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Introduction

Maren Stange

| do not want [photography] explained to me interms of  formulas,
learned, but so hopelessly unsatisfying. | do not want my butterfly
stuck on a pin and put in a glass case. | want to see the sunlight on
its wings as it floats from flower to flower, and | don't care a rap what
its Latin name may be. Anyway, it is not its name. The sun and flower
and the butterfly know that. The man who sticks a pin in it does not,
and never will, for he knows not its language. Only the poet does
BITRONIG WM.

Jacob Riis, in his awmobiography,
The Making of an American, 1901

It is undeniable that the documentary method, as opposed to the
abstract desire to produce Fine Ar, has resulted in significant
photographic art.

Beaumaont Mewhall, in
Farnassus (March, 1938)

[Photography is] a mind and an eye, but notanart. To me, images
are images. | don't care whether they're made with pen, pencil,
brush, they're images, and they can be moving or not.

Hen Shahn, to interviewer, 1968

Documentary deserved to be sacked, But demolition should lead to
reconstruction, with the former challengers drawing up the new

plans,

As. anyone with even the

Martha Rosler, in
Afterimage (Summer, 1983)

ing, history, and criticism, each with its own domain

most casual interest knows, the field of photographic
history has not only expanded but also been radically
revised in recent years. Revision, renaming the field
itself, has also redefined its constituent areas of study
and practice. Rather than dividing up a monolithic
and essentialized “photography™ into pacture-mak-

and hierarchical stafus, the new nomenclature pro-
poses theory, criticism, and picture-making 10 be
interchangeable, even overlapping practices. all of
which rightfully belong 1o an expanded field of “rep-
resentation” in general. Increasingly, both study and
picture-making practice acknowledge, and often in-
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tervene in, the communicative work of photographic
representalion occumng in many social locations
and enacting many social functions. As but one of
numerpus and overlapping representational prac-
tices, photography is seen to participate in the estab-
lishment (or subversion) of key cultural and social
discourses. To siudy the purposes, practices and
mieanings of such representations and the discourses
they are part of is the mandate of the emerging inter-
disciplinary field of cultural studies.

The new terms suggest both the range of
historical and crincal knowledge and theory that has
been brought to bear on photography in recent years,
and the seriousness and ambition to be found in
“photographic™ enterprises. An additional crucial
revisionis! component has been insistence on the
political responsibilities of work in a field which
engages history, culture and ideologies so com-
pletely, in which “a vigilant stance toward the cul-
twral politics of representation”™ must be a “critical
neoessity,” as Laura Wexler writes in her review
essay in this issue,

Ever since it was first ariculated in the
1930°s, the documentary tradition in photography
has ended 10 detach itself from debates over the
status of photography as an and has emphasized
instesd the presumed unigue immediscy and trans-
parency of the medium. These qualities of medium
and style have sometimes been taken o guarantee
personal authenticity and an unilinchingly altruistic
engagement with unpleasant realities on the pan of
documentanians themselves, Although documentary
has, 1o an extent. evaded recent efforts by some arn
historians to demystify the privileged status of ant
and the cultural constructs of genius and originality
on which that status rests, documentary 15 not with-
out its “demolition and reconstruction™ processes.
Much recent attention 1o the documentary tradition
hais focused on the “FSA era” of the 1930s, creating.
according 1o one critic, a “minor industry™ of revi-
sionist studies of 1930s photography  This work has
sought to include “formerly obscure practitioners™ in
the documentary canon alongside its “masters,” In-
evitably, in redrawing canonical boundaries, such
rEVISINISL scruliny questions not only the esthetic
sirategies of individual photographers but also the
cultural ideologies that assign value and significance

o them. It 15 interesting to consider the extent 1o
which such constructs have worked in the past to
associate and identify documentary photography
with positive values assigned to the New Deal itself.
In 1962, for example, when Edward Sieichen
mounted his retrospective FSA exhibition, The Biiter
Years, at the Museum of Modem Art, his catalogue
essay made the link between documentary image and
populist humanitarianism seen implicit and awto-
miatic: his mission was, Steichen wrote, o reveal ioa
new generation “the endurance and fortitede dha
made the emergence from the Great Depression one
of America’s finest hours,™

| am pleased that all of the essays published
here contribute in a variety of ways, both explicit and
assumed, to the revisionist dialogue. The two essays
by Daile Kaplan and Grant Kester, **The Fetish of
Having a Unified Thread™ Lewis W Hine's Reac-
tioni 1o the Use of the Photo Story in Life Magazine,”
and “Riots and Rent Strikes: Documentary During
the Great Society Era,” were oniginally presented in a
session ot the Spring, 1989 mecting of the SPE,
“Documentary Fetishes and Marrative Truths,” The
session {which included as well my paper on film and
photography sponsored by the Standard Oil Com-
pany of New lersey's documentary project of 19431-
19500, examined American social documentary in
photography, film, and video al three moments when
specific changes in media technology and in sponsor-
ship, as well as idenlogical shifts among both practi-
tioners and audiences, created new, unforeseen pos-
sibilities and criteria for potentially successiul docu-
mentary practice. The condrasis in practices thai are
evident in these moments bring into question any
prezumption of unity within the documentary mode
and reveal its self-contradictions. In presenting a
“tradition” that appears frapmented rather than umni-
tary, we argued that documentary forms and subject
matler are meanmgs prodeced on behalf of techno-
logical, esthetic and ideological interests, rather than
objective records or the spontancous responses of
“concemed” individuals,

EKaplan, returning to the moment in ithe
1930 which saw the emergence of mass circulation
picture magazines, considers Lowis Hine's less well
known but highly successful editonal and advertis-
ing work of the period in contrast to early photo-

T



essays from Life and Look, whose editors Hine casti-
gated for “the fetish of having a unified thread.™ As
Eaplan suggests, even ai thal moment of itz critical
articulation, documentary existed as not one but var-
ous discourses. It was not only Hine™s insistence on
controlling both the content and presentational style
of his images, bat also the emphasis then current
within the social welfare movement on the proper
stylistic representation of modemity and profession-
alism in photography that complicated Hine's later
CHreeT.

Kester's work in Part | of his essay, on the
Kemer Commission repont of 1963, pan of Lyndon
Johnson's *Great Society™ welfare programs in the
1960k, discusses the narmative of ghetto rebellion
constructed by the report’s use of documentary pho-
tographs. His analysis sugpests that the conventions
of documentary style, such as unconirolled lighting
and black and white prints, were used in the report (o
portray “the *Negro® [as] an object of study, fear, and
condescension,” rather than 1o break down race and
class divisions. However, as Kester shows in Part 1.
“Gircat Society” programs also enabled a significan
alternative documentary practice: in the documen-
tary videos made by Urban Planning Aid, he finds
evidence of a shift in “represemtational power in fa-
vor of the urban working class.”

Laura Wexler's and Judith Frver's review
essays in this issue are no less informed by, and
contributory 1o, the effon 1o practice a responsible,
and responsive, critical and historical interdiscipli-
narity Like the books under review, John Tagg's The
Burden of Represewiation. Essavs on Photographies
and Histories, and Alan Trachienberg's Reading
American Photographs, Images as History, Mathew
Brady to Walker Evans, Wesler's and Fryer's ezsays
do not hesitate 1o scrutinize old questions and catego-
ries which may have come to obscure more than they
clarify about photography as social practice in the
United States and 1o propose new ones, My sincere
thanks and decp appreciation is extended to all con-
iributors, and to exposwre editor Patncia Johnston
and director of publications Janet Pritchard. | hope
your reading of this issue of exposure will be as
engaging and enlightening as my guest editorship of
it has been.




“The Fetish of Having a Unified Thread”:
Lewis W. Hine’s Reaction to the Use of
the Photo Story in Life Magazine

Daile Kaplan

Today a reader can look at a picture and see what's in it; he no longer
needs a caption to point everything out.

On Movember 23, 1936, Life

magazine, the first successful American pictorial
weekly featuring news items told in photo stores,
wis launched. The emergence of Life and, with it, the
efflorescence of the photo story, traditionally have
been associated with the birth of photsjournalism in
the United States, While Life (and its rival publica-
tion Look) followed many popular and prestigious
illusirated joumals. histencally, the appearance of
these two publications has been atributed o graphic
inmovalions in the European picture press.! Neverthe-
less, cach has indigenous roots in American vemacu-
lar, “gentlemen’s” and. in particular, social welfare
publications of the lute nineteenth and early twenti-
eth centurnies.

Thirty years before prototypes of Life and
Lok were on the design tables, Lewis W Hine ex-
perimented with grouping photographs and text in
materials published by the National Child Labor
Commitiee {(NCLC) (Figure 1).° In his career as a
photographer and wniter, Hine joined pictures and
words into a new graphic language. The novelly of
Hine s work is demonstrated by the fact that, creating
his own photographic lexicon o describe these for-
mulations, he coined such phrases as “human docu-

'I;}.:ﬂc.r.ﬂr Kaplan, 1959

Joseph Kastner,
Former writer and copy editor at Life magarine

ment,” “interprefative photography,” “work por-
trail,” “picture-serial.” and “nme exposure.” In 1914,
nearly eight years after he first conceived of the form,
Hine wsed the werm “photo-story™ o describe his
sequencing of photographs and captions.

As o poneer photojourmalist on assignment
for magarines and social agencies, Hine devised a
multiplicity of formats o conirol ihe dissemination
of his work, He designed photo stones. children’s
stores and books, photographic exhibitions, and ag-
itprop posters, The overwhelming preponderance of
printed matter and photographs aliered for reproduc-
tion suggests that conventional interpretations of his
eEVE Wis-3-vis amistic photography do not fully
describe his contrnibutions as a photographer. Offten
overlooked, Hine's collaborative and independent
design work are indispensable in formulating the rise
of an American picture press.

In 1907, Hine published two leaflets aboul
child laborers in picture-essay format for the NCLC,
which employed him as an investigator, photogra-
pher, and, in 1914, as its exhibition designer. Two
vears later, a series of portraits of immigrants itled
“As They Come to Ellis Island,” complete with cap-
tions and a byline, was reprodueced in photo-story
format in a fledgling social welfare journal called
Charities and the Commons.” Soon after, Hine and



Figure 1 WHWIHMEMNEMLM WAS
the firsd lgafiat that featured Hine's picture-lext panels lor
theer Mabonal Child Labor Commeties.

the young managing editor of that magazine, Paul
Kellogg. developed a revelutory graphic language for
the Piusburgh Survey—a landmark investigation of
econamic and social conditions in an urban center—
undertaken by, and published in, the joumal. [ts dis-
tinction lay in ils combination of the wechnigues of
social research with the graphic methods of jowmal-
ism. Its success resulied in a heightened use of photo-
graphic reproductions in subsequent 1ssues of Char-
ties and the Commons. The journal was renamed The
Swrvey, and Kellogg hired its first staff photographer,
Lewiz W Hine. Years later, Kellogg would cite Tho-
mas A. Edison’s “flash of insight that the optic nerve
is the shomest roule 1o intelligence™ as a reason for
his carly interest in employing photographs.* Dunng
the next three decades, working alone as well as
collaboratively with Kellogg, Hine continwed o dis-
assemble the social photograph into syntactical units
of picture and text. By arranging a group of images in
multipage graphic designs, he recognized the latent
power of the iconological image (along with authori-
tative text) as an effective and compelling communi-
cations bool.*

Hine's development as a photojournalist
reflected and influenced the development of the
phoio story Hine's work—his autonomous, linear

10

and nonlinear photo stones—oontrasis sharply with
the rigid, gridlike form that Life’s editors employed.
The differences in infent between these two enter-
prises may be detailed by comparing Hine's amstic
and jourmnalistic program aimed at combining pic-
twres and words into a new form of joumalism with
the ambiguous campaign waged by the editors of Life
and Loak, who promulgated photography as a univer-
sal language bui ultimately subordinated picture to
text. Hine denounced Life's formulaic arangement
of multiple photographs as “the fetish of having a
unified thread.™

Lewis Hine began his carcer as a photogra-
pher in 1905, He was then teaching nature study and
peography a1 the Ethical Culure School in New
York, whose student body consisted of firsi-genera-
tion eastern European immigrants. At the suggestion
of Frank Manny, the school’s principal (and the per-
son responsible for discovering Hine when he was a
sweeper in an (shkosh bank, bringing him to MNew
York and hiring him as a ieacher), Hine began his
exploration of photography by documenting school
activities. Later on, he and Manny sei out w0 Ellis
Island.

Hine's experiences at the Ethical Culiure
School from 1901 to 1908 cannot be overestimated in
their effect on his personal and professional develop-
mient. The school was conceived as a nomvocational
imstitution “designed o give special fitness o those
who will be artists later on.™ Hine, whose youthful
aspirations had included becoming a wood sculptor,
apparently also took advantage of its strong comimit-
ment o printing and graphic ans. While weaching, he
began designing printed matier for the NCLC under
the pseudonyms “The Kodak,” and, later, “Small
Kodak.” His later work for the NCLC was probably
the result of being privy o the social welfare network
at the schioal: Felix Adler, co-chair and founder of the
MNCLC, had also founded the Ethical Culture School,

At this same time Hine attended the Colum-
bia School of Social Work, where he met Arthur
Kellogg. Kellogg introduced Hine o his younger
brother Paul and other members of the social welfare
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community While Arthur, too, guided Hine's pursuit
of a career as a sociological photographer—a codi-
fied term that meant those photographing child work-
ers—Hine primarily worked with the younger Kel-
logg on selecting and producing investigative assign-
menis,

From 1907 to 1939 the mwo operated as an
editor-photographer 12am on several influential pho-
tojournalistic projects. These included the Pistsburgh
Survey, the first comprehensive examination of so-
cial conditions in an American city; “Construction
Camps of the People,” a lengthy photo insent about
the living and working conditions immigrants en-
dured while constructing the Ashokan Dam, pan of
New York City's water-supply system; a series of
postwar photo stories aboul reconstruction programs
in Europe, which featured Hine's photographs for the
American Red Cross and the first published images
of war-torn Europe after the armistice was declared;
and, from 1920 to 1937, picture essays celebrating
industrial workers.

As Frank Manny had guided Hine to new
and broader horizons, so did Paul Kellogg. Together
they explored the potential of progressive journalism
and the capabilities of the photograph to convey
news of social welfare issues. Their efforts prefigure
the central role of editor-photographer leamwork
highlighted in popular magazines of the 1930s. Hinc
made photographs, wrole comprehensive captions,
and, working collaboratively with Kellogg. edited,
arranged, and combined the photographs and text.
Kellogg's vision of social work as inextricably
linked to “individual health and happiness”™ would
find structure in Hine's belief tha “the individual is
the big thing after all.™

A splendid example of the photojounalistic
program that they pioneered appears in The Survey’s
January 1910 issue, whose lead story was “Strangers

Within the Gates, State and City Construction Camps
in New York.” On the the cover is a portrait of a
mustachioed immigrant laborer in overalls and straw
hat (Figure 2). The issuc highlighted two stories
about the plight of immigrant workers employed by
municipal and state construction camps throughout
upstate New York. A comparison of the two anticles
clarifies the ways in which Hine's mode of reportage

e — 2

- e ]
VLLUME LRI s B ‘llhlljl"ﬂ

THE

SURVEY

A JOURNAL ©OF ©A¥N

STRANGERS WITHIN THE GATES

STATE AND
CITY CioN
STRUCTION
CAMPs 1IN
NEW YilH &

THIS (580 TWERTTFEVE CPNTS & 4
pp

Figure 2. Hing's 16-page pholo $iofy abota the stale con-
siruction camps, entited “Stranger Within the Gates,”
beoke journalistic ground

continued to explore the new graphic language he
and Kellogg pioneered.

One, a lengthy picce of investigative jour-
nalism by two prominent social workers, Lillian D.
Wald and Frances A. Kellor, included photographs
by Hine. The drama of their reportage is conveyed in
a subheading that indicates their automobile expedi-
tion took fourteen davs and covered 1.286 miles
“against odds of mud, rain and distance.” The anticle
describes the appalling living and working conds-
tions at the camps, which were operated under the
acgis of the state and city According 1o Hine, Kellor
and Wald directed his camera. That is, they showed
him which images they wanted as illustrations. The
layout was basically conventional: individual photo-
graphs were interspersed throughout the text

LA



The other piece 15 a pictorial one, featuring
a sixteen-page photo insert by Hine titled “The Con-
siruction Camps of the People.™ Visually, the spread
casts a wide net: it opens with the porirait that ap-
pears on the cover and segues inlo a senics of candid,
action-oriented, medium and long shots of men
working manually and operating gigantic machines,
Later photographs show the interiors of overcrowded
sleeping quaners and the minimal recreational facili-
ties. There is a linearity to the photo story: two hori-
zontal or vertical photographs are reproduced on
each page, and informative captions of one 1o two
seniences appear beneath each title. This panoramic
display of photo reportage, which included an un-
precedented iwenty-three photographs, was a mile-
stone in the history of photojournalizm.' Just as the
alternative forms of journalism Hine developed in
NCLC publications conveyed conditions child labor-
ers endured, so did this lesser-known item expose the
government’s scandalous mistreatment of foreign
laborers,

While the autonomous photo story had been
Hine's trademark since the Pittsburgh Survey, “The
Construction Camps of the People™ presented a
greatly expanded version of the form. That so much
space was allotted o the story underscores Hine's
and Kelloge's belief in the value of photo reponage.
In other ways. the subtheme of the photographs fore-
shadows concerns that would grip the American
imagination after the World War 1. including repre-
sentation of men and machines.

