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I his issue beging the 24th vol-

ume of exposure, and it introduces several changes in the
editorial policy and design of the joumal. exposurs is now
being distributed in book stores and musewum shops across
the couniry, and preliminary reports indicate that it has
been very well received in many locations, If exposire
has mot ye1 appeared in your sres please contsct the Man-
aging Editor, Ino Cook

I am now handling the editorial duties of expo-
swre, and | would like to reileraie my commitment to the
agenda that Jan Z. Grover and | developed two years ago,
As she put it in her editorial, “Fundamental questions
about the teaching and practice of ant photography. .. edito.
rial, advertising, photojoumalistic, political and scientific
photogriphy . questions aboul interpreting, promating, col-
lecting, and marketing photographs, have not been ad-
dressed, either within the Society or our culture 3t large™
{exposure 22:3, Fall 1984). Although the last six issues
o exposure addressed many of these concerns, there is
clearly much more to be said and done. Feminist theory
and perspectives will continue 1o appear on an ongoing
bhasis in exposure. 1 will also solicit articles on mon- Amer-
scan and non-Western photography ., as well as manuscripts
that deal theoretically with video, photography-related per-
formance art, and “new media.” Amd | continge fo havpee
that more SPE members will express themselves directly
i the journal through articles, book reviews, and letters.

Having co-edited exposure for almost two years,
I hold few illussons about the amount of work that editing
entails, For this reason, and becanse a joumal of quality
should reflect more than the perspective of a single editor,
I have assembled an Editortal Board which will advise me
abowil masuscripts and future directions. | selected mem-
bers of the Board with several criteria in mind: | 1) owistand-
ing achicvemenils in the field; (2) expertise in several areas
of photography and related disciplines; (3) experience in
dealing with manuscripts, either as writers or editors. The

mames listed below inchade photographers, critics,
curaioes, educators, historians, and theonists who, collec-
tively, ably represent our diverse and changing field

Keith Davis

Photographic Historian

Curator, Fine Arts Collections, Hallmark Cards
Kansas City, MO

Manha Gever
Editor, The fadependem
Mew York

Andy Girundberg
Photography Cratic, Mew York Times
Mew York

Estelle Jussim
Professor, Simmons College
Boston, Mass

Catherine Lord
Dean, Califomia Instituie of the Ars
Valencia, CA.

Esiher Parada
Artist and Professor
University of Ilinots, Chicago

Terence Piits
Librarian and Curator
Cender for Creative Photography

Jim Pomseroy
Imterdisciplinary Artisi
San Francisco, CA.




Allan Sckula
Prefessor, California Institute of the Arts
Valencia, CA.

William Sao
Professor, University of Texas
Aasstin, TX.

Anne Tucker
Curator, Houston Mussum of Fine Ars
Housion, TX.

In the future, each submitted manuscript will be
sent 1o o1 beast two readers for their advice and suggestions.
| will pass along the readers’ comments 1o the contributors
regardless of whether a manascript is accepted or rejected.
We hope that the Editorial Board will thus serve an edu-
cational Tanction by assuring contribuiors that some of the
leading authorities in the country will be reviewing their
writing.

The Board and | will work wgether o creale 3
climate conducive to theoretically cogent and sophisticaed
discourse — a discourse that fully reflects the complexities
and potentials of our medium today.

David L. Jacobs
Editor




The following essay will appear as an Afterword 1o the
republication of William Stor” s Documentary Expression
and Thirthes America (/973). The new edition will be pub-
lished in May, 1986, by the University of Chicago Press,

I here is only one question |'ve

beem asked more than once about this book: “How did
Yol come o wrie iF

The answer begins: “Mecessity,” | was an Amer-
ican Studics graduate student af Yale in 1970 and had 10
write o dissertation. IT possible, | wanted it to be & wseful
piete of work. | remember asking A.N. Kaul, ane of my
favorite teachers, what he would write on, were he in my
shoes. He laughed and sasd | reminded him of Raymond
Weaver, who, in about 1920, asked a colleague at Colum-
bia University what 1o write a book on and was told to
look into & forgotten ninctcenth century sea wriler named
Melville. Kaul chuckled, “1 haven't a Melville up my
sleeve.”

At furst | thought | was going to wrile on the
shift in American reading habits from fiction bo nonfiction,
The New Journalism was then at zenith, and though [ was
a literature student. | was more interested in it than in the
scademic and Postmodern fictions of the time, 1 found
that, according 10 publishers” statistics, Americans staned
buying mare poafiction that fiction suddenly, in the 1930s.

That decade interesied me becanse | was broaght
up on its myths. My parents had been leflists then; my
father, who became a Wall Street banker, said hearing
John Strachey speak would have made him a Communist
if he hadn't already been a Socialisa. Many of the kids in
my high school were also children of the Left, and in the
halls between classes we sometimes threw around the old
phrases: “petty bourgeois revisionist,” “capitalist lackey,”
“dialectical obscurantism.” | was borm in 1940 and knew

I had grown wp in a peculiar world; I suspected a good
parl of the reason lay in the 1930,

The ant of the thirties appealed to me. From 1964
1o 1968 | had bt & cultural officer in Adrica for the 1.5,
government and had worked with joumalists, photogra-
phers, painters, broadeasters, and documentary film,
Doing propagands | became interested in how it worked,
Thirties art and expression offered a wide field for pro-
paganda research,

As | got imo the Depression decade [ foand |
had connections with it | hadn't knewn about. One of my
aunts was Clinch Calkins, whom | made ibe central figure
of & chaper in my book, She had died several vears before
I cared v know the fascinating stuff she could have told
me:; how Harry Hopkins worked (she was his ghostwriter:
part of his 1936 Spending 1o Save: The Complere Story of
Feltef echo her 1930 bestseller, Some Folls Won't Wark),
and what the Federal Writers” Project headquarters was
like {she was close 10 Henry Alberg, the FWP direcior:
he went t0 a party at her house the night he was fired).
discovered that two of my parents’ chosest friends, John
Fischer and Robert Thorpe, had worked for the PR division
of the Farm Security Administration, collaborating and
fewding with Foy Strvker.

Mew fricnds came forward io help. While | was
irying to read James Apee and Walker Evans’ Ler Us Now
Fraise Famows Men, Richand Warch, our upstairs neighbor
(and now President of Lawrence University), sasd be had
gotten by know Evans, who taught in the Yale an school.
Hik and | were preparing 1o tesch different sections of a
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seminar on greatl books in American culture, and he said.
“I'm assigning Famous Mea. Why don’t you assign it,
and we'll get Evans to come talk 10 our classes™

Walker Evans { 1903-75) wai to be my book's
unannounced hero, but for a long time | didn’t know this.
Though | kearmed a good deal from his question-and-answer
session with Bik's and my classes on Apnl 9, 1970, we
didn'1 become fricnds them. Al coffee afterwards, be was
tired and remote. 1 gathered be wis in the throes of separat-
ing from his second wife. | made sappy atlempis (o win
his afention; his eves blinked with indifference. like an
owl's. | ihoaght 1°d get no more kelp from him.

Nime moaths Later. | resd abowt his retrospective
at the Muscum of Modern Art. The master of Yale's Cal-
heoun College, R. W _B. Lewis, and his wife, Mancy, mvited
ey wife, Jane, and me to a cocktail party honoring Evans,
and for once | did something smart: | went to New York
and saw the retrospective bafore the cockiml pany.

Among the Let Us Now Praise Famous Mea
pictures in the show were a namber never seen before,
including the family portrait of the Gudgers that accom:
panbes this article. 1 looked at this picture. then moved
down the line looking af the two or three nexl pectares
withowt really seeing them, then came back and stared o2
the Gudger picture. my head walling with astonishment.
I knew the picture had never been published or exhibited,
el | somehow felt it b 1o exist: it was what Ler s Mow
Proise Famous Men was really about,

At the cockisil party Dick Lewis introdusced me
to Evans, explaining that my disseniation invalved his and
Agre's book, Evans tumed me his gnim face, eyes half
chosed, | didn't tell him we had met before. Instead 1 sad
I had seen his retrospective and been particularly stnack
by the porrait of the Gudgers. 1 think it son of explodes
the book,” | saad,

Evans® eves opened slowly, and [ felt that for
the firsl time be saw me. “Really™ be said. “1 hadn’t
thoughet abouat it. What do you mean™

I was afraid 1 had gose o far, suggesting that
a picture nol in the book called the book o question,
but | had no choice. | gave him an early version of the

argument that | give in my book and that here accompanies
the picture (se¢ page 11).

“That's very imeresting,” Evans said. “Not that
| imtended it. S6ill, you see it — it must be there.”

I asked him the history of the pacture, how i
had come 1o be made.

“It was that sharecropper fellow. He was con-
slantly after me...." Other people had come up to lalk
with Evans, “We should discuss it.”

“I'd bove to,” 1 said.

Three moniths later Walker came to dinner, and
afier dinner he, Jane, amd | ook cur conversation 1alo the
living room and fumed on a @pe recorder.

Walker"s mood that night wees elated and energe-
tic. He was detached from his marmiage, off alcohol, and
on an anti-depressant. These changes, and his increasing
cebebrity, made his last years in many ways the best {“This
is really my youth™ he once fold us). His conversation
that might and lnter taught me sboul much more than his
photography and Ler s Now Praise Famous Men. [0asghi
me how 1o evalusic all documentary work, It faught me
how 10 be dispassionate toward the passions of the thirties.
In raught me that ihe right way o live with what other
people call success is as indifferently as one lives with
what they call failure.

Here is a small anthobogy of Walker's comments
om maiters relevant to my book. He made most of these
comments during his visit to Austin in March 1974, six
months after the first edition of the book appeared, but
there are some carlier comments [ kept out of the book
because | thought Walker would prefer they not be pub-
lished in his lifetime. | pablish his remarks on James Ages
now because recent Agee biographics have implicated
Evans in Agee's bizame sexual behavior.

O the lifestyle of the intelligenisia in the 19305
compeared with 1970, “Ten o'clock and we're sober! If
this were thirty years ago, we"d all be drunk by this time.”

On Agee's saving that he amd Evans con-
templated having group sex with the sharecropper womes,
“1 blbush and squinm every time | read that. God! Inthe
first place, M wasn't in my mind at all. Agee never men-
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“But that has 1o do with Agee and the fashion
of the time. This was part of the first sexual revolution,
and the violation, the innoceni violation, reached cnommous
proportions. Everybody by role went fo bed with every-
body clse, and the result was an emotional desert and
confusion,
"l say ‘everybody’: | mean all the “advanced”
people — always. All the sophisticated and emancipared
and educated people.”

On writing a biography of Agee. "1 would like
b0 spend five years on a book not to be published for one
handred years. It would contain things unthinkable — bt
the: man.”

On Agee's commitment fo treth. “He had an
outsized combativeness and an immoderate supply of
maral indignation, not stopping short of violence — in
fact, capping it with violence. | once saw him hit a woman
over the head with a chair becanise she sasd she faked an
orgmm. He was so shocked by this dishonesty of the
woman and her naiveté, not knowing what she was doing.
He was drunk. He could have killed her,”

On ks FSA work. ] was inerested, selfishly,
in the opporumity it gave me to go sround and use the
camera. | did anyihing | pleased and ignored what | was
expecied 1o do. If | got an order from anybody saying,
'Th:'uh’elq:nu!w:h:t.gumdmwhil.'
I'd tear it wp and pat it away. Such a bore: | wouldn't
tomacty it."

O being shown a picture of an FSA housing
developmens for relocated sharecroppers in Georgia and
sl the prcture wers by him, “No? Is it?... Well, you know,
| was expected to do that, and once in & while | woubd.
And thes — it’s the reason | was dropped — 1 just said,
“I wom't do that anymore. 11 you want to record government
housing and toot it up, | won't do it."™

On whether he was “trying to be a journalis™
o the Let Us Now Praise Famous Men projecr. “No, |
was irying to be myself. | cenmainly didn't want 1o be what
amyhody else wanted me to be,”

On Roy Siryker. head of the FSA photography
i, “Sryker was a politican, although be was a linde
bypocritical or self-deloded: he thought he was doing
something idealistic, wo. There was an idealistic atmos-
pleere in the New Deal, and & lol of people felt they were

doing some sor of “uplifting” work. He had me in a rage
all the time, because | was working for a man whose
intelligence I didn't respect,

“Well, there is always going to be someone over
us who's an ass. The thing is 1o igeore him."™

On kis retaining possession of some of the pic-
twres he made while working for the F5A. 1 laid it down.
I said I'm going to do il Sirvker knew that [ had his
number and could see through him, and he was very inse-
cure. | took mean advantage of that.

“Well, he goi his revenge. Finally one day he
got a liide sorry for himself and threw me out.”

Ch “manipulaiing” things or people to make a
beirer documentary photograph. =1 find a howling emor
in composition, becawse something is in the wrong place,
und | leave i ihere. Cod arranged that; | wouldn'i osch i

O s soctopolinical views. “The peoblem s one
of staying oul of Left politics and still avoiding Establish-
menl pallermns. . ..

"I would not politicize my mind or work, in
spite of the fact that this is now a very political ume, as
the thirties were, The apostles can’t have me, [ don't think
an ariist is directly abbe 10 alleviate the human condithon.
He's very interested in revealing it,™

O photographing the disadvantaged. *1 do have
a weakpess for the disadvantaged, for poor people, bat
I'm suspicious of it | have o be, becawse that should not
be the motive for aristic or sesthetic action. IF it is, your
work is either sentimental or motivated toward “improving
socety,” let us say, | don't believe an artist shoubd do that
with his work. If he does, if you weep over a picture or
a piece of writing, that's bad. Jean Cocteau of all people
= you may not sdmire him very muech — but he once
said, ‘Real feeling is drawn from us not by a sad spectacle
but by the miracle of something domse perfectly.” Yiou want
i hear it in French? “Les bonnes larmes ne nous sont pas
trées par une page iriste, mais par le miracle d'un mot
en place."™

a4
Much as it had been thity years before,

documentary was fashionable in the 1960 and carly 1970s.
In photographs, dispatches. amd TV reports, it exposed




America's racism and called into doubt our war in Soath-
cast Asin

| started writing this book lsic one moming in
Jume 1970, as rain was falling from New Haven's milky
sky. Yabe had been shut down by the killings o Kent Stase
and the rial of Black Panmther leader Bobby Scale.
Everyone expected violence. A curfew was in effect.
Rumor ran that a black man opposing the Panthers had
been besien up. A bomb was found pear an elementary
schiool.

Some Yale stsdents on the sireets outside my
window had hoped 1o goad the police into an sttnck; they
got a few whiffs of icar gas. A much larger number of
students on the streets, in T-shirts and faded jeans, carmied
expensive cameras; they wanted an aftack o they coubd
take its picture. These students believed in documentary.
They believed a vivid firsthand record would tell the world
something important — even, perhaps. trensfomung.
Many of us believed this then,

Do we believe i now? | don't think so. Most
documentary now is of the S0 Mimmles sort: fa1s presenied
&5 enterizinment, presented not for their impomance bt
for our amusement. Since 1970, television has invended a

19

documentary fomm even bess responsible than what appears
on & Minsies and its clones: the docudrama. In a docu-
drama, reality is iaken over by aciors, who tarm achaal
evenls inbo soap Operd.

Thanks to &0 Minutes and the docudrama. two
of the theoretical points | labored to make in my book —
that documentary deals with the emotions snd that a
documentary can be manipulated in the way a fiction can
— afe now clichés taaght in kigh school.

