Harman who poses over a dead and beaten Iraqi prisoner Manadel al-Jamadi, Instead of assuming Harman to be the guilty murderer, Morris digs deeper to show that she actually exposed the evidence of this crime as well as the fact that she had been lied to by her commanding officer when he claimed that the autopsy showed that al-Jamadi died of a heart attack. Finally, the art historian Steven F. Eisenman takes a contrarian position regarding the impact of these same images. In The Abu Ghraib Effect (2007), Eisenman invokes the so-called pathos formula as a way of explaining why these images did not have the impact on the public that they should have had. He argues that the Abu Ghraib images make their prisoner victims appear complicit with their punishments as if they welcome their own tortures.

Other leading photo-based artists of the past fifteen years have taken up post-9/11 themes such as national security and surveillance in profound and sometimes witty ways. For example, one thinks of London-born and Los Angeles-based photographer and writer Walead Beshty and his series Transparencies (2006) in which he deliberately traveled with unexposed 4 x 5 transparency film in his luggage in order to pass the film through X-ray scanning machines used in international airport security systems. After passing the same film through a number of security system scanners, the artist processed and scanned these images, finally printing them on photographic paper. Attuned to the geopolitical currents of the contemporary traveler, these striking images play rather deliberately between the politically charged process of their production and the seeming innocence of their aestheticized results. The irony is biting and it is borne out of a paradox. The vivid abstraction of these arty images streaked with grid-like patterns and washes of color is made possible only on account of the apparatus of the contemporary surveillance state whether Beshty travels at home or abroad. In sum, such images serve as indexes of the controlling demand for more elaborate state security systems to monitor and regulate the movements of everybody (quite literally) in the vague hope of stopping terrorism. Similarly, Chicago-born and Berkeley-based Trevor Paglen is a multidisciplinary political artist and experimental geographer who works with photography and other media to interrogate the contemporary surveillance state and to document the oppressive use of satellite systems and drone warfare. In Invisible: Covert Operations and Classified Landscapes (2010), Paglen demonstrates how it is possible to transform surveillance into an aesthetic, and he often exhibits his work in breathtaking, large-scale prints. For his series Limit Telephotography, Paglen deploys high-end optical systems that document classified governmental sites. In The Other Night Sky, Paglen demonstrates his willingness to travel to distant South Africa to get a decent photograph of the United States military-communications satellite (PAN) as it orbits above the Indian Ocean. All in all, Paglen sets his sights on the infrastructure of the National Security Agency and covert operations that can be traced back to the American government with photographs that bring a degree of visibility and that shed some light even as they hint at what remains occluded from view.

Like Beshty, the New York photographer Taryn Simon's Contraband (2010) is also fascinated with airport security measures. This particular project consists of 1,075 photographs that were taken primarily at the U.S. Customs and Border Protection Federal Inspection Site at John F. Kennedy International Airport in November 2009. As the endurance project is described on her website. "For one working week, Taryn Simon remained on site at JFK and continuously photographed items detained or seized from passengers and express mail entering the United States from abroad."1 As a leading post-Conceptual art photographer devoted to the archival impulse, Contraband allowed Simon to document a collection of material objects seized by the authorities and to present them in a blank and deadpan manner that recalls the work of Ed Ruscha and his presentation of forensic evidence in books like Royal Road Test during the 1960s. Simon's political camera exposes illicit substances and products banned under United States law whether counterfeit goods, drugs, firearms, or plants and other prohibited foods. These interdicted artifacts illustrate that there are many wars that the US government is waging in its effort to contain items that would contaminate the American body politic.

Meanwhile, Simon's An American Index of the Hidden and Unfamiliar (2007) is another successful archival project that creates a quirky inventory that is very self-conscious about its indexical role in relationship to the post-9/11 American landscape. However, these large-format view camera images are less about the illegal and the excluded, and more about things that are legal but repressed. In reviewing Simon's An American Index of the Hidden and Unfamiliar (2007), the photo-historian Geoffrey Batchen situates the artist's project exactly within the context of a nation on a war footing and in direct response to American paranoia abroad (2011: 747):


The exposure of these particular subjects came at a time when the United States government looked for secret sites outside its own borders (caches of unfound weapons, hideouts of wanted enemies, foreign jails that would allow torture, unsupervised nuclear facilities). Simon turned this national paranoia inwards, producing a collective portrait of the American psyche through a documentation of its repressed places.


Whether photographing a nuclear waste storage facility, a white tiger breeding site, a cryopreservation unit, or sexual assault kits awaiting DNA analysis, Simon provides access to a variety of peculiar and exceptional sites and objects at a distance allowing them to retain their hermetic and cryptic qualities. As with Paglen's work, quizzical readers of An American Index are left wondering what remains hidden from the photographer's view and what lies beyond the limits of visibility in general.

COMMUNITIES AND IDENTITIES: REPRESENTATIONS OF RACE AND ETHNICITY

The photographic imaging of race and ethnicity has served as an important topic for scholars and photographers over the course of the past twenty-five years, and it has provided a way by which to challenge the monolithic myth of the melting pot or a dominant racial narrative (i.e., whitewashing) of the American photographic experience. In this way, critical race studies turn to American histories of photography previously repressed or overlooked within more traditional narratives envisioning the community of those who have this or that visual cultural heritage in common with many of these studies looking back to earlier historical periods. Thy Phu's Picturing Model Citizens: Civility in Asian American Visual Culture (2012) provides one such example of "looking otherwise" whether the photographs under review are of Chinese immigrants, Japanese internment camps, or the more recent SARS epidemic. Phu summarizes the object of her researches this way (2012: 15): "Tracking civility within Asian American visual culture, Picturing Model Citizens uncovers the varied manifestations of this remarkably resilient trope and assesses its implications for the making and unmaking of national citizenship." In other words, Phu is interested in examining representations of Asian American civility to understand the forging of the model citizen as well as uncovering modes of resistance and subversion that challenge the assimilatory codes of Americanization. Allied to Phu's project, Jasmine Alinder's Moving Images: Photography and the Japanese American Incarceration (2009) takes up this disturbing and overtly racist chapter in twentiethcentury American history when Japanese Americans were stripped of their citizenship and targeted as enemies of the state during the Second World War. Alinder's book offers an excellent example of rewriting American photographic history in the wake of the postcolonial turn in that it recovers the largely unknown archives of two well-known white photographers (Ansel Adams and Dorothea Lange) as well as Japanese American and Los Angeles-based portrait photographer Toyo Miyatake who was a Manzanar camp inmate himself. In taking up the photographic representation of the repressed subject of the Japanese American internment during the Second World War, the book demonstrates how fragile the rights of citizenship are in so-called states of emergency. Alinder also brings her analysis to the present by including the works of Patrick Nagatani and Masumi Hayashi who have returned to the camps to photograph the landscape today and to index the signs and markers that memorialize the injustice of the internment. Finally, Anthony Lee's Picturing Chinatown: Art and Orientalism in San Franscisco (2001) is another example of a critical race study giving voice and vision to the Chinese American experience in painting and photography over the course of a century (1850-1950). In contrast to Alinder's study, there are no Asian examples in the photographers reviewed here. However, this lack allows Lee to reflect on how Orientalist themes and stereotypes in Edward Said's sense enter into the representations of the inhabitants of Chinatown made by the white photographers. For Lee (2001: 8), these images "speak most directly to the needs, desires, and assumptions of their makers."

The same thing can be said about the colonialist project of photographing the Navajo. In Navajo and Photography: A Critical History of the Representation of an American People (1996), the anthropologist James Faris examines the Western assumptions that have guided images of the Navajo made by well-known white photographers such as Edward Curtis and Laura Gilpin as well as the Navajo's resistance to such mythic or nostalgic tropes of the "vanishing race." Moving a generation ahead, in her book Horace Poolaw: Photographer of American Indian Modernity, Laura E. Smith (2016) situates Poolaw as a key player in the rise of Native self-representation and "taking back" the colonized image. She looks at this important Kiowa photographer who documented the rituals of his native community in Oklahoma for many decades. Nevertheless, Smith is also clear that Poolaw had to negotiate with the modernist movement in American art photography and the modernization of his own people. The desire for Native American self-representation in photography is also currently at the heart of a large-scale project undertaken by Matika Wilbur who hails from the Swinomish and Tulalip Tribes in Washington. Project 562 (2016) is a national documentary endeavor wherein Wilbur seeks to photograph Native people from every tribe across the United States. According to her website, "By exposing the astonishing variety of the Indian presence and reality at this juncture, we will build cultural bridges, abandon stereotypes, and renew and inspire our national legacy."2

Deborah Willis has made a significant contribution to the analysis and documentation of the African American experience in photography through her work as an artist, curator, historian, and educator. Her edited volume Picturing Us: African American Identity in Photography is organized as a series of close readings of individual images offering to the reader the "opportunity to walk through history and imagine the lives of distinct peoples" (Willis: 1994: ix). This book and many others provide potent examples of an approach to the history of photography that pays close attention to the politics of race and representation under the influence of the black cultural theorist bell hooks's desire to challenge the narratives of dominant spectators (see hooks 1992). Willis (1994: x) situates her work as part of the following historiographical trend: "In the last few years there has been a surge of interest in photography, specifically the ways one looks at and interprets photographs and how identity and representation are constructed in photographs of African-Americans." Whether the original context of the picture is a morbid trophy of oppression (e.g., lynching photographs) or a proud celebration of a thriving culture (e.g., images of the Harlem Renaissance photographer James van der Zee), Picturing Us engages the ways in which the history of photographic imaging has had an impact on African American identity and consciousness. In a number of other works, Willis has sought to redress the exclusion or repression of African American experience from the nation's photographic history in studies dealing with African American vernacular photography, the black female body, a history of black photographers, African American portraits, or in an examination of the photographs of the historic Barack Obama campaign in 2008. Thus, it is also not surprising to learn that Willis contributed the foreword to Catherine Opie's documentary record Inauguration (2011) that captures both memorable and mundane scenes on the occasion that brought an African American (Barack Obama) to the highest office in the land for the first time. Opie shows a good eye for recording the details surrounding the event from the shot of thousands of empty seats before the ceremony to the strewn garbage on the Washington, DC mall in the aftermath. Mingling with the masses and shooting the ceremony from their perspective where the scene is reduced to the mediation of a screen, Opie plays up the society of the spectacle. Yet, she also acknowledges poignant displays of patriotic sentiment among the diverse population gathered together to witness Obama's inauguration as they identify with America's first non-white President. While Opie established herself as a photographer of communities of others (i.e., the visual culture of drag kings and dyke lesbians), Inauguration gives her the chance to think about the question of national community during a momentous day in American history while pushing her photographic talents.

In thinking about the representation of African Americans through the lens of photography, another historiographical trend over the last decade lies at the intersection of photographic and political history. This is the critical examination of the role of photography in relation to the Civil Rights movement as represented in a cluster of fascinating studies (see Maurice Bergr 2010; Duganne 2010; Raiford 2010; Martin Berger 2011). The question of race was also at the center of the ambitious critical-curatorial project and richly illustrated publication entitled Only Skin Deep: Changing Visions of the American Self (2003) organized and edited by the Cuban-American artist and writer Coco Fusco and the curator Brian Wallis at the International Center of Photography in New York. In her essay "Racial Time, Racial Marks, Racial Metaphors," Fusco affirms the role of photography in the construction of race. "The premise of this exhibition, however, is that rather than recording the existence of race, photography produced race as a visualizable fact" (2003: 16). The book however shows not only the visual production of facts, but also how photography produces and reproduces visual stereotypes that promote racial bias and discrimination. Delving into the archives and reproducing the bodies of those who became racialized subjects before the lens, the exhibition does not confine itself to the African American experience alone, but also engages with the racial profiling of many minority groups including the portrayal of indigenous American peoples in photography. In other words, Only Skin Deep is a postcolonialist project that does not avert its gaze from the white settler's conquest, eviction, and forced acculturation of the Native peoples or the later expropriation of Hawaiian Islands for the sake of American corporate and military interests. Nevertheless, Fusco does not see her curatorial objective as a simple demonstration of racism in photography in light of the fact that things are not so clear-cut. Instead,


the exhibition is an inquiry into racial imagery rather than racism, and it features works that evoke popularly held ideas about race regardless of the intent of the photographers who took them. The logic and meaning of that imagery is too complicated to be explained by determining whether the photographer, his or her subject or the viewer is consciously for or against racism. (Fusco 2003: 26)


In this way, the book is concerned with the use of photography to denounce racism as much as to endorse it, and it features numerous ambivalent examples where it is very difficult to decide.

The rise of a scholarly interest in Chicano as well as other Latino photography also has played a key role in the trend toward the representation of race and ethnicities (La Raza) in contemporary American photography studies. In 1995, Chon Noriega edited the exhibition catalogue From the West: Chicano Narrative Photography that documents this breakthrough exhibition at the Mexican Museum in San Francisco. The catalogue includes Jennifer González's essay on six Chicano photographers including Delilah Montoya, Harry Gamboa, Jr. (of Asco fame), and Kathy Vargas. Gonzáles stresses the activist approach of many of these photographers whose works address and contest racism in American culture. Since 2002, the acclaimed book series "A Ver: Revisioning Art History" edited by Noriega at the UCLA Chicano Studies Research Center and in conjunction with the University of Minnesota Press has intervened with powerful narratives of Chicano and other US Latino image makers whose diverse histories redress this undervalued area of contemporary American photography studies. As one example, Ramón García published a monograph on Ricardo Valverde (2013) who used street photography and portraiture to document Chicano life in East Los Angeles from the 1970s to the early 1990s.

In terms of my own contribution to this field, American Exposures: Photography and Community in the Twentieth Century (2005) is most pertinent to the discussion of photography and the construction of racial and ethnic communities. The book draws upon the thinking of French philosopher Jean-Luc Nancy and, particularly, his texts on The Inoperative Community (1991) and Being Singular Plural (2000). Nancy's formulation of Being in the "singular plural," in the singular as plural, insists on the fallacy of the selfcontained, interiorized subject and any claim to its unity or original status. This means that subjectivity always involves a "being-with" or a "being-in-common." In focusing on the concept of "exposure" in Nancy's thinking, I am interested in what this term means for his articulation of being-in-common as well as how the concept of "being exposed" (posed in exteriority) is equally transferable to photographic discourse in such a way that it provides innovative theoretical resources for contemporary American photography studies—particularly for thinking about the relationship of photography and community. The book applies these theoretical rubrics to concrete case studies in American photographic history beginning with the fascistic risks inherent in Arthur Mole's living photographs in which military formations forged the icons and symbols of American national community during the First World War. The second half of the book focuses on contemporary visions of race and ethnicity with the final three chapters on active photographers—the digital Chicanos of the Mexican photographer Pedro Meyer (1995), the ironic portraits of the French Jewish diaspora photographer Frederic Brenner (1996), and the performances of community and the "rites of passing" at the heart of the subcultural drag of Korean American photographer Nikki S. Lee (Ferguson and Vicario 2001). Rather than revealing any type of mythic communion, Lee's postmodern pictures pose as riddles perched at the border of community as they raise the difficult question of inclusion and exclusion with no definitive answer. In other words, "As rites of passing, [Lee's photographs] ceaselessly return to and regenerate the question of community—of who is one of us" (Kaplan 2005: 194). This is the ultimate question that our being-incommon can never get past, and it serves to trouble the photographic representation of any fixed community or identity.

CODA: FOUR AMERICAN THEMES

Jonathan Green published his important critical history of American photography after the Second World War in the Orwellian year of 1984. The introduction summarized the connection between "Photography and the American Imagination" in the following manner (Green 1984: 10):


These are the themes that penetrate most directly to the essentials of the American imagination: the notion of Democracy; the idea of the Frontier; the Puritan heritage; and the demands of Utilitarianism. These concepts, ever strong in the popular imagination, have had the most decisive influence on what was to become the most popular American art form; they have determined the content, the form, and the values of American photography.


Reviewing Green's four capitalized concepts, what, if anything, has changed in terms of photographic research and creation over the course of the past twenty-five years? As we have witnessed, the notion of Democracy has remained an absolute value and an important impetus in terms of activist documentary work as well as for those who contest photographs documenting human rights abuses committed in the name of the United States as an imperialist power. Meanwhile, the expansive and often sublime idea of the American Frontier and its corollary of manifest destiny have undergone a distinct backlash with the rise of ecological consciousness in the face of climate change. In this way, the rosy picture of America as a land of unlimited wealth and resources has reached its limits in environmental photography and criticism. Likewise, the postcolonial perspective has challenged and reframed the frontier mentality as a form of "settler colonialism" and this has been questioned by the rise of indigenous Native American photography in particular. As for the third theme, the "culture wars" that began our period of study were waged between those who wanted to maintain the Puritan heritage and its privileging of a decidedly white image culture over and against those artists, critics, and historians who wanted to subvert this "pure" image. The active contestation and permissive transgression of the Puritan heritage has been an ongoing struggle for numerous communities (whether posing racial and ethnic diversity, hybridity, or queer and transgendered modes of beingin-common), and such photographs image what has been repressed too often by the dominant culture.

Finally, the demands of Utilitarianism continue to make their mark whether observed in the ongoing boom in the photographic art market over the course of the past twenty-five years, or in the ways in which digital photography has found a niche in the global image economy that requires ubiquitous and instantaneous communication and distribution across social media. Nevertheless, post-Conceptual art and tech-savvy projects challenge the utilitarian quest for a cyberspace devoid of excess and they contest the totalizing ideal of a universal search engine (also known as the "Google drive"). The Image Atlas (2012) collaboration between Taryn Simon and the late digital "hacktivist" Aaron Swartz provides a critical example of this counter-discursive trend:


The Image Atlas (2012) investigates cultural differences and similarities by indexing top image results for given search terms across local engines throughout the world. Visitors can refine or expand their comparisons from the 57 countries currently available, and sort by Gross Domestic Product (GDP) or alphabetical order. Image Atlas interrogates the possibility of a universal visual language and questions the supposed innocence and neutrality of the algorithms upon which search engines rely.3


Through this comparative archival analysis that taps into a world bank of images, Image Atlas maps not only American photographic indicators, but also examines them in comparison with fifty-six other national domains in order to expose ideological differences and to counter and contest the hegemonic claim of any global indexing project thereby dispelling the myth of photography as a universal language.


NOTES

1. http://tarynsimon.eom/works/contraband/#1 (accessed July 30, 2016).
 2. http://www.project562.com/Ppage/157454/about-matika (accessed July 20, 2016).
 3. http://tarynsimon.eom/works/image_atlas/#1 (accessed July 30, 2016).



REFERENCES


	Alinder, J. (2009), Moving Images: Photography and the Japanese American Incarceration, Urbana, IL: University of Illinois Press.

	Apel, D., and S. M. Smith (2008), Lynching Photographs, Berkeley, CA: University of California Press.

	Batchen, G. (2011), "Revenant," in T. Simon (ed.), A Living Man Declared Dead and Other Chapters, 739-53, London: Mack.

	Batchen G., M. Gidley, N. K. Miller, and J. Prosser (2012), Picturing Atrocity: Photography in Crisis, London: Reaktion Books.

	Berger, M. A. (2011), Seeing Through Race: A Reinterpretation of Civil Rights Photography, Los Angeles, CA: University of California Press.

	Berger, M. (2010), For All the World to See: Visual Culture and The Struggle for Civil Rights, New Haven, CT: Yale University Press.

	Bogre, M. (2011), Photography as Activism: Images for Social Change, New York and London: Focal Press.

	Bolton, R. (1989), The Contest of Meaning: Critical Histories of Photography, Cambridge, MA: MIT Press.

	Brenner, F. (1996), Jews/America: A Representation, New York: Harry N. Abrams.

	Duganne, E. (2010), The Self in Black and White: Race and Subjectivity in Postwar American Photography, Hanover, NH: Dartmouth University Press/UPNE.

	Durden, M., ed. (2013), Fifty Key Writers on Photography, New York: Routledge.

	Eisenman, S. F. (2007), The Abu Ghraib Effect, London: Reaktion Books.

	Faris, J. (1996), Navajo and Photography: A Critical History of the Representation of an American People, Albuquerque, NM: University of New Mexico Press.

	Ferguson, R., and G. Vicario (2001), Nikki S. Lee, Stuttgart: Hatje Cantz Verlag.

	Frank, R. (1981), "Statement," in V. Goldberg (ed.), Photography in Print: Writing from 1816 to the Present, Albequerque, NM: University of New Mexico Press.

	Fusco, C. (2003), "Racial Time, Racial Marks, Racial Metaphors," in C. Fusco and B. Wallis (eds.), Only Skin Deep: Changing Visions of the American Self, 13-49, New York: Harry N. Abrams.

	García, R. (2013), Ricardo Valverde, Minneapolis, MN: University of Minnesota Press.

	Gidley, M. (2010), Photography and the USA, London: Reaktion Books.

	Goin, P. (1991), Nuclear Landscapes, Baltimore: Johns Hopkins University Press.

	Gonzalez, J. A. (1995), "Negotiated Frontiers: Contemporary Chicano Photography," in C. Noriega (ed.), From the West: Chicano Narrative Photography, 17-22, San Francisco, CA: The Mexican Museum.

	Green, J. (1984), American Photography: A Critical History 1945 to the Present, New York: Harry N. Abrams.

	Hoffmann, J., and B. Stimson (2012), More American Photographs, San Francisco, CA: Wattis Institute.

	Hooks, b. (1992), Black Looks: Race and Representation, Boston, MA: South End Press.

	Junod, T. (2003), "The Falling Man," Esquire, 140 (3): 177-83.

	Kaplan, L. (2005), American Exposures: Photography and Community in Twentieth Century, Minneapolis, MN: University of Minnesota Press.

	Lee, A. (2001), Picturing Chinatown: Art and Orientalism in San Francisco, Berkeley, CA: University of California Press.

	Meyer, P. (1995), Truths and Fictions: A Journey from Documentary to Digital Photography, New York: Aperture.

	Meyerowitz, J. (2006), Aftermath: World Trade Center Archive, New York: Phaidon.

	Misrach, R. (1992), Violent Legacies: Three Cantos (with fiction by Susan Sontag), New York: Aperture.

	Misrach, R. (2010), Destroy This Memory, New York: Aperture.

	Misrach, R., and K. Orff (2012), Petrochemical America, New York: Aperture.

	Morris, E. (2011), Believing is Seeing (Observations on the Mystery of Photography), New York: Penguin.

	Mitchell, W. J. T. (2011), Cloning Terror: The War of Images, 9/11 to the Present, Chicago, IL: University of Chicago Press.

	Nancy, J.-L. (1991), The Inoperative Community, Minneapolis, MN: University of Minnesota Press.

	Nancy, J.-L. (2000), Being Singular Plural, Stanford, CA: Stanford University Press.

	Opie, C. (2011), Inauguration, New York: Gregory R. Miller & Co.

	Paglen, T., and R. Solnit (2010), Invisible: Covert Operations and Classified Landscapes, New York: Aperture.

	Phu, T. (2012), Picturing Model Citizens: Civility in Asian American Visual Culture, Philadelphia, PA: Temple University Press.

	Raiford, L. (2010), Imprisoned in a Luminous Gaze: Photography and the African American Freedom Struggle, Raleigh, NC: University of North Carolina Press.

	Richards, E. (1994), Americans We, New York: Aperture.

	Rickard, D. (2012), A New American Picture, New York: Aperture.

	Rickard, D. (2016), A New American Picture. Available online: http://www.dougrickard.com/anew-american-picture/ (accessed June 13,2016).

	Rosler, M. (1990), "In, Around, and Afterthoughts (on Documentary Photography)," in R. Bolton (ed.), The Contest of Meaning: Critical Histories of Photography, 303-42, Cambridge, MA: MIT Press.

	Rosler, M. (2004), Decoys and Disruptions: Selected Writings, 1975-2001, Cambridge, MA: MIT Press.

	Sekula, A. (2002a), Fish Story, Düsseldorf: Richter Verlag.

	Sekula, A. (2002b), "Between the Net and the Deep Blue Sea (Rethinking the Traffic in Photographs)," October, 102: 3-34.

	Simon T. (2007), An American Index of the Hidden and Unfamiliar, Göttingen: Steidl.

	Simon T. (2010), Contraband, Göttingen: Steidl.

	Simon T., and A. Swartz. (2012), Image Atlas. Available online: http://www.imageatlas.org/(accessed June 13, 2016).

	Smith, L. E. (2016), Horace Poolaw: Photographer of American Modernity, Lincoln, NE: University of Nebraska Press.

	Solnit, R. (2003), "Unsettling the West: Contemporary American Landscape Photography" (1993), in As Eve Said to the Serpent: On Landscape, Gender, and Art, Athens, GA: University of Georgia Press.

	Solomon-Godeau, A. (1991), Photography at the Dock: Essays on Photographic History, Institutions, and Practices, Minneapolis, MN: University of Minnesota Press.

	Sontag, S. (2003), Regarding the Pain of Others, New York: Farrar, Straus, and Giroux.

	Sontag, S. (2004), "Regarding the Torture of Others," New York Times Magazine, 23 May: 24-29, 42. Available online: http://www.nytimes.com/2004/05/23/magazine/regarding-thetorture-of-others.html?_r=0 (accessed June 12, 2016).

	Van Gelder, H. (2015), Alan Sekula. Ship of Fools/The Dockers' Museum, Leuven, Belgium: Leuven University Press.

	Weiner, A. S. (2013), "Stimulus, Austerity, Economy: Photography and the US Financial Crisis," Afterall: A Journal of Art, Context, & Enquiry, 32: 94-105.

	Wilbur, M. (2016), Website: Project 562. Available online: http://www.project562.com (accessed June 13, 2016).

	Willis, D., ed. (1994), Picturing Us: African American Identity in Photography, New York: The New Press.









PART FIVE
Uses and Interactions






Photography's Changing Faces

GIL PASTERNAK

Photography scholars shape the scope of research in photography studies but inevitably those who use photography and those who interact with photographs produce the photographic sources that feed scholarship in the field. In the nineteenth century photography was already one of the most appealing participants in the social environment, thereby also in the administration of cultural values, the social order, exchanges of knowledge and information, and the experience of feelings, emotions, and intimacy (Pinney and Peterson 2003; Tagg 2009; Brown and Phu 2014; Clayton and Cheshire 2017). Since the beginning of the twentieth century it has also rapidly permeated through all everyday life—public and private. It must, therefore, not be surprising that at the beginning of the third millennium the number of scholarly photographic studies is growing at a rate never seen before.

The increasing number of cameras and photographs in the world also means that as field scholars we are surrounded by the objects of our study, regularly immersed in the realities they create. This condition may of course enhance our understanding of photography's many functions. Yet, it may equally lead, or rather mislead us to experience photography once again as a set of continuous conventional practices—one-dimensional, ahistorical, and immunize to change. This very condition might also naturalize the existence of the photographs around us. Coupled with the social systems that organize them, it might, in other words, render the photographs we encounter significantly less noticeable, by which they could become even more effective at withholding the influence they exert on our lives and scholarship alike. Before explaining how the chapters in this part of the volume may assist us in overcoming such challenges, I would like to further explore the origins and implications of the latter.

One key historical reason for the continued expansion of photographic scholarship takes us back in time to the gradual saturation of the photographic market with cheaper and easy-to-use photographic equipment. This process was led and accelerated primarily by the Kodak Company between the beginning and mid-twentieth century, mainly through the release of the first model of the Brownie camera in 1900, and that of other relatively affordable models and accessories later on (Sarvas and Frohlich 2011: 47-82). Manufacturing reasonably priced equipment was not enough, however, to increase accessibility to photography. Kodak accompanied this practice with the establishment of developing and printing services, which enabled anyone interested in taking photographs to do so without worrying about the chemical processes that were still essential to the making of photographic prints at the time. Together, the Brownie range of cameras and the introduction of photo lab services for all, as it were, turned photography into a popular activity. Other manufacturers of photographic equipment followed suit, offering consumers their own affordable camera models, films, and accessories. The 1963 release of the Kodak Instamatic camera and the growing appeal of Polaroid's instant photographic process in the 1970s furthered the use of photography in everyday life and contributed to a dramatic increase in the number of photographs that one would take or interact with every day (Buse 2016). Conventionalizing this reality to this day, the commercialization of digital photographic tools in the 1990s and their incorporation into smart technologies right at the beginning of the twenty-first century completed the naturalization of photography in the everyday realities of post-industrial societies and significantly increased its accessibility to many communities elsewhere (Ritchin 2008; Rubinstein and Sluis 2008; Larsen and Sandbye 2013; Gómez and Lehmuskallio 2016). The mounting popularity of the medium from the early twentieth century has thus paved the way for the emergence of the photographic image as one of the most, if not literally the most ubiquitous image-type in human history. At the same time, the uncomplicated production and reproducibility of the photographic image qualified it as most fitting for mass communication and education, professional record keeping and personal documentation, and for mediation and narration of information that keeps people connected to one another, in private and public alike.

Nowadays, at the beginning of the twenty-first century, it is almost considered a cliché when one points out that in our time we encounter photographs virtually anywhere we are and everywhere we go. Their ever-growing presence and continuous proliferation may, however, make us less sensitive to the fact of their different features (Batchen 1997: 2). For instance, they come in different styles, sizes, and resolutions. At times they are printed; in others, projected. They depict familiar as well as less known realities. Some are historical; others of our own time. Sometimes they appear in color, yet in others, they are black and white. The list can continue but, apart from their features, we may also want to note the various competing characteristics of the photographs around us. For example, on most occasions we can access them easily and free of charge. We can look at them for as long as we wish. We can touch them, save or make a copy of the images they carry, and we may also be able to share what they show with others. On other occasions, conversely, they may be protected behind glass or preserved in the depth of archival collections. They may be intentionally hidden from public sight, but readily available to those who took them, those who pay to look at them, or to professionals authorized to handle them. At times it may not be possible to copy them at all, and purchasing existing prints might not be an option either.

The features and characteristics of photographs are indicators of some realities that must be remembered when studying them (Edwards 2002; Edwards and Hart 2004). They remind us that photographs—and photography more broadly—tend to serve significantly different functions and that as such they usually fulfill a multitude of needs. They also remind us that we encounter photographs in distinct physical as well as representational spaces, and that while in some of them the photographs constitute the center of attention, they form the mere building blocks of their enclosing environments in other spaces. These realities, rather than the photographic images or image-objects by themselves, are in fact most often the main subject of inquiries in the field. After all, as the great majority of the contributions in previous parts of this volume have demonstrated, the study of photography is fundamentally away to expand knowledge about broader social, cultural, economic, and political issues, whether regarding the past or the present.

So, what do photographs do In the spaces they occupy? How are they used? Who uses them, when, how often, and in what capacity? How do individuals and social groups interact with photographs? How did they interact with them in the past? What changes have interactions with photographs affected in the public sphere and what professions have they contributed to shaping? What innovative practices have they triggered in more intimate social environments? How might have these transformed under particular political pressures or circumstances? As long as this list may seem already, one can ask yet many more questions concerning the evolution and state of affairs of the relationship between photography and its users.

Inevitably this part of the volume cannot answer all of them, but it demonstrates their significance to the development of research in the field through discussion of photographic uses and interactions whose origins could often be traced back to the nineteenth century. In repositioning them within a historical framework, this part of the volume increases the visibility of the traditions, value systems, and social processes that delivered them into the beginning of the twenty-first century, coupled with those that inform as well as misinform their understanding at the time of writing. In this respect, each chapter endeavors to equip the readers with subject-specific knowledge about the technologies, visual conventions, material objects, and the broad organizing standards that resulted from the adoption and deployment of photography in defined settings. Centering this way on histories of photography in households, the marketplace, in the press, around museums, in private collections, and within archives, they visualize some environments that have, to date, gathered or even given birth to the main objects of research in the field of photography studies. As part of their discussions, the contributors to this part explore how photography and photographs have come to be used in these environments. Doing so enables them to narrate this knowledge for the benefit of following generations of photography scholars, while signaling what the future may hold for camera users and what it may hold for the development of photographic scholarship more broadly.

In Chapter 23 Margaret Denny surveys the development of photographic viewing and display methods from the mid-nineteenth century to the decades that led to the introduction of digital photography. Focusing on the technological evolvement of stereoscopy, lantern slides, and color photography, she looks specifically at the devices and mechanisms that facilitated the incorporation of photographic images and objects into diverse social environments and determined the corporeal conditions of their viewing experience. The history of photography has seen more photographic viewing and display methods than could be responsibly explored in one book chapter. Those covered by Denny were arguably the most popular ones used to give nineteenth- and early twentieth-century individuals the pleasure of looking at subjects beyond their immediacy—in privacy, as part of an audience, in three dimensions, or in color. The sensory and social desires they imply still dominate everyday interactions with photography in our time.

Chapter 24 opens up the question of photography and news. Thierry Gervais focuses specifically on the appearance of photographs in newspapers, exploring the role the medium has played in the administration of information about events and incidents of public interest since the emergence of photographic woodcuts in the 1840s to the development of digital technology. Along the way Gervais portrays the contributions news photography has made to the development of new professions and industries more broadly. Analyzing the role photographers, engravers, art directors, editors, and other professionals have played in the publication of news images, he demonstrates how market needs together with editorial agendas have influenced the varying visual rhetoric of news photography and the perceived status of photographs in news reports.

Chapter 25 studies uses of photographs in the context of the museum. Although it is true that photographs have been displayed by museums of art, science, history, or anthropology throughout the history of photography, Susan A. Crane reminds us that museums have used photographs in other, more dynamic ways, and for other purposes. Not neglecting the exploration of photographs as exhibition objects altogether, Crane looks at their employment as essential tools for the conservation and preservation of other museum objects, as elements of museum exhibition design and publicity, and as digital components of museum collection and exhibition. She explores the implications of these and other uses of photography in the museum through discussion of specific art and anthropology exhibitions, alongside analysis of the various ways in which digital photography has transformed museum practices.

In Chapter 26 Joan M. Schwartz continues the discussion of photography in relation to the third sector, focusing on traditional structures of organization of photographs in archives and the restrictions they pose to the development of photographic scholarship. Alerting us to the place of photographs in archival history, theory, and practice, Schwartz outlines the archival principles that inform photographic preservation practices and govern access to photographs in archival collections. She thus demonstrates how archival institutions and discourse have configured the nature and extent of research that scholars can carry out into photographic sources and, more specifically, into the lives they once lived outside the archive. Schwartz's contribution equips us not only with a fuller understanding of photographs in archives but also with a greater level of clarity as regards the uses photography scholars have been able to make of archival photographic sources in their endeavors to advance studies in the field.

In Chapter 27 Martha Langford examines uses of photography and interactions with photographs in the intimate realms of the family, the household, home, and private relationships more generally. Focusing specifically on domestic photographic collections, she helps us to establish definitions for the collective photographic objects often employed as keepsakes in the private sphere. As photographs from these collections often shift into the public realm and vice versa, Langford explores how their functions and meanings are affected when this happens. She discusses the diasporic domestic collection as a site that represents a particularly rich vein in current historical research, demonstrating the challenges of excavating detailed knowledge from the everyday photographs that displaced subjects adhere to in spite of the hardship they often experience. Introducing and unpacking other related historical and theoretical themes, Langford's chapter evinces the many contributions that investigations of domestic photographic collections in particular have made to the development of photography studies.

Chapter 28 concludes this part and the volume as a whole with David M. Frohlich's discussion of photographic uses and interactions of the near future. Rather than look at the crystal ball, Frohlich presents some work from the field of human computer interaction that seeks to explore new functionalities for consumer camera systems. As at the end of the second decade of the third millennium there are more cameras and camera users in the world than ever in the history of photography, Frohlich focuses specifically on developments in the realm of everyday photography to help us imagine what popular photographic uses and interactions scholars in the field are likely to encounter in years to come. Frohlich suggests that we may expect to find one of the most significant developments in this context in the area of domestic photography. This is because research on new technologies for the home environment, while still exploring ways to improve image capture, mainly endeavors to innovate the ways digital photographs are put to use. To illustrate this trend, Frohlich reviews experiments on two future technologies. One is digital storytelling systems; the other, networked photo displays. As Frohlich clarifies, each of those supports the assembly of photo collections and the distribution of photography-based narratives in distinct ways. Digital stories consist of photographic narratives accompanied by voiceover, ambient sound, or music. They create atmosphere and trigger emotion. Photo displays curate flows of photo sequences over time, channeling the results to physical locations around the household. They retrieve forgotten photographs from the digital collection to make them visible once again, the process of which establishes psychological connections across time and space. With reference to experiments with prototypes of such new technologies, Frohlich evaluates their implications for the future of domestic photographic practice.
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CHAPTER TWENTY-THREE
Viewing and Display

Pre-Photography to the 1970s

MARGARET DENNY


To this charm of fidelity in the minutest details the stereoscope adds its astonishing illusion of solidity, and thus completes the effect which so entrances the imagination.

Oliver Wendell Holmes, 18611



There is a smell of hot mahogany and brass as the limelight flares into brilliance and a shaft of light is projected on to the screen. The first slide is placed in the magic lantern. The lights are dimmed ...

To Catch a Sunbeam, 19792



A thrill of excitement is occasionally caused by the announcement that some one has photographed in color; the truth being that some one has a new scheme for the photographing of color.