. = @

An element of lost innocence can be read
into Hine's early photo stories about immigrants,
child laborers, and war refugees that in some ways
reflects his background as a rural midwesterner
iransplanted 1o the big city In 19240, after leaving the
American Red Cross, Hine decided o modify his
photographic approach. Although the sublext of his
prewar work had been conflict, be decided 1o jemison
this point of view in order to focus on what he consid-
ered more “positive™ documentation, that is, depict-
ing “industry from a human angle.”"' The name he
gave to this body of images was “work portraits,” a

ierm suggested by Paul Kelloge's older broiher,
Arthur,

Although Hine was still associated with the
journal called the Swrvey Graphic alter the war, he
essentially carried out his project independently A
letier to Paul Kellogg in the summer of 1921, in
which Hine thanked him for his “first income in
nearly a year,™"? is the first of many such notes and
appeals, but Hine was confident of the currency of
the work porrail motif and viewed his financial
struggle as temporary, attributable to the national
economic slump. His major concern was “whether
there will be plenty of progressive industry ready 1o
pay the freight.™"*

With characteristic alacrity Hine purssed
this new industrial direction. While he continued 1o
publish in the Swrvey Graphic, within four vears his
wiork was recognized by the prestigious Art Directors
Club of New York. which awarded him a medal for
several of his work portraits because they had been
used in advertising. Although Hine was quintessen-
tially a progressive photographer whose empathetic
images are infused with the spirit of an carlier era, he
helped the unbridled matenialism of “big business™ o
take on a new, squeaky-clean image afier the war.
Hine envisioned his portraits of laborers as “kind of
publicity and morale stuff™ for industry,™ but many
of the work portraits lack the visceral, gritty human-
ism that was integral 1o the success of his earlier
images. lronically, they serve as mawkish tributes 1o
human labor rather than testimonies to its beauty
Hine"s new approach thus can be seen 1o represent a
disengagement from the then—popular fascination
with, and idealization of, machine technology

With the ascendence of the machine age
arrived a concomitant popularization of the camera,
and, as Kodak s promotional language would have it,
“Kodakery” or picture-making became a communi-
cative medium, As photography enjoved a boom,
new photographic strategies abounded, Rather than
focusing on the human angle of indusirial labos,
modemist photography emphasized machines (oflen
in absiract designs) and a heroic human figure, fre-
quently utilizing unusual (nonfrontal ) camera angles,

Hine's studied, self-conscious photo stories
published in the 19205 about the post office, disease
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control, crafispeople, and the Girl Scouts lack the
authority of his prewar mmages. Their underlying
themes have an unctuous quality that did not confiorm
to fashionable ideas of modernity * Hine depended
on freclance sssignments from ithe Swervey Graphic
for income, and the magaane was also undergoing
changes. Florence Loch Kelloge, the jourmnal’s new
art director, wanled the magazine 1o reflect new pic-
torial trends. She viewed Hine's work as “old-fash-
ipned,”"® Mevertheless, Paul Kellogg defended
Hine's camera as “cunning™ and continued to de-
sign classic photo stones with him, notably the *“Cast
of Characters in the New Drama of the Power Mak-
ers” (Figure 35, While Hine focused on the “nobodies
of the world,™" pictures that alluded to the dynamism
of the workplace predominated in the media. Indecd,
by the mid-1930s, photography’s expanded subject
matter would find new venues in popular pictune
magazines, mcreasingly characterized by slick pro-
duction values.

Cieneral-interest, popular penodicals such
as Life and Lok were praised increasingly as demoan-
strations that “the world of communications is Cne
World [which has] but one wnifying purpose: to
break down the barmiers of prejudice and ignorance
that have 50 long kept us from living in peace with
our fellow men throughout the world.™ In the hal-
cyon days before television, editors spoke of the new
photopourmalistic program as one intended “to glonfy
pictures, o make them dominate the magazine page,
to hawe them tell a story, using explanatory text in a
subnrdinate position,™

The man behind msch of this rthetonc was,
of course, Henry Luce, publisher of Time, Foriume,
andd Life, whose ideas reflected, in one eritic's words,
“the iranscendence of Christianity and Amencan cul-
ture.”™! Wilson Hicks, Life's executive editor unitil
1950), helped to develop the pictorial agenda for
Luce’s messianic vision with such theories as the
e that “photojoumnalism makes space do the work
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of time,”™ Hicks credited Time, first published on
March 3, 1929, as a pioneer of the photo story, ex-
plaining: “In 1934 and 1935 Time published
several one page and two page picture siofies
Time™s philosophy and technigues provided the
intelleciual milicu essential to Life's materialization
and the birth of the true photojournalism form. ™

Although it may be difficult 1o perceive Life
as embodying any intellectual radition, Hicks's idea
is mot as far-fetched as it may initially seem. Histori-
cally, the “intellectual” preference for artistic render-
ings over photographs underwent a transformation,
compliments of Life. While people of culture had
traditionally eschewed the boldness of photographs,
Luce's use of photographs in Tire—a “high-brow™
journal—in tandem with the glowing erms Life's
editors used in speaking about photography, elevated
the medium to a culturally acceptable journalistic
form. When photographs were imbued with a maosd-
ernist, sleek look, readers who had reviled photo-
graphs for more than half a century suddenly found
them palatable!

It was incumbent upon Life's editors (o
present beautiful, humanistic, and powerful photo-
graphs that reinforced the ideology they so forcefully
and incessantly put forth, However, the ideological
uses of photography were far more complex than
editors would have their readers believe—or than the
edilors themselves believed. By adopting a rhetonc
that promoted a so-called “new language for mass
readers,”™ that is, by using photographs and photo
spreads 10 present a positive, upbeat view of Amer-
ica, the magazines were conveniently promoling a
view of the world that upheld and enforced LLS.
hegemony  Indeed, in his speeches and in his three
magazines, Luce proclaimed that “no [other] nation
in history, except ancient lsrael, was so obviously
designed for some special phase of God's eternal
purpose.”™

The editors of Life extolled the vinues of
photography and, like Kurt Korff, editor-in-chief of
Die Berliner [Musirierte Zeitung, replaced artistic
renderings with photographs to “draw people into™ a
page.™ Nonetheless, the rhetoric supporting the use
of photography was a smokescreen. Magazine work
was a tightly organized hierarchy consisting of pub-
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lisher, editor, art director, designer, writer, and pho-
ingrapher. Although photographers were canomized
on the journal’s pages. in fact, they operated at the
lowest end of the production scale,

“The weight of [photographer’s and
writer's| crafl traditions,™" 1o use ong prominent
editor’s phrase, was tipped in favor of writers. A
photographer made images that correspomded (o a
prearranged script and then surrendered the images
first to an art director or designer who cropped, sized,
and manipulated them, and then to a writer, whose
captions might not represent the photographer’s
point of view Thus, under the guise of creating a
“mew world language of pictures,” editors seemed (o
promote the transcendence of photography while in
fact assuring the superionty of writing, For maost
photographers, however, the loss of control was
equitably recompensed: their status was elevated o
that of photographer, antist, and hero all in one.™

In 1936, Lewis Hine was struggling at the
age of sixty-two 1o parlay his work-portrait method-
ology into gainful employment. His banles with the
Graphic's an director had reached crisis proportions,
Increasingly frustrated after the completion of his
miasterful Empire State Building assignment in 1930,
Hine characterized his professional conflict with
Florence Kelloge as “bloodshed.™ A day before the
publication of Life’s first issue on November 22,
1936, a weary Hine confided to Paul Kellogg: 1t is
ahout time, anyhow, 1o wm it all over o the new
generation with their modem efficiency ™

Kellogg, however, continued to mediate the
conflict with Florence, and he persisted in helping
Hine find new sources of work. He wrote letters of
introduction to David Weintraub, direcior of the
Works Progress Administration’s Mational Research
Project, and Hine was hired as its chief photographer.
But, as his photographs were being prepared for re-
production in the Survey Graphic, Hine and Kellogg
clashed bitterly when the editor insisied that Hine's
layout for the May 1937 issue be revised signifi-
cantly An irate Hine wrote: 1 am not a bit satisified
to sacrifice pictorial content to the fetish of having a
unified thread running through the series.  (The
weekly newsmagazines do that so beautifully.)™"
Ultimately, Hine prevailed, and even Florence Kel-
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excepd upper fight by Margaret Bourke-White.
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repoiage. All pholos by John Phillips,

logg wrote to say she was “glad my agony to do yiour
spread as you wanted it produced the desired re-
sules, ™"

The publication of the premiere issue of
Life, which featured a now well-known cover story
by Margaret Bourke-White on the Fort Peck Dam in
Montana. may explain Hine's stinging remark. Ac-
cording 1o Life’s own accounting, four hundred thou-
sand issues were printed, but six hundred thousand
readers stormed the stands demanding more copies.”
Many letters that appeared in subsequent issues
hailed the magazine as “magnificent,” “great,” and
“excellent for the doctor’s waiting room.™ Never.
theless, in a letter to the editor that appeared in Lifes
December 21, 1936 issue, Ering Voldol, principal of
the schools in New Deal, Momtana, had several ob-
servations about Bourke-White's six-page picture
essay, which included a two-page spread titled
“HOL000 Montana Relief Workers Make Whoopee on
Satwrday Night.” Echoing Hine's observation that
“photographs may not lie, [but] liars may pholo-
graph,™ he wrote:

| could sell LIFE to my first grade pupils
although some of them might demand a
better job of editing. Specifically | am
referring to the way you muffed a golden
opportunity to get some real human
interest and newspictures of life in the
shanty towns surrounding the FL. Peck
Dam Pictures don't lie but | can as-
sure you that night life does not play
nearly that big a part in the life of a vast
majority of our inhabitants. *

Voldol went on to castigate the journal for putting a
picture of a forlom child on the cover, saying that
“her looks belie that she is a neglected child, It was a
jolt 1o discover that the dignified editors of Life
would exploit a child in order 10 make interesting
copy "7

The design of the Fon Peck story contains a
distinctive, diagonal graphic device: a photograph of
townspeople and a child seated af a bar was laid o
dynamically to evolee the actual shape and horizontal



Figura 6. Lewss W, Hine for Forfune magazing, Juna 1835

thrust of a bar This was one of many graphic
techniques Life's editors experimented with in early
issues.” Such novel uses of photography, however,
were short-lived. A pictonally-orented rews maga-
zine proved problematic in relation o advertising
revenues, One editor explained: “The word has be-
come more important. Advertisers found readers
were flipping the pages of piclures 1o fast, so the
change was pnmanly related to the business of sell-
ing advenising in magazines,”™"

When Wilson Hicks assumed the editonial
helm in March 1937, he engineered a new look for
Life. The picture story was increasingly used as illus-
tration, 1o dress up an article. Principles of onderly
arrangements and continuous flow—rectilineaniy—
dictated Hicks's technique of laving outl photo-
graphs. Layouts often consisted of uniformly sized
images organized along a grd axis, While Life’s
carliest photo siones emphasized the pictonal cle-

ment. 1ts post-1YA7 pssues better reflected the de-
mands of sdvenisers and Hicks"s vision of the photo-
griaph as decormhon.

There are basic differences in approach and
execution beiween Lewis Hine's photo siones and
those featured in the piciure press, Hine's standard
wse of the picture-fext combination was in an aulon-
mous, one- 1o four-page spread. Typically, such a
spread did not omament an articke but was a cohesive
and separate entity Elizabeth MeCausland, an an
critic and educator, characterized it as its own “single
expressive statement. ™ The editors at Life, however,
employed photographs as illustrations—despate the
preponderance of rhetoric suggesting otherwise, One
cditor's explanation was:

Reader tests show that the connected
picture story used as illustration often
gets twice the readership given to the
text it accompanies. Yet the lests also
raveal that the text benefits from the
photo story, often getling twice the
réader time it would receive if it were
presented alone, !

MNevertheless, Kellogg encouraged Hine to
solicit Life for work, Eellogg perceived a relation-
ship between the “modem hicroglyphics curmenily
spreading like wildfire™ and the photo-story format
that he had pioneered with Hine. Life eventually
published Hine's “Ellis Island Madonma™ in s June
5, 1939, 1ssue (after an unrelenting, three-year corme-
apondence), That same vear, Hine undenook an as-
signment for Forfwne, Luce's business magazine.

The resulting story, “A Railroad Fireman,”
differed from the conventional Forfune feature, and
frovm Hine's standand, autonomoars combination of
photographs and text.* Subtitled “The Life and
Circumstances of Lewis Davies lsascs, who has fired
Lackawana locomotives for 28 years and hopes to be
an engineer someday,” it was published in June 1939,
The photo story represents one of Hine"s best cfforts
ol merging the wholesome and the heroic in his typo-
logy of laborers. At odds with anything faddish or
slick, Hine produced a classic work-portrait series in

a magazine renowned for iis profiles of poeerful
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conporate cxecutives and government figures {Figure
4,

Like other photographers featured in the
pages of Forfune, such as Margaret Bourke-White
and Walker Evans, Hine was offered an opponunity
to promote his work porrats nationally and in an
opulent presentation (Figure 5). The magazine's cor-
porale orentation was not only reflected in its table
of comtenis but also in its formal: space was dispro-
portionately devoled 1o advertising pages, some in
color. Also, in a reversal from the policy of piciure
magieines with less-ambihous budgets, the articles
appearcd on enameled paper siock, and the mone
lustrous, coated paper stock was reserved for the
premium reproduction of advenisemenis,

Under the art direction of Francis A. Bren-
nan, the overall effect of the Isaacs story is hand-
somme, Seventeen of Hine's photographs were repro-
duced; he also received a byline. lsaacs and his
workplace are mtroduced on the first two pages of
the spread. The next two pages depact him al home, al
a church choral group, and at the dinner table wath his
smiling wife standing a1 the stove (Figure 63, The
reader is also introduced to Isascs” son and to his
prized possession, s automobile.

I the later section of the spread, lsascs is
teatured in totemic blocks of three images, alone and
with his co-workers (Figure 7). In some images he is
waorking, in others he is sacializing (or catnapping
(Figure ). The photographs highlight a human
angle: |sascs appears confident, competent, and so-
ciable, Although it is unclear what, if any, control
Hine had over the actual design of the story, the
individual images reflect his desire 1o study “human
values in photography beyond mere il lustration. ™

In contrast with a social-realist stvle that
typed laborers as beefy herocs (often postuning in
varipus stages of undress or sthlencally engaged in
superhuman feats), Hine's work-porirait model was
ideally suited for a corporate magazine such as For-
fiere. He presents an engaging laborer who, not coin-
cidentally, loves his work and identifies with his
j'l:ll:l.“

A|I|‘|:‘!|.|E|'| this wis aod an aulonomeous phaoto
story, Hine's photographs do not function as ancil-
lary elements of the spread. Rather. the captions amd

Figure T Lowis W. Hing lor Forung magazine, Jung 1535,

the photographs are unified and complementary;
photographs do not merely decorate the amicle.
While the writer of the article is unidentified, his or
her poant of view has the distinctive nng of Hine's
CWN ViECE:

The lecomotive, like most machines, is
an instrument of mass production. But
while many such instruments show a
deplorable tendency to subdue and de-
humanize the men hired to run them, the
locomolive allows, even compels, its
operators to behave like human beings
of a comparatively high type.*

Hine secured an important viclory with this
picce, a tiumph that took several forms. Afler years
of approaching Luce’s publications. he was given a
o assignment. And, in & joumnal renowned for its
corporate profiles, Hine was able w display his pho-
iegraphs in a way that conformed to his own work-
portrail standards. Finally, Hine was vindicated by

i7
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Figure B. Lewia W. Hine for Forisne magazine, June 1338,

the publication of A Railroad Fireman.” While
some colleagues in the social welfare commumnity had
written off his work as old fashioned, the Forfune
feature proved that his commitment (o pofraying
“indusiry from a human angle™ was viable. This, in
fact, may have been the ultimate victory, for, in a
note w Paul Kellogg—and obviously o Florence,
ixo—he writes & bit smugly that the story “is not at all
sireamlined and not 30 very modemn but | am a bat
pleased with the result and others are, oo™

Study of Lewis W Hine's pholo stores,
produced as early as 1907, sugpests that received
wisdom has perpetrated several misconceplions
about photojoumalism: first, that it was made pos-
sible by the manufacture of small, hand-held, 35-mm
cameras; second. that it first appeared in the United
States with the publication of Life and Look maga-
zines in 1936 and 1937 respectively: and third, that
the rise of the human-interest photo story, which is

18

the heart of the picture magazine o= we know il
iday, was modeled on European proimypes. Al-
though Cierman, French, and English pictorial jowr-
nals have had undemable influence, Hine worked
with the photo-story format thiny vears before the
appearance of Life. He used cumbersome dx5 and
527 cameras, called Graflexes, o make his pictures,
and he set important precedents in controlling the
publication of his work. Meveriheless, Hine's contri-
butions 1o the rse of photojoumalism in the United
Siates have yet 1o be fully explored and integrated
b0 the history of photography

By the time he lefi for Europe to document
American Bed Cross reliefl programs in 1918, Hine
was the leading social photographer in the United
States. He had successfully developed a unique,
“human-interest™ siyle that was infused with the
spirit of the Progressive era. Part of the reason Hine
wias nod recognized for his photojournalistic work is
that his early photo stones appearcd in National
Child Labor Committee publications under a pseudao-
nym, and in a small progressive magazine The Sur-
vey. Later, Hine's photographs were featured in na-
tional publications, and in the 19305 opportunities
became available to employ the photo story format.
However, Hine's unwillingness 1o take on any proj-
ect except those which met his work portraits stan-
dards, coupled with his insistence on controlling the
dissemination of his work by supplying both photo-
graphs and text, did not make him an ideal candidate
for photo assignmenis. As a result, dunng the heyday
of the American picture press, Hine's photographs
were vinually invisible to the general public, and the
ways in which he developed the photo story format
were unacknowledged by picture editors. By track-
ing Hine's development of the photo story, as this
cssay has done, we can redress this omission and give
Hine his due as a troe pioneer of American photo-
pournalism.