Reading my book mow, | am proud and sad.
Proud because it is hetter than | had any right 10 expect.
Sl becawse | lefi stones umbarmed (1 still see the places
where | cheated, wsually by pretending to mone knowledge
than | had), Sad because of Walker's death, and because
Jane and 1 didn't respond as thoroughly as we should have
to his friendship. Sad because the young man who wrole
this book is a betier person than [ am now: a harder worker,
maore patient, more volnerable,

1 could mat mow wrile a book like this as good
as this.
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Evans made this piciure early in his and
Agee’s stay ai the Godgers” because George Gudger
wanted it. George had Evans take a number of pletures
of the family st vartous times, and Evans obliged, since
this was a way of gaining their favor and of putting
Ibtm more ai ease with the camera.,... George pul the
children — Gesrge Jr., Burt, Squinchy, Louise — on
a bench behind which siood the adulis — George him-
sell in the middle, Annie Mae to his lelt, her sister
Emma io his right. They all faced forward, sguiniing
in the huge light of an Alsbama sammer msrning, and
smiled at pesterity in separaie ways,

George Jr., sitting on the bench down right,
grims wryly, his head cocked to the side, His hair is
parted in the middle and slicked down; this, his grin,

Walker Evans, The (Gudeers on Sumday

and his tough-guy nose give him the inconpruous look
of a subteen Mencken. He wears o pair of overalls (his
newer pair: they have cuffs with reom for him to grow),
and his feet are bare. Burt and Squinchy stand on the
bench at center, Squinchy propped with his mother’s
hands. The picture has taken tos long geiting made,
and their smiles have soured. Squinchy frowns down
at the bench fop. Burt grimaces furiously with his EVES
shut against the sun. Louise sits viery straight on the
left edge of ihe bench, Her hands are folded, fingertips
Just touching, in the lap of her cheap starchy dress.
She wears new sneakers, Her smile is keen, inquisiive,
arwd Fadnd. Standing behind her and to the center. Annbe
Mae positively beams — a wide shy grin with her mouth
clased. She wears u cotton print dress in a floral pattern




with scoop neck and large ruffled collar (a dress Agee
curiously did not describe). Her shoes, adult versions
of a girl's maryjunes, are brightly polished. Emma
smiles with tense good humor. Her mouth is open and
somewhat uneasy. We see why when we look at George,
the picture’s central figure. He ks combed and freshly
shaven, wears & clean white shirl open at the throat,
and has a plug of tobacco in his breast pocket. He is
mﬂmmwhm&m.ﬂk
is here, above all, powerful. He eyes us frankly, in an
attitude of nonchatant — though by no means indiffe-
rent — command., He rests his arms, with a propriciary
heaviness, on the shoulders of the women beside him.
{Emma doesn't know what to make of this: above the
walst her body leans toward him; below, it stays dis-
creetly stralght.) This George Gudger needs no one’s
pity: he is the master of the brood and relishes his
foriune

This family portrait may come to be acknow-
ledged the classic photograph of Let Us Now Praise
Famous Men. For just as Agee and Evans' book exposes

the limitations of thirties documentary. it reveals the
limitation in their book. They commended the Nall bo-
manity of their subjects, but they did not fully disclose
it. Evans showed George Gudger's unshaven hangdog
{ﬂ::ﬂunﬁylllﬁtﬂrﬂ.bﬂﬂ“ﬂuﬂulm
which told the world he was cock of the walk. Agee
described George as “clumsy and shame-faced ™ around
Emma — a bungler who hadn't the nerve to kiss her
p-dhyt.}ktuulll:um'hlmmnmlhl
George could so casually embrace his pretty sister-in-
law. The portrait suggests that Agee gently sccentuated
his subjects’ poignancy: he would bet George have his
ﬁummmumﬂmmam.m
nol sboul two pleased and handsome women.

The poriralt ks too much for the book as the
book stands: it explodes it. Evans no doubt realized
how subversive of his and Agee's social purpose such
lmnmddh;ﬂhuhdnﬂdlhnﬂiuh
1936, he glanced at it and put it aside without bothering
to strike a print. He forgot about it until he came across
the negative in the late sixties while preparing his
Musenm of Modern Art retrospective. “1 was quite
amared when | saw it,” he says. He now could judge
it without concern for its palemical value, If the photo
m;ud.lhﬂuduﬂmlﬂh:npuﬂudhm

as they liked, even misleadingly so. The photo was good.

A casual viewer may misunderstand it, but
not someone who has read the book. The reader can
see behind the banal beauty of this family's Sunday
mhmm&mnmﬂw.ﬂc
pﬂtﬂmhﬂﬂﬂuﬂrﬂlﬂdwmﬂﬂv
mmwmummm
water or sanitary facilitics, this decently dressed on
little money, this self-respecting in coonomic servitude,
this genthe despite their hardships — just smiling &
they smile. Whereas Arthur Rothstein fell he had to
trick his subjects into giving him *““true” expressions
rather than “Sunday-snapshot smiles,” Evans suggests
that the truth will inchede the smiles. A great deal b
hidden in those smiles, and for once what ks hidden is
almost hard to sce. Annic Mae's closed-mouth grin is
a mark of & reserved, self-delighting character, an en-
hancement of her beauty; one docs nol notéce that it is
@ curtain for her missing tecth.

The Gudger family portrait is the final and
mmmnumm*mﬁuw
mwmdﬁqmmldhwwmm:
to sce the Gudgers honestly yet as they really want (o
be seen. And it succeeds. Evans says thut were there
to be another revision of the pictures in Let Us Now
Praize Famous Men he would pat it in.

Excerpled from Documentary Expression and
Thirties America

EWilliam Swot1, 1986 All Rights Reserved
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Photography - Education — Theory

Siman Watney

This article is based on a seminar led by the author af the
Departmeni of Cultural Studies, the University of Trent,
Ontario, tn March 1983. It firss appeared in Screen, Jan-
wary-February 1984.

A]m-:rugh degrees and diphomas
in photagraphy are offered in Britain exclusively from
polytechnics and colleges of Further Education, this initial
instifutions] wniformity guaraniees nothing concerning the
sctual object of study, We may, however, distinguish be.
teeen those courses which have been developed within
e particular local wraditions of krissez-faire an education,
and those which set out 1o produce students whose work
i% geared lowards the various commercial market-places
of photography. Both types of course owe their existence
t0 the complex institutional begacy of nineteenth cenary
education, with its careful hierarchical polarisation of ‘art’
from mere “craft’ and ‘industry.” Af the same time both
articulate their pedagogic intenticns from the equally com-
plex history of the ways in which photography has been
theorized, since its invention, from the divergent perspec:
tives of differemt areas of practice ardd employment — in
oer words from the specialized ‘professional
Meclogies.”' To begin with, we should note that it has
always been assumed that there exists a unitary “thing,'
photography, which may be taught. But while it is evident
hh&murm&mudueqmd:w of tech-
mical competence from students, it is also apparent that
there is no comsensus concerning what these studenis are
spposed 1o do with their skills, of how they might move
from any one area of practice to another. Quite the reverse.
For deeply suppressed within the course-outlines offered
Iy the would-be sistent of photography is the entire spec-
trum of uses 1o which the medium is put, the conflicting
Beoretical “explanations” of these uses, and the specific
sequired photographic idendities which accompany them.

In this contes “theory” is almost invariably un-
deritood as a rechmical category, covering the study of
sasilometry, photo-chemistry, and so on. In this dominant
wsage, theory is regarded as an aspect of practice,” quite

distinct from whatever course of studies has been devised
1o complement the acquisition of technical skills and know-
how. For it is a fundamental requirement of all such courses
that they provide the stadent with some kind of ‘com-
plementary” studies, since it is assumed that the photio-
grapher is a distinet iype of person, fundamentally ‘nonin-
tellectual,” whose manual and visual talents are in need
of compensatory academic instruction. It is at this proand
that the two types of course begin (o take on cleasly defin-
able and frequently incompatible characteristics.

The student o a “non-vocational” coarse will
thus be introduced 1o those historical and critical discourses
which are 1o frame and make semse of his or her work,
These are structured around the pivotal figure of the Fine
Artist, and operate in such 3 way that the student will
come 1o “recognize’ his or her work and identity in serms
of the familiar sesthetic discourses of self-cxpression, in-
movation, creativity, ond so on, These values are snchoned
in & historical model of The History OF Photography which
endlessly privileges the isolated figure of the pholopioneer,
strugggling against vague but determined odds to establish
4 unsque “vision® of the world, and to impose this on a
necessarily abstracted and equally unspecified audience,
The student is thes encouraged 1o aspire 10 membership
in this same pantheon of epochal photographers, in such
i wary that the very sense of social Balstion-cum-superior-
ilrwhkhmhmmhnmmi:mudbymm
and students alike as further evidence of appropriately
individual penius.

This framework of complementary studies is
matched in “practice’ by a curriculum which sets shadents
endlessly in competithon with ome another around the famil-
iar circuit of photographic categories in which he or she
15 expected 10 shine — documentary, landscape, portrai-
tare, and s0 on. It is in these terms, and through these
seemingly discrete categories, that the student’s work will
finally be assessed. In each case 3 eritical discourse of
excellence, creativity, and originality is ceaselessly pro-
Jected across the field of wechnical competence, providing
the sudent with a highly sophisticated sense of what is
‘appropriate” to differem situations, as if this siemmed




Tiroem his or her “seli” as opposed o the complex mediation
of market forces, which inform the photographer’s work
at every stage in the production of a photograph, from the
choice of camera, filmstock, and printing procedures
through o the actual selection of subjects, accompanying
texts, and s0 om. Such chodces are however undersiood as
signs of immanent ‘talent” rather than the result of contin-
gent knowledge. And in this constant dialogue between
history and criticism, tutor and pupil, image and ‘reality.”
the student succeeds or fails. It is perhaps wonh pointing
out, should my iromy not be sufficiently clear, that in
educational terms examination success within such a sys-
tem is unlikely to evidence much in the way of genuinc
imellecinal schievement, and vioe versa.

The situation of the stadent who opts for a *vo-
cational’course in this period of mass unemployment 15
mo happier. He or she will be regarded with an incvitable
eve lowards commercial appropriation. Last year's hstory
of photography option provides the material for next year's
advenisement dummics. This ks perhaps marginally more
honest than the vanguardist mode] which obtains for the
pio-viscational student, who is subtly abjured 1o admire,
envy, and then supposedly completely forget everything
that has been held up as excellent, i onder (o demonsirale
his or her ‘uniquencss,” History and criticism are thus
more frankly aligned within vocational courses, since i
is asswmed that the student has already decided which area
of practice to pursue. For the student has been taken on
1o the course explicitly as an embryonic phoojoumalist,
fashion photographer, or whatever, whereas the non-vo-
cational student is secure oaly in the confidence of "artistic”
merit, The vocational student is thus provided with a mone
frankly training-oriented education, and can expect at the
beast o course in business studies of some kind, while a
non-vocationsl counterpart will be lucky if he or she learms
anything shout the gallery system. Both types al course
fend 1o be sumounded by what Stoart Hall once described
as “the sociodogy of everything,” while students are care-
fully nurtured by ‘soccessful’ figures from their chosen
arcas of professional practice. Such stisdio training is there-
fore unlikely to offer much in the way of oppositional
analyses of, say "News' photography, or Page Three pin-
ups, or Fine An practices, For behind all the discussions
of style, lighting, and so, the student s work will ultimately
be judged in relation to client satisfaction and sales retums,
in markets whose own values and practices remain ungues-
tioned,

If by any chance a lone voice from complemen-
tary studies is raised 1o problematise the criteria of profes-
shonalism which govern the studio and darkroom, it can
only too casily be dismissed as ‘merely’ academic, of
imelevant because *pon-artistic.” In this way all interroga-
tive intellectual work is automatically marginalised. And
s0, on bath types of course, the pedagogy of the market
is continually reproduced.

Both types of photographic education, however,
converge around a core key ideological issues. Central 1o
these is the assumption that the photographer is, by his or
her very nature, a purcly visual individual. This poand
cannot be sufficiently siressed. and is the crsclest and
crudest revenge of the professional and theoretscal separa-
tion of writing from imagemaking in our culture. In photo-
graphic history and criticism its dominant formulation re-
mains structured around Cantier-Bresson's notion of "the
decisive moment” — that moment which the “true” photo-
grapher alone can recognize in any given situation, the
one mament in which he or she is suppossdly most closely
in towch with thar essential sell vo which photographic
education endlessly addresses itself, the photographer’s
innate "gift’ to ‘express’ the ‘truth.’ What this system of
thought can never ask is what we actually mean by a gift,
what expression materially consists of, and whose trath it
is that the photographer is constructing.

This dominant tendency 1o letishise the ‘seemg
eve” of the “great” photographer in the discourses of his-
tory, and 1o fetishise the moment of exposing film in the
discourses of criticism, is unforianately as common on the
Left as it is in mainstream photographic education. This
i nowhere more obvious than in the work of John Berger,
fior whom *photography does not deal in constructs’ slmce,
hie clairms “there is po transformation in photography. There
is only decision, only focus.” And from a nearby aerie,
equally well feathered with Lefi-humanist pretensions,
Peter Fuller would also reduce photography to the bevel
of “mechanical process,” argaing that the central and defis-
ing work of the photographer is “arrangement,” which be
regards as “a relatively slight sesthetic skill. comparsble
tor that which we use when ondering the obpects on 3 man-
kelpicce, or tidying the room. " 11 is ironsc that the formalist
discourse of disinterested aesthetic values which such cri-
tics bring 10 bear on photography when they are usable
o reggard it as a direct political instrament, is widely shared |
within photographic education, which derives from mach
the same institutional and discursive backgrounds — Fise
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An depaniments, state an-funding agencies, and 50 on. In
this manmer photojournalises, documentary and gallery
photographers are equally taught 1o believe that their par-
ticidar aress of practice represenl some  intrinsic and
mniguely ‘truthful® essence of the medium. But it is as
absard to claim that photography has single, ‘comect,”
essence 33 o would be to make the same banal demand
of painting. or architecture, or film. It is cne sign of the
absolute poverty of mainstream photographic criticism in
Britain that such preposterously reductive ontological as-
sertions are incorporsted wholesale into the curriculam of
both vocational and non-vocational courses as well as
dominating the magazine literature for amateur and “popu-
lar’ photography .

MIhlvtmuﬁmd,Hﬁsiiptﬂupsnmmm
saprising, given the historical instirutional framework
which positions photographic education in a passive rcla-
tioes beth 1o industry and the pedagogic tradition of the
Fine Arts which relemtlessly abstract and privilege the “aes-
thetic’ over and against all other areas of experience and
aspects of signification. What should be noticed is that
this entire pedagogy of the market, with its myopic em-
phasis on the individual print, and the individual phto-
grapher, rides over the fundamental economic distinction
between professionalism and amateurism in such a way
hal these categories are rendered 1o all extents and piar-
poses immutable. Walter Benjamin's optimistic prophecy
of the 1930s that the noa-photographer would be the illit-
erate of the future has never looked less convincing.* For
more than at any time in its history photographic education
i involved in sustaining the power and miystique of the
professional, snd resisting all attempts to redefine the na-
fure of amateur photography, From the perspective of sdali
education, feminism, community politics, race relations
o whatever. This is a situation which is unfikely to distarh
the slecp of phodography lecturers any more than photo-
Fraphic multinstional executives or the owners of the ever
mushraomang phodo-processing industry, all of whom de-
pend i their different relations o one amother on the
peeservation of the photographic status gquo

I this context we should recognize that photo-
graphy b always presented certain structural problems
W entrepreneurial capitalism, as a result of the intrinsic
instability of the photograph as a commodity, given fis
infisste reproducibility. Thus photography continses to be
marketed 0 two kinds. On the one hand the process as a
whole can be sold. wgether with & range of professional

identities. On the other hand film, simple cameras and
Processing services can be marketed to the general public,”
who are systematically denied access b the relatively sim-
Ple procedures of photographic technology by means of
wholesale bombardment of professional photographic
ieclogy in the form of direg advenising, phiographic
monographs. and the whole culture of the medium. In
between the two lies the vast, uncasy reserve army of
‘amateurs,” obediently printing up their sunsets, pets, and
pin-ups in the good name of creative sell-expression amd
technical excellence, as instrucied by the copy-writers of
the legion weekly and monthly photography magazines,
which are themselves little more than advens for the mal-
timationals,

Thus phatography remains what it has alwayy
been, a parsdigmatic and exemplary model of capitalist
production, as both a Lsbour process and a syslem of val-
onzation, It is equally clear that the divisions of labar
within photography are abso divisions of knowledge and
identity, and it is at this point that photographic education
begins o make more extended sense as a sysbem which
is continually involved in reproducing ot simply @ range
of commodities in a patriarchal capitalist socely, but also
the dreams, famtasies and subjectivities which underpin i,
Any amount of sociology, Marxist or otherwise, can be
lined up behind the primary “practical’ curriculum of
ﬂmpaﬁmmw,uhnguﬂ:bukumdng
categones of vocational fo pon-vocstional and smaleur [
professional are preserved intoct. There is thus litte poing
in trying to recover ‘lost’ or *marginalised” areas of practice
such s workers” or women's or gays’ photography for
the curriculum if that cumiculum itself is perpetually
doomed 1o be marginalized in the student’s daily round
from stisdio to seminar room, and thence, decked out with
all the equipment which has survived the latest round of
education cuts, to the “real” world. For that world will
imevitably be constructed by the photographer according
to the categorics and values which she or he has been
taught 10 “recognize” — the world as an endless scenario
of poteatial assignments, each one of which only serves
to confirm the suthenticity and authority both of the stu-
dent’s “vision" and of the institation which directs it In
effet this is rather as if film wiene 1o be gt and ansessed
exclusively by “anti-realist’ avant-garde purists and televi-
sion commencial executives,

It is against this hackdrop that another tendency
in photographic education has established itself in those




few polytechnics where there is no strong Fine Art tradi-
tion, and where the comcept of photographic theory is
defended against the pressures of direct market forces.
Principal among these is the degree in Film and Photo-
graphic Art o the Polytechnic of Central Loadon {(PCL).
Al the risk of sceming 10 blow my own trampet, since |
teach on this course, | think it remains necessary (o nofe
that watever takes place at PCL proceeds from an initial
refusal o prioritize “practice” in relation to “theory” or,
fior that matter, vice versa. Wictor Burgin, who also teaches
om the course, proposes a summary of priorithes in contem-
porary issues in photographic theory elsewhere in this 1ssoe
of Screen |see Screen, January — February, 1984], bui it
is worth pointing out that the *theory” curriculum at PCL
involving peychoanalysis, semiclogy, discourse analyss
and so0 on, depends on the power, within the institution,
o define the ‘imtellectual field™ which pholographic
stadies might occupy in opposition 1o the pedagogy of the
Fine An and industrial markets. As | have suggested, this
power does not reside in the vast majority of photographic
courses. Mor. | should add, is it generally sought. In this
respect photographic theory must necessarily be as scepti-
cal concerning claims shout the ‘creative awlomomy” of
the individual photographer as it is of the working practices
embodied in the pedagogic calegones of documentary,
Fine An, photojournalism, and so on. as defined in ad-
vance by the moguls of Fleet Street, the Tate Gallery, or
wherever,

For it is the task of ‘theory’ 10 raise precisely
those questions which the aesthetics of “the decisive mo-
ment” suppress. In place of “the sociology of everyihing
we need to be able o account for the operations of the
social and the psychic in the photograph. The curmculam
miust therefore be Mexible enough to consader the historical
emergence of those discourses which make up the basic
organizing categories of photographic ‘common semse,’
as well as providing an accessible alternative to the over-
lapping discourses of seli-expression. direct perception,
artistic integrity. and valgar realizm with which most stu-
dents will be only to familiar. It goes without saying that
this cannot necessarily be o painbess process for students
coming to the course from any background. For if “theory”
i problematising those categorics from which photo-
graphic identities are constitated, then it follows that lived
ideniitics themselves will be questioned. Hence the em-
phasis on collective work, ®t least in the carly stages of
ihe course, and continuing group criticism sessions whach

provide a suppont system in which problems or difficultics
can be shared.