Alexander Black, 18873


This chapter is about human aspiration to see the world in its utmost reality, to see the world beyond our immediacy, and to highlight the individuals and technologies that provided viewers experiential access to people, places and events outside of direct experience. Society's yearnings for a more realistic world view intersected with scientific investigations that pre-dated photography: stereoscopy, lantern slide projection, and explorations of color. With the advent of photography, before digitalization, these practices of viewing and display came closer to bringing the seen and unseen world to a waiting audience. The material addresses humanity's desire to be entertained and enlightened and, more obliquely, the commercial institutions and marketplace that fulfilled these desires. Finally, the information suggests that these formats of visual experience cultivated taste, imagination, and habits and shaped our communities for generations.

The practice of viewing and display had its roots in the oldest forms of pictorial language, cave paintings and hieroglyphs. To display means to exhibit or make something visible sq that it may be most completely and favorably seen, while viewing pertains to the act of seeing or beholding objects with the eye. Through the ages, society found pleasure in and learned from such visual expressions as hand painting, book engraving, and stone carving. By the nineteenth century, "optical viewing devices"—the camera obscura, diorama, thaumatrope, phenakistiscope, zootrope, and kaleidoscope—leading up to the stereoscope introduced viewers to novel ways of seeing. As instruments of both knowledge and power such devices transformed the nineteenth-century observer, and introduced a "wide range of social practices and domains of knowledge" states historian Jonathan Crary (1990: 7). The applications of the camera obscura, first as a darkened room for observation of solar phenomenon and its subsequent employment as a drawing aid led to its development along with photography as a means to capture a scene viewed on a sensitized plate or paper. Analog photographic practices guided synergistic developments in stereoscopy, magic lantern production, and color photography—techniques and technologies of viewing and display which this chapter explores.

STEREOSCOPY: FROM STEREOSCOPES TO THE VIEW-MASTER

As a pervasive means of producing "realistic" effects that engaged and enlightened vast numbers of Victorians and Edwardians, stereoscopy played an important role in the history of commercial photography and mass visual culture. Scientific study led to the development of the stereoscope, a binocular instrument that when used in conjunction with stereographs (two nearly identical side-by-side photographs) reproduced the illusion of three-dimensional space, heightening observation beyond the capability of human vision.4 Stereoscopy expanded the notion of democratic viewing, offering middle-class viewers the opportunity to experience landscapes, architecture, and customs of people about which most had only read, or seen reproduced in print engravings.

Like photography, the origin and evolution of the stereoscope had a prolonged history beginning with the principle of binocular vision, that each eye sees a slightly different view which is united into one by the optic nerve connecting to the brain. Numerous individuals advanced theories of optics from ancient Greek mathematician Euclid to Renaissance painter Leonardo da Vinci, to name but two, whose work guided developments in stereoscopic viewing. By the early nineteenth century, further investigations into human vision by botanists, mathematicians, physicists, and scientists led to systems of threedimensional viewing enhanced by photography. In 1823, Mr Elliot, a student at the University of Edinburgh, later a teacher of mathematics, wrote an essay on binocular vision and, built a stereoscope in 1839, but took his invention no further (Brewster 1971: 6-20).

The English physicist and inventor Charles Wheatstone first conceived the stereoscope in 1832, motivated by his observations of human visual perception. Wheatstone demonstrated his findings before the Royal Society in 1838. Known as a reflecting stereoscope, the apparatus comprising two plane mirrors placed at an angle of 90 degrees created the illusion of three-dimensionality from two flat drawings. Although the first stereoscopic photographs were calotypes made at Wheatstone's request by William Henry Fox Talbot and Henry Collen in 1840-1841, his device was not truly suitable for viewing a photograph (Kingslake 1971).

In parallel investigations, Scottish scientist David Brewster described his experiments with stereoscopic viewing in a paper presented to the Royal Society of Edinburgh in 1844, and by 1849, had developed the first stereo viewer that could be adapted to photography. Brewster's lenticular stereoscope debuted at the Great Exhibition of 1851 in London and attracted the notice of Queen Victoria who was presented one as a gift. Brewster's viewer—a box-like instrument with two magnifying lenses at the top, a slot at bottom for a daguerreotype to be inserted, later a paper print, and with a hinged shutter in front to admit light was manufactured by Duboscq and Soleil in Paris, and monopolized the British market until 1875 (Brewster 1971: 27—37). One of the first to produce stereo daguerreotypes for a Brewster-style stereoscope, Antoine Claudet also designed a folding stereoscopic viewer patented in 1853 (Wing 1996: 75).

Harvard medical doctor Oliver Wendell Holmes began constructing models of inexpensive hand-held viewers in 1859. Improvements and modifications were made by Joseph Bates who began manufacturing Holmes's instrument in 1861. Known as the Holmes-Bates viewer, it is recognizable for its hood which shields viewer's eyes from extraneous light and a sliding cardholder enabling viewers to adjust the focus. Holmes authored three articles for the Atlantic Monthly promoting stereoscopy; Beaumont Newhall published two in his Photography Essays. The third, "Sun Painting and Sun Sculpture" (July 1861) details a trip across the Atlantic with a stereoscope.

Whereas the viewing and display of portrait photographs may have been an act of remembrance of a loved one or a proud moment to introduce a new family member, the sharing of stereographs became an experiential opportunity to tour the world, a viewing practice most often conducted in a Victorian parlor where devices from handheld stereoscopes to elaborate furniture with built-in stereoscopes aided the process. To satisfy the most discriminating Victorian tastes, manufacturers began to produce custom furniture constructed of high-quality wood with ornate carvings, designed for viewing and storing stereographs: daguerreotype, glass, and later print views. The Grand Parlor Stereoscope, an elaborate and expensive fixture created by Boston photographers Southworth & Hawes in the mid-1850s, displayed stereo daguerreotypes and entertained customers in their reception room. In 1856, William Lloyd patented a table-top stereo case which served as a viewer and storage space for print views; also by Lloyd, an instrument known as a "sweetheart viewer," with stereoscopes on either side that two observers could use simultaneously. German-born Alexander Beckers of New York, a prolific designer of both tabletop and floor model viewers, created a revolving stereoscope that held from 12 to 300 prints mounted on blades which could be moved into view by rotating the knob on the side of the instrument (Taft 1964: 172-3; Wing 1996: 61-9). The diversity of stereoscopic viewers available in America, Great Britain, and Europe well into the twentieth century suggests the enduring popularity of the medium, as Paul Wing has demonstrated (1996).

STEREOGRAPHIC VIEWS

The lure of stereoscopy lay in its ability to create an "illusion of solidity" from two-dimensonal photographs inserted in a stereoscopic viewer. Subjects ranged from staged compositions or tableaux, wars and disasters, landscapes, travel, people, and human accomplishments, among others. Although not considered art per se, stereographs in tandem with viewing devices played an important role in the advancement of commercial photography and personal entertainment. Oliver Wendell Holmes coined the term stereograph, which commonly refers to a card bearing two nearly identical 3 inch square photographs mounted side by side for use with stereoscopic viewers. All of the photographic processes were tried at one time; however, albumen prints dominated the market between the 1850s and 1890s and remain the most detailed and durable stereoscopic views. The size, color and thickness of card stock on which they were mounted varied; stereographs can be dated by these factors. Between 1858 and 1875, a number of specialty cards called tissue stereographs were published. These positive tinted prints on thin translucent paper were mounted on cards cut out to make a frame, the card shown against a light source as a transparency (Darrah 1997: 11-12). Throughout the century, monochrome and, to a lesser extent, hand-colored stereographs appeared on the market.

At first stereographs were made using two cameras standing nearly side by side or by taking two separate exposures with one camera taken about 2½ inches apart. With the latter process, problems occurred if a figure appearing in the first image had moved and was not recorded in the second exposure. Beginnings in 1854, cameras specific to stereographs were manufactured which took both images simultaneously. A stereoscopic camera has two short-focus lenses on the same horizontal plane set 2½ inches apart and produces a 3½ X 7 inch negative.

Society's desire to enjoy a greater world view from the comfort of their parlor spurred the sales of stereographs. That yearning was fulfilled albeit vicariously by the creation, production, and distribution of millions of stereographs. Historian William Culp Darrah (1997: 2) has made the point that the stereograph was the "first visual mass medium." Almost from its onset, stereoscopy was a publishing business where publishers contracted photo printers and sought photographers to add negatives to their trade lists. Negatives were bought, resold, multiplied, copied, legitimately and pirated. The question of provenance is complicated by the fact that photographers were seldom credited, only the publisher, although some well-known makers have been identified. Adventurous photographers traveled extensively and worked at times under arduous conditions. In their search for the ideal landscape in which an object in the foreground drew the viewer into the mid and background of the scene, architecture in the view aided in accentuating the scene's three-dimensionality. Stereographs were produced in sets and sold by agents; outlets; opticians; art shops; and some manufacturers sold their views through mail-order. There were lending shops for those who did not own a viewing device and cards. Diversifying their business strategies and improvements in mechanization aided in making publishers successful. Likewise, world events stimulated the demand for stereographic views (Darrah 1997: 46, 49).

England and Scotland were the first to fully explore stereoscopy as a medium claimed William C. Darrah (1997: 20). The London Stereoscopic Company founded in 1854 by George Swan Nottage and associate Howard Kennard operated until 1922. Employing the motto, "A stereoscope for every home," within two years, the company had sold a half a million Brewster stereoscopes. By 1858, their trade list of stereo views included 100,000 titles. On average, they manufactured more than 1,000 stereographs per day; in 1862, besides their regular issues, the firm sold more than 300,000 views of the International Exhibition within six months, an example of their production capacity. William England was their chief photographer between 1858 and 1863. International landscapes were among England's specialties; his series America followed his 1859 trip to the United States and Canada.5 England is also known for his Alpine views begun in 1863, the year he began working independently (Darrah 1997: 3-4, 45, 102-3).

Negretti & Zambra—the partnership of Henry Negretti and Joseph Warren Zambra formed in 1850 and operated until roughly 1879—represent another British firm that while remaining a small publisher of stereographs, offered exceptionally fine views of London, interiors of the Crystal Palace, genre scenes, and views of America, Europe, India as well as the Near and Far East. Their landmark series: Stereoscopic Views in the Holy Land, Egypt, Nubia, & c., made with negatives by Frances Frith appeared in 1858, followed by Stereoscopic Views in China (1859) photographed by Pierre Rossier, and Scenes and Scenery in Java (1861) by Walter Bentley Woodbury. In France, the photographic firm Ferrier, Soulier, Levy operating under various business titles between 1859 and 1908 produced an extensive number of glass stereo views of British and European monuments and tourist sites (Hannavy 2008: 850-2, 985-6). The largest German publisher Sophus Williams of Berlin issued a variety of subjects from comics to documentary between 1862 and 1895. Street scenes of Berlin, Gothic churches, and medieval German towns remained among the admired views (Darrah 1997: 122).

The ubiquitous stereograph was popular in the United States for roughly eighty years—from the mid-1850s to 1940. Brothers in partnership formed the majority of early stereographic publishers. Beginning in 1854, under the title American Stereoscopic Company, Frederick and William Langenheim of Philadelphia produced glass stereo views they called hyalotypes—albumen negatives printed on glass, tinted and untinted; the process was also used to make lantern slides. The company promoted their views of Niagara Falls made in 1855. After six years of stereograph production, by 1860, the Langenheims turned primarily to the manufacture of lantern slides. In 1859, Edward and Henry Tibout Anthony (E. & H. T. Anthony) launched the American and Foreign Stereoscopic Emporium in New York City. Beginning with 175 views of New York scenery, by 1873, the company had a trade list of 11,300 titles. While the Anthonys produced stereographs until 1893, they became pre-eminent suppliers of photographic equipment and materials (Darrah 1997: 21-4).

The next generation of manufacturers originated with Edward and Benjamin West Kilburn of Littleton, New Hampshire, who founded the Kilburn Brothers Stereoscopic View Company, which operated for forty-five years (1865-1909) producing roughly 17,000 different negatives. Benjamin Kilburn photographed for a decade before the firm began to acquire work by others. He joined the ranks of other stereo photographers in their quest for scenic views of the White Mountains of New Hampshire; Kilburn's scenes numbered three hundred. In 1877, the firm made an important contribution to the field by introducing curved stereo cards with a length-wise curvature designed to allow sharper image detail. By the 1880s, Kilburn expanded the business, developing international views and the category of sentimental and humorous subjects, and began to retail their products, organizing door-to-door canvassers (Darrah 1997: 45-6).

In the Midwest, the brothers Elmer and Bert Underwood formed Underwood & Underwood in 1882 as distributors of stereoscopic cards and equipment. Following the lead set by Kilburn, the firm hired canvassers who were guided in the art of salesmanship by a comprehensive training manual. To land a large sale, agents would offer a free stereoscope with an order for six dozen or more views! By 1890, Underwood initiated its international expansion opening a branch in Liverpool, England, and within a few years had distributors in European countries, Asia, Africa, and South America. Bert Underwood learned photography and made travel views of Italy, Greece, the Holy Lands, and Egypt (see, for example, Figures 23.1 and 23. 2).

In Rome, he photographed Pope Pius X and produced a twelve-card set of "The Pilgrimage to St. Peter's and the Vatican" (Hannavy 2008: 1417-20). The company introduced their themed-boxed sets with book-like slipcases, usually one-hundred stereographs that would simulate a tour to the country depicted accompanied by a descriptive guidebook and map. Captions were printed in six languages. By 1901, Underwood had increased its production capacity to 25,000 stereographs a day (roughly 7 million annually); and 300,000 stereoscopic viewers a year, making them the largest manufacturer of its kind. A decade later, with the firm's move into news photography their production of stereographs had slowed considerably, and was discontinued entirely by 1920 (Darrah 1997: 46-8).

[image: ]FIGURE 23.1: Underwood & Underwood, The Great Sphinx and Pyramid of Chefren, Egypt, 1902, stereo card.

[image: ]FIGURE 23.2: Underwood & Underwood, Philae, the "Pearl of Egypt," 1902, stereo card.

In 1892, B. L. Singley, a former canvasser for Underwood and amateur photographer from Meadville, Pennsylvania, launched Keystone View Company which became the most important stereo manufacturing company in the twentieth century, operating for nearly fifty years. One significant contribution, in 1898, the firm formed an educational division bringing visual instruction to school children. They invited fifty-eight prominent educators to select prints that illustrated their specific fields—including geography, commerce, technology, history, and nature studies—and edit the legends to accompany the views.

Like Underwood, Keystone entered the box-set business but instead of guide books, they printed legends on the reverse of their stereo cards. In 1923, Keystone produced the "World Tour" series comprising 600 stereographs which was expanded to 1,200 by 1931. When Keystone quit regular production in 1939, they were the only remaining major producer of stereographs in the world, but continued manufacturing views for optometric purposes. (Darrah 1997: 48-51).

In the early 1900s, mail-order firms Sears Roebuck and Montgomery Ward and others began distributing "lithoprints," colored half-tone views that were inexpensive, low quality, but not photographs (see, for example, Figure 23.3). Besides regular sales, lithoprints were use as promotions—as premiums by cereal and tea companies, and as souvenirs and rewards (Darrah 1997: 53-6). Simultaneously, the advancement of lenticular photography, which borrowed from line-screen photography, introduced novel forms of visual entertainment and modes of portraying illusions of depth and/or animation. As a novelty, its popularity rose with "moving picture postcards" that when tilted in the viewer's hand, animated the scene (Timby 2015: 54-5).

Another innovation in 3D viewing which debuted at the 1939 New York World's Fair was the View-Master. Designed by organ maker and photographer William Gruber of Portland, Oregon, in collaboration with Harold Graves, president of Sawyer's Photographic Services, the View-Master was initially intended to be an educational tool aimed at adults, but over time its application spread to children's entertainment. The first View-Master offered seven 3D Kodachrome images on each reel. In 1951, the company purchased rival firm Tru-Vue of Rock Island, Illinois, which produced views on 35 mm film strips, and held a license with Walt Disney Studios. By the mid-1950s, View-Master had begun producing reels and packets devoted to Disney's animated characters, its recently opened Disneyland theme park, and the studio's range of television shows.

[image: ]FIGURE 23.3: T. W. Ingersoll, Sears Roebuck & Co. Chicago, Camels on the Street, Jaffa, 1904 (from the Holy Land series), stereo card.

From its inception, societies in support of stereoscopy developed worldwide. The Stereoscopic Society, formed in 1893 in England, is the oldest surviving organization with international affiliates. The group holds regular meetings and annual conventions, operates as a materials resource, and publishes quarterly The Society Journal. The Stereoscopic Society of America with 150 members is a branch of the UK association. Also, in America, the National Stereoscopic Association publishes Stereo World magazine six times annually. In a rapidly expanding world, stereoscopy fulfilled the era's social and cultural aspirations, provided democratic viewing experiences outside of ones immediacy, at-home entertainment, institutional learning, and a consumer industry (Darrah 1964 and 1997; Earle 1979).

MAGIC LANTERN PROJECTIONS

One stimulating viewing experience for nineteenth-century observers was the diorama, the creation of Louis Jacques Mandé Daguerre and his partner Charles Marie Bouton; the first diorama opened in Paris in 1822 and London in 1823. In a darkened theater built in the round, participants thrilled to a display of images, sensations, and sounds achieved through painted backgrounds, dramatic lighting, and special effects. Magic lantern productions were another form of group entertainment that enlightened generations of Victorians and Edwardians. A precursor to the slide projector, the magic lantern or stereopticon, as it was called in America, was the catalyst for visual performances held in church halls, community centers, and in private residences of the wealthy. The technology involved a projector that beamed light against a wall or screen directed through a glass slide containing a hand-painted picture or a photographic image.

Lantern slide viewing that displayed social conventions and cultural objectives evolved as a collective learning experience. Like stereoscopy, the development of magic lantern technology had a history predating photography. Historical references to an apparatus for projection appeared in Liber Instrumentorum by Giovanni de Fontana, published in around 1420. Giovanni Battista della Porta described the ancient art of throwing shadows with the aid of a mirror in his 1589 book Magiae Naturalis Libri Viginti, translated into English in 1658 as Natural Magick. Athanasius Kircher, a German Jesuit priest, published Ars Magna Lucis et Umbrae in 1646 that improved upon della Porta's work, including arrangements to project using sunlight or candle light and a convex lens as an objective to focus the images. Although many individuals contributed to the development of the magic lantern, historian Josef Maria Eder (1978: 51-5) credits Dutch physicist Christian Huygens with its invention in 1656 and improvements and commercial launch to Thomas Walgenstein of Denmark.

A source of entertainment in seventeenth-century Royal Courts, magic lanterns existed as novelties for 200 years, but their application was restricted to relatively intimate groups because of their limited projection range. The earliest lanterns used an oil lamp and lens to project and enlarge paintings on glass. However, a breakthrough occurred in 1826 when the discovery of limelight significantly increased their projection range (Hepworth 1889: 71). With this development, oxygen and hydrogen jets were played onto lime and the mixture ignited, producing a brilliant flame powerful enough to project the image onto a screen seventy feet away. Using limelight could be dangerous if not lethal and required experienced practitioners.

"Phantasmagoria," a spectacle displaying supernatural images of spirits, ghosts, and grand wizardry was just one of the first magic lantern entertainments in the 1800s. Innovations in presentation included trick slides and "dissolving views" in which one slide merged with another creating a sense of movement. Traveling showmen entertained audiences with a "galantee show" the name acquired from itinerant Italian lanternists (Humphries 1989: 15). By the mid-nineteenth century, with the introduction of photography, lantern slide production and presentation evolved into a major business and became one of the most popular and respectable entertainments of the age.

Photographs prepared for projection on albumen plates were first realized in the 1850s by the Langenheim Brothers of Philadelphia. The lantern slide process originates with a glass negative reproduced onto another photographic plate that becomes the positive transparency. Before the 1880s, albumen was preferred for its image resolution; after the 1880s, silver chloride and/or silver bromide were used in conjunction with a gelatin plate. Slides were finished with a black paper aperture, similar to a mat, plus a glass cover to prevent damage to the image and finally sealed on the edges with tape (Lavédrine 2009: 61). Monochrome transparencies and hand colored, toned, or tinted slides were used for a wide range of purposes well into the 1940s. Colored slides were particularly in demand with the advent of travelogues; likewise, children preferred color images.

By the 1870s, manufacturers began developing lantern slide sets for commercial use, designed to be educational or humorous, while others illustrated popular fiction or poetry. In England, James Bamforth of Holmfirth, Yorkshire, founded Bamforth & Co. which gained fame for their production of narrative lantern slides and later, picture postcards and early cinema. Specialists in sentiment, the firm utilized a storyline and photographed live models working from a script against studio-designed sets and hand-painted backdrops. Often untrained locals, family members, and staff posed for little or no pay but the offer of a free set of photographs. By the 1880s there were ten manufacturing firms producing magic lanterns and slides in London alone (Humphries 1989: 21-5). Manufacturers Bamforth & Co., York & Son in London, and McAllister & Brother in Philadelphia, among others issued slide catalogue (Hannavy 2008: 827).

With the use of live models to enact stories, lantern slides illustrating moral and melodramatic narratives were commonly presented to audiences organized by charitable organizations, the non-conformist churches, and temperance societies. Professional shows were performed at London's Crystal Palace and Royal Polytechnic Institution. Opening in 1838 on Regent Street, the Polytechnic provided public lantern slide entertainment for forty years to an average of two thousand viewers a day (Hepworth 1889: viii). Whereas stereo viewing in the privacy of one's parlor was enhanced by legends or printed guidebooks, the public display of lantern slides was accompanied by narration and occasionally music. Guest lecturers could enliven their presentations through the projection of photographic images to accompany the text delivered to ever expanding audiences.6

EXPANDING MARKETS

Lantern slides came to enjoy a remarkable renaissance with the growth of amateur photography in the 1880s and 1890s. The ability to project one's photographs allowed amateurs to share their work publicly within the context of camera clubs, photographic exhibitions, and competitions. "One of the strongest reasons for lantern slides being so popular is that many more people can thus enjoy a picture than when it is in the form of a print" stated one photographer.7 Photographic societies emerged that featured the creation and display of lantern slides—in 1886, the Chicago Lantern Slide Club organized and the London Lantern Society formed in 1889; by 1902, they had begun publication of The Optical Magic Lantern journal.

The exchange of lantern slides sets evolved as a core means of visual communication between amateur photographers nationally and internationally. Viewing the works of others provided an educational model and elicited a dialogue on artistic and technical procedures: composition, lighting, and printing techniques. Walter Sprange's Blue Book publications (1893, 1895) on the activities of American and British amateur societies, reported that the American Lantern Slide Interchange organized in 1885 facilitated monthly exchanges among American clubs and annual exchanges with international associations. Photographic journals also played a significant role in the Interchange, conducting international competitions in which the award winning slides made up the "prize sets" selected to tour. Shortly after the organization of the American Interchange, the International Lantern Slide Interchange was formed which included at different times societies in England, France, Austria, Japan, and America. The failure of nations to adopt a standardized slide format presented some problems for the exchange process and necessitated standard international carriers to hold either size conveniently. For example, England preferred the 3.25 inch or 3.5 inch square slide, and in America, France, and Japan the rectilinear 3.25 X 4 inch was used; none were inclined to change.

Because camera associations operated on the basis of group involvement, and the viewing of lantern-slides promoted group participation, slide exhibitions and exchanges between clubs became highly anticipated events. Utilizing its newly acquired Beseler Eclipse Stereopticon, the California Camera Club reported viewing slides that had been sent by the London Lantern Society. These included quaint rural pictures and photographs of historical places in old England and scenes of London, "For over two hours a constant succession of beautiful views was cast upon the screen, and the enthusiastic gathering of the club's artistic members greeted each new surprise with loud applause."8 The English clubs found American news events and curiosities equally intriguing, perhaps in part because of their topical currency. However, news vis-á-vis lantern slide format arrived long after the actual incident occurred. The pictures of the Johnstown, Pennsylvania, flood, which resulted in 2,209 deaths, were thought most interesting but arrived two years after the disaster.9

Early on, conceptual themes were developed to improve the group viewing experience. One of the more popular subjects to gain approval was the illustration of a club's own city. Slides exhibitions highlighting individual cities appeared under such titles as: Picturesque New York and Chicago—1890—Historical, Pictorial, and Architectural (see, for example, Figure 23.4). From California emanated sublime views of Yosemite and Lake Tahoe and illustrations of San Francisco street life, glimpses of Chinatown and opium dens, and old missions. Vicarious viewing of places one might never see in person satisfied most attendees.

Lantern slide presentations provided opportunities for large audiences to hear illustrated talks on scientific topics. In New York City, Dr. Louis H. Laudy of the Columbia College School of Mines demonstrated the technical developments to projectors since 1847 during his lecture, "Arc Light for Projection," displaying contemporary models using Edison direct current.10 On another occasion, Professor Laudy attracted notice for his talk on microscopic life, with views of "la grippe bacilli" magnified to a great extent.11 Likewise unique was chemist Wallace Goold Levison's presentation, "Photography of Self-Luminous Subjects," that displayed "Geissler tubes with the electric current passing through different gases and a very good view of a steel watch spring burning in oxygen."12 Less successful were Levison's attempts to capture the colorful effects of firework displays.

[image: ]FIGURE 23.4: The Grant Monument, Lincoln Park, Chicago, Illinois, lantern slide.

Extending visual presentations beyond the purview of camera clubs to entertain charity institutions derived from amateur club exchanges, A notice in the Magic Lantern Journal in 1891 suggested that "lantern-slide exhibitions could be given to entertain patients in hospitals and the children in homes and institutions."13 Over the next few years, amateur women photographers in New York City used photography for social improvement and uplift. Catharine Weed Barnes gave a lantern-slide presentation to benefit St. Agnes' Guild of Grace Parish, joined by two club members who contributed their slides.14 Proceeds from Edith C. Lounsbery's illustrative talk went to support the St. Andrew's Convalescent Hospital.15

Nearly everyone enjoyed the spectacle of travel slides, an entertainment that transported audiences of armchair travelers with escapist fantasies to faraway places. Travel sites, architecture, and monuments were subjects that appealed to audiences. Geographic presentations featuring "A Tour of the Nile," "Rambles Among the Appalachian Mountains," and "The Bosporus and Its Villages" were popularly received. The series "Rambles in Spain and Morocco" including highlights of Valencia, a Spanish railway station, old Roman aqueducts, and views along the Guadalquivir proved to be one of the most popular (see for example, Figure 23.5).16

[image: ]FIGURE 23.5: Haidi's Soldiers, Fez, Morocco, lantern slide.

Undoubtedly, the penchant for viewing travel slides at photographic societies led to this category becoming a commercial enterprise. In 1890, amateur photographer Elias Burton Holmes accompanied his grandmother on a trip to England and the Continent. Upon his return he gave his first lecture, "Through Europe with a Camera," showing his slides at one of the Chicago Camera Club's evening entertainments. He noted that, "To take the edge off the silence, to keep the show moving, I wrote an account of my journey and read it, as the stereopticon man changed slides."17 The event grossed $350.00 for the club. In 1893, at the age of twenty-three, Holmes made his professional debut in Chicago at two sold-out talks on his trip to Japan, using slides hand-colored by artists in Yokohama. From these auspicious beginnings, Holmes went on to become one of the best known travelogue presenters in the Western world, engaging audiences with his illustrated lectures and travel books well until the mid-twentieth century.

The magic lantern's capacity for disseminating information to large audiences provided a global perspective on a number of topics including art, architecture, ethnography, science, and travel. For the audience, the visual reality of lantern slide images highlighting imperialism, wars, ceremonies, disasters, and everyday newsworthy events mirrored the achievements and complexities of the Victorian and Edwardian eras. These visual displays instilled in society a structure of community and individuality, unity and conformity, and fact and fantasy.

Although the introduction and popularity of cinema brought to a close the lantern slide era, with the creation of celluloid slide film in the 1930s, slide projection continued to be an important teaching component for instructors of science and art history and for home entertainment—the opportunity to share special occasion and travel images. Currently, a number of societies actively promote lantern technology, slide collecting, and public presentations of visual media and optical diversions into the twenty-first century.

The Magic Lantern Society based in the UK has a world-wide membership from over thirty countries supported by quarterly meetings in the UK, the publication of The Magic Lantern, and international conferences every four years.

THE QUEST FOR COLOR

The desire to represent the visual world accurately and precisely spurred the exploration of color. Scientific investigation into color phenomenon began nearly two hundred years before the discovery of photography. However, it would take the concerted effort of chemists, engineers, engravers, physicists, photographers, print makers, and scientists to fulfill the desire for color photography. The most elusive of technologies in terms of color accuracy, stability, expense, and complexity of process, the development of color photography had a long and arduous history.

The modern concept of light and color had its beginning in 1666 with Sir Isaac Newton's findings that the refraction of white light through a prism revealed all the colors of the solar spectrum in their order: red, orange, yellow, green, blue, and violet, and by recombining just three colors: red, green, and violet yielded white. In 1710, German born printer Jacob Christoph Le Blon produced color mezzotint engravings by applying the three primaries concluding that they could produce all the colors of the spectrum. Through anatomical studies of the human eye, by 1802, English scientist Thomas Young discerned the tri-chrome mechanism of color vision that the fusion of red, green, and blue primaries takes place within the optical nervous system, a theory extended in 1851 by Hermann von Helmholtz.

Chemical reactions to the luminous spectrum spurred several investigations. In 1777, Carl Scheele established that silver salts darkened most rapidly when exposed to violet and blue; and in 1782, Jean Senebier discovered it took red light longer to darken silver salts than violet light. Observing the energy distribution of the spectrum, in 1800, William Hershel found heat energy beyond the red, later labeled infrared; the following year, John Ritter observed energy at the violet end by exposing it to silver chloride, now called ultraviolet. Thomas Johann Seebeck noted the actions of the solar spectrum on silver chloride on paper, which when exposed to light, the chloride darkened recording the various colors, but without permanency. Seebeck's work featured in J. W. Goethe's treatise on color theory Zur Farbenlehre (1810).

The 1839 announcement of the daguerreotype met with much anticipation yet its inability to record color proved a disappointment that daguerreans sought to remedy. In England, Richard Beard patented methods of hand coloring daguerreotypes in 1842. Coloring outfits and how-to manuals became available. Former miniature painters and artists found a lucrative market adding color to cased daguerreotypes, ambrotypes, and tintypes, and later, photographs on paper.

William Henry Fox Talbot's "photogenic drawing" experiments begun in 1834, the precursor to the calotype, displayed a color component. When objects laid on paper sensitized with solutions of salt and silver nitrate were exposed to light, the paper darkened according to the amount of light each area received, leaving a detailed white imprint. By varying the chemical proportions, colored backgrounds could be attained: sky-blue, yellow, rose-color, various shades of brown, and black.

In the 1830s, John Herschel conducted a number of photochemical experiments. One noted the effects of light of different wave lengths using vegetable colorants; another produced red, green, and blue direct positives on silver chloride paper, acknowledging familiarity with Seebeck's studies. By 1842, Herschel had developed the Prussian blue printing process he named cyanotype, employed by Anna Atkins for her serial illustrations of British botanicals, and by Hippolyte Bayard in France, and later for blue prints.

Numerous researchers sought to record color directly on daguerreotypes but long exposure times and image instability remained common issues. In 1848, French physicist Edmond Becquerel produced the first successful recording of the solar spectrum by direct method on a silvered-metal plate coated with silver chloride. Conducting similar experiments in the 1850s, C. F. A. Niépce de Saint-Victor obtained spectral colors and colored photographs of objects in a camera, naming his findings Heliochromes.

The American Rev. Levi L. Hill became the center of controversy in 1850 when he announced a complex procedure for producing natural colored daguerreotypes. Thought to be a hoax, even Hill's Treatise on Heliochromy (1856) had no real workable instructions for his direct color process termed Hillotypes. Extant examples of Hill's daguerreotypes are held in the Smithsonian. These methods and attempts by others to record color directly proved unsuccessful. Thus, experimentation moved toward indirect or additive color processes (Coe 1978: 20-5).

ADDITIVE COLOR PROCESSES

The additive color theory based on the principle that all colors of light can be mixed optically by combining in different proportions the three primaries of the spectrum: red, green, and blue led to a number of developments (Hirsch 2004: 27), In 1855, Scottish scientist James Clerk Maxwell published his three-color photography theory expanding upon earlier concepts of Young and Helmholtz. At the Royal Institution in London, May 17, 1861, Maxwell assisted by photographer Thomas Sutton demonstrated the first three-color synthesis process by superimposing three lantern slides to display an image of a multicolored ribbon. Although Maxwell's findings were capable of producing a negative, at the time, Sutton was unable to make a print.

In 1869, at the Société Française de Photographie (SFP) two presentations with related conclusions predicted the production of full color prints. Inventor Louis Ducos du Hauron exhibited a three-color carbon process he called Heliochromes in which he superimposed yellow, magenta, and cyan layers to produce a paper print (collotype) displaying leaves, flowers, and petals. He likewise proposed an instrument called a Chromoscope that could be used as a camera or an additive viewer. Du Hauron's 1869 publication Les Couleurs en Photographie—Solution du Probleme anticipated most of the practical means to reproduce color photographically. Charles Cros presented a dye imbibition process in which three separation negatives were used to produce three monochrome positives—purple, yellow, blue—using a dichromated colloid (gelatin) process. In the 1880s, Cros described a practical method for making dye transfer prints on paper, he named Hydrotypes. The major obstacle to these inventions was that current photo-sensitive emulsions were unable to register equally all colors of the spectrum.

The first commercial application of the additive process was the work of American Frederic E. Ives, a prolific inventor of color photographic processes for fifty years. In 1885, Ives publicly displayed an indirect three-color photo-mechanical process at the Novelties Exhibition in Philadelphia (Sipley 1951: 4-5, 13). Between 1890 and 1897 he applied for patents that outlined methods for producing color images, and cameras and viewers that went with them intended for direct vision or projection. In 1892, Ives devised a camera with which he could simultaneously make three circular separation images on a single plate into one, full color image. The negatives were printed on glass as transparencies and viewed using his Pbotochromoscope, an additive viewing and projection device with an internal system of reflectors (similar to du Hauron's Chromoscope). During the 1890s, Ives produced and sold viewing devices he called Kromskops, a triple-lens viewer for projecting enlarged images and a table-top model for direct viewing of monocular or stereo color images (Coe 1978: 36-42). The application of stereoscopic cameras and lantern technology in the early viewing and display of color images demonstrates the synergy between these technologies and supports Jonathan Crary's assertion, "art and science in the nineteenth century ... were both part of a single 'interlocking' field of knowledge and practice" (1990: 9). As scholarship points to parallel and cross-over investigations in stereoscopy, lantern technology, and color photography, these points of connectivity bear further investigation.

In 1899, German professor Adolf Miethe improved upon the sensitivity of panchromatic emulsions building upon earlier discoveries by Hermann Wilhelm Vogel; Miethe was also successful in producing tricolor prints. Inspired by Miethe, photographer Sergei Mikhailovich Prokudin-Gorskii sought to record Russian life in color. Between 1909 and 1915, he made thousands of separation negatives from which he developed positive plates for projection using a modified Ives's viewer. The Smithsonian retains a collection of his separation negatives; reproductions of which appear in Photographs for the Tsar (1980) (Coote 1993: 29-31).

Line- and pattern-screen techniques (a single plate versus the combination of three separate plates) began to dominate additive color exploration. Ducos du Hauron had proposed a screen plate ruled with fine lines of primary-colored dyes that would act as a filter to produce a color photograph with a single exposure. In 1894, Dublin physicist John Joly patented the first line-screen process based on du Hauron's conclusion. Joly's red, green, and blue-violet screen ruled 200 lines per inch on a gelatin-coated glass plate required precise engineering and a ruling machine. The final result was a color transparency viewed by transmitted light. Introduced commercially in 1895 as Joly Colour Process, his method met with limited success. The product was expensive and the emulsions were not yet sensitive to a full range of color. Concurrently, in 1896, James William McDonough of Chicago patented a similar process, available commercially for a short time. McDonough had taken out a patent in 1892 for a three-color screen using colored granules; however there was no further development (Coe 1978: 46-9). American inventors C. L. A. Brasseur and Sebastian P. Sampolo devised a ruled-screen process using only one negative; their polychrome screens ruled 531 lines to the inch had a short exposure time of 1/10-1/60 second. A color illustration and details of the Sampolo-Brasseur method was published in World's Work (December 1900).

August and Louis Lumière known as technical innovators in the field of early cinema and photography introduced the Autochrome in 1907, the first fully practical single-plate color process.18 Since 1891, the Lumières had manufactured gelatin dry plates quadrupling their business in six years by which time they employed 190 workers. An interest in color led them to expand upon various experimentations including Gabriel Lippmann's interferential process, announced in 1891, and Ducos du Hauron's method of indirect color synthesis. None of these suited their long-term aim, which was to supply amateur photographers with a simple color process. Their investigation took a decade to develop; but when it was launched, the Autochrome remained the most successful color product of its time; millions were produced over nearly thirty years at the Lumière facility near Lyon.

Although other manufacturers—Dufay, Finlay, Krayn, Paget, and Warner-Powrie produced screen processes, the competition lacked the Autochrome's quality or market share until Agfacolor plates were introduced in 1916. Popular among wealthy amateur photographers in America, Europe, and Great Britain, the Autochrome recorded colors with fidelity and could be used easily with any conventional plate camera. Its introduction inspired the origin of the Society of Colour Photography in London (Roberts 2010: 26).