Fignures 48 by courtesy of Fortune maga-
zine © f939 Time, Inc. Al rights reserved,
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Riots and Rent Strikes: Documentary
During the Great Society Era

Grant Kester

Tl‘h:! passage of the Economic
Opportunity Act of 1964 signaled the beginning of
Lyndon B. Johnson's “Great Sociely”—the mast
extensive program of government-sponsored reform
in America since the New Deal.' The Great Society
comprised a vast bureaucratic network of BECNCies
and programs dispensing federal money o advance a
“War on Poverty™ on several fronts simultaneously-
housing; health care; job Iraining: education: and
welfare support. It represented a broad legislative
and ideclogical response to the crisis—and pernceived
threm—of an immiserated black wiwking class con-
fined in America’s deteriorating inner cities. While
the Great Socicty formally ended with Johnson's
defeat in the 1968 presidential election, its culiural
and political ramifications exiended well into the
19705, Only with Presidemt Nixon's “New Federal-
ism™ policy initiatives in 1974 was jiis philosophical
influence decisively reversed.? The last vestiges of
the “War on Poverty™ social programs were de-
funded in the early 19805, at the same time that the
reformist ideology that had underwritten the Great
Sociely came under attack from newly ascendent
conservative policy analysts. Commentators such as
Roger Freeman and Allen Matusow saw LBJ's Grea
Society programs not as the efflorescence of late
twentieth-century liberalism, but as the symibaslic
lsming point in America’s postwar drift into moral
decay and economic decline,!
Documentary Mourished during the Great
Sockety era, as it has in past periods of social disor-

0 Ciramr Kester 1989

der, such as the Progressive era and the New Deal,
because it could provide verifiable “proof™ of both
crisis conditions and the success of reform policies
designed 1o alleviate those conditions. Documentary
images of the urban poor and the inner Cily were ysed
widely in government reports, riot commissions, sur-
VEYs. news programs, and activist work, o buttress
policy debates, illustrate living and working condi-
tions, and organize tenants. One of the most signifi-
cant instances of state-sponsored documentary dur-
ing the Great Society was the report of the National
Advisory Commission on Civil Disorders (also
known as the Kemer Commission), the official Bov-
emment study of the 1967 riots.* Composed of insur-
ance execulives. bankers, and congressmen, the
Kemer Commission spoke with the authoritative
voice of political and economic elites, It combined
exhaustive riot descriptions with interviews, statis-
tics. tables, chans, and a special section of phaio-
graphs documenting the riots’ progress in several
Mapor Cilies.

The reformist dynamic of the 1960 also
provided the impetus for a more radical documentary
practice, operating on the fringes of the Great Soci-
ety Through the auspices of the Office of Economic
Opportunity (OEQ) a number of community-hased
activist groups received federal funding under the
mandate of the “Maximum Feasible Participation™
policy. which argued that poor and working-class
communities should have some say in the distriby-
tion of federal funds.® Boston's Urban Flanning Aid
(UPA), one such group, produced over one hundred
video documentaries between 1968 and 1980



Where the Kerner report was premised on the statisti-
cal obpechfication, and management, of the ghetio
population, UPA's sctivists used newly available
Porta-pak video equipment to help the poor and
working class confromt landlords and housing bu-
reaucrats and advance their claims for entitlement.
Although the documentary work we nor-
mally associate with this penod is the “an™ documen-
tary of photographers such as Bruce Davidson or
Mary Ellen Mark, the Kemer report and LIPA mone
accurately reflect the fundamental condition of docu-
mentary practice. While Davidson’s Fasr [0k
Street—in pick an obvicus example—may nomi-

nally share the same “subject matter™ as the Kemer
report {poor, inner-city blacks and Hispanics), his
relationship 1o his subjects is essentially personal and
sesthetic.” The Kemer report and UPA"s work, on ihe
odher hand, are grounded in specific reformist mstit-
tions, policies, and deologies. As with the documen-
tary work produced for the Tenement House Exhibi-
tron of 1%KL, the Pitisburgh Survey, the Mational
Child Labor Commitiee, and the Farm Secunities
Administration, the poor and working class are less a
subject than a constitnency, o be represented in
struggles over public policy formation.® The Kemer
report and UPA are caught up in the charactenstic
double movement between “social uplifi™ and social
control, between progressive change and co-opta-
tion, that links the history of social documentary with
the history of liberal reform

T Kinuee Cossiisssns asn TiE
Bourevarns oF THE [sser Cimy

The riots that erupted in America’s largely
black inner cities during the “long, hot summers” of
1965 through 1968 provided one of the central ideo-
logical iemplates of the decade. These nots, begin-
ning in Watts in 1965 and running through the wide-
spread vielence following the assassination of Mar-
tin Luther King, Jr., in %68, were given wide and
dramatic coverage in the media. They became the
most visible manifestation of an “urban cnsis™ char-
acterized by rising crime rales, growing unemploy-
ment and detenorating housimg in the natwn s inner-
city ghetios, This crisis served as a focal poing for a
broad range of Great Society—era legislation affect-
ing welfare, unemployment, and job-raining pro
grams, publc housing. education, and law enforce-
M.

Property owners, state and local govem-
mienis, conporations with investmenis in downiown
areas, and city residents all had a stake in the policy
debates surrounding the inner city, and in the ways in
which s condinon was descnbed, explaned. and
evaluated. Photographic images were an imponant
component of the debate. Scenes of cramped ghetto
apanments and schoolmooms, looters, bumed-our
“ricd cormichors,” and patrolling troops anchored vari-



mer

TEFIEFLF

2% 3

in
TET
shic
cial
wla-
vith

ely

in-

-

RTE

1=

i a
Cl-

CT-

wn
iy
% i

ant
1]
Dl

ous descriptions and interpretutions of the urban cri-
sis with the immediacy and veracity of the photo-
graphic document. These images. circulated widely
through newspaper and magazine stories, national
and local news programs. govemment reports, and
popular books, formed a visual vocabulary of the
inner city that would mold public perceptions of the
“urban cnsis” for the next twenty years,

The 1965 publication of Burn, Baby Burn!
The Watts Riot, by Los Angeles Times writers Jerry S.
Cohen and William 5, Murphy, marks the advent of a
genre of popular paperback books about the rmos tha
combined “awhoritative documentation” with “stark
drama." Usually written by journalists. they con-
tained vivid narrative accounts of not activities, and
they frequently featured lurid, red covers showing
helmeted soldiers standing guard before flaming
storefronts. These oddly sensational “documents”™
found their opposites in the conspicucusly scientific
reports of government-appointed rol commissions,
such as the McCone Commission {following Watis),
the Walker Commission (following the Chicago po-
lice riot at the 1968 Democratic Convention), and the
Kemer Commission—appointed by Lyndon Johnson
in the wake of the 1967 riots. Reports by these com-
missions contain extensive tables and chans, photo-
graphs, not chronologies, interviews, and historical
analyses, all woven into an elaborate ensemble
whose closest parallel is the massive, Progressive-era
Pintsburgh Survey documentary project. '

The Kemer report was the eost significant
andd publicized riol commission document of the
196k, Although considered dangerously “liberal”™
by some at the time,"! i1 convincing evocation of the
black working class trapped in the inner city, and its
recommendations for ghetto “dispersal.” helped lay
the groundwork for the eventual gentnfication of the
inner city The report was completed about seven
months after the 1967 ricts, in March 1968 (zhonly
before King's assassination tniggered another round
of urban disorder). Leaked o the Washington Post
Just prios w0 its official release date, it received wide
atlention in the national press including television,
magazines, and newspapers. Both the Washingron
Post and the New York Times gave it front-page
coverage. '

By far the largest audience for the repon
came through a special paperback edition printed by
Bantam Books. which was published only a few days
after President Johnson officially released it o the
public (the Government Printing Office s [GPO] ver-
sion was nod available for several more weeks). The
Bantam edition sold out its first run of thiry thou-
sand copics in three days and by Apnil 1972, had sold
over 1 900000 copies." A publisher’s stalement on
the cover page sugpests the urgency that was al-
tachd oot al the time:

This vital, comprehensive report will be
distributed immediately throughout the
world, in order that it reach the largest
number of pecple in the shortest pos-
sible time. It will thus be avallable also to
legislators, police officials, religious
leaders, civic groups, school officials,
government and private poverty workers
and others intimately involved and af-
fected. ™

The Kemer report is divided into three sec-
tions, roughly paralleling President Johnson's origi-
nal mandate w0 e commission o discover; “What
happened?” “Why did it happen™ and “What can be
done o prevent it from happening again?™  The
first section includes detailed descriptions of the



riots, based on interviews with noters, police, and
journalists, a demographic profile of a “composite™
ricder, and a statistical table in which the riois are
categorized based on perceived “levels of intensity .
The second section includes a controversial histori-
cal analysis of American racism, comparing the ex-
perience of European immigrants and blacks and an
overview of the migration of southemn blacks to the
Mortheast and Midwest. The third section makes
general recommendations conceming police conduct
during ricds, examines the impect of television and
newspaper coverage, offers a long list of federal
funding goals in education, job training, housing. and

welfare (which were never met), and includes a pol-
icy outline by commission adviser Anthony Downs
subtitled “The Future of the Cities,™™

While the Kemer report appears 1o be based
on extensive field rescarch and duma collection, the
commission’s staff was able 10 conduct relatively
linle original research. A combination of budgetary
and time constraints forced them to rely heavily on
news repons and “loose and hurried” imerviews with
public officials and ghetto residents.” According 10
political scientists Michael Lipsky and David Olson
in their extensive study of the report, Cowmnmnission
Politics. The Processing of Racial Crisis in America,
the overwhelming need to offer a convincing and
systematic explanation for the riots led the staff o
“the gradual adaptation and molding of imtal mnaly-
ses based on admittedly shaky dma into increasingly
harder analyses.”"™ This “incremental concrenza-
tion” resulied in “the impression that the riots [had] a
linear simplicity which [could] be capiured i a nar-
rative description  even when the data suggested
that no central tendency among disorders existed.”™
In fact, Lipsky and Olson argue, the report”s function
was less 1o provide an accurate picture of the riots
than it was to “reassure various publics.” particularly
the “white, middle-class, suburban”™ audience whom
commission staffers saw as their primary audience.™

Both the GPO version and the Bantam edi-
tion of the report were illustrated with photographs of
ghetto living conditions, the riots, and their afier-
math. These were selected lrom newspaper repons,
and from the fles of various picture agencics, par-
ticularly UPL, Black Star, and Worldwide. The pho-
tographs ground the commission’s policy necom-
mendations in the clear evidence of an urban crisis
characterized by what would soon become stock
images of burned-out buildings. patrolling soldiers,
and looters. In the Bantam edition the photographs
are combined in a special section tithed “Eyewiiness
to Crisis.”™!

Despite the publisher’s assertion that the
“Eyewitness to Crisis™ section is designed 10 docu-
meni “clogquently the urgency of [the] repon,™
these photographs ane clearly not meant 1o document
the riots—or a particular rol—as an evenl per se,
Although they are captioned, their captions seldom
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specifly time. place, or even the identity of their sub-
jects. They have been taken from different riots, at
different times, and arranged into a narrative chain
specifically 10 complement the commission’s own
description of the riots with photographic proof of
thear “lincar simplicity * In the GPO edition the same
photographs are scattered throughout the text. With-
out the narrative anchor of the “Eyewitness™ ammange-
ment they appear simply as random images.

The “Eyewilness™ section is dominated by
high-impact, two-page horizontal images, with full
bleed on three sides and a small, white, caption strip
undemneath. These are interspersed with smaller ar-
rangements of photographs. The section begins with
a two-page image of a crowded, black neighborhood
in Bedford-Stuyvesant, Brooklyn (the site of poten-
tial disorder) that immediately establishes the
report’s dominant visual rhetoric (Figure 1). Taken
with a telephoto lens looking down a long row of
brownstones. the image compresses houses and
people. emphasizing the congestion of the gheno,
distancing the viewer, and symbolically sacrificing
the context and specificity of the urban black experi-
ence in arder to emphasize the disinterested observa-
trons of the commission. Although there are at least
ten figures in clear view, none of them actually faces
the camera,

The next series of images represents the
oppressive circumstances under which urban blacks
live, and their frustrated demands for redress, A two-
page image captioned “firchoses aimed at demon-
strating Negroes™ is particularly poetic, with a group
of figures ranged across a tree-lined street in a glow-
ing haze of lights and darks (Figure 2). On the right
side. & Pieta-like figure slumps against a companion,
and on the left two men escon a dared-looking young
woman away from the melee. Again, the telephoto
lens compresses and abstracts human forms, wming
a violent confrontation into an anfully composed
figure study Although the caption identifies neither
time nor place, the shade rees, hazy summer ligh,
and one young man's overalls seem 1o suggest the
civil rights struggles of the South, Following this are
single-page images of an overcrowded *ghetio apan-
ment” (Iwo youngsters sleeping on a col jammed into
a kitchen) and an equally overcrowded schoolroom,

Figura 6.

in an unidentified “urban ghetto,” in which one
young man dozes at his desk. Significamtly, both of
these images are taken through doorways, and in
neither case is the photographer's presence acknowl-
edged by the subject.

After a two-page spread of a crowd of black
people retreating down a rubble-strewn street, a
lightly cropped photograph shows a rank of Michi-
gan National Guardsmen, bayonets thrust forward,
advancing against a backdrop of burning storefronts
i(Figure 3).  Although the images were not taken at
the same time, the formal justaposition of “flecing
Negroes™ and “advancing Guardsmen™ effectively
demonstrates 1o the report’s readers the immediate
and overwhelming show of force used 1o stem the
rioting. ™ In the following set of pictures we see order
restored: Newark policemen (with a prominently fea-
tured black officer) are subduing booters. and para-
troopers with rifles and combat gear are “watching
and waiting™ for the outbreak of repewed violence
(Figures 4, 5, 6). The soldiers are each shown with
black civilians; one is sharing a doorway with a
young man in a suit, and the other 1s waiting for the
curfew with a boy Another image shows a wounded
black woman. face down on the pavement, being
attended by two Mewark policemen while a black
reporter thrusts a microphone in her face. These im-
ages work 1o reinforce the impression that the
guardsmen and police were a benign and necessary
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Fagung 8.

force, protecting the more sensible members of the
ghetto community from an extreme and violent mi
nority In fact, the majority of riol violence was di-
rected not against other ghetto residents but agains
white-owned businesses and the police, ™

The Mack looer, emerging from a smashed
storefront and loaded down with stolen merchandise
(“carry[ing] as much as they can,” in Figure 7), be-
came a central icon in both riol repons and newspa-
per and television coverage. In the Kemer report’s
riol profiles, looters are frequently described as
“checrful.” They cavont like children, momentarily
freed from the restrictions of bourgeois society One

observer describes rioters as “dancing in the
flames.”™ The image of the looter coalesces an inter-
related sei of black stereotypes: The loster is primi-
tive and brutal, yer at the same time amoral and
childlike. A number of images in the “Evewitness™
section reinforce this childlike impression. In one
photograph, several young black men are so caughi
up in the riot that they continue to loot even as they
are photographed in the act, Another shows Detroit
citizens being marched 1o jail, holding each other’s
shirttails like grade-school children (Figure 8). In a
third, young black looters being booked at an uniden-
nfed pohice station bow their heads and hide from
the photographer; no longer overwhelmed by the
ecstasy of consumption, they now display the proper
shame before the camera (Figure 9). Throughout the
“Eyewniness” section, the reader of the Kemer repon
observes the black looter with the siem, paternalistic
gaze of the commission’s white, upper-class bankers,
businessmen, and politicians.

Onie of the final images portrays the “tragic
aftermath™ of the riots with a two-page picture of
three black women and a child crouching in a
bumed-out city Iot {once again blacks are shown as
the victims of rioting). The caption—"Negroes
among the charred ruins of their home"—exempli-
fies the absurdly anthropological overtones of the
report as a whaole in tresting the experience of the
urban black population (Figure 10). Like the earlier
photograph of “fire hoses aimed ot demonstrating
MNegroes,” this image is deliberately composed. The
three women gaze off in different directions; their
expressions and postures convey grief and resigna-
tion. In their prodective grouping around the child,
the women enact the conventional, nurturing, mater-
nal role. The presence of the fnghtened young boy
evokes the missing father: Is he rioting? Dead? In
Jul? Will the young boy also grow up o nod, as
violence begets violence?

