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Ethnographic Photography

Patricia Johnston

Orn: of the newest and perhaps

mast promising areas of photographic history toemerge
in recent years is the critical study of ethnographic
photography These “documentary” photographs were
long relegated 1o a minor place within the discipline of
anthropology  When first taken, they were viewed as
useful journalistic descriptions for public informa-
tion, but inferior scholarly tools compared with the
field notes of trained anthropologists. A liter genera-
tion of anthropologisis banished them to the base-
ments of muscums, seeing them as embarrassments
that embodied the racial stereotypes and political
agendas of the expanding. impernalist westem powers,
Contemporary anthropologists and photographic his-
torans have retumed o ethnographic photographs,
reading them as valuable documents of the contact
between cultures and as venues for the study of both
cultural practices and conventions of representation.
Ethnographic photography can no longer be consid-
ered just an accurate description of faraway people
andd places, or a patromizing or idealizing vision of e
“other™; it must be and is being examined as the
conjunction between the representation of native
identities and the values of the cullure holding the
CAMEra.

The scholars featuned in this issue of expoture
examine corollary issues such as the emergence of
racial types in photography. native panicipation in the
production of the image, and the global distribution of
such images under the rubrics of “travel™ or “science”
or “education.” Alison Devine Nordstriim traces how
the distribution of images—ithe sites of their repro-
ductions—contribute (o their meanings. Her essay,
“Paradise Recycled: Photographs of Samoa in
Changing Contexis,” follows Samoan photographs
created for specific personal uses through their re-use
for commercial purposes, which concurrently 1rans-
formed them into generic markers of the South Scas.
Deprived of their individual contexts, the photographs”
meanings became more general with each appearance
in postcards, travel brochures. and family magazines.
Each subsequent re-use reinforced and intensified the
stercolypes held by the editor and the observer, and the
photographs became crucial in shaping the western
view of the South Seas during the era of imperialist
RN,

Wera Viditz-Ward's essay, “Motes Toward a
History of Photography in Sierra Leone, West Af-
rica,” my be seen as part of the altemp (o reconstruct
the history of native peoples’ own photographic imag-
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ing of their cultures. Searching through African colo-
nial archives and family albums in private homes,
Viditz-Ward hoped 1o piece together African photo-
graphic imagery that might counterbalance the preva-
lent stinerant Evropean photographers” views of the
exotic. She discovered that the British colonial aes-
thetic was the main influence on early Sierma Leonean
photographic styles. But despite the European-deter-
miinisd look of the images, the photogrraphs provided a
glimpse of one specific strata of African society” the
urban middle-class Creoles who settled in Freetown.
An African aesthetic in photography, Viditz-Ward
observed. emerged only in the mid-twentieth century,
concurrent with national independence and the grow.-
ing public appreciation for indigenous art and reli-
g,

Victoria Wyatt tried 1o determing if native
voices could be discovered in images taken by white
photographers. Wyall points oul that in the era of
large awkward cameras and slow exposures, the pho-
tographers needed the acquicscence. if not the coop-
eration, of their subjects. Studving the Alaskan studio
photographers Winter and Pond, Wyall sought 1o
untangle the collsboration between the native sub-
jects and the photographers to discover how they
worked together to construct the image of native
idennity Like Nordsirm, Wyatl also examines the
production and distribution of the image and con-
trasts work clearly crafted for the 1ourst irade with
native-commissioned portraits for private uses. Wyait
compares Winter and Pond's ethnographic photo-
graphs with much earlier drowings of similar cos-
tumes and nituals, suggesting a rich direction (o locae

the roots of photographic cultural imagery

In “Popular Education and Photographs of
the Mon-Industrialized World, 1885-1915." Keith
McElroy contends that both the opponents and apolo-
gists for imperialism. groups with diverse viewpoinis
and needs. adopted a unified westem vision in pho-
tography that survives into our own day McElroy s
study outlines the technological developments il
made possible the variant venues for the increased
popular distribution of ethnographic and geographic
phoiography: mass magarines. public school texi-
books, missionaries” lantern slide shows, and many
others all of which were instrumental in reinforcing
sereodypes of race and gender.

As these essays demonstrate, the siudy of
ethnographic photography must be a true interdisci-
plinary enterprise. The strongest studies evince a
thorough knowledge of both the culiure depicted amd
the culture depicting. Photographic history must move
bevond the analysis of anthropological imagery as
simply a generic “western” view of the generic “other”™
to study the specific circumstances of the contact
between the photographer and the photographed and
the subsequent uses of the images.

Finally, a note on the publication schedule
for expaosire: despile generous suppon over the vears
from the National Endowment for the Ans, the Soci-
ety for Photographic Education, like all other ans
arganieations, is fecling the effect of difficult eco-
nomic times and cutbacks in funding for the ans and
education. For the foresecable future, we will publish
three issues of exposire o year, thus formally sdop-
ing the practice we had evolved out of necessity




Paradise Recycled: Photographs of Samoa in

Changing Contexts

Alison Devine Nordstrém

B}' the end of the nineteenth

century, photography was as firmly entrenched in
Samoa, a small group of islands in the western Pa-
cific, as it was in most other pans of the world,
Avmatenrs on holiday, scientists in the feld, and itiner-
ant professionals from Ewrope, North America, Aus-
tradin, and Mew Zealand passed through and 1ook a
wide variety of images away with them. In the 189(0s,
Apu, the largest own, was home o three white
commercial photographers {all originally from New
ZLealand) whose work was regularly put to conven-
tional private use. Samoans sal for family portraits
and wedding pictures, and presented photographs of
themselves o esteemed visitors. Unlike comparable
images from other places. however, many of these
photographs were later translated 1o other contexts in
cultures where they were reduced to generic signifiers
of the exotic and the other.

The Samoan Islands have been variously
under the control of the United Siates, Germany,
Cireal Britain, and New Zealand in the few hundred
vears that they have known any foreign influence.
Today, the islands are divided, with Tuwtuila, Aunu’u,
and the Manu'a group controlled by the United States
as an unincorporated territory, and Upolu, Savai'i,
Manono and Apolima constituting the independent
state of Western Samoa. Apia. located on Upolu, and
Pago Pago, located on Tutwila, are the only towns of
any size in the group and. in the nineteenth century,
were the only places with European and American
communities. Today, Samoan populations can be
found in most ULS. cities, particularly Honolulu, Los
Angeles, and Salt Lake City, as well as in Mew
Zealand and Australia and on other Pacific Islands.

Although small. isolated, and lightly popu-
lated, these islands had an mstoncal relationship with
their colonizers that parallels that of many larger

couniries. Outsider use of early photographs of Sa-
moa, like that of Asia and Africa, can be read as
representing Western effons 1o classify an unfamiliar
culture in terms of Western values and svsiems. Pho-
tographs of Samoa were made, distributed, and wsed
by Westerners to reinforce stercotypes of the Souh
Scas, often limiting outside knowledge of the place 1o
clichés of palms. sunsets and beaches, sexually com-
pliani women, barbaric chiefs, and the nesds and
opporiunitics for Westemn civilization, religion. and
cconomic development,

In Enropean Vision and the Souwrh Pacific,
Bernard Smith argues that preconceived ideas of Pa-
cific people influenced their depiction by European
painters, both those who accompanied carly expedi-
tions, and those a1t home who found inspiration in
travellers” tales. Despite an increasing empliasis on
scientific description. specific visions of cither noble
savages or beastlike heathens were the filiers through
which these artists understood their unfamiliar sub-
jects.' By the nincteenth century perhaps 10 some
extent through the increasing quantity of visual infor-
mation provided by photography. the apparently con-
Micting streams of nobility and degradation were no
longer distinctin the imagemakers” iImaginsions orin
the public mind. Users of early Pacific photographs
showed the ability to hold both ideas simultaneously,
or alternately The same image could be understood
either way, as circumstances requined.