The procedure involved a glass plate covered randomly with microscopic grains of potato starch, dyed orange, violet, or green coated with a gelatin silver-bromide emulsion. Once exposed and processed, an additional glass cover protected the varnished image; the two plates were bound together by tape. The result was an impressionistic warm-toned transparency, which required a viewing device using light transmitted through a window or lamp. A hand-held viewer called a diascope was created consisting of a frame in which the plate could be inserted, a sheet of ground glass to act as a diffusing surface, a mirror for reflecting the image, and shields to keep out extraneous light (Sipley 1951: 47). Autochromes were regularly viewed using optical projection; but the heat of the power light sources resulted in deterioration of the plates (Lavèdrine and Gandolfo 2013: 200). In France, Albert Kahn amassed the largest collection of Autochromes in the world, over 73,000 plates. Called "Archives of the Planet," selections are displayed at the Albert Kahn Museum in Boulogne-Billancourt outside Paris.

SUBTRACTIVE METHODS AND COLOR FILM

All future twentieth-century color investigations were occupied by subtractive theories and methods. The production of color by absorption, or subtraction of the three primaries: blue, green, and red from incident white light forms the basis for the subtractive method. The three subtractive colors of yellow, magenta, and cyan absorb or subtract blue, green and red light respectively (Pénichon 2013: 15). Prior to the introduction of tripack film, commercial photographers in fashion and product advertising prepared their images for the photo engraver using one of the subtractive color assembly processes—dye imbibition, carbon, or carbro printing—all relied on expensive materials and equipment and intensive labor. During the 1930s, the demand for color grew as photographers, photo engravers, and publishers sought to stimulate the economy with appealing advertisements. In June 1931, Ladies Home Journal featured two full-color illustrations of women's bathing suits and beach wear photographed by Nickolas Muray. Between 1932 and 1934, Anton Bruehl and Fernand Bourges produced 195 color editorial pages for Condé Nast publications. Besides food and household products, Bruehl and Bourges photographed Hollywood celebrities for Vogue and Vanity Fair and an automobiles series for General Motors (Sipley 1951: 87-91).

The pioneering investigations by Austrian Karl Schinzel, Rudolph Fischer of Germany, and others in the field of integral tripack film (three light sensitive layers coated on a single base) laid the ground work from which color films of Agfa, Anseo, and Eastman Kodak developed (Sipley 1951: 142; Coe 1978: 120-1). In 1935, Kodak introduced the first high quality continuous-tone color film that employed the subtractive method. After two decades of independent color research, Harvard graduates Leopold Mannes and Leopold Godowsky, Jr., professional musicians and avid amateur photographers, who joined Eastman Kodak research laboratories in the early 1930s, developed Kodachrome. Initially launched as 16 mm and 8 mm film for motion pictures, Kodachrome was expanded to include roll film for 35 mm and 828 miniature camera sizes. Kodak's brochure announced, "Kodachrome Film for still cameras can be used at snapshot speeds—outdoors or indoors ...It gives you full-color transparencies that may be viewed in their original size, by transmitted light, or mounted in slides for large-size projection on the home screen" (Sipley 1951: 145).

The Kodachrome system comprised three layers of emulsion on film, each sensitive to red, green, and blue light. When exposed, a latent image formed on each layer and the development process produced a multi-layered negative. With its relative ease of use in all standard small cameras, and processing done by the manufacturer, Kodachrome appealed to professional and amateur photographers alike. By 1938, with improvements to the film and new processing, Kodachrome had good storage stability and permanence. When it was eventually discontinued in 2009, Kodachrome was the longest surviving brand of color film. At the 1964 New York World's Fair, the Eastman Kodak Pavilion exhibited the largest outdoor color prints ever displayed 30 ft. X 36 ft. on the Kodak Picture Tower.

INSTANT PHOTOGRAPHY

In 1937, Edwin H. Land founded the Polaroid Corporation. During the following decade, Land invented a camera that produced instant photographs developed through the chemical products enclosed with the film medium. Developers were released via the simple mechanical process of passing the film packet through rollers that spread the chemicals over the exposed image as it left the camera for viewing. First made available to the public in 1948, the "one step" Polaroid Land Camera produced a 3¼ X 4¼ inch sepia-toned print. The cameras sold for the relatively high price of $89.95.19

Polaroid dominated the instant photography market offering a wide range of film and camera formats. The firm launched Polacolor in 1963, the first one-step color process that produced small one-of-a-kind prints, which became a resounding success. Polaroid formally introduced the SX-70 Land Camera in November 1972, the first single-lens reflex camera for instant color prints. With this model, a small motor powered by a battery in the film pack simply ejected the print.

Polaroid Corporation supported emerging and established artists through exhibitions and grants. Photographer Ansel Adams became a technical advisor in 1948, later joined by Minor White, Paul Caponigro, William Clift, Nick Dean, and Marie Cosindas, as color consultant. Lucas Samaras began his AutoPolaroid series in 1969; two years later, Pace Gallery New York exhibited 405 of his works. Launched in 1956, the Polaroid Corporation Photography Collection numbers over 23,000 items (Innovation 1999: 9).

In 1976, Polaroid introduced the first 20 X 24 cameras capable of producing 20 X 24 inch iridescent color prints in about 70 seconds, which allowed art photographers and fine artists to produce images on a large scale and with greater clarity. Six cameras were made between 1976 and 1978. The exhibition 20x24/Ligbt opened in 1979 at Light Gallery in New York, featuring Polaroid works by eighteen artists, including Chuck Close, Marie Cosindas, Jan Groover, Andy Warhol, and William Wegman.20

CONCLUSION

In tandem with new photography technologies, the development of options for viewing and display evolved driven by a consumer market, popular taste, and public demand. Stereoscopy popularly fulfilled society's desire to be entertained and informed from the comfort of one's home. Although photographers took into consideration artistic concerns: location, composition, and image clarity, principally the production of stereographs persisted as a publishing, photo printing, and distribution industry. Similarly, lantern slide technology had its entertainment appeal and commercial component—manufacturers produced slides for mass audiences—church groups, charity benefits, and later for travelogue viewers. On the other hand, in the 1880s and 1890s, lantern slides inspired more by artistic deliberation had a significant following among amateur photographers interested in their creation, display and exchange.

Initially, experimentation in color was primarily the province of inventors, physicists, and scientists. Once the processes had been satisfactorily resolved, manufacturers advanced color products to satisfy multiple audiences. By the 1970s, color photography was considered mainstream, having entered the formal vocabulary of art photographers Robert Heinecken and Lucas Samaras, documentary photographers Stephen Shore and William Eggleston, and photo journalists Susan Meiselas and James Nachtwey, to name a few.

From the first private moments of viewing daguerreotypes to the public display of lantern slides—photography grew as a commercial industry. Advances in stereoscopy, magic lantern technology, and color photography created tangible products for the visual consumption of photographic images. Such mechanisms allowed photography to emerge as a democratic visual medium accessible to a broad audience. These techniques and technologies of viewing and display expanded photography's realm of influence and instilled the desire to look at images photographically. Their discovery encouraged other scientific observations and established photography as a language for looking, learning, experiencing, sharing, collecting, and memory—both public and private.


NOTES

1. Oliver Wendell Holmes, "Sun Painting and Sun-Sculpture," Atlantic Monthly 45, 8 (July 1861): 13-30.
  2. Quoted in Household (1979): 10.
  3. Quoted in Newhall (1980): 152.
  4. The word stereoscope derived from solid and to see.
  5. For a comprehensive survey of England's 1859 journey, see Jeffrey (1999).
  6. For additional information on the history and sociocultural influences of the magic lantern, see Robinson, Herbert, and Crangle (2001) and Crangle, Heard, and Dooren (2005).
  7. "Amateur Photography," New York Times (March 20, 1892): 10.
  8. American Amateur Photographer (February 1893): 84.
  9. "Views of the Photographers," New York Times (January 25, 1891): 10.
  10. "Doings of the Dry-Plate Men," New York Times (April 21, 1890): 5.
 
11. "The Photographic Fad," New York Times (February 10, 1890): 8.
  12. "This Photographic Craze," New York Times (March 17, 1890): 8.
  13. "Pictures Taken By Amateurs," New York Times (January 5, 1891): 3.
  14. Catharine Weed Barnes, "Photography for Women," Outing (May 1892): 30.
  15. "Remarkable Amateur Work," New York Times (April 24, 1893): 11.
  16. "Amateur Photographers' Work," New York Times (March 8, 1891): 8.
  17. Wallace Irving, "Everybody's Rover Boy," The Sunday Gentleman (New York: Simon & Schuster, 1965): 115.
  18. For further information on the autochrome and its contribution to color photography, see Wood (1993).
  19. For additional discussion of the history of Polaroid and its contribution to the development of instant photography, see The Polaroid Years (2013).
  20. See exhibition catalogue, 20x24 Light (1980).
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CHAPTER TWENTY-FOUR
Representing News with Photographs

A Visual Economy

THIERRY GERVAIS

Since the early 2000s, "photographs in print" have become a center of interest for scholars. Analyzing the photographs reproduced in newspapers, magazines, books, calendars, and posters, this field of research focuses on platforms for image dissemination in which photographs are one component in a media process. With the intention to reach as many people as possible, these images respond to different cultural expectations and follow other protocols than analog or digital photographic prints exhibited in museums and art galleries. As opposed to collectable vintage images, photographs in print are cheap and abundant, raising methodological concerns among historians hitherto accustomed to working with smaller bodies of images. This area of study also implies a familiarity with the printing economy, history, and technologies, as well as with the aesthetic of popular culture—many reasons that explain why scholars had been reluctant to study photographs in prints before the 2000s.

In this chapter I specifically explore how photographs have been published in the press to convey news. As this question could be addressed in various ways and in relation to different sociocultural environments, I focus on the Western press, privileging weeklies over dailies and looking primarily at the illustrated press. I address the photographer's role in the collective process of disseminating visual news, which involves other figures such as picture editors and art directors. I also describe printing and photographic technological developments in a variety of cultural contexts, each of which implies different sets of aesthetic expectations. Despite this broad approach to press photographs and because of the burgeoning interest in this field, to date the literature remains modest. I therefore complement the historiographical survey that follows with a selection of case studies that stem from primary research in order to provide an overview of the materials included under the umbrella of press photographs. Pursuing those two objectives with a historical approach, this chapter proposes a chronological rationale punctuated with thematic analyses dealing with technological, economic, political, cultural, and aesthetic questions that appear relevant to understand changes in the photographic representation of news over time, and how photography has become one of the main tools to convey news.

MAKING PHOTOGRAPHS NEWS IMAGES

In their introduction to their 2015 edited volume Getting the Picture: The Visual Culture of the News, Jason Hill and Vanessa Schwartz remind their readers that, when photographs were first used by the illustrated press in the 1840s, news images already had a long history. But how did photographs contribute to the development of this history and how did they affect the visual and functional nature of the illustrated press? Recent scholarly studies have challenged the view that photography and the press were destined to meet. Through analysis of how images were reproduced on the page during the nineteenth century—including how they were technically made and what they showed—such literature has revisited and revised previous historical narrative about the way in which photography had been integrated into the illustration of news.

In their seminal 2001 book A History of Photojournalism, Bodo von Dewitz and Robert Lebeck featured rare visual material from illustrated weeklies, including photographs. Von Dewitz and Lebeck explain that between 1842 and 1843 three illustrated weeklies were launched in Europe—The Illustrated London News (United Kingdom), L'Illustration (France), and the Illustrirte Zeitung (Germany)—and two others were released in America a decade later—Harper's Weekly and Frank Leslie's Illustrated Newspaper. All five took advantage of the woodcut technique of engraving to illustrate news and appeal to readers. At the time, wood engraving was the only printing technology producing images that could be combined with type in the composition of a weekly's page (Barnhurst and Nerone 2000). Paintings, drawings, sketches, and photographs were therefore sent to the engraver's studio in order to be translated into woodcuts. Very often, weeklies employed captions such as "from a painting by ..." or "from a photograph by ..." to mention the origin of each of the images they published.1

Wood engraving had remained the main process to convey visual news until the 1890s, and was still used when the First World War started (Gretton 2007). In the process of being copied on woodcuts, engravers modified the technical characteristics of the photographic image and often they also adjusted its visual components (Gervais 2003). These changes made it difficult if not impossible to recognize the photographic original in the printed version of the image in the press. In March 1855, for example, the publisher and art dealer Thomas Agnew & Sons commissioned British photographer Roger Fenton to produce a photographic documentation of the Crimean War which was fought between Russia and a coalition of France, the United Kingdom, the Ottoman Empire, and Sardinia (Keller 2001; Baldwin, Daniel and Greenough 2004). Equipped with a bulky van in which he could process his collodion glass plates, Fenton took almost 300 photographs, eight of which were reproduced in The Illustrated London News before the end of 1855. One engraving captioned "Omar Pacha—From a Photograph by Fenton," showing the Ottoman General mounted on a horse, illustrate an article dedicated to the leader of the Turkish army.2 In this copy, the photograph has lost the subtlety of its shades, and its large array of greys has become a network of black hatchings. Skillful as the engraver might have been, it was impossible to maintain the photographic nuances with the help of a chisel alone. In addition to this technical alteration iconographic modifications are also noticeable. First, the photograph bears an out-of-focus background that has been "corrected" in the engraving in which clouds that do not exist in the original also appear. Second, the engraver erased a tree that appears in Fenton's photograph behind Omar Pacha, giving the impression that the "distinguished General" was wearing a grotesque hat. Finally, to reinforce the General's dignity and command respect from the readers, the engraver portrayed him from a lower angle. In other words, photographic specificities were amended to convey a flattering visual image of Omar Pacha and fit with the picturesque aesthetic of the time that did not include a sky without clouds or incongruous trees. From these early times, journalists described photographs as the product of the sun and therefore as "irrefutable evidence" that would bring credibility to their testimony.3 While this rationale had been perpetuated for decades, scholars such as those I mentioned above have demonstrated that during the woodcut era, illustrated weeklies used photographs on a regular basis without them ever becoming dominant: they were considered as images among other images.

Richard Benson meticulously explains how numerous printing technologies of images operate. In this questionable grouping that brings together technologies as different as the daguerreotype and offset printing, Benson describes halftone processes developed at the end of the nineteenth century as the missing link in the development of a "mass-produced photograph" (2008: 224). In his technological rationale, Benson implies that press editors desired and expected such a change to remove the engravers from the publication process and he presents the halftone process as the solution to meet "[this] evolutionary challenge." Less canonical approaches to printing technologies that take into consideration cultural and economic components suggest it is more complicated than this (Gretton 2007; Beegan 2008; Gervais 2009).

Perfected at the end of the nineteenth century, the halftone process reproduced images through a thin screen on a metal plate, transforming photographic shades into a network of black dots that could be engraved. The use of a screen opened other avenues in image printing (halftone, rotogravure, offset) and was gradually employed to disseminate all sorts of images in the press. Presented in most histories of press photographs as a historical turning point, Nadar's photographic interview with the scientist Eugene Chevreul printed in the issue of the French Journal Illustré of September 5, 1886 actually crystallizes the reluctant attitude of press editors toward photography in the last two decades of the nineteenth century.4 To celebrate the scientist's hundredth birthday, Nadar took a series of portraits that were juxtaposed with Chevreul's own words on the pages of the journal Illustré. Thirteen photographs were selected and printed in halftone by Stanislas Krakow who obtained a patent for his printing process in 1884.5 Krakow's technique faithfully reproduced the tones of the photographs and the organization of the latter in the journal's page allowed the reader to follow a visual narrative. Historians recognize Nadar's photographic interview as the origin of the photographic essay—a visual rhetoric that would be defined and developed by the American Life magazine in the 1930s (Panzer and Caujolle 2005). Yet, his experiment had no real follow up and it also did not initiate a photojournalistic turn.

Before being widely accepted by the illustrated press, both the halftone process and photography had to become reliable and industrialized tools. This happened for the halftone in 1893, when the Levy brothers from Philadelphia in the United States released precise screens that soon became a reference in the printing world. Only then did the halftone process start to compete with the engraving technique in the reproduction of images, offering significant financial gain to press editors. During the 1890s, photographers and image dealers were not ready either to provide the illustrated press with the necessary images. The gelatin silver process allowed the development of portable cameras and made the practice of photography significantly simpler but it did not create a viable economy of news photographs which could challenge the functional, reputable, and financially efficient organization of illustrators and wood engravers. Finally, halftone printed photographs had to be aesthetically accepted as visual artifacts. The first images reproduced in halftone were described as greyish compared to the high contrast that was produced by engravings, to the disappointment of readers. To circumvent this pitfall, engravers intervened on halftone plates with their chisel, reintroducing the human hand in a mechanical process. Numerous printed images from the end of the nineteenth century reveal a mix of technologies: drawings were reproduced in halftone, photographs were wood engraved, engravers modified halftone plates produced mechanically, and they also used industrial screen patterns in their handmade woodcuts. These technological combinations produced hybrid forms that were reinforced by illustrators who merged drawings and photographs in their compositions. Much research still needs to be done to explain the role photography played in the production of illustrated press publications during the last decades of the nineteenth century. Rare are the available sources testifying to readership visual expectations. But, knowing that illustrated weeklies were run by private business companies, we can assume that press editors were paying close attention to their readership requirements. In this regard, the visual hybridity of these images— part photograph and part drawing—suggests that photographic representation was problematic.

Photojournalist Tim Gidal stated that "modern photoreportage originated in Germany between 1928 and 1931" (1973: 5). Gidal concentrated his analysis on technical improvements, key photographers (including himself), and press editors that engendered and promoted this so-called modern photojournalism. He acknowledged the printing and photographic technical developments that happened at the turn of the nineteenth century but he claimed that photographs at the time had been mostly used as illustrations of text: an editorial tradition that distinguishes this period from the 1930s "modern" era.

At the beginning of the twentieth century, all of the necessary technical, economic, and cultural prerequisites were actually in place and most press editors embraced photography as their primary means for conveying visual information. In doing so, they faced the aesthetic problem that I mentioned earlier and they needed to develop another visual rhetoric in order to take advantage of the available photographs. Indeed, photographs received by illustrated weeklies did not meet the editors' aesthetic criteria. In 1904, for example, photographer James H. Hare was sent to Korea by the American Collier's Weekly to cover the Russo-Japanese War. Hare followed the Japanese army for a few months and sent photographs to Collier's Weekly and to European periodicals such as the Berliner Illustrirte Zeitung and Die Woche (Germany), the Illustrated London News (England), and L'Illustration (France). L'Illustration introduced Hare to their readers in the issue of 24 June 1904 and justified the quality of his photographs: "when we know the circumstances behind these results [the photographs] ... we can only express surprise and would not dream of stinting on our respect and admiration for our bold, inventive contributors ... Think of all the courage this represents ... and do not be too severe if from time to time we show you an image that is slightly less than perfect."6 To compensate for what appeared then as deficiency and to take advantage of the numerous images sent by Hare, L'Illustration developed a design solution that promoted series of small photographs—instead of large illustrations—that operated as sequences that allowed the reader to follow action.7

In the context of the early twentieth century that saw the blooming of amateur photography and the development of newsreel projections in movie theaters, such a grouping of photographs on the page appeared as the appropriate graphic solution to make sense of the newly available photographic material. To conceive this innovative kind of visual content that blended images, titles, short articles, and captions into each other, editorial teams created artistic director positions, charging them with the creation of meaningful layouts. Artistic directors selected the photographs, trimmed them to fit images to forms (such as circles, ovals, and rectangles), and organized them on the weekly's pages to produce visual stories. Artistic directors offered more images and less text to their readers and, therefore, changed reading habits. Gathering series of photographs, captions, and titles, they started to compose pages and spreads as single entities that could be seen independently from the rest of the periodical. The choice of photographs and their mode of display directly impacted the structure of the weeklies: with this innovative visual form of news dissemination readers virtually stopped reading their illustrated weeklies and started to flip through their pages instead.

CONVEYING POINTS OF VIEW AND POLITICAL AGENDAS

During the 1920s, German manufacturers released two new kinds of photographic cameras: the Ermanox in 1924 and the Leica in 1925. The Ermanox took 4.5 X 6 cm film plates and featured a fast and rather massive lens, which allowed photographers to take shots in low light conditions. The Leica proposed a smaller lens, used rolls of 35 mm film (a standard used by the film industry) and was promoted by the firm as the "the smallest camera with a focal plane shutter" (Gustavson 2009: 214). Both Tim Gidal and Gisele Freund—and numerous historians after them—described such changes in the photographic technology as a photojournalistic turn that metamorphosed boor camera operators into "gentlemen" photojournalists (Gidal 1973; Freund 1980). Carrying significantly lighter photographic equipment in comparison to their predecessors, these photojournalists are depicted in historical accounts as discreet photographers who attempted to get closer to their subjects without disrupting their course of action. In these accounts, the camera ceases to be a technological burden to become "an extension and adjunct of the [photographer's] eye" (Gidal 1973: 15). This discourse about photojournalism simultaneously promotes the photographer to the valuable rank of journalist while dismissing his or her role as a mediator of news. Indeed, the invisibility of the photographers appeared as a major quality of the photographs that were then promoted in the illustrated press. This invisibility is not only a photojournalistic approach but also a style developed by photographers and used by the media. Studying this process, from the taking of photographs to their dissemination in the press reveals how photographs have conveyed points of view and communicated political agendas (Magilow 2012).

Numerous monographs have been dedicated to photojournalists of this era. For example, Sylvain Morand (2004) wrote on Erich Salomon who worked for the Ullstein publishing company in Berlin, which owned various illustrated weeklies, including Die Dame, Uhu, and the Berliner Illustrirte Zeitung (BIZ). As he explains, Salomon usually took his images in forbidden places and situations, such as courtrooms, political meetings, and high society gatherings. For this reason, historians often depict his work as a new approach to photojournalism. Hiding his camera in a bag or under a hat, Salomon caught people in private, and offered their pictures to the press. Featuring primarily public figures, the views they put on display were often blocked by pieces of furniture and people's backs.

Photographers Alfred Eisenstaedt (1980) and Felix H. Man (1983) wrote autobiographies that have shaped histories of this era. They used both Leica and Ermanox cameras to capture the subjects they were assigned to cover. For both photographers it became a rule to operate discreetly and take images in which their own presence could not be noticed so easily. As noted by Clément Chéroux (2013) and Richard Whelan (2007), other renowned photographers from this era, such as Henri Cartier-Bresson and Robert Capa, also adopted the Leica camera as their favorite tool to discreetly explore the world and get as close as possible to news events. Capa's photographs of the Spanish Civil War bear witness to this "aesthetic of transparency" (Gervais and Morel 2017: 88-93), giving their viewers the impression that they themselves are following the Republican soldiers photographed during their fight against Franco. When published in Picture Post, Capa's 1938 photographs taken during the fight on the bank of the Rio Segre were presented as "a record of modern war seen from the inside."8

Photographers such as André Kertész (Frizot and Wanaverbecq 2010) and Martin Munkácsi (Gundlach 2006) continued for decades to use large format cameras for the quality and the potentialities of larger negatives, but the tendency among photographers was to operate without being obtrusive. European magazines favored these images, which they gathered in series to cover general news. For instance, each issue of the BIZ, edited by Kurt Korff, featured a serialized novel of sixteen pages and a large selection of photographs also across sixteen pages. The success of this editorial formula reached its climax in 1931 when the BIZ print run reached 1.9 million copies, followed distantly by the Münchner Illustrierte Press (700,000 copies) edited by Stefan Lorant.

During the 1920s and 1930s, the European press finally found in this photographic aesthetic of transparency the appropriate visual syntaxes to convincingly convey general news. It was in reaction to this illustrated press and its use of photographs that Bertholt Brecht stated: "The formidable evolution of photographic reportage has been of no help in conveying the truth about the human condition today. In the hands of the bourgeoisie, photography has become a terrible weapon against truth."9 Despite their truthful appearances, the poet and playwright challenged the authenticity of these news photographs, and discussed their role in the dissemination of capitalist ideology.

It is actually in Germany and during the Weimar Republic that an efficient communist propagandistic illustrated press was developed. Arbeiter Illustrierte Zeiting, known as AIZ, was launched in 1924 by Willy Müzenberg who was in charge of the propaganda affairs for the Third International (Comintern) based in Moscow. To counterbalance the values conveyed by the German illustrated press that the AIZ considered as bourgeois, it took advantage of the availability of photographic material, the visual potentiality of the rotogravure, and the creativity of politically engaged artists. In the context of the 1920s-1930s German avant-garde, the photographic medium appeared as a tool not only to promote a new vision but also to connect with the masses. Photographs have become political tools to challenge the traditional modes of representation and to discuss the Berliner Illustrirte Zeitung and the Münchner Illustrierte Presse supremacy. Member of the communist party, John Heartfield was among the artists who closely collaborated with AIZ. As a representative of the avant-garde scene, Heartfield has been analyzed by art and photography historian Andrés Zervigon (2012) who precisely unfolded the role of the photomontage in the multifaceted aspects of the artist's career. Between 1930 and 1938, John Heartfield published almost 250 photomontages in AIZ, which reached a print run of 450,000 copies in 1931, giving the artist an unprecedented visibility (Morton 1985). Heartfield's large photomontages, regularly published on the cover of AIZ, produced provocative and meaningful compositions. Associating different types of photographs (X-rays, snapshots, studio portraits, and others), mixing scales, taking advantage of a diverse range of extreme viewpoints, and adding pictorial signs when necessary (such as a swastika), Heartfield created visual narratives that denounced Nazi politics. When reproduced on the page, the diversity of the multiple elements dissolved into a homogenous and disturbing image, which showed impossible situations in conformity with the perceived realistic qualities of the image. Heartfield's compositions circulated and were reproduced during the 1930s in the French counterpart of AlZ (titled Regards) and in the Soviet publication USSR in Construction. In the latter, the Dadaist montages joined the Constructivist arrangements produced by El Lissitzky, Alexander Rodchenko, and Barbara Stepanova. Each issue of USSR in Construction promoted important aspects of the Soviet politics using an avant-garde artistic approach. Printed in rotogravure, the Soviet magazine reproduced photomontages and sophisticated layouts of photographic series that praised the Stalin persona, described the benefit of kolkhozes or celebrated the achievement of large projects, such as the building of the canal between the White and Baltic Seas—by gulag prisoners who died by thousands. Not only did this press counterbalance the content disseminated by the "bourgeois" press, but it also challenged its visual representation modes. In this press, photographs are not considered and described as windows onto the world but as convincing visual tools. Bertholt Brecht reminded ATZ's readers that, "The photographer's camera can lie as the linotype machine can. AiZ's work consists here in serving the truth and re-establishing the true state of facts."10

Soon after the Nazis took control of Germany in 1933, the editor of the Müncbner Illustrierte Presse, Stefan Lorant, was sent to prison and the Ullstein publications became the property of the new regime. In his anthology about photography in Germany, Olivier Lugon (1997) gathered texts that explain how the Nazis enacted new laws to better control journalists, including photographers who were progressively integrated into the Third Reich as soldiers with cameras. Understanding the popularity of the photographic medium and its convincing power, the Nazi regime launched the illustrated magazine Signal in 1940. Signal was published in nearly twenty languages, with a print run reaching 2.5 million copies. Its aim was to convey Nazi ideology and reassure occupied countries of its necessity and good intentions. The magazine's use of photography was closer to BIZ than AIZ, preferring subtitled arrangements of photographs on the page over disturbing photomontages. Financially supported by the regime, Signal had the means to order and feature color photographs, which made the magazine attractive to the eye. These propagandistic uses of photography are a salutary reminder of the multiple potentialities of the medium in conveying news.

Alfred Eisenstaedt, Felix H. Man, Martin Munkácsi, Stefan Lorant, Kurt Korff, Kurt Safranski, and many other German press figures fled the Nazi regime and moved to England and the United States. Historian C. Zoe Smith (1986, 1988) analyzed the impact of this emigre generation in New York City, following both Korff's and Safranski's paths in their new careers. The latter, with Kurt Kornfeld and Ernest Mayer, founded the photographic agency Black Star in 1936, which quickly became one of the main visual sources for the illustrated press in North America. Taking advantage of their European connections and their editorial experiences, Black Star representatives not only provided magazine picture editors with single illustrative images but also with photographic series. Korff secretly joined the Time Inc. team in 1935, which would soon launch a new illustrated magazine. Having created Time in 1923 and Fortune in 1930, Henry Luce and his team published the first issue of Life in November 1936. The magazine print run reached 1 million copies in early 1937 and it ceaselessly increased, reaching up to 8 million at the end of the 1960s. To compose each issue, Life gathered a team of four photographers including Margaret Bourke-White, Alfred Eisenstaedt, Thomas D. McAvoy, and Peter Stackpole, and secured refusal rights with agencies like Black Star. As Life became a leading magazine in the context of illustrated news more photographers joined in. The editors required them to use small cameras to take the kind of photographs that could reflect a non-obtrusive approach. As Wendy Kozol explained, from the first issues on, Life's editors took advantage of the "photographic realism [which] seems especially unmediated since editorial interventions are masked by the commonsense relationships of presumably transparent images" (Kozol 1994: 9).

In her 2001 edited volume Looking at Life Magazine, Erika Doss gathered scholarly analyses of the magazine which highlight the paradigmatic aspect of Life and the role of photographs in this publication. According to African American photographer Gordon Parks "'Life was the magazine as far as photographers were concerned" (quoted in Doss 2001: 229). Advised by Kurt Korff, attracted by the Leica's potentialities, and seduced by the visual appeal of French magazines such as VU, Life published hundreds of photographs in each issue, most often organized in series. On April 26, 1937, a few months after the release of the first issue, Life editors published a short article under the title "The Camera as Essayist" in which they defined the concept of the photographic essay. At a time when the standard discourse on the legitimacy of photography in the press emphasized the medium's mechanical character, Life editors took a contrary stance in presenting the camera not as an unquestionable recording tool, but as just another means of recounting reality. The typewriter and the camera were thus equivalent in that they enabled the expression of ideas. Words and images were two forms of communication used by journalists to convey a point of view on current affairs. Comparing the photographer to a "seventeenth century essayist or a twentieth century columnist," the editors took for granted the photographer's adoption of a style in his or her account of news.11 The photograph was no longer put forward as a window onto the world, but as a representation, intimately connected with its referent but resulting from a formal act on the part of the photographer. A few months later, Life put its theory into practice by adding the "Photographic Essay" to its list of contents (Gervais and Morel 2017: 130-48).

An analysis of these essays shows that they barely conveyed the photographer's point of view. Most of them were composed by the editorial team from multiple photographic sources to communicate first and foremost the magazine's point of view. Eisenstaedt, Bourke-White, Nina Leen, Eliot Elisofon, Andreas Feininger, and Dmitri Kessel are the authors of numerous photographic essays, along with many other famous photographers who published in this section over the course of their careers, including Henri CartierBresson, Bruce Davidson, David Douglas Duncan, Yousuf Karsh, Dorothea Lange, Martin Munkácsi, Gordon Parks, and William Eugene Smith. But none of the photographers was in full control of the selection of photographs and the layout of the pages in which they appeared. As Erika Doss explains (2001: 11), whatever the photographer's point of view might have been, Life's photographic essays had to "'[stand] for' nationalism, capitalism, and classlessness, a sense of confidence, optimism, and exceptionalism, and the sure belief that the American way was the way of the world." Despite the statements Life editors made in "The Camera as Essayist," this political agenda restrained the freedom of Life photojournalists and triggered numerous conflicts between them and the editors. Glenn G. Willumson (1992), for instance, has studied W. Eugene Smith's relationship with Life editors: in 1954, Smith disagreed with the photographs selected for his photographic essay "A Man of Mercy," dedicated to the Nobel Peace Prize winner Dr. Albert Schweitzer.12 Smith endeavored to have complete control over the use of his images but Life managing editor at the time, Edward Thomson, refused him this right. In 1955, Smith quit his job as staff photographer at Life to join the Magnum agency. Analyzing how weeklies and magazines have been using photographs to convey specific views and political agendas remains a fruitful research avenue to explore for scholars.

BETWEEN THE NEWS MARKET AND CULTURAL HERITAGE INSTITUTIONS

Photography historian Nadya Bair highlighted how most histories of photography removed photographers from the professional context in which they operated, and insisted on the necessity to study the "centrality of editorial collaboration in the fabrication of news pictures" (2015: 228). Far from working alone, press photographers are only one link in the chain of the business of news photography, which guides, perhaps even commands the production of news photographs in terms of subject and style. Furthermore, photographers are not bound to the realm of news and their images also interact with artistic practices and impact the agenda of cultural heritage institutions. How photographic agencies operate is something that still needs to be examined by scholars, and the study of the circulation of news images informs us about the status of press photographers and the pivotal role of their images in twentieth-century western visual culture.

The need for news photographs created a market at the turn of the nineteenth century that continues to be profitable today. Most of the archives of the early photography agencies do no longer exist, leaving us with immense collections of single photographs disconnected from their uses, which makes them difficult to decipher. Access to archives of more recent agencies is often limited, to prevent commercial information from becoming public and to keep control of the images they own. This partially explains why the economy of photographic agencies and their role in the dissemination of news images remains an understudied field. Another explanation is the kind of photographs they have gathered: stock images are difficult to analyze (because of their quantity) and interest fewer scholars studying images (because of their so-called poor quality). Nevertheless, photographic agencies have provided the majority of the images published in the press and have offered profitable work to photographers.

In their nineteenth-century catalogue of stereo cards, companies like Underwood & Underwood as well as Keystone included news subjects such as wars and understood the business potential in engaging with magazine editors. Keystone became an important provider of news images during the 1920s and many other organizations, locally and internationally, got involved in this business. Developing wider and wider communication networks, these structures offered to photographers some efficient image dissemination services and proposed a larger variety of photographs to magazine editors. In her analysis of the information associated with each image in the Otto Bettmann collection (now part of Corbis), historian Estelle Blaschke (2016) explained how photographic archives, and later photographic agencies, have developed sophisticated classification systems to maximize their financial value. Another main ingredient in these companies' success has been their ability to deliver images quickly. They requisitioned cars, trains, and planes to reach newsrooms before independent photographers. In the early 1920s, they invested in image transmission technologies, using telephone lines to send photographs to dailies and magazines, which were all equipped with a receptor device by the beginning of the Second World War (Chermette 2012; Dentler 2019). These photographic agencies were not only responding to the perpetual press demand for images but also reacting to the feeling of emergency that has characterized newsrooms since the nineteenth century. It appears then that the content of an image became as important as the speed of its transmission and the beat of news. This notion of emergency has progressed considerably with the emergence of digital technologies and their use in the production and the dissemination of news images. Circumventing the materiality of the image and the periodical, merely a few minutes are now enough for a news publication to disseminate a photograph taken thousands of kilometers away.

As an alternative to this race against time, some agencies developed relationships with editorial teams, working with them upstream. Simon Guttmann launched the agency Dephot in 1928 and worked closely with Kurt Korff and the BIZ as well as with Stefan Lorant and the MIP. Guttmann not only sold reportage, but also assigned them in order to prevent an editorial demand. Later in New York City, one of the Black Star representative tasks was to sell ideas to Life editors for which they would provide photographic series— more lucrative than the sale of a single illustration.

Launched in 1947 by Robert Capa, Henri Cartier-Bresson, David Seymour, William Vandivert, and George Rodger, Magnum is a cooperative agency that was created in order for the photographers to skip the middleman and keep editorial control over their images (Bouveresse 2017). Many photographers who were disillusioned with the treatment of their images by magazines (like W. Eugene Smith was with Life) found in Magnum a more respectful environment and a place to develop their style. Furthermore, Magnum was also a platform for photographers to develop cultural projects. As an example among many, Henri Cartier-Bresson exhibited his photographs in a solo show curated by Beaumont Newhall at the MoMA in 1947 and in 1952 he published his understanding of photography alongside a selection of images in his book The Decisive Moment.13 This multifaceted aspect of the work of photojournalists engendered their cultural recognition and reflected the photographers' frustrations and doubts regarding their role in the press.

During the 1970s, photographic agencies were created in Paris, which became a hub in terms of news photograph distribution. Gamma (1967) and Sygma (1973) were among the more profitable photographic agencies in the world, disseminating both hot news and paparazzi images. In his description of the news photograph economy during this decade, the founder of Gamma and Sygma agencies Hubert Henrotte highlighted the financial weight of photographs of public figures (Gazignaire and Henrotte 2005). War photographers like Gilles Caron were also assigned to take photographs of celebrities, local or international. Such images were so lucrative that some photographers strictly photographed "stars," with or without their consent. These photographers are known as the paparazzi. Photography historians have neglected this photojournalistic activity, judging its subject matter vulgar and despising the photographer's character—a moral approach that for years has excluded this practice from the history of news photography.

Visual culture historian Vanessa Schwartz (2010) and museum director François Cheval (2003) have proposed distinct analyses of the beginnings of paparazzi photography. Schwartz explains how the paparazzi and French New Wave filmmakers have fueled each other in the context of the Cannes Festival at the beginning of the 1960s: the latter providing subjects to photograph and the former revealing a journalistic approach that merges private and public life. Cheval's Marxist historical approach anchors the paparazzi phenomenon to the socioeconomic conditions in Italy of the post-Second World War period. In this account, the paparazzi are delinquents surfacing from poor neighborhoods on their Lambrettas, armed with a Rolleiflex and flash bulbs to harass tourists and American soldiers. Their photographs were then sold to the emerging popular illustrated press.

In the second decade of the twenty-first century, paparazzi practices and the role of paparazzi photography in the media draw more and more attention (Fossard 2013) and a major exhibition at the Centre Pompidou-Metz in 2014 gathered and demonstrated the multifaceted aspects of paparazzi photographs and their cultural impact. The exhibition catalogue proposes a definition of paparazzi photography concept and it also delineates its history (Chéroux 2014). The catalogue also constitutes a point of departure to question and understand the place of paparazzi photography in culture, society, and in the business of the news industry.