It scems unlikely that the conspicuous
placement of this image near the conclusion of the
“Eyewitness” section was accidental. The “MNegro
Family™ during the late 1960s was caught up in a
complex sociological argument first introduced in
Daniel Patrick Moynihan's notorious 1963 report,
“The Negro Family: The Case for National Ac-

‘q—_“
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tion.”™ Moynihan set out to prove that the WOrsening
plight of American blacks was less a product of
economic forces or discrimination than of what he
called their “matrifocal™ family life, “in which the
male 15 a transient who provides neither a regular
mcoane, consistent discipline and direction, nor an
example to his sons of what they might hope 1o
become as adults.™  Moynihan®s repon came under
aiack from civil rights leaders who saw it as an
attempt o place the blame for black poveny on the
meoral character of blacks themselves and o “explain
away the Negro Revolution as the hysterical outburst
of a mentally unbalanced subculire,

In the concluding “Eyewitness” image, sev-
eral black children speak with a white police officer
{a surrogate father figure?) in a “Neighborhood Cen-
ter for Community Relations” (Figure 11). Accord-
g to the Kemer report, the deciding factor in the
Fiods was racism, not poverty; thus, future riots could
be prevented by improving communication between
the ghetto residents, especially children (tomorrow s
rioters) and police (the only white people they regu-
larly encounter). Although neighborhood community
relations centers were part of the commission’s rec-
ommendations, much of the federal money subse-
quently allocated wo police depanments was spent on
stockpiles of weapons, helicopters, and armored
cirs, ™

Throughout the “Evewitness” section,
“Negroes” are pictured, or observed, at the mercy of
forces beyond their control. Living in overcrowded
ghettos, they are pushed this way and that by repres-
sive authorities, until finally they surrender to their
violent and primitive impulses. The reader identifies
with the point of view of the Kemer Commission
burcaucrat for whom the “Negro™ is an object of
study. fear, and condescension. The frequent selec-
tion of telephoto shots, which seldom allow the sub-
Ject i acknowledge the presence of the camera, rein-
forces the objectification of the poor and working-
class black population that is at the heant of the
report. Their experience is stereotyped (typacally,
black women and children are shown as passive vic-
nims and the men, looting and burming, are ponrayed
as aggressive and violent), and they are simultane-
ously objectified by the plethora of statistical tables

e
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Figura 9.

charting their migration, work patterns, infant mor-
tality rates, and so on.®

Implicit in the Kermer Commission's report,
and its documentary rhetoric, is an instrumentalized,
planning-oriented outlook geared toward the man-
agement of inner-city blacks. Countless graphs and
chans poriray the widescale migration of southern
blacks displaced by the mechanization of agriculture
during the 1920s and 1930, and their “dangerous™
containment in the segregated ghettos of the North-
cast and Midwest. The threat represented by this
contunment is clear in & commission statement on
the “young, Negro population™

This group has the highest unemploy-
ment rale in the nation, commits a rela-
tively high proportion of all erimes, and
plays the most significant role in civil
disorders. By the same token, it is a great
reservoir of underused human resources
which are vital o the nation. ¥

As Lipsky and (dson have commented, the
possibility that the riots had any positive results or
represented a demonsiration of political conscious-
ness and power on the part of ghetto residents wis
discounted in early commission research.” Never-
theless. the political implications of the riots were not
lost on the Kemer Commission’s stafl, particularly



Figure 11

on adviser Anthony Downs, who went on to become
an influential wrban-renewal theonst. According o
Dowms:

Future jobs are being created primarily in
the suburbs, but the chronically unem-
ployed population is increasingly con-
centrabed in the ghetto, H these regi-
denis bagan 1o find housing oulside the
central cities, they would be exposed to
miore knowledge of job opportunities.™

The “Future”™ section advocates the 1|i\|'u.:|-
sal of inmcr-city blacks. The political and social
threat of the urban back population will be overcome
by moving them to selected sites i the suburbs, a
process that has the added benefit of making poten-
nally valuable inmer-city land available for futune
reinvesiment. The secret of this sirategy, which came
i be known as “spatial deconcentration,” was ne-
vieaked in Downs's subsequent writings, Urba Prob-
lems and Prospects (19700 and Opening Up the Sub-
wrbs (19730.% Once blacks are moved oul of the
ghetios, they cannot be allowed o resettle in large
numbers: instead, they should be scanered in small,
isolated clusiers, in order io prevent the formation of
any political blocs and to preserve what Downs
cuphemistically termed the “middle-class domm-
mance” of the suburbs, ™

Uepas PLassmsc A AN T

BUREALUCRACY OF SURVEILLANCE

Im a speech o the Greek Orthodox Y outh of
Amerca m July 1965, then-Maryland Governor
Spire Agnew issued a dire waming concerning the
recent upsurge of wrban noting. The “footings of
Amenca are rofting, the govermor announced, and
“in excusing individual responsibility we condone
lawlessness and encourage cynical lesders o exploa
thi madness of the mobh.” He went on to caution that
“civil disobedience leads inevitably o rots, and ros
condoned lead inevilably to revolution.”™™ Agnew
recognized, perhaps unconsciously, a polincal truth
revealed some sixty yvears earlier by Georges Sorel in
Keflections on Vielence, Speaking of the French So-
cialist party during the Third Eepublic, Sorel ob
served that “that party will possess the future which
cien sl skillfully manipulaie ihe specire of revolu-
tion.™" It was the specter, and perhaps also the speg-
1acle, of a revolutionary black proleianiatl massing in
the ghettos that provided the pretest for the greatly
expanded forms of social management and control in
which the Kemer report, and s documentary rheto-
ric, are clearly implicated. ™

Yet the urban crisis also offered the oppor-
tunity for progressive social change. Even as special
army leams were “fanning out across the United



$2E2REcsFEe

sl |
=

TEETFS

g ini
atly
l in
=iy

cial

e —

States™ o compile “thick folders of information” on
riol-prone American cities, includmg strect maps and
aerial photographs, a very different kind of urban
neiwork was being formed.™ A number of grass-
roos actlivist organizations were able o make use of
funding through the Office of Economic Opportunity
to represent the political and economic claims of city
residenis. One of the largest and best-organized of
these groups, Boston's UPA, made extensive use of
documentary videos. Whereas the oppressive, stale-
sponsored documentary of the Kemer reporn ohjecti-
fies inner-city blacks, UPA’s documentarnes shifi ihe
balance of representational power in favor of the
urban working class and tum the camera back on
propery owners, public-housing  bureaucrats, and
welfare officials.

UPA’s work wis mude possible by a unigue
conjunction of technological and political forces.
The introduction of compact, easy o use Pona-pak
video equipment in the mid-1960s made previously
capital-intensive video echnology widely available,
Al the same time, the Democratic pany, losing voles
in the South, hoped 1o capture the northern, urban
black vode with a heavily publicized md program.
City povernments were defined as “obstacles™ in the
distribution of federal funding 1o inner-city residents.
According 10 urban economists Frances Fox Piven
and Richard A. Cloward:

The problem [of bypassing city political
machines] was solved by diverting a
large portion of the new funds to a host
of intermediaries other than local gov-
ernment, including private social agen-
cies, universities, and new ghetlo agen-
cies created for the purpose.™*

These new agencies combined to form a broad net-
waork of neighborhood-based activist organizations
that could dispense funding and technical assistance
directly 1o city residents. Individual community
groups were in tum linked to national organizations
such as the National Welfare Rights Organization.*'
Thus, local debates over urban renewal, public hous-
ing. and displacement were recognized as parnt of a
national se1 of social and economic problems.

UPA was established in 196K, 1o give what
was called “technical assistance™ 1o Boston residents
who were organizing around urban-planning issues,
It soon grew o a collective of semi-independent
groups working at various organizational sites with
various constituencies, on issues including transpor-
iation, health, employment, welfare, housing, and
prisomer’s rights. UPA's media group included a
“print section” that was responsible for the operation
of Community Press Features, a news and graphics
service for aliemative and community-based news-
papers. [t also had a “nonprint™ section, operasted by
activist media workers with a supply of video Pona-
paks, cameras, and decks, The nonprint media sec-
tion worked with the other 1ssue groups (o produce or
assist in producing video tapes. The housing group,
because of its affiliation with well-orgamzed lenants
unions in the Boston area (the Cambridge Tenanis
Union Commitiee, Somerville Tenants Union, and
Tenants First, among others), was frequently the fio-
cus of UIPA"s videotapes.

UPA's documentaries were the product of
collaboration and consultation between UPA s video
workers and particular public-housing projects. ten-
ants unions, and activist groups, UPA member Bob
Matorin, who ran the nonprint media section from
1974 through 1979, points out the crux of this rela-
tionship: “IM you want 10 use it [video] as an organiz-
ing ool there has 1o be o group thst's poized 1o use it
as an organizational tool, or it will sit on the shelf.”™
UPA’'s tapes were designed to challenge the del-
manizing perspective of the Kemer Commission by
representing the political voice of inner-city  resi-
dents themaslves, They were rooted in the opposi-
tipnal rhetonic of the urban working class, for whom
federal aid programs were at best symbolic and inef-
fectual, and at worst complicit with the same private
economi inlerests that were driving them out of their
homes. Matonin's position on the political implica-
tions of the Greal Socicly was shared by many
196ds-era activists:

OEOQ had a purpose, bul it wasn't empow-
erment; it was as a safety valve. People
operating at the local level around OED,
such as UPA, wanted to use it as an ad-




vocacy for a certain paint of view, mainly
because the deck was pretty well stacked
against thal point of view.  The feeling
was that we were doing what OEO should
have been doing. That somebody out
there had to be an advocate for people
without, and the best advocate for people
without was the people themselves, If we
can assist them in telling their slories, as
the media group did, we were doing
something the OED should have been
doing in the first place.®

During its more than ten years of existence,
UPA's media section produced more than one
hundred documentary 1apes covening isswes inclwd-
ing violence against women, public-housing policy,
workfare legislation, and gentrification. In addition,
UPA’s media workers had a keen sense of the strae-
gic value of the video camera in specific public situ-
ations. For example, the presence of cameras wis
effectively emploved in conjunction with eviction
blockings, Bob Matorin recalls the use of video in an
eviction blocking al Boston's Brandywine Housing
Project in 1975, Although the camera ostensibly was
there only to give “technical assistance” to the len-
ants by recording the demonsiration for a documen-
tary, Matorin found that its mere presence provided a
valuable intimidation factor and wltimately led the
movers o call off the eviction. UPA also brough
video cameras 1o public hearings. Matorin com-
mients, conceming a rent-board meeting in Somer-

ville:

The fact that the tenants came in with a
video camera on their side was a threat to
the established bureaucracy. The ten-
ants came in not only with demands,
which could be turned away by the offi-
cials, but with the means of documaenting
how they were being trealed there. The
rent-control board really took that as a

personal insult.*

In some instances, public officials physically ac-

costed camera people, attemipted 1o cover the lens,

and demanded that laping be stopped,

The psychological threat of the video cam-
era is clear in one of UPA's rent-control organizing
tapes from the mid-1970s, The ape features a set of
on-camera inferviews with several Massachusens
state representatives, including a panicularly reveal-
ing segment with Representative Fiero. The camera,
placed an a right angle 1o the imerviewer, forces Fiero
consianily o shifi his attention from one 1o the other.
He begins the intlerview seated comfortably back m
his chair, behind a large desk. His initial responses
are a study in political doubletalk: “You need a good
rent conirol bill that will allow the landlord 1o get his
increase and sull protect the tenant . = Although
clearly hostile 10 ihe interesis of the enant-activists
who are interviewing him, he manages 10 remain
composed until the end of the interview, when, rais-
ing himself up on his desk, he lashes oul at ithe
Somerville Tenants Association: “Somerville Ten-
ants Association keeps irying o drag a red herring
across my path. They picketed my house—I didn’t
like that idea.” He concludes by threatening the Ten-
ants Association with legislative retaliation:

i they continue o pul pressure on me
where they don't have bo, then | would

have to seriously consider looking the
other way one of these days [when rent-
control legislation comes to a vote]. Be-
lieve me, I'm very upset about this.

Clearly, Represemative Fiero knew who his audience
was. The inlerview provides a curious spectacle as
his poditical “neutrality” and evenhandedness gradu-
ally dissolves before the camera, ™

In addition 1o the media group’s production
of tapes as an adjunct 1o organizing. they also worked
1o ransfer their iechmical skills to tenant-activists and
organizers, In Matorin®s words, “Signing out a Pona-
pak in a lod of ways was more imporiant than doang
ithe work ourselves. Because then someone ¢lie who
is in the group and who knows the situation has the
skills.,” Members of UPA's media section even
wiorked with tenant groups o produce thear own “fec-
tionalized” stories based on daily life in the projects.
A Day in the Life of Bromlev-Heath, written by Bill
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Bamiste and produced by the wenants of Bromley-
Heath, a Bosion public-housing project, presemis a
rough narrative involving the tribulations of the
project’s resident manager {purse snatchings, irate
enants, ¢ic.).* In some cases, a UPA worker pro-
duced a tape in conjunction with a tenanis’ organiz-
ing commitlee, The organizers would then go from
howse to house or building 1o building in a public-
housing project and, using a lenant’s apartment o= a
center, simply hook a Porta-pak up io a television set
and play the tape back to open the organizing meet-
ing. Matorin again siresses the legitimizing function
ol video:

i's really effective bringing [videa]
right into their living room, everything
being on television seems more “real,”
even thowgh it s the same source as
someone standing in front of the group
giving the same ideas, the very fact that
it’'s on the tube slevates it to a higher
level of credibility.

UPA produced documentanes for more
gencral audiences as well. As late as 1980, Irwin
Hipsman and UPA s media group produced It s mor a
Howse Ir's @ Home, a penetrating documentary
analysis of Hoston's so-called urhan renaissance that
was shown in schools throughout the Bosion area.
Hipsman's tape examines the vanous ways in which
developers—in alliance with the city govermment—
have gone about reclaming profitable downiown
property, including arson, condo conversions, insti-
tuhional expansion by hospitals and universities, and
highway construction. The wpe collages interviews,
newspaper ariicles, fobtage of citizen mectings, and
WOIE-0vET narration 1o demonsirate that displace-
mend in Boston, far from being an “sccident,” is “the
[deliberate] wrban policy of government and finan-
cial institutons.™ The tape ends with examples of
successful resistance 1o forced displacement in the
Fenway and Chinatown neighborhoods of Boston.

Another tape, Renr Control = Lexs Rewt and
Meare Cowtrol, includes some remarkable strect inter-
views with public-housing residents.”” In one section,
a young couple descnbes the problems of nising

Figuure 12,

Figure 13,

rents, abusive landlords, and deteriorating apart-
menis:

I'd show you the roach-infested apari-
menl we live in, but when you're all gona
with your cameras and your micro-
phones, that's when we're going to get
hell. I'm worried about my kids: | don’
wani to sleep on the street,

In addition to pointing out the difficult posi-
tion occupied by activists who come Trom outside a
COMmmaIity 1o organize fenants, this comment sug-
gesis the very real threat that UPA tapes held for the
city's powerful real estate interest=. Cne indication of
this threat is a defunding battle waged in 1975 and

a



Figure 14,

1976, UPAs advocacy of rent contral, and specifi-
cally their organizational work with the Tenants First
group, attracted the atiention of Boston developer
Max Kargman, whose First Realty company owned a
number of Section 8 (public) housing developmenis.
Kargman, along with the Cambridge Chamber of
Commerce, initiated a defunding campaign againsi
UPA and brought suit against them for “conspiracy
to deprive the owners of First Realty of their prvate
propeny,” in reaction 1o rent sirikes by the Tenants
First ai Kargman’s properties.” While UPA was
eventually able to defend itself against defunding, the
hatthe ook over two years.,

It comes as no surpnise that fenanis groups
challenged property owners over such 1ssues as rent
controd, vet they also found themselves combating
the very public agencies that were ostensibly estab-
lished 1o assist them with rent subsidies and other
forms of suppon. The orgamzational tape Four Rem
and the Brooke Amendment (1971) gives consider-
able insight into the oppressive instilutional role of
public welfare agencies during the 19%0s and
1970 The tape was designed 1o explain 1o Massa-
chusens tenants groups the provisions of a recently
enacted amendment affecting rents (Figures12, 13).
It begins with a step-by-step explanation of the im-
pact of the Brooke amendment on their rent (the
Brooke amendment put an upper limit on the rent that
public-housing residents had 1o pay, based on a per-
centage of their income). The nexi segment consisis

of a lengthy but fascinating strafegy meeting between
a rent-strike organizer from the Providence Fair
Welfare group in Rhode Island and public-housang
residents in Boston (almost all of whom are young,
black women) who are considenng a rent sinke in
order 1o get their Brooke benefits from recalcitrant
Massachusciis public-housing officials (Figure 14},

During the meeting, a number of the women
refer o the hostility of officials, who dehberately
withheld information on the Brooke legislation from
residenis and refused 10 cooperale in processing ap-
plications for retroactive refunds and rent reductions.
One of the women comments: “~“The people in power
know just how far they can push a 1enant and they
like o keep it right below that line.” Public-housing
officials were shocked o discover that tenanis could
actually read and wundersiand the complex Brooke
amendment regulations and application procedures,
Their “literacy™ in the bureaucratic language of wel-
fare administration was seen as a danger, One young
woiman describes the reaction she reccived when
requesting Brooke application forms from the Hous-
ing Authority office: "How dare you come ask me for
this form—how did you find out about 117 Where did
you get this information from? Who among you can
read?” The tape concludes with an early organiza-
tional meeting of public-housing representatives
from Boston-area projects and a voicce-over encour-
aging viewers interested in forming enants councils
1o contact the Massachusetts Union of Public Hous-
ing Tenanis.

Welfare agencies found public scrutiny by
tenani-activisis alammung. In the Brooke tape, onc
nervous housing official wams a lenant-activist that
“to0 much is being made public.” Yet. public-hous-
ing tenants and welfare recipients were themselves
surrounded by a web of surveillance. Their “suitabil-
ity™ for public assistance, according 1o Cloward and
Elman, had to be

proved—repeatedly—and even then the
evidence of home visits, interviews,

forms and affidavils is not to be trusted.
Elaborale patierns of illegal surveillance
multiply. it is not thought that clients
require information about the system;
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rather the system must know about
them.®

The notorious “midnight visits™ of welfare investiga-
tors 1o determine if a recipient of Aid o Familics
with Dependent Children had a man in the house
were nol unlike the Progressive-era attempts to
gauge the moral character of aid recipients in order to
prevent the deleterious effect of “indiscriminate
almsgiving.™" In an extreme case, welfare investiga-
tors even surreptitiously photographed and filmed
welfare rights activists ai public demonsirations, for
later retribution such as purging them from the
rodes. The obsessively private nature of public wel-
fare, the resistance to the videsdaping of housing
authority meetings and evictions, the jealously
guarded forms and regulations, suggest that welfare
and public-housing officials saw the poor not as a
constituency o be served but as a threat to be man-
aged and conirolled,

Piven and Cloward describe the oppressive
psychological dynamic of welfare in their study,
Regulating the Poor: The Functions of Public Wel-
Sfiare:

Market values and market incentives are
weakest al the bottom of the soclal order
To buttress weak market controls and
ensure the availability of marginal labor,
an outcast class—the dependent poor—
is created by the relief system. This
class, whose members are of no produc-
tive use, is nol treated with indifference,
but with contempt. its degradation at the
hands of relief officials serves 1o celo-
brate the virtue of all work, and deters
actual or potential workers from seeking
“Iﬂ

Welfare, far from providing a humanitarian cushion
against the more extreme social costs associated with
capitalism. actually works 1o regulate the labor mar-
ket in relafion o economic expansions and conlre-
lions,

According to Piven and Cloward, welfare
spending—whether in the form of unemployment

payments, housing subsidies, or direct aid—has sel-
dom corresponded to levels of poventy or jobless-
ness, Instead, welfare services have expanded in re-
sponse to periods of disorder and rebellion among the
working class when it has been particularly “dis-
lodged from the occupational order by rapad
economic change.™ Afier such a disorder has sub-
sided, welfare support has been reduced or with-
drawn altogether, in order o keep wage levels down
and to insure a willing pool of surplus labor With the
riots of the 1960s safely in the past, public-housing
residents during the 19705 faced the comtraction of
services, a process that would be completed by the
Reagan administration during the carly 1980s,

Documentaries record and preserve the
intersection between the public body of the poor and
waorking class and the social policies and instituticons
that take that body as their subject. By empowering
the poor and working class with video cameras, UPA
posed a direct challenge to welfare and public-hous-
ing burcaucracies and wrmed the tables of representa-
tional power, if only briefly UPA’s documentaries
reject the narrative simplicity of the Kemer repon
and reveal the contradictory nature of Great
Socicty—era reform policy They invert the conven-
tional “objectification™ of social documentary, in
which the poor and working class are the mute “sub-
jects” of cither the audience's sympathetic gaze and
philanthropic intentions or the more hostile scrutiny
of the welfare investigator, Instead, the poor and
working class were able to use UPA’s videos 1o
represent themselves, o advance their own claims
for entitlement, 1o organize, o confront landlords
and housing bureavcras, and even to chronicle their
own lives,

Figures 3 4 & 9 reprodiced by permission
af the Bettmann Archive (UPH), Figure 10 by permis-
sion of Wide World Photos, Inc., Figures 58 & |1
courtesy af Black Star Photography.