While the content of a photograph may sug-
st clucs o its maker's attitudes, it is the conext of
wha i= outside the frame, changing, as Barthes points
out. from the moment the picture is tken,” that re-
veals its meaning as an object. The images of Samoa
produced for sale were products of a complex comext
when they were made. This would have included. at
the beast, the social, coonomic, and political circume-

5 T

2 B O T RO OB M B o o o owwm oon om om bcoga



Figura 1 Thomas Andrew, Uintitled (about 18584;
couriesy of the Peabody Musaum, Harvand Universty).

stances of the country, the relationship between sub-
ject and photographer, the photographer’s experience
and understanding of Samoa, the photographer s tech-
mical and intellectual limitations, the sitter’s under-
standing of the process, and the sitter’s and 1he
photographer’s intended uses of ihe finished product,
Once a photograph iz distnbated, however, panicu-
larly when it is made available o those with no
knowledge of its enginal circumstances, il can be pal
inbo new contexis for vaned wse in any number of
categones unrelated o 1= earlier meamng. A portrail
of a bare-breasted girl or a tattooed man, for example,
even if teken al the request of the siter for private use,
can serve, once it finds its way into the marketplace,
s pornagraphy, o lounst novelly, a documentation of
“racial types,” or an anatomical record, The same
photograph can be wused as proof of o visit, proof of o
political point, a paen to the passing glones of a
vanishing race. a justification of economic exploita-
tion, or an affirmation that a panicular person or even
nold only exbed, but was of sulficient imporiance io
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ment a photograph. Photographs are used i books
and magazines both for the selective information they
contun, and to decorate the text. As certmin images
and types of images are used repeatedly, they become
markers, the pnmary purpose of which is 1o signify
the place in a quick and efficiem shorthand that re-
quires little real seeing. Photographs that appear o
contradict the generally accepted ideas of a place are
dismissed as inacourate, anomolous, o unimeoriant.
As s the case with similar images from other places
dominaied by the impernalist nations of the West,
early photographa of Samoa were used in ways that
reflect the attitudes held by the colonizers iowands
their subject people.

Somctime around 1894, Thomas Andrew, a
Mew Aealand-bom resident of Apa and a trader,
rubber planter and photographer, produced a portrait
of a young Samoan woman (Fig. 1). The woman's
gaze 15 fresh and confident, guite different from the



Figure 3. Josiah Martin? Samoan Princdss
Faamu, about 1855; courlesy ol the Peabody
Museum ol Sakam)

uncomprehending fear we se¢ In many Conlém i
neous photographs of Pacific people. She wears the
strip of cloth over her breasts that missionaries and
other Western influences had established as standard
daily costume in Apia at that tme. In her small oam
it was likely that the sitter knew the photographer and
possible, as was the case in many other Andrew
portraits, that the work had been done at her request.

Whatever ithe onginal purpaose of i1s making,
Andrew appears 1o have recognized the appeal of this
image. He titled it A Samian Belle, produced it in
multiple copies as number 72 in a senes of hali-plate
albumen prints, and, on at least some of them, wrole
title, number, and the abbreviations “Cop. Reg.” (copy-
right registered) in the negative so that they appear
across the topof the woman's upper garment. In 1894,
Cirnham Balfour, 2 cousin of Apia’s most famous
white resident. the writer Robert Lows Slevenson,
purchased, or was given, one of these prints during a
six-month visit to Samaoa, [n 1895, Balfour (who was
also a distant relation of Henry Balfour, the forst

10

Figure 4. Josiah Marin? Samoan Dancing Gird
{published as a posicand by Muwr & Moodio,
Dunesdin, Mew Zeatand, aboul 1910, in & privabe
oolacton)

curator of the Pitt Rivers Muscum of Ethnology and
Prehistory at Oxford) donated the print 1o the Mu-
A duplicate print.
unsigned and purchased from John Waters. a photog-
rapher in Suva, Fiji, can be found in a similar collec-
tion at Harvard's Peabody Muscum, filed under Sa
masa as an example of ethnic type. The image also
appears al the Linden Museum fiir Vilkerkunde in
Stuiigart, in a similar file, and in the Visual Collee-

seum, where i1 memains today

tions of the Bemice Pauahi Bishop Musewm i Homwo-
lulu.

We do not know to what scientific uses this
particular photograph was put during the vears when
ethnographic siudies included cramial and other
anthropometric measurement, hierarchical classifica-
ton of cultures by skin tone, and the hke. 11 1s clear,
however, that the image also servied both illustrative
and commercial purposes outside of any scientific
comext. Titled “Fa'apui.” and garishly colored. the
porirail appears as the frontispicce in an 1896 bro-
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Figure 5. Afred John Tanersall, Some of the Turlies Kiteg
for Vao's Wedding Feast | published in H.J. Moors, Wit
Sevangon in Samoa, Bosbon: Small, Maynand & Co.,
1510)

chure promoting the Ocean Steamship Company and
extolling Samoa as a tourist destination. Here the text
treats Samoan culiure as a purchaseable experience of
Arcadha, claiming “the most interesting thing ahout
Samoa is nol it Fair scenery and tropic Mo and faona
but the people.” who are © noble, simple, honesi and
affectionate,™ a characierization reinforced by the
mitial smuling image of a young woman. The bro-
chure 15 il lusirated with photographs on almost every
page including several other images of voung women,
all, like that of “Fa'apui,” similarly captioned with
only o first name, in which the subjects smile into the
viewers' eyes. Also pictured are two notably hand-
somie chiefs with elaborate necklaces and an exotic
headdress, and a vancty of lush tropical landscapes
that rendorce the presentation of Samaoa a5 an Bdenee
and timcless world.

This particular image of an attractve, inno-
cent and welcoming female was used again as a
genenc marker for the Pacifec Islands in 1897, when it
decorated the pages of Harper's New Mowihiy Maga-
zire, in 4 lush and effusive travelogee by John Hamson
Wagner entitled “The Lotus Land of the Pacific”
(Fig-2y. Here it appears as the basis for an engraving
caplioned The Merriest Sawciest Little Matd and,
although s connection o0 Andrew’s ongimnal s
unmistakeable, the engraver has made it conform
more closely o the sicreotvpes embodying popular
knowledge of the Pacific, As reinforced by the slyly
leening tone of Wagner's article. the sexual avalabil-
iy of the South Seas siren is emphasized by the

PRV U ., T ::.____ e 3 -
Figuea B. Alfred John Tatiarsall, Graanng inom Samod
{published as a posicard, Suva: A, M, Brodziak, about

1005, N & privale Sollection).

absence of an upper garment in the engraving., The
engraver has removed it and drawn in bare breasts, as
he has reploced her necklace of rade beads with a
garland of flowers. Funhermore, in this text, the
subgect 15 named Maua and placed ina néw, probably
fictionalized, set of circumstances thal receive at least
somie of their credibility from the “sccuracy™ of the
photograph-hased engraving.