In 1999, discussing the impact of photojournalism, artist Jeff Wall stated that "the classic sense of art photography was defined by photographers who wanted their work not to be bound by photojournalism, but still to make some claim to be reportage. But photojournalism was, and is, such a dominant social institution that it seemed that everyone positioned themselves in relation to it."14 Photography historian and curator Gaëlle Morel (2006, 2008, 2015) has published extensively on the relationship between photojournalists and artists, highlighting the paradigmatic aspect of photojournalism among artists suggested by Wall. In her analysis of the institutional recognition of photojournalism since the 1970s, Morel defined the notion of "auteur photojournalism" as a new status for photographers who do not identify as photojournalists nor as artists. The expression of a style in the production of news photographs is at the heart of the concept of "auteur photojournalism." For example, American photographers Stanley Greene and James Nachtwey photographed the Yugoslav wars at the end of the 1990s. Both photographers preferred black and white photography, favored high contrasts, accepted out-of-focus images, and photographed their subjects very closely in sometimes unconventional frames that highlight their auctorial mark at the expense of image clarity and readability. This assertion of subjectivity through an identifiable and visible style brought credibility to the images, which were published in European and American magazines. Both Greene and Nachtwey received the World Press Photo Awards multiple times—a sign of their recognition in the realm of news media. Morel explains that beyond this aesthetic, Nachtwey's and Greene's news images also share a cultural life. After having been published in magazines, these images were exhibited and gathered in books. In 2000, James Nachtwey exhibited his photographs at the International Center for Photography in New York City and in 2005 at the Bibliothèque Nationale de France in Paris. Similarly, in 2005, Greene exhibited his photographs at the Jeu de Paume in Paris. In addition, Greene sold prints of his news images in auctions, and Nachtwey, in commercial galleries. According to Morel, the wide circulation—from the magazine page to the museum wall—of the same images and the expression of a visible style defines these photographers as "auteurs."

Other contemporary photographers have reacted in an opposite manner to the overwhelming presence of news images. Luc Delahaye was a Magnum photographer when in 2001 he was sent to Afghanistan to cover the war against the Taliban. Instead of proposing the same images to press editors, publishers, and curators, Delahaye produced two different kinds of photographs of the war zone. With his Single Lens Reflex camera he followed the troops and took their photographs on the move, chasing an invisible enemy. These color images, often out of focus and always suggesting the presence of the photographer, were published in Newsweek and Le Monde 2.15 With a different goal in mind, Delahaye also carried a panoramic camera and a tripod with which he photographed similar subjects. In this series, the photographs bear a documentary style that positions the photographer at a distance and delivers a more clinical visual report. Printed in large scale, these photographs were strictly created for the walls of art galleries. In other words, Delahaye clearly differentiated the finalities of his images (even if they shared the same subjects), acting both as a photojournalist and an artist at the same time. These recent examples brought Morel to consider photojournalism as "a crucial formal paradigm in both the field of artistic creation and that of its mode of display" (2015: 268). In their 2007 book No Caption Needed, rhetoricians Robert Hariman and John Lucaites discussed the impact that a body of news images which they defined as icons had on liberal democracies. In highlighting how these news icons have emerged from the twentieth-century press and have become major references in Western visual culture, the two authors insisted on the multifaceted role of these photographs, reaching beyond their documentary value and the strict realm of news and its histories.

THE DIGITAL ERA

After a decade of technological developments and cultural adjustments, digital photography reached a critical point in the early 2000s: according to the French photography historian Andre Gunthert (2015: 24), the years between 2002 and 2004 saw digital cameras overtake analog ones. In his analysis of contemporary photographic practices, Gunthert used the word "revolution" carefully, noticing the continuities between analog and digital images (with the exception of "selfies") to better highlight the fluidity of the latter (and not their dematerialization). If digital photography has been quickly accepted and explored by non-professional photographers, photojournalists have expressed two main concerns: the challenge of photographic indexicality and the concurrent activity of citizen journalists.

As mentioned at the beginning of this chapter, since the mid-nineteenth century, photographs have been described as more reliable images to convey news. Falling under the category of the "index" in the American philosopher Charles S. Peirce's theory of signs (1955) photographs are linked to the subject they represent through a direct connection. Emphasized by critic and art historian Rosalind Krauss at the end of the 1970s (1977a; 1977b), the notion of the index has been (questionably) accepted as the essence of photography and has become a powerful assertion to justify the credibility of news photographs. In this semiotic approach to photography, the development of digital technologies has appeared as a rupture, as a threat for news photographs, even though, as explained by film historian and theoretician Tom Gunning (2008), digital photographs are still technically directly connected to their subject. As with the chemicals in an analog photograph, the digital photograph's numerical data represent the reactionary effect of photons that went through the lens at the moment the image it shows was captured.

The fear regarding news digital photographs has also been fueled by the postproduction potentialities allowed by software like Photoshop that raises questions concerning the purity of the photographic representation (about the direct connection between the print and the subject matter it depicts) and taint its credibility. Launched in the early 1990s, Photoshop is indeed an effective tool that allows one to quickly retouch images: contrast, brightness, or density could be adjusted to be more accurate or to emphasize the dramatic aspect of a scene. In this perspective, the darkening of O. J. Simpson's skin in the mugshot published on the cover of Time in 1994, or the (clumsy) intensification of the smoke surrounding the city of Beirut after a bombing photographed in 2006 by Adnan Hajj (Reuters), are good examples of the questions raised by digital photography and the measures taken to control what is considered as abusive uses of the digital tools.

In his analysis of the legitimization process of press photographs, historian Vincent Lavoie (2010a; 2010b) studied codes of conduct for photojournalism that were developed during the twentieth century by the National Press Photographers Association which has been working hard to maintain the faith in photographic authenticity in the digital era. In his historical examination of the Abu Ghraib torture photographs released in 2004, Gunthert (2008) showed that the authenticity of these digital images has not been questioned or even discussed.16 He demonstrated that the credibility of the images did not rely on their technological origin but on their authentication and validation by the Tagula Report, commissioned by the US army, on the abuse of detainees in the prison.

In 2005, a year after the Abu Ghraib images were published, photographs of the bombings in London were widely disseminated through news platforms and stressed the role of citizen journalists. These pixelated images, which were taken with camera phones by victims of the attacks who initially wanted to reassure their families of their safety by sending them images, appeared as opportunities for the press to cover the news. Just as early twentieth-century non-professional photographers became visual resources for magazines, the millions of smartphone owners during the 2010s have become potential reporters. Not only does this visual source offer a diversity and abundance of images but it also allows the media to connect with their readership. If photojournalists have tried to discredit these new images and presented their own pictures as more credible, photographs produced on camphones by general members of the public have quickly gained credit in the realm of news and become influential. Even among professionals, the use of a smartphone equipped with apps such as Hipstamatic has become a photographic alternative to produce original, seductive, and informative war images—as demonstrated by New York Times photographer Damon Winter who went to Afghanistan in 2010 (Lavoie 2012).

Paired with the advent of the internet, digital photography has become more than an innovative visual resource for traditional media. In his 2004 book We the Media: Grassroots journalism by the People, for the People, journalist Dan Gillmor highlighted the quicker dissemination of news through the internet and insisted on its democratic quality. With the multiplication of blogs and the possibility to interact with their authors and visitors, journalism is described as conversational and giving citizens an opportunity to engage with news coverage. The iPhone 1 was launched in June 2007, followed by many other smartphones that complemented the citizen journalist toolkit with the ability to produce still, and later, moving images. At the same time, the social networks Facebook and Instagram were added to the journalism landscape. On these platforms, individuals publish, recommend, like, and discuss both personal photographs and news images to and with a group of friends (Gunthert 2015). Social media have not put an end to traditional journalist organizations, but they offer an unprecedented accessibility to a diversity of points of view and the opportunity to discuss them. This two-way channel has allowed users to make sense of news, through words but mostly through images. These recent developments are still difficult to analyze in a historical approach but they highlight the complex societal issues of visual news.

CONCLUSION

At the time of writing this chapter, historians have only just started to explore the realm of press photography, and "photographs in print" more broadly, but they have already opened research avenues that renew, challenge, and exceed the canonical history of photography. Addressing hundreds of thousands of photographs implies revisiting and developing working strategies that take into account the multiplicity and ubiquity of news photographs. In light of the growing body of literature in this area, it also seems necessary not to single out photographers in order to justify historical analysis. If a biographical approach can be a useful writing thread, it should not exclude the complex human network involved in the publication of news images. Photographs in print are the result of many choices made by the photographer, the picture editor, the art director, the managing editor, and many other intermediaries in the publication process. These choices are made based on technical, cultural, aesthetic, economic, and political considerations that suppose to expand the boundaries of the history of photography. Press photographs are not windows onto to the world but visual artifacts that need to be historically deciphered to highlight their function as informational vehicles and beyond. Focusing on contingency, the imagination and the emotions in her study of "about-to-die" news photographs, Barbie Zelizer (2010: 13) states that "photographs facilitate making sense of the world in a way that is not necessary rational, evidentiary, or reasoned." This is another research avenue that needs to be pursued in order to understand the complex and profound role of news photographs in western societies.


NOTES

1. To date, the first known use of the note "from a photograph by ..." in these illustrated weeklies appeared on page 404 in the French L'Illustration of August 26, 1843 alongside an image of the ruins of San Juan de Ulúa Fort in Veracruz (Mexico).
  2. The Illustrated London News (ILN), October 20, 1855: 472. The other engravings made after Fenton's photographs were published in ILN, February 4, 1854: 88, ILN, October 6, 1855: 405, ILN, October 13, 1855: cover, ILN, November 3, 1855: 520 and 524, ILN, November 10, 1855: 557, ILN, December 29, 1855: cover.
  3. See for instance, Adolphe Joanne, "La Californie: San Francisco et Sacramento," L'Illustration, August 31, 1850: 135.
  4. "A Scene in Shanty Town, New York," Daily Graphic, March 5, 1880: 38; "L'Art de Vivre Cent Ans," Le Journal Illustré, September 5, 1886: 281-8.
  5. Stanislas Kakrow, "Système d'obtention de planches typographiques avec hachures ou pointillés, au moyen de clichés photographiques ordinaires dit Photo-typographie," INPI, n° 163 488, July 25, 1884.
  6. L'Illustration, June 25, 1904: 22-3.
  7. L'Illustration, December 10, 1904: 412-13.
  8. "This Is War!" Picture Post, December 3, 1938: 14.
  9. Bertholt Brecht, "An der Schwelle des 2. Jahrzehnts," AIZ, October 1931, 810; read in Lugon (1997: 286).
  10. Bertholt Brecht, "An der Schwelle des 2. Jahrzehnts," AIZ, October 1931: 810; read in Lugon (1997: 286).
  11. "The Camera as Essayist," Life, April 26, 1937: 62.
  12. "A Man of Mercy," Life, November 15, 1954: 161-72.
  13. Newhall featured Cartier-Bresson's photographs in the exhibition Photographs by Henri Cartier-Bresson which the New York MoMA held between February 5 and April 6, 1947.
  14. See, Jeff Wall and Roy Arden, "The Dignity of the Photograph," Art Press, November 1999: 17.
 
15. "The Fall of the Taliban," Newsweek, November 26, 2001: 22-9; "Derniere Nuit à Kaboul," Le Monde 2, December 2, 2001: 14-23.
  16. These images were released on 28 April 2004 by the TV show 60 Minutes II on CBS and reproduced on May 10, 2004 in Seymour M. Hersh's article "Torture at Abu Ghraib" published by the New Yorker: http://www.newyorker.com/magazine/2004/05/10/torture-atabu-ghraib (accessed May 29, 2019).
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CHAPTER TWENTY-FIVE
Photographs at/of/and Museums

SUSAN A. CRANE

Museums have produced and collected photographs since the advent of photography, although they have not always displayed them. In the visual regime of a museum, photographs have been and continue to be employed at all levels: as source material or archival document; exhibition design element; conservation tool; and not least as material-cultural object for collection and display. The latter category, that of the valuable artifact, has received the most scholarly attention, because the photographer's agency, and the photograph's artistic and aesthetic properties, are seen to have significant cultural and market values. Within histories of photography, as well as histories of museums, photographers, and cameras have received priority as organizing principles, as personal skill and evolving technologies enabled modern photographic practices. But photographs, perhaps uniquely among museum objects, have never been produced or collected solely for their value as objects. Less attention had been paid to the diverse requisitions of photographs in museum practice, either by scholars or museum professionals, until quite recently. As Elizabeth Edwards and Matt Mead succinctly point out (2013: 21), "while almost all museums employ photographs in their public galleries in some way, the problematic of photographs in the museum space exists precisely in their unproblematized use." My goal is to elucidate the multiple roles that photographs play in the modern museum, in order to direct scholarly attention beyond the established, venerated photography collections in museums dedicated to the preservation and presentation of the visible object, and to encourage museum professionals and scholars as well as photographers to reconsider the significance of all of the kinds of photographs in museums.

Nuno Porto suggests that museum photographs fall into three categories: archival, published, and displayed (Porto 2001: 50). The relatively smaller subset of the famous or valuable are displayed and published for the interested public, but the vastly more numerous archival images tend to be off limits to the public and are created and used primarily by museum professionals and scholars. Thus Porto's three categories of museum photographs have diverse audiences, who interact with them in multiple contexts. Diversity of use is the museum norm. The photograph is above all a "thing": before digitization, it is a three-dimensional object that lies in or on the boxes, walls, and display cabinets of museums. And although it is an abundant thing, even when there are millions of negatives in a museum's archives, the preponderance of them will never be exhibited (as indeed is typical of museum collections more generally). Surprisingly, the photograph as museum object is often a lowly sort of thing, since it appears or hides in many guises: ambiguously art and not-art, evidence and "evidentiary ballast," original and copy (Edwards and Lien 2015: 8). As one anonymous curator un-self-consciously acknowledged, most of the time non-photography specialists are not particularly concerned with the ramifications of photographic ubiquity: the photographs are "just there" (Edwards and Lien 2015: 4).

When we consider the full scope of photographs and museums, incorporating not only famous photography by celebrated practitioners but also photographs produced for mundane purposes by both skilled and unskilled photographers, a much broader topic emerges. Between the iconic image and the museum photograph that is "just there" lies a vast, underexplored province of photographs and museums and a variety of types of photographers. I will consider four categories of photographic practice. Any photograph may fall into one or more of these non-hierarchized categories:

	Photographs as Museum Conservation Tool: photographs made in the process of conducting museum work, by museum photographers, or collected and preserved as records documenting other museum objects or practices
 	Photographs Used in Museum Exhibition and Display Design: photographs reproduced as exhibition design elements
 	Photographs as Museum Artifacts and Art Objects: photographs collected and displayed as valuable scientific or historical artifacts or as art
 	Photographs as Museum Souvenir-Artifact: photographs taken to depict museum existence or experience, by museum professionals, visitors, or other photographers OR photographs taken by amateur photographers for interactive museum collection and exhibition


While there are many histories of photography and histories of the museums that have showcased modern photography's iconic images and most illustrious practitioners, it is worth recalibrating the categories of analysis to open up a wider lens on the actual omnipresence of photographs in museums.

PHOTOGRAPHS AS MUSEUM CONSERVATION TOOL

In museums that do not specialize in photography, by far the most numerous photographic objects are those which record and document other museum objects. "Museum photography" per se is thus the category of photography used as a museum tool to aid in conservation, scientific study of artifacts, restoration, and preparation for display or publicity. Only a small fraction of museum collections are ever exhibited; but the anonymity of much museum photography derives from it never having been made or considered for exhibition. As Edwards and Lien suggest (2015: 3), museum staff use photographs "to authorize and authenticate other classes of objects, to manage collections, to amass documentary evidence, to act as surrogate collections, to salvage the disappearing, or as objects of art, science or technology." Elizabeth Edwards, as a curator of anthropological photographs at the Pitt Rivers Museum and the author of several important essays and books on the relationship of museums and photographs, has been a pioneering scholar and collaborator in this field. She asks why museum photography has not earned the same kind of attention typically devoted to artistically or scientifically "museum-worthy" photographs. Nor have scholars paid particular attention to how collections of these types of museum photographs have been formed. Edwards and Christopher Morton argue that (2015: 4), "Photographs could be said to have a double collections history; parallel histories that weave round each other like a double helix": collected as images and objects but also supporting curatorial practice in museums; and suggesting that the meanings and uses of photographs may change within the museum over time.

The nineteenth-century co-evolution of public museums and photography in western Europe and North America was more than mere chronological coincidence: they shared a common purpose in that "both were charged to make visible, represent, preserve and interpret" (Stylianou-Lambert and Stylianou 2014: 119). Their mutual concerns were readily grasped by museum staffs, who relied on camera technology for preservation efforts and provision of reliable documentation. By the 1850s a variety of major museums had begun to commission photography within the institution and for its particular needs. In 1851, the year the albumen print emerged as a technological advance, the first director of the Victoria and Albert Museum in London, Henry Cole, ensured that photographs were made to record the Great Exhibition at the Crystal Palace; two years later, he instated a standard procedure of hiring photographers to visually document exhibits (Haworth-Booth and MacCauley 1998: 10-13). Photographs facilitated collection growth and expansion. In 1853, Roger Fenton, who would later become famous for his photography of the Crimean War, was named the first museum staff photographer at the British Museum. Georgina Born notes how the role of museum photographer quickly evolved (1998: 226): "In addition to recording the collections, the museum's staff photographers began to record the varied activities involved in running the institution, including the construction of displays, renovation, storage, cataloguing, transport, and routine clerical and maintenance jobs." In 1852 the French Museum d'histoire naturelle and Académie des sciences collaborated to produce a zoological catalogue, the Photographic Zoologique, which provided a model of visual evidence recording. The Smithsonian Institution in Washington DC followed suit, albeit in a questionable manner, deploying photographers to record the physiognomic and ethnographic characteristics of Native Americans, not for display but for reference (Foresta 2003).1 Museums of ethnography, history, science, and art alike depended upon photography to generate reliable visual evidence, both of other museum objects and of the contexts of their creation and display.

Curators quickly realized that photography offered a faster and cheaper means of accessioning copies of works of art than hiring copyists. There is longstanding precedent for museums collecting and displaying copies of art, artifacts, and specimens. One of the most influential early directors of the Smithsonian museums, George Brown Goode, stated this succinctly already in 1891: "for the purposes of study, a cast was as good as an original" (quoted in Kirshenblatt-Gimblett 1998: 31). In its educational mission, the museum's professionally curated deployment of "copies, casts, impressions, photographs, diagrams and other surrogates for primary artifacts" would facilitate clearer understanding than un-curated, unique objects on display could achieve (quoted in Kirshenblatt-Gimblett 1998: 31). Photographs thus entered museums, and museum discourse, as study tools and readily available surrogates rather than artifacts—and were considered valuable as such. By the turn of the twentieth century, with the advent of the photo album and the production of study prints, photography in the age of mechanical reproduction had fundamentally altered the way that art history was learned and taught. Walter Benjamin famously critiqued the loss of the "aura" of the original work of art under reproduction by the 1920s, but within the museum, the usefulness of photographic copies for conservation purposes far outweighed the inability to transfer or replicate their unique aesthetic qualities (Benjamin 1969). The subset of museum photography that comprised study copies is still merely one subset; the far vaster archive of museum photography consists of images made to document other objects, design plans, and installations.

Elizabeth Edwards and Sigrid Lien argue that the unexamined presence of museum photographs reflects equally unexamined museum hierarchies and social networks (2015: 5): "With their authenticity, originality and cultural capital suspect, photographs, for the most part, lie outside the systems of value that produce museum objects. They sit low in that hierarchy." Edwards and Lien cite the lack of distinction among types of museum photography as an indication of lower status within the museum institution, particularly outside art museums. While museum photography has a vital role to play in documenting conservation and restoration work, it is regarded as background work, not display-worthy. Lower status contributed to lack of scholarly consideration of the field: for example, over a period of some thirty years of publication, the Journal of the History of Collections published no articles about collecting photographs (Edwards and Morton 2015: 4).

Unless being collected as the work of famous photographers, photographs in museums have been relegated to lower institutional status, and those who worked with them tended to occupy lower ranks on the professional ladder. A poignant example of this is drawn from the life of Edward Milla, former chief museum photographer at the Metropolitan Museum of Art in New York. On the fiftieth anniversary of his employment at the museum (he started as an "umbrella boy" in 1902), Milla was invited to curate an exhibit of his museum photographs. The exhibit, Up at the Photographer's, which lasted less than a month, was then forgotten, according to photographer Vid Ingelevics, who was shown memorabilia of the exhibit by Milla's family members who were returning the photographs as archival documents to the Met. Milla's exhibition was left out of the annual report and subsequent histories of Met exhibits, making recognition of Milla's long career seem more like a pat on the head than a bona fide achievement.2 Since the nineteenth century, museum photographers have produced a trove of images which supported museum work, but curators and scholars generally ignored the aesthetic and professional qualities of these images, until recently. This state of professional affairs contrasts vividly with the rise of stand-alone photography exhibits in the late twentieth century, in which the work of celebrated photographers headlined museum exhibitions.

Ingelevics's work with museum photography has focused on the neglected archive of his colleagues. In addition to making photographs in order to aid conservation of other museum objects, museum photographers documented museum architecture, staff members, production of exhibits, repairs, and the varieties of daily activities in the life of the museum, and did so with great skill. Ingelevics's 1997 exhibit at the Photographers' Gallery in London, Camera Obscured: Photographic Documentation and the Public Museum, brought this typically unremarked realm of museum photography to the foreground. In the exhibit, eighty-eight large format camera museum photographs, from a variety of international institutions and produced roughly 1850-1960, highlighted how museum photography participates in the creation of the museum itself.3 In her thoughtful analysis of the exhibit, Georgina Born (1998) suggests that a surrealist sensibility pervades both the making and the staging of much museum photography—or certainly the photographs selected for the exhibit. A sense of delightful absurdity and self-reflexive humor animate the carefully crafted images, which focus on museum staff at work. In one example, sculptor Frederick Blaschke of the Field Museum in Chicago "touches up" a naked, ostensibly Neolithic male figure in a diorama, who faces him with hands up as if in surrender (Figure 25.1); in another, a staff member pokes his head into the habitat of a millipede, whose body is larger than his own.

[image: ]FIGURE 25.1: Exhibition announcement, Camera Obscured, Presentation House, Vancouver 1999.

In these witty images, Born argues (1998), the museum photographer participates in a wider discourse about photography, film, museums, and popular culture (Born 1998). The sensibilities of the photographer, shaped by myriad cultural and social references and commitments, shape the photographs just as much as the professional constraints of the museum photographer's scope of work and subject matter do. Photographs about museums and museum work may be of less interest to publics who come to museums seeking education and entertainment, but these images register the production of meanings and the skilled involvement of individual workers, as well as the social networks and hierarchies in which they labor. Other images reproduced by Born emphasize the workplace and collegiality of the museum staffs (Born 1998). Photographs recording the places, spaces and people of museums probably exist at every one, yet typically are "just there" as archival material rather than considered exhibition-worthy photography or as historical or anthropological source material.

Museum photographs thus play a vital but masked role in museum archives, even when they are of excellent quality. Simultaneously, however, and in a much more visible role, museum photography has defined the aesthetic value of its museum subjects for the purpose of advertising museums and exhibitions. Museum photographers have the opportunity to represent the museum object under the most ideal circumstances—with optimal lighting, in quiet and uninterrupted surroundings and the absence of other visitors. In these circumstances, they can produce images which promote the aesthetic value of any museum object, and offer the prospective visitor an idealized image of museum display which can shape heightened expectations of encounters with the original. Museum photographs mediate potential interactions with museum objects on multiple levels: from the archive, on display, and in advertising. While they may be masked in the archives, they are also seen even before the museum is visited, and shape visitor expectations and anticipations about the nature of their encounter with the photographed object.

PHOTOGRAPHS USED IN MUSEUM EXHIBITION AND DISPLAY DESIGN

The diversity and ubiquity of museum photography could be amply illustrated through a visit to almost any modern museum. In this section I will focus on how the public, rather than the museum professional, experiences photographs in museums. And rather than examine a famous photography museum, I will consider briefly two examples which are all the more remarkable for their ordinariness, for the mundane ways in which their presentation of photographs represents typical twenty-first-century museum practices: the Chihuly Glass and Garden museum in Seattle, Washington and the Arizona State Museum in Tucson, Arizona.

The Chihuly Glass and Garden museum in Seattle opened in 2012 as a showcase for the art glass of contemporary artist Dale Chihuly, and as such may appear a rather unlikely candidate for inclusion in a discussion of photographs and museums. However, a visitor to the museum may be struck by the presentation of selections from Edward S. Curtis's photographs of indigenous north Americans, mounted above displays of art glass inspired by historical and contemporary Native American basketry (Figure 25.2).

An adjacent wall is hung with vibrantly colorful native quilts, arranged in a dense grid, forming a patchwork quilt of quilts. The photographs are also mounted in a grid, fashioning something like a sepia-colored twin of the quilt wall. Each photograph is cropped and scaled to highlight an individual face or figure in the frame. Dale Chihuly has collected Curtis's photographs since the 1970s, hanging them in his glassblowing studio for inspiration. The transposition of replica photographs to the exhibit was intended to invoke the studio's atmosphere in the museum.4 Since the photographs are not the primary objects of the exhibition, no labels accompany the photographs to indicate their provenance or Curtis's authorship. Nowhere is it indicated that the depicted people did not produce the quilts, or the pots, or that their tribal affiliations may not match those of either kind of objects; neither are these possible connections asserted or insisted upon. There is only suggestive proximity. Visitors are left to intuit an aesthetic and emotional, rather than a historical or ethnic connection between the photographs and the art glass. In the display, the reproduced, cropped photographs are rendered as suggestive posters, or perhaps as quilted wallpaper, to invoke unauthenticated historical context, and the result was, for this viewer, an uncomfortably ahistorical and questionable evocation of "Indian-ness."

[image: ]FIGURE 25.2: Sue Frause, Chihuly Glass and Garden, Northwest Room. ©SueFrausePhoto.

The Chihuly Glass and Garden museum has no pretenses to being a historical, anthropological, or photography museum, and yet its display practices are in fact not so very different from more academic institutions. Photographs are regularly reproduced by museums as exhibition design elements and as illustrations for other objects, but is this what we usually think of, when we think of "photographs and museums"—photographs relegated to the background?5 The possibility that iconic images and unfamiliar ones work equally well as background elements should give us pause. It is not the inferior quality of the image or its reduction to merely attractive visual elements that have led to the image appearing in the background rather than the foreground. Both types of photograph are being used as illustration for other objects rather than displayed for their own intrinsic qualities. The aesthetic properties of any museum object, whether traditionally classified as "art" or not, can lend themselves to museum design and publicity according to the tastes and sales tactics of the era in which they are reproduced. And in this capacity, photographs (whether valued in themselves, or as photographs of other museum objects) become malleable materials for museum designers. Edwards and Lien cite an example from The Wellcome Gallery at the British Museum (2015: 9), which "includes a massive enlargement of an undocumented historical photograph, chopped in half to provide 'visual bookends' to the case"; and they quite rightly conclude that this is "a violence unlikely to be visited on any other class of museum object." Most museum visitors and museum professionals would never consider such illustrative use of a photograph as "violence." More likely, if the visitors noticed at all, they would consider it an homage to the original: the photograph, whether by a famous photographer or an anonymous one, was worthy of reproduction—which is also what the museum designers probably intended. Whether we consider this ironic or simply valorization of museum commodification, once it has been deemed worthy of reproduction, the photograph has "earned" its right to be (violently or not) transformed into advertising or the exhibit background material. And when photographs are made of other kinds of museum objects for the same purpose, we see how the photograph's ability to cite the beauty of the original object earns the image its demolition: the Mona Lisa will not be ripped in half, but a photograph of it will.

Museums of course also exhibit photographs as such, intact. Given the stature of Edward Curtis's oeuvre, his photographs have been the subject of many stand-alone museum exhibitions. Working avidly from 1895 to 1930, Curtis's production of images of indigenous north Americans resulted in a definitive, twenty-volume set sold by subscription, The North American Indian. The subsequent evolution of his photographs into iconic images reflected appreciation of the aesthetics of the images and Curtis's ethnographic ambitions, which were cutting edge at the time. Rediscovery of thousands of previously unpublished photographs in a Boston bookstore in the late 1960s led to a Curtis renaissance—major museum exhibitions, book publications—and, in the wake of Wounded Knee and Native American rights movements, sparked contentious debate over their construction of "Indians" as "the vanishing race" (the title of one of Curtis's images, which was replicated as the title of a popular publication of his photographs). Not coincidentally, this was also the period in which Chihuly collected Curtis.

But even when Curtis's photographs were the main event, as at the Arizona State Museum in Tucson in 2014-2015, a visitor could view Edward Curtis's photographs in three distinctly different ways at the same time. With an emphasis on "the enduring cultures of the southwest" United States and northern Mexico, the Arizona State Museum's anthropology and art collections have also included photography.6 The museum collected Curtis's work in the twentieth century and held at least one previous solo exhibition in 1958. The collection and presentation of Curtis's photographs at the Arizona State Museum followed over a century of exhibition precedent; by the late twentieth century, photography's headlining place in the galleries of art and ethnographic museums had become standard. The 2014-15 exhibition, Curtis Refrained, comprised three subsequent installations over two years. Each exhibition featured photogravures owned by the museum, selected to highlight Curtis's interactions with southwestern tribes. Typical also was the way in which Curtis's images were already on display at the museum, in adjacent exhibitions. Trading on the iconic nature of Curtis's images, the museum incorporated his photographs as backdrop in other exhibits, including as illustration of native craftsmanship in an exhibition of pottery. A Curtis photograph labeled "Mohave water carrier by Edward S. Curtis 1903" depicts a (remarkably) stationary woman holding a child while balancing a pot on her head—indeed, her balancing act is as much the subject of this image as is the basket (Figure 25.3). But as Aaron Glass noted in a review of the evolving critical impact of Curtis's photographs, "For decades, museums have casually used Curtis photographs to provide visual context for object displays, relying on their aesthetic strength to animate exhibitions while in the process conferring scientific validity onto the pictures themselves" (Glass 2009: 55). And while Glass refers specifically to Curtis, the same holds true of the reproduction of photographs in museums more generally. The reproduced photograph is relegated to the background of the exhibit: like wallpaper, it is part of the design of the exhibition but not its focus, lending

[image: ]FIGURE 25.3: Arizona State Museum, The Pottery Project: 2,000 Years—20,000 Vessels: "Mohave Water Carrier by Edward Curtis 1903," 2014. Photo: Susan A. Crane.

credibility and context indiscriminately. For instance, is the "Mohave water carrier" in Figure 25.3 the woman, or the pot? The image made by the famous photographer is no longer the primary museum object on display: the photograph merely illustrates historical context in an unreflective and incompletely documented manner, masking the woman's personal identity by incorporating her into a generic representation of tribal affinity and craftsmanship—not to mention the woman's relationship to the child, or the child's presence or identity, which are ignored completely, along with the location and any information about the production and recirculation of the photogravure. The aesthetic value of the original photograph and the skill of the photographer are only tangentially relevant to the display, as reference to fame and familiarity, trading on iconicity. If this photograph were the designated museum object of display, the original would have been hung in the exhibit, although not necessarily with more contextual information. Instead, displayed as a copy, the image serves a didactic function for the museum similar to that of the accompanying text: copies of images, like published words, repeat information visually while attesting the existence of an original photograph.

Photographs created by a photographer and replicated, cropped, recolored photographs reproduced by museum professionals coexist in the modern museum's "ecosystem." The museum's ecosystem is defined by Edwards and Lien as (2015: 4):


that finely balanced yet vital set of interconnections, dependencies, benefits and threats, which sustain a particular environment expressed through practices, materialities, hierarchies and values. It allows the capture of what Corinne Kratz has described as the "more ineffable aspects of exhibition design and experience whose features are more difficult to bring to awareness."


Most viewers (and scholars) are untroubled by the coexistence of original and copy at the museum, particularly of reproduced photographs, trusting that the reproductions are deployed to authenticate or contextualize other important objects. As Michael Belcher noted in his discussion of exhibition design (1991: 135), "One of the most frequently used and cheapest substitutes for reality is the photograph. If any original object is not available for display, nor a replica, then a photograph is often regarded as the next best thing." If an original artifact or even its copy are unavailable, there is still the possibility of a photograph supplying the desired display. Belcher may not have considered how replicas of a photograph are substituted for the photographic artifact itself—perhaps because this has become such a common practice.

Photographs, and the museum ecosystem, are further transformed by exhibition advertising, with the production of ephemeral pamphlets and posters, and of websites. Visitors to the Arizona State Museum could view original Curtis photogravures framed for exhibition; copies of Curtis photographs as background display design elements; and copies of Curtis photographs cropped, resized, digitized, and reproduced in pamphlets, posters, postcards, and online at the museum website (not to mention myriad web-based reproductions available via their smartphones). The poster and pamphlet for the exhibit featured a Curtis photograph of an unidentified Native woman (Figure 25.4). Her individual identity is implicitly signaled as less important than Curtis's, or for that matter Arizona's, even when her image is scaled to half the size of the museum building and hung above the entrance, for the names of the photographer and of the geographical location of the photo-making and the photo-taking are the only ones which appear on the poster or pamphlet. Non-Native viewers, public, and museum professionals alike, are probably untroubled by this unidentified image of a woman's face. Like the faces blocked into each quilt square on the wall of the Chihuly glass pottery gallery, Curtis's masterly portraits are usually considered worth the proverbial "thousand words," as an attractive icon of Native American identity. In ways thus typical of twenty-first-century museum practices, Curtis's work was "reframed" by the museum in multiple formats, all of which featured insufficient captions. Combined in the museum's ecosystem, the historical photographs and reproduced copies reinforce each other by designating which photographs are worthy of museums (and whose identities should figure most prominently).

While some identities have been neglected in traditional museum practice, the Arizona State Museum curators of Curtis Reframed also recognized that the museum is a contact zone and attempted to invigorate the proliferation of meanings about Curtis's work. They

[image: ]FIGURE 25.4:Curtis Reframed advertising pamphlet, 2014. Photo: courtesy of Jannelle Weakly, Arizona State Museum.

invited local, Native people to engage with the exhibited photographs, both in preparatory conversations and by producing responsive artwork which was displayed in an adjacent gallery. Literary critic Mary Louise Pratt (1991) influentially developed the concept of "contact zone" to articulate a space in which transcultural communication occurs over time among colonizers and local peoples, taking into account the multiple possible meanings created through interactions among people in situations of radical inequalities. Bringing this concept into the space of museums in the 1990s, the anthropologist James Clifford (1997) observed interactions among source communities, museum professionals, and the objects of their mutual interest, ethnographic collections (including many photographs). Clifford recognized that museum professionals needed to do more than merely consult or be sensitive to source communities and their understanding of the objects; rather, he argued, both interested groups shared authority, and as a result, an ethical imperative to consider repatriation emerged (Boast 2011). Though few museums have undertaken to return more than is required by laws such as the Native American Graves Protection and Repatriation Act of 1990, some such as the Pitt Rivers Museum have engaged in visual repatriation of photographs. This involves not so much the relinquishing of all historical images made of Native peoples, but rather distributing copies to source communities upon request and considering creation of localized heritage centers.7

[image: ]FIGURE 25.5: Diego Romero, No Pictures Please, 2014. Photo: Susan A. Crane.

In Curtis Reframed, Native stakeholders' commentaries on the original Curtis photogravures were presented as labels, amplifying multiple possible readings of the images and empowering members of local tribes to present their own understandings of Curtis's work. Strikingly, several of the artists invoked not only the themes of Curtis's images, but the idea of photography itself and the very existence of Curtis's photographs. For example, whereas photography is taboo at certain ceremonies, artist Diego Romero, from Cochiti Pueblo, chose to feature the playful experience of a selfie taken by a Native woman, and immortalized the moment ironically in the design of a pot titled "No Pictures Please" (2014; see Figure 25.5). The woman's selfie authorizes her self-representation as well as the dancers', commenting on their right to represent themselves when and how they choose—and to refuse that right to outsiders. Has the dance been photographed? Does this violate sacred rituals? The embedded selfie is in the museum because a Native artist wanted it there.

Dine artist Will Wilson revisited Curtis's female portrait photography by making portraits of Native women, including his own family members, in a work entitled Talking Tintypes (2014). He then used software to enable the viewer to scan the portrait via smartphone app and transform the photographs into video viewed on the smartphone. The women in the portraits came to life as actors in the videos, creating performances of reading aloud, playing violin, and dancing. The videos reminded viewers of the original context of the photographed moment and re-engaged what Mieke Bal (2007) terms the cinematic potential of exhibition photography. Bal notes how grids of displayed photographs, like those in the Chihuly exhibit, resemble storyboards used to stage scripted film content. Storyboards, like other background uses of photographs, rely on two-dimensional content to imagine and envision live action in three dimensions. Wilson's photo-video art can be seen as an emblem of the cinematic potential of all background photographs in museums. Photographs made and used in conservation work and the preparation of exhibits, staged as design elements in exhibitions, and brought to life via smartphone app are all potentially "re-frameable"—whether as quilt squares, wallpaper, cinematic still-frames, or the background of a clay pot—all at once.