U Bohisaon coined the serm Gireat Society in an addnes @ ihe
194d Unaversily af Michigan commencement exermes in
Ann Arbor, For the full text of the speech see Marvin k.
Gentbensan and David Mermelsaein, eids., The Grem Sovien
Rrader The Fallre of Amerivan Litberoliie (Rew York:
Vintage, 1967, pp. 13- 14, For coniensporary views on the
Economic Opportusity Act soe Bobon A, Levine, The Poor
Y& Need Nor Have With You, Leasons froor te Wi oo
Foeverty (Cambwadpe, MA. MIT Press, 1970k and Sar A,
Levitan, The Giren Sovien's Poor Larec: A New Approach e
Poverry { Baltinsore: bohns Hopkiss Universay Press, 19690

1 The conteal comgonen of ~“New Federalism™ policy was the
Husasing and Comnuanity Dievebapment Act of 1974, shich
shifled authesay over e allocation of whan rencwal funding
firoem the Federal bo ihe mesnicipal kvel, Al b same tine the
amsount of federa] money available Tor wrban renewal was
draatically cul, and such Circat Socwery programs os Maodel
Cigles wene replaced with Communmity Development Blick
CGirants (CTMEGS) and Urban Development Action Granis
(L DA, which made fedoral fumding respossive 1o hscal,
privale sechi isvestment. Sec Sunan 5. and Noman L
Famsiein, ~Econommic Chanpe. Magional Policy, and ke
Syutem of Cities.” in Rearucnwing the Cnte: The Podifion!
Evonewrn of riare Redevelopmenr, edl Susan 5. and Morman
1. Fainsieim, of al. (Mew York: Losgman Press, rev, ed., 1986),
P 1 and B, Allem Hays, The Federal Ciovernment ared
Urban Homsing. fdvolegy ond Cliange i Publtc Palicy
| Alhamny: Siate University of Mew York Press, 1985},

Welfare programs establwhed dunsg the Ciecal Socwty ¢
hanve Been mmacked for simuluneossly bemmying the Protesiant
work cihic and sapping the defonse bindipet, Acconbmg 1o
conservative historian Freeman, ~Amsenica s malitary stremgth
frell Fromm umquestonad supseriofily 8 quansr-Cemiury age o a
comalition of weakness, because the defonse budgel was ol e
pay Bor wellare.” Sec his The Wirnward Welfare Stae

1 Samdoand, CAC Hoover Instifutson Press, Stasfond Univerary,
191, p. 5. Freeman singles out Aid to Families wiil
Dependent Children programs For pumishimg “cifon aml
spcoeas and pewardimg “indodence and failare.” The risng
entilbemends of the welfare siale, acconding 10 the conservasive
argunen, inilamed the appetibes of the “undendlass™ asad filbad
them with the wnrcalestic and dangerous helicl thai they were
in some way owed a marginal level of subsisienoe, This
argamenl sancismed Pressden Reagan's sacoessful dismem
hermoni of the renmangs of the Gaeal Socwty ¢ra soousl
peograms during the early 198k and continees i undersriie
conservalive pusitims on wollase pobicy 1oday. See Allen 1
Mlasusivw, T Unravelling of Ameriva: A ficory of

Lrberralvom i plar 196005 (Mew York: Hamper and Bow, 19841
and Charles A, Murmay. Losiag Cirosssd: Amesivan Social
Policy FMeSO- M0 (New York: Basic Books, 19848). Although
il gencrased & preal conbroversy, the Boonaomss: Cipponumay
Act ol 1Ud—ihe legislative cemenpiooe of the War on
Porveriy—was relaively linsited in scope. Femding for the
CIEC) @ ins heigha (in Giscal sear 1967 ) was ondy ahout 31,5
hillion, while the cosd of s Vectnam War danng ihe same
penid was S10 bellwn. See Gotiboman amd Moeomelsbam,
Eirpaf Soiedy Reader . 175

Report of The Natiowmal Advisory oweslssion om Civil
Disorders (Washisgion, [ Superinsenden of Documents,
U5, Giowernment Pristing Oifice, 196 The onginal G
calition is ouf of prini: the Bantem Books eidition of the same
cithe | Hanesm SOFIET 31 aluo oul of guanl, although wsed
copses are wilcly svaslable,

Foe a conservative view of MNP policy soc Danscl Fairick
Moynaham, Mavmm Frnhie Mosodesstoadieg. ©onimimay
Aatisvr dit Bl W ain Poenerry ( New York: Froe Pross. 154600,

Many of UPAs mpes and prmied materials were proshuced o
part of issaic-based organing sctivities and were not archined
im any way. After serving their immediale funcison, lapes were
iilen erased of discandal | was able o view aboul twonty-live
UPA iapes, inluding those deswssed B, an s wemier ol
1989, Many of the onginal recl-in-peel videotpes that do
remain bave already begun o detersoraie. | woukl ke we
thask SCAT s derecior Chenry Faeld, o well as Hnb Mabomn,
lrwin Hapsmuam, Claie Beach, Absgail Morman. and Cindy
ﬂi:rp.l_ for ihair EENECTHI B B T ll;"u,"jl;'hiﬂ: L'PA" s moark
SUAT s m¥dress is: Somerville Communaty Access Tolevi-
shiwn, 90 Uinson Squere, Somerville, MA D243,

I b iitreliction we the book, Dayidson comments, <1
emered a life-syvie, and like the people whao bive on the block,
1 lowe and hare is @nd | beep going hack.” s Dividsaon,
Farsd Fieh Steeer (Cambradge, M, Harvand Universiiy Press,
19705 p. 1. While Davidson is ofien Lasdod for the humanss-
ian. soneaplostative relativership he mainained with the
Emposeriahed residents of Harkem, b always bad the opison of
leavimg o the: el of the day 1o ake the sabway hack
o

For an excellom treatnsent off the relationship beiwecen
documentary photographers such as Jacob Biis, Lowns Hime,
Authur Fothssain, and others, i specific refom apencics and
monvements see Maren Stamge. Svebals of Mol Life; Sovial
P umenioey Plormgraphy in Amserica TS0 950 (few
York: Cambesdpe University Press. 1954,

This heroic descripison of a yousg depuity sheridf exemplifies
the melodramatic sone of Coben and Murphy s book: “Ronakl




Ernest Lisdlow was ghe Lind of young man of whom a police
chiel shenfl, or even an FBI Bureaw Hesd was lilely o say, =
ane time or sscaher: *Damn, i only 1 had a few moee Tike
Bk A 26, Bonald Ledlow fad she physical eysipnsens, ihe
st Iligence, and the ambition for the job he chose, deputy
sheriff,” Jomry 5. Cohen sl William 5. SMurphy, S, by,
Burw! The Wans Brer i New York: Avos Books, 1966, p, 123
Also sew Boben Coml, Rivers of Blwsd. Fears of Birelmess
(%ew York: Baniam, 1967 ) om the Wants rot: and Ben 'W
Uhalbert Few Riscis from she Wi House: Anatoosy of tee
Wirnhimgraur Ricats e P8 {New York- Pracger aml The
Wardangron Poqg, R

The repart of the 1969 National Commission on he Causes
and Prevention of Vielence, alus Lnown as the Ejsenhiwer
LConmminsion, was publishod in paperback as Vialeaoe is
Armerica: Wistorival awd Cromemparary Perspeorives (New
Work: Signct/The New Amcrican Libary, 19695, The Walker
Conmmiission repon was published as Rights in Covglice: The
Chirager Prdive Risr (New York: Sigmer, 196850 Allss see Pasl
Lot s commentarny on the McCone Commission im Prefde
R R A View af Elrban Ay af frou e Motrows | Mew
York: Vintage, 1966, pp. 257-281, Only five vears alter the
rebease of the Kemner repost, New York Mayor Jobn ¥
Linskiary amel Senaior Fred K. Harris ian ofiginal Kemer
Commassion mensher ) released their “State of the Cinies™
TepoeL, ansncing thal comdstions in Amenica’s mncr-city
areds hud scimally worsened, and just last year Feed Hamis co-
calibed a ook that sages thal urban conditioes ane womse pew
than they were m 1967 See Frod B Harmris and Joha ¥
Linstsay, ods., The Sroer af the Civies: Repor? of the ©omimiii-
st it e v i e 05 (New York: Pracgern™ationsl
Urbam League, 19721 Fred K. Harris and Roger W Wilkens,
e, (Qurer Biore, Rowe amad Poverty in the Dnited Ssarcs 30
Fears after the Kermer Bepovt {New York: Pangheon, | 7885
Fof infmsarion om the Piltsburgh Survey sec Stange. ~The
Fittshurgh Survey: Lewis Hine and the Exigblishnsent of
Digumseniany Siyle.”™ m Svmbads of fead Lif,

So¢ Frank 3. Meyer, “Liberaliim Ren R, in the Naviosael
Firview, March 26, 1962 Meyer descrites the Kemer ropon as
“one of 1he most prepostcious chullitions of the liberal sgirit
ever sersously submitied o the public H puts ik bilame
[for the riois] everywhere b where il bebongs upon the
rigrs. and wpon the liberals who, with their absiract ideology,
prepared the way For the rioss by their conlenipt for sacial
arcked and thoir ulogus epalitarian eniicements a6 imcite
enenils” (pp. 2R3-20T)

St The Washiugron Paas and The New Vord Times, March |
andd 2. 168, Life magarine festuncd the report in o sory by
Donald lackson, "Racis, not Poverty or Cymicism, Caused
the Riots,” March £, 1968, pp. 4759,

(i}

iz

3N

Machome] Lapsky and David J. (Hson, ©osmicgion Pelitics: Tie
Froveswag of Bocial Crivis in Asserica (New Branswick, M)
Trancactson HBooks, E9T 70, pp. 1 324= 125, For more om the use
of paperback books in deseminating govomment repons and
aCEmenls W a mass audsence, sor Kenmeth O Davis, Too-bis
Cuttare: The Paperiocing of Amerios (Bosion: Hougaon
Mafin, 19840, pp. M6-348.

Report of the Navonal Advisory Cosmmissinn om Civl
Ihisrrolees, Bantam edition, Frontispicce therealier cited o
Hepwart),

“Rentarks of the Peesident upon isuing an Executive Order
cuinblishing 3 Mational Advisory Commission o Civil
Insorders, July 29, 1967 = in Kepors of the Natiosal Advisary
el sarid auit € dial Thsowrdders, GPOY euliion. Appendia 1, P
Hu,

Repari, pp. 350405

" Lipsiy snal CHson, o vadesy Prliniccs, commmeent that chares

amd graphs in the Kemer report | were] not @ resul of
rescarch, bet wene developed from news reports s @ sad in
determaning which ciises should be stsdied i dhe G Mace
Thiss “symsbnli;” pescarch seems miondod nof w0 masch 1o
comvey infommration as wo creale the impression that valid daas
had boen codlected and sophisticaned analysis conducied i p,
17

Ibssd., p. ITE.
Tl p. 179

Ibid.. p. 171. In a Life magazine anicle on ik Fopa froum
March & 1968, an wnideniilied commassion stafl member
cmments, “This repon Bn'i for Mack Americans, They know
hrw il . s for whise Amenicans, who dos't Lnow.™

Kreport, unpaginated (beraven pp. 315 sd 319

Ibad.., Fronimpicoe

The “miassive show: of force™ policy, used dermg the 1968
rists under the code name “Carden Plol™ was designnd o
avioill the kind of indiscriminale killing thar characierized the
Newark and Detroit riots in 1967 by mmposing curfews and
fhoulisg raint-prone areas with vast mumbers of roops. Wiriler
and journalist Robert L. Alken argues that one of the primary
reanns for the restraint exercised inmot conteod “was the

b liscf of e policy-makers that alierated Blacks coukd be wan
back io the Amorican sysieni, aid that this course would be
less disruptive i the socicty o larpe than & policy of wevers
repression.” See Allen, Black Awabesing fn Copinsiar




Amerie Aw Analviic Histery (Garden City, MY Doubleday!
Anchor, 19700, pp. 207-210

* See “Migration and the Rise of Disorders in the Cities,” in
Frances Fox Piven and Richard A Clowand. Begulaniog tee
Fowe The Funciion of Public Welfare, (Sew York: Vintage,
1971 pp. 236238,

¥ Repert, p. 91, The image of the vioknt et childlike bisck has
bong desminared the popular mmaginaiion of whise culiure,
Dusing the carly nincteeni centsry, blacks were widely
conaidered o e “more feminine and besderminded” due 1o
their dstory of servitude, yei they were also thoughl 1o he
capable of extrems: brutality, “the madness which o sudden
freedom from restraml begeis—ihe overpowering burs of a
loag buricd passion, the wikl fremey of revenge, and the
savage bust fog Blood. all unite s give the wasfane of Bberaned
slaves, tmaits of cruelty and crime whish sotheng canhly can
eyumal.” See George M. Froderichuon, Fhe Block fesage i tie
Wikt Mind: The Debare om Afro-American Claracter and
Ddestimy FEPT- M (Maddlennam, CT- Wesbeyan University
Presa, 1971, pp. 55. 114,

* Lee Rainwaier asd William L Yancey, The Wovaibuas Bepeors
amd the Politics of Cowmtronvray |f=||ﬂh'|d'p|_'_ MA. MIT Press,
19T

' Chrisaopher Jencks, “The Moyniban Repon,” in sbid, p. 443

= Jamnes Farmer, ~ The Comtroversial Maymibun Kepor.~ in
shid_p. 411

k]

A New Ford Times aicle from March 2, 1968, describes 5
S35 (MM, rwenty -jon. armeorod personned camier heing
caivsbderod For purchaee by the Los Angeles palioe depar-
menk: “The tank-like veback: can camy 20 men in bulletprood
salety, B cam be eymipped with a 30 caliber machine gun,
fear-pas lunchers, o smoke-soreen device, chemical fire
extinguishers amd a sren that can disable floters wih s
sunad.” Thai same year the Justice Depanment gave almoss
58 mallson im federal pramts bo seleceed American caties fos
regran o “prevent and detect nots” (New Fork Times,
Seplember 4, 1968),

* The repon includes sasveys messuring such things as

"Hostiliny wowands Middle-class Negroes in Newssh™ ip. 177},

charts detailing population chanpes within major American
metropolilan afcas " Megroes as a Percemtape ol Total
Fapulaon by Location, Inside s Outside Metropalitan
Arcas, and by Size of Maropolitan Area.” p. 2505, snd even
graplis thad rabe comparative “levels of viokmoe ™ in rwenty-
five different cities. (U hars™ section .

" Report, p. 392

Lk and Olson, Comemissian Politics, pp, 185, 195,

" Repory, p, 406,

i

Yolanda Ward, & housing activisd wha did exiensive rescach
in Hosssing and Lirhan Development fikes during the 1970,
bearmacd of a linbe-known “Hegional Housing Mobiliny
PFrogram™ developed by HLUD that offered o st of peactical
guidelmnes lor remaoving poor, Mack, isser-city residents and
turming the vacant Land over 10 development corporatioss, See
“The Spagial Deconoenaration Bepon,”™ in Wrkd War 10
{iaastraatead b | 986 1B-39, Al see “The Regional Housing
Mushility Program: The Covernment s “Salutson” 1o the LUrban
Crinis.” a pamphlen by Arkens Zarembhia and Legal Services
off Easiemn Missousn, 607 North Girand Boslevard, 51 Louis,
MOF 203 Ambony Downs, (pewiag U the Subarhs As
Lirfwrm Sarartegy for America (Mew Haven, CT- Yale
Umiversity Press. 19730 and Lrban Problems and Prospects
{Chicapn: Markkam, 170k

Dhorwms, Openimg Ll v Sabarte, p. 123

e 's Wammng: Civil Disonder Leads to Ricts and
Resolutson,” in L5, News amd Werld By, Augea 12,
s, p. 14, Agncw's rhetonic soumds surprisaing by curmeni:
“The disease of our lmes is an artalcial and masochisic
siplasiscatm—the vague uncasiness that our values ane false.
than theve 1= saumcthing wrong with heing pariogic, homest,
miral, or hardworkimg. ™

T Georges Sorel, “Class War and Violence.” i Reflections on

Vinlence, T E. Hulme (Lomdon: Collier Books, 1970, p, 65,

Whise hysteria im the face of the penceived mensce of smned
and milsam black cadnes reached absund proponsns, as seen
im an arikche in the Movember 23, 1967 New Forl Times, The
anicle lealufes ¢ueorpes from a diabog beivween senagors on the
Permmneni Subcommintios on Investapations and Frederick 1L
Broodis, & tweniy-om:—vear ol “Negno milisas” fmm
Mahvillle. Tonnessee. Adlter tesaifyimg that the recent urban
This were & “minue examglo of what will happen if blacks
don’1 gt thorr rights,” Brooks wan ssbked by Sonator bohn
MicClellan of Adbasras if he woulbd “shiot Ladyhind.” Heooks
replend, “IF she was my cnomy. She is the wife of Lyndon
Jothnson amed | comsider him nvy ememny,” Rachard Nivon was
abde vo play saccessiully on middle-class fears and insecurilses
m e |68 presideniial campaign. A New Yord Timer article
from Sepiember 1£, 1968, cises complainis by the Fair
Camnpaign Practices Commitice abou the “racial implica-
tions™ off Mimon s campalgn “code words™ such as “onme in
ther sareets™ and “kaw and oeder.”