Even in morg comamon instances, where the
content of an image remains constant in multple uses,
changes in the context of format, caplion, amnd purpose
can radically alier the meaning the image holds, A
formal porrain of Samoan Princess Sao Tama'ita’i
Faamu, the daughier of King Mahetoa Laupepa. 15
tentatively aurbuted 1w New Zealand-based itineranm
and sclf-siyled amisi, Josiah Marin (Fig. 3). The
image shares many of the conventions of nineteenth
century photographic poriraiure made with arisic
intenit. The subject wears her best clothes: a combina-
tion of Western jewelry and the siate dress appropn-
e toa woman of her tithe, an elaborale hesddress, and
valuabhle “fine-mai™ skirt, the creases of which sug-
gest that it hos probably been brought ou for the
occasion of the photograph. She halds o war club as a
European woman being photographed an that time
might hold a fan or a flower, o keep her hands stull
dunng a lengthy plale exposure, but also 1o mark her
status, for as late as the uprisings of the 18%0s it was
the princesses of each village who led the men into
hanle, Faamu stands before a painted backdrop, sur-
rounded by additional greenery o props, She is com-
posed and dignified as befits her station.
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Figure ¥ John Davis, A New Years Greaning From
Samoa, [1882; courtesy of the Robart Hull Flemeng
Musawm of the University of Yenmont).

Hiw Wear s a

b X

—_a ar i -

['his photograph was one of many assembled

inte albums during Alexsnder Agassiz’s voyage of

the Albatross in 1599, and mnow held at the Peabody
Museum of Salem. Like the other portraits obtained
on that voyage, many of which are of Polynesian
rooralty, the print is hand-captioned with the subject’s
name and title, indicating a familianiy between sub-
ject and collector, and suggesting that the image had
been used like a European one, given oul as o me-
menio of 3 visil, and respectfully valued by its recipi-
eni.

Perhaps len vears later, the photograph was
reproduced as a sepia gravure postcard copyrighited
and mass-produced by the New Zealand firm of Muir
& Moodic and sold, probably nol as a souvenir of a
visil 1o the Islands, but more likely as a ttillatng
novelly along with other popular offenings of music
hall stars, pctresses and socicty beauties. The carnd
comtains no identification of 12 subject. 1 is captioned
Samogn Dancing Gard (Fig. 4.

30 Crater Lake Lanutoo {abou 1892, repeinted about
1806 courlasy of the Lindan Museum of Shutigan
Staathchas Musewm 10r Volkerdunda)

Al about the same time that Thomas Andrew
was selling portraits of Samoan belles to visitors such
as Draham Balfour, Yoo, a younger daughter of
Scumanutafs, Chiel of Apia, was preparing (o be
mamed. As with weddings of the period held else-
where, photography had an imporiant role, and an
unattributed prciure shows her dressed prowsdiy in er
bridal clothing of knee length bark cloth skin, fringed,
flowered bodice, shark tooth necklace and bare leet,
standing belore a sty lhzed punted backdrop (probably
made in Mew Fealand) of banana trees and palms
Ouitside, A, ). Tattersall, whose remarkable career in
Apia was o last from [EEG 1o 1949, was documenting
the preparations for the wedding feast, perhaps the
miost striking of which was the caplure of twelve large
s turtles to be used both as cercmonial gifis and as
part of the wedding meal (Fig. 5). The picture shows
the wenles incapacitated on land and upside-down,
Behind them, holding spears and dressed only in
rrade=cloth lavalavas, are seven muscular Samoan

e ——



mien, in front of a thick rank of greenery
Sea mrtbes were unusual and highly fa-
vored items in a society thal emphasized
formal gift-giving at every imiportam oc-
casion. To a Samoan aware of 1S context,
this image would have represented the
wiealth, power and prestige of Apia’s high
chiel, and confirmed the status of his
daughter, the socially and pelineally im-
portant taupo, or chiel maiden. of Samoa’s
largest town,

Tattersall reprinted this image
in several formats for general sale. the
ferce and exotic subject matier taking
precedence over the personal and social
significance of the original image. It ap-
pears as 3 hall-tone, with the wle Some of
the Tirsles Killed for Viao's Wedding Feast

I THE
THACK=OF THE THRAIDE=

Figura 8. John Davis (misatiributed 10 Liwis B, Froeman), A Queel iniel
o the Coasl of Samoa (about 18592, reprinted 1920, in Lews K.
Froeman, in the Tracks of ihe Traces, Maw York: Dodd, Mead &
Comparry, 1920, [rontispiece)

in With Stevensan in Samoa, o somewhat
sell-congratulstory memoir published m 1910by H.]
Maoors. The amthor, despite having been the entrepre-
neur who brought the Samoan hootchy-kootchy trowpe
o the Midway plaisance of the Chicago Columbian
Exposition of 1893, was married toa Samoan and wis
strongly sympabetic io Samoan culture and Samdaon
attempts o overthrow Exropean political domination.
His reasons for choosing this image are nol known,
bt it is unlikely that his readers in Boston and London
could have brought 1o i1 any of the understanding that
Muoors would have had. and there is linle in his wex
that would have helped.

More typical of the uses of this image 1= s
presence in an album from a round-the-world tour
assembled in 1397 by William Norman Camphell of
the Union Club, Chicago, and now in the Butler
Library at Danmouth College. The full-plste albuamen
prind, tithed Turtles, joins others from Hawai®i, Fiji.
Ausiralia, and Java, in emphasizing the popular idea
of the primitive, exotic and timeless character of non-
Wiestern cultures.

Photographer Tattersall was touted in the
1907 Cvelopedia of Samaa as the maker of “a very
large collection of postcards, all of the best linish, and
showing all forms of life and scenery ... eagerly sought
after by tourists, "™ A variant shot of the turtle huniers
and their quarry appears (here one urtle has been
tumed top-up. and the man at the right kneels (o

restrain it} in a postcard printed in Germany arownd
1905 and captioned Greeting from Samoa (Fig. 6).
Postcards such as this enjoved tremendous populr-
ity, nod only as souvenirs of a irip 1o the faraway. but
as amusing and novel evocations of the strange. and
they were sold throughout the developed world at the
turn of the cenlury

By the time Frances Hubbard Flaherty vis-
ited Tattersall’s Apia studio in 1923, any connection
between the wrle photograph and the wedding cer-
emony that caused it 1o be made must have been long-
gone. Besides, Flaherty was looking for exolicism
and sea monsters, and the print of the wrtles juxta-
posed with their hali-naked capiors may have reas-
sured her that she and her hushand, the flmmaker
Roben Flaheny, would find in Samoa the savagery
necded 1o ensure the success of their movie, Maana of
the South Seas. The opening paragraph of one of
several articles she wrote for Asia Mageasine dhows
her stereotyped amiludes and commercial goals:

The iraciional romance of the Pacific Islands
iz bownd up with the anirmal e of the sea. The
naiwves are children of the sea. Familiar
enough in the Wes! are the stones of heir
wandadfl skl and feaniessness as divers. as
SWiTimers, as isharmen, A common a5 ihe
day o ihem ang the crealures of he undensa-



ter world, To us they are strange and termify-
fng, particulardy i huge, none the less lasci-
nafing. Everybody loves o see them on the
scrpan; dverybody loves the sport of a good
hunt far them and a fair fight. The first thing we
had io do therefore, once we were seltfed in
Samoa, was o look aboul us for this one-
hundred-par-cani screen malenal, *

The Flaherys were 1o be disappointed in
their search for huge and savage sea creafures, as wis
the public, when Moana of the South Seas. billed by
Hollywood as “the love life of a South Seas siren”
mirned out 1o be endless, if beaunful, footage of danc-
ing, cating, and handicrafi. Frances Flaherty pro-
duced several thousand romanticized 2ull photographs
that reflect her approach to “salvage ethnography ™
The subjects are dressed in amachronistic and insccu-
rate costumes, and all traces of Western influcnce are
banished from the frame, The Tattersall image, which
wias some thirty yvears old when Flaherty bought i,
confirmed the sense of untamed nature and unchang-
ing primitivism that directed bher own work. It was
deposited im 1972 with her papers and other “docu-
mentation”™ of Samoa at the Robert and Frances
Flaherty Siudy Center in Claremoni, Califomia.