PHOTOGRAPHS AS MUSEUM ANTIFACTS AND ART OBJECTS

Museums were slow to celebrate photographs as worthy artifacts in their own right during the first century of camera technology development. Despite their usefulness in conservation, during the nineteenth century photographs were considered by many "the handmaiden of the arts, but never allowed into the royal court (or onto the gallery walls)" (Haworth-Booth and McCauley 1998: 59). Henry Cole organized the first exhibition of photography at the newly created South Kensington Museum (London) in 1858, featuring over 750 images, yet the genre of photography remained subordinate to the fine arts in the minds of museum professionals (Haworth-Booth and McCauley 1998; Mauro 2014). The debate about photography's status as a fine art vs. popular/populist genre continued throughout the first century of the technology's existence. In the United States, Alfred Stieglitz's art photography ushered in generations of photographers whose aesthetics shaped a new vision of photography's museum potential. By the 1930s some kinds of photographs began to be admitted to the museum's "royal court."

Christopher Phillips's 1982 essay "The Judgement Seat of Photography" details the emergence of photography as a modern art and, particularly at Museum of Modern Art in New York (MoMA), "as the museum's natural and special object of study" (Phillips 1982: 15). As photography entered its second century, MoMA staged its first photography exhibit in 1932 and organized a major historical retrospective in 1937, Photography 1839-1937, under the direction of Beaumont Newhall, who went on to become head of MoMA's Department of Photography in 1940, the first to be established at any major museum (O' Toole 2010). Newhall's personal quest to establish photography's credentials as indisputable fine art produced nothing less than a tectonic shift in public perception as well as museum ecosystems—at least, according to him, as well as his successors at MoMA. Newhall wrote:


The message of my historical survey, and of my catalogue, and of all the work I have done for the museum, was simply this: photography is a fine art, on a par with painting, sculpture, prints, architecture, and cinema. My 1937 exhibition and catalogue, and the foundation of the department of Photography, changed the way in which people viewed the medium. It persuaded people to look at and collect photographs and the galleries to exhibit them. (Quoted in Tagliaventi 2014: 158)


The opposition to Newhall's vision also resided outside the museum, among the press and amateur photographers who found the museum-directed attempt to redefine photography elitist (Phillips 1982; Tagliaventi 2014: 162). But the public flocked in record numbers to the exhibits staged during the Second World War when, according to MoMA trustee John Hay Whitney, MoMA became a "weapon for national defense" (Tagliaventi 2014: 164). The popularity of innovative photography exhibits such as The Road to Victory (1942), curated by Edward Steichen, and the success of MoMA at winning government contracts contributed to the museum becoming "a minor war industry" (Tagliaventi 2014: 164). The contrast between photography as "art for art's sake" and photography as propaganda weapon was vivid in the early years of the department. Steichen, writing about his vision for The Road to Victory, elaborated on how a museum photography exhibition could transform the public understanding of the medium: "Here were photographs that were not simply placed there for their aesthetic values. Here were photographs used as a force and people flocked to see it. People who ordinarily never visited the museum came to see this" (Phillips 1982: 27). Steichen's landmark exhibition, The Family of Man (1955), took these ideals to new heights. Dismissed by critics as cold war propaganda that also anonymized photographers, Steichen's exhibit—along with the exhibition catalogue, which remains in print—nonetheless resonated with generations of visitors and has found a permanent home in a purpose-built Luxembourg museum.8 Stand-alone museum photography exhibition, often deliberately figured as an arena for political engagement, distinguished art museum practice in the second half of the twentieth century.

Art museums and photographs have a distinctive dynamic which had already drawn the attention of André Malraux when he wrote, in 1947, that "The history of art is the history of what can be photographed" (quoted in Kirschenblatt-Gimblett 2006: 42). When Malraux conceived of a "musée imaginaire," he essentially proposed that a book of photographs of all kinds of art objects, like an idealized meta-museum, could transmit—and stimulate creative response to—a limitless history of art to the widest possible public. Obviously such a print collection of photographs in a hand-held, bound volume would homogenize the original scale and tactile qualities of any art object; additionally, and possibly irredeemably, the photographs rendered color as black and white. Critics have had a field day with the notion—poorly translated, in English—of a "museum without walls" and the photograph's possible role in such a transformed museum. Douglas Crimp argued that Malraux made a "fatal error" by imagining that photography would remain a neutral purveyor of artistic essence or style (Crimp 1993). As modern artists incorporated photography into art (Crimp highlights the work of Robert Rauschenberg), and photography itself entered the museum as museum object, the very organizing principle of the modern art museum, hinged on the uniqueness and authenticity of the artifact, was compromised by the heterogeneity of copy and original, art and reproduction displayed side by side. Crimp perhaps neglected the persistent presence of museum-owned casts and copies, which had always been exhibited side by side with original art; but in focusing on photography's role in the transformation of the modern museum, he targeted an issue that Malraux himself was well aware of. Malraux cited "the rather specious unity imposed by photographic reproduction on a multiplicity of objects" as an impediment to the "musée imaginaire" (Krauss 1996: 345). Art historian Rosalind Krauss's response to Crimp distinguished succinctly how Malraux's vision of photographic reproductions transformed the museum (Krauss 1996: 344):


The musée imaginaire is, then ... the possibility of experiencing the autonomous power of form that two waves of the decontextualization of art objects have wrought. In the first wave works of art are ripped away from their sites of origin and, through their transplantation to the museum, cut loose from all referentiality to the use, representational or ritual, for which they might have been created. In the second wave they are, through their transplantation to the site of reproduction (through art books, postcards, posters), unmoored from their original scale, every work whether tiny or colossal now to be magically equalized through the democratizing effects of camera and press.


Art objects in museums, such as photographs, are twice removed from their contexts of creation and original physical state. Steichen's model, which downplayed photographic authorship, was challenged in the later twentieth century but seems to have emerged unscathed. Despite the homage to the genius of individual, famous photographers in standalone exhibitions, photographs in the museum continue to be deployed in sympathy with Steichen's vision. Decontextualized, photographs are inserted into museum collections and displays according to the classification systems applied by any given discipline, whether history, anthropology, art, or science. Then from the nexus of their museum status, they are reproduced as museum objects, inserted into consumption networks as advertising. And as we have seen with the Curtis photography exhibits, this is the norm and not necessarily a cause for alarm. Critique merely points out the obvious: "the real question is not whether or not—as the cliché goes—a photograph is worth a thousand words. Instead, we need to ask which thousand words are expressed, who utters them and for whom" (Stylianou-Lambert and Stylianou 2014: 119).

As photographs gained acceptance as museum art objects and museum photography exhibition featured the work of individual photographers, the photographic object largely failed to elicit critical scrutiny in museums dedicated to history, anthropology, and science (Crane 2013; Stylianou-Lambert and Stylianou 2014; Edwards and Lien 2015; Edwards and Morton 2015). If a photograph had been considered "evidentiary ballast," its primary role in the museum was archival and documentary, and while it held low status compared to photographic art, it held vital empirical value. When the same kinds of documentary photographs were deployed in exhibits about something besides art, ethical issues arose. Whether originally produced for journalism or scientific study, amateur snapshots or political propaganda, photographs which came to reside in museum collections were removed from their original contexts and when integrated into exhibits, often used to represent something other than what they were originally intended for. This is particularly visible in history and anthropology museums. While it may be laudable, for example, for the Imperial War Museum to use photographs to illustrate the kinds of wounds caused by the weaponry which is the museum object on display, thereby resisting fetishization of the weapon, such exhibition not only anonymizes the photographers but also arguably dehumanizes the subjects (Winter 2013). The unidentified and (mortally?) wounded victim is not the subject of the exhibition; only his wound. The photograph is not presented as a museum object, as it would presumably be in the art museum; nor is it examined as a historical source (which would necessitate citation, investigation of the contexts of production and reproduction, and visible documentation of all of this in the exhibit). At museums dedicated to academic study of peoples and cultures, such as the Arizona State Museum, or the history and memory of events, such as Yad Vashem in Israel or the United States Holocaust Memorial Museum, walls of photographs are usually not labeled to indicate all that is known about a particular photograph, and thus emulate the wallpaper effect discussed above. The images, offered as testimony, are intended to offer a "sense of the past" or a place cumulatively rather than individually, so personal identities are elided, even when the memory of those people is being evoked. The tendency to use photographic evidence as illustration, whether of the principle of art or of historical, ethnographic, or scientific context, thus typifies twentieth- and twenty-first-century museum practice.

PHOTOGRAPHS AS MUSEUM SOUVENIR-ARTIFACT

While nineteenth-century museums collected in order to typify, to aggregate styles, or to assemble sufficient evidence, by the end of the twentieth century the "new museology" tended toward self-awareness of the constructed-ness of museum discourse and display. The postmodern turn toward reflexivity encouraged exhibits such as those at the Arizona State Museum, and responded positively to the opportunities afforded by computer technologies. Malraux produced his "musée imaginaire" as a book of photographs, fully exploiting the communication technology of the pre-digital era; with the advent of the internet and its digitally visual, infinite space for creation and recirculation of images, the ultimate "musée imaginaire" may have emerged. In this sense, viewers of the Curtis exhibits at the Arizona State Museum already participated in interactive exhibit-making along with the artists, anthropologists, photographers, and museum professionals who collaborated photographically to produce didactic images. It is, after all, a mirror image of what happens online.

Photographs abound in museum display and on museum websites. Twenty-first-century museums have a variety of options for presenting collections and exhibitions using digital technologies, which have transformed exhibition planning and display design. Using new media for redisplay of collections has become ordinary, to the point where a curator at the Germanic National Museum in Nuremberg, Germany, could suggest a kind of algorithm for adding image to exhibit via computer, referred to as "providing interactives": "The idea is to map your interpretative content for each gallery and to try and balance it for each gallery, so that each gallery has a certain amount of text, certain amount of image, certain amount of interactivity" (Paddon 2014: 85). By adding monitors and video screens to existing exhibit spaces, curators can infinitely expand the available amount of exhibition space, using touchscreens and video projection loops to offer images and information (although curators experience a familiar, chronic worry: the technology doesn't always work!). At the same time, images redouble within the museum, since both "images" and "interactivity" (which comprises images of images and text) appear in the same gallery. Not surprisingly, all of the exhibits discussed in this chapter have been at least partially accessible online.

Native American artists' innovative responses to Curtis's historical photographs, as discussed above, highlight an additional facet of the museum ecosystem: viewer/ visitor participation in the exhibitionary and experiential complexes outlined by museum scholars such as Barbara Kirschenblatt-Gimblett (2006) and Tony Bennett (2006). It is temptingly easy to denigrate the "selfie" that is the hallmark of smartphone-era photography, but as museum-goers have increasingly documented their visits via digital photograph, the ambit of "museums and photographs" exponentially expands. Artists, photographers, and other visitors frequently, almost automatically, respond to museum exhibitions by taking photographs; it has become an integral part of the museum experience. These photographs, if made with a critical eye, can foster a sense of the museum as an institution which defines cultural experience. Visual artist Klaus Wehner, who photographs twenty-first-century European museum spaces, argues that looking at photographs of museum exhibition spaces "causes an increased awareness of the artifice that is the curatorial composition by presenting an image that visually emphasizes that all efforts of staging and juxtaposing objects produce a sum that is by definition greater than its parts" (Wehner 2012: 80). Even when the photographs are made as a souvenir, by amateurs, rather than as deliberate artistic intervention, they may become part of the museum collection via interactively curated virtual exhibition. Such photography is not always archived (again, signifying the ambivalent status of museum photographs, but also related to the more general problem of acquisition and preservation of non-object-based digital photographic work) but is nonetheless integral to museum practice.

Museums have relied on social media to advertise their institutions, encouraging visitors and staff alike to post and repost photographs of the museum and exhibitions. Virtual platforms such as Flickr and Tumblr circulate countless photographs, and museums have turned to them to supplement or even create exhibitions. Since 2000, several contemporary art museums have presented crowd-sourced amateur photography and vernacular snapshots in "participatory photography displays" (Galani and Moschovi 2014). History museums have turned to snapshots for authenticity as well. For instance, Polin—the Museum of the History of Polish Jews in Warsaw created a "Virtual Shtetl" on Flickr prior to its 2015 opening, collecting thousands of photographs related to the history of Polish Jewish village life from hundreds of participants. The September 11, 2001 terrorist attacks in New York City prompted an outpouring of photographic testimony to the memories of the attack and its aftermath. The spontaneous exhibition, Here Is New York, began in a store front near the Twin Towers as a visceral response to events, and grew into a collection which traveled to museums around the world. Each exhibition replicated the randomly selected, densely packed, and anonymous placement of the images in the original store, where Magnum photographers' work mingled with amateur snapshots (Mauro 2014: 266-7). The National September 11 Memorial and Museum in New York City used a website called "Make Plistory" as a collecting point for online submissions, gathering photographs from witnesses. In these instances, crowd-sourcing generated valuable museum artifacts.

Crowd-sourcing also has played a role in curatorial decisions. At the Smithsonian, Flickr users generated suggestions for which works of art should be brought out of the vaults and displayed. In 2010 Smithsonian new media director, Michael Edson, suggested that web-based image sharing and recirculation represented a "shift from an authority-centric broadcast platform to one that recognizes the importance of distributive knowledge creation."9 Recognizing web users as both consumers and generators of image content, exhibits such as Click! at the Brooklyn Museum (2008) or the #MobilePhoneNow exhibit of Instagram photography at the Cleveland Art Museum (2015) suggest that distributive knowledge creation resonates with museum visitors as well as digital citizens. A virtual museum launched in 2012, "The Photographic Museum of Humanity" is curated by a collective and offers a potentially infinite display of international photography.10 Malraux's musée is no longer imaginaire; nor is it only about the history of art.

It is worth noting what is lost in the digital translation from "photograph as thing" (three-dimensional, tactile object) to virtual image on the museum website. Historian and photography curator Martha Sandweiss is sensitive to the loss of vital data (2007: 198): "as we transform visual artifacts into disembodied digital images, we risk losing key information that allows us to understand how the image once circulated through a world of popular culture." Sandweiss and Edwards urge attention to the materiality of the photograph, including the back of the image, which often contains contextualizing information (caption, inscription, publication data, etc.) which is lost when only the front of a photograph is scanned and recirculated (Edwards 2001; Edwards and Hart 2004). The photographic artifact is a three-dimensional object; the digital copy typically only retains the visible content of the image, not the material with which it was made, the negatives, or the inscriptions which might help locate some of its production and reception contexts. For scholars, this information is crucial; for the museum-going public, as we have seen in the discussion of the Chihuly and Arizona State museums, it is not. But expectations can change, and innovative displays that feature both front and back of photographs can help shape public perceptions of photographs as artifacts.

CONCLUSION

The notion that public understanding and expectation should be what drives curatorial practice may seem heretical, but of course museum staffs and scholars have never entirely controlled the meanings of artifacts. If photographs are not taken for granted as "just there," but understood to provide illustrative material and evidentiary ballast as well as being museum objects in their own right, their dynamic role within the museum ecosystem will become more visible. Combining the agency of photographers, museum staffs, source communities, and viewer-visitors with the acknowledgement of the photograph-as-object, the emerging paradigm might look something as simple, and as complex, as this: consensus and collaboration among publics and museum practitioners will drive museum photography's active participation in collection and conservation projects, exhibition design and display.
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NOTES

1. The historical context and problematic nature of this form of anthropological collection is addressed in Crane (2013).
  2. Ingelevics's project "The Metropolitan Museum of Edward Milla" is described on his website, http://web.net/artinfact/Milla%20A.htm (accessed April 14, 2019).
  3. Some of the photographs may be viewed on the website, http://web.net/artinfact/CameraObsc.A.htm (accessed April 14, 2019).
  4. See http-#www.chihulygardenandglass.com/ (accessed April 14, 2019).
  5. For further discussion, see Crane (2013).
 
6. For a description of the museum's mission, see http://www.statemuseum.arizona.edu/- (accessed April 14, 2019).
  7. See Herle (2000), Edwards (2001), and Brown and Peers (2006).
  8. See also Staniszewski (1998), Crane (2013), and Mauro (2014).
  9. Alex Wright, "Online, It's the Mouse that Runs the Museum," New York Times, January 20, 2010, C3.
  10. https://phmuseum.com/ (accessed April 14,2019).
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CHAPTER TWENTY-SIX
“Working Objects in Their Own Time”

Photographs in Archives

JOAN M. SCHWARTZ


E. Anthony accompanied to the Aroostook territory in Maine, the commissioners appointed to run the boundary line between the United States and the British Dominions. He then took, for our Government, photographic views of the "Highlands," involved in that controversy between the two governments, which Lord Ashburton and Mr Webster were appointed to settle. These views are preserved in the national archives, and, so far as we know, this was the first recourse ever had by any government, to the services of the sun-painting art.

Root (1864: 361)


Edward Anthony's views of the "Highlands"—the height of land between the British colony of New Brunswick and the American state of Maine—were employed to muster an argument about the location of the international boundary established by the Treaty of Paris in 1783. According to Robert Taft, the visual facts supplied by these daguerreotypes "influenced the final decision of the commission" (1938: 52) enshrined in the AshburtonWebster Treaty of 1842.

Anthony's daguerreotypes have yet to be located in the National Archives in Washington or elsewhere. They may yet lie misplaced in a box in storage, a thief may have pilfered them, or they may well not survive. However, it is easy to imagine that, if discovered in private hands and offered for sale, they might find themselves at the heart of a different kind of territorial dispute, one between collecting institutions, and another kind of war, one played out between bidders in an auction room. Root's published claim would give the National Archives a good case for replevin, the legal procedure invoked for restoring property to the rightful owner, in this case the United States government. However, the discovery of such long-lost photographic treasures would surely cause a stir in museums from Los Angeles to London, with dealers, collectors, and historians caught up in the excitement. Here, in the context of competing claims to Anthony's daguerreotypes, lies an opportunity to explore what archives are and consider the place of photographs in them.

To understand photographs in archives, we need to confront "archives"— what they are, how they are perceived, and what they do. That, in itself, is no mean feat. The word itself conjures a range of meanings, and archives, in the most traditional institutional sense (and that with which I deal in this chapter), have been shaped by their historical role(s) in society. Truth be told, archives vary in their adherence to or interpretation of fundamental archival theory and principles, from Europe to North America, from Italy to Australia, even from the United States to Canada. Overlain on this institutional indeterminacy is the relative importance of photography as a documentary medium to older countries, with centuries of records creation and record-keeping, and to newer nations, whose histories fall largely within the photographic era. For this reason, it is easier to discuss photographs and archives in terms of overarching principles and common problems than universal procedures. Indeed, photographs in archives have their own history, one that has been shaped by the beliefs and expectations of creators, keepers, and users of archives, one which has largely been a story of benign neglect and flawed understandings of the medium.

This chapter addresses the ways in which photographs have been, and continue to be, encountered in archives. It looks at the ways in which archives configure the photographic encounter and lays out key concerns that hover over photographic archives and shape the research scholars do in them. My aims are four-fold: they seek to alert scholars of photography and users of archives to:

	the historical treatment of photographs in archival theory and practice;
 	the slippage between popular, metaphorical, and professional/institutional notions of "the archive "/archives;
 	the archival principles and practices that structure preservation of, and frame access to, photographs in archives;
 	the role of archives and of archival theory and practice in the writing of photography's histories.


ARCHIVES COMING TO TERMS WITH PHOTOGRAPHS

Although they began to enter archives as an integral part of government reports, official correspondence, and personal papers soon after the advent of photography in 1839, photographs have long been underappreciated if not misunderstood in archives, largely because they disrupt traditional archival theory, which, based on the experience of European nations with centuries of written, printed, and even cartographic records, was ill-equipped to deal with the products of the increasingly complex, intertwined technologies of visual and print culture. Between the end of the nineteenth century and the middle of the twentieth, manuals of archival administration, published in The Netherlands (1898), the United Kingdom (1922), Italy (1928), Germany (1953), and the United States (1956), sought to define the essential nature of archives and the materials preserved in them (Cook 1997).

Photographs received scant, if any, attention in these foundational texts. On the one hand, these writers simply could not conceive of photographs in archival terms at the time; on the other, their texts were presumed to be format neutral but, in reality, were based firmly on textual records. As a result, photographs were largely ignored in archival practice, shoe-horned into textual or bibliographic models of organization throughout most of the twentieth century.

The first clear statement on "pictorial records" was articulated by Theodore Schellenberg in his 1965 Manual of Archival Management. He declared that "the provenance of pictorial records in some government agency, corporate body or person is relatively unimportant, for such records do not derive much of their meaning from their organizational origins" (Schellenberg 1965: 325). This profoundly un-archival claim established a contentbased framework for the management of photographs in archives, an approach, which is still accepted practice in far too many quarters. Institutional databases, developed to accommodate such a framework, govern scholarly use of photographs in two distinct ways: through the database fields, which establish how information is searched and made available to researchers; and through standardized vocabularies for populating the fields. Both privilege content and marginalize essential elements of photographic meaningmaking in ways that do not adequately serve the needs of photographic historians or archives users in search of photographs.

If Schellenberg misread the source of photographic meaning and underestimated the influence of pictorial records, William Leary's 1985 The Archival Appraisal of Photographs: A RAMP Study with Guidelines further compromised archival principles governing the preservation of photographs in archives. Placing emphasis on the negative as the "truest record of the information captured by the camera" (1985: 46), Leary conflated factual accuracy and photographic meaning. "Because of the importance of uniqueness in appraising archival records, photo archivists emphasize that the camera negative (or color transparency) is the record copy of any photograph," the RAMP Study explained, further claiming that this "concentration upon the negative as the 'record copy' is an important characteristic distinguishing archives from some picture libraries and virtually all art museums" (Leary 1985: 46).

The negative may, in fact, be the "truest record" of what was in front of the lens; however, it is not the final image created for and destined to reach a target audience. This emphasis on the negative, on uniqueness, and on information content ignored the innate ability of a single negative to produce multiple prints with multiple biographical trajectories. It reflected the prevailing state of archival theory and entrenched the practice of content-based, item-level cataloging; in some, unfortunate circumstances, it also justified the destruction of valuable vintage prints for which negatives survived. While it is now recognized that words and images communicate in different ways and that their material forms carry "different burdens" (Jussim 1977; Tagg 1988), textual and bibliographic models continue to be applied, uncritically, to the preservation of photographs; these same models are now naturalized and underpin (and undermine) photographic research in archives (Schwartz 2002).

By the late 1970s, photographs began to attract the attention of some archivists in response to new scholarly, curatorial, and market interests. Robert A. Weinstein and Larry Booth's Collection, Use and Care of Historical Photographs (1977) became a standard reference work for collectors, as well as archivists, at about the same time that the appearance of Susan Sontag's classic series of essays On Photography (1977), and the English translation of Roland Barthes's Camera Lucida (1981) established the foundation of new thinking about photography—its "essential" nature, its history, and its role in society.

Then, in the mid-1980s, the "crisis of representation" in ethnography (Marcus and Fischer 1986; Clifford and Marcus 1986) brought the relationship between reality and its representation under close scrutiny. With it, notions of objectivity and truth were unseated, undermining key building blocks of archival theory and practice. Postmodernism preached an insistence on the mutability of meaning, and literary theory loosed the fetters of authorial intention and "set free" the meaning of the text, further troubling archival principles tied to authorship, authority, and authenticity.

Finally, in 1989, as the sesquicentennial of photography was celebrated in books, exhibitions, and conferences, the first still video cameras (forerunner of the digital camera) became available for public use as part of a far larger information revolution in electronic communication and storage. With unprecedented technological capacities for wide transmission, easy manipulation, and instant viewing and erasure, digital imaging was claimed to herald the "death of photography," casting doubt over any lingering notions of "visual truth in the post-photographic era" (Mitchell 1992) and occasioning a further reconsideration of the place of photographs in archives.

Meanwhile, at about the same time that scholarly interest in photographic meaning was gaining intellectual traction, and the grand narratives of photo-history were being replaced by "histories of photographies" (Tagg 1988; Bolton 1989), an exchange in the archival literature changed the landscape of archival theory and its application to photographic archives. Focusing on provenance, media records, and total archives, the debate between Terry Cook (1979-1980, 1981) and Andrew Birrell (1980) inspired a critical rethinking of the separation of archival records by medium in the Canadian total archives context, and of the place of photographs in archival practice more generally. Shortly thereafter, the Society of American Archivists published the seminal manual Archives & Manuscripts: Administration of Photographic Collections (Ritzenthaler, Munoff, and Long 1984), which fostered greater consistency in the management of photographs in archives.

In 1976, Canadian archivist Peter Robertson recommended that researchers exercise a certain degree of wariness in their use of archival photographs as sources and urged archivists to spread the message that there is more to a photograph than meets the eye (1976: 43). Pointing to the undiscriminating attitude with which many users approached photographs, he asked: "What can we do to understand the limitations of the photographs in our custody, and to promote their intelligent use as historical documents?" (1976: 42). Since then, Archivaria, the journal of the Association of Canadian Archivists, has been a leading source of scholarship on photographs in archives.

The first articulation of a postmodern theoretical framework for photographic archives came in an essay that I wrote in response to a challenge from archival educator Luciana Duranti to apply the age-old analytical strategy of diplomatics to modern records. In it, I explored this seventeenth-century critical method as a way to understand photographs in an archival context, and concluded that the archival nature of a photograph is defined by its relationships as a document created by an author, for a purpose, to convey a message, to an audience (Schwartz 1995). Inspired by the work of Terry Cook (1994, 2001), Rudolf Arnheim (1969), J. B. Harley (2001), Martha A. Sandweiss (2004), and Elizabeth Edwards (2001), my subsequent writings on photographs in archives farther honed and articulated this theoretical stance, addressing parallels between archives and photography in nineteenth-century Western society (Schwartz 2000) and exploring the nature of descriptive standards (Schwartz 2002); context, materiality, and meaning (Schwartz 2010; 2011); the slippage between academic and professional understandings of "the archive"/archives (Schwartz 2008; Cook 2009); and the instrumentality of both archives and photographs (Schwartz and Cook 2002; Cook and Schwartz 2002; Schwartz 2006).

Overwhelmed by the practical challenges of dealing with the sheer volume of modern records demanding preservation and processing, archives lagged behind museums in embarking on a literature of professional self-reflection and social identity, and trailed libraries in the creation of standardized vocabularies and cataloguing rules. When, finally, in the 1990s, the archival community undertook the critically important exercise of creating standardized vocabularies for online database use, those responsible for the codification of rules for archival description (RAD) ignored fundamental differences between photography and art as distinct media, employed to different ends, and underpinned by different assumptions, prime among them "truth value." As a result, photographs, watercolors, paintings, prints, drawings, and caricatures were subsumed in a single chapter devoted to "Graphic Materials" in a manual that has become the internationally adopted basis for describing and, thereby, accessing photographic holdings (Bureau of Canadian Archivists 1990).

As the archival profession became increasingly preoccupied with electronic records, a small number of archivists focused their energies on issues of visual literacy (Kaplan and Mifflin 1996) arising from the mass digitization of analog photographs and the proliferation of born-digital images. Concurrently, the heightened demand for online access, occasioned by the "visual turn" across a range of scholarly disciplines, raised new theoretical issues and new practical questions about the preservation of electronic images, on the one hand, and the scanning of photographs for online access, on the other. Joanna Sassoon tackled the thorny issues of photographic meaning (1998) and materiality (2004) in the age of digital reproduction. Ala Rekrut (2005) advocated "material literacy" for archivists in a seminal essay linking archives, conservation, and museum practices. Helena Zinkham offered tips on "reading and researching photographs" (2006) and Tim Schlak (2008) published a bibliographic overview of the professional literature on photographic archives. Others addressed photographs, both analog and digital, from distinctly archival points of view. Most recently, Joanna Sassoon (2017) and Ricardo Punzalan (2014) have turned their attention to the challenge of creating an appropriate framework to understand and describe photographic collections dispersed across institutions in a way that safeguards contextual information, authenticity, and uniqueness across multiple locations.

This wide-ranging literature, produced by archivists and published in the journals of national archival associations, is seldom cited by historians and curators of photography. Even within the profession, photographs are still largely misunderstood in archival theory and mismanaged in archival practice. The challenges posed by content-driven descriptive practices, born-digital images, digitization, and online access continue to thwart a basic theoretical rethinking of photographs as archives as well as in archives. Academic interest in "the archive" has further complicated understandings of the world of archives as a space of photographic encounter.

COMING TO TERMS WITH “THE ARCHIVE”/ARCHIVES


Many, even great minds, remain unfamiliar with the meaning of "archives."

Alphonse Huillard Breholles, 1863 (Milligan 2005, 159)


In recent years, interrogation of "the archive" has increasingly become a focus of study in the humanities and social sciences. This notion of "the archive," nurtured by the work of Michel Foucault (1972) and Jacques Derrida (1996), is more metaphorical than bricks-and-mortar. Indeed, as Wolfgang Ernst has pointed out, Foucault's "definition of the archive is notable for its omission of archives as they actually exist" (2015: 8). Such linguistic indeterminacy suffuses and confuses writing on "the archive"/archives. Defined in terms that are fluid, loose, and elusive, "the archive" has variously been perceived as a regulatory mechanism for the ordering and production of knowledge, a psychic system of memory and forgetting, a governing figure of subjectivity, a source of hegemonic power. As theoretical approaches to "the archive" began to bump up against archives, and as academic inquiry turned attention to the construction of meaning and the mediated nature of representation, "the archive," with its grounding in concepts of authority, objectivity, and evidence, increasingly came under intense scrutiny.

The "allure" (Farge [1989] 2013) of "the archive" underpins work by Carolyn Steedman (2002), Antoinette Burton (2003; 2005), Ann Laura Stoler (2009), and others who read archives "against the grain" and "along the grain," challenging claims to objectivity associated with traditional archives, shedding light on how historians perceive and use archives, and investigating archives as active, dynamic, and generative of histories of their own. Steedman's choice of title Dust: The Archive and Cultural History (2002), in which she explores the "archivization" of the humanities and social sciences, conjures the historian's traditional view of archives as dusty attics (or dank basements) where historians make "discoveries" that breathe life into boxes of dry (or moldy) documents, long forgotten and ignored. But, as Marc Bloch declared:


documents do not suddenly materialize, in one place or another, as if by some mysterious decree of the gods. Their presence or absence in the depths of this archive or library are due to human causes which by no means elude analysis. (1953: 71)


Archivists, no less than the creators of the documents and the historians who study them, are "human causes" that warrant analysis. However, historians all too often overlook the power that archivists wield in shaping the extent, nature, meaning, and preservation of archival materials available, forgetting or ignoring that it is archivists who fill the boxes and write the finding aids and, ultimately decide what is preserved for historians to "discover" in archives.

Whereas scholarly interest in and definition of "the archive" has proceeded with little grounding in archival theory, there have been profoundly archival resonances in writing on images in parallel lines of inquiry. In his essay "On the Nature of Photography" in the inaugural issue of Critical Inquiry, Rudolf Arnheim suggested that (1974: 157), "in evaluating the documentary qualities of a photograph we ask three questions: 'Is it authentic?' 'Is it correct?' 'Is it true?' Authenticity ... requires that the scene has not been tampered with. Correctness ... calls for the assurance that the picture corresponds to what the camera took ... Truth ... refers to the depicted scene as a statement about the facts the picture is supposed to convey ... A photograph may be authentic but untrue, or true though inauthentic." Here, Arnheim's attention to the difference between what is authentic, what is genuine, and what is truthful anticipates the introduction of the discipline of diplomatics into contemporary archival discourse (Duranti 1989, 1998; Schwartz 1995, 2012; Bartlett 1996), touching upon profoundly archival concerns about authorship, truth, and context.

In 1983, Allan Sekula unmasked "the silent authority of the archive" in his book Mining Photographs and Other Pictures on the negative archive of Cape Breton photographer Leslie Shedden. Undeniably the earliest and most prescient analysis of the power of an archive to frame and reframe photographic meaning, his essay "Photography between Labour and Capital," drawn from the book, has gone on to have a life of its own in edited collections on photography and visual culture. Insisting on the importance of context as producer of meaning, Sekula sought to "understand how photography works within everyday life in advanced industrial societies" (1983: 201), identifying his project as "one of materialist cultural history rather than art history" (1983: 201) and interrogating Shedden's negatives as an archive "assembled in answer to commercial and industrial demands" (1983: 194).

In this polemic about photographic meaning, Sekula points to "the specificity of 'original' uses and meanings" and how they can be made "invisible" (1983: 194). The "specificity of 'original' uses and meanings" is precisely what archives seek to preserve, and the ease with which they can be modified or lost is precisely what rules of archival arrangement and description seek to prevent. At the same time, Sekula's observations on archival ordering and on "the authority and illusory neutrality of the archive" (1983: 197) highlighted issues that both underpin and undermine archival theory and practice.

Sekula's notion of photography "as a tool of industrial and bureaucratic power" (1983: 201) was taken up by David Nye in Image Worlds: Corporate Identities at General Electric, 1890-1930 (1985). Published at roughly the same time that Sekula's essay first appeared, Nye's book investigated the General Electric archives of over a million photographs as a way to understand the company as communicator, producer, and employer. In his identification of discrete but related functional origins within GE's image-making efforts, Nye pursued a distinctly archival strategy for investigating the extensive image archive in terms of the authorial intentions of a modern industrial corporation.

Others were also writing on photographs in quintessentially archival terms. Eric Homberger (1988: 733) suggested that the meaning of a photograph is "prescribed by what we can learn of the intention of the photographer, the ideas and values which that photographer endorsed, and the specific circumstances in which the image was created," advocating a contextual understanding and warning against free-floating interpretation. That same year, John Tagg (1988) drew attention to functional origins, context, and the contingency of meaning. The search for photographic meaning gained momentum with Richard Bolton's 1989 edited collection, The Contest of Meaning: Critical Histories of Photography and Abigail Solomon-Godeau's 1991 book, Photography at the Dock: Essays on Photographic History, Institutions, and Practices. However, the statement with the greatest archival resonance remains John Berger's claim, "Photographs do not in themselves preserve meaning. They offer appearances—with all the credibility and gravity we normally lend to appearances—prised away from their meaning. Meaning is the result of understanding functions" (1980: 51).

In 1989, Pierre Nora famously declared: "Modern memory is, above all, archival" (1989, 13); five years later, Raphael Samuel included four essays on "Old Photographs" in his Theatres of Memory (1994). With burgeoning interest in the nature and locus of memory, "the archive" gained traction as a site of scholarly inquiry across a range of disciplines. In recent years, writers on contemporary art practices added their voices to the archival turn. On the MIT Press website, a testimonial calls Sven Spieker's The Big Archive: Art From Bureaucracy (2008) a "well informed and densely written book [that] succeeds in transforming our notion of archive—from a rationally organized space in which monotonous, boring collections of documents are kept, to a place full of dark mysteries, hidden chaos and unexpected adventures"; similar online endorsements claim Charles Merewether's The Archive (2006) "surveys the full diversity of our transformed theoretical and critical notions of the archive—as idea and as physical presence" and Gabriella Giannachi's Archive Everything (2016) "traces the evolution of the archive into the apparatus through which we map the everyday."

This literature on "the archive" offers valuable insights into the social significance, artistic appropriation, and power of the archive, and by extension, photographs in archives. However, it tends to do so by perpetuating stereotypical notions of the archive and reinforcing disciplinary hierarchies. By valorizing the work of users and interpreters of archives over that of keepers of archives, they revel in the straw man of archives as neutral, as the paper detritus of the boring bureaucrat, "discovered" and brought to life by the keenly perceptive historian or art critic.

This authority of archives, unmasked, challenged, and subverted by academics, has also been recognized, debated, and interrogated by professional archivists, among them Elisabeth Kaplan, who cautioned readers of The American Archivist:


The pervading view of archives as sites of historical truth is at best outdated, and at worst inherently dangerous. The archival record doesn't just happen; it is created by individuals and organizations, and used, in turn, to support their values and missions, all of which comprises a process that is certainly not politically and culturally neutral. (2000: 147)


Archivists understand this process from a professionally grounded and nuanced appreciation of how and why such accumulation actually takes place, and how it is subsequently preserved and made accessible. Brien Brothman first probed the contours of meaning in 1991, leading the archival community into the postmodern thicket and paving the way for others seeking a new understanding of the power of archives, archivists, and the archival record, not only in collective memory and the writing of history, but also in social justice and the righting of wrongs. This literature, seldom cited in the academic journals, situates its exploration of academic concerns solidly on archival terrain.

Ultimately, the "slippage" between "the archive" of this recent and burgeoning scholarship and archives where archivists live and work has led to tenuous understandings about the relationship between the power of "the archive" and the role of archives as spaces of power. Both academic and professional interest in "the archive"/archives could be greatly enriched by expanded interdisciplinary investigations across academic/ professional lines, where studies coalesce around sites of knowledge production and the specter of hegemonic power. Access to photographs in archives is deeply implicated in this slippage. Just as studies of photography have been enriched by academic interest in "the archive," photographic research in archives could be enhanced by greater familiarity with institutional practice in the "real" world of archives as a space of photographic encounter.