™ New: Ford Fimes, Movember 23, 1968 Anather Tlses asticke,

March L. %5, ciles an AP survey shenwing that police
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departencals across the Unined States were “asockpiling
armered wehiches, helicopters and bigh-powered rifles,
recrusting covilians as ready seserves and sendsng undercover
apcals anio slum seeas”

Franges Fox Piven and Richard A Cloward, “Gireal Sociery
Programs: Federal Intervention,” in Repulating the Pie n
b el

For informaticen on the National Welfare Righas O paniration,
s Framces Fox Piven and Richard A, Clvwand, Poor
Frople's Movements: Why They Succeed, How They Fail
iMew York: Vintage, 19790, pp. 264383, For information o
1960k tenant sctivism, sce Peter Dreter, “The Tenants
Morvement,” in Marmians awmd the Meiropalis: New Perspec-
fives im Lirbare Political Economy, 3 ed., od. William K. Tabb
and Lasry Sawers (New York: Ouford University Press,
1984), pp. 174199,

This snd submequent quotes are from an interview with Bob
Matoria on Febraary 11, 1989, in Somcrville, MA_

This partscular mecting was taped by the Somerville Media
Action Praject, a parallel group thal included 3 sember of
LIFA members. SMAP was instrumestal is introducing cable
access lelevision to Somerville in the mid-1970s. The
informmial UPA “srchive™ (soe n. &) contaien several unlsheled
tapes of rent-control and bousing amthority meetings that were
recarded by LIPA cameras.

The interview was pant of 3 “Rem Control™ ape made by the
Chanee] 3 Producers Growp, which included 5 number of LIPA
members. The tape iy sbored af the LIPA, aschive in 1/2-inch
apen-reel Femal.

A Dhay in the Life of Bromiey-Meark s stored at the UPA
archives in 1/2-inch open-reel fonmal.

' 5 Nowa Howse, It' s a Wiewe i sioved at the UPA archives in
172-inch open-reel Formal. Hipsman alss worked 1o enpparsd
the distributson of UPA tapes wrcaph the Video Distrbution
Resources Progect, which involved ihe pablication of a catalog
of LIF'A tapes. Because YORs—at the time—wene sl windely
available, and cable TV im Bosdon was relarively rase, it met
with only limited sscoess. Probably the most widely
distributed of UPA"s tapes was Mary Tiseo's W Will Nov Be
Eeaten (1977), which was produced as an anganiring tool in
conjunciios with Boston®s Transition House, one of the firs
shelsers for batiered wesnen in the United States.

" Rear Cantrol=Lets Renr and Mare Conrol is mot dated bug

appars 1o have been made in the mid-1970 It is stored 1
the UPA archives in 1/2-inch open-reel format.

** This infonmastion was ohinined from copies of LIPA docy-
merils on file at Scmerville Community Acoess Tebevision,

# Your Bent and the Brooke Amendment is stored at the LIPA
archives in 1°2-inch opon-reel forman,

* Richard A. Cloward and Richard M. Elman, “Poverty,
Injustice and the Wellare Sime,” in The Palitics of Turmil-

Foverry, Race and The Urban Crisiz, eds. Rbchard A, Clowand

and Frances Fox Piven (New York: Vintage, 19753, pp.
1135

! Bee Srange, Symiboly of fdeal Life, i 44; and Roy Lubove,
“From Friendly Yisiting 1o Social Disgsosia.” in The
Professional Alnnisr: The Emergence of Social Worl at @
Larcer (Mow York: Athencam, [985), pp, 3254,

** Clowand and Piven, "Binh of a Movemesa,” in Politics of
Tl p. 150,

il p. 165,

™ Piven and Cloward, Regulating the Poor p, 7



Photographies and Histories/Coming into
Being: John Tagg’s The Burden of
Representation: Essays on
Photographies and Histories

Laura Wexler

I he past two decades of work

in photography—art. history, and criticism—could
well be characterized by the sustained effort 1o
recvaluate the social and matenal dimensions of rep-
resentation; in particular. documentary represciia-
tion. The emerging critiguee of documentary reali=m
has been instructive on multiple fronts. It has taoght
us i be less pious wward the wm-of-the-century
originators of social reform photography, less ac-
cepting of a uniformly radical frame for the New
Deal archives, and less passive in the face of increas-
ingly hostibe media manipulation of the consumer [t
has also made us less patient with the claims o
neutrality of any mediating agency. be it a stale o
federal authority, an editonal pyramid, an exhibition
space, or the iniemalized voices of our own critical
training and practical insnincts.

Reappraisal encourages and priorilizes as a
critical mecessity, a vigilant stance toward the cul-
tural politics of represenation. Bul, occasionally—
and unforiunately—it has also been seen as a sign of
the personal animosity thought to be chenshed by
some members of a younger generation of critics and
photographers against a previous cohort whose diffi-
cult task it was to clear al least some ground for the
practice of a constantly endangered photographic
humanism. Witness, for instance, the degree of vitu-
peration sometimes directed at the efforts of women
andfor minority group photographers to assert dis-
tinct prionties in conference programming such as
that sponsored by the women's caucus of the Society
for Photographic Education: clearly. these issues
ought to be located beyond the scale of the personal.

Wilness, for another instance, the extremely small
hodd that minority andfor women photographers still
have on the higher levels of professional employ-
ment, as documented by exposure’ s recent surveys of
several hundred depanments of photography Such
figures raise a major guestion about the grounds of
representation itsell, not aboul individual image-
makers,

The collapse of a sense of fundamental col-
lectivity is not unigue to photography A similar
vertigo has afflicted almost every field of the arts and
sciences over the past iwenty years, spearhemsded by
feminist, semiotic, deconstructive, psychoanalytic,
structuralisi, post-structuralist, and posimodernist
critiques. Philosopher of science Sandra Harding
describes how in science

in gach arga we have come o understand
that what we took to be humanly inclu-
sive problematics, concepts, theories,
objective methodologies, and transcen-
dental truths are in fact far less than that.
Western culture’s favored beliefs mirror
in sometimes clear and sometimes dis-
iorting ways not the world as it is or as
we might want it 1o be, but the social
projects of their historically identifiable
creators.”

Ome miight argue, concerning parallel developmenis
in the field of literature, that the present degree of
siruggle over the inclusion or exclusion of individual
books on undergraduate syllabi cannot be purely
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about the books. Instead, it points to the underlying
meaning of the entire debate on representation: thai it
is a contest for the material, as well as the symbolic,
representation of previously excluded groups. In
photography as in science and literature (and any
number of other ficlds) alternative symbolic maten-
als and broader-based alliances are needed precisely
because this struggle for material representation has
been so vituperative, because it has been so difficult
to find a way of adminting the extent of human differ-
ences. This crucial effort to “open up the canon™ and
to “restructure the academy™ should not be portrayed
a5 a special-interest issue in any limited sense. On the
contrary. it entails the profoundest possible redefini-
tion of the “we™ and “they” of social life according o
an understanding of the intersecting determinants of
race, class, and gender that cut across all previous
group formations, including those of genders, genres,
and generations,

The critique of documentary expression,
however, also cautions us that no photographic prac-
tice has yet existed that did not in pant obstruct de-
mocratization, and that no oppositional effort has
been entirely free from implication in the systems of
representation that it opposes. Who can say, then,
with certainty that s/he really knows how 1o rise 1o
the present challenge of heterogencity? The personal
circumspection and sclf-questioning that are de-
manded at such a moment should keep us from par-
ticipating in photographic production—by which 1
mean to include the production of schools of history,
criticism, technigue, and theory as well as bodies of
images—as if panticular results of the positions we
take are a foregone conclusion, an essential and in-
vanable given. For one thing, language itself, our
very terminology. has been shown 1o be complicit in
creating and sustaining the social ordering that needs
to be corrected. We speak and are spoken by histories
that do not have us in mind. As filmmaker Trinh
Minh-ha recently observed in Woman, Narive
Cther- Writing Posteoloniality and Feminism, It is
often an instructive impediment to the woman of
color that she

finds herself at odds with language,
which partakes in the white-male-is-norm

ideclogy and is used predominantly as a
vehicle to circulate established power
relations. This is further intensified by
her finding herself also at odds with her
relation to writing, which when carried
out uncritically oflen proves to be one of
domination: as holder of speech, she
usually writes from a position of power,
crealing as an “author,” situating herseli
above her work and existing before it,
rarely simultaneously with it.

Such a writer must titrate her self-assurance over a
variely of partial solutions.

But. in this statement of the problem Trink
Minh-ha also offers a method, one that all those who
seek o facilitate social change through photographic
practice might do well to adopt if photography is to
be unglued from the structures of domination and
exclusion in which, historically, it was conceived and
nurtured. Verbal and conceptual command over im-
ages may easily be complicit with social relations
that we do not intend. We cannot be sure that we
mean what is designated by the categories of our
thought. We must leamn therefore, like Trinh Minh-
ha's postcolonial woman writer, 1o prefer o come
imto voice as photographic artists, eritics, and hisbori-
ans “simultaneously with” a new reading of photog-
raphy and photographs. discerning the mandate of
our authonity as we discern the web of photography s
relationship to us, rather than siluating ourselves as
experts above and before it in predetermined ways.
Any less rigorous attitude toward the complicated
grounds of the coming-into-being of photographs
will only reproduce the hierarchies and reactivate the
histories we are struggling to leave behind.

For this reason, it seems to me that John
Tagg's passionately argued position in The Burden of
Representation. Essavs on Photographies and
Histories is crucial, Tagg. associate professor of art
history at the State University of New York, Bing-
hamton, attacks the coherence of the very term pho-
tography itsell. His idea is that there is no such thing
s “photography™: that the “precarious generalization
Photography™ cannot hold up under historical inves.
tigation. Instead, there is not one thing that is photog-



Jack Delano, “Union Point, Georga,” 1541

raphy, but many As he puts it, “the history of pho-
ography stands 1o the history of An as a history of
writing would o the history of Literaiure,™ or, to pu
it slighuly differently, photography—Ilike wmiting—is
a much bigger enierpnise than we have so far secn,
said, or studied. This insight is central because when
we do let go of the singular term photography, we are
simultaneously reed from clinging 1o, and arguing
over, A shrunken and deceptively unified, prees-
tablished, and previously dominated field. In s
place enters a shifting ground of variable practice,
some parts of it being recogmizable as “photography ™
and somme nol. And, in iis place, the space opens up
fior us o investigate just what, when, and where in the
cnomous vanety of the world s photographic behay -
bor there is activity and ontodogy that seems adequate
to our present cnsis in the representation and legii-
mation of social difference. Following this line of
reasoning, Tagg wries thai the so-called mediom

has no existence outside its historical
specifications. What alone unites the di-

versity of sites In which photography
operates is the social formation itself;
the specific historical spaces for repre-
sentation and practice which it conati-
tutes. Photography as such has no iden-
tity. lts status as a technology varies with
the power relations which invest it. is
nature as a practice depends on the insti-
tutions and agents which define it and
set it to work. s function as a mode of
cultural production is tied to definite
conditions of existence and its products
are legible and meaningful only within
the particular currencies they have. ls
history has no unily. it is a flickering
across a field of institutional spaces. It is
this field we must study, not photogra-
phy as such.*

By cultivating such an understanding of
phodography as cultural production, we can be deliv-
crcd into a realm of social criticism that exists not
f.lr_.l":-'.r'q'. aor d_fi'r.r. OF i CORSSgNeRCe of ;‘nll::l::].:rapllh.
but—zapmething like what Trinh Minh-ha envisioned
—rlivmg with them. That is, as these vanous Gields of
meaning lake shape before us, so does a social con-
ceplion of “photography™ materialize, and not mber
wise, This also implies that of we cannot leam o
discern the invisible, material, political comtext
underlying their appearance and the representational
networks that they uphold, we will also have failed
miserably 1o perceive the photographs themselves.

Wa musl not allow ourselves the expedi-
ent of Imagining something existing
“before” representation by which we
may convenlently explain the representas-
tion away. Where we must start is with
concrete material activity and what it
produces. We must begin to analyse the
real representational practices thal go on
in a society and the concrate institutions
and apparatuses within which they take
place. Wa must plot the network of mate-
rial, political and ldeclogical constraints
which bear on these institutions and
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constitute their conditions of existence
and operation. We must describe the
tunction of “specific” individuals within
them and the material, social and sym-
bolic eontexts in which they are sited, in

which they operate and in which they
intervens,®

Here, the old dichotomies between society and an
have not been overcome, they have simply been dis-
solved in a more intimate synthesis.
As one might predict given such an

orientation, The Burden of Representation is a
strongly sociologically nuanced work. Tagg critiques
a variety of moments in the history of Anglo-Ameri-
can documentary, such as the development of pho-
tography as a means of legal and medical surveil-
lance by the state and the use of photographic docu-
ments in legal arguments for slum clearance in
Quarry Hill, Leeds, both in the late nineteenth cen-
tury; the status of photography as property in law:
and the appeal 1o “realism” in the New Deal photo-
graphs. This critique is embodied in essays, frag-
ments of essays, and notes that address theoretical
problems in interpreting photographic MHEANIngs.
Many of the essays have appeared before in British
youmnals such as Sereen Educarion, in the late 1970s
and carly 1980s. Taken together, they do not so much
construct a closely defended treatise as offer a re-
peated exemplification of the thesis that photography
15 anything but a unified field, Nevertheless along
with a new, highly theoretical, introductory essay
and Tagg's excellent new historical work on the
Leeds Sanitary Commission reported in the chapier
tithed “God's Sanitary Law® Slum Clearance and
Photography,” perhaps his best work 1o date, the

collection provides an extremely uscful single source

for this influential and siill developing, perspective
on the history/fies of photography

John Tagg's thinking about “photogra-

phies™ has been strongly influenced by the work of
French historian Michel Foucault, whose pencirating

and iconoclastic analysis of the “technologies™ of
power suppons Tagg's desire for a bener delineation
of the powers of photographic technologies. Tagg
quates with approbation Foucault’s discussion of the

Hussell Lea, “Hidalge County, Texas,”™ 1839,

“capillary form™ of relations of power, in which
“power retumns into the very grain of individuals,
touches their bodies, and comes to insent itself into
their gestures and attitudes, their discourses, appren-
ticeships and daily lives.”™ This formulation proves
useful 1o Tagg in concepualizing the broad overview
of the politics of pictures as well as what is going on
in single images at the level of iconic representation,
where the bodies and gestures of the individuals de-
picted mimor their social relations. Occasionally,
Tagg acwally carries out such an individual jconic
analysis, as he does brilliantly in a detailed compari-
som, in Chapler 6, of Jack Delano's photograph of a
middle-class couple seated on a sofa under a tapestry
of a Moorish dance, entitled *Union Point. Georgia,”
and Russell Lee's photograph of recipients of gov-
emment aid from the Farm Security Administration,
scated under a tapestry of an eighteenth-century
chamber concert. titled “Hidalgo County, Texas.”
There Tagg argues that

what we experience as viewers of the
photographs is a double movement
which typifies ideological discourse: On
the one hand, the ideclogical consiruc-
Hmmmﬂuﬂbpﬂlardamh Con-
cretises a general mythical scheme by
incorporating it in the reality of these
specific historical moments. At the same
time, however, the very conjuncture of




the objects and events and the mythical
schema dehistoricises the same objects
and events by displacing the ideoclogical
connaction to the archetypal level of the
natural and universal in order to conceal
its specifically ideological nature. What
the mythic schema gains in concre-
teness is paid for by a loss of historical
specificity on the part of the objects and
avents.”