Photographic theory, as | have cutlined it above,
is therefore involved in a large-scale “catching up” opera-
tion, especially in relation to film theory and education,
which has already established an impressive curmiculum
around such concepls as suture, interpellation, sexual in-
vestment in representation, and sudience-oriented aesthet-
ics in gemeral. Meedless to say. the discussion of these
concepts is of critical imponance to any seriows theoretical
work on still images, work which remains simply incon-
ceivable in most pholography courses, with their continaal
displacements from representation to cither ‘the real” of
the individial photographer. Photographic theory thus di-
rects itsell towards the establishment of a debase-based
photographic culiure, on & par with that which has been
instituted in film stedics by Socicty for Education in Film
and Television (SEFT) and other organizations, And since
it remains the case that the dominant endency im British
photographic  theory and  cmiticism  represcnls
nathing less than a bizarre crossing of Bazin with
Bloomsbury, peppered with more than a dash of
Reaganomics, it is hardly surprising that there is still @
long way 1o go. For the photo-theorist is up against the
entire apparatus of reflection- and expression-based criti-
cism, backed up by one of the most profitable and resource-
ful idasiries in the modemn world. So il cur work requirs
u cenain degree of intellectual ngor on the pan of studens
and photographic educationalists alike — conceming dis-
tinctions between political and ideological strugghes, for
example, which raise serious and even “difficult’ question
ahout the very nature of photographic signification — thes
| can only conclude that such work is long, long overdue.

Endnotes

! Raymond Williams, “The Wiler: Commitment asd Alin-
e, in Morxism Today, Vol. 24, Mo, 6, (June 1950). p. 24

! John Berger, “Understanding s Photograph, ™ Selected Eray
and Articles, London, Pelican, (1972). p. 181.
Peter Fuller, “The Fatal Facility,” New Sociery, Vol 64, Mo,
Lo, (April 20, 1943, p. 10T
Walter Benjamin, “A Shor Histery OF Photography,” Seree,
(Spring 1973), Vol, 13, No. I, p. 35,
Pacere Boardien, “Intellccnaal Field and Creative Peoject,” in
MFD ¥ i (o), Knowledype and Covmtrod, Open Univerily
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Of Photography:

A Bibliography and Index
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In Sherwood Anderson's Wines-
burg, Ohia, Dr. Reely continually fills his pockets with
scraps of paper which after some weeks become hard liithe
balls. On the scraps he has written “thoughts, ends of
Boughts, beginnings of thoughts,” and when his pockets
e full of linke paper pills, he either dumps them on the
Boor or theows them af his friend, saying, "Thal s to
confound you, you blithering old sentimsentalist ™ 1 mas
admil that when Exposure’s editor invited me to submit 4
i of theses on the history of photography for publication,
Dr. Reely Nosted into my mind.

O would hope 10 see the fruits of introspection
smong the publications from a photographic oMMty
that is, some would say, narcissistic amd chauvinistic. It
# mfortunately iree, however, that the unglamouroes
Bandmaidens of scholarship such as indexes, biblio-

graphies. chronologies, and directories do not get much
support from the publishing world, For this reason_ [ am
glad for the chance to empty my pockets of this biblio-
graphy of theses. It is indended 1o expand the coverage |
pave o post-graduate rescarch in photography in “Disser-
tations on the History of Photography: An Overview. Bib-
liography, and Index” in exposure 22:3 (Fall 1984).

The Following i o selective lis of Masters® level
papers wnitic at American, Canadian, and European in.
stitulions between 1946 and 1985, I includes information
about the vear amd institution at which graduate studics
were completed, and where possible, gives the Disseria-
Non Abstraces Imternational order number. The index o
subjects and perional and corporuie names, alihough in
meast cases compiled on the basis of the title alone, provides
a primitive but valuable secess ool
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Mo manter how long my lis has become, il 5
still a list shaped by random forces. | have methodically
done my homework, stripping published indexes of cita-
tions, pillaging my way through special bibliographies,
chalting up my friends and acquaimances for leads, snuing
to department heads and in-house contacts, but the results
are undeniably incomplete. They are. as well, irregularly
distributed in terms of geography . ime, and subject matier,
The exposure reader is presumably handemed enough to
realize that no bibliography achicves a siatic perfection,

Even though the list is incomplete, the strongest
programs in photography showed the highest numbers of
entries. The University of New Mexico, which graduated
its. firt Masters student in 1965, has the most, UNM has
maintsined a high degree of commitment 1o raining phato-
graphic historians and counts among its alomni Keith
[havis, Keith McElroy, Sarah Greenough, lan £, Grover
and Bill Jay, 10 name but a few. Papers written at the
Umiversity of lowa are the second most numerows, This
can be traced 1o the influence of John Schulze, who retired
this year after 36 years of teaching.

Published sources for retrospective listings of
theses in the history of photography are primarily ihe same
as fior dissertations, so | will not repeat what | said in the
Fall 1984 issue of exposure. For current listings of theses,
several perindicals should be mentioned as sources. Uni-
versity Microfilms issues the quanerly Masters Absiracis,
published since 1969, with cumalative subject and author
indexes back to volume one. This indexing and shstracting
service is highly selective. When | searched a list of I3
photo historians and photographers, nol one appeared in
the awthor index.

Oher sources for curment theses can be found in
regular columns in the following periodicals which list
ressarch completed or in progress:

Archives of American Arr Jourmal (oRce & year)

Art Bullerin (June issue)

Ari Jowrrurl (Spring issee)

Burlingron Magazine {August issoc)

Répertoire International de la Lindroiwre de

I Arr (RILA includes the subject heading “[hs-

sertalbons” in s regular fosmat)

Another good source for current research in
graduate programs intemationally is the Newslener of the
European Socicty for the History of Photography which
lists short titkes of American and Earopean projects. The

sociely has also published two special biblisgraphies on
the subject of dissertations and theses in photography .

It is possible 1o obtain copies of European theses
through University Microfilms Imemational, They can also
e borrowed through participating members of the Center
for Research Libraries. CRL receives dissertations and
theses from about 48 foreign institwtions. which amounts
to about 35-409% of the 1otal papers written. Some foreign
papers can be purchased commercially from the series
Europdizche Hochschulschrifren, published by Herbert
Lang of Berne.

Traditionally, only a small number of copies of
iheses are produced in the United States and these &
trested semi-archivally by libraries, However, in the: Lt
twenty years it has become somewhat easier to obtain
theses through either University Microfilms, which pro-
vides photocopies, or interlibrary loan programs. In addi-
fion, several publishers have shown an mterest in academs:
papers. Under series editor Diane M. Kirkpatrick, UMI
Research Press has brought out several titles. Guarland Pub-
lishing has also taken a step in the right direction with its
weries, “Dutsianding Theses from the Countauld Instinss
of An.~

In mentioning sources for this list, | must ac-
knowledge the generous help of several individuals. None
of s works in a vacuam, even if we are forunaie enough
1 have aceess bo the resources of a grest library, Without
the efforts of Amy Doherty at the George Arents Research
Library, Syracuse University, Roy Flukinger a1 the
Humanities Besearch Center, University of Texas at A
tin, and Barbara Polowy of the Rochester Institute of
Technology Library, this list would have been considerably
shorter. | also want to thank Stuart Alexander, Jim Sone,
and Glenn Willunson for their suggestions and encourage
ment, For supplying the original spark that lead me
consider the need for indexing dissertations and theses |
want to credit bonathan Heller, whose list of disseriations
appeared in the Summer 1952 issue of the Special
Association magazine, Pictirescope.

The following is an addendum o the list of dis
sertations published in exposire 22.3 (Fall 1954). I i
cludes a large aumber of European papers culled from 66
special bibliographies issued by the European Society foe
the History of Photography. It also inchedes many diises
tations in progress in institutions in the United Staes
These papers, indicated by index numbers in italics,
included with the theses in the index that follows.
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Update List — Ph.D.
Dissertations in the History
of Photography

% Andres, llse. Der Prospektor Berthold Benecke. Ein
Beitrag rur Ennwickiung der Mikrophotographic
(Undversitit Leipzig, 1945),

S Arciero, Gianfranco. La Photographic en Framce
eatre Histoire et Littérature. Dex Origines awex Avan-

Gardes Littéraries (Universith degli Sodi, Rome,
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#% Bataille, Mary Goodvwin. The Silence of Seeing: The
Developmient of Minor White's Photographic
Theories during the R 1.T. and M §.T. Years. {Phil,
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Miinchen, 1938),
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Fetogenicke van de Samenleving. Een Sociologische
Beshowwing over Familiefotografie (Univ of Amster-
dam, 1977).
"™ Boulle, Claude. Twpagraphies ef Photomoniages
Comsructivistes (URSS, 1920.1930): Contribution d
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versid de Paris, 1981,
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Procédés Photegraphiques Anciens (Universisé de
Paris, 1980).

Y Cohen, Susan. Phorography of the Fifties, (PRD,
Bosion Univ, in progress)

™% Connor, Celeste. Picouring in a Nationalistic Mode:

Visions and Revistons of the American Envirommens

in the Painsing and Photograpivy of the Stieglits

Circle {PhD, Univ of California, Berkeley, in

Progress),
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Bildwirkumg (Freie Universitit Berlin, 1982) 46/
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Ksandr, . Sio ler Fotografti Prahy o Knih o Praze.
{Film and TV Faculty, Prague, 1978).
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en France emire 1918 er 1939 (Univ. of Toulouse,
1975).

Maumann, Francis b, Walter Conrad Arensberg and
New York Dada, 1915-1925. (PaD, City Univ. of
Mew York, in progress).
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Uppsala, 1983) Published as: Acta Universitafis
Upsaliensis. Studia Ethnologica Upsaliensia, no. 9.
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Panzer, Mary. Photographic History (FhD, Boson
Univ, in progress),
Partenheimer, Jargen. Die Skulptuor Brancusis in der
Deurung seiner Photographie (Univ of Munich,
1977h

Pauwels, Luc, Dy forografie, socislogizch belichr
{Universitaire Instellingen Antwerpen. 1979).
Peeiers, Ursula, Form und Gehalt des frlografischea
Bildes in Dewtschiand, 18391900 {(Univ. of Cologne,
1977) Published as: Stilgeschichre der Photographie
i Dewrechland, 1839-1900 (Cologne, 19790
Perlein, Gilber. Les Articulations entre la Peirture
it o Photographie, Problémes histovigues «f
exthérigues (Université de Lille, nd.).

Peters, Sarah W, Georgia (0 Keeffe and Photography,
19151930, (PhD, City Univ. of New York, in
progress).

Phillips, Sandra. The Photographic Work of Andre
Keridsz in France, 1925-1936; A Crirical Exsay and
Catalogee (PhD, City Univ of New York. 1983}
Pracek, Robin, Bizson Freres{PhD, Univ, of Calsfor-
nia, Santa Barbara, in progress).

Quitslund, Toby. The Photography of Arnold Genthe,
18691942 (PhD, George Washingtos Univ., in
progress).

Bouiller, A. La revolunion Photographigue: e
Lecrure des Publications Photographigiees de 15454
1865 (Univ. of Besangon, 1980).

Sachsse, Roll. Photographie als Medium der Ar-
chitekturimerpretation, Studien tur deutschen Ar-
chitekmurphotographie tm 20, Jahrhundert Tindrict
Wilhelms-Universitit, Boan, 1983).
Saghe, ). Le Portrail au Premier Tempa de ta Photop:
raphie (Univ. of Paris, 1974).

Sampron, Gary D. Samuel Bourne and Earty Brish
Landscape Photography in India (PhD, Unmiv. of
California, Sania Barbara, in progress).
Schlinckmann, Adalbert. “Einhet™ und
“Entwicklung” : Die Bildwelt des literarischen
Jugendstils und die Kunsttheorien der Jatrhunds ’
pwende (Universitit Freiburg im Breisgau, Ban

Photographic im Spiegel deutscher Fach
die Mitre des 19, Jahrhundert (Technische
Berlin, 1973).
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M3 Sherer, Michacl Dwight. The Phorojournalis and the
Law; The Right to Garher News Throwgh Photograply
{PhD). Southern Mlinoss Univ., Carbondale, 1982)
DEPS2-293 14,

% Smith, Terry. Making the Modern: The Visual fmag-
ery of Modernity in the U.5.A., [908-1939 (PhD,
Sydney Univ, 1985).

=¥ Sseckel-Weitemeyer, Hannah. Laszio Mohkoly-Nagy,
I895- 1946 Enrwarf ciner Wahrne kmung siehre (Freic
Universitit Berlin, 1974).

M Stein, Sally. The Rhetoric of the Colorfil and the
Coloriess in the Photographic Culture of the Thirties
(FaD. Yale Univ.. in progress).

2 Lriewe, Willy. Das Pressefoto als publizistisches
Mireel (Unaversitit Leipzig, 1936).

S5 Swrelke, Barbara Ann. Images of Home and Place:
Essays, Poems, Photography (PhD, Univ of Mew
Mexico, 1975).

= Theye, Thomas. Vom Koufmann als Kiaster;
Mediengeschichiliche Aspekte der Photographien
von Withelm Wilshusen aus China 19011919
(Universitit Bremen, 1980),

"% Tyl Perre, Adolphe Braun, Photographe mulfhon.
siem, [812-FRFT (Universind de Strashoarg, 1982),

" Van Craenenbroeck, D). An Early History af Photoy-
raphy in Belgium (Hoper Rijksinstitaut voor Vertalers
en Tolken, Brossels, 1980),

=" Van Dacle. Wouter. Foro's n de Belgische weekblad.
pers, [RE0. 1900 Faculeit Leiteren en Wiphegeerte,
Rigksuniversitein, Gent, 1981,

=™ Vasa, ). Fotograficka tvorba Adolfa Schneebergera
{Film and TV Faculty, Akademie Muzickych Umeni,

~ Prague, |978).

% Vinli, Locenzo. Fovografia eristica sulla riviera

: adriatica (U niversia degh Snudi, Bologna, 1980),

! Williams, Bradley B. The Image of the American
West in Photography, 18391590 (PhD, Univ, of

_ berwa, 1984).

S5 Willumson, Glenn G. W. Eugerne Smith: A Critical
Analysis of Four Photographic Essays (PhD, Univ
of California, Santa Barbara, in progress),

" Winkler, Richard G. Werner Graeff und der
Konstrukrivismis in Dewtichland, 19181934
. (Technische Hochschule Aachen, 19817,
Yochelson, Bonnie. P.H. Emerson {1856.1936)
(PR}, Mew York Univ., in progress).

Mf:slers Theses in The
History of Photography

T Abell, Raymond. A Srudy of Interrelationships
Berween Calligraphic and Photographic Elements
in the Photography of Aarom Siskingd (MFA, Ohio
University, Athens, 1968).