Tattersall sold thi= photograph again in the
19305, when, at ihe request of the National Liboary of
Mew Fealand, he prepared 130 whole-plate prints
from negatives that covered 30 years. Although the
library sought the material for “ethnographic re-
search,™ the selection was left to the phoiographer,
ard most of these photographs emphasize the imer-
ests of Mew Fealand and the British Empire rather
than the customs of Samoan people. None of the
images is dated, and the captions, written by the
photographer at the time of sale, are mainly
uninformative titles, A Fine Cereti of Turtles appears
with Begotta Day, (heen s Birthday, Arrrval of Lovd
Bledizoe, Governor General of New Zealand, Brivich
et American Troops in the Streets of Apia, Labour
Bovs Making Cepra, Packing Bananas for New
Zealand, German Police Station, Apia, and o et
featuring Samoan agriculiural products labeled Bread-
fruit, Coconut, Cocoa and Mummry Apple. In this
context. the half-naked men and their wriles become
a marker embodying the two popular themes of wild-
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ness and exploitable wealth by which New Zealand
chose 1w know its colony

Mincieenth-century landscape images of the
tropics followed genenc formulas and and functioned
interchangeahly Like ioday’ s conventions for pictune
postcards and illustrated tourist brochures, a few palm
trecs and a beach were sufficient markers of paradise
b authenticate a visit and confirm expectations, In
ceriain consistently popular beauty spots, the rela-
tonship between image and place was mutually rein-
forcing, so that the place became a tounst must-see
because it looked like an already well-known photo-
graph, while the photograph continued to be saleable
because it confirmed the significance of the visited
pace. Anexample can be found in a popular image of
Lanute'o, o palm-franged croter lake eight miles in-
land through the jungle outside of Apia, and a picnic
destination within reach even of day-irippers off the
trans-Pacific steamers. Lake Lanuio’o was described
in a 1907 promotional publication as “afford|ing] a
picture surpassingly grand and beautiful™ with “rich
natune piclures on every hand,™ and it is not surpris-
ing that a permanent souvenir of these pictures was
ubiguitously purchaseable and republished for many
vears, Today il appears in at least seven museum
collections, although, over ime, its association with a
particular place has been subsumed by 15 genenc use
as an image of the South Seas.

In 1892, John Davis, photographer, Apia
postmaster, and AJ. Tatiersall's first employer in
Samoa, included an uncaptioned picture of Lanuo’o
an a fouricen-image cahinct size photo collage col-
lected by Ebenerer Ormabee, who served as ULS,
Land Commissioner 1o Samoa from 1891 o 1893
(Fig. 7). The photograph, now conserved with an
eclectic selection of bark-cloth, war-clubs and other
Ormsbee family souvenirs at the Fleming Musewm of
ihe University of Yermoni, bears the printed message
A New Year's Greeting from Samoa, J . Davis, Phata,
Saro. Along with four views of Apia, four portraits
{three of women. two of whom are bare-breasted),
four genenc palm trec-and-path shots, native howses
with bare-breasted women in front of them, and
Papasca Waterfall (Apia’s other standard picnic spaot
for tourists), the card encompasses all of Samoa thi
mosl visitors cared 1o know The same image of the
lake, this time in full-plate albumen formal, appears
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without identification at the Peabody Museum of
Salem, and in the ethnographic files of the Peabody
Museum, Harvard, hand-labeled Loke on the Mouwn-
tain. The Linden Museum of Swtigan, dates the
squisition of a similar print to the German colonial
period ( 1899-1914), and it is noteworthy that, by that
time, Tamersall had appropriated the image, after
taking over the photography business upon Davis's
death in 1893 (Fig. £). The Stuttgan print is labelled in
the negative No. 30, Crater Lake Lanute o and ini-
tialed A.T.. an indication that Tauersall was then
producing numbered sets of souvenir photographs.
He had also joined the postcard craze, as is shown by
several hundred Tattersall postcards held in a private
collection in New Fealand. Among thern is the famil-
iar image of the lake, in sepia photogravure, captioned
Cirfiss ans Samoe, and printed in Germany, perhaps
its biggest market.

In 1907, the Cyelopedia of Samoa (fllus-
trated), cropped the picure (although Tattersall’s
number, title, and initials remain visible) and pub-
lished it under the heading “Amusements and Diver-
sions” as pan of its “complete review of the history
and traditions and the commercial development of the
Islands with statistics and data never before compiled
in a single publication.” In the 1930s, numbered.
titled, and initialed, it was one of the few landscape
images obtained by the National Library of New
Fealand in the purchase described above.

The success of this image as a generic marker
of the South Scas is evident in its appearance as the
frontispiece half-tone in the 1920 publication of fn the
Tracks of the Trades by Lewis R. Freeman (Fig. 9).
Here this sttractive spot. located eight miles inland, is
titled A quier inler on the coast of Samoa, perhaps 1o
bring it more within the scope of the yacht voyage
Freeman describes. Freeman claims in his text to have
taken the book's photographs himself, As a comfort-
ing affirmation of the idealized, timeless tropical
paradise with which the reader is already familiar, the
predictable subject and content provide credibility to
the narrative, and appear to offer material proof of the
author's presence in the places he describes. That the
photograph was made some thiny years before the
author’s visil, by someone other than the named pho-
tographer and that it is not of the place of which it is
purponed 1o be, is imelevant to its real purpose. Al-

though it appears to inform, the illustration is used
primarily to decorate and verify Freeman®s memoirs,
while reinforcing the reader’s previously held beliets.

As was the case with other unfamiliar places,
those with no direct knowledge of Samoa were in-
formed about it through a distribution system that
manipulated visual information 1o conform 1o a few
manageable and marketable clichés. These clichés
consistently presenied Samoans as primitive “types”
inhabiting an unchanging Eden that did not partici-
pate in the Western world of technology, progress,
and time. Any unexpected fact of the place. whether a
woman with her hreasts covered, or the presence of
modern technology and an active merchant class, is
either forced into the existing pattern of stereolypes or
rejected as anomolous, insignificant. or untrue and is
therefore less often purchased or reproduced. Be-
cause photography retains the appearance of reality
despite easy changes of meaning through cropping.
changes to the negative, recaptioning, and the like, it
has contributed more than other media o simplified
views of complicated places, helping to justify the
control and “improvement” that colonization mcant
to the colonizers. The images of Samoa that were
regularly used were few and repetitive. but, indeed,
because of this, provided the kind of information that
let viewers outside the culture feel secure in their
knowledge.

| Bemard Smith. European Vision and the Sounl Paciic,
T 7o 50 New Haven: Yake Usiversity Press, [985)
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% Charbes 5. Greene, Tolof, Samor; A Seveeer Sail o an
Emchomted file [San Francisoo: San Francisoo MNews