ARCHIVES AS A SPACE OF PHOTOGRAPHIC ENCOUNTER

There is a "real" world of archives, one inhabited by archivists, storage vaults, reference rooms, finding aids, solander boxes, document files, mylar sleeves, and a wide range of researchers; it is a professional world with its own history and literature. It is defined, not by the metaphorical notions of "the archive" but by its own theory, principles, and practices. The photographic holdings of archives also differ from those "photo archives"—such as the Photothek of the Kunsthistorisches Institut in Florenz—assembled as collections of reproductions of works of art and familiar to art historians, and from commercial photographic archives, such as Getty Images, which now is also the distributor for the massive photo archives of Corbis and Hulton. Whereas such artificial collections share some of the organizational and epistemological challenges of traditional archives, they do not subscribe to the same organizing principles that govern archives defined more narrowly as an organic accretion by a single creating source. The difference has profound implications for scholarly access, and users of archives quietly ignore such differences at their peril.

Archives are also different from libraries, museums, and other heritage institutions in their mandates and methods, approaches and patrons. Archivists are different from curators and librarians in their professional expertise and disciplinary perspectives. These differences are important because everyday archival practices account for what ends up in archives and how researchers understand and obtain access to materials preserved there. They privilege and marginalize; they shape meaning in ways both subtle and profound. They frame archives as a space of photographic encounter. These everyday practices are often naturalized, opaque, or simply ignored by researchers, who tend to pay little critical attention to the ways in which photographs are acquired, described, and made accessible. They should, for these practices, in turn, shape the research they conduct and the kind(s) of (photographic) histories they write. To shed light on these practices and the power they wield, I turn to the "real" world of archives and to the theory and principles that underpin it.

"Archives" is used in everyday parlance to refer to any collection of old documents or historical photographs, regardless of how they are accumulated, acquired, and arranged, but an archive or archives in the strict traditional or professional or bricks-and-mortar sense is not simply any aggregation of historical documents. The definition from the Society of American Archivists' Glossary of Archival and Records Terminology offers the following as a starting point for an exploration of photographs in the "real" world of archives (Pearce-Moses 2005):

archives (also archive)


n. ∼ 1. Materials created or received by a person, family, or organization, public or private, in the conduct of their affairs and preserved because of the enduring value contained in the information they contain or as evidence of the functions and responsibilities of their creator, especially those materials maintained using the principles of provenance, original order, and collective control; permanent records. 2. The division within an organization responsible for maintaining the organization's records of enduring value. - 3. An organization that collects the records of individuals, families, or other organizations; a collecting archives. - 4. The professional discipline of administering such collections and organizations. - 5. The building (or portion thereof) housing archival collections.


By extension, I use the term "photographic archives" to refer to:


n. ∼ 1. A collection of photographs, often with accompanying materials in other formats, made or received by an individual, family, or organization in the conduct of affairs and preserved because of the enduring value of the information contained in those records. - 2. A division within an organization responsible for maintaining such materials.


Archives are "memory institutions" whose remit is, simultaneously, administrative, fiscal, legal, and historical. What enters is ostensibly governed by mandate—government, corporate, private—but also by social networks, power structures, and societal values; how it is arranged, described, and made accessible is a matter of archival procedure with a vocabulary of its own:

	Respect des fonds—the overarching archival concept that requires documents originating from a single body, an organization, a family, or an individual to be kept together in the original order in which they were arranged by their creator and not mixed with those of another source;
 	Provenance—the creator or custodian (a single body, an organization, a family, or an individual) from whom a fonds is acquired;
 	Original order—the archival principle that requires documents to be kept in the order in which they were arranged by their creator;
 	Fonds (pron. fohn)—archival documents that have been naturally accumulated (made or received) by an individual, company, institution, etc. as a byproduct of business or day-to-day activities;
 	Collection—archival documents that have been artificially accumulated through conscious collection practices;
 	Accrual—an addition of records made to a fonds or collection;
 	Accession—a process by which fonds or accruals are registered and made part of archives' holdings.


Archival arrangement and description rest solidly on two foundational principles: respect des fonds and original order. At its simplest, respect des fonds "means to group, without mixing them with others, the archives (documents of every kind) created by or coming from an administration, establishment, person, or corporate body. This grouping is called the fonds of the archives of that administration, establishment or person"; this definition presumes archives to be "a natural product of the agency which created them" (Duchein 1983: 64-5). The primary organizational unit is, therefore, the fonds, that is: "the entire body of records of an organization, family, or individual that have been created and accumulated as the result of an organic process reflecting the functions of the creator" (Pearce-Moses 2005: 173). Emphasis is on the integrity of the creator and on accumulation as organic. Archival description cascades from the fonds to lower levels—the series, sub-series, and file—down to the item. Closely linked is the principle of "original order," which requires that the internal integrity of the fonds be preserved; in other words, there is meaning in the original arrangement of the fonds, as generated by the creating body, and that order must be maintained when the fonds is preserved in an archives.

Despite an array of difficulties in defining a fonds for complex and dynamic organizations and in discerning or recreating original order in practice (Duchein 1983), general adherence to these basic principles is what distinguishes the work of the archivist from that of other heritage professionals. And, just as archives are different from museums and libraries, so are fonds different from collections and items. With those differences go differences in descriptive practices, access procedures, and user encounters. Critical to an understanding of these foundational principles on archives as a space of photographic encounter is the centrality of context and the difference between archival or evidential value, on the one hand, and historical or informational value, on the other.

Archival theory privileges the original context(s) of records creation. Archival principles, and institutional practices of arrangement and description that flow from them, are designed to preserve authorial intention, maintain functional origins, and safeguard evidential value, that is, the authority of the document as evidence of the creator's actions and transactions. Here, the distinction between archival-evidential and historical-informational value is key to understanding why and how photographs are preserved, described, and made accessible within archives in ways that do not always serve the information needs of researchers. John Berger alluded to the difference in his discussion of photographs and memory in his essay "Uses of Photography" (1980). "The private photograph ... is appreciated and read in a context which is continuous with that from which the camera removed if" (Berger 1980: 51); by contrast, the public photograph "presents an event, a seized set of appearances, which has nothing to do with ... the original meaning of the event. It offers information, but information severed from all lived experience" (Berger 1980: 52).

The foundational archival emphasis on original meaning, on the context of creation, on provenance and original order, and especially on functional origins and authorial intention, clearly collides with Roland Barthes's notion of "the death of the author" (1977) and the aims of literary theorists who argue that the text (read "meaning") is cut loose from its authorial moorings, that authorial intention is superseded by audience reception, and that origins are of little or no consequence. Archival theory, on the other hand, privileges the original context of creation, and the twin pillars of archival practice—respect des fonds (or provenance) and original order—are designed for the express purpose of protecting and preserving authorial intention as a way to maintain the meaning(s) invested in a document by its creator. Whether or not the message was received intact, or understood as intended, is quite another matter.

Archival theory has always been interpreted and applied as if medium- and formatneutral. Even the recent literature (Hill 2011; Gilliland, McKemmish, and Lau 2016) does not address head-on what makes photographs (as distinct from manuscripts or maps, for example) "archival"—that is, redolent with evidential as opposed to historical or artistic value. Archivists have yet to acknowledge that meaning-making elements of photographs differ from those of handwritten documents and other visual materials, particularly in their multiplicity, repurposing, and means of dissemination, and archivists have yet to find ways to preserve these elements in their descriptive systems and standardized vocabularies.

Within archives, photographs are encountered in a variety of physical and conceptual spaces—from the institution to the reference desk, from the finding aid to the box or folder, right down to the item in an album, encapsulated in a mylar sleeve, or dematerialized on a computer screen. In subtle but pervasive ways, each space, each register mediates the photographic encounter and has the power to influence the writing of photography's histories. However, archives as institutions vary greatly depending on their mandates and support from their host organizations—government (at national, regional, or local levels), corporate, church, association, private, personal. Some are staffed by professionally trained archivists and conservators, others by volunteers without whom the archives could not function. Some are generously funded, others squeak by on a shoe-string. These factors shape the photographic encounter at all lower registers.

Far from standardized in format or content, finding aids direct researchers to boxes, or series, or single prints through lists in words and numbers; their degree of completeness and level of detail govern ease of access. Card catalogues with contact prints and database entries with thumbnails give access to individual photographs, but the degree of information about content or context can vary dramatically. The size of photographs stated in centimeters obscures dimensions originally given as plate sizes or measured in inches. Visual surrogates cropped to the image eliminate such meaningful elements of presentational form as cardmounts, album pages, inscriptions, letterpress text, and verso imprints, even support color.

In some archives, photographs are arranged and described according to the traditional archival principles of respect des fonds and original order. This means that photographs from one source (fonds) cannot be mixed physically with those of another to facilitate access by subject or by photographer; equally, photographs must be maintained in the same physical, numerical, chronological, or thematic organizational arrangement in which they were maintained by their creating body and entered the archives, on the principle that original order confers meaning. This can make photographs difficult to find.

In other archives, photographs are physically or intellectually separated from their functional origins in a fonds and described at the item level on catalogue cards or in electronic databases. Intended to make as many images publicly accessible as possible within limited human or fiscal resources, description reduces the image to its visual content and surface appearance. Clues to a photograph's original contexts of creation, circulation, and viewing are absent, obscuring the meanings with which it was invested and the meanings which it was intended to communicate, making it impossible to recover the "work" it was created to do.

Electronic access, whether in situ in the search room or online from offsite, exacerbates the problems typical of analog encounters by giving access to many more images, but all too often in less meaningful ways (Sassoon 1998, 2004; Bushey 2008; Rekrut 2014). Further complicating the research process are rules for archival description. In the 1970s, bibliographic practices—specialized vocabularies, cataloguing hierarchies, and database structures—developed in libraries for library collections were applied to the intellectual control of photographs in archives. With the advent of computers and small institutional networks, and later the embrace of networks and digital surrogates, archives transformed paper finding aids and card catalogues into electronic databases and online inventories. To facilitate information sharing across archival networks, attention turned to data structure standards—MARC, EAD, Dublin Core—and descriptive standards—RAD, ISAD(G). These do not necessarily respond well to keyword searches by photographer and subject, and the use of "graphic materials" or other vague terms ("special media") that conflate photographs, watercolors, prints, drawings, paintings, and caricatures only serves to relegate photographs to the margins of archivy (Schwartz 2002).

Ultimately, how we locate, see, study, understand, experience, and appreciate photographs in archives, whether onsite or online, is filtered by archival thinking and practices that are applied unevenly and remain largely unexamined. In archives, many with literally millions of photographs scattered across thousands of fonds, archival principles, on the one hand, and human resources, on the other, generally preclude the kind of item-level, content-based access available to researchers in libraries where photographs are catalogued by subject content and photographer, or in art museums where holdings number in the thousands or tens of thousands. Yet, the ways in which photographs are arranged, described, and made available in archives have serious consequences for the writing of photography's histories.

ARCHIVES AND THE WRITING OF PHOTOGRAPHY’S HISTORIES

Photographs are preserved in archives, not primarily for their aesthetic qualities nor for the creative genius of their makers, but rather for their archival-evidential and historicalinformational value. Of course, "fact" and "art" are not antithetical; "documentary" and "aesthetic" are not mutually exclusive. From an archival perspective, the longstanding and ongoing debates over photography as art or document are largely irrelevant, specious disciplinary constructions, which have militated against broad-based studies of photography. The notion that archives are dry, dusty, and full of boring documents affects the writing of photography's histories in two distinct ways: it colors the perception of photographs preserved in archives, and it perpetuates the art historical model of photographic historiography.

Art, fact, and artifact are not separate, but rather overlapping, sometimes coextensive, discursive spheres, and photographs in archives need not be elevated from "document" to "art" to be worthy of attention. Many of the great icons of art histories of photography—the work of Timothy O'Sullivan, Thomas Annan, and the Mission Heliographique, for example—began as "working objects in their own time" (Frizot 1998: 12). Returned to their original material, documentary, and literary contexts of creation, circulation, and viewing, these well-known images are opened to wider disciplinary and interdisciplinary scrutiny and offer an opportunity to visualize a history of photography more attentive to the role of photographs in lived experience, knowledge production, nation-building, and social memory, as well as in art. Reimagined in archival terms, these photographs have stories to tell.

What, then, can we take away from the idea of photographs as "working objects in their own time" and how are archives entangled in the process of making sense of it? The word "working" suggests that photographs were employed to do something—to complement, supplement, and even supplant words and numbers; to argue, validate, corroborate, authenticate, substantiate; to evoke lived experience, conjure memories, express feelings, validate facts, document events, celebrate occasions, venerate individuals, and, yes, constitute art. The idea that photographs did work "in their own time" is profoundly archival and resonates with Marc Bloch's claim that, "a historical phenomenon can never be understood apart from its moment in time" (1953; 35).

A photograph is a "historical phenomenon" rooted in the time, place, and the circumstances of its creation. But, photographs have "social lives" and can exist as multiple originals, which follow different biographical trajectories; they are repurposed and invested with new meanings, and such "recirculation [of a photograph] lays down a historical layer each time, made distinct by conditions of the day" (Skidmore 2017: 180).

Equally worthy of attention in a history of photography envisioned more broadly is the absence of photographs from archives, a history that accounts for photographs which, surprising to us, were never taken for social, cultural, or technological reasons, as well as those that have not survived or, like Anthony's daguerreotypes of the Aroostook Highlands, have disappeared, destined to be known only from references in contemporary sources. Such a history of photography would concern itself with why, how, and when some archival fonds were dismantled, dispersed, or destroyed (Sassoon 2000). It would also lay bare photography as a social practice, well documented in tax rolls and census records, newspaper ads, editorial notices, and directory listings for small-town commercial photographers, who survive in name only and whose work awaits study in local archives. And it would incorporate the archives of unsung, anonymous, and as yet undiscovered amateurs, no less worthy of attention than Vivian Maier, not because their work is artistic (which it may well be), but because their archives are indicative of the extent to which the taking and/or viewing of photographs permeated society at particular points in time and across space.

Anthony's daguerreotypes of the Aroostook Highlands were unique images; however, most photographs exist or have the potential to exist as multiple originals. This disrupts traditional archival focus on "the original" in ways linked to the complexities of born-digital images. Yet, emphasis on visual content and use of highlevel descriptors continue to efface the fundamental differences between presentational forms and formats, each with its own set of meaning-making attributes. To understand the work photographs did and the impact they had, they need to be linked in multiple and complex ways to the contexts—historical, physical, documentary—in which they were initially created, circulated, and viewed, and subsequently repurposed and recirculated. This is the mission of archives.

Archives have both the images and the power to transform the writing of photography's history, one based, not on where photographs are preserved nor on who is qualified to write that history, but rather on a deep appreciation for the photograph as a visual image, a physical object, a digital surrogate; as well as on its polysemic identity as art, fact, and artifact; as productive of effect and affect; as capable of work. To write a more inclusive history of photography requires a change in attitude on either side of the reference desk. Archivists need to recognize the essential elements of photographic meaning-making and insert them into documentation systems that govern scholarly access; scholars need to recognize the essential elements of archival organization and practice that govern preservation of photographs in archives and incorporate them into their research agendas.

Assumptions about the kinds of photographs preserved in archives need to be exposed, questioned, dismantled, reconciled by scholars writing photography's histories; and archivists need to do more to interrogate the photo-historical terrain that has long been theirs to oversee and protect. The ways in which the visual, physical, and contextual elements of photographic meaning-making are addressed or ignored in archival acquisition, description, preservation, and access both enable and thwart big-picture thinking about photography and its histories, about photographs as art, fact, and artifact, and about photographic practices as socially and culturally constituted, historically situated, and technologically framed, as well as gendered, raced, and classed. Thinking about archives as dynamic spaces of photographic encounter and about photographs as working objects in their own time has the power to improve archival description of, facilitate onsite and online access to, and enrich scholarly research on photography. In the process, such thinking will encourage and enable new approaches to and sources for the writing of photography's histories by both keepers and users of photographs in archives.
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CHAPTER TWENTY-SEVEN
Domestic Collections

MARTHA LANGFORD

A domestic collection can be defined quite simply as photographic chattel. Such collections are often encountered in dwelling-places, though their mobilization in wallets, suitcases, and telephones is not uncommon. This chapter discusses the criteria by which photographic objects, distinguished or banal, are created for, or admitted to, the domestic realm. It also examines the integration of the photograph into domestic space, its functional and symbolic ordering within settings of kinship and intimacy, and the photographic expression of the domestic imaginary. Domestic collections of photographs and the use of photography to domesticate the external world—two aspects of material culture— intertwine throughout the chapter as it deals thematically with content and display. The photograph as object is privileged throughout, as a form whose meaning is amplified by exhibition (or performance) in multisensory and relational reception (Edwards 1999, 2005; Batchen 2000; Langford 2001). Materiality remains a factor in the digital age, both in terms of history and "embodied interactional" encounter (Sassoon 2004; Durrant et al. 2009). At the same time, it seems useful at the outset of this discussion to pass along a distinction between photographs that we consume, which are objects, and photographs that we collect, which obtain to the order of things. Submitting photography to "thing theory," Julia Breitbach writes that "While objects seem 'meaning-transparent', things are 'meaning-opaque' ... the one submissive to human intellection, the other resisting discursive domination" (Breitbach 2011: 34-5). Photographs offer both transparentness and opacity; the lives of these things—their biographies as objects—come intensely to matter as traces of personal history and cultural formation (Gosden and Marshall 1999; Kean 2000).

Beginning with the carte de visite, the production and assemblage of domestic photographic collections can be situated at the intersection of public and private space. Indeed, photography is one way that social commentators and photographic specialists locate that demarcation and it is also precisely where much of the research on domestic photography takes place. With rare exceptions, sometimes cast as autobiographical, historians, theorists, curators, and artists encounter domestic collections in public institutions whose collecting practices, documentation, preservation, and presentation to researchers and the general public are subject to analysis. As James Opp and John C. Walsh have noted (2010: 11), "The archive stands as an intentional site for preserving and organizing the artifacts of memory and embodies its own spatial logic." This interstitial space was first figured in the stagecraft of the nineteenth-century studio, where the appointments of a bourgeois domestic setting were combined with costume and pose in the construction of the sitter's identity. As close readings of the carte de visite have revealed, the thing-ness of the photographic portrait and the photographic album was an early and enduring trope of absence and longing; the photograph or the album became a prop in commemorative rituals that paradoxically signaled the modernity of the subject (Batchen 2004). The "cultural inventories" of social documentary and visual anthropology were always attentive to the domestic presence of the photograph, and more recent artistic revivals of straight photography have been interpreted along the same lines through the optics of semiotics and social performance.

Representations of everyday life, both amateur and professional, are central to the construction of the domestic imaginary, in terms of what to bring in and what to leave out— the boundaries of domestic photographic collections are set by their private curators and reproduced in public presentation (Durrant et al. 2009: 1011-14). These are necessarily historically and culturally specific: not all families choose to display photographs of their political or religious leaders, but some do. Both inclusions and exclusions are instructive about the political and social values that define family life and operate upon its members (Bouquet 2000).

The explication of domestic collections in relation to history and memory, as activated through presentation and storytelling, relies on sociology, visual anthropology, cultural geography, architectural and public history, and the many branches of cultural theory to elucidate differences between indigenous, imperialist, settler, colonial, decolonizing, and diasporic societies, as well as the changing definitions of households. While historiography is not the main focus of this chapter, developing ideas about vernacular or everyday photography will be cited, especially as they have influenced the migration of domestic collections into public institutions and nurtured different modes of reception, including theorization, narrativization, and artistic practice (Batchen 2008; Pasternak 2015a). References in this chapter are almost exclusively drawn from English-language studies, or texts available in translation. That said, the literature is increasingly rich and polyvalent, as transnational exchange displaces Euro-American preconceptions (Pinney 1997; Pinney and Peterson 2003; Behhad and Gartlan 2013).

DEFINING THE DOMESTIC

Any collection, material or digital, exists by containment. Its boundaries are not necessarily physical, as the covers of a photo album, but they are no less determinate, reflecting a set of social conditions and decisions, conscious or unconscious, to include certain images and exclude others. In defining the criteria of a domestic collection, concepts of personhood, privacy, and agency come into play, as do their extensions into the intimate circles of family, friendship, and other social networks that are fluidly constituted in practice. Images must somehow qualify as domestic, whether taken by the collector or gathered to the collector's private realm to fulfill a particular function. Conceptualizing the domestic in spatial terms helps us to imagine the process of bringing certain images "home." As cultural geographer Gillian Rose explains (2012: 549), "practices are always embedded in specific places" which have their own defining sets of behavioral codes and protocols. Victorians of means, and with a scientific bent, spent considerable energy on self-documentation and the recording of their possessions (Green-Lewis 1996). In this, they took their cue from the Queen, while she took hers from the middle class, in staging her nuclear family (Homans 1995). Another contemporaneous "royal lens," a set of albums compiled by Naser al-Din, Shah of Iran, offers iconography translated from Persian painted portraits and an embellished indexicality in the form of collage and inscription (Brusius 2015). Domestic collections of the nineteenth century require some effort on the spectator's part to enter their staged intimacies, while suppressing the urge to foreshorten historical distance. Taking her cue from Griselda Pollock's correlation of "Modernity and the Spaces of Femininity," Patrizia Di Bello defines the Victorian domestic sphere as "a central space for the production of the cultural norms and social meanings associated with the feminine and the family" (2007: 26). The Victorian parlor displayed this production in a space that was neither public nor private, but functioned as something in-between—a space emulated in the appointments of the nineteenth-century photographic studio. The social performances of the subjects need to be examined in that light (Langford 2001: 42), and constantly re-examined in terms of cultural shifts and their spatial representation. This is good practice for the snapshot era. For many middle-class young women growing up in Britain in the 1950s and 1960s, there was no room of their own: "the girls' albums provided a space in which they could project their versions of self and meaningful relationships" (Tinkler 2010: 275). Collections of unbound photographs, featuring themselves or people who mattered to them served the same purpose, allowing significant passages to be carried forward into adulthood, into a new home (Tinkler 2010: 277).

The "'domestic space' in which family photographs reside" has been conceptualized by sociologist Deborah Chambers as "a cluster of meanings ... shifting and contested throughout the twentieth century, and negotiated in relation to changing meanings of 'public space'" (2003: 96). With particular attention to the settler-colonial legacies of Australia, Chambers argues that family albums work to naturalize "factors of race, nation, and empire, class and gender" in part by maintaining the rule of "familiarity"— the albums themselves coded and therefore accessible only to family members and their initiates (2003: 96-8). The disintegration of the extended family means fewer opportunities to rehearse the intimate knowledge of the album; memory fades, even if the photographs do not. Chambers emphasizes the role of women as the compilers of these displaced and re-placed domesticities. The album can be considered a "feminine space"—she offers this possibility to future research (Chambers 2003: 114). Chambers recognizes her own family history in Susan Sontag's oft-cited observation that "A family's photograph album is generally about the extended family—and, often, is all that remains of it" (1977: 9). Indeed, her more recent study of social media suggests the ascendance of friendship over family (Chambers 2013). But the family album does not become functionless under these pressures; rather it adapts, witnessing the colonization and "domestication of unfamiliar, alien spaces" (Chambers 2003: 103)—family outings and tourist snaps stage rituals of belonging, creating new spaces of familiarity within the public sphere.

Domestic collection as a gendered practice—the mother's preserve—is a recurrent theme in the literature (Rose 2010). Women were the targets of Kodak's early twentieth-century campaigns, conjoining snapshot photography and maternal obligation to represent their happy homes (Goc 2014; Riches 2015). An album might be constructed to make this ideal at least partially true. Edna Barromi Perlman's study of a mother's album, compiled from photographs taken on kibbutz in Israel, is a fascinating account of her use of public and private photographies to assert her maternal role. Putting her own snapshots, however crummy, into dialogue with official pictures alters the "representations of her son from that of a child raised and educated by the collective to her personal, biological, individual son" (Perlman 2013: 109). Other studies confirm that domestic collections are not necessarily single-sourced; they are mixtures of insider and outsider perspectives creating dialogical structures within (Stokes 1992; Harrison 2002: 97-8; James and Lobato 2004; Pasternak 2011). Some researchers have observed that digital technology is fomenting internal upheaval as teenagers wrest control of family photography away from their mothers (Durrant et al. 2009: 1006). A gendered framing of domestic collections needs to be situated, culturally and historically, with an openness to other family arrangements as they existed in the past and manifest in the present: same-sex marriages generate conventional engagement pictures; children of combined families pose with their eight grandparents; advanced reproductive technology and transnational adoptions recast the baby picture (Bouquet 2001; Maynes and Waltner 2012: 117-22).

The boundaries of the domestic are subject to all kinds of pressures, from ideology to fashion, but do changing conditions alter its basic harboring function or its residents' needs? For Peter Ward (1999: 3), "the home is the theatre of our domestic experience, the stage on which we enact much of the long drama of our lives." This is grist for the photographer, to be sure, but Ward focuses our attention on relational structures that both instill and protect domestic privacy, a most elastic term whose meanings and protocols vary greatly from family to family, culture to culture. His study of Canadian domestic space recognizes privacy as a positive form of isolation: the need for personal space sets the individual apart from the family, just as a household's desire for privacy sets it apart from its closest community (Ward 1999: 5-6). A photographic album or carousel tray of slides found in a public collection has lost its claim on privacy, but the experimental individualism within a private theater has been recorded, and with long-term socializing effects. Photographic visuality—"how we might look in a photograph"—governs not just on-camera behavior, but off-camera performances (Summers 2012: 448).

Homes are both settings and subjects for domestic photography. Real-photo postcards of London's suburban houses and gardens, commissioned around 1900 by their owners and preserved in special albums, can be read as "charting self-betterment" (Preston 2014: 211). Since the 1930s, social documentary photography and info-entertainment journalism have conducted cultural inventories of people's homes (Collier and Collier 1986), whether sharecroppers in their cabins, with snapshots pinned to wall, or celebrities performing their ease for Life or Architectural Digest (Agee and Evans 1960; Avery and Schickel 1990). Urban ethnographers still pursue observational practices. France Winddance Twine (2006) combines the "cultural inventory" method with photo elicitation interviews and photographic "mapping" of neighborhoods to study interracial family life in Britain.

Considering domestic settings as both bounded and performative brings two contemporary extremes to mind. Gated communities are the protectorates of "identity, commonality, and homogeneity ... They recognize and reinforce customers' desire to live cocooned with others like themselves" (Grant 2010: 7). The subtleties of differential representation in these domestic collections are delivered by advertising and Instagram. Also visible, in this century of the migrant, is the "bare life" of a refugee camp or an asylum-seeker's tower apartment (Downey 2009; McAllister 2015; Nail 2015: 187). Domestic collections figure in these dwellings as symbols of loss, longing, and bitterness, though photographic histories of diasporic communities are not always marked by despair. Recuperative archival research finds flourishing and affirmative practices—contained spaces of memory and contestation opened to interpretation by their knowledge holders (Chandra 2000).

DOMESTICATIONS: STUDIO TO PARLOUR; ATTIC TO ARCHIVES

The first builders of domestic collections outsourced their contents. Photography was produced by a professional in a studio, initially an itinerant affair, announced in the local papers, and ultimately established in a commercial enterprise. While daguerreotypes and their lowlier cousins, ambrotypes and ferrotypes or tintypes, were certainly acquired, exchanged, and displayed by their owners in genealogical groupings, the word "collection" somehow seems premature. It waits for the second invention—the reproducible carte de visite and the social phenomenon cartomanie as it exploded in the industrialized nations. At this point (Siegel 2010: 2), "a reciprocal relationship between the public, commercial sphere and the private, domestic one" was established. Studios operating as businesses in urban centers turned out carte de visite portraits of the wealthy and the middle class. They also sold cartes de visite as collectibles—reproductions of great or sentimental works of art, ethnographic studies or genre still lifes, and portraits of celebrities, with or without benefit of licence. For modern travelers, photographic studios became destinations where they might themselves be photographed—the stamp of the studio constituting proof of having been there—and possibly expand their domestic collections with photographic souvenirs: human tableaux, novelty albums, romantic prospects, or views of the key monuments (Curtis 2011). As photographic technology evolved, outsourced domestic collections might include the various forms of educational entertainments: lantern slides, stereographs, real photo postcards, and touristic slide sets. Standard professional pictures such as sports teams, graduating classes, or military IDs obtained sentimental status when displayed in the home. Fleeting encounters—a street photograph taken by an entrepreneurial hack or a Polaroid peeled off by the on-board photographer on a holiday cruise—would be added to the domestic hoard. Their value was inflated with photographic experience, and still today, having one's picture taken by a professional, whether individually or in a group, is an identity-forming, story-spinning occasion (Mitchell and Weber 1998).

Nineteenth-century carte de visite albums were both popular and formulaic. They could be built from scratch or purchased with collections well in hand: the Royal Album, created by J. E. Mayall in 1860 contained fourteen portraits of the British sovereign and her family. These could be supplemented by others of the client's choosing, thereby sparking the urge to collect and create one's own communities by photographic association. Public and private tensions were built in, as Andrea Kunard (2006: 237) has noted: "The studio produced imagery expressive of how an individual wished to appear publicly. In the family album, assemblers used these same photographs to express more intimate and personal bonds." The carte de visite is often described as a social and economic leveler. Geoffrey Batchen (2005: 72) adds closeness to these encounters: "As images, otherwise ordinary persons could consort with royalty or with notorious actresses, or they could maintain an emotional connection with distant loved ones." Paradoxically, while princesses and thespians were available for purchase, one's own family members, near and far, were protected from such crass commercialization (Langford 2001: 41-4; 132-3). The album produced this intriguing social inversion, while fulfilling a multitude of other functions: storage for those proliferating photographic tokens; a sign of modernity in the Victorian parlor; a "conversation piece" or "game of identification" (Dahlgren 2010: 187-8); a manifestation of social rank, gentility, taste, and its possessor (Di Bello 2007, 143-55; 2008); and a container of memory (Langford 2001; Batchen 2004; Bate 2010).

The reciprocal relationship between commercial and domestic interests is not confined to the nineteenth century; it sets up as a phase of technological penetration. Research on the late twentieth-century demise of West African studio photography found much domestic stagecraft: backdrops as well as "a variety of accessories (props), ranging from artificial flowers and plants to elegant wrought-iron balconies, a variety of seats (traditional stools and modern armchairs), end-tables with false telephones, etc.," while "dressing up" was also an option with a range of formal and business attire from which the client could choose (Werner 1999: 96). As Jean-François Werner chronicles the West African studio's "golden age," the 1980s, these were local businesses that served neighborhoods, supplying portraits for domestic use and recording private events, such as weddings, baptisms, and funerals (1999: 93). With the coming of color and its processing labs, technology was standardized and accelerated. Local studios were replaced by itinerant photographers on bicycles or small motorcycles, capable of covering larger territories (Werner 1999: 94). By the mid-1990s, local commercial archives—repositories of the domestic—were disappearing.

To understand better the impulses and collecting practices that propelled photographic technology into active use and bourgeois respectability, scholars have sought precedents in the history of Euro-American material culture, including commonplace books, family bibles, Stammbücher (themselves descendants of sixteenth-century heraldic books), sentiment albums, portfolios, sketchbooks, and scrapbooks (Langford 2001; Kunard 2006; Di Bello 2008; Dahlgren 2010). These studies reflect trends in photography history and its cognate disciplines to decalcify the modernist canon. The recognition of variations within conventions—the reassignment of authorship—prompts questions about individual and collective subjectivities embedded in domestic collections. Close visual analysis of the nineteenth-century's "banal" pictures—cartes de visite and cabinet cards—has stimulated interest in the aspirational performances of the sitters, teasing out the affective qualities of any deviation from the norm (Barthes 1981; Stokes 1992; Batchen 2005). A researcher's empathy and reflexivity—a "personal perspective" (Di Bello 2008: 143)—ferrets out even more subtle details. These dramaturgical, relational approaches to domestic collections dispel any notion that personal photographic expression waited for the Kodak. Reducing the power invested in the photographer, considering the commissioning of pictures as an expression of agency, it would seem to matter little whether a photographic event took place in the photo studio or the photo booth (Tinkler 2010: 270). This is not to say that the snapshot revolution did not matter.

WORLD-MAKING: CAPTURING, COLLECTING, NARRATING, SHARING

Numbers matter. The explosion of private photographic practice and its accumulation in domestic collections began in the 1880s and continues exponentially to grow. In the early twentieth century, the reduction of experience to image was already being described as a natural disaster: "The flood of photos sweeps away the dams of memory" (Kracauer [1927] 1995: 58). The sublimity of an Alpine landscape and the attendant, primal fear of being buried alive are evoked by contemporary artist Erik Kessels's 24 Hours in Photos (2012), the materialization of some 350,000 downloaded and posted on Flickr in a single day. But the deadening effects of these consumerist monuments can also be overestimated, as a work such as Jason Lazarus's Too Hard to Keep (2010 and ongoing) brings home—a vast collection of intolerably painful images, anonymously entrusted to the artist for safekeeping. This assemblage contains prints, slides, and undeveloped rolls of film (Latulippe 2015: 217-24), all the makings of twentieth-century domestic collections or "home-mode" photography, as sociologist Richard Chalfen called it in 1973 (1998: 191, note 4). These were the pictures that ordinary people generated in bursts and commercial processors delivered in lots: envelopes of prints, inscribed with surnames, drop-off and pick-up dates; 35 mm slides in numbered mounts, returned to the consumer thirty-six at a time in cardboard or plastic boxes. These micro-collections were photo album or slide-show ready—short stories relatable to common experience and narratable in chronological order, the order of their taking within the longer narrative of the life-course ("Molly's christening," "Christmas 1973," or "Barbados 1985"). Kodak's creation of "new institutions at the field level" redirected consumer desire from iconic representation to the theatrical reconstruction of their lives: "in most Kodak ads, albums were shown in the middle of happy family scenes" (Munir and Phillips 2005: 1679).

Narrative matters. Photographic cuts into everyday life have attracted much scholarly attention, creative appropriation, and curatorial reimagining because they literalize the nature of photography as fragmentary, ephemeral, and somehow precious, while offering versions of personal and cultural memory through contextual, semiotic, and psychological analysis (M. Hirsch 1997; Long 2003; Alexander 2005; McTighe 2007; Kuhn 2007, 2010; Wheeler 2009; Langford and Langford 2011; Cairns 2012; Zuromskis 2013; Langford 2015, 2018a). The arrangement of pictures in a narrative sequence or thematic cluster fuels memory and imagination, and because preordained to do so, generates oral recitation (Langford 2001; Bianco 2010; Freund and Thomson 2011). Some stories follow conventions, while others go against the grain of everyday photography's "normative content" (J. Berger [1980] 1991; Berger and Mohr [1982] 1995; Walker and Moulton 1989; Newbury 1996; Harrison 2002, 2004; Kuhn 2007, 2010; Pasternak 2013; Perlman 2013). The Kodachrome era's slide show is particularly apposite in this regard (Bevan 2013; Langford 2014), though far less discussed in the literature and unevenly scored. Deemed "popular" by Chambers's informants, these women also mention the copiousness of their husbands' slide production and the fussy overbearing nature of the process—setting up the projector and screen "when visiting relatives and friends were captive audiences" (2003: 108). The reception of this home-mode mode event could not compare with their sharing of an album: "When projected, [the photographs'] secret properties were briefly exposed and quickly lost to a 'mass' audience, being viewed by a group rather than intimately by one or two individuals in private" (Chambers 2003: 108). For artist Renée Green, the experience could not have been more different. Recalling her father's slide shows, she develops a sense of intimacy in their dialogue—a child's questions and a father's answers—that comfortingly shortens both spatial and temporal distances (McTighe 2007: 443). Speaking for myself, memories of my siblings' heckling and howling with laughter during our father's slide shows carved the experience in loving memory (Langford and Langford 2011: 20).

Authorship matters. A basic assumption of domestic collections is that an amateur is in charge—thus the wonder and excitement when found snapshots resemble advanced art (Godfrey 2005; Langford 2008). But there are many shades between amateur and professional, with systems of support and accreditation, such as camera clubs and photo contests, lighting the way. Amateurs may aspire to become professionals, or at least to be taken seriously (Pollen and Baillie 2013; Buse 2018; Langford 2018b). Subjects of snapshots are not innocent of photographic culture; they are frequently "self-directional" (Jacobs 1981: 98; Rosón, 2013). The widespread democratization of the snapshot in technologized societies constitutes a cultural revolution of empowerment: "a form of knowledge that is subjectively internalized from a very early age" (Frosh 2001: 44). When did this self-writing begin? Marilyn Motz's (1998) survey of autobiographical albums produced between 1880 and 1920 by seven upper-middle-class women of the Midwestern United States interprets signs of social convention and its breaking by subjects who constructed their individuality through photography or used the medium to cement their friendships and chronicle their adventurous vocations. Vickie Hearnshaw (1997) tells a similar story about Jessie Buckland, a professional woman photographer in Akaroa, New Zealand, whose work began in playful collaboration with her siblings; this collective authorship is preserved in the albums of a large settler family, living in a remote community, yet connected to their ancestral culture. Examining the identityforming practices liberated by the Brownie Box Camera, Preston situates women's realphoto postcards of themselves in their gardens within "the quiet revolution led by garden literature"—a movement apart from militant suffragism (2009: 790-3). Still today, a personal photographic archive can be assembled to make a point, as demonstrated by photo-elicitation interviews in households that collect photographs as part of their advocacy for the developmentally disabled (Schwartzenberg 2005). Curatorial intention is not always so clearly focused. A domestic snapshot collection likely contains many hardworking cliches (L. Berger 2011) and a fair share of pictures that have become burdensome even to their takers, but as Annebella Pollen has found, a sincere expression of interest in a photograph deemed important by its keeper is likely to release an affecting story (2015: 135-7). As Roland Barthes's Camera Lucida (1981) teaches us to expect, artists and researchers working on their own family collections may be subject to psychological ambushes, puncta or inconsolable postmemories (M. Hirsch 1997). At the very least, this interested re-authoring sharpens the tool of reflexivity, offering spaces of empathy and conveying the sometimes difficult experience of reconsideration (Kuhn 2002; Langford and Langford 2011; Pasternak 2011, 2013; Langford 2015, 2018a).