TN Albert, Michele H. Ralph Steiner’ s Photographs of
the 192 (MA, Univ. of New Mexico, 1981),

TR Alexander, Stuart. Robert Frank and His Critics,
1946-1985 (MA, Univ. of Arizona, in progress).

T Amstutz, Jacquelyn R. The Art of Thomas Moran
ard William Henry Jackson: iz Influence on the
Formation af Fellowsione Natonal Park, (MA,
Bowling Green Stave Univ,, 1982).

T2 Amderson, Melinda A. The InfTuence of Camera
Vision on Arrbsiz (MA, Univ, of Tulsa, 1984).

T8 Arkin, Diane Lynn, Georgia O Keeffe: Her Work,
1951930 (MA, Univ. of Chicago, 1971).

TN Austin, Kathleen. Portrairs and Self-Portraits: An
Tavesfigation lme Phorography and the Use of
Mixed Media (MA, Univ, of Florda, Gainesville,
1982).

TOM% Barnes, Susan Elizabeth. Giacomo Balla: His Life
avd Work, 1871 1o 191 2 {MA, Univ. of Michigan,
Ann Arbor, 1977).

TR Barreto, Ricardo D, Whistler and Photography
(MA, Oberfin. 1976).

T4N® Barrent, Nancy. Calotypes of John Shaw Smith
(MA, Univ. of New Mexico, 1980).

TN Pamen, Terry. Toward Critical Discourse Abour

Photographs (MA, Ohio State Univ.. 1974),

Bart, Stephanie. Imogen Cuaningham: Fame,

Persomaliry, Work (MA, Ohio State Univ., 1976).

TE0'% Raruch, Ruth-Marion. Edward Weston: The Man,
rhe Arvizs, and the Photographer (MA, Ohio Univ, ,
Athens, 1946),

T Bayles, David. Edward Weston' s Thought (MA,
Univ. of Oregon, 1973),

T Belloli, Joseph A. Andy Warhol and American
Sociery: Ambivalence and Accepramee (MA, Univ.
of California, Berkeley, 1970).

TOME Bensch, Luc. Lisven Gevaert, de Man van de Daad
(Pius X lnstitut, Antwerp, 1983).

TN Benson, Avis W. Man Ray: Experimentation
throagh Manipelarion (MA, Univ, of lowa, 1967).
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T-001E By Sieven. The Influence of Art and Photograpky
o the Formation af the 1.5, Naronal Park Syshem
(MA. Univ, of Washingion, 1974).

Bewite, Bodo won. Amatewrfotografie im ersien
Welikrieg (Unverslal Hamburg, 1983).

Blackwell, Pamela. The Early Photographs of
Charles Sheeler (MA, Upiv. of Califomia, River-
side, 1985).

Bloom, ). Cliché - Verre: A Scraich in the Surface
{MA, Univ. of New Mexico, 1978).

Bossen, Howard Samauel. A Metacritical Evmmind-
rign of the Photographic Criticism of A.D. Coleman.
Max Kozloff, and Joha Szarkewski (MA, Dhio Suie
Univ., 1976].

Bopawen, Amards, Wlker Evans” American Ploto-
WﬁMh,Unh.dCﬂifmh.Mﬂ:y, 1983},

Bowser, Kentl., Nineteenth Century American Fost:
mortem Photography (MA. Ohao Siate Univ.,
1982).

Brown, Alan Hamy. Manipulaiion of the Phore-
graphic fmage.: Four Photographers H.P. Robin-
m,ﬂ.ﬁ.krjf-nndrr.[..ﬂmrﬂﬂﬂ. H. Callabmn
(MFA, Univ. of Florida, 197073,

Brown, Robin W, Lewis Wickes Mine Collecrion,
International Muzeum of Photography of Grrorge
Eastman House (MFA, Rochester Instinute of
Technology, 1973).

Bryan, Sonia. Thf.ﬁpﬁnﬂl’mindu]’urﬂﬂﬂh
Ceniury: Northern California Photographs by
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Bunnell, Peter C. The Significance of the Fhoto-
graphy of Clarence Hudson White (1871-1925) in
mnmr:.mmﬂ-::mmw FPhotography (MEA,
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Bunnell, Peter C. The Critical Decade: A Study of
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Prints: Research on the Applicabiliry of the
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{MFA, Rochesser Institute of Technology., 1984).
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tive Years, 1915-1917 (BA, Umv. of Delaware,
1976].

Va2 Cokmer, Cathicen. Minor White (MA, Tufts Univ.,
1985).

0003 Carbeton, David Lieh, Victorian Landscape Phato-
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scape Aestheric (MA, Univ, of Texas, Auslin,
1975).

ronM Cloninger, Sally Jean. Sexually Dimorphic fmage:
An Empirical Analysis of the Influences of Gender
Differences on Photographic Conler? (WA, Ohio
Srase Unav., 1974}

108 oitins. Kathbeen, Socto-Polirical Influences of
Photographic Shie QMA.Pumyl.umhﬂuturir..
in progress).

T e oleon, James Buston, The Application of Susanne
Langer's Theory af Art te Photography (Homors
paper, Ohio Univ... 1954},

T omiskey, Emest Donald. Correlaitons and Con-
ety Berween Parimg and Photography as Major
Art Media (MFA, Ohio Univ., 15600,

T00% oncklin, Jo Ann. Trends in Confemporary Calor
Photography (MA, Univ. of lowa, 1982).

v00% Cannors, Richard H. Abstracrion in the Work of
Three ri Brett Wesion, Minor Whire,
e Aaron Siskind (WA, East Tennessod State
Univ, Johnson City, 1982).

TaM0 ook, Mary Katherine, W.D. Smithers: Phota-
grapher-Journalist (MA, Univ. of Texas, Austn,
1975).

1o Cooperman, Gary Stanford. A Historical Sy of
Look Magazine and 0T Concepts of Photojowrnaliss
{MA, Univ. of Wlissouri, 1966).

L der, Susan Frane. Images and [usions:
The Mistory of the Preph#ﬂgmpﬁfr:ﬂa;ftm
Stidle im F,uandIHA.Uniu.ufE‘a!ifmh,Dﬂh.
197 3.

10043 raven, George M. Group fi64 and its Relation i3
Srraight Photography in America (MFA, Ohio
Univ., 1958).

Toot oy Elizabeth Ann. Margaret Bowrke-White &
Seen From the Perspective of Seleched Fhoto;
Writings, and Associares (MA, Syracuse Univ.
157%).

TS yalmacke, Edward Ambony. The Hissory of Fash
ion Photography (MA, Califomia Suate Univ.,
Long Beach, 1980).

TO04 [ygyis, Keith F. Désiré Charnay: Photographer.
8A, Univ. of Mew Mexico, 1978) Published i
c!tpuﬂﬂlim:i:ﬂﬂlrrfhrrm: E rpeditionary
Photographer {Albuguerque: University of Hes
Mexico Press, 1951}
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T4 Day, Diana. The Image of Lota Montez (MA,
Penmsylvania State Univ., in progress),

T DeForest, Ann. The Machine Aesthetic: Rhetoric
amd Style (MA, Univ. of Nonh Carolina, Chapel
Hill, 1982),

T De besus-Rueff, Marcic. The Phatographs of Ger-
trude Kiisebier (MA, Oberlin College, 1981),

T Denmey, Colleen I, Degas's Photography: A World
of Reality and Iilusion (MA, Louisiana Stage Univ. ,
Baton Rouge, 1984).

T Denny, Margaret, Robinson Jeffers and Edward
Wegron (MA. San Francisco State Univ., in
Progress).

"% Dines, Elaine. Paul Outerbridge: An Exhibition and
Caralogue Raiseané (MA, Califomia State Univ.,
Long Beach, 1982) Published in revised form as:
Paul Chaerbridpe: A Simpluar Aesthetle {Santa
Barbara: Arabesgue Boolks, 1981},

TR Doherty, Amy 5. Nineteemsh Century American
Women Photographers (MA, Syracuse Univ. .
1981}

T ; :

Domovan, Kevin Atkinson. Amtockromes o the
Photo-Secession (MA, Univ. of Delaware, 1985),

F42 Doty, Robert Mclntyre. Photo-Secession: Photo-
Fraphy as a Fine Are (MA, Univ. of Rochester,
1961

P Dry, Constance Crawford. Auguss Sander (MA.
Temgle Univ., 1983).

T8 Dvorak., Anna Mytyskowa. Alphonee Mucka: Book
Mlustrarions and Miral Paintings (MA, Univ. of
Nowth Carolina, Chapel Hill, 1978).

1% Engescth, Karen Rinde. The Imporumce of the
Phowrgraphy of Mathew Brody and hiv Associes
i e Dovrmentation of the War Retween the States
{MFA, Ohio Univ., 1961).

P Eskind, Robert Wall. The Amatewr Phorographic
Exchange Club, 1861-1863: The Profits of Associ-
ation (MA, Univ. of Texas, Austin, 1982)

190 Foiling. Patricia Stipe. Dica in America; 1915.192
(MA, Univ, of Califomia, Berkeley, 1973),
% Fischer, Kristin. Walker Evans’ Sign fmagery (MA.

Univ. of Michigan, 1983).
U Fleischer, Bruce 5. Methods for Photography
~ Criticizm (MA, Univ. of lowa, lowa City, 1981),
"™ Flower, P. 1839-1890: Photography in Britain
(MA, Univ. of Mew Mexico, 1976),
T kinger, Roy Lawrence, Photographs in the
Grear Exhibition of 1851 (MA, Univ. of Texas,
Amstin, | 577,

T3 Fogs, Janer Cawley. A Research Stuudy and Contem.
Porary Applicanion of the Guest Bickromate Photo.
graphic Process (MA, Texas Woman's Univ.,
Denton, 1982),

T% Foster, Steven. The Symbaodic Photagraph: A Means
‘Photographic Opus’ (MFA. Univ. of Mew Mexico,
1973),

Fox. Nancy. Photographs as a Sowrce for the Srudy
of Cirlrares (MA, Univ, of Mew Mexica, 1957),
T4 Frank, Patrick. A Cultwral Consideration af Four
Contemporary Artists; Jomathan B arofaky, fulian
Schnabel, Robert Longo, andd Cimaly Sherman (MA,
George Washington Univ., 1984).

Taes puller, John, Julia Margarel Cameron: Victorian
Phorographer (MA, Syracuse Univ_, [964).

TO0% Fuller, Pairicia, Photographic Aesthetics of the
Pmﬁufhmagruphmqﬂh Period 1801910
(MA, Univ, of Mew Mexico, 15483).

T Gibson-Cowan, Irene. Caricatures of Photegraphy

in the Nineteenth Century (MA, Univ, of New
Mexico, 1984),

T2 Glassman, Elizabeth. The Cliché - Verre in the

Mineteenth Centiwry (MA, Univ, of New Mexico,
1977

Cioldman, Richard H. Charles Biersade, |819-

903, American Srereagraph Photographer (MA,
Kent State Univ., 1974)

T Gosser, H.M. Selecred Attemprs a Stereoscopic
Moving Pictures and their Relation o the Diewelop-
ment of Motion Picture Technology, |852- 1903
{MA, Temple Univ., 1977),

TS Gray, Priscilla. James Mudd. Early Manchesier

Photographer (MA, Univ. of California, Riverside,
1982).

4 Greenhill, Gillian B. The Quest for the Third Dimen.
sion i Photography (MA, Pennsylvania Stale
Univ., University Park, 198]).

T Greenough, Sarab. The Published Writings of
Alfred Stieglic: (MA, Univ. of New Mexico, 1976),

T Grenbeaux, Mary Pauline. The Early Yosemite
Photographs of Carleton Watkins (MA, Uniw. of
California, Davis, 1976).

Hajicek, . The Photography of Charles Fletcher
Lurmmis, 1872 to 1892 (MA, Univ, of New Mexico,
1978,
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Ve8! Hartley, Craig Hilliard, The Reaction of Photojour:
aalists and the Public to Hypothetical Ethical
Dilemmas Confronting Press Photographers (MA,
Univ, of Texas, Aastin, 1981}

T2 yarnell, Caroline. Reconsidering the Sources and
Merit of Thomas Exking” American Gienre Paintings
iMA, Univ. of California, Berkeley, 1934).

T yonon. Roma. fmages af Yosemite: The Role of
Landscape Photography and Artiss in the Creation
and Preservation of Yotemite National Park (MA,
Univ. of Califormnia, Santa Barbara, 1984].

TS Hecker, Virginia. Bernhard and Hilla Becher (MA.
Univ. of California, Santa Barbara, in progress).

T-08% proller, Robert B, The Exhibition of Photography
i American Arr Museurms: A History and Swrvey
(MA, Syracuse Univ.. 19500

Tome pemmerdinger, Catherine C. The Cudrural and
Historical Meaning of Adam Clark Vroman's Indian
Photagraphs (MA, Univ, of California, Riverside,
1583).

T-OMT prrnciadt, Steven M. Paul Owterbridge, fr. (1869-
J059) (MA. Univ. of lowa, lowa City, 1980).

TR errog, Angelica. Studien tur Photographie der
funfriger Jahre in Dewrschland i{Universital B,
in progress),

TN Py an, Paul Addison. The Life and Phorographic
Warks of George Fizke, 1833-1918 (MA, Aripona
State Univ., 1979).

To0% ok Karin, Die Malerei der Minchener Schule
o . JEG0- 1920 ursd ihre Bezichung zur Photeg-
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T-DI25, T-0026, T-D127, T-0128. T-0129, T-0) 1,
T-0131, T-0 32, T-0044, T-DI47, T-0145. T-0151,
T-0052, T-0154, T-00155. T-0158, T-0150. T-0160,
T-0061, T-00164, T-016T, T-D168, T-0170, T-0172,
T-0174, T-00 76, T-0179, T-0082, T-D1E3, T-0154,
T-DIES, T-0186, T-DIET, T-0190. T-D191, T-0192,
T-095, T-0196, T-0199, T-0203, T-03M, T-0207,
T-0208, T-0210, T-0212; 0I 70, 0474, I8E, Of52,
0200, 0X03, 0206, 0209, 0211, 0218, 022}, (229,
Q230 O24), 0242
Photography — 19th century: T-0004, T-0009, T-0010,
T-DOIE, T-0021, T-D024, T-0025, T-00X0, T-N33,
T-0042, T-D046, T-0047, T-D050, T-0053. T-ET,
T-D058, T-D059, T-0063, T-0064, T-0069, T-0070,
T-D071, T-D072, T-073, T-0074, T-0075, T-007%.
T-D079, T-D0&0, T-D0E2, T-D08Y, T-0089, T-(aF,
T-D064, T-0000, T-D105, T-0106, T-DI0T, T-D109,
T-0112, T-01 16, T-0126, T-0131, T-0135, T-D150.
T-0151, T-DI57, T-0158, T-D160, T-0165, T-016%,
T-MT0, T-0173, T-0I75, T-0077, T-DI&D, T-018].
T-0M84, T-D18S, T-0204, T-0207: (a7, 0172, o F3,
(8D, 019, 0195, 0199, 0200, (210, 0220, (233,
0124, 0225, 0226, 0227, 0236, 0237, (24)
Photography — 20th century: T-000], T-DNE2, T-ui3,
T-0006, T-000%, T-001 2, T-0013, T4, T-0d1 5,
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T-0017, T-0019, T-0020, T-0022, T-0023, T-0025,
T-0026, T-D027, T-0028, T-0031, T-0032, T-0036,
T-0039, T-0041, T-0043, T-0044, T-0049, T-0051,
T-0052, T-0084, T-D055, T-0056, T-0060, T-0061.
T-0068, T-0070, T-0077, T-0079, T-0081, T-D0B4.
T-0086, T-0087, T-0090, T-0092, T-0093, T-009M,
T.0005, T-0097, T-0098, T-0099, T-0101. T-0102,
T-0105, T-0108, T-0115, T-0117, T-0118, TO0119,
T-0120, T-0121, T-0122, T-0124, T-0125, T-0127.
T-0128, T-0129, T-0130, T-0138, T-0140, T-0144,
T-0145, T-0146, T-0147, T-0148, T-0151, T-0152,
T-0153, T-0154, T-0155, T-0156, T-0159, T-0161.
T.0162, T-0163, T-0164, T-0167. T-0168, T-0172,
T-0174, T-0176, T-0179, T-0182, T-0183, T-0186,
T-01%7, T-0190, T-0191, T-0192, T-0195, T-019%.