Companry, | E96)

4 The Cyclopedia of Samoa (Sydaey: MoCamon, Sscaan &
Co, 1907 peprint, Apia: The Western Samaoa Culiural and
Hiszorical Trast. 1984, pu 104,

%  Frances Hubbard Flahery, “A Search for Animal and Sea
Sequesces,” Anig Mugazine { Movember 1923) p. 934,
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Notes Toward a History of Photography in Sierra

Leone, West Africa

Vera Viditz-Ward

During the past two decades

numierons books, articles, and exhibitions have wd-
dressed the use of photography by non-wesiern
peoples. Scholarly rescarch on nineteenth century
Indian, Japanese, and Chinese photography has re-
vealed a rich synihesis of Evropean and Asian imag-
ery ' These early photographs show how non-Euro-
pean peoples created new forms of anistic expression
by adapting European technology and visual iioms
for their own purposes. Because of the long history of
contact between Europe and Alnca, indigenous Aln-
cans were also muking photographs in the last cen-
fury

I began 1o collect data toward a preliminary
history of hlack phoingraphy in Sierma Leone, Wesi
Adnica, when | lived and worked there as an art 1eacher
and photographer between 1977 and 1980, Through
friendships with local phatographers who operated
busy Frectown studios, | was introdwced to conicm-
porary photographic practices. The expense of 1m-
porting all photographic equipment and supplies pre-
vents most Siera Leoneans from owming their own
cameras, They tend instead 1o hire photographers o
make portraits and o document most of ther social
occasions, from fommal weddings, bagisms, and lo-
meriels Lo the bess formal and more rmucous festivals
and all-might parties that are characteristically Wesi
Alfican, As with any studio pholography, palrons
select exposures and buy copies of these photographs
o pul in family albums or display i their homes.
When visiting people in their homes, 1 noticed tha
photographs made in the nineteenth century were also
frequently on display 1 was old vsoally that these
umages were porraits of deceased relatives and that
they had been made locally Seeing antigue photo-
graphs time and again in private homes, [ realized that

the Sierra Leonean enthusiosm for photography was
noi a recent development, bot had 1aken rood in the Last
cenlury

Im 1985 I returned to Freetown on a Fulbrigh
research grant 1o study nineteenth-century photogra-
phy made by Sicrra Leoneans, For iwo years [ viewed
lfamily portraits and photograph albums in the homes
of Frectonians and | interviewed contemporary pho-
tographers throughout the country  Sierra Leone un-
fortunately has no extant photo archives, bat | was
able o work in the vanous colomal archives in En-
gland 1o locaie photographs preserved from the peniod
of colonial mule. 1 discovered that a continuum of
African photographers hod been producing photo-
graphs in Freetown for an African audience for m
least 130 years. The following is a survey of photog-
raphers who worked in Freetown, Sierra Leone, from
the onigin of photography until 19810,

When photography was introduced in 1839,
Freetoran wis already a bustling city with an active
commercial, governmental, and social life, Tis history
dates from 1787, when a group of destitute former
slaves from London were sent 1o establish a self-
governing colony with the help of a Brtish benevo-
bent society Ower the next 60 vears the Brinsh setled
three other groups of liberated Africans in Freetown:
escaped American slaves who had fought for the
Brush dunng the Amencan revolution; Jamaican
“Maroons,” who had waged guerrilla antacks on Euro-
pean plandations from mountsin strongholds; and thow-
sands of Afnicans released from slave ships by the
Britnsh navy after Parliameni prohibited ihe iransai-
lantic slave trade. The descendants of these four groups,
called Crenles, have dominated the urban culture of
Freewown, while more traditional Afrfcan societies
{particularly the Mende and the Temne) inhabited the
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rural areas of Sierma Leone, The Creoles, who had
miore contact with western culiure, raprdiy evolved a
unique socicty combining both African and European
clements, In their private lives the Creoles continucd
with many of their African social and religious prac-
tices, but in public, with ithe active encouragement of
missionaries and colonial adminisirators, they emu-
lated European dress and manners, Yictorian Creoles
ok pride in their churches and public buildings. In
1827 Christian missionanes established a college in
Freetown, and by 1876 it offered university degrees
recognized in Britain, Creoles actively sought success
in education, and intcmational commernce, the civil
service, and an affluent Creole professional class
thrved under colonial rule and kept close contact with
Britain. By the late nineteenth century Freetown had
evolved into a thriving city that i inhabatants called
the Athens of West Africa,’

The invention of photography was as wel-
coamie in Africa as it was in Europe and America. The
merst sdventurous Europeans immediately embarked
1o document foreign lands that few of their country-
men visited. Late in 1339 French daguerreotypists
were traveling to North Afnca, the Middle East, and
South America to photograph architecture, landscapes,
and ruins. The British and some Americans in um
wend o India and Awstralia. Through such carly itin-
erant photographers the medium was introduced o
the Afrcan continent. Since the most practical amnd
direct rowie 10 India and Avstralia was around the
Cape of Good Hope, the daguermeotype process was
infroduced to Sowth Africa as early as 1840." Ships
traveling to Cape Town stopped at various ports of
call along the West Alrican coast, snd photography
wis maost certainly introduced to coastal West Africa
before 1845 through contact with these ships and the
daguemestypists traveling on them,

Given the admimistrative and commercial
impirtance of Freetown in the nineteenth century, it is
nod surprising that photography appeared there soon
after s invention in Euwrope. The first professional
Frectown photographers were probably itinerant mer-
chants who traveled between the main ports of the
Weat African const. Although circumstantial evidence
suggests the existence of African daguerresypes in
Freewwn by the mad- 1840k, the earfiest documented
evidence dates from 1837, when a newspaper sdver-

Figure 1 Studio Povfrail of Woman in "Kaba Slor (iradi-
tipnal Crecle dress), head e and Aku country cloth, Siarra
Leona, c. 1860, Albuman prind, pl'mgr.a,phar LTI
Sigra Leone Musaum. [Snarant porrait pholographiens
fraveled with portable shudios which usually included
paintad carvas backdrops depacting classical of European
scenes. The photographs could hived bean takan in
Fracicen or pathaps in a village along the coast betmeen
Froetown and Moniovia.

tisement announced the armival of a daguermestypis)
named A, Washingron, who had worked in the United
States and Liberia.” Daguerreotypes by Washington
or by any other photographer from this pericd have
nat been discovered and, because of Freetown's cli-
mate, i1 % unlikely that they will. Daguerrestypes
from northem and southermn Africa exist wday be-
couwse these areas hove climates with average humid-
ity Freetown's tropical climate, with an annual rain-
Tall of 200 inches would have been extremely destric-
tive to the fragile, many-layvered daguerneotypes un-
e they had been remaoved (o a less harmiul environ-
meni.

The numerous technical innovations in the
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Fi;wrez. Diomvysaus Lecmy, Markel Scone, Freafown, c. 1870
Alburnan print. Siera Loong Musoum collpction. Sponianious

Society or the Colonial OfTice, soldiers,
scholars, and adventurers documented the
people and places they were sent to ob-
serve., The Europeans brought the mosi
recent technology and latest photographic
siyles, and they frequently left behind both
equipment and rechnical knowledge with
their African assisianis and colleagues.
By the late 1860k advermisemenis
for photography studios established by Af-
ricans appeared regularly in the Freetowm
newspapers. These studios made photo-
graphic portraits and frequently sold pho-
tographic chemicals and supplies ordered
from Liverpool. Mews articles from the

phoiographs such as this were difficult to record before the invension of  British Journal of Phorography were even
snapshol cameras and taster im in the late 1880's. Leomy appears B0 pocasionally reprinted in the Freetown pa-

have specialized in this son of “candid” photography. Note the two
YOUNG Man pOSING with bottle and glass in contar of photogragh.

pers. Creoles responded o this new an as
enthusiastically as their European contem-

¥ _Ij:--.