He concludes, convincingly. that “we cannot be in-
nocent of the values which inhere in the ‘realism” of
these photographs.™

However, Tagg hopes, above all, 1o stress
how “the absolute continuity of the photographs’
ideological existence with their existence as material
objects whose "currency” and ‘value® arise in certain
distinct and historically specific social practices.
[is] ultimately a function of the state,™™ Accordingly.
he expends far less effort in describing the appear-
ance of individual images than he does in describing
their “regime of uth"—the social, material. and
ideclogical horizons against which they appear and
function. Situating his analysis at this institutional,
almost macroeconomic, level of social interaction
enables Tagg 1o describe with great clarity the
growth of photographic practice as a tool of surveil-
lance and record-keeping by nineteenth-century so-
cial science and government agencies. It gives The
Rurden of Represemiarion an edge. | believe. on
many other histories of the figld of modemn photogra-
ply that remain enmeshed in the extrapolated image.
with only a redimentary concept of what Tagg calls
its “currency = But, in a certain way. the broad politi-
cal overview is a drawback as well as an advantage,
fior it moves very quickly out from the iconic to the
social in a way that privileges analysis of the system
as a whole above the partial reinscriptions of that
system in the lives of raced and gendered. as well as
classed, individuals, where—after all—ihal system
finds its end points of control. This is also, 1 might
add, a complaint that one could make abouwt Foucault.
There is a curious lack of passion for the individual
instance.
1 believe our knowledge about the roles and

responsibilities of photography in the technologies of
social control would be strengthened and enriched by
reading particular images in much greater detail than
Tagg generally chooses 1o do, and by tracing the
history of their making more thoroughly down into
the lives and actions of the individual photographers
who made them. For some reason, after he sets up his
enormously productive interpretive framework,
Tagg largely bypasses the study of the authorship of
single images, as if to trace their currency in an
individual's career would take away from the sense
of their currency as social exchange in the function-
ing of the state, or as if studying the details of the
making of images would be a project different from
studying their politics of intelligibility Why so? In-
giead, would not reviewing the actions of individual
photographers only reveal more about the possible
relations of their work 1o “histonically specific social
practices”™ For instance, which camera operators
worked for the police departments? What was their
mode of working? What did they think about what
they were doing? [nid they identify themselves as a
group, and how? What opinions did they express
about “photography™? How were these opinions dif-
ferent from those expressed by other sectors of the
photographic work force? How did these opinions
infleence what happened 1o the photographs? How
did what happened to the police photographs im-
pinge upon what happened 1o other kinds of images?
These are questions that Tagg's own analysis opens
and makes insistent. The relative absence of com-
parative, case-hy-case reporting on the photographs
is thus a real weakness of the book. Because the level
of generaliZation necessary to reveal the new social
prospect is not supported by enough individuated
readings. it can seem, at times. that Tagg is merely
substituting one totalizing metaphor—the dispersal
and disconnectedness of “photographies™—for an-
other, its imaginary unily

As he goes about his project, Tagg reveals
himself 10 be quite well informed about historical
issues and imerested in doing research into a variety
of archives. Although he remarks that “my historical
rescarches seem always 1o be fragmentary. and in-
complete; not just like a series of sketches of a land-
scape. but like a series of sittings, authenticated re-
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ponts, rumours, glimpses, prolonged observations,
and second-hand accounts,™ ! this disclaimer is best
understood as the generic dissatisfaction of a re-
searcher for whom, “all through this process, the
concepls and theories with which the records and
accounts are 1o be articuled are themselves refined,
adjusted or replaced.™? It is both instructive and
reassuring that he is speaking here from a position of
critical simultaneity virtually idemtical 1o that which
Trinh Minh-ha defined. This kind of new photo-
graphic social history requires a new kind of photo-
graphic viewer, who comes into seeing along with
the evidence that comes into being, and that viewer
must write from a consciously decentered position.
Tagg thus exemplifies, as well as calls for, this kind
of approach,

And, as this new kind of photographic
writer, Tagg has cenainly done and supervised a
good deal of interesting research, | found cven his
asides about the “class content™ of Lewis Hine's
“frontal, symmetrically posed picture[s].”™" or his
bricf remarks about the various regions of social
effectivity of the Museum of Modemn Ant from the
19305 1o the 19505, stimulating and useful, even
though otherwise Tagg barely addresses Hine, and
his history of MOMA is articulated only in a casual
and fragmentary way in scattered locations through-
out the text (there is not, unforunately, a chapier
devoted 1o that subject). Tagg is especially canny
about the uses 1o which social agencies put documen-
tary photographs. His description of the argument
against preserving the Quarry Hill area’s working-
class housing that Doctor James Spottiswoode
Cameron, the medical officer of health, managed 1o
mount from photographic evidence, and of how well
the indeterminate aspects of the medium served his
purposes, is unforgeitable. | would have loved to see
Tagg deal at bength with MOMA,

John Tagg is author of a previous book: A
History and Cultural Theory. He cocurated the exhi-
bition that was the hasis for Andrea Fischer's Ler Us
Now Praise Famous Women. Women Photographers
of the FSAIOW! 1934-1943. The Burden of Repre-
sentation belongs with a broad group of recent works
such as Maren Stange's Symbols of Meal Life, or
Alan Trachienberg's Reading American Photo-

graphs, or Allan Sekula's Photography Against the
Grain, among others that are leading the general
mavement in the United States to rethink the material
and ideological history of documentary ERPrEsshon.
While it is not possible 1o call this critical movement
a school, it is characterized overall by a more careful
atiention 1o social process than most photography
critics have previously evinced. However, Tagg is
still to be sharply distinguished from many of the
American documentary revisionists both by the ter-
minological complexity of his acsthetic vocabulary
and by the intense engagement in British and Conti-
nental theoretical debate that he openly sustains
alongside his historical exegesis. Tagg's is not a
book for the kind of photography people who dislike
words. feotnotes, or the accumulation of intertexual
reference. It might even be said—and this follows
from my earlier criticism—that it is the theoretical
engagement that interests him above all, rather than
the lived instances of ideological alignment that the
other writers demonstrate. This will make the book
difficult for some readers to credit.

This characteristic may also hinder some-
what the entry of The Burden of Representation imo
a truly wide range of critical discussion, for its pas-
sionate and creative denunciation of the shoricom-
ings of Althusserianism, for instance, is not front and
center of the American photographic community's
concems; and that community has ended both to be
suspicious of such a high intensity of ideological
debate and 10 remain unread in basic Marxist texts.
Nevertheless, for all those interested in articulating
the reappraisal of documentary photography with
powerful British and Continental theoretical ap-
proaches, and for those who are working on founding
a visual studics component of the interdisciplinary
field of American cultural studies, The Burden af
Representation is clearly a very important contribu-
tion. Here, for instance, can be found elegant ex-
amples of how “rejecting the [ Althusserian ] architec-
tural model of floors or levels™ does not mean

asserting that cultural institutions, prac-
lices and formations are either autono-
mous or inconsequential. Nor is it to
deny that cultural practices and relations




can be changed, challenged or reformed
through institutional interventions, po-
litical practices or state actions, or that
such interventions will have effects on
wider social relations. it is rather to ingist
that these effects are not given in ad-
vance and that change in one cultural
institution will not sat off an inexorable
chain of echoing repercussions in all the
athers. It is also to acknowledge that the
complex conditions of cultural institu-
tions cannot be specified in a genaral
concept, nor their mode of operation and
consequences predicted by a general
mllﬂ

And here, also, Tage debates with other impasrtant
critics of the image such as Roland Banhes, Laura
Mulvey and John Berger Explicitly and implicitly

The Burden of Representation is a vigorous demaon-
stration of the existence of whole realms of photo-
graphic production that have been inadequately theo-
rized.

In addition, for the less-specialized photo-
graphic critic or student, The Burden of Represenia-
rion could well prove o be a powerfully liberating
text, not because of theory but because of the fresh
approach 1o the image-using community that it ar-
ticulates. John Tage's resonant insistence that “phao-
wopraphy” as such does not exist, and that its effects
“are not given in advance,” provides the theoretical
hasis of a necessary, new form of practical allances,
grounded not in imaginary and fantastical unitics and
divisions, but in thoughtful and specific approaches
to shared, pragmatic goals that are coming into being.

I i fiteare issse of exposune f will commiimur this isoassion of te
reppraial of the documentary fradivan by considering he per

speetives raben in PhosographyPolitics: Two, s Fwericia Hi-
Lamd, Jo Spence, and Stoaon Warser, oad Images of Hiswory:
Mineteenth and Ealy Twentieth Century Latin American Fhoto-
graph-u.:u. Thecumenis, by Koberr M, Levar
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THE TRAFFIC IN REPRESENTATIVE MEN:
READING ALAN TRACHTENBERG’S READ-
ING AMERICAN PHOTOGRAPHS

Judith Fryer

On the cover of Alan

Trachtenberg's new book, Reading American Phaoto-
graphs, is a photograph by Walker Evans of a place
where photographs are made (Figure 1), Bui ihe
viewer's attention is captured first by the many
things o be read: the title inself, “License-Photo Siu-
dio,” with its ironic reference to “studio™ various
signs, including the hand-scrawled *Come up and see
mie some tme and “Tootsie love Fina™; the logo of
the pointing fingers—"making the picture an unmis-
takable cxercise in reading, a mixture of linguistic
and visual notations.” By reading. we make meaning:
we can say here that this is a photograph abour the
making of photographs, or of photographic history It
is also the opening image in Evans’s American Pho
fographs, a statement, Trachienberg argoes, that this
book (first an exhibin at the Muscum of Modern An
in Mew York in 1938) is not for the instrumental
purposes of photo-license pictures or for assigning
equivalences. but “for seeing as reading™ (264). And
by reading photographs—not as illustrations of the
past, but to leamn the poimt of view of “the photo-
graph, itsell"—we learn something about interpreta-
tons of Amenica. What Trachienberg proposes is not
s0 simple as it sounds: if photographs can be read,
then they are open-ended, have no fixed meanings,
however much they might be images of actual per-
s0ns, places, and evenis in the past; if the connection
between photographs and history is interpretation, in
making micrpreiations, we comsiract (our own ver-
sions of ) history, partly by the way we assign catego-
ries of meaning 1o what we read (art, document, ete. ),
partly by our way of ordering the photographs in
sequences of other photographs and of words,
Clearly. the Evans image appears on the
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Walker Evans, “Licenss Phobo Stugho, New York, 1934°

cover just beneath Trachtenberg s title not as jacker
illustration. but as an image 10 be read, 1o point 1o the
riddle both image and title pose. “The literariness of
|Evans’s| American Phorographs begins i its title,”
Trachienberg writes in his chapter on Evans, “ Appar-
ently plain and unequivocal, the words pose a riddle:
What i an American photograph? Photographs
made i and of America, or expressive of America?
And if both, what does this doubleness imply about
each word, *American” and ‘photographs™? Is the
title generic or thematic? In the first instance,
"Amenican photographs” would denote a classifica-
tion, like an entry in an archive or file. In the second,
the fitle would pose a problem of interpretation. A
similar ambiguity is presented by the pictures them-
selves: do they depict self-evident facts or are
there meanings which have o be pursued, imag-
ined?” (2400 Trachenberg's definition of ~Ameri-
can photographs™ for his own book as those which
take America as their subgcl—photographs, thar is,




whose political motives lie close 10 the surface”
{xv)—does not exactly explain away all but the word
“Reading™ in his title. “1 have chosen works.” he
writes, “of sufficient inelligence, insight, subtlety,
and heauty to reward our treating them as impornant
American ant”™—meaning not “fine ar.,” which be-
longs 1o the institutional superstructure of presenta-
tion, but rather, following John Dewey's Art and
Experience, that which, “by its character as a for-
malization of emotion and idea in relation to physical
ohjects, translates history into experience™ (176,
287). Trachienberg, then, sets himsell the task his
subtitle, “Images as History—Mathew Brady to
Walker Evans.” points 1o: reading photographs as an
and as history, which is to say, as cultural documents.
And, as William Carlos Willizms wrote of Walker
Evans's American  Photographs,  under
Trachienberg's masterful eye and pen, “The pictures
alk iows.  And they say plenty™ (240-41).

The riddle Trachtenberg poses has parily 1o
do with the paradox of the transitory nature of the
photograph itself—its representation of a stopped
mioment in lime—_ihal caplures, permancnily, a picce
of history, or as Barthes put it, the fact that “what the
Photograph reproduces to infinity has occurred only
once: the Photograph mechanically repeats what
could never be repeated existentially * ' 1t has partly
1o do with Trachienberg's insistence that the photo-
graphs he presents for reading be read as both politics
and art. And it has to do with the paradox of attribut-
ing points of view and political motives 10 photo-
graphs themselves (rather than (o photographers), 1o
his argument that photographs “construct their [own]
meanings™ (xvi}—which must mean that reading is
itself a political act, as is the case with
Trachtenberg's Reading American Photographs,
where his own political motives lie not s0 far from
the surface.

Trachtenberg, a cultural historian who is
also a photographer, regards documents as things
which must be made intelligible, must be given an
order and meaning that does not crush their auton-
omy as focts. In other words—and it is the great
beauty of Reading American Photographs that Tra-
chienberg does this so well—the photographer’s task
is the same as the histonans: 0 make the fragmen-

tary details of everyday existence meaningful with-
out loss of the details themselves. Both photographer
and historian seek a balance between passive surren-
der to the facts and reshaping them into a coherent
picture or story The viewfinder, aptly named, 15 a
1ol for making a past; ordering facts inlo meaning.
data into history—by using the viewfinder to make
sense of what is in front of the lens, ordering photo-
graphs, arranging them inlo sequences, COMPOSING
them in certain ways, somelimes Wriling acCompny -
ing texts—is a political act, just as the analogous
constructing of history, as Trachienberg fully knows,
is & matter of judgment and choice about the present
and future, The photographs in Reading Amertoan
Photographs, then, are not just illustrations for
Trachtenberg's text, and not just texts for reading.
though they are both of these things, but the pieces
with which he constructs a century of American his-
tory
. = ®

On one level, this book can be read as a
history of American photography® the chapters begin
with daguerreotypes made soon after the appearance
of photography in 1839, move chronologically
through Civil War albums, survey photographs of the
western landscape, tum-of-the century pictorialism
and social documentary, views of the New York
cityscape, and conclude with Evans’s American Pho-
rographs exhibit in 1938, Much is left out of this
history" Trachienberg tells us in the preface that he
has not attempied a comprehensive survey, prefer-
ring a tightly focused body of photographs in order 1o
test a way' of reading. Thus he has made certain
choices in his selection and arrangement of images,
and these choices shape the interpretations al which
he arrives—and if his written text that is the resull
tells us anything. it is that we ought to pay atiention
to the ordering of the photographs themselves, Doing
s 1% the clue to the other way of reading the book., as
culral history

What do we sce, then, if we look first at the
photographs Trachtenberg has assembled for his his-
tory of America circa 183919487 A gallery (literally
so anpounced) of “illustrious Americans™; images of
war: us historical and geographical event, as a muti-
lation of bodies, especially as a representation of the
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work of war; landscapes: representations of the work
of surveying the land; work and the city- Stieglitz
shots, however hazy, of work sublimated 10 pictorial-
1sm. Hine's children working, Stieglitz’s and Hine's
New York City: Evans's modemnist sequences of
people and places. Limiting ourselves 1o
Trachtenberg's framework, notable omissions are
daguerreotypes of “illustrious™ women {except for
one image of a woman in mouming, women are
represenied as slaves and prisoners); heroes—mili-
tary and political statesmen—aof war; Stieglitz's por-
traits of Georgia O'Keeffe, his “Equivalents"—Sym-
bolist representations of internal states, Clearly,
Trachienberg’s selections reveal an overriding inter-
est in work, or rather in working—in photographs
that seem not static but in process, enabling us 10
understand not only the work represented in these
photographs, but also the work of making photo-
graphs. and the work of making interpretations, in-
cluding our own participation in reading these cul-
tural documents. We are madse to work by his dialec-
tical presentation of images: an and science: inven-
tors, jounalists, statesmen—slaves and prisoners:
ruined public monuments and mutilated bodies: the
vastness of the western landscape and miners at work
underground: Stieglitz's Camera Work and Hine's
social work: Evans's modernist montage.
. s @

Trachtenberg opens not with a photograph,
but with a painting—Charles Willson Peale's The
Artist in His Musewm of 1822—in order 10 establish
the conceptual world of art into which photography
would appear seventeen years later. The museum is
really the artist’s workshop, as Trachtenberg points
out, where “the disorganized world of experience [is]
transfigured and clanfied by an, the combined ans
and crafts of taxidermy, archacology, and painting.”
The artist in his muscum acts as mediator of the
world's truth, both in creating a copy of things. “a
world in miniature,” and in revealing the true order
hidden within things, an invisible order he brings 1o
view (9). And in so doing, anist-scientist-enirepre-
neur Peale sets the stage for the photographer who
would make not works of an, but exact objective
copies,

The value or meaning of a photograph, be-

. FA
Daguerreotypes by J. T Zealy. Columbia, SC, March 1850,

cause 1l was made without the intervention of human
desire or will, was initially believed to reside in the
image itself—a notion which abstracts what Marx
called “use valuee™ (the labor embodicd in its produc-
tion and the cultural values represented by its mate-
rial referents) from the image and makes it over into
an object, like money, of universal exchange. In a
brilliant stroke, Trachtenberg offers as the supreme
example of this conceplion of photography a current
project called EROS—which has nothing to do with
what Alfred Stieglitz meant when he said that when
he makes photographs he makes love—but refers 1o
the Earth Resources Observations Systems Data
Center, which maintains an archive of millions of
images, growing at the rate of 20,000 per month.
EROS, with its instantancous reproduction of the
world, its unerring mechanical eye replacing the an-
cient god of love. represemts photography trium-
phant, Trachtenberg suggests, and it is one of his
purposes to submit the myth of the unerring, objec-
tive camera to the test of historical analysis (19-20).

His first test is Mathew Brady's Gallery of
Ilustrious Americans—Presidents, senators, gener-
als, an artist, an historian, a minister, and a poet—
plus daguerreotypes of Cyrus Field, promotor of the
first transatlantic cable, and Horace Greeley, editor
and publisher. With the exception of Greeley, all are
head-and-shoulders shots, the men in formal dress,

4T




their gazes avented in abstraction and indiffercnce o
spectators. This gallery is juxtaposed 10 1. T Zealy's
daguerreotypes of slaves—men and women stripped
naked in the interest of science—who stare directly
into the camera in full consciousness of the specta-
tors’ claim upon their space (Figure 23, Both se1s of
images, Trachienberg argues, call for the viewer's
response: in the first case, 10 a presentation of the
conventions of portraiture which the works of com-
mercial studios shaped, an emulation of and rever-
ence for values and symbols of nationhood: in the
second. 1o images trapped within a system of repre-
sentation as firmly as the sitters are trapped within a
system of chanel slavery, a powerful suggestion of
our own entrapment precisely because the eyes of
men and women stripped of the right 10 cover their
genitalia, in speaking so directly to ours, undercut the
very conventions they represent.

How are these two sets of interpretations of
the Republic 1o be resolved? The chapter concludes
with Walt Whitman's self-presentation, the da-
guerrentype on the frontispiece of the 1855 edition af
Leaves of Grass, which Trachienberg sces as an inte-
gral pant of the volume. The poem, we are promised
in the preface, will address “those in all parts of these
states who could casier realize the true American
character but do not,” who accept themselves as rep-
resented by “the swarm of cringers, suckers. dough-
faces. lice of politics, planners of sly involutions for
their own preferment to city offices or state kegisla-
tures or the judiciary or congress or the presidency ™
Whitman's gallery. unlike Brady's, makes a space in
which we can imagine black men and women stand-
ing freely among others, Trachtenberg argues. Hi=
words suggest that he grasped what the Zealy por-
traits compel us to sce, that the portrait COnventions
of American republicanism were equivalents 10 ac-
wal social barriers that segmented the Republic and
mocked its declared ideals. And his 1855 porrait
rests on the same perception, replacing emulation
with ecstatic encounter, an act of transgression and
affinmation.

. & @

Like Peale in his museum, Civil War pho-
tographers frequently resorted 1o stagecraft, Tra-
chtenberg shows in his chapier “Albums of War.”

arranging scenes of daily life in camp (o convey a
[ook of informality, posing groups of soldiers on
picket duty, moving corpses for more dramatic
closeups of battlegrounds. Trachienberg s focus here
is on the problem with representing war, with bring-
ing together the physical and mental, the political and
moral event. Thus he is less concemed with the literal
content than with the “truth” that these photographs
projected, less with the staging of scenes than with
the photographer’s intention and desire 1o satisfy a
need for onder. As with Brady's and Zealy's galler-
ies, he reads these photographs—itrue to their original
preseniation—as “albums,” encompassing struciures
which endow the images with what Foucault calls
“epunciability © * Thus organized into sequences,
“singhe images can be viewed as part of a pattern, an
order, a historical totality™ (88).