The "moment" matters. The trouble and expense of analog photography always demanded some sense of occasion, however indefinable over time (Stokes 1992), while social norms, religious and legal proscriptions governed what could or should not be photographed or, if photographed, preserved in a domestic collection (Chalfen 1987: 99; Gardner 1991; Chalfen 1998: 200-1). While broader access to photographic technology expanded the domain of visibility, consumers were not without guidelines (Munir and Phillips 2005; Pasternak 2015b). As Paul Frosh notes (2001: 51), "the use of photography in the home is framed by its image in the advertising campaigns that mediate its penetration of the domestic market." This is an idealized image, as innumerable commentators have insisted, which families perform under various circumstances—enjoying "family time" at home, on outings, or on vacation—tutored by instruction manuals and commercial models to smile (Kotchemidova 2006). Photo opportunities are created by high moments of togetherness, once-in-a-lifetime or ritualized to the point of exasperation. Moments also arise from the technology itself. Edgar Degas did it (Daniel 1998); Jacques-Henri Lartigue did it (Life, 1963); Mattie Gunterman did it, and with glass plates (Vancouver Public Library); we still do it: photography is fun! Photography breaks the monotony of everyday life and celebrates its excursions. As tourists, for example: Michael Haldrup and Jonas Larsen (2003) study the holiday pictures of Danish and German families, reconsidering John Urry's influential notion of a masterful "tourist gaze" (Urry 1990). They reframe tourist photography as a staging of family relations. That feminized "family gaze" may begin at home, but it continues to be performed while the family is enjoying off-site locations: "tourism is not an 'exotic island' but connected into 'ordinary' family life" (Haldrup and Larsen 2003: 42). Bonnie C. Hallman and Mary P. Benbow (2007) attach similar arguments to family photographs taken in zoos, inserting them into the framework of "emotional geographies." Framed, therefore contained; connected, though not continuous: domestic collections are chaptered. They present as episodic intensifications—the human zoo in the spotlight.

These values are notionally, at least, still with us, though mind-bogglingly expanded by digital photography and social media to include everything from citizen-journalism (L. Berger 2009) to the "plating" of a restaurant meal. An untidy kitchen or a fading garden does not normally figure in the photo obligations of middle-class life listed by Pierre Bourdieu (1965), Susan Sontag (1977), and others (Harrison 2002: 97-102; Harrison 2004). Notable by its absence, the everyday is much sought by historians and theorists of the domestic trove. Ordinary life was, and still is, sometimes cached: in the analog era, pictures taken around the house to finish off a vacation roll might turn to treasure as the subject-family's only visual record of everyday life. But their discovery is itself decisive, a moment of recognition that turns the taking into a previously unrecognized historical event. The potentiality for transformation—invisible to visible—fuels research into the psychodynamics of family photography, studies frequently conducted with tough love (J. Hirsch 1981; Jacobs 1981; Gardner 1991; Spence and Holland 1991; Kuhn 1995; M. Hirsch 1997, 1999). Rose (2010) senses the increasing importance of family photography as children seeking to better their lives fan out around the globe, or families are driven from their bulldozed villages. But the diasporic domestic obtains to a special status: strictly speaking, it is neither anecdotal, nor descriptive; it belongs to another symbolic order. When a young mother takes a photograph of her child in a pabulum-smeared high chair and sends it to her mother overseas, she is not saying, "this is the mind-numbmg drudgery of my everyday existence"; she is saying, "share the moment (and keep this in memory of me)," even if her appeal comes with a laugh or camouflages depression (Thomson 2011). The making, sending, and receiving are felt and understood as maintaining connections; they are memorable gestures in themselves.

Considering the many ways that personal and mass-produced photographs enter the domestic sphere and refuse to leave quietly on garbage or recycle day is almost overwhelming. Likewise, keepers' technologies—clipping, scrapbooking, compiling, filing, framing, pinning, or quietly hoarding—offer innumerable avenues of interpretation in terms of fleeting interests, unshakeable loyalties, and multiple personalities. Different households install different protocols. While the family album can be used as a means of communication (Chalfen 1998; Ulkuniemi 2007), photographs preserved in the home are not necessarily shared with co-habitants (Drazin and Frolich 2007). Some domestic collections are secreted there, in a space defended as private. Conversely, photographs displayed in the public spaces of the private home, whether ostentatiously framed or held by magnets to the fridge, make their play as performative statements of collective identity, though they might be strictly under one person's control.

Domestic collections do leave home, however, as images, figures, and facsimiles. Documentary photographers, visual artists, biographers, and novelists are naturally attracted to such potent symbols; their work relays them into the public sphere. Educators are also alert to their presence, drawing them into the classroom to explore social constructions, such as race, gender, and disability (Newbury 1996; Mitchell 2008). The power of private photographs is impossible to ignore when it migrates into the public sphere in the wake of violence, singly after a random attack (Pasternak 2009), or massively, as occurred post-9/11 (M. Hirsch 2003). Part of their affective power, as Rose has argued (2010: 85-8), is their rootedness in domestic practice, which creates a space of empathy and politics that Lauren Berlant has named the "intimate public sphere" (1997). Justified by news organizations as a way of shielding the public from violence and asserting the value of ordinary human life, the effect, suggests Pasternak (2009: 101), may in fact be opposite: identification with the victim heightening fear; and the assertion of normality denying death. Displacement creates a hybrid space that Deborah Jermyn locates on Crimewatch UK, a crime appeal television program that uses both surveillance photographs and domestic collections, with a sameness and difference: both are evidentiary carriers of truth, establishing the identities of perpetrators and victims, but as Jermyn (2012: 184) notes, the victims are retailed within "a largely conservative framework." Extracts from family albums and framed photographs above their TVs serve to "pigeonhole" the victims "into easy and identifiable familial roles ... legitimizing both them (as innocent and undeserving victims) and the hegemonic institution of the family itself" (Jermyn 2012: 190).

This bridging phenomenon is not new: repeatedly, over the bloody twentieth century, photographs of the dead and missing have been held up at train stations and public squares by searching mothers and protesting children; in societies struggling with human rights violations, these performances are photographed as a doubled form of witnessing and shaming the perpetrators (Noble 2008, 2009). The work of Algerian-born artist Omar D, Devoir de Mémoire/A Biography of Disappearance, Algeria 1992- (2007), produces this elegiac, activist effect (Downey 2009: 117-19). The meta-domestic collection, often presented in a grid, has a long and terrible history. In 1969, Life magazine published "Vietnam: One Week's Dead," a photographic roll-call of the 242 United States soldiers killed between May 28 and June 3. Orchestrated by the Nixon administration, this patriotic display of wasted American lives obliquely called for an end to the unpopular war. While the deceased are remembered through their letters home and the grief-stricken memories of their loved ones, most portraits are "official"; only a handful of snapshots brings life to the display (Life, 1969). By privileging "official" portraits—high school or military—Life helps us to imagine this otherwise formulaic picture framed and given pride of place in the home as the portrait of a son and brother, while the domestic collection of snapshots and slides shifts into the backstory of what makes a hero.

For a framed photograph, observe Drazin and Frolich (2007: 63), is not just in the house, but "physically a part" of it. Their research ascribes "good intentions" to different ways of treating photographs in the home: "the act of remembering appears as a future-oriented, creative act, remembering to remember in future" (Drazin and Frolich 2007: 73). Anthropologist Chris Wright (2004: 74) stresses "corporeality and materiality" in characterizing the sole photograph that a contemporary Rovianan has of his deceased father. "For Makoni," Wright explains (2004: 76), "the photograph is a powerful relic that retains a physical, bodily connection to his father; it partakes of his father's substance." Another bereaved son has made a wooden frame for a photograph of his father "to keep him safe" (Wright 2004: 81). As the historian of her family, Janis Wilton (2011) asked that her deceased mother's photographs be recorded in situ before the house was dismantled. Her mother's domestic collection, including a shrine to the memory of her estranged husband, is remembered for its healing effect on the twice-abandoned wife (Wilton 2011). Fiona R. Parrott (2009: 144-5) insists that the practice of memorial display in the home not be imagined strictly as mum's work, even within a traditional setting: she found young adults "displaying photographs of deceased parents, siblings and grandparents as part of the process of establishing a new independent household"; she found elderly parents sorting and gifting their children's childhood photographs "in anticipation of their own death"; she found ambivalent relationships between children and their absent parents still being acted out in the situation of the deceased's portrait in a private part of the dwelling.

In North America, as elsewhere, the presence of domestic collections in private and public commemoration has grown exponentially, as religious and social attitudes to death turn funerals into "celebrations of life"—the casket is closed or replaced by an urn, and photographs of the deceased are prominently on display. These practices create sub-collections, capturing discussions of how the subject might have wanted to be, or should be, remembered. In other memorial contexts, portraits from domestic collections perform brazen or subtle communicative acts. In Stalin's Soviet Union, small portraits of the deceased replaced the traditional saint's icon on the gravestone as part of Communist secularization. Much larger photographic representations of the deceased began to appear in the 1990s; these were soon overshadowed by the so-called mobster gravestones, featuring life-sized photo engravings, informal portraits of male figures exhibiting violent tendencies after death (Matich 2006). In Israeli military cemeteries, the mere presence of family photographs might be interpreted as subversive. These solemn spaces of public commemoration and ideological reinforcement are increasingly being "interrupted" by portraits of the fallen installed by their loved ones despite official proscription (Pasternak 2010).

DIASPORIC COLLECTIONS: RECUPERATION, RECONCILIATION, RECREATION

The domestic collections of diasporic communities began their Euro-American emergence in the 1970s as part of the multicultural turn in national identity formations. Recuperative histories benefited from the consciousness-raising of second-wave feminist research by investigating alternative or neglected practices; disciplinary boundaries were breached; historiographical models expanded. Working with the photographs and letters of a Norwegian woman photographer who emigrated to the American Midwest, Sigrid Lien (2015) found herself writing transnational history against the grain of Norwegian photography histories that achieve coherence by suppressing emigre and cross-national practices. Cultural theory and political resistance have long been encouraging redressive and reconciliatory research. In North America, for example, an important interdisciplinary network began to form in relation to Second World War histories of Japanese Canadian and Japanese American internment, research leaning heavily on the evidence and affective power of domestic collections, whether snapshots or postcards (Chalfen 1991; Kunimoto 2004; McAllister 2006). Research into the diasporic domestic has been further enriched by the archival turn in art practice and grounded by cultural, postcolonial, and decolonization studies, in which public history, oral history, photographic history, and world art history continue to form productive research alliances.

These topics are manifestly complex, as scholars perform astonishing feats of knowledge recovery and mobilization for readers with limited historical background; their writing provides and integrates geopolitical and social histories, individual life stories, and formulaic pictures that need to be unpacked. For Tina M. Campt (2009: 86-7), "ordinariness and familiarity" are the very lenses through which to examine the everyday conditions of a particular formation of the Black European diaspora: Black German experience from the 1920s through the 1940s. As Campt introduces her subject: "These photos of black German life in the diaspora focus less on migration or displacement; instead, they underscore the fact that diaspora is also quite fundamentally about dwelling and staying put" (2009: 88). Her study focuses on two biracial subjects, members of Nazi-era German families who use photography as a normative instrument of mutual and national belonging.

Mohini Chandra (2000) takes on the enormous brief of constructing a photographic history of the Fiji Indian diaspora, erecting the framework of a "double diaspora" to capture the complication that many descendants of the indentured labourers who came to the colony in 1879 have dispersed for greener economic pastures. Her visual and contextual analysis familiarizes and defamiliarizes in one masterful stroke. This pattern repeats itself in an oral and material history study of the Ukrainian diaspora in Berisso, Argentina. In this case, Daniel James and Mirta Zaida Lobato (2004) are introduced to a domestic collection that aims to constitute a Ukrainian national identity (hardly a stable or unified concept in the early twentieth century), while showing how this ethnic community survived its hemispheric transplantation. One album, as described, displays "a permanent tension between universal metanarratives and the particular," and does so with a combination of photographs, postcards, clippings, and a page torn from the compiler's son's school exercise book—a key element that rounds out the transnational narrative (James and Lobato 2004: 16). Consolidation is one compiler's strategy; adjacency is another's. In a study by anthropologist Nefissa Naguib (2008), an Armenian woman who immigrated to Cairo as an orphaned child keeps both conventional family albums and a shoebox of photographs, postcards, and pamphlets collected by her husband as a visual history of the Armenian genocide. Connections are made in story-telling conversations. These things form one domestic collection in two complementary modes: "images of skeletal children, destruction, and heaps of dead bodies fill in the gaps of her story and explain why possible photographs from her family albums are absent" (Naguib 2008: 243). Such diasporic. themes heighten our awareness of personal and public histories as contained and compartmentalized in domestic collections. Research in this area of photography studies offers promising models for the history of photographic experience that remains to be written.
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CHAPTER TWENTY-EIGHT
Future Technology in Photography

From Capture to Use of Images

DAVID M. FROHLICH

Photographic practice and content has always had an intimate relationship with photographic technology. The initial invention of the camera as a device for capturing images has been followed by myriad related inventions for improving the quality, size, color, speed, and appearance of images, each of which has affected the kinds of photographs taken by photographers and their aesthetic and psychological effects on audiences. Traditionally, paper was the predominant medium for displaying photographs and has itself undergone a series of parallel innovations with advances in printing technology. However, the advent of mass digital photography in the 1990s has not only seen the rise of screen-displayed photographs as an alternative to photographic prints, it has also enabled photographic content to become part of a new digital ecosystem of multimedia information and devices (Sarvas and Frohlich 2012). Whereas the technological system for doing photography in the past was a relatively stable and closed world of film exposure, processing, and printing, the current system is a dynamic and open one of digital bits. The capture and representation of images in digital form allows them to be made at almost zero cost, moved between different Information and Communications Technology (ICT) devices at will, and displayed in a variety of contexts and sizes. It also allows them to be shared with other people more easily and combined with other media such as video, text, music, and sound recordings.

In this chapter I argue that this is a game-changing innovation for photography as we know it, particularly domestic photography carried out by consumers. It heralds a shift in photography from the capture to the use of images, in which high volumes of photographs are processed and curated in the context of other kinds of information. This can already be seen in the popular use of social media and the interaction with domestic media collections and online archives (see also Chapters 11, 13, 16, 25, 26, and 27 in this volume). It can also be seen in the not-yet-popular practices of early adopters of new technologies, and in the prototypes and reports of company and university research labs around the world. Interestingly, it is not the well-known camera companies that are leading the next revolution in photographic technology, but the digital and ICT companies. Still image capture and manipulation is a relatively mature technology which has moved from an analog to digital platform since the late 1990s. Image sharing, archiving, and annotating with other media is not mature, but in a state of flux and innovation as companies explore new paradigms for both professional and consumer use of images.

The announcement and release of Live Photos by Apple in the autumn of 2015 is a good example of this. Live-photos are three-second videos around the capture of a high-quality still image, which convey the atmosphere in which the image was taken. They also add a new dynamic look to an image collection. Rolling a finger over a Live Photo thumbnail makes it move and "speak." This is a multimedia innovation by one of the leading ICT companies of the day, which proposes a hybrid medium combining photos and video. It is driven by the consumer market as the biggest photographic market in the world, and may eventually impact professional and art photography further down the line. To take a "good" Live Photo is different to taking a "good" photo, because it favors contexts in which there is surrounding sound or movement. Therefore if consumers or other photographers embrace the medium as Apple hope, it may nudge them to change their photographic practices and record slightly modified content as a result. The fact that this innovation comes from Apple rather than, for example, Nikon or Canon is significant. It shows what is needed nowadays for an advance in digital photography to take off. It is not sufficient to innovate on a single platform or phase of the photographic process, without reference to its forward uptake and use across platforms and contexts in the digital ecosystem. The current market favors what are called "end-to-end" solutions, which specify how images are captured and used alongside other digital media and materials.

In the rest of this chapter, I explore two emerging future technologies of this kind. These include digital storytelling and networked photo displays. Digital storytelling refers to the assembly and exchange of multimedia narratives in pictures, sound, and text (e.g., Lambert 2002, 2013). Networked photo displays are display or projection devices connected to each other or to physical objects, and supporting variable flows of images over time (e.g., Durrant et al. 2008; Memarovic et al. 2013). Both these technologies begin to show the importance of image combination and use with other media, and a move away from single image capture as the focus of photography. These examples are taken from a little-known literature in photography studies, relating to the field of human computer interaction (HCI). Traditionally, HCI has studied human interaction with computers from cognitive, social, and experiential points of view in three historical waves (Bødker 2006, 2015). It has now expanded to cover interaction with all kinds of interactive things having a computing element, in what might be better called Interaction Design (Preece, Sharp, and Rogers 2015). In this respect HCI/Interaction Design has become increasingly interested in the design and use of digital cameras and cameraphones, and the way in which images are used on devices downstream of the camera such as home archiving systems, photo displays, and social networking systems (e.g., Kindberg et al. 2005; Miller and Edwards 2007; Taylor, Swan, and Durrant 2007; Ames et al. 2010; Kirk and Sellen 2010).

Much of my own work has been in this area, first as a research scientist working for HP Labs on the future of digital cameras and imaging technology, and later as a research professor at the University of Surrey working on new media innovation more broadly (http://www.surrey.ac.uk/dwrc/). For example, I carried out the first published study of digital camera use in the home (Frohlich et al. 2002) and helped to promote the use of mobile digital storytelling as a new media form (Frohlich et al. 2009a, 2009b). Over the years I have worked with colleagues from a variety of companies providing imaging products or services, including Kodak, Microsoft, AT&T, Xerox, BT, Apple, and Nokia, as well as HP. These and other companies in the ICT space are constantly looking for new market opportunities relating to photography, and need to know what kinds of technologies would interest consumers and professionals enough to purchase them. HCI and Interaction Design professionals such as myself, help them to identify these opportunities by engaging with customers of existing photographic products, understanding their motivations and practices in detail, and recommending new technology prototypes which are eventually tested in prototype form. While many of these interventions never make it to product, their origination and testing reveals much about photographic behaviors and the potential of technology to change them.

To elaborate, many university groups, including my own, explicitly use new technology probes to understand photographic behaviors better, and make technology recommendations to industry in general. Technology probes are research prototypes that are usually tested in small-scale field trials to assess the value of new technology in some existing area of real-world practice or behavior (Hutchinson et al. 2003). The generation and testing of such probes is usually embedded in a design lifecycle comprising requirements analysis, design, and evaluation to better support practice in some target domain. Often the objective of such research, even in company Research and Development (R&D) Labs, is to use design and technological intervention as a way of understanding core attitudes and values better, and identifying promising functionalities for later commercialization. This has been referred to as design-oriented research because its primary aim is to generate knowledge through design rather than to refine some final design for manufacture or release (Fallman 2003). Such work is often published, and adds to the melting pot of design ideas from which companies select the next product to release on the market. In the photography domain as in others, it acts as a kind of barometer for what kind of future technologies will eventually be sold, and which are most likely to take hold in new forms of photographic practice.

While this is very different to the other perspectives for studying photography and photographic content represented in this book, it adds to the understanding of photographic trends from a sociotechnical point of view. My aim in this chapter is to bring it to the attention of photography scholars, as a multidisciplinary and future-oriented part of the field. I do this by describing the motivation and use of a number of research prototypes in the areas of digital storytelling and networked displays, taken from my own work and that of colleagues at Digital World Research Centre and its partners. The work will be situated in the context of the wider research literature in these areas and serve to show how future photographic technology is promoting ways of combining images with other media and each other, as well as displaying them at ever-increasing volume and speed.

FUTURE TECHNOLOGY 1—DIGITAL STORYTELLING

A number of new technical and behavioral possibilities are afforded by digital photography compared with analog photography, as discussed by Rubinstein and Sluis (2008). Early digital cameras allowed immediate image review on the back of a camera and deletion of unwanted images, changing the need to imagine the visual appearance of images based on camera settings and framing. Uploading of images to desktop computers opened up possibilities for image editing and combination with other media, including text annotation and tagging which is now so important to image sharing on photowebsites such as Instagram or Flickr. Integration of digital cameras in early 'cameraphones' allowed more immediate sharing of images with others, initially over the Multimedia Messaging Service (MMS) and now via social media sites like Facebook, Twitter, and WhatsApp.

One possibility that is rarely mentioned in these discussions is the creeping integration of photographs with video. These two media forms are still treated separately in camera and computer software and in online archives, despite increasing opportunities for hybrid combinations. It is easy to forget that video is made up of a series of about twenty-five still image frames a second, usually with an ambient sound track. Technically, this rate can be slowed down or speeded up on any digital camera platform, and the addition of a microphone for sound capture can turn any camera into both a camcorder and a digital dictaphone in disguise. As a result, there has been a convergence of camera, dictaphone, and camcorder functionality in modern digital cameras and smartphones, with new possibilities for burst stills, video recording, and sound capture with images. The availability of personal music collections on smartphones and home computers further extends the creative possibilities for photo-video-sound combination, with musicphoto slideshows being only one of many potential forms.

Colleagues at HP Labs and I carried out some early design experiments in this area even before the rise of cameraphones, in order to explore the role of sound with photographs. We created a simple disposable audiocamera prototype in 1998 by velcroing together a compact film camera with an analog dictaphone (Figure 28.1). This was given out to four families with young children during the summer to see what kinds of sounds they would record with photographs taken at home or on holiday. We were also interested in the kind of audiophoto playback families would prefer, and showed them variety of playback options on screen but also on paper. Screen options for viewing and playing their own audiophoto materials included PC and TV albums, while paper options included a talking picture frame, a talking greeting card, and an audioscanner prototype. The latter appeared to playback a two-dimensional printed sound pattern from the back of a 6 X 4 inch print.

[image: ]FIGURE 28.1: Audiocamera (left) and audioscanner (right) prototypes.

The findings showed a use of sound to extend the atmospheric and informative value of photographs, and a strong value for ambient sounds themselves in triggering memory for events (Frohlich and Tallyn 1999; Frohlich, Adams and Tallyn 2000; Frohlich 2004). Just as photographs trigger memories from a visual record of experience, so ambient sound clips seemed to trigger memories from a sonic record. Naturally occurring sounds, conversation, and music made up 63 percent of the 158 sound clips captured, and a further 26 percent of clips included voiceover commentary recorded at the time of image capture with other ambient sounds in the background. On playback of these sounds, families preferred ambient sounds without voiceover as an accompaniment to their photographs because they added atmosphere, humor, and fun to the images. An exception to this was in listening to other people's audiophotos in their absence, when voiceover explanations of the photographic context were useful for interpretation. In general, two-thirds of audiophotos were one-to-one associations of sound and image conveying a combined impression of an event in audiovisual form. While families initially thought about sound as a medium for annotating images, this shifted in the trial to using sound equally as a primary medium of experience capture and annotating sound clips with images for later retrieval. This was reflected in a consequent shift in the kinds of images recorded which often contained sound sources such as trotting horses, running water, or street musicians. Most of the remaining one-third of audiophotos were one-to-many associations of sound and image. These involved a sequence of images to a single sound recording and played back like an audio-slideshow. Examples included a spoof surfing commentary by a father and son with multiple photographed attempts to stand up on the surfboard, and different views of a restaurant meal with accompanying ambient conversation.

Regarding playback preferences, almost all screen and paper options were liked for different reasons and contexts. While audio-cards and photo frames were discounted as impractical for large sets of audiophotos, they were still liked as special gift items. The audioscanner was also felt to possess an intimacy that the PC and TV albums lacked. For editing, archiving, and uploading to the web the PC was preferred, while the TV came into its own for sharing audiophotos with a larger group.

On the strength of these findings we started to look for a more scaleable way of embedding sound in photographs and supporting farther sound annotation downstream of the original capture event. This might support annotation of legacy photographs or multilayered audiophotographs that could grow in complexity over time. Eventually this resulted in an audio-annotation trial during 2002 in which a further group of eight families were invited to annotate existing printed photograph albums with voiceover or music from their personal music collections. The albums were scanned and digital versions were created with music or voiceover associations as specified by the participants. These were shown on a similar set of screen and paper-based platforms which this time included tablet and Personal Digital Assistant (PDA) devices, together with audioprint player and audioprint album prototypes which played back sound from an embedded chip in a printed photo or photo album (Figure 28.2). Space prevents a full summary of findings here but again they were encouraging of the audiophoto medium as an extension of photography to support memory and storytelling with images (see Frohlich 2004). Families were remarkably good at setting their photographs to music in order to "color" them with the kinds of emotions they remembered having at the time. Voiceover, on the other hand was constructed more self-consciously to tell the story of the photograph to those not present at the time. Again, both screen and paper-based playback was liked for different reasons and contexts, leaving room for a family of players and the movement of material between them.

Some of these ideas influenced HP products from around 1999. Audiophoto capture was supported on the Jornada PDA, through software associated with a Pocket PC camera attachment. This was essentially an electronic organizer with a camera and dictaphone attached. Audiophoto functionality then moved into the HP PhotoSmart 650 DSLR camera in 2001 and then across the whole camera line, including compact cameras, a year later. Audiophotos could be taken with a point-shoot-and-hold action in which users would simply hold the shutter button down to record sound after the click. Releasing the shutter button at the end of a recording then stored the audio (WAV) file inside the image (JPG) file for later playback when the image was displayed. Additional albummaking software allowed users to add and mix further voiceover or music recordings with the original ambient sound photographs in audioslideshows that played like movies on a computer or TV screen. Although these features were enjoyed by HP customers, the resulting audiophotos were difficult to share with others because standard image viewers and HTML pages did not play embedded-sound jpg files. This meant that audiophotos could not be emailed to others or posted online in a way that would allow them to playback the sounds. For a variety of reasons, HP pulled out of camera manufacture in 2007. Since then, only a few other companies such as Casio, Nikon, Ricoh, and Samsung have experimented with similar features, mainly for voice annotation of images. HP also developed the idea of an embedded media storage chip, called HP Memory Spot, that could support the playback of sound from paper. Although this invention was announced in 2006 it has yet to be commercialized, and perhaps reflects the movement away from paper-based viewing of photographs and other documents.

[image: ]FIGURE 28.2: The audioprint album (left) and audioprint player (right) prototypes.

Despite the limited commercial success of audiophotography inside HP, a number of other university and company research groups have continued to develop the core ideas and technology. Indeed, a review of these developments over the last ten years, shows that it has taken this long for the industry to find a suitable platform and format for audiophotographs which fits into current online media sharing practices. This format is the digital story, recorded on a smartphone and stored as a video (MPG) file (Frohlich 2015). Digital storytelling as a movement started in San Francisco in the late 1990s from the digitally mediated performances of the late Dana Atchley. Dana's colleague, Joe Lambert, subsequently developed this approach into a community film-making process to help ordinary people tell personal stories in pictures and sound (Lambert 2002, 2013). A typical digital story comprises a series of old photographs with accompanying voiceover, and plays like a short documentary film of about two minutes. Such stories are essentially audiophoto albums or narratives, similar to the one-to-many audiophoto sequences observed in the original audiocamera trial. However, unlike audiophotographs, digital stories have traditionally been made using video editing software on desktop computers. This is relatively time consuming and requires a good deal of technical and artistic skill—hence the need for community training workshops. Further innovation was therefore needed to move this activity to a mobile device and make it much easier to do without extensive training.

One approach to making digital stories on a mobile device is to integrate voice recording into photo album software for tablets. This was first done in the StoryTrack prototype by researchers at Ricoh Labs and Stanford University (Balabanović, Chu, and Wolff 2000). Use of a tablet PC for browsing and sharing digital photographs locally was itself novel at the time, and attracted positive feedback in its own right during an evaluation of the system with sixteen users. Additional voice recording features allowed users to record spoken conversation or narratives on a series of photos to keep for themselves or send to others. The resulting digital stories were less sophisticated than those made with video editing software and lacked multiple sound tracks and special image transitions. However, they were easy to construct after only 10-15 minutes of free-play practice. And yet, tablets did not fully take off as a photo-browsing platform for another ten years upon release of the Apple iPad in January 2010. So this method of assembling photo narratives with voiceover was never really exploited in the intervening period.

Another approach to mobile digital storytelling was to support audiophoto narratives on the fast-emerging cameraphone platform. In 2006 I had an opportunity to work on this at the University of Surrey as leader of the StoryBank research project, with Nokia Research as our technical partners. Our field partners were two NGOs based in southern India called Voices and Myrada, and residents of the village of Budikote, 100 kilometers east of Bangalore. The aim of the project was to support local information sharing in rural developing communities with low levels of textual literacy. To do this we created a simple way of assembling audiophoto narratives on a Nokia N80 featurephone, and allowing their wireless transmission (via Bluetooth) to other phones and a community repository (story-bank) with a public touch-screen display (Frohlich et al. 2009a). Figure 28.3 shows the interface to the story creator application running on the mobile phone and the story repository interface running on the touch-screen display.

[image: ]FIGURE 28.3: The story creator (left) and story repository (right) interfaces developed on the StoryBank project.

The story creator application allowed users to assemble up to six images and a synchronized sound recording of up to two minutes long. Before saving the story, users classified its topic with topic icons agreed locally by residents of Budikote village. Topics included agriculture, health, education, and social life, and topic icons could be used on the repository to filter a swirling collage of index photographs for each story by any combination of topics. Village residents recorded 137 stories in a one-month field trial at the end of the project. These amounted to community news of different kinds, including practical information on farming or legal issues, health information, and adverts for local goods, as well as cultural information about local events and religious myths. The mobility of the phone compared to the tablet in Balabanović and colleagues' study (2000), meant that users could take field photographs and recordings together, as on the HP audiocameras, and incorporate ambient or musical sounds as well as voiceover narrative. Ambient sounds and live commentary were sometimes used to document local events such as religious festivals, which themselves contained ambient music. In general, the community appreciated the digital story format as a more expressive and economical medium than video on their phones, and a more democratic channel than community radio, television, or newspapers for exchanging local knowledge and information in pictorial form (Frohlich et al. 2009b). Follow-up work in South Africa resulted in the release of an Android open source version of the story creation app called Com-Phone (Frohlich et al. 2012). This was part of the Community Media (Com-Me) toolkit, launched at the Royal Geographical Society in July 2012.

Although these design experiments were conducted outside the traditional Western context of pervasive photography and internet connectivity, they still serve to demonstrate the feasibility of supporting lightweight digital storytelling on mobile devices and some of its creative and expressive advantages over standard photographs and video. Photo narratives make good storyboards for audio narratives, and can be further enhanced with ambient sounds and music if those can be captured or imported easily within the same creative system. Subsequent research has begun to explore the role of mobile digital storytelling for intergenerational communication and child learning (e.g., Bonsignore et al. 2013), but the bigger developments have been in the commercial realm of smartphone and tablet apps. The app model of software development for these platforms has encouraged a raft of both audiocamera and audiophoto narrative apps, together with associated websites and social media services. In July 2015 there were at least twenty audiocamera apps and eighteen audiophoto narrative apps on the market, supporting different hybrid combinations of photographs, sounds and video (see tables 9.1 and 9.2 in Frohlich 2015). Examples of audiocamera apps include Audiosnaps, Speaking Photos, PicSpeak, PbotoVoice, Voisnap, Photo Speaks, Picle, Audio Photos Free, and Foundbite. Examples of audiophoto narrative apps include Flipagram, Shuttersong, Roxio MediaBook, U Messenger, Shadow Puppet, Blurb Mobile, Digisocial, and Clipagram. Most of these are from small companies but the entry of larger companies like Adobe (with Adobe Voice) and Samsung (with Samsung Sound Photos) adds further credibility and critical mass to the trend toward new kinds of multimedia photography in the future.

FUTURE TECHNOLOGY 1—NETWORKED PHOTO DISPLAYS

In the above section we have seen how digital photographs can be combined quickly and easily with each other and with sound recordings of various types to make audiophoto narratives and digital stories. This extension of single image capture can be seen as one way of highlighting the significance of capture-moments, and bringing out the meaning of experiences which might otherwise be lost in the rising flow of images captured chronologically over time. In this section I want to consider another way of highlighting important images by framing them for display in the home. This behavior is undergoing radical reconfiguration as screens slowly replace paper as the dominant medium for photo display.

Many advances have been made in supporting photo visualization and browsing activities on different displays. For example, early work by Kuchinsky and colleagues at HP Labs on the FotoFile system (Kuchinsky et al. 1999) and Bederson at the University of Maryland on the PhotoMesa system (Bederson 2001) has now been supplemented by a range of more or less exotic ways of visualizing and organizing collections on desktop, mobile, and tabletop displays (e.g., Shen et al. 2004; Chiu et al. 2008; Hsu, Jumpertz, and Cubaud 2008; Williamson and Brown 2008; Hilliges and Kirk 2009). Manufacturers of operating systems on each of these platforms have now built in photo browsing applications utilizing techniques from these research prototypes, such as the ability to zoom in and out of a chronological sequence of images in hierarchical time chunks (e.g., in Apple "iPhotos"). However, for the purposes of this section I would like to note these innovations but bracket them off, as ways of manually browsing and sharing large passive image collections in efficient and enjoyable ways. For the most part they are systems for doing the deliberate photowork required to archive images and then share them with others, either locally on the same display or remotely on other displays (Kirk et al. 2006). Online sharing of photographs is now a new feature of modern photowork on social networking systems like Facebook that also have their own photo browsing facilities.

In the rest of this section I would like to concentrate on another class of more dedicated photo displays, which are beginning to replace conventional photo frames in the home. Initially these were stand-alone devices with local storage and settings for the speed at which a collection of photos is presented in a rolling photo slideshow. Increasingly, they come with built in wi-fi networking and the ability to fetch or receive larger numbers of photos from remote devices or servers. Such digital photo frames are replacing printed photo frames in the home, especially as prices fall and functionalities increase to make them more proactive rather than reactive. Similar ambient photo display capabilities can also be given to desktop computers, tablets, and smart televisions in the home, in standby or screen-saver modes when they are not being used for other things.

The importance of such technologies cannot be underestimated in relation to traditional practices of home photo display, since they significantly influence what might be called the home curation of photographs. Home curation has been defined as "the means by which photographic representations of individual household members are coordinated—or 'curated'—across the home environs to portray the household-at-large" (Durrant et aL 2009a: 1011). Such curation can be considered part of what Chalfen (1987) calls "home mode pictorial communication" and involves "exhibition events," in Chalfen's terms, to show off photographs to family and friends. Traditionally, this has taken place within the home through the display of printed photographs in disposable (loose) form, in frames, in albums, and in "rogues gallery" collages (Drazin and Frohlich 2007; Swan and Taylor 2008). Mothers have typically taken the lead in these activities of family portrayal, which conform to certain conventions and expectations to represent family members equally and in a positive light (e.g., Chalfen 1987; Rose 2003; Drazin and Frohlich 2007). Through a series of studies with families undergoing digitization of photo practices, Durrant and colleagues have shown that mothers appear to be losing their grip on home curation (Durrant et al. 2009a, 2011). This is partly through the democratization of photography as younger family members begin to take and curate photographs on their cameraphones, and partly through new digital technologies that are more accessible to teens and fathers in the household. Consequently there is a developing fragmentation and personalization of the family photo collection, and intergenerational tension between children and parents in how photos are curated.

With these tensions in mind we explored a number of novel photo display ideas with colleagues at Digital World Research Centre, University of Surrey and the Socio-Digital Systems Group, Microsoft Research Cambridge. Abigail Durrant led this design exploration and subsequent testing as part of her PhD work (Durrant 2011). In a future vision of networked photo displays in the home, three devices were designed, built, and exhibited at the Computer Human Interaction conference in Florence during 2008 (CHI '08). In fact these were provocations of issues in photo display created through critical design of the artifacts themselves (Durrant et al. 2008). Each display was a kind of window on a central home archive of photographs accessed over a wireless home network and had some interaction with another display in the group. Their physical forms at the exhibition are shown in Figure 28.4. Photomesh was a wall-mounted circular display showing a collage of photos selected randomly from the archive, but sensitive to touch interactions which enlarged selected images and situated them in their chronological context for browsing. It also acted as a hub for lightweight uploading of images from portable devices connected to the archive. Pbotoillume was a portable photo frame for single image viewing. It was imagined to be solar powered and sensitive to the lack of light such that it fades to black if moved into relative darkness, with a replacement photo from the archive being displayed on further exposure to light. The longer a photo is displayed on Pbotoillume, the more prominent it becomes on Photomesh. Photoswitch was a freestanding frame having two display regions and a sliding door that obscures one side or the other at any given time. The photo behind the door fades to black over fifteen minutes, at which point it is replaced by another randomly selected photo from the archive. However the fading photo can be revived within this period by sliding the door open again, at which point it fades up to its original brightness and then gets replaced by a random photo. Once a photo has been removed from Photoswitch, it is placed in a queue for display on Pbotoillume. The design raises issues about the curatorial control of photo display in a home comprising multiple displays and people, especially when photographs can move between displays in unusual ways.

[image: ]FIGURE 28.4: A trio of home photo displays: Photomesh (left), Photoillume (middle), and Photoswitch (right).