Figuwma 3. J. P Decker Landing Stage, Freahown, showing harbor

poraries, for whom photography was a
mapor pastime. They collected photographs
of family friends, public buildings, social
events, and local scenery, preserving them
in the ubigquitous photographic album.
Whether in London or Frectown, the fam-
ily album was an essentil part of the re-
spectable Victorian parlor,

Although the names of practicing
African photographers are abundant from
newspaper sdvertisements, identifyving phao-
tographs made by these men has been diffi-
cult and biographical data is sparse.® The
few extant photographs from the | 88ik ane
found in archives in London and in the
three water-damaged albums that consti-

master's office and cusioms shed, 1869. Sierra Leone Museum. This e the entire photographic collection of

i5 one of saveral hundred phitographs Decker made on commisshon 1o

documant urban dovalopment under British colonial rule.

the Sierra Leone Museum in Freetown,
Oinc photographer, Dionysius Leomy ran a

1 850 made photography considerably easier and maore
portable for its practiioners. During this decade there
were both African and some European pornirait pho-
tographers who ran permanent studios or traveled as
itinerant photographers among the West African
coastal towns, Bul few of the Europeans making
photographs came 1o Afmica solely as photographers.
Backed by institutions such as the Roval Geographic

studio in Freetown from 1380 until the
early 1900k, Leomy"s photographs are casily identifi-
able by his name, which is consistently printed diago-
nally across the lower right comer of each album
print. His most interesting photographs are Freetowm
sireel scenes in which he captures the vitality of
market women and hawkers as they sell their wares.
He seems to have specialized in birds-eve-view pho-
iographs of Freetwan, This siyle of image making

- TR E A ATROR BB

s | -
T

o3

=

£ >

Hi
ch




!

would have been considered clever and
quite popular with those who collected pho-
pgraphs for their albums or wanted a sou-
venir view of Freetown.

Another photographer of this pe-
riod was 1P Decker. Proprietor of a small
siudio in Freetown, Decker was commis-
sioned by the London Colonial Office 1o
document the Batsh colonial headguar-
ters in Sierra Leone, the Gambin, the Cape
Coast, the Gold Coast. and Nigenia. His
photographs, which are in duplicate al-
bums in the Sierma Leone Museum and the
Commonwealth Library in London, prama-
rily record government buildings and mili-
tary structures. A few of his cane-de-visite
porirails of Afncans with his name em-
bossed on the cardboard mount have sur-
vived, and these demonstrate both his tech-
nical skill and his artistic ambitions i his
choice of vantage points and compaosition.

In May 1393 the following adver-
tisemenl appeared in the front page of the
Sierra Leone [imes:

W.5. Johnsion, pholographer
bargs fo i the pubiic that be is
prepared during RIS viSing faur o
Siarra Leone, which will only ax-
fend fo a few weeks, o recefve
sifters at hig residence in Howe
Sirpel and o solbcil their kind pa-
tronage. Spacimens can be seen
agunng business hours: 7 o 1
a.m. and 1 fo 5 p.m. Pictures of all
sizes laken. Negatives kepl. Cop-
igs may be had always. Land-
scapes, views of the Goid Coast,
Lagos, Swra Leane and Native
Types are always on hand.
Charges modarale

A second advertisement appeared in July

Figure 4, W_ 3. Johnsion, Frestown Botanical Gardens, c. 1800°s
Privabe collaction. Pholographs of Freeiown buildings and stieast lde
wisriy Sobd 0o bocal clients and Euwropaan visAons 1of thew parsonal
albums. This particulas image is unusual becauss of the conagHCLiUS
absancd ol urban developmant

Figure 5. W. 5. Johnsion, The Brogarick Family, Freslown, ¢ 1885
CoBoction of Dr S.M. Broderick, Freatown. Althaugh waaring Eung-
pian clothes and posng in front of & lased backdrop painted with &
classical matif, tha entea family is standing on a large pece of locally
preduced cloth with a traditicnal Adrkcan Be-dye patberm. This subiia
strusicn ol Alican culfung imo whal appears o De & complalely
European postrail was nol unusual by the turn of the cénbury

1593 in a0 months of work, Alhough Johnston moght have

which Johnston thanked his patrons and announced  been a Liberian, he was probably an itinerant Creole
that he was opening o permanent studio in Freetown,  photographoer who was finally able 1o establish a

Business must have been active if a photographer  permanent business at home. His studio was quite

chose to setile permanently in Frectown after only  popular with Freetonians and ultimately he was able
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Figura §. Alphonso Lisk-Canew, Family Portral with
Phatographs, Freatown, . 1910, The Royal Commaon-
wialth Sociaty Librany, James Carmichael Smith Collec-
lion. Europaans nesided in e axclusne suburd, Hill
Stion, ocaled well abowe th fnenatic Alncan cty and tha
photographsar traveded 1o thair homes o make porrails
Thua Alrican included n the photograph is most ikely the
housahohd servant

Figure 7 Alphonso Lisk-Carew, Madives Oressed for the
Cance of ihe Bundoo Dawis, Southesn Sierra Leons, ©
1805-1910. Many of Lisk-Carew’s photographs hava
considorable hisloncal importance. Soms depict featunes. of
Sia in Sierra Leone That have disappeared. This image
documaents iradibonal danca ol 1he womean of the Mencda
paopia. T.J. Alldidga, an Englishman, was the firsl b
pholograph this ritual dance (Alldrdge 1901 opp. p. 60)
bt Lisk-Carew's pholographs of 1he Sami Subjéc! weng
b OI‘J}' ADoUE ban YIS kalber and arg DOlh COMPoSEaNn
ally and techrécally more sophisticalad

1o furn the business over to his sons.
Johnston™s photographs are preserved in ar-
chives in London and in privaie collections in

Frectomm. Dating from the 1880s o about 15910, they
cover such subjects as baby pictures, group poriraits,
and the 1910 visit of the Duke and Duchess o
Connaught, which was the social event of that vear in
Frectown, All his photographs show a consistent high
quality in terms of artistic composition and technical
exgeculion

The work of one photogrpher appears fre-
quently in archival collections from the penod jus
before World War 1. The photographer. Alphonso
Lisk-Carew, was born in Freetown in 1EET * When he
was eighteen he opened his first photographic studio,
probably after serving an apprenticeship m another
Freetown studio, Lisk-Carew was active in the Creole
community, devoling much time and energy o his
church, to Frectown politics, and 1o emreprenurial
vieniueres that ineluded such activities as selling photo-
graphic supplics and bicycles

The Lisk-Carew photography studio was a
great suceess, An carly albumen print shows his large
two-story studio with framed photographs displayed
on the open doors and a large sign adverising his
business. His photographic ocutpul was extensive and
diverse. Swudio porraits of Creoles and expatriates
are found alongside images of Afnican life and land-
scapes. His zeal for photographing Freetown is espe-
cially evident in image after image of urban pancos-
mas, the harbor, markets, hicycke tracks, and numer-
ous other urban scenes. His early images are albumen
prinis made in the 8 x 10 inch format, although he did
prisduce a series of landscapes and Freetown harbsor
views with a panoramic cameri