As we have seen, Trachienberg’s especial
interest is in the work these photographs present,
including the work of black laborers. and here he sees
the Civil War photographs as visualizing “steps in
certain procedures—ithe industrial skills and trans-
portation-communication infrastructure by which the
North eventually wore down the less indusirialized
enemy”—and the accompanying text as reflecting
“the mentality of calculation and measurement
which would tum after the war 1o improvements in
industrial production, especially of a national ral-
road system, and to the disciplining of the work
force™ ( 109). The work he does in reading beads him
10 see these photographs as evidence of the CCONOMIc
forces unleashed by the war, which, ironically, would
destroy the vision of the good society each side
fought to defend.

Among the most moving of Trachtenberg’s
analyses is that of medical photographs of wounded
bodies. Like the daguerreotypes of slaves, “the men
appear as sullen objects of scientific attention, as if
detached from their bodies, witnesses rather than
possessors of their wounds and scars, their memory
and knowledge of pain.” Like the slaves, they watch
themselves being watched, portrayed “in an elemen-
tal relation of dependence on the state for which they
sacrificed bone or flesh or organ: a name, a number, a
clinical legend.” These photographs disclose what
Elaine Scarry has also described as the most immedi-
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ate and least comprehensible of war's facts, “that it is
waged on tangible human flesh and inscribed in
pain—the living wounded body as the final untel-
lable legend” (116-17)."
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“Like sands in an hourglass,” Trachienberg
writes in his chapter on landscape photography. “the
windswept dunes suggest the passage of time, the
wagon tracks and footsteps trace temporal human
actions, and the photograph itself results from the
opening and closing of a shutter, an irmecoverable
past momeni—a juxtaposition of the immensity of
time measured by geologists and the immediacy of
this recorded instant. The photograph depicts depic-
tion itself—not ‘nature’ as a pure essence, something
that can be measured and mapped with godlike ob-
jectivity, but a scene already altered by those very
acts. As in many photographs, a residue of informa-
tion reminds us of the picturc-making situation -
self™ (158-60)). Offering a radical re-vision of these
photographs of westward expansion. traditionally
linked 10 Romantic landscape paintings,' Trachten-
berg guides our reading of the images away from
“landscape™—a concept which detracts attention
from the nature of the project by calling attention to
expressions of individual styles within a conven-
tional form—toward an understanding of “survey™
{according to the Oxford English Dictionary, 1o
view, examine, inspect in detail, especially for an
official report). He directs our eyes, pamicularly in
the photographs of Timothy O Sullivan, to the marks
of survey teams at work—cameras and other equip-
ment—which like the brushes and taxidermist’s lools
in Peale’s studio, suggest that the scene before our
eyes is the place where the picture was made, that is,
not a “real place,” but a piciure of a place seen by the
photographer who was there, made its image, namved
it, and then filed it along with chans and written
reports as part of a U.S. government archive. “Photo-
graphs showing surveyors absorbed in their work of
checking instruments, taking notes, sampling materi-
als, call attention to the special character of the
photographer’s work,” Trachtenberg writes: “its in-
stantancous transformation of raw perceplion into a
picture, a two-dimensional illusion of three-dimen-
stonal space in which something worth seeing can be
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Frontispiece of James [, Hague's “Mning Indusiry.”
Lishesgraph from a photograph by T H. OSulivan

seen” (131).

Secing 0'Sullivan's photographs as part of
a survey project leads to the discovery that represen-
tations of the West are not limited to images of
sublime stillness; reading through the archive forces
us 10 come to terms with a landscape of power—ihe
industrial power represented by factories, smoke-
stacks, smelting works, mining shafis, and miners at
work underground, what Trachtenberg describes as
“the epicenter of the survey’s project and task™ (144)
{Figure 3). Here are photographs of miners with
shovel, pick. hammer, and wheelbarrow, cramped in
underground caves, vulnerable to dismemberment
and death. Here are landscapes—nature—worked
over by “culture,” not as an abstract category. bt as
the product of a specific history, something made by
human labor, as much a technological act as the
reduction of ore to silver bullion™ (153)

O Sullivan's photographs cannot be taken
simply as illustrations of facts or ideas, Trachtenberg
insists: their subject is really the representational ac-
tivities of the survey itsell. Deliberately framing a
view, even views devoid of human signs. the photo-
graphs of the survey project represent human inscrip-
tion upon the blankness of nature: the photographs
say “thal there are no views withoul names—no na-
ture except what can be seen through the lenses of
culture” { 162},

L

It should come as mo surprise. given

Trachtenberg's distinction between “art” and “rec-




ord,” given his empathy with the vulnerable human
subjects of mining and medical photographs and of
daguerreciypes of African slaves, and especially
given his attention to working, that in his chapter on
the simultaneous occurrence of an and documentary
photography ai the wm-of-the-century, he should
question the nature of “an” and of “document,” and
that he should focus on the work of “Camera Work™
and the social—or human, communicative—aguality
of “Social Work.” Underlining the way in which
Alfred Stieglite bualt the first major institutions of an
photography in the United States, the gallery 291 and
the jourmnal Camera Work, Trachtenberg finds that
the idea of seripusness in photography and s im-
plementation—small gallery exhibition and fine-art
publication—provided the conception and the strat-
egy (winning access o metropolitan museam collec-
tions and exhibition spaces, for example) upon which
the expanding photographic community in the 1930s
drew, and which had excluded Lewis Hine. The very
differences of the conditions under which Hine
worked—unlike photographers associsted with 291
and with the an world in general, his institutional
framework was Progressive reform, with its organ-
ized neiworks of association, publications, system-
atic methods of investigation and communicalion—
lead us 1o the basic distinction between Hine's social
wirk and Stieglitz’s camera work. The issues be-
iween them concern “the notion of a photographic
subject, the relation of the medium o American re-
alities, and the effect of photographs upon their audi-
ences” | 166). Stieglitz siood at the center of 3 move-
ment—openly critical of the aggressive commercial-
15m and imitative convention dominating the cultural
scene—which sought 1o produce a new Amencan ar
and culture. Hine saw himself not as an individual
genius, but as a working photographer, performing a
certain kind of cultural {and political ) labor; his focus
was nol the photograph in exhibition, but the pub-
lished image, not the single photograph as a fine
print, but the reproduction within a context of images
and words. Rather than secing these approaches as
“ar” and “documentary,” Trachienberg supgesis,
what distinguishes Sticglitz’s camera work from
Hine's social work “are competing ideas of art itself,
and of the culiural work of the camera in early twen-

teth-century Amernica”™ ( 168).

To what extent can Sticglitz’s photographs
be considered documents? Certainly Stieglitz did not
position himselfl historically: ignoning Brady's da-
guerrentypes, Civil War views, western survey pho-
tographs, commercial city scenes—all documenis
which would have linked him (o a photographic his-
tory—he saw himself as standing at the beginning of
American an photography  Early pictorialist photo-
graphs like The Termingl, Winter—Fifth Avenue,
Spring Showers (all images of work) were “pictur-
esgque bits,” “metropolitan scenes,” as he wrole in
1894, “homely in themselves™ but “presented in such
i way as iooampan (o them a permanent value because
of the poetic conception of the subject displayed in
their rendenng.™ Stieglitz’s words lead us directly to
the difference between “camera work™ and “social
work™ since what mattered 1o pictorialisis was the
final print, the individual image mounted, framed,
and exhibited, the subject counted less than the treat-
meni; the art photograph represented “the feeling and
inspiration of the artist” rather than the subject. For
Hine, as we will see, the subject is the photograph;
this is the meaning of social work, Unlike the under-
standing between Hine and his subjects that Tra-
chienberg painstakingly and lovingly develops,
Stieglitz’s view of “the lower classes™ was a pastoral
conception of “low™ subjects as more natural, real,
honest, and sympathetic than “anificial” commercial
sociely “Mothing charms me so much as walking
among the lower classes, studying them careiully and
making mental notes,” Sueglitz wold a Photographic
Times reporter in 1896, “They are interesting from
every point of view | dishike the superficial and
artificial, and 1 find less of it among the lower
classes.™ And 10 Dorothy Morman: “Wherever |
looked there was a picture that moved me—the dere-
licts, the secondhand clothing shops, the rag pickers,
the tattered and the tom. All found a warm spot in my
heart. [ felt that the people nearby, in spite of their
poverty, were betier off than | was, Why? There
was a reality about them lacking i the arificial
world in which I found myself and that wem agains
my grain,™

In articles published between 1906 and
1908 Hine explored the uses and values of photogra-




phy and came to conclusions very different from
those of Stieglitz. Following John Dewey's argument
“that education mus! resl upon experience, upon con-
tact with and participation in the realities of life,”
Hine proposed that photography could teach by ap-
pealing 1o the visual sense, demonstrating the value
of working together for “mutual benefit,” and provid-
ing an appreciation of ant in its relation 10 common
experience. Hine continued to think of himself as a
teacher throughout his career, but once he plunged
into social work, he adopted another concept: ant in
the sense of social purpose and focus. The survey, in
other words, came to represent for Hine what pictori-
alism represented for Stieglitz. Survey. in the field of
social work taking form in these years, meant “a
panorama of social facts gathered by trained investi-
gators and presented to the public in word and im-
age” (195). The Pirshurgh Survey, for which Hine
worked, sought 1o replace fictions and prejudices
with documented facts—hard figures and clear im-
ages of the work force, its living and working condi-
tens, the variety of trades and industries in the city,
the state of its neighborhoods, schools, political sys-
tem, and economic order. [ts basis was a notion of
systemt, a complex structure comprised of “work-
shop” and “community ™

The word “social,” Trachtenberg argues in
what for me is the high point of the book, meant more
for Hine that factual content and social data. The
power of his photographs derives not from their sub-
jects alone (as the common notion of “documentary™
holds) nor from factors like composition and light-
ing. but from Hine's understanding of “social™ as
participatory making and viewing. We might think
first of the medium of presentation itself—a kind of
“picture-lext marriage™ (photo-story, photo-mon-
tige ) in which each communication was a transaction
with an audience: “graphic presentations offered in
exchange for a response—a heightened sympathetic
awareness of the lives of others” { 199). Then there is
the context of which each photograph was a part, “a
macre-stiruciure of social meaning™ in which “each
image belonged 1o a larger picture and, understood
that way, by its social identification, could thus
evoke the whole for which it stood™ (20000, Maost
importantly, social meant for Hine not only “telling

Lewis Hine, “Engineer = 1529,

the story as a social act,” but “seeking a voice in the
viewer's imagination,” a dialogue with his subject,
an enlargement of the reformist idea of social survey
to embrace the process of communication itself, The
thearetical basis of Hine's social photography, then,
lies less in the Progressive idea of society than in the
notion of “sociality™ the product of social interac-
tign, The exchange between Hine and the individuals
who are the subjects of his photographs which en-
ables them to present their distinct identitics is only
part of this notion of sociality; the other halfl of the
transaction is that Hine attempts to foster an ex-
change as well between subject and viewer of his
pctures, and between himself and them. That is, if he
could enter not only into the intemal experience of
his subjects, but of his audience as well, he could
awaken an imaginative response which would ac-
knowledge the imagined voices of his pictured work-
ers as pan of one's essential social world. And this,
Trachtenberg argues, is what keeps Hine's pictures
alive, even when viewed outside their original con-
texts: “their continuing demand upon us for empathic
response”™ { 2005),

The chapter concludes with a comparison of
Sticglitz’s and Hine's New York city photographs,
the one a presentation of the outside look of places
and things. “spectacles of ambiguity for the detached
eye of the viewer,” a “history of increasing isolation
from the street™ (210, 217), the other a conception of
the city as products of labor, of the meaning of the




worker's task, and—when the viewer, drawn into the
picture, kooks from the photographer’s place —of the
toil of the photographer (Figure 4).
L] L ] L

Walker Evans's city pictures, the subject of
the concluding chapter of the book, are like neither of
these, but rather, Trachienberg argues, evoke the
“Brady tradition” of the anonymeous crafisman pic-
turing the wooden houses and churches and signs in
the American landscape, while at the same time elu-
cidating a modern conception of the art off photogra-
phy—thus in a way reaching all the way back o
Peale’s notion of the marriage of science and repre-
sentational art in the enterprise of human self-defini-
tion. The “indigenous™ quality of Evans’s work can
be seen in the context of the 1930s, when, as Warren
Susman has argued, there was a self-conscious at-
tempt “1o seek and define America as a culture™—
and Evans himself declared his intention of repre-
senting a “consistent” attitude and historical point of
view The modernist quality is Evans’s discovery
that the literal point of view of the camera “can be 50
reated in an extended sequence or discourse as o
hecome an intentional vehicle or embodiment of a
cumulative point of view™ (250}

Unlike Hine's marriage of picture and text,
Evans's American Photographs makes do withoul
captions, and no text explains the order; but as noded,
words within the photographs play a role—offer
clues—in the sequences. By excluding words, and by
denying the reader unities of time and place, Evans
rejected the mode of photo-journalism in new publi-
cations like Life; in fact, 1 separate his work firmly
from the genre of journalistic record, he removed his
pictures entirely from the normal context of chrono-
logical and spatial order. This docs not mean. hiovw-
ever, that Evans’s intentions were solely artistic. The
antithetical conception of these two versions of pho-
tography. as an, as social document, was exactly the
gap Evans wanted to bridge. As his collaborator (in
Let Us Now Praise Famous Men) James Agee €x-
plained, Evans's work is “a new kind of photo-
graphic show  in which photographs are organized
and juxtaposed into an organic meaning and whole: a
sort of siatic movie.™ And this is the way Trachien-
berg would have us read Evanz's American Pholo-

graphs: as a static movie in which images are juxta-
posed “10 produce an unarticulated but felt idea or
emotion” (259)—in other words, a conception of
photography that (like film, and also like modern
poetry, fiction, painting, and music) demands the
viewer's participation.

Reading Evans’s book in this way (as a
montage of images, as a modemist poem), the great
therme that emerges is “anonymity as the true charac-
ter of the American,” created, Trachienberg sUggests.
by adopting the manner of the naive and straighifor-
ward camera eye, thus returming “photographs™ o
“American” by evoking the nameless craftsmen of
the past, and by making their crafl his own. “The
book's America is not a fixed and final form.” he
writes, “but a series of acts and gestures toward the
making of a place”; coherence and completeress are
achieved “only in the reader’s experience of making
sense of the discontinuous but tightly knit flow of
images” (2B3-B4).

" = ®

If Trachtenberg is right that Evans’s Ameri-
can Photographs 1ake their force from the story they
collectively tell—a narrative about how photographs
can be seen and experienced as American, perceived
as one's own story—then, wming to the collection of
images presented in Reading American Phaoti-
graphs, we must also ask what kind of story 15 it that
they invite us to participate in making? "My own
goal has been 1o explore the conditions of culture and
politics in which the separate projects which com-
prise American photographs came into being.” Tra-
chienberg writes in his conclusion. * According tomy
point of reference, the history represented in Ameri-
can photographs belongs 10 a continuing dialogue
and struggle over the future of America. It is a history
of participation by photographers in the making of
America, the illumination of its cullural patterns, the
artbculation of its social and polincal contradictions™
(287, 290).

The history Trachtenberg offers. 1 would
suggest—eloguent, forceful, impassioned, and std-
ded with brilliant readings as it is—falls within the
good old American Studies tradition of ielling the
story of American history through the examples of
Representative Men: Brady, O°Sullivan, Sueglitz.
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Hine, Evans, linked together to spell America.
Walker Evans, who has been placed in “the Brady
tradition.” “is like Emerson and Whitman [and]
also like Henry James  [and] Hart Crane  [and)
similar 1o William Carlos Williams,” we read (234,
2E4). And what is the Brady wradition? A gallery of
“illustrious Americans” including Oliver Wendell
Holmes, Horace Greeley, John Calhoun, John J.
Audubon, and other representative men posed as
Roman heroes. American icons. as Trachtenberg
points out, whose juxtaposition with “low-brow™
daguerreotypes of slaves and prisoners in this chapter
is mediated, in a tradition begun by Van Wyck
Brooks, by the truly representative man, Walt
Whitman. Representative, some viewers might ask,
of whom? Trachienberg's point of reference—his
view finder—which guides his choice of photogra-
phers and photographs and shapes his reading, given
his insistence on the viewer's co-creation of the
meaning of the images, limits the ways in which
great numbers of viewers can enter the version of
history he creates. His decision not to survey Ameri-
can photographic history, but to read selected docu-
ments thickly, as he masterfully does, so that his
book might be “tightly focused,” cannot be faulied.
But his named {and unnamed) exclusions—" Francis
[sic!] Benjamin lohnston, Edward Weston, Paul
Strand, Berenice Abbott, Dorothea Lange™ (xvi}—do
suggest other pattens, other stories, other histories.
My pointing to the limits of Trachienberg”s
view of history, this highlighting of the political act
that his reading is, is motivated not by an intention o
pelarize the world of images, or of storytelling, into
binary oppositions, but rather 1o open up the nature of
history making to a fuller participation than the one
Trachtenberg envisages, to suggest that his tremen-
dous sensitivity 1o class issues might be extended to
those of race (in a more complete way than he does:
Blacks are not only victims in American history) and
to gender. Even his work on Hine, the centerpiece of
his book, might be used to break open the whole
notion of gender difference by defining Hine not
against a masculine American tradition, in which
telling has had to do with notions of power—the
photographer’s control of frame and distance. of the
way in which the subject is represented—bur rather,

with his insistence upon the participation of the sub-
ject in the making of the picture, as belonging to a
radically different tradition that is specifically non-
masculing, '

For all of these reasons, the importance of
Reading American Photographs as a masterful dem-
onstration of a way of reading images as culral
documents cannot be underestimated; in fact, it will
be a kind of wouchstone for work in American Studies
generally, in pant by what it does, and in part by what
it teaches us is yet to be done,
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