T-0198, T-0203, T-0210, T-0212, T-021 30070, 0171,

Or74, 0i 76, OIRE, OI82, DIR3, 0200, 0203, DX,
o006, 0210, 0211, 0214, 0218, 0219, 0227, 0229,
0230, 0231, 0235, 0242, 0243, 0244

Photography and culture: T-0067, T-0163

Photography and geeder: T-D034

Photography and motion pictures: 0791, o203

Photography and painting: T-0009, T-0037, T-00%0,
T-0R4, T-0133, T-0195; 152, 0217

Photography and politics: 0079

Photography and printmaking: T-0145

Photography and psychology: Ta162

Photography and society: T-0015, T-0035. T-0143,
T-0184, T-00Z; @175, OI84, OV, 0215

Photography and the American West: T-0004, T-D01E,
T-0160; 0241

Photography of the nade: T-0200

Photojousnalism: T-0040, T-0041, T-0081, T-ONrs,
T-0034, T-0136, T-0162, T-0166, T-00174, T0211;
oG9, 092, 0228, 0232, 0238

Photomontage: T-0113, T-D213; 0476

Pictorialist photography: T-00T0

Finhole photography: T-0104

Portrait photography: T-0007, T-0047, T-0197, {185,
(&8, 0212

Post Wolcoll, Marion: T-D127; 0074

Postage stamps: 068

Postmorem photography: T-024, T-0184

Precisionism: T-0017

Prevost, Victor: T-0198

Rauschenberg, Roberi: T-0193

Ray, Man; T-D07. T-0192

Realism: T-0189

Rejlander, Oscar G.: T-0023

Riks, Jacob A - T-0118

Rohinson, Henry Peach: T-0023, T-D080, T-0201

Russell, Andrew J.; T-0207

Sander, August: T-0056, T-0153

Schamberg, Morton: T-0117

Semiotics; 0205

Sexual symbolism: T-0185

Shahn, Ben: T-01%0

Sheeler, Charles: T-0020, T-0122, T-D129

Sherman, Cindy: T-D06E

Siskind, Aaron: T-0001, T-D039

Smith, John Shaw: T-0010

Smith, W. Eugene: (1242

Semithers, W. 0. T-0040

Spirit photography: T-0110

Sicichen, Edward: T-0097, T-0154

Steiner. Ralph: T-0002

Stereopraphs: T-DOT3, T-0074, T-0141, T-0185

Stieglitz, Alfred: T-0119, T-0147, T-06T, T-0172,
T-O210; 0452

Sirand, Paul: T-0031, T-0099, T-0102, T-0161

Symbolism: T-[N6E

Srarkowski, John: T-0022

Three-D phtography: T-D0T6

United States — History — Civil War: T-0058

Urban photography: T-0146

Wan Dyke, Willard: T-D183

Vroman, Adam Clark; T-D086

War photography: T-0058, T-0112, T-0154

Warhol, Andy: T-0015, T-0128

Watkins, Carleton; T-00TE

Weston, Breii; T-D035

Weston, Edward: T-0013, T-0014, T-0051, T-0102,
T-0168

Whistler, James Abbot Mac Neil; T-0009

Whiie, Clarence Hudson; T-0028

White, Minor; T-0032, T-D0¥; 0170

Wilshusen, Wilhelm: 0235

Women in photography: T-0053, T-0136

Yosemite: T-DOTE, T-0083

Zoo photography: T-DIT71




What @ poem this iz,
wiur! povents can be written
arbeurd s book of piciires
— Jack Kerouac

Whn I firid saw Robert

Frank's photographs in The Americans, ' | undersiood nothing
ol hem — yet they demanded comprehersion, | laser real-
ired that even when cxhibited singly in museumns, they
utill evoked their placement in the book — like quotstsons
from a sacred text they called up entire passages, themes,
st comneciions bo other phosographs. Here started a
[pemey into The Americans in an attempt 10 anderstand
0t just the photographs., bat the book. It has been a journey
among muscum archives, bormowed books, and xerox

machines. [t has meant searching out other Frank fanatics,
engaging in endless and a1 limes pointless discussions and
arguments, and planning forays into liferature and foreign
languages.

Today 1 ihink 1 know exactly what The Ampr-
icarns means, but whenever 1 iry wo explain | et bost among
the facts, details, hints, and significant quotstions, Exch
new explanation seems to qualify the previous one, and
each encounters new obstacles — very real obstacles, for
many were placed there by Frank. Reading The Americans




becomes a confrontation with Robert Frank, but it is as if
he recedes, indifferently, at each approach: reading The
Americans is like being in a mage where you are confromed
a1 every tum with mew passages. I've chaned a few of
ther: "Il start af the cemler.

At the cemter of a career s photographer and
filmmmaker, and separating the two, Robernt Frank produced
The Americans. It came from the heart and from the mand:
il was wmﬂt[nﬂhp:mﬂﬂmmmﬂﬂq!dbyﬂﬂ
accumulated knowledge of a career in photography. 18 was
Iitrkmicmmlmiwrcun]arm,mﬂumkl:nwm
hefione its influence wars recognized. By the mid-1960s Robert
Franik was as well known among filmmakers as among photo-
graphers; by then photography had changed also. and photo-
p:ﬂuﬂpmdmmMWrmmmﬂlh:mp
sources for the changes. While those changes led plikae-
graphy into the ever-broadening fickls of surrcalism and
formalism. Robert Frank limited his photographs 1o the per-
sonal and the privabe. What dad Robert Frank leam from
The Americans that we've overlooked?

In 1972 he published another book, The Lines
of My Hand," a visual autobiography. The Lines projcted
an amazing objective clarity, even in the wie of smapshots,
which seemed at odds with the distance and imnpenetrable
silemce of The Americons, The same sense can also be
derived from Frank's films, which show a precise editing
ability unlike the apparcntly random sclection of photo-
graphs in The Americans. Where was the clarity of The
Americans?

The different reactions 1o the book, both by o
tics and photographers, aibest o an irresolvahle ambiguity
in its meaning. The besson often bearned from The Amer:
i:mwunununlmummmmu.buumﬁam
of the enormwuas strength of the anitade behind it The
Lines of My Hand shows this as a sense of inevitability,
a feeling that there is no escape from ife. That is, after
all. what is written in the lines of one’s hand. Could not
The Americans be chaned with equal cerainty?

These two threads, clarity and certainty, which
become w0 apparent in Frank's later work, can akso be
found in The Americans, They bead through the mare of
js meaning. They argue for a cohesiveness of form,
sccountability for every detail, and a message.

gam of ¢
eifective
subject 1
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Most siniking about The Americans i the amal-
gam af public and private which in combination raises the
glfectivencss of both. The Americans is ovenly public in
aibgect matler, yed deeply infused with personal feelings
— pecognizable even inithe 1950s as a wne of disapproving
isdness which had never before been allowed in [ﬂqujmr-
malism, Gaylord Hermos called it “Roben Frank®s diary ™
bt many saw the book instead as an accurate reflection,
and hence a5 8 critique, of America.”

In fact i was both, amd much more, because
Frank brought 1o a close photegraphy s quest for the deci-
sive momeni — the ever more decisive moment which
had been defined in levms of the penshable ard publizhable
moment which was easily recognized and quickly resd by
the public. In The Americans, America stood still, frozen
inle a fnghtful pose berveen moments, But it ook vears
0 recogndze that the book went far boyond diary and
document, that in rejecting the mannered and prediciable
style of photojoumalism of the pericd Frank produced a
radical cntigue of photography iself, Kadical, because it
reiumed photography 1o the vermacular of vision: in The
Americans the everyday s recognired as it is seen, and
this Fecognition makes the book amaringly undated even
after twenty-lfive years. And a crifigue, because any retum
fo the: vernacular implicaies the established sivle of photo-
graphy in a falsification of the real world, ~You can phito-

graph anything now,” Robert Frank said in 1961,*

The suggestion of this double critique — of the
socal struciure and of the cstablished diction of phto-
graphy — comes from more than just specalative theory
The specilic composition of the book can be recognized
% an Anastomy which defily dissects Amenca, organ by
argan (soppeng only af the heart) and is clearly put fosih
in the tradition of Babelais and Swili, of Gova and
Dawmier.* But a look at the overall plan of the book reveals
1l bin b maowe like a perverse parody of Edward Sieichen’s
1955 catalogue for the exhibition, “The Family of Man
It covers the same range of topscs, bul from an abiered
wiewpHnd that reverses the implicit argussent that the polie
ical system proceeds from ihe individual. Ard there are
clear parallels — the troduction by Jack Kerouae, for
cxample, which mocks Carl Sandburg’s imroduction io
The Fomily of Man, The piper of The Americans is the
American flag.

There would be o remarkable eificiency in such
8 project, for  parody of The Family of Mar would critigue
both the implicit purpose of Sicichen’s exhibit — to sell
the Amencan way of life — and the explicit assumption
that this could be done phdographically — that pholo
graphy comprises a universal language. Steichen’s show
was the mou heavily attended photographic exhibit in
MoMA's history, and the catalogue is still in pring today.




This attests 1o the persistence of Steichen's premises and
poinds 1o the a-:uhdemﬁ'rdmi-::ﬁuupnmi.hh atarting
'|:u:|i.|'||:.°

There were other good reasons for considening
a parody. Seven photographs by Robert Frank had ap-
peared in Creichen’s catalogue. But this dubious tribule
of being one ol the better-represcnted photographers came
at a time when Frank's attempes 1o sell his work from a
Guggenheim project on America met with constant rejec-
tions. The magazines didn’t want his photographs and in
the end Frank didn’t want the magazines cither. The 1958
1959 publication of The Americans closed the doors 10
funare commercial sales. for it was a final statement in
plotography, a rejection which was soon thereafter scaled
with its abardomment. Publication of The Americans Was
itself an act that pointed 10 something which would become
increasingly clear in Frank's later work: that his art dealt
with experience, spesific personal CXperience. This is &
shread to which | will rearn.”

If The Americans was o public gesture of disgust
which had photography in mind as a targel, then The
Familv af Man would staped as the perfect center to that
taggel. But although Jack Kerouae's introduction signals
the casual irreverence with which the disassembly of the
magnam opas in photography might have been undertaken,
it is a false lead, for the parody is nol compleied. The
possability is sggested, und then rejected. The target.
after all, was larger than Seichen's catalogue. Parody
disappeared inlo the bidy of the book like the armature
of a sculpture, thens 0 awail discovery: the sudden shock
of recognition, the scramble for reconstruction. The impli-
cotbons of Siichen's show — 33 the epitome of the con-
dition of photography — were Bt neghected, however.
The book fally addresses the questions it raised: queslions
about authorship, aboat umity. and about the reproscnld-
thonal power of images. Thus, elements of parody reappear
ai all kevels of the book. including many specific images
and wqmw:ti.' Mach of this 1 unavokdable, oo, for in
Frank's shift from wdeal 10 real The Americans ne-
peaigdly highlights the antithetical results., It is this switch,
in fact. that made the book socially significant. In the
presentation of images so am'rp-ndllfmwmhn.lhmmm
the representational model, The Amerfcans became
prophctic symbol for the pethinking of America — SOme-
thing which would becoms 3 universal consclousness and
critical awareness of a younger gencration within len years
of its publication.

Unified in intem — & an gxperience, as & dis-
daanful gesture, &% a critigue of photography . ard] supErim-
posed on a critique of America — the combined power
of these inﬂgﬁvﬁiﬂdlhﬂmﬁﬂhingwnimg.ﬂlﬂ
changes had 10 be made, Often more felt than rationally
undersiood, this message became o radical point of depar-
lmmhuutm:g:mimdﬂmmﬁ.
Even fior those more inclined 1o the opaque formial qualitees
of Frank’s photographs, it was the circumsiances of pub-
limiundmcbmklhichinfmndmmﬂcmmﬁuﬂ
ﬂ:phmngl#hi.ﬁﬂuflhmlﬂmingdﬂiwd from the
content of the book. Simce its publication in 1958 there
hmbtmmmmmmnungkmmmmmnfnr
Americans. A long list could be parde of how individual
phoiographers have uisderstoad the book in different ways
and how each was differcaly inflecnced. We would con-
clude that undermanding is a key {ssue in any discusshon
of The Americans; bul where did an understanding of 1
lead Robert Frank?

Ill:dmﬁlm.wwc{uh:ﬂhilummm
decisive npm:m,mdnhﬂctqﬂnuh:uhi}m dosesn’t
hlﬂa“ﬂﬂ'mm:cli.v:t.“'hh film the whole of exislence
can pnnnli-uy'h-:mad:m«cnnlnlcummmrrﬂnim
frames: After completing his third film and rECOgRIEIng
that the technical chstacles he head faced as a beginner B
film had been overcome, Frank wrote, “1 wall have o
express without fear my feclings about the world of which
I am a part.” In photography the ahility 1o express his
feelings had already been achicved. although perhaps sol
wuhwpﬂiﬁmﬂhislﬂﬂﬁhﬁuﬂw-w
is more significant about this stalement, however, &
irudituiwnlngﬂ:rllhu'li;mumlitﬁlwthﬂ]ﬂ
ka'lmk.ﬁﬁahkmhywiIhMWHH—ﬂm
tion that the world includes him, at beast for the moment,
am pssumption which many Americans do not come 10
realize in a lifetime. It is an attitude generated from &
Calvinistic determinism: pragmatic in the confidence that
Mhmmﬂhwﬂtmldﬂczwﬂi'
appears 1o be, ultimately wnaffected by the desires and
wishes of the sclf, There are o alienatives to sceing ihe
world ns it is; thene L:mbnmwmldhﬂinghﬁndﬂ'_
ane, wmirngtomﬂinumfummm.
penuing belief in this is fully expressed in The Americofl,
mumﬂwmlm:umrwm:uhh-
way of these pictarcs.
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] What first struck me about The Americans was
e refusal of any of the images to adhere 10 recognizable
 Hereotypes. Mone of them had a look of familiasity abowt
‘e, This was a genuine hindrunce, for the readability
- of photographs is always a matier of recopnition, of famil-
Ehﬁy.\l‘uwminmhmphnmphlswhatw
Fecognize as having been seen before in all other photo-
| graphs. But the images of The Americans were not familiar,
8 at the same time they were all 100 familiar For most
Meaders they presented a surrealists’s view on life: absurd,
‘mmbiguons, and inconclusive. In 1958, it was iotally un-
apecied, and totally new. Frank, however, was not pre-
mding 1o art through ambiguity, as if subtlety might he
seggested wilh vagueness, for the images of The Americans
e anchosed in a bedrock of specificity and careful inserst.
Exch meant something, each was taken for a reason, and
1 was purposelully included in ike ook, Many of the
a0 arc as simple as the experience of things wholly
American by a stranger from a foreign land; outside his
en, and averlooked by us, it was a new look at America
through European eyes and taking Europe as the
4 of judgement. Most viewers never penetrated 1o
level of meaning: for many the simple question of
¥ any particular photograph was taken was mever
msuered, for the answers were obvisted by the specificity
__H pictures {which were understond simply a5 an acl

of seeing), or subsumed in a varicly of surmealist umider-
standings of Frank's vision_*

The cinematic sequencing ' of the pictisres also
contributes 1o the ambiguity of the individual images. The
use of a single photo for every two-page spread which
progresses uneclenting through &3 photographs is a device
totally out of character with editing techniques of the fif-
ties. The photographs are both equalized and disconnected
from each other. Scen as a miniature exhibition. the book
presents the photographs as evidence in an argumend abour
America, but an inconclusive argument, for nothing seems
to be proven. The pervasive display of malaise, however,
s powerful and frightening just the same. The effect is
totally different from the thematic illustrative wse of phuota-
graphs in Steichen's book. Frank's ability 1o build a series
of single unrelated images 10 a crescendo of unnerving
feelings is perhaps the most masteriul aspect of the book,

The question of how this is accomplished re-
quires a closer look at The Americans, You may stan o
mhhwhimlmimi.hmvﬂ!ymm i talk fo
each other, You may notice, for example, whole serics of
photogruphs where cach sabsequent image reverses the
implications of the previous one, or smaller groups which
m[u]l_'rhuildupapwuﬂm:}ﬁ.nnmrymhlwuc
fallowing photographs disassemble i, Spend enough lime

-




with the book and you will leam that there 15 nathing
random about the order of the photographs — that each
has been selected for a specific place in the series, thal
groups reiterate specific themes. like carefully chosen
uwd.mma.pmm,ammumhpmwmphuumﬂy:
direct response to its predecessor, at keast w the poimt of
maintaining visual links between subsequent phoios, at
fimes as many as foar or five simabtaneously. Look ab the
tithes too, for as often as visual connections can be Tl
there exist verbal relationships — m English, French,
in (German,

The specifics of the infrastructure ol The Amer-
icans can get in the way: you get lost among the multiphs
cross references. the allusions 1o the work of others,
pointed references w The Familv of Man. punming imey-
erent an-historical alluskons, and the just-plain-fun things
like series of bottles, o SUApEs, oF trees, o prinas | fabaic
print. fine print, mewsprind, photographic peimt — the
“nothing- scape’™). This Vamonian monologue of the book
— which mixes wit, black humour, and pathos in & series
uFm].'rrr:a..um.cuﬂmliﬂm,:Iﬂmnin:glf irrelevant
intertudes — will intrigue and confound the minds of all
bat the most casual readers, The whole enterprise makes
linle sense unless you understand it as an element in an
establishod mode of expression — established, that is, in
literature and art, but unheard of in photography.