The photographs made by Lisk-Carew
present a wide vanety of vanlage |'ﬂ|ir|[~\. amd COITEPOSE-
tions, Al tumes he flls the entire frame with a bulding,
moantain, or waterfall. Other photos are wide-angle
shots with the main subject off-center. When the
Duke and Duchess of Connaughit visited Freetown in
1910, Lisk-Carew was appoinied the officil photog-
rapher. He documented all aspects of the tour from
public parties and military inspections o garden leas
in the exclusive British residences above the city His
winrk wis rewarded with the royval recommendation
and patent. From then until his studio closed in the late
1950k, his photographs and posicards were stamped
with the roval coat of arms and resd “Patromized by
HEH The Duke of Connaught.™
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Figure B. Lisk-Carew Bros. Studio Povirail of Young Men,
Freeioen, c. 1918, Private collection. Backdrops such as
ihat vsed hooe became less popular with patrons afier
WA, replaced by backdrops made of homespun chath, lie-
iy damask, woven maks or Canvas painbad with Soanns
froen Froeiown

Figure 8, Photographer unknawn, Women i Afrcan
Diress, Freetoen, c. 1950. The end of European condrol in
Wist Africa resulted ina rgvived mbords] in rsdtsonal
Alncan culbure. Backdrops were now made locally and
patrons began 1o profer portraits in raddonal African
dress,

Alphonso Lisk-Carew’ s active business ben-
efited from the suppont of hiz large Creole family
Around 1914 the stamp on his photographs was
changed o read “Lisk-Carew Brothers.” recognizing
the assistance of his younger brother Arthuor. Alphonso
Lisk-Carew became the maost well-Enown photogr-
pher in Sierma Leone; his work is represented in a
number of archives and his reputation has extended
even o the present.

Alphonso Lisk-Carew” s cancer wis the nexus
between the Freetown photographers of the nine-
tcenth and twenticth centunies. The two world wars,
the changing relationship between Sicrra Leone and
its colomal rulers, and national independence in 1961
all helped i highlight Siema Leone™s Afnican colioral
hermage. Alncans migrated from the Serma Leonean
coumiryside and other West Afnican countrices to live
and work in the city, and Freetown was mo longer

dominated by the Creoles. Although photography
sludios proliferated in the capital city  their owners
were no longer exclusively Creole bul were often
imamigrants from Migenia who wanted 1o replicate the
suceess of studios in the rapadly growing capital of
Lagos. Mo longer family-oamed businesses, studios
frequenily changed owners.

Although the materials and equipment used
by local photographers continued 1o be of westem
design and manufaciure, the aesthetics of the photo-
graphic image began to be dictated by local Afncan
siyles, Studio backdrops were no longer painted to
imitaie European parlors or street scenes, bul were
now local arists” pantings of Freetown, of village
scenes, or perhaps of mosques. Locally made cloth,
traditional tie-dye fabrics. and woven mats became
popular backgrounds for studen photographs. The
concepl of what made a good formal photograph was
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Figuna 10. Daramota Phobography Studio, Son of Africa
Frosioan, 19705, Tha axhilaration of independence from

Groat Britain combined with the growing pan-Alncan
mdnamaent neindorcad the mportanca of African culture and
haritage. Imposing portraits onto maps of one’s country o
the comtirent of Alnca ane s9ll popular porral motds taday

0 longer based on formal European poses, bat in
stead on local stvles, which might employ douhle-
exposure of split imaging. Indeed. even woday, when
Sperra Leone 15 suffenng severe ceonomic hardship,
IIn,';*!l-:'-l-.-;r,lphu'l:;ul-.' remcins vitial as Sierra Leonean
photngraphers constantly devise new styles to please
thiErr pisrons anmd x'!|,|]!|_'n|_:r thesr umn[n'lil-.'-n

This anicle presenis only an overview of the
!lln;_._' Alncan rll1||I||:.:r;|phn,'|!r;|:_|1||-:1|1 10 Freeiow, Froim
1850 until about 1980, Freectown photographers ac-
|,||||n,'-.! skl Lruml.,:-:!i:'_u ol |'||1II[II‘!:Iil.|'||1l.|.';'\lllh.'-|."\-'\-q."\.
equal 1o that in Europe and America. Although these
earlier photographers did not develop a photographic
vision that could be regarded as distinctly African or
i Leonean. II1|_':. ded banld the Toundanons 1oF i
true Adfrican photography that has emerged in the lasit

few decades
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Interpreting the Balance of Power: A Case Study
of Photographer and Subject in Images of Native

Americans

Victoria Wyatt

v;*r'_'.- few primary SOurces per-

taining tothe history of native North American peoples
reflect native expenences in native voices. Most wril-
1en sources were lefl by non-native observers who
wrote with specific motivations from vantage poinls
outside the native cultures. Ethnohistorical photo-
graphs—which were generally taken by non-native
photographers for non-native asdiences—are no ex-
ceplion, and much has been writlen about their poten-
tial to misrepresent and misinform.'

However, historical photographs were by no
means the sole creation of the photographers. In the
late mineteenth and early twentieth cenfunes, mos
photographers lacked the technology or the oppartu-
nily 10 take candid photographs of Indians, Almeost
always the native subjects knew the photographer wis
present, and usually the photograph could be taken
only with the passive scquitscence of aclive coopera-
tion of the subjects.” The image that resulted reflects
an interaction between the photographer and the sub-
jects. By being present in the image. native subjects
always influenced the image to some degree—and
that influence could be substantial. When we identfy
photographs that reflect such influence, we add to the
smiall number of known historical sources thal permit
palive voices to speak for themselves,

This discussion presents a case study of ways
1 examine images for insight into this interaction
between photographer and subjoct. It gives back
ground information on the Winter and Pond Collec-
tion on which the case siudy is based, and then ex-
phores questions about the motivations of the photog-
raphers and investigates the photographs” authentic-
ity in the context of the ant work that appears in the
photographs. It companes photographs made for the
private use of the native subjects with those made for
commercial purposes, and examines the influence

that native subjects may have had in determining the
construction of the photographs. Finally. it empha-
sizes the value of analyzing individual photographs in
the context of an entire collection.

The photographs discussed here come from
a single collection at the Alaska State Library in
Juncau, Alaska, which is a substantial portion of the
opus of the photographers Lioyd Winter and Percy
Pond in southeast Alaska.” Winter and Pond opened
their commercial photography studio in Juneau in
1893 and operated it for fifty years. Most of the
images reproduced here date from the studio’s first
two decades, in the heyday of its business.

W inter and Pond phmngjn;mcdubm:ld Tnge
of subjects. Their clients were local residents, tournsts
who traveled 1o Alaska during the summer on steam-
ships, and mail-order customers who bought photo-
graphs sight unseen from a listing of titles. Aboawl 444
of the 4,700 images relate to native Alaskans: prima-
rily Tlingit and Haida Indians, their villages and an.
This body represents one of the largest and most
valuable collections of ethnohistorical photographs
of Monhwest Coast Indians, but it is less than 10
percent of the Winter and Pond collection. The pho-
tographers by no means specialized in photographing
Mative Americans. The majonty of the collechion’s
negatives record other scenes: local 1own landmarks
and holiday celebrations; ponraits commissioned by
tovwn residients: scenic views; ships and shipwrocks;
photographs of industrial equipment and mines com-
missioned by local mining concems; even a few gold
rush images. Although clearly imerested in Indians,
Winter and Pond did not sivle themselves as Indian
photographers and they were certainly nol atltempling
o create scientific or ethnographic documentation.