In subsequent empirical work, the use of Photoswitch was evaluated in a small-scale field trial with four families having teenage children (Durrant et al. 2009b). More specifically, Photoswitch was used to display two small collections of twelve photographs each provided by the mothers and teenage daughters (aged 17-18) of these families, on each side of the sliding door. Mothers and daughters were asked beforehand to each provide six photos that portrayed themselves and six photos that portrayed their family. The device was then left in each household for about a month before participants were interviewed about their experience. The findings revealed a number of things about the home display of photographs in general, and the difficulties and opportunities afforded by Photoswitch for their home curation. In the first case, all families appreciated the ability to see their digital photographs on public display around the home, in contrast to being "locked away" inside personal devices. Such display was often a trigger for personal reminiscing and social discussion of the events they brought to mind, between family members but also with visitors to the home. For this reason, the location of the display was important as well as who was allowed to see it. Photoswitch tended to be positioned in public areas of the home like the kitchen, dining, or living rooms, although teen participants also wanted their own personal displays in their bedrooms. Regarding home curation, Photoswitch was valued for the way it encouraged mothers and daughters to share their personal and family photos with each other, through equitable movement of the sliding door. However, both groups were somewhat uncomfortable with the display of the more personal photos on a shared display, and daughters were careful in selecting photos they thought would be acceptable to their mothers. This reflected a continued orientation to mothers as managers of home curation, even when content is supplied by other members of the family. Mothers themselves were also less motivated to display personal photographs of themselves and did not want personal devices in their bedrooms. Finally, the veto-based control of photographs on Photoswitch was useful for minimizing the time that disliked photos were on display, and for leading to surprising connections between collections. However, it was found to be inefficient for maximizing the display of what became the favorite photos in each household.

The prioritization of favorite photographs and the management of multiple collections on photo displays, were themes taken up in two further explorations at Digital World. These resulted in the Pearl and 4streams prototypes respectively (Figure 28.5). Pearl was designed for the display of ambient photo collages on an interior wall of the home, based on the new class of miniature pico projectors (Jansen, van den Hoven, and Frohlich 2014). 4streams was a more conventional photo display in a frame, showing a simultaneous time-lapse stream of photographs from the smartphones of four close friends or family members (Zargham, Ćalić, and Frohlich 2015). The design of both devices attempted to address the very large volume of photographs people now capture and "consume" in the home, but in a couple of different ways.

[image: ]FIGURE 28.5: The Pearl (left) and 4streams (right) photo display prototypes.

Pearl was motivated by an experience of the first author in bringing back 1,206 photos from a trip to Indonesia, and explored in four cycles of design iteration. In the early cycles it became clear that prioritizing photographs at capture time would be useful for later indexing and display of the collection. This was suggested through the possible support of an "Iconize" gesture on a smartphone or camera TCD, involving an upward flick of the thumb over the image. This would have the effect of turning it into an "icon photo" by which a group of photos could be indexed. This idea was carried through to the later display of a collage of photographs that could again be prioritized to remain on the display through simple gestures. This led to the suggestion of photographs as a kind of living media with a natural tendency to fade to black and eventually disappear from the display, unless maintained through continued interest and manipulation. This echoes the design of fading behavior in Pbotoillume and Photoswitch, but with more sophisticated support for rescue. A final design of the photo projector supported a dynamic collage of just six overlapping photographs and four gestures to interact with them:

	Touch a photo—to enlarge it and bring to the foreground
 	Centralize a photo—to swap with the middle photo and ensure it is there tomorrow
 	Remove a photo—drag off-frame to trigger replacement by a new photo
 	Refresh the collage—wave over the whole display to replace all photos together


A small-scale evaluation of the system revealed that participants liked the viewing of photos in-the-large on a wall surface. However, they wanted the brightness of the image to be higher, especially as the projector was moved away from the wall. Several participants also remarked on the nostalgic connection with old slide projection technology and events. Some aspects of the dynamic replacement of one photograph by another were liked, and the delete action was indeed the most popular control gesture. However, trial participants also asked for more photos to be displayed in the collage, additional positive selection of favorite photos, and the saving of particular collages for later use.

The 4streams prototype continued this exploration in many ways by considering how to handle other people's photographs on a home display, as well as your own. The system was inspired by the notion of a visual Twitter system in which photos from a remote friend serve as poetic "tweets" on a local display with no accompanying explanation. It was designed to run on a Microsoft Surface tablet as an ambient photo display for four streams of photographs, shown in each quadrant of the display. This was implemented through Facebook by adding the 4streams system as a Facebook friend, and slaving its current display status to a physical device. This design lent itself to maintaining a visual and social connection between one owner and three other remote friends or family members. The fact that images are displayed live in real-time as soon as they are sent by others gives it something of a videoconferencing feel. However, long pauses in each stream make it feel more like a conventional photo display with a static image collage that changes unpredictably, and the build up of photographs "behind" each quadrant creates a synchronized photo archive. This can be browsed in lock-step across all four streams, through forward or backward time-lapse photo animations whose speed can be increased logarithmically to compress time (Zargham, Ćalić, and Frohlich 2012; Zargham and Ćalić 2014).

The strongest value of 4streams was as an ambient display for connecting an extended family. This was discovered in a field trial with a single extended family of mother, father, and two daughters aged 5 and 8 in one household (sharing one display), and a grandmother/grandfather and adult niece with their own displays in two other countries (Zargham, Ćalić, and Frohlich 2015). Within the seven weeks of the trial the father took the two children to stay with their grandparents and returned home alone before the mother went to join and collect them for the return journey. Both parents tended to be the main authors of photos, but grandparents and children tended to be the main consumers. Children would often check the display for changes and report new photographs to each other and their parents or grandparents locally, triggering conversation around the display as a conversation piece. This is similar to the findings of O'Hara and colleagues at Microsoft Research (2012) with their 4pbotos prototype, which displayed photographs from the Facebook pages of dinner party guests on a four-sided photo display for the dinner table. In general, the trial showed great promise for different configurations of multiphoto streaming displays, working across the households of close family members. This is beginning to be realized in commercial products which promote networked photo displays as a way of communicating with elderly relatives, or keeping up to date with friends (e.g., https://www.joinloop.com/; www.mindings.com;www.sonamba.com).

DISCUSSION

A cursory search for the "future of photography" on the web reveals articles and blogs about the future of cameras, and numerous adverts for camera equipment and photographic services. The most thoughtful of these articles point to the field of computational photography involving the processing of images "behind the scenes" to enhance or extend their appearance in different ways. However, these are technological predictions rather than sociotechnical ones, and lack evidence from prototyping and testing in the real world. In this chapter, I have tried to show that some of the new technologies being explored in the photographic domain are not from camera companies, but are from ICT companies and universities interested in the processing and use of images once captured. This moves us into new territories of multimedia photography and photo curation that are establishing new possibilities for home videography and photo display. In the design-oriented field of human computer interaction, new interactive systems are being prototyped and field-tested on a modest scale, to provide a window on the future of domestic photographic practice when exposed to interventions of different types. Whether or not these interventions get to market in the form of commercial products, they tell us a lot about current preferences for various technological functions and the likely reconfiguration of existing practices around them. What we have seen challenges the future of family or domestic photography as we know it, which by definition is about the capture and display of photographic images within the family or home (Holland 2009: 130; Sarvas and Frohlich 2012: 5). Let us consider each concept in turn, in relation to the technologies just reviewed.

While digital cameras and cameraphones capture photographic images, they also have the capability nowadays to capture sound and video as well. Experiments in the hybrid design space between photos and video have shown great value in the combination of sound with individual "audiophotographs" as well as in the audiophoto narrative form of the "digital story." Voiceover was a key sound type for conveying the personal interpretation and meaning of images, but ambient sound and music were also found to be attractive for capturing the atmosphere of events and conveying the emotion of the moment. These values go to the heart of why people take images to remember the past, communicate with others, and reflect identity (Van Dijck 2008). Their realization in a suite of current multimedia capture apps on smartphones suggests that photo, sound, and video integration will become more commonplace in the future, with corresponding implications for online as well as offline photo-video sharing (Frohlich 2016). Against the backdrop of 128 years of snapshot photography dated from the launch of the first Kodak consumer camera in 1888, this is a radical prediction. It suggests that photographs as a core unit of representation may be expanding. We are already becoming familiar with the short-video clip, photo-message, and photo-posting with accompanying textual annotation and responses. In the future, this may expand further to the talking-photo or photo-story with accompanying ambient sound or music. Whether or not this is defined as a new kind of photography, or simply a combination of photography with other activities is a point for academic discussion. The studies I have reviewed here indicate that people themselves are ready to embrace sound and narrative as part and parcel of their image capture and sharing activities. This also affects photo display.

Current photo displays are marketed to families for the display of photographs in the home. However, we have seen that the design of such displays relies on the sequential presentation of multiple photographs in series, and that the authors of these images may vary within and between homes. Compared with traditional practices of assembling family photo albums and inserting printed photos in frames, this new paradigm differs in several important ways. First, it reduces the reliance of the family on a single "chronicler" of family photographs such as the mother of a household, and allows other members of the family to contribute their own images and perspectives on family life. Second, it allows for a greater turnover of photographs over time and a more physical exposure to family members and visitors in the home. This led to tensions and conversations about the appropriateness of different images for different audiences and locations in the home, and serendipitous encounters with the family archive (e.g., Durrant et al. 2009b). We also saw how this raised issues for the control and timing of image presentation and movement across multiple displays. A third aspect of networked photo displays that challenges traditional practices, comes with the sheer volume of images that can be handled. New techniques are under development for the large-scale display of multiple photographs simultaneously, and the handling of images as living (or dying) media, subject to prioritization and maintenance over time (Jansen, van den Hoven, and Frohlich 2014). Finally, the possibility of displaying concurrent photo streams from other individuals or households, challenges the boundaries of the family album or archive and the focus of domestic photography on family representation (e.g., Zargham, Ćalić, and Frohlich 2015). Photographs are becoming both more personal and more distributed at the same time, leading to broader communities of photographic practice. One of these appears to be the extended family, which will soon be able to keep in touch and represent itself across multiple households on networked photo displays. But other communities include close friend networks and online communities of interest at both local and global levels. This can already be seen on photo websites such as Flickr which have photo-interest groups organized by content. In the future, these might be manifested physically in the world through photo displays configured to connect you to a photo-community of choice, and to communicate your membership and involvement on the walls of your home.

Returning to the theme of this chapter, we can now say that the transition from capture to use of images is being brought about by the very proliferation of capture with digitization, and the need to distinguish one image from another in the kinds of ways an album and frame did for the family. Annotation of the image with other media, including one's spoken voice, is one way of doing this. Physical display within a collage or stream of media is another. Cameras and displays are still critical technologies in this process, but their capabilities have increased to such an extent that they now support a variety of media types and a flow of media across people, time, and space that was simply unimaginable in the age of film. Understanding and improving flow in digital photo ecosystems is an important topic in this new age, both for technologists and designers, but also for ordinary families trying to accommodate to the realities of ubiquitous photography (Hand 2012; Neustaedter and Fedorovskaya 2009). When there are too many photographs on your camera, the job of photography becomes one of combining, contextualizing, and sharing them.
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Hayashi, Masumi,442
Hayes, Patricia,419, 422
Heartfield, John (Helmut Herzfeld),481-2
Hegel, Georg Wilhelm Friedrich,45, 46, 162

Heidegger, Martin,81, 154, 155, 157, 162, 167

Heilbrun, Françoise,38
Heinecken, Robert,37, 473
heliochromes,469
Henner, Mishka,145
Henrotte, Hubert,485
Herbert, Robert,52-3

Here Comes the New Photographer! (Gräff;see Gräff, Werner)

Here Is New York (exhibition),509 (see also 9/11 terrorist attacks)

Herold, David,217-19
Herschel, John,469
Hershel, William,468
Heyman, Abigail,66
Hidden Witness (exhibition),282
Hill, (Rev.) Levi L.(see hillotypes)
hillotypes,469
Hine, Lewis,33, 124, 435

Histoire de la découverte de la pbotographie (Potonniée),29-30

Histoire de la Photographie (Lemagny and Rouillé),38

History and Theory of Photography Research Centre,13

history from below,56, 69
history museums,248, 509

History of European Photography 1900-2000 (Macek),407

History of Photography(Eder; see Geschichte der Photographie)

History of Photography (journal),2, 27, 126

History of Photography(Lemagny and Rouillé; see Histoire de la Photographie)

History of Women Photographers (Rosenblum),62

HIV/AIDS crisis,427
Hobsbawm, Eric,44
Hochová, Dagmar,393
Hockings, Paul,125

Hoffer, Candida,141
Hoffmann, Jens,435
Hollins Coar, Valenica,62
Holmes-Bates viewer,45 8
Holmes, Elias Burton,467
Holmes, Oliver Wendell,275, 456, 458
Holocaust,68, 80, 171, 176, 508

Holy Land,190, 354, 355, 360, 362, 459, 460

hooks, bell (Gloria Jean Watkins),278, 279, 443

Horkheimer, Max,7, 103

Dialectic of the Enlightenment,103

Huang, Qingjun,382
Hulton Archive,265

human computer interaction (HCI),549-50, 560

human interaction, and photography,129, 227

human perception,48, 155, 329
human rights violations,434, 539,
human vision,31, 48, 457
Hussein, Qusay,220
Hussein, Saddam,220
Hussein, Uday,220
Husserl, Edmund,81
Huygens, Christian,463
hyalotypes,460
hydrotypes,469

ID photos,50, 158-9, 220, 222-3
identity of photography,30, 51, 56, 61
identity photographs(see ID photos)

identity politics,43, 55, 61, 62-6, 68-70, 225-32 (see also stereotypes)

illusions,163, 156, 462

Illustrated London News (magazine),198, 477, 479

Illustrated Melbourne Post (newspaper),339
illustrated press,416-19, 476-87

Illustrations of China and its People (Thomson),371

Illustrirte Zeittmg (magazine),477, 479, 480, 481

im Thurn, Everard Ferdinand,5
Image (journal),35
Image Atlas (project),446
image bank446
Image Matters (Campt),287
Images and Enterprises (Jenkins),242
Images of Information (Wagner),125-6
imaginative geographies,86

immigration,145, 164-6, 220, 225-6, 414, 540-1

Imperial War Museum,507
Imperialism

American,284
experience of,13, 336
period of,7, 187, 335, 355, 467
photographs in historical discourses on,67

Impressed by Light (exhibition),39

indecisive moment (concept),398 (see also decisive moment)

Independent (newspaper),300
indexicality,24, 80, 102-3, 264-5

iconic,147-8
performative,90

information age,155, 167, 221

Information and Communications Technology (ICT),303, 548-50, 560

Ingelevics, Via,496
injustice,124, 278, 311, 342, 442
innocent eye,284
instant photography,472-3, 452
instant viewing and erasure,516
Instant Vision,33

Institute for Social Research,6-7, 44, 46, 49, 103

Institute for the Study of Totalitarian Regimes,396

Institute of Archaeology in London,201

Institute of Art Photography (in Czechoslovakia),399

Interaction Design,549, 550

International Association of photography and theory (IAPT),13

International Centennial Exhibition in Philadelphia,360

International Center of Photography,443

International Communication Association (ICA),125

International Defence and Aid Fund for Southern Africa (IDAF),417, 418, 419

International exhibition of pictorial photography (exhibition),29

International Union of Anthropological and Ethnological Sciences (IUAES),125

International Visual Literacy Association (IVLA),125

interpersonal relations,70, 89, 210, 226, 227
interval photography,129
iPad554
iPhone,315, 488
Iraq War,145

Iron Curtain,391, 399
ISAD(G) (archival descriptive standard),524
itinerant photographers,425, 535
Ives, Frederic E.,470

Jackson, William Henry,33, 47
Jager, Gottfried,146
Janson, Horst Waldemar,283
Janssen, Pierre Jules Cesar,237
Japanese photographers,385, 386
Jarcovjáková, Libuše,395, 404
Jasanský, Pavel,401
Jenkins, Reese,242
Jesuit atelier,357
Jeu de Paume,486

Jistoty a hledáni v české fotografii 90. let (exhibition),401

John Whiting Collection,353
Johnson, Lyndon,35
Johnston, Frances Benjamin,284
Joly Colour Process(see Joly, John)

Joly de Lotbiniére, Gaspard-Pierre-Gustave,189

Joly, John,470
Journal Illustré (newspaper),478
Journal of Visual Culture (journal),126
Journalists' Unions (in Czechoslovakia),399
JR,144
Judge, Joan,384
Julien Levy Gallery(see Levy, Julien)

Kafka, Franz,395
Kaisebier, Gertrude,284
kaleidoscope,456
Karsh, Yousuf,483
Kertész, André (Kertész Andor),30, 395, 481
Kessel, Dmitri,483
Kessels, Erik,145, 535
Keystone View Company,461-2, 484
KGB,397

Khorshid, Alexandre (Iskander) and Joseph(see Kova brothers)

Kilburn, Edward and Benjamin West(see stereoscopy: Kilburn Brothers Stereoscopic View Company)

Kippin, John,300
Kircher, Athanasius,463
Kirstein, Lincoln,28, 29, 30
Kodak,258, 294, 341, 451-2, 472, 536

1888 Kodak box,34, 79, 242, 561
Brownie,341, 537
Instamatic452

Kodachrome,462, 472, 536
Kodak Picture Tower,472
Pavilion,472

Kok, Nam422-3
Kolář, Viktor,393, 396
Korff, Kurt,481, 482, 483, 485
Kornfeld, Kurt,482
Koudelka, Josef,393
Kova brothers,360, 362
Kracauer, Siegfried,171, 172, 177
Krakow, Stanislas,478
Kramer, Hilton,47-8

Krauss, Rosalind,45, 54, 102, 286, 433, 487, 507

Krikorian, Garabed,360, 361, 364
Krikorian, Johannes,361-2
Krikorian, Najla (nee Raad),361
Kromskops(see Ives, Frederic E.)
Kruger, Barbara,37,63, 279
Kučera, Jaroslav,393, 401
Kuhn, Thomas,241
Kumalo, Alf,417
Kurdi, Alan,164-6, 320
Kyncl, Ivan,397-8
Kyndrová, Dana,393, 396, 401

L'âge de la photographie; de Niepce á nos jours (Braive),47

L'Arc (journal),61
L'Illustration (magazine),477, 479

La chambre claire (Barthes;see Barthes, Roland: Camera Lucida)

La nouvelle bistoire de la photographie (Frizot),38

labor of photography,79, 260-1

Lacan, Jacques61, 106, 108 (see also psychoanalysis)

Ladies Home Journal (journal),471
Lambert, Joe,553
Lamda,382
Land, Edwin H.,472
Langa, Sebastião,422
Lange, Dorothea,124, 173, 283, 442, 483

Langenheim, Frederick and William(see stereoscopy: American Stereoscopic Company)

lantern slides(see magic lantern)
Lao zhaopian (magazine),382-3, 384, 385
Larsson, Lors (Lewis),356
Lartigue, Jacques-Henri,36, 537
Laruelle, Francois,119
Lasswell, Harold Dwight,215

late photography (concept),141, 428
Latino photography,444
Laudy, Louis H.,465
Laurence King,3 8
Lawler, Louise,37
Layard, John,88
Lazarus, Jason,535-6
Le Blon, Jacob Christoph,468
Le Goff, Jacques,171
Le Gray, Gustave,354-6
Le Monde 2 (magazine),486
Le Secq, Henri,354

Leary, William(see, archives: Archival Appraisal of Photographs)

LeClerq, Louis,355
Lee, Anthony,442
Lee, Nikki S.,64-5, 445
Leen, Nina,483
Leeson, Lorraine,146
Légékian, G.,362
Lehnert & Landrock,356
Lemagny, Jean-Claude,38
Lerebours, Noël Marie Paymal,354
Leroux, Alexandre,355
Levine, Sherrie,63, 279
Levison, Wallace Goold,465-6
Levitt, Helen,33, 283
Levson, Leon,416-17, 418
Levy, Julien,28-9, 30
Liebenberg, John,421-2

Life (magazine),33, 417, 478, 482-4, 485, 533, 539

Light Gallery (in New York),472-3
Lincoln, Abraham,217-19, 275
Lindt, John William,344
linguistics,50, 104, 105
Linke, Armin,92
linotype machine,482
Lippmann, Gabriel,471

Lissitzky, El (Lazar Markovich Lissitzky),482

literary criticism,67
lithographs,104, 236, 462
Liu, Zheng,382

Live Photos (Apple iPhone camera feature),549

Lloyd, William,458
Lomographic Society International,304
London bombings,319, 488
London Photographic Society,247
Long, Richard,143
Lorant, Stefan,481, 482, 485

Lounsbery, Edith C.,466
Lucas, (Captain) Augustin,338
Luce, Henry,482
Lumiére, August and Louis,470-1
Lutterer, Ivan,395
Lynes, George Piatt,28
Lyons, Nathan,35, 36
Lyotard, Jean-Frangois,103, 159

The Postmodern Condition,103

Macek, Václav,401
Machel, Samora,422, 423
magic lantern,456-7, 460, 463-8, 473

American Lantern Slide Interchange,465
Beseler Eclipse Stereopticon,465
Chicago Lantern Slide Club,464-5
color photography and,469-70
London Lantern Society,465
Magic Lantern Journal (journal),466
Magic Lantern Society,468

Optical Magic Lantern Journal (journal),465

Magnum,66, 258, 400, 435, 484, 485, 486, 509

Magubane, Peter,417

Maison Bonfils,355-6, 357, 359, 364, 365 (see also Bonfils, Félix)

Maison Garrigues,356

Making of the English Working Class (Thompson),44

Malraux, André(see musée imaginaire)
Man, Felix H.,480-1, 482
Manet, Édouard,46

manipulation, photographic,10, 100, 148-9, 313-15, 321, 516 (see also death of photography; post-photography)

Mannes, Leopold(see Kodak: Kodachrome)

Manual of Archival Management (Schellenberg),514-15

Mao, Xianglin,375
Mao, Zedong,380
Mapplethorpe, Robert,285
MARC (data structure standard),524
Marcuse, Herbert,7, 103, 156, 436
Marey, Etienne-Jules,244

marginalized subjects,62-6, 69, 71-3, 74-5, 103—4, 227-30

Marien, Mary Warner,2, 27, 38
Mariette, Auguste,191
Market Photography Workshop,421

Marx, Karl,7, 255 (see also Theory of photography: Marxist approach)

Mary Ann of Ulmarra (Mary Ann Cowan),344-5

Mass culture,7, 8, 141, 209, 277, 298
Massumi, Brian,163, 278-9

Masters of photography, creation and critique of,27, 36, 48, 69, 283

Matson, Eric,356 (see also Eric Matson Collections)

Maurisset, Theodore,236
Maxwell, James Clerk,469
Mayall, J. E.,534
Mayer, Ernest,482
McAllister & Brother,464
McAlpin, David,29, 33
McAvoy, Thomas D.,483
McCauley, Anne,27, 52-3, 54

A.A.E. Disdéri and the Carte de Visite Portrait Photograph,52

Industrial Madness,53

McDonough, James William,470
McGinley, Ryan,142
McGraw-Hill,35
Mead, Margaret,124
Meatyard, Eugene,146
medical photography,244-5

medium specificity,38, 39, 102, 147-8, 172, 403

according to Beaumont Newhall,30, 37, 100

Meer, Fatima,420
Mees, C. E. Kenneth,30
Meiselas, Susan,66, 71, 473
memes,167
memory,

boom,68, 69, 74
collective,84, 318, 407, 520
connected,318
Indigenous,348
Institutions of,521
public,73^4
shared,73, 424
social,525

Merleau-Ponty, Maurice,81, 89
metaphysics,155
meteorology,244, 245
Methods and Aims in Archaeology (Petrie),192

Metropolitan Museum of Art (Met),38, 39, 195, 496

Metz, Gordon,418
Mexican Museum in San Francisco,444
Meyer, Pedro,445
Meyerowitz, Joel,438-9

Meyers, Elijah,356
Michals, Duane,37
microscope,236, 247
Microsoft Research Cambridge,557, 560
Microsoft,265, 549, 559
Middle East, early photography in,354-7
Miethe, Adolf,470
Milla, Edward,496
Miller, Lee,285
Miniature Camera Club of Philadelphia,298
Mirrors and Windows (Szarkowski),37
Misrach, Richard,437
Mission Héliographique (project),525, 354
Mitchell, W. J. T.,171-2, 314, 439-10
Miyatake, Toyo,442
#MobilePhoneNow (exhibition),509
Modotti, Tina,28
Moffatt, Tracey,342

Mofokeng, Santu,412-13, 418, 420-1, 424, 425, 429

Mohanlall, Bobson Sukhdeo,424

Moholy-Nagy, László,28, 30, 31, 48, 150, 384

Painting, Photography, Film,28

Mole, Arthur,445
monuments,189-90, 216, 354, 460, 466
Moravian Gallery (in Brno),394

More American Photographs (exhibition),435-6

Morel, Gaëlle,28, 486
Morolong, Daniel,424-5
Morris Hambourg, Maria,28
Morris, Errol,440
Morris, Robert,80
Mothers of the Plaza de Mayo,222-3
motion picture,32, 472
Moucha, Josef,399
Moutoussamy-Ashe, Jeanne,62

moving image,132, 134, 135, 315, 488 (see also motion picture)

Mozambique, photography in,422-3
Mrázková, Daniela,391, 393, 399, 400
mugshots,347, 375 (see also ID photos)
Muholi, Zanele,427-8
Multimedia Messaging Service (MMS),551
Mulvey, Laura,63, 106, 279

Münchner Illustrierte Press (magazine),481, 482

Munkácsi, Martin,481, 482, 483
Muray, Nickolas,471
Musée d'Orsay,37, 39
Musée de l'EIysée in Lausanne,292

Musée de Quai Branly in Paris,348
Musée des Arts Décoratifs,29
musée imaginaire (concept),506-7, 508
Muséum national d'Histoire naturelle,495
Museum of Decorative Arts (in Prague),395

Museum of Modern Art (MoMA),4, 8, 53-4, 505

and Beaumont Newhall,26-7, 29, 100-1, 283, 505-6

and Edward Steichen,220-1, 506
and John Szarkowski,54, 100-1, 283

and photographic historiography,30-7, 54, 283

Family of Man (exhibition),60-1, 173, 220-1, 506

Murals by American Painters and Photographers (exhibition),29

New Documents (exhibition),36, 283

Photographer's Eye (exhibition),36, 100, 102

Photographs of nineteenth-century American houses by Walker Evans (exhibition),29

Photography 1839-1937 (exhibition),4, 22, 30, 100, 505

Photography into Sculpture (exhibition),80
Pictures by Women (exhibition),285
Power in the Pacific (exhibition),34
Road to Victory (exhibition),34, 506

museums

collections,80-1, 277, 399, 493, 494, 507
ecosystem,502, 505, 508, 510
photographers,494, 495, 496, 497, 498

Muybridge, Eadweard,30, 33, 244
Miizenberg, Willy,281

Nachtwey, James,473, 486

Nadar (Félix Tournachon),28, 53, 55, 100, 354, 478

Nagatani, Patrick,442
Namibia, photography in,421-2
Namibian (newspaper),421, 423
Nancy, Jean-Luc,444
Nanyang Industrial Exposition,375
Narcissus,154
narrative poverty, of photography,101
Naseef, Fareed,356

Nationaal Museum van Wereldculturen (in Leiden),348

National Gallery in Bulawayo,424

National Gallery of Art in Washington (NGA),39

National Geographic (magazine),198

National Museum of Photography, Film, and Television,239

National Museum of World Cultures in Leiden(see Nationaal Museum van Wereldculturen)

National Press Photographers Association,488
National Security Agency (NSA),440
Native American Graves Protection (law),504
Native American identity,502
Native American rights movements,500
Native Americans,495
natural sciences,196, 235, 236, 237, 239
Nauman, Bruce,142
Nazi Germany,482, 541
Negretti & Zambra,459
Negretti, Henry(see, Negretti & Zambra)
Neorealism,89
Nesbit, Molly,53-4, 55

networked photo displays(see digital photography)

Neue Sachlichkeit,48, 104
New Deal,435

New History of Photography(Frizot; see La nouvelle histoire de la photographie)

New Left,44

New Media,132, 155, 201, 301, 508, 509, 549

New Objectivity(see Neue Sachlichkeit)
New Vision,2, 48, 481
New York Graphic Society,35
New York Review of Books (magazine),274
New York Times (newspaper),488
New York World's Fair,462, 472

Newhall, Beaumont,4, 22, 26-39, 100-2, 283, 505-6

Newhall, Nancy,29, 33
news

coverage,156, 198, 488
photography,476-89
reportage,371, 479, 481, 485, 486

as evidence,156,

in Czechoslovakia, Czech Republic and Slovakia,400, 401

social media and,315

New Yorker (magazine),65, 439
Newsweek (magazine),486
Newton, (Sir) Isaac,468
Ngilima, Ronald,424-5
Nickel, Douglas,285

Niépce de Saint-Victor, Claude Félix Abel,469

Niépce, Nicéphore,47, 216
Nietzsche, Friedrich,104

9/11 terrorist attacks,434, 438-41, 509, 539, 509

Noriega, Chon,444
Novelties Exhibition in Philadelphia,470
Nunn, Cedric,428

O'Sullivan, Timothy,33, 525
Obama, Barack,155, 158, 443
objectification,71, 161, 284, 338, 373
objectivity,67, 68, 79, 86, 99, 105, 156

in archival theory and practice,515, 518
in modern science,241-2
in social sciences,122
New Objectivity(see Neue Sachlichkeit)

Occupy Wall Street (protest movement),320, 434, 436

Octavius Hill, David,27, 29, 48, 100
October (journal),43, 61, 102, 280, 433, 437
ocular-centric cultures,154
Odalisques and Arabesques (Jacobson),355
Official Portrait,217, 539
Okiek Portraits (exhibition),86

Old Photographs(magazine; see Lao zhaopian).

old photographs,82, 176, 344, 353, 519, 553
Olin, Margaret,71, 89-90, 108

Touching Photographs,89, 107

Omar Pacha,477-8
Only Skin Deep (exhibition),275, 285, 443-4
Open Britain,225-6
Opie, Catherine,109, 443
oral history,88, 231-2, 343, 419, 423, 540

Oriental Institute at the University of Chicago,194

Orientalism(Said; see Said, Edward)
Other Acropolis Collective,202
Other Camera (exhibition),424-5
Othová, Markéta,403
Otto Bettmann Archive,484
Ottoman Empire,202, 217, 477
Ottoman Empire, photography in the,353-65
Ottoman Pavilion at the Paris Exhibition,357
outer space,216
Owens, Craig,63
Oxford University Press,35

Pace Gallery (in New York),472
Pacific War,173
Paglen, Trevor,144, 149-50, 440-1
painting,101, 142, 143, 147, 294, 506

painting, backdrop,376
Panama-Pacific International Exhibition,375
Panofsky, Erwin,45
paparazzi,485-486
Parada, Esther,433-4
Parks, Gordon,285, 483
Parr, Martin,145, 300
Parry Janis, Eugenia,52
passport photographs(see ID photos)
Peignot, Charles,30
Peirce, Charles S.,80, 487
Pepe, Dita,404
Pereira, Manoel,414
Peress, Gilles,66
Performing for the Camera (exhibition),39
Personal Digital Assistant (PDA),552

personal photographs,70, 224-5, 427, 488, 558 (see also domestic photography; social media)

perspectival view,154

Petrie, William Matthew Flinders,192-3, 196, 197-8

phantasm,162, 163
phantasmagoria,463—4
phenakistiscope,456
Philadelphia Museum of Art,27, 3 8
Phillips, Christopher,8, 36, 505
Philosophy of Photography (journal),2, 332
photo boom,35, 43, 51
photo elicitation,88, 130-1, 533, 537

photo essay,66, 132, 417, 420, 428, 478, 483—4

Photo-Secession(see Stieglitz, Alfred)
photochromoscope,470
photogenic drawings,31, 468
Photoglob,356
photograms,31, 146

Photograph as Contemporary Art (Cotton),139, 142, 145

Photograph: A Social History(Braive; see L'âge de la photographie; de Niepce á nos jours)

Photographers at Work (Rosenblum),124
Photographers on Photography (Lyons),36
Photographers' Gallery (in London),496

Photographic Histories in Central and Eastern Europe (conference series),13

Photographic History Research Centre (PHRC),13

Photographic Museum of Humanity (virtual museum),509-10

Photographic News (journal),237, 238, 239

Photographie (magazine),30
Photographic et Société (Freund),49
Photographie Zoologique (catalogue),495
photographies (concept),331-2
Photographies (journal),2, 67, 126, 332

Photographs, Objects, Histories (Edwards and Hart),85

Photography & Culture (journal),2, 67, 126, 332

Photography & Society(Freund; see Photographic et Société)

Photography and the American Scene (Taft),22, 33, 47

Photography as Activism (Bogre),435

Photography for Archaeologists (Cookson),196

Photography Refrained (Burbridge and Pollen),2, 301

Photography Until Now (Szarkowski),48, 62

photography-based research (in the social and behavioral sciences),129-34

Photography: A Cultural History (Marien),2, 38

Photography's Other Histories (Pinney and Peterson),85-6, 337

photogravure,31, 360, 500, 501, 502, 504 (see also rotogravure)

photojournalism(see news)
photometry,216
photomicrography,247
photomnemonics,171
photomontages,481-2
Photoshop,145, 147, 148,321,487

Photothek of the Kunsthistorisches Institut in Florenz,520

Picasso, Pablo,45
pictorial paradigm (and post-),139, 146
pictorial records,189, 514-15

pictorialist movement (also pictorialism),31, 34, 79, 104, 279

Alfred Stieglitz and,29, 32

amateur photography and,294-5, 298, 301, 416

sociology and,5
straight photography and,27

picture editor,301, 302, 417, 476, 482, 489
Picture Post (magazine),417, 481
Pictures of the Year (contest),264
Picturing Place (Schwartz and Ryan),86
Picturing Us (Willis),278, 443

Pimp My Ultrasound (smartphone app),315

Pinney, Christopher,67, 83, 85, 86, 89

Camera Indica,83
Photography's Other Histories,85-6, 337

Pitt Rivers Museum,346-7, 348, 494, 504
Plato,156-7, 162-3, 167
Pó, Ignacio,414
Polaroid

Corporation,295, 472-3
Polacolor,472

Polaroid Corporation Photography Collection,472

Polaroid photograph,534
process,452

Polin—the Museum of the History of Polish Jews (in Warsaw),509

politics of dissemination,144, 146
politics of seeing,243, 274
Polker, Sigme,145-6
Pollock, Griselda,107, 279, 532
Poolaw, Horace,442
Poole, Deborah,83, 89, 174, 337, 354

Vision, Race and Modernity,83

popular culture,106, 261, 427, 476, 510

scientific photographs and,245-8

Pospĕch, Tomáš,403, 406-7
post-medium condition,147-8, 266
post-mortem photography,69

post-photography (concept),13, 516, 150, 310

and art practice,150

era of,266, 292, 314, 516 (see also death of photography)

Post-Photography (Shore),139, 145

postcards,106, 129, 130, 353, 362, 464

animated,462

in domestic collections,533, 534, 537, 540, 541

museums and,502, 507

postcolonial scholarship,330-1, 335-6
postcolonial studies,56, 61, 67
Potonniée, Georges,29-30

power,50-2, 60, 62, 65-7, 330, 433-4 (see also surveillance and control)

archives and the discourse of,517-20

relations,216-23, 342-3, 348, 358-9, 416-19

Prague Spring,392
Praha objektivem tajné policie (exhibition),396
Pratt, Mary Louise,503
Pre-Raphaelite Lens (exhibition),39
Prekop, Rudo,398
Prentice-Hall,38

Primate Visions (Haraway),243
Prince, Richard,37

private photographs(see personal photographs)

Prokudin-Gorskii, Sergei Mikhailovich,470
Propaganda

military,171
news as,33
photographs as,214, 386, 399, 506, 507
socialist,404-6, 481

proppaNOW (artists collective),347
Prostor (magazine),400
protests,209, 214, 221, 231, 434, 436
providential photography,141
Prussian blue printing process(see cyanotype)
psychoanalysis,50, 60, 61, 63, 102, 336
public history,301, 531, 540

pure photography,27, 100 (see also straight photography)

Qawanji Ngurku Jawiyabba,342
Queen Victoria,217, 457, 531
Queen Xai Xai of Sofala,414, 428
queer politics,23, 215
queer studies,56

Raad, Khalil,360, 361-2, 364
race

and the history of photography,273-7, 281-3, 283-5

critical theory of,103
Race Studies,56, 243, 245, 441-2
whiteness,284, 285, 286

RAD (archival descriptive standard),524
radio,100, 257, 265, 555
Radost,400
Rafman, Jon,145, 438
Ranciére, Jacques,107
Rangel, Ricardo,422-3
Rauschenberg, Robert,37, 506
Rawle, Graham,301

Ray, Man (Emmanuel Radnitzky),28, 31, 33, 54

re-photography,129-30
real estate pictures,127
real socialism,395
realism

and avant-garde experiments with photography,104

as a critical aesthetic,436
in historical photographic sources,181
photography and,1, 31, 99, 144, 256

quality of photographic,31, 36, 100, 247, 264, 376

in news photography,483, 264

social media photography and,313, 322

Red Army Faction,219
Reflex (magazine),400
refugees, photographs of,65, 71, 145, 171
Regards (magazine),482
regional photographic scholarship,329

Reisner, George A.,193-4, 195, 196, 197, 201
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