One understanding of how Frank came 10 such
complex methods lies in secing The Americans again a5
a parcdy i direct opposition o its targel. The paraliel 1o
the critique of America would be 1o counter Stewchen’s
premise that photography participated in a “universal lan-
guage.” In 1957 Frank voiced his disagrecment with the
proposition that photography was assumed 1o be under-
stood by all, “even chikdren.” It becomes obwvious then
that the hidden argument of The Americans is that photo-
graphs ane in fact generally misnead amd misundersiood.
Ample proof lses in the concondance of organized dishar-
mony of the book, a fabric of inEricale CONRECHions woven
into a jubilant display of inellectualism which almost dis-
places the grim subject matter at the surface.

But there were other reasons for the bewildering
SEGUENCIng, [mﬂt[mmufﬂrdmrkmi:mﬂ:ﬁvﬂ
from parody . but from a form with u classical tradition of
its own, the Anatomy. This form has affinities to satire
and social criticiem, hut transcensds their topicality. Iis aim
i the promotion of common sense, bl this is achieved

not through the use of reason, but through cxaggeration.
satire, the amassing of evidence, the disregard of siylistic
conventions, and the failure 10 propose answers. Underly-
ing these methods is an attitede which disrnisses 118 im-
nﬂamwlummﬂmﬂ:mﬁﬁuﬂh—:
and the ultimate target often (and with the lapse of time}
is mo more than our own mediocrity, insensitive attitudes.
wmmm.mmnr.mi;rm lies in
the convictions of the artists and their shalty b0 select the
permancnt from among everyday reality. Just as i takes
an extraordinary talent 1o make these distinctions, it lakes
courage o present them. The result is a polembc beyond
the ordinary: a passion held in check with 3 vigosous
display of knowledge and radical insight. It is a form
which demands a sophisticated audience, and demands
much of them, Seldom put forth as high art, such work
iamgnmdummn.mmuwd&ﬁnilnmhﬂm
it remains an experience in its own right. "

Walker Evans was among the first 1o recognize
how unusual Frank's photographs were. In 1957 he wroke
abuu:ﬁwﬂ'sptmngﬂw;-.“tnnhm-ﬁm.uu
woolly, sweccessful ‘photo-sentiments’  aboul human
familyhood.” (How much closer could he have come o
writing “family of man?) He followed this with ghe
characterization of “irony and detachment,” and the com-
pletely unjustified presumption thas America would wel-
come a critic, " Frank's ascribed role of critic-in-our-midst
may be explained as inadvertent, however. For one thing.
1MhmyinFurt'sphum5rqﬂnmﬁomHmiuhﬂu.
1o acknowledge the commonplace. Since the real world
mhwﬁduwrﬁhinuﬂw-ﬂnﬂ
evoking a sense of unrcality, Frank's photographs imadwer-
uﬂlyhﬁmamﬂd&ﬂfhwmr.mmﬂ
pmlmukmum:kwﬂufli[:-&ﬁch“failmmﬁ-
oiherwise ignore, cut through the protective barrier of
stereotypical sentiment and romanticized ideals which we
mwimlﬂ:mmﬂmfnmr:ﬂity.hwm:hn:
ulmhﬂ:eythﬂnﬂhmuﬂmmmm
Frank could have expected lide else, for implicst in low.
iroey (o the extent that it does mot produce the laghier
ol recognition) is the cenainty that the work will be
ceived as insalt and injury. What Evans had identified ;
detachment was more likely an overtone of hesilancy
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those photographs, an uncertainty in the presentation of
the cxperience — Frank's experience — of America.
Hardly detsched, Robent Frank saw America and con-
demined it Little wonder he was hesitani.

Rather than irony amd detschment, what 1 feel
better characterizes Frank s work is on honesty and suthen-
ticity which is firmly grounded in his own experience of
life and the world, slong with a keen ability 1o detect
anything in the least bit phony, and sbbor it This is an
mcommon critical sensibility which, of frmly belicved
i, akso beads 10 questioning one's own work, which in
term leads 1o doubts and fears that the expression of one’s
own feelings has linde effect or relevance. It is direcily
down the center of this path of grestest resistance that
Frank, &5 an artist, was forced 10 go, and for this be must
ke admired. Few of us sre able, much less allow ourselves,
ta bring experience continually to the foreground of expres-
siom, and fewer still make ofhers alive 1o i What more
can & man do, & character of André Malraux asks, but 1o
manslate into comsciousness the largest possible exper-
ience?"?

Il Evans chose o see Robent Frank's work as
wonic and detached, there was, then, a double irony, for
Bis might beiser be applicd to Evans” own photographs.
Frank’s work was already a sicp beyond what Walker

Evans had done with photographs. But just the same, the
presentabion of pictures in Tive Americans could have taken
a hint from Evans® books as an antsdote 10 the panegyric
overtones generated by Stewchen’s methods. " Evans' man-
net of presentation was one of clear rational exposition,
where photograph afler photograph was presented as so
many data points which graphed for the viewer an inevit-
able conclusion, a conclusion which coulbd be reached with-
out once coalacting tbe emotional siance of the phodo.
grapher. But this is precisely what Frank could ser have
scoomiplished, for Frank's photos were very different from
Evana” open and transparent 8x 10s. Frank s images, laced
with criticism, cynical, harsh, and disapproving, could
mvier have been wsed in ihe clear rheioric of a syllogism
in the manner of Evans. Additsonally, Frank’s interest did
mot I im an assenson of the dignity of man which Evans
period might have called for. Frank's purpose, as stated
in the Guggenheim application of 1955, was "o produce
an suthentic contemporary document.”™

The concern with contemporancily was already
evident in Frank’s attempas to move his pholography ever
closer i ihe present. I is bere, in their agreement on the
impomance of the presend, that s correspondence lies be-
tween the work of Frank and Evans. For Evans the presem
wis wholly defined {and therefore forechosed) in its slip-




page into the past; Frank's sense of closure in the present
came from a determined fature. For both the task of an
was b0 chearly recognize the clemenils of conlemporaneily:
Evans rescued these from oblivion, but Roben Frank
brought into view The unavoidable tomorrow. As Frank
roughly paraphrased from Malrawx, the task was b0 irans-
form destiny o awareness.”

And what was that destiny for Frunk? Look to-
ward your own future: excepting under the most hopeful
conditions, expressed, for example. as the typical Amer-
lean horizon of two years, you cannot fail to glean a sense
of foreclosure. Your death looms with absolute cerminty.
and any extrapolation of the coalusion, misundersiandings,
and failures of the past point oaly 1o more of the same.
From the vantage point of direct and immediate EXPETIERTE,
it was for Roben Frank a destiny of the order of life as it
was, not a% it was wished 1o be. This is precisely what
photography had neglected. Those miserics depicted in
The Family of Man were supposedly avoidable through
good imention and govemaent imlervention, just as the
good moments were selected not from the everyday. but
from festivities and celebrations — more of those deci-
sively romanticized amalgams of myth amd history. “What
an epic.” Carl Sandburg wrote in hiis infroduction 1o The
Family of Man.

What then were the aliernatives of presentation
will open to Robert Frank? Perhaps we should ask, where
was the cpic American poctry in 19587 Ii was mot in the
festive dinners and dancing of The Family of Man. No, it
surfaced in a celebration of existance B once mare exub-
erant and hopeless than anyone had expected: in the poctry
ol the Beats. it was here that Frank could find both form
and argumsent io fit his photographs, while fulfilling Evans’
requirement for a detached exposition. Because inasmmich
a5 the Beat complaint remained open-cnded il remainid
ohjective, for the Beats offered o solution i the hispeless.
mess of life cxcept 1o 521 against i a retreat inlo (he ecslasy
of existence. They offered no solutions — only endbess
enumerafions of experiences. And tone and stance s they
age derived from experience (rather than from a “developed
point of view™) are inarguable in theis suthenticity as facts.
Additionally, the form of an exhaustive enumération has
a bogic which allows the maiter of narralive of cause (core
b the “photo essay”) to be dispensed with, and it was.
The marrative of The Americans was allowed 10 recede

ik mmmmugmpdwmﬂmw
sssembled as facets on individual themes were disassem-
bled into the spondaic meter of single images, The arge-
mlmwmuldh::rmlinnﬂilhtnﬂ!urmlrﬂi
remained clearly imellectual by forcing the resder 1o his
mnthﬂmlm—mhemhndnnlh:hshd
the presenied evidence.

And the evidence, all the evidence, was there.
One pecded only to look at it. The quality of the evidence
showed its affinity 1o the Beat writings in following Wil-
liam Caglos Williams' maxim, “pothing but in things.” It
was this diction of specificity that shocked those whi saw
The Americans in 1959, “HNol sy America,” was The repoi
from one art historian. But Jack Kerouac said, “Such 3
poem!”"*

The argument of The Americans, its message,
them, is thai & cerain “mindlessness™ 15 al cuwse. The
hudhnluhphycfinhtumnﬂinug:nnh:m.m
maze of misunderstandings of The Americans also suggests
that the fault with America lics in amirude, and nol, &
was originally understood. with a flaw in the American
character, Hope is retained, therefiore, for a change might
will be effected. This, too, is the approach of Swill, Yok
taire and Goya. To read this attitsde, and wnderstand it s
:ﬂtﬁa@c.“hlwmm-pmd:uhaﬂcmmﬂlk
bumk:ﬂb:utmiummmc.?hhmmmmmn[m
completely different from the marrative, the ilbustrative,
:mfmﬂ-dhriﬁtkudﬂwmlmdw
liscrature, and cerainly from ihe “phobo essay.” The
anatomical form has a clear paraliel in liserature, and had
been approached with the encyclopedic presentations of
Walker Evans and Auwgust Sander. Bui Frank went fanier
by taking The Americans 1o the expansive expericnce of
a playful admixiure of public and private. by bringing the
emotional stance in direct comact with an acceptance of
the commaonplace, and especially by amassing cndiess
qwlimmm—lh:hrwibkrhl and dislocat-
ing. vet siylized, organization of the sequence, as in he
free use of parody. incessant punning and occasonal
moralizing. The display of an imiimate knowledge of oo
temporary photography, both European and Americas.
wurmed out with a Hvely ironbc wit, and set amid an over:
whelming basrage of images from the American exper
ence, presented a style which cautioned ugainsi |
1w conclasions and  argued against am
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pﬂnﬂhnﬂil:m:ﬂn;inuym. This 15 a modernis
argumment; it is existential, and visually it implics the sur-
real.

“The visual impact should be such 2 will nullify
explanation,” Frank wrote in  his application for a
Guggenheim. But il Bober Frank had thought 1o enter
our consiousness through the eyes. tosimply leave imapes
n our mind in which we would recogmze ourselves, his
selection of subjects and the: connotations of his camera
uyle were received instead as o visceral aitack, The re-
sponse was almost entirely emotional ot first, and then,
showly, came the recognition of how correct the attilude
was which supported the venture. The cxplanation was
nullified when Robert Frank irmed from the fact and fic-
Hunarhﬂm:my io poctry. It was a poetry set in
the vernacular of vision: spwirm,mmm,aminunahh
froen life.

What dsd Robert Frank leamn from The Aster-
ieans? He tumed to film, and reduced his photographs 1o
Baikus of his life that enumerated the Josses arvl Failures,
a5 well as the hopes. I}mihrudﬂ{umiujr,hguninl
deTocquevillian overview of America, ends here — in
Nova Scotia snapshots.

This essay originally appeared, in somewhal different
Jorm, a5 “Robert Frank ¥ fLa Fotografia™ in Artur Heras
and Vicent Todoli, eds. Roben Frank Fotografias/Films
IS8/ 1984 (Valemcia, Spain: Salx Parpalls, 1985). The
end motes have been added, The illusrranions ACCORRIR
ing this essay are from Jno Cook, The Robert Frank Cal-
oeing Book (Chicago: Artists Book Works, 1983).

Endnotes

The Ameeivany was firsl pablished in Paris by Rleshert Diefgine
on Muy 15th, 1958, a5 Les Amdricmins. The French edaion
Wik part of 5 series of Books which presetadd forengn countsmes.
theough wonds amd pchEes. | Encvelopdaie cusemicilel, Les
Amdricaing presenis Frank s 53 Phodograghs in the same onder
85 i all e laler American editions, and on the mghil-hasd
papes. The lefi-hind pages carried a iexi of readings from
American social and palitical histary, psthered by Alin Bis-
quect. The following year Grove Press published the A rican
edition as The Americans { 1959), with the Beosquet seat deleted
and an inteoshection by Jack Benousc wided

Thiee expecially substantive carly respomnes ra The
Amrvicany wirp:

* Gotthard Shuh, =A Leiter Addressed o Rishery
Framk™ is Camera, Vol, 38 i |957), [ R T |
oy el lenosw America, but your pocbures Mevphien me,
writes Bhib, wheo alss provides acapsube description
of Frank’s career up i this fime

* Walker Evans, “Roben Frank™ in Tam Maloney,
ed., L5, Comera Anmeal for FESE (1957), p. 0
I‘-'i'm'“'l'm-'l mErehuct o i g I'Ir:!t!l’l.'dkn;lrjj Ples-
Eraphs by Roben Frank. There was gl @ slasirnend
by Rober Frank that was later reprinted in Mathan
Lyons, Phetographers om Fhotography.

* Bruce Downs, et al, “An Offhea Viewolihe USA~
il Popalar Photography (May 19605, P 104 10
The reviews are by Popielar Photography ediiors Les
Bamry, Bruce Downes, lohn Durniak Aribsar

Cioddsmish, H.M. Kinzer, Charles Reynuolkds, and
lumes Fansto,

¥ Robert Framk, The Lines of My Hand (Tokyo! Yupensha,
1972}, ardl bisued in the 175, with considershle changes in
H!Wlﬂdmuhylﬂmrlﬁmllm Angeles:

See expecially the reviews of Downes. i al, eprcit. To simply
lift from shese reviews the words “warped obpectivity,” or
“images of hate and ﬁﬂpﬂtm"n‘uybemn-lnﬁq. for
there is considerable amsbivalence hebind the objections of
the editors. Same object B0t so much s the PHture coment
A tothe wry insul implicst i the title itself. The editors do
fiet questzan the “truthfulness” of the images, but oaly the
means by which they wert laken — what bohn Sraskemiki
uﬁdwiwﬂmuyk'i-mmm
%J.MPWFMW}-M WETE i Con-
cemed with what they perceived as the vicioeness of Frask's
subgective vishon, “Tho such personal statements merit publi-




4 Hensi Cartier-Bressom, The Decisive Moment (New York:
Girmios ad Schester, 1952) presenied a phoiographic approach
ummwuumlmwﬂmm
the professional the candids which so often fedl it the kap
of the arsateur. Hbecame a cul-du-sac, hiswever, in that the
pﬂmhﬂamhﬂmﬂdunm{wmm.ﬁm
Castier-Bressoa in the bead. “Frank killed the grandiuther of
phioiography,” oee free-lance photographer commented 1o
. The Nieeting pestures camphl in the fir three photographs
of The Amerirany are powhere repeatnd; one soon pets the
feeting thal Erank’s sense of timng is based on catching a
moe general and unbikely pesture. In effect, a gance rather
than a peshsfe is canght Frasik's method, however, derves
directly from the decisive mosment syndrome. A ook of some
of the comtact sbieets peesenied in The Lines af My Hand
{Yugensha edition, pp. 87-90) frequently shows Frank
pouncing oo his subjpect.

I'm indebled i Morbop Frye's analysis of the Menippean
sagire, snd the related fomms of encyclopaedic hierabare,
subjective radical critiques, and the use of creative cnaditon.
See Monhop Frye., Amatomy of Crincism (Prisceion: Princeton
University Press, 1957)

The dinsinishing irequency of the appearsnce of the piger
The Famity of Man is ba one of many subsle techeiques
whibch has made the calaloges 3 model of photographic picbare
oditing. 1s Hurley and MicDougall's Visual fmpact in Primt
{1971} 23 pditors, curstors, and photopumalists were asked
10 recommend & basic library of visusl books. All bet bwo
inchaded The Family of Maa amang their choboes; oaly one
recommended The Americani

" Although the product of 273 photographers. a lange portion
of the images in The Family of Mon were produced by the
beiter-known photojoumalssts, Frank™s seven pholographs
ranks him with Carticr-Bresson and Dorothea Lange. i should
e nisbed that Framk accompanied Steichen on 3 collection inp
i Burope in 1933, for an exhibstion entitled “Posz-War
Eusopean Photographers.” The first collection of wosk for
The Fomiely of Man also dates fromthis me. As an sssistant
1o Sizichen, Frank"s ienure could heve camied theough o work
on the exhibition, for Frank spoke throe languages, and 3
well scqaainted with European pholographers. Herwewer,
Frasi did nol contimoe to work for Steichen; Wayne Miller
took over as Sigichen's assistant, and ended up with mofe
photographs is The Family of Maon than snyose e, Among
(e epesing pictuncs husg a1 “The Family of Mas™ isa portrait
of Rotert Frank, by Louis Faurer, which appears on Page 9
ol The Family of Man. Despite his dislike of the exhibsition,

it weas s B Prank wene wekcoming his contemporrics bo s
“Family of Man.”

' With the first three phoiographs of The Americans Robert
Frank reatabes the first thisty pages of The Family of an.
fiaf the ifant in the taoes of 3 1emper tantruem, shows inthe
third phiotograph, is the resalt of the kiss puased hetwoen the
city-mothers snd city-Tathers of the first teo phactographs.
Framk s last phatagragh spain peiumms s o Saeichen’s hook,
echoing Eugene Smith™s “The Walk w0 Paradise Garden,”
which closes Thy Family of Man, Sseschen’s coda of juvenile
bliss, as a dispenation of govermment, is transbormed by
Frank inio vartations on bast, Between the opening s closs
of The Amiericans afc easy obher releronces 4 themes From
mfﬂ.ﬂjb’dﬂﬂ,lﬂh}'mlﬁ'ﬂ-}'mhdh
famous photographs of famous photographers.

See Ino Cook, "Robert Frank™s America” Afterimage Vol 9,
Mo, B (March 1952, pp. 9-14.

By cimemalic uq-miuldnmmumiw.blm
pﬁ%mrmuﬂ-dwmﬂmmmh
sequence together. In film this rube is primanty capressod 45
MWMMWE‘WdMHﬁmm
ooy o ke In e b st sense dhis mainisiss a continity
1HWWW.BMIMMMMFH:
n weaked vislﬂlu]jc.ummhnlimllu'ilr[ww
mdqnullqu..-dumuuwmiuwmﬁ
puns. This form is first seon in ‘Walker Evens' American
Photegraphs (Mew York: Muscum of Modem Art. 15343,
ani repeaicdly seen im other photographic hooks afler The
Americans, as, for exsmple, in Ralph Gibson's milogy The
Somnambeliny, Dejo-Vir, and Days ot Sea (New York:
Lustram Press, 1973, 1974), I enatiers il il the phategraphy
or film audsence fails 10 comprehend these connections
m_mmwuduwhum-
complished smoway, and works well in books like the one
cited abave, where (e turning of pages acts ke the wipe
cincma, 'Mnnphmyq'hmplmdmuiq—l.
mhmm.mnmmmmm
and ofien &,

For Frank™s comment on undcrstanding phitography 6
=Gratement” im Lyons, op. oir. I dir et maintain that The
Americans should be seen solely a5 an inteflectual produc. |
would argue, however, that what Frank has in common with
the sradition whach includes Rabelais. Lwifi, Voleaire, asd
Barson, bs that ihey all dealt with ideas: large ideas of dess
b led by g rosaps, o supid ideas, of worthbcus ide s held

in high esteem, bl st amy rate, idens which meedod 1o be
dismizsed, exposed, of blown away, whethcr by I,
W.m.um.nmwmﬂﬁﬂ-»
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Frank"s attitude toward the USA & capbered in lext of The
Lingg of My Hand, and sgain is Phoragropdy in i Humanities
{eds. Eugenta Parry lanis and Wessdy MoNeil, p.56). The
siroepest indication comes from a biography at the back of
The History of Photepraphy Serien, Roberr Frand (Milkenos:
Aperture, 1976} Under the heading of “Chrosalogy™ Frask
wpmmanres the work of The Amicsicani in rao lines:

1955, Trip acroas the States, and Delpare publishes.

Liet A rioaias,
Tz lasa line, in Frank s Zunigos tongue, comveys a spilcfulness
ta any adult whea spent Work] War [ under Nazi occupation smd
for whom the words “Ich bim eim Deutichlander” still raise
Backles today.

Andrt Malraux, Man's Hopre (New York: Random Hose,
193E), p. 36 The line im the Random House edition reads,
“Hy comveriing as wiide a ranpe of experience as possihle mio
conscious thought.™ A similar phrase is found in Malraus™s
Mun"s Fare: “Every mun is s madman. . bul what is 2 human
destiny if not a life of effort 1o usie this madmen and the
o verse

Walker Evans, Americas Photagraphs, bul especially James

Ages and Walker Evana, Let Uy Mow Praise Famous ben
(Boston: Houghton Mifflin, 19411, which Frank singles owm
in &a Eterview bereosn Walker Evens and Boben Frank at
Yale University published m Srll Mo, 3 (1973, p.2.

I am indebied 10 Alex Sweetman's msight and his {as yet
unpubdished) rescarch on Walker Evans for whal s bére so
rudely condented imto 3 few senfemoes.

Recall Jack Komous: s wonding I= bis introdaction 1o The
Americans, “The humor, the sadness, the EVERYTHING-
mcss mnd Amevscan-ness of these pactures !




One Hand Washes the Other:
On the Rephotographic Survey
Project

l was once showing & class a Wat-
kins picture of Hall-Dome in Yosemite, emphasinng the
problems invalved in accepling this pectune as a signm of
pature, We discussed which aspects of our experience of
nature were addressed by the picture, amd wihich aspects
werne beft out. A siadent remarked that he had once seen
someont hang-glding in Yosemite lamnchang themselves
fromm the summit of Half-Dome while spectatons applasded

below. His remarks, juxiaposed with the slide progection

Carlcios E. Waikins, View of Had/-Dowse, Foprmaie

of the Watkins picture, fractured the romantic silence aof
that image; suddenly, the class understood the histoncal
boundarses of our awarerews ol nalare

Theere 15 ncr € ekl sinbe o malwre, o i s EINg
physical foundstson to our EXpEriEnce Instead, our celinl-
fioms of nature depend entirely upon our social, political
and indellectaal purposes, and because of this, our defiss-
tions chanpe frequently and dramatically. Thas can bez de=

[ =
monstrated with even a briel review of Westen belaeis
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The scienific arguments of thinkers like Anstotle, Mewton
and Lamarck described nature & inherently In:l-gil;a]. whiile
olher well-knoamn arguments, like those of Heraclines amd
Darwin, lound nature 0o be chaotic and open-ended. For
Marx, nature was the arema of labor, while Romantics
discovered there rest and repose — Gioethe wemt 30 far as
tr call matwre the “ciermally feminine.” Culbares much
closer 1o God thought of nature as a text authored by God,
waiting o be visually deciphered; for we mixlems, ihe
workings of nature are its own, and anything but visually
manifesi. We see the wildemess vanously a5 raw maberial
i ke explobied for profit, or as a heritage w be protecied,
or as a seiting for vacations, or as a location for Pepsi
commercials, When we speak of natare, then, we mus
sk, which nature? for whose emds?

But if we wanted o define the most iypical Wess-
em approach o nature, our definition would include the
helief that mature is the absolute other — i is all that is
“not-us,” Wesiemn civilizabion has generally separsted i-
selfl from nature, and then used the authority within this
separation io faxhion the *wog-us” inlo the “lor-us,.” MNature
15 seen as the stage for ihe manifest destiny of owr spirit:
nature i% 1o be confrolled 2o thal we can come o fruiton
as a species and as a culwre. Secomdly, the mole here
achieved as spectaior and controller is seen as value pewtml;
differences incommensurate with imposed csegonies ane
destroyed. This approach has sanctified our control of the
environment; more frightening is the possibility that this
same “comtrol” coubd ultimately destroy both our envinoa-
ment and ourselves.

This approach to nature informs not only our
consumplion of the enviroament, bat also our “spprecia-
tion™ of natare, throagh which we tacitly conven the [and-
scape inio a speciacle. We undersiand it as a sign system
::iu:in!_ c:l.plﬁm.ll].' for our purposes. Logically. even thi
naming of mature creates this problem; wsing language,
we trumsform a complex process, of which we are only a
pan, inio a thing, of which we are not a pari. The tnee of
knowladge in the paradisiacal garden does indeed introduce
alicnation from nature; we interpose bnguage and other
sign sysbems between the wilderness and ourselves as part
of the civilizing impulse. Thus does naming develop the
wilderness. Soch categorizatbon is & mined blessing, for
it both informs ws and misleads ws, And yed we cannaot dha
wilhoiust some kind of naming — we need o see the world
with enabling prejudices, for neatrality is structurally im-

possible. Thas | am not claiming that we shoubd strive for
a return o the unbounded space of paradise; but | am
suggesting that we acknowledge the parsdoxes and pee-
judices necessanly involved in delining our world

In spite of the fact thal the delinition of nature
has been frequently revised, belief in an elemal nature
still persists. For it is enpleasant o comtimaally remind
ourselves of... oursclves, li is far simpler o believe in
elemal veritses than 10 camry the welght of paradox, of
history, of human inderest. Fasth in absolules 1 a powerful
wonic; and whenewver a political, ecomomic, of other
id.mlngi.;;] system desares o stabuliee seld, ot calls forth
the “cenain”™ and the “natural™ as the basis for its claims
Thus im our own lime, we wee sdvertisements ia which
ctermal Natare provides an alibi for Visa cards, cigarcite
amd automobile production, and third-world ourism. 1
wiould sisggesi that we greet these aathonitative claims bo
nature with scepticism. Such a critical approach can lead
o el f-awarneness and a sense of responssbality il properly
managed, but such critical responsibality is in shom supply
these days. The problems mised by our inlerests and pur-
poses, the drawbacks of secing just “for-us.” must be
considered whether one i developing and colonizing land,
promoting a sysiem of beliels, or coming bo the case belore
us, using photographs to anderstand hisiory.

Countless trees have been sacnficed by wnlers
wioaTying over the sell-awareness of 19th cemury landscape
phatographers; this issue has become one of the many rites
of passage for photographic histonans. Why is this? The
production of phoiographs was an miegral part of 1%h
century travel and explorstion, a circumsiance now fell o
reveal much sboudt the nature of the then newly-discovened
mediom. For many Mah century historians, 1%h century
caploration is placed al the wervice of photographic con-
cerms. Does the camera describe transpanently, o is there
an clement of sell-expression involved ? Is the |9k century
photographer naive of highly sophisticated; that 15, does
the photographer have a grasp on the inrinsic qualitics of
the medivm? OF course. mach of the motnaton kere 15
i determine if the 19th century landscape photograph is
a work of an, and bence, if the picture is a candidsie for
the anl markel. John Searkowski has seen in this work a




respect for the “clear, precise, detailed and coherent” re-
cord that respects the essential qualises of the mediom

Beaumont Mewhall has recounted the hervism of the -
alion — the difficulty of working under sdverse conditions,
and the morl of the persevering photographer congusnng
a recalcitranl mediam and the horrors of natare oul of a
lowe for picture-making. Oiher wriers have used this work
b sing the praises of photography in one way or ancther.
Mincieenth century landscape photography has been linkesd
1o the philosophical concern for the sublime. This can be
an interesting approach, but too ofien this argumen only
considers the sublime as acsthetically comcerved, and
thereby places the pholograph completely in ihe service
of ari issues. An opposiie, bui complemenlary posilsen
extends Srarkowski’s view: the pholographer brings back
faithful witnesses from the wildemess, hke Mows with
the Ten Commandments, This position angues for the pri-
macy of photographic realism, and seeks o clevale
documentary a5 fhe treest approach. Thus, discourse on
the subject wsually limiis siselfl to the expressive-Gocumen

lary dichoiomy

Andrew J. Russcll, 1868, Hanging ook, fool of Echo Catryea

Photographic hisiorians have been relsctant o
reverse this opproach and instesd use photographs 1o &d-
dress larper issues in which photographic production is
embedded. They typically have nothing to say sboul &on-
cepts of nafure, problems of industrializstion. or other
socialmoralideclogical issues connected with the explore
tion of nature. [T larger questions are asked, they are ol
used i validate sesthetic positions, For instance, by dem-
ondtrating that 0 Sullivan manipulsied the photograpgh so
that he might illusirase the geological theory of catastroph-
ism, we are to conclude that O Sullivan was nol & naive
artisl, but one in conmol of photographic language.

The aliemative position | would like to skeich
here considers the social circumstonces of the mabenad
production of the photograph, and also sddresses the e
of the phatograph as a sign. The capturing of images was
seen as a trimmph of mdustrialization; the ephemeral gual-
ities of light and time could be given over o echelogy
and made material. Ow of thin air came... an ohject —
u product. I is easy o see the camera s a small portable
faciory for producing images, forming industrialined signs

oo - - - O - o - Ny
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Rick Dimgus for the Repholographic Sarvey Project, 1978

for an industrialized cultare. This photographic faclory,
when camried by the explorer, semlogically carved oul
the wildemness in a manper metaphorically not unlike the
mening companies of that time. For photographers found
m the wildemness a vast archive of Signs — & reposilory
of qualities lacking in industrial civilization. These signs
of the untouched wilderness were prosed that unspoiled
mature still existed; and bence, they must have provided
reliel for the civilized populace. But the potency of these
signs was nol limited to their analgesic effects. Paradoxi-
cally, the pictares also stimulated pride in territorial -
sesnions, and held owi 1o this same populace the pos-
abilities of future development. Indeed. ike Weslemn ex

ploration pictures were made as a pan of general surveys,
surveys that assisted in the consimuction of railronds, and
i general settlement of these termitories. Mo doubt the
pectures. induced termor at the vastness of nature, but they
#lso celebrated the triumph of man and indusiry over the
wilderness, They set enlreprencurial wheels turming —
and the landscape photographer was, of course. one such
enfreprencur, selling scores of “vigws™ upon his retumn.

Hanging Rock, food of Echo Canyon, Utsh

Thus the pictures are paradoxical, even schizophrenc —
they reestabdish social equilibrium, as only & represeniation
of the eternal can; yet they are signs of disequilibrium
They are industrialized objects marking the successiul de-
velopment and exploitation of nature by technology.
Insofar as we are still caught within the turmoil
of Western development, these 10t cenmury pictunes con-
tenue b hodd out o us the myth of unity — a myth enhanced
by nostalgia. The conflicts moted above are ignared; it is
claimed instead that the two voices of schizophrenia are
mutually supportive. The exploitation and false definition
of nature are ignored so that the need for the etemnal can
be satisfied: additionally, the love of photographic industry
covers over the problems of industrializstion. In this way,
one hand washes the other, and we end with the tale of
successiul entreprencur meeling eternal pature,

This diagnosis can be extended 1o much contem-
porary landscape phoiography as well, For ihe miost pa,




such work scems unable 1o develop a critical practice,
demonstrating lintle imerest in the dilemmas of cultare’s
relationship to nature; il remains comservative, favoring
acsthetic issues and nostalgia, The Rephatographic Survey
Project (RSP), in many respects the most interesting body
of recent landscape work, seems doubly cursed, approach-
ing both 19th century and its own Xh century practice
with litibe critical awareness.

The Rephotographic Survey Froject was per-
formied between 1977 and 1979, and involved the photo-
graphers Mark Klent, JoAnn Verburg, Gordon Bushaw,
and Rick Dimgus, with Ellen Manchesier as project darec-
tor. The group’s procedural methodology can be described
simply. Sites of various 19th century photographs of the
Amserican West wene located., and the specilic camera pos-
ithom of each picture (called the vantage point by the group)
was pscertained. A new photograph was made replicating
the viewpoint of the earlier picture, and the two prints
were compared o discover changes in the landscape, Even-
naally, the new photographs were exhibited paired with
their 16th century counterparts. The project grew in fepu-
tation within the photographic community — articles and
reproductions enly aroused more curiosity . as did a well-re-
searched book by one of the members of the group, Rick
Dingus’ The Photographic Artifects of Timothy O Sulii-
van. Finally, the self-professed “catalogue and repon’™ of
the group was published. Second View: The Rephoto-
graphic Survey Project provides extensive information on
the working methods and concerns of this Jh century
survey group, It is profusely illustrated with quality repro-
ductions, with each 20th century view paired with its 19th
centary twin, The book provides much additional informa-
tion as well: essays by participants Mark Klett and JoAnn
Verburg, an essay by Paul Berger on some implications
of the project, a collection of maps of the photographed
sifes, ond a catalogue listing circumstantial and technical
data. For anyone interested in this project, this book is
certainly the definitive document. In many respects, it is
a provocative project, and a complex subgect. how umfor-
tunate, then, that the finished project falls far shom of i
promise.,

This failure can be attributed to the main pre-
sumption of the project — the photographers falsely as-
sume that the meaning of history can be found solely

within ihe visible. The main formal strategy of the project,
the comparison of two similar views, is ultimately disap-
pointing: in spite of their specificity, the paired photo-
grophs provide us with liatle from which we can draw
conclusions, A rock disappears, or does not. A road or
wire Iransgresses the original pristine space. An emiy
valley fills with water. In some instances, the original
picture is almost wholly transformed, in others there is no
discernable change. Granted, in most of the pictures
change does occur, and for the most part this change can
be attributed 1o human intervention. But the changes in
the landscape do not occur with enough visual of thematic
consistency Tor us to make sense of them. We are left with
a rather feeble comclusion that either the landscape
changes, of it doesn’t.

The visual “purity™ of the comparisons has more
to do with the conventions of art exhibition than with an
attempt o address the larger implications of this project,
and the communication of those implications. The essays
provide some useful information, and they frame the pro-
ject in a more productive way than gallery conventions
might. But finally. the essays serve 1o contain the interpre-
tation of the project within narrow aesthetic and photo-
graphic domains.

The essays claborate on the working methods of
ﬂ:pwp.wlmulmgjud'ﬂmmnmmﬁlh
images, and the larger meaning of such methodology and
strategies. Extensive space is given over to how the photo-
graphers located the vantage point of each picture, and
what they leamned by doing this. This point is the “unique
geographical place™ of each picture, “the location of the
center of our camera’s lens in real space”™ — in other
words, the vantage point is the actual physical spot where
the lens of the |9th cemury camera stood for each picture,
and where the lens of the 20th century camera was placed
to duplicate the view. As Klett remarks, “The idea that
such a point in space physically exists and can be located
-ﬂuumpindcmﬂuuhmﬂmd:.tmwumdu
most imponant basic premises...” The mechanical and
mathematical process of locating each point seems fo have
heen a major fascination for these photographers, and many
claims are made about these places in space. Their search
fior each vantage point was seen as a search for the
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paint became the bridge in a detesmined eftart
to see the landscape in the same way it had
ben seen before.

These basic procedural assumptions lead the project astray,
for they promaote the false claim that we can derive the
full meaning of natwre and cultisre from the visual evidence
of the survey photograph alone. This view coniflates the
phodograph and the past, and then substitutes the search
fwhmmmm:mhfnrlkﬂmgﬁm.TMm
phatograph is elevated 1o something like the Shrowd of
Turin, a magical relic that can heal time, Bt adopting a
location in space where something happencd belone
guarantees nothing. and pamicularly does ot guarantes
an understanding of history, which is obviously more than
simply arranging space. This “visual detective work™ over-
simplifies the search for history, burming it indo & game
validated bry the “neutrality™ of mathematics, thus confis-
ing historiography with engineering. In this way, the pro-
pect veers uncomfortably close 1o photography-for-photo-
Eraphy’s sake, evidencing an obsession with the mechan-
ical procodure of photography, and jettisoning the extra-
phatographic implications of the work.

Rather than concerning themselves solely with
restaging a physical appearance, the praject members
should have worricd about the complexities of restaging
a myth. Rather tham comparing picture to picture, they
should have compared belief to belief. Asking questions
about the interpretation of these pictures, and then incor-
porating their answers into the final presentation, would
have made this a much mare provocative project. To what
extent did these 19th century pictures function as signs in
their time, and how do they function for ws? Why are we
interested in retracing, in repearing these sipna? Most im-
portantly, why do we feel that these pictures confirm his-
tory ™ What kind of history do they reveal? Unfortunately,
hmﬂummm&wu[m
complexities of interpretation, relying instead R i ot
dated and reactionary belicl in realism and positivism o
make their case.

Let me put my disagreement mone radically, The
second picture is in no relevans way idemtical to the first

picture, no matter bow visually similar the piciures appear
b be. and no matter how exactly matched the two vanlage
paints are. For the rephotograph was made for a completely
different set of reasoms, within a very different context,
A completely different set of interests informs the act of
appropriating these 19th century signs than informed the
ofiginal picture at its conception. And even if we allow
similaritics between these two different sets of interests,
such similarities cannot be understood through the simple
device of the vantage point,

JoAnn Verburg scknowledges that the phodo-
graphs do nol portray the entire culturs) frame of the land-
scape. She writes that during one exposure “hackpackens
behind us were playing popular music and cating junk
food... As a ‘document” of the place we experienced, the
SCENIC wista we exposed was so selective it fell almost
fraudulent.” And Mark Kleet admits that the pholographers
often felt the need 1o make other pictures of the sites that
did nat comespond 1o their procedural nales — . alternate
views, comsisent with our own cxperience of the kand-
scape.” I s unforunate that they did not take their reser-
vations more seriowsly, incorporating these  additional
views and modifying the project in other ways bo address
the relevant extra-photographic ssues we are discussing
hetsre.

There are additional ways in which the CERAYE
carcumscribe the project. Paul Berger's ewny demonstrates
the greatest awareness of the pitfalls of historical and
photographic interpretation. Along the way, he offers sen-
sitive resdings of the work of both Bill Ganeel and Frank
Gohlke, two other photographers engaged in repholo-
graphy. However, he is primarily interested in the “lem-
poral questions™ rased by the work, and thus COmsCHpls
the project into a greater, “abstract”™ issue that takes us
[urﬂutfmﬁcmaﬂmﬂhﬂ.uﬂchm:rh:ml}-
frmal reading of this project. In fact, he i able I ofganize
diverse photographers, and photographic subjects, under
his concern for the dilemmas of the rational depiction of
time: Muybridge and the RSP sit down 1o dinner with Bill
Ganzel and Eve Sonneman. While this kind of echeciic
comparison can be valushle. Berger here shom-changes
mﬂﬁwﬂﬂi:ﬂnﬂnﬂ.:nmrﬂﬁhinwmﬂ
other work, and diminishes social and historical differences
between the bodies of work involved His essay manifests,
a5 phalosophers say, o category mistake.




Although [ often agreed with Berger's general
observations, | also found that has veews rassed problems
when applied to the Rephotographic Project. One example
— Herger notes that the pair of pictures form a tnangle
with us, the imterpreting subject

This triangulalion is & demonsiration of sgame-
thing that is fundamental to all photographs
but difticull 1o ahow explicitly: that the maan-
ing of the photograph does nol reside in its
physical strecture, but rather in the dynamic
and negotisting interaction between our-
salves, our culture, and the image in question,

S far, so pood. Bui when used to describe the RSP, such
an observation functions as an excuse for the work. In-
terpretation that is assumed o be open-ended and dymamic
turms oul 1o be lasses-fare and arbirary. The mberpretatson
Berger speaks of requires a tremendous amount of respon-
sibility of boah maker and imerpreter, bui the reguired
responsibility does not ssem evident in thes project.

© 17983 B.J, Revdalds Tobacco Lompany. Lleed by permisson

In their essays, Verburg and Klen worry a great
dieal about the expressive-documentary dichotomy. Yer-
'q‘1l..|r|_.: decides thal the 19th century work they used was
acimally conceived subjectively, but ther own repholo
graphy of these pictures is objective and tustworthy. 15th
centary photographers were

fodlowing thedr own aristic vislons.... We, how-
ower, who began with no ambition 1o make a
reslistic survey of the West, got one. Unlikes
our predecessors, we did not take whal we
thought would be appealing shots... So, ironi-
cally, our survey did what theirs purponted to
do: to show the West without shaping R to our
awn aesthetis purposes.

Against this claim, | would suggest that the project did
mid exist in a siyleless void, bui instesd adopted ibe same
mack-neutral formal strategies favored by both Concepoual
artists and Mew Topographic photographers, and shared
many of the same sesthetic aims of these movements
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Kleti's viewpoint both contradicts and extends Verburg's
position. He notes that subjective decisions went into mak-
ing the rephotographs, concluding that such rephotography
cannot help but reflect individual points of view. He applies
this argument to |9th cenury work as well, pointing o
the many choices these early photographers had over com-
position, lighting. amd subject selection; again, this au-
tomatically assures expression for Klett, Yet he claims
there is a documentary character o this expression as well,
due 1o the nature of equivalence, that famous notion cast
retrospectively upon this 19th century work, He approv-
ingly quotes Rick Dingus, who claims that O"Sullivan
conveys “the power of the site a5 he experienced it. There
is no theatrical orchestration here, but only the sign of an
honest confrontation.” To some degree this is true, but it
15 @ mistake 1o accept this “confromation™ as an evident
trath about nature. At most, it is a truth about what 1he
culture that preserved the photograph feels about nature
(the content of O°Sullivan’s subjectivity can mever be
known 1o ws). Thus, an investigation into how the peclure
achicved its validity would be in order; but as we have
already stated, the RSP offers no such investigation.

In the end, the project has it both ways the
validity and mystery already conpected 10 1the 19h cemtary
Westemn exploration work is carried over to the RSP pic-
tures; and the RSP, by uncritically mimicking ihe 19th
century work, revalidates that work as both an and tradi-
ticnal documentary. Ome hand washes the other. Because
of this, the project seems destined for the annals of photo-
graphic style and an appreciation. With a greater awareness
of the problems of historical and interpretive method, and
with more careful thinking about the social role of myth
and the concept of nature, the RSP photographers could
have created a project with much wider ramifications.

In closing, | have bracketed this essay review
with two myths about nature. The first is well-known:
Carleton Watkins' view of Hall-Dome in Yosemite, The
second myth ks often seen: the prototypical cigaretie sdver-
tisement. This second picture wears much of its story on

its shecve: nature remains ideal and untainted, but also a
masculing, sction-packed, dangerows place. It is less im-
portant that we wonder about who these men are saving
than it is for us to make the metaphoric companson berween
the picture and the use of cigarenies: Winstons are also
natural, masculine, action-packed. and dangerous (in a
goid sensel. But this scenanio falls span when one remem-
bers the extended, unseen aspects of this advertisement,
We don’t even have 10 state the obvious, describing how
bad cigareties are for you, how much money the industry
makes, ¢ic. Rather, the central issue here s the aci of
transformation. For outside of this view stands sn an disec-
tof with 3 sketch and a color chart, makeup amisss and
other stylists, additional actors and workers, and the photo-
grapher with many assistants. Thas is history made, and
aature defined




Book Review

Art and Photography: Forerunners and Influences
Selecied Esaays by Heinrich Schwarz
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Our present knowledge of Heinrich Schware’s
contribiations 1 phdographic history are closely inber-
iwined with Peter Galassi's 1981 exhibition and catabog
Before Photography, Galassi's project stemmed, in large
part. from a 1963 College An Associstion lecure by
Schware entitled “Hefore 1239 Symptoms and Trends™
which deeply impressed John Srarkowski. The present
ook, intum, was motivated by the impact and controversy
of Galassi's exhibit and its acknowledgment of Schwarz
as 8 conceptual source. This volume pays Schwarz a be-
Lated academic tribute by collecting linbe-known and nearly
insccessible essays. OF the seven pieces included here,
three were previously published (betaeen 1949 and 1965),
while the rest consist of unpublished transcripts and bectuns
notes. from the Schware archive, and the edited transcript
of @ 1964 taped lectare (the only extant version of that
important 1963 ilk),

Ia his introduction William E. Parker offers a
brief biographic sketch of Schwarz, amd selecied appreci-
ations by scholars who knew him. Bom in Prague. in
1594, Schwarz studied an history, classical archacology
and philosophy at the University of Vienna. His doctoral
thesis dewcribed the beginning of lithography in Yienna
and initiated his lifelong interest in the graphic arts. From
the carly 1920s through 1938 Schwarz held a vanety ol
impomant curatorial positions 10 Vieanese muscums., In
1929 he organized an exhibition of 130 Hill {and Adamson)
photographs, ond pwoe years later produced a psoncenng
study of Hill. Parker notes that with this book, “Schwarz
became the wery first an historian to write a scholasly
monograph on 8 photographer.” Schwarz came o the
Uniied States in 1940 and held major positions at the
Albright Am Gallery, the Rhode Island School of Design
Museum of A, and Wesleyan University until his retire-
ment in 1972, He died in 1974

Schwarz's interests in photographic history rep-
resent @ contineed, but relatively small aspect of his Ife’s

rescarch, which embraced the am of the late Middle Ages
through that of the early 20th century. His pablications
inchuded studies of Renaissance iconology. 15th cenfury
lithography and the last 300 years of Austnan an. It weas,
in pari, the wery breadth of these imferesis that led to
Schware's insights on photography.

The central concepts in the essays collected 1n
Art gad Photography involve the inherently expressive
nabure of photography, the influence of the cultural mind
o scientific world-view on picture-making sirstegies, and
ihe dual relationship of photography and an: photography
having been anticipaied by certain modes of painting prior
i 1839 and thereafter altering ihe way painters perceived
reality,

Schwarz modes that “to photograph is more than
to reproduce; il is 1o transform™ through the interaction of
“passive machine™ and “creative mind.” The photographer
“imposes his will™ upon the camera, and “expresses his
will through it.” The will thus expressed is both personal
and cubaral, the product of the same histonical forces that
render cerimin nventions “historically imperative”™ and
allow us 1o recognice “a personal achievement a5 a super-
personal occurrence.” For Schwarz, photography was the
inevitahle result of the 19th cemtary realistic and sciemtific
world-view which displaced the 15h cepury's i
rutponalism and religious-transcendental world.™

This scientific world-view begins in the Renars-
sance. For Schwarz it is most clearly expressed in an by
the use of a fixed vantage point and & mathematically
precise system of perspective 1o render “direct and Faithifal™
representations of the visible world, This highly rationalis-
tic nation saw the development of mechancinl and optical
devices such as the rericolate, camera obscura, and cam-
era lucida, the precursors 10 the photographic camera. By
the 1&30s and *30s, this mode of perceiving the world
gave rise to paintings and prints which embodied “the
specific chamcieristics of the photographic image,” and
which appeared “in an almost mystersous way a8 procufsons
to the photographic spirit.” Such works — for example,
small oil sketches by antists such as Consable — seemed
o embady the proto-photographic qualities of non-trads-
tonal compositional devices, a richness of seemingly in-
discriminately recorded details, and an air of “detached
objectivity,” In Schware's scenario, the result of the de-
velopment of both photographic vision and photography
heas bz that the two “have penseirsted our mind and com-
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pletely transformed our optical outhook.™ This is suggesed
by the relationship of Vermeer 1o the optical and scientific
temnper of his time, and the infleence of photography on
19th century painters such as Daumier, Manet and Degas,

Clearly, Schwarz's major ideas have been de-
veloped and extended by succeeding generations of schol-
ars. The general validity of his ohservations on the relation-
ship between painting and photography may be sensed
from the substance of, and critical reaction 1o, the i jos
studies in this area by Yan Deren Coke and Aaron Scharf
Likewise, Schwarz's concept of proto-photographic pain-
terly traits may be best understood and critiqued in the
form of Galassi’s 1981 exhibit and catalog.

The very familiarity of these issues indicates
their congruence with the curment photo-historical canon.
However, it seems that the debate spurred five YCArs ago
by Cralassi’s exhibit has largely exhausted critical interess
in a sapnificant aumber of these issues. I is increasingly
hard to work up a spirited defense of photography s place
in the larger structure of modemist thought (how could it
be oiherwise, anyway?) when the entire framework is
under question.

It must also be noted that the essays included
here are ot uniformly impressive. A few are quite brief,
and a5 a group they are remarkably fragmenlary — a
reflectson, perhaps, of their intermittent production over
many years. The transcribed lectures are less convincing
than they must have been as slide-illustrated talks: in Pprini
one is less inclined to accept simple comparisons or
generalizations as convicing proof of larger, if admiteedly
exciting, ideas. The strongly teleological nature of
Schwarz's thinking produces an impression of ideas in
search of facts, or srguments and analysis stemming from
conclusions, rather than vice versa. And finally, the cxis-
tence of publications such as William M. Ivins, Jr."s ¢
the Rationalization of Sight (1938) and Prints and Viswal
Covmmunicasion {1953) remind us thai many of Schwarz's
insights were not entirely unprecedented,

Despite such complaints, it is nonetheless evi-
dent that this book constituics an imponant document of
post-war an-historical thinking about photegraphy and his-
torical causality. Schwarz's insistence on the relationship
of photography to ever-shifting vismal and comceptual
paradigms is. one hopes, utterly sell-evident today, The
only problem lies in the temptation to reduce complex

cultural and screntific issses o a relentless locomative of
historical inevitshility. Asx Schwarz himselfl states, “no-
body has yet been able to give a traly convincing and
plausible explanation for the riddle of siyles and their
changes.” All our notions of history, causality and influ-
ence depend on our own critical paradigms: cur interpre-
tations — b a grester or besser exten — alwo stem from
our conclusions. This search for “plausible explanations™
1% in itsell & product of the same rationalistic and scientific
world-view to which Schwarz attributes the beginning of
photography. Amd, likewise, his writings illaminate o
mode of thinking about photography, perception and the
naure of historscal understanding that reveal msch about
the time and place of his own imellectual formation and
crithcal activities

Kewrk F. Dyrvis