Winter and Pomd ook photographs in their
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Figurs 2. PCA B7-38, Alaska Slabe Library

studio when feasible, presumably to control the hight

ing conditions, Even some images they could have
obiained outdoors withouwl staging— such as views of
TMingit women selling ant to wurists—they chose
recreate indoors under mare controlled cincumstances
However, they also owned their own boat, the Photo
Friday, and used it to reach remote outdoor locations
in southeast Alaska. As active, year-round residents
of Junean, they had pholographic opportunitics wn-
available to itinerant photographers who traveled o

the region on sicamships in the summers

Winter and Pond did not leave documenti-
tion about the photographs they ook, except for the
captions on the negatives and some printing nidations
on the orginal negative sleeves. Nevertheless, the
Winter and Pond Collection bemds itsell well to analy-
wis of the slbiiudes ol Fl!l-.'-l»:l:.'_f.l;‘-—’lh.':'h and subjects, A
faidy comprehensive ethnographic and historical lit-
erature on Indians in southeast Alaska provides con

text, pmd this collechon oflers a rane |l|:'|'[\1|I:I.I1Ii1‘_'- i

siudy some 400 images of Indians taken by the same
photographers over 20 years. When such an extensive
sample cxists, patterns—aor just as significantly, the
whsence ol PElE T s—Tay becomse IppLreTl

Such patterns afford glimpses into the mo-
vations of the photographers and the native suhjects at
the moment their lives converged with the camera
between them. They may also ot a1 the amount ol
contrel each party exercised in the creation of the
image. Did the photographers or subjects have a
preferred “stercotype” they repested]y iried to ponry
in the images? How did the native subjects feel about
the an work displayed—and about their own cultural
heritage? In shon, whao is responsible for the “image
of the Indian™ that is recorded in the photographs-
the image that reached contemporary audiences and
thut 15 preserved for us today? For most of these
questions, definitive answers will be elusive, but by
looking a single images in the context of the collec-
tion, we may gain sufficient evidence for responsible

speculaiion.
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The Winter and Pond photographs are re-
markable for their siriking diversity Winter and Pond
photographed Indians both in their studio and in vil-
lages, but the iremendous variety in their images is
due to more than differences in location: the intended
audience is of greater significance.

Most of the imsges of Induans in the Winter
and Pond collection appear 1o have been misde 1o sell
o a non-native audience. Some Induans, like many
Caucasians, commissioned portraits, and a few im-
ages i the collection clearly were made only for ithe
subject and were not circulated commercially  but
they were the exception. When caplions are wrillen on
the negative—often with identification numbers—
the image was almost cemainly made to be sold pub-
licly, although the subject may have been provided
with a copy of the photograph. Even when those
caplions are absent, it is still possible the image was
created with marketing in mind.

The captioned ponraitz fall loosely imo two
categonics: Indians in Euro-American clothing with
no visual reference to their native heritage, and Indi-
ans wearing ceremonial regalia. The images of Indi-
ans in Eurg-Amenican clothing were taken both in the
siudio and ocutdoors. By 19900, Indians in southeast
Alaska had been wearing such clothes for at least a
quaner century—and in some places much longer—
S0 0t B8 mol surprising that so many appear in the
phetographs with no sign of “raditional” or “cthnic™
dress.* What is significant is that Winter and Pond
apparently felt the images would sell even without
any clothing. art, or other hallmarks of native tradi-
ton. They emphasized the native heritage of the
subjects in the captions, where the words “Mative™ or
“Indian™ appear liberally Such generic identification
was mauch more imporiant (o the photographers than
recording persomal names

Ihere are a number of possible interpreta-
tons of this practice. Becawse the technology pre-
cluded most candid shots, the subjects’ cooperation
was essential 1o a successiul photograph. The nega
tives thil exist may not reflect Winter and Pond's
preferences had they been the only ones making the
choice.

In the late nineteenth and carly twentieth
centunes, the wursis on the steamships were nol yel
regularly carrying their own Brownic cameras. They

-

relied on professional photographers for their photo
graphic souvenirs, Travelers encountered Indians in
ordinary street clothes; if they had expected anachro-
nistic dress, more realistic impressions were formied
by the time they reached Juneau. Winter and Pond
may have found tourists most receplive o images that

reflected commonplace scendes

This is ot 1o say that Winter and Pond never
supphed props to their Indian subjectz, Several of the
images show women wearing robes made of many
smiall ground squirrel or marmol furs (Fig. 1) While
some Indians still owned the mobes in Winter and
Pond’s time (and some still do woday), they probably
did not normally wear such robes on the streets of
Juneau as some of the posed images suppest.’ By
I881. the robes were “being crowded out by the
woolen blanket,” according 10 geographer Aurel
Korause.” Winter and Pomd owned o least one of these
robes, forone appears in an undated photograph of the



Figure 4. PCA B7¥-258, Alaska Stabe Library

Figure 5. FCA BT-250, Alaska Stale Library

intenor of their siudio, and one, draped over a iree
SECIHON, appears in a photograph of a man displaying
a ceremonial blanket (Fig. 2. The photographers
protably supplied at least some of the fur robes that
appear in their images

However, this does nol necessanly consii-
tube an attempl to ecreate an anachronistic image of
Indhians, and it certainly does not suggpest an attempl 1o
obliterate evidence of European influence, No effon
Wik made o hide the fact that the Indians wore regular
street clothes under the robes. Winter and Pond prob
ably included the robes because, s amists, they sought
v engender a rustic or even “primitive” ambiance, not
1o pretend Indians wore no Esropean clothes. Simi-
larly, Winter and Pond used a tree section as a prop in
several images of Indians (Fig. 3). This same tree
section appears in a few images that Winter and Pond
took of non-native men dressed in hunting clothes.
Apparently, they included itin their images when they
seemed o want o allude o 3 rustic or outdoors
atmosphere—saomething they felt was appropriate in

26

images of Indians, The tree section, like ihe fier robes,
was supplicd 1o add amosphere and not 1o obfuscate,

In fwct, there are only a few ponrils in the
extant collection of pegatives that do not show Euno-
pean clothing, and these all depict Skundoo, & practic-
ing ixt or shaman, In one image Skundoo displays
radlles and art work; in anciher scene he is shown
treating an ostensibly ill patient. In Figure 4, Skundoo
wiears i leather ixt apron with Chinese coins dangling
from the fringe. a bel with amulets, and an ixt neck-
b, He wears a headdress and hobds a rattle in each
hand, while a painted drum, some Chilkat weaving.
i odheer anl works are displayed on the floor in from
of him

It 15 not clear whether Winter and Pond or
Skundoo made the decisions about costume. What is
Clear 15 that all the images of other men Winter and
Pond called “Doctor” or “Medicine Man™ show evi
dence of European clothing. For example, the
“Wrangell Medicine Man™{Fig. 5) wears a wig syim
bolizing the long hair that was related 0 an ixt's
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Figure 6. PCA BT-20, Alaska Siate Library

power.” Yel along with an apron with dentalia shells
and puffin beaks, he wears a European-style shir.

In acddition 1o commercial images that show
Indians in street clothes, Winter and Pond circulated
many images of Indians wearing ceremonial regalia.
In the studio, these regalia were limited 10 spectacular
garments rather than masks and headdresses.® The
man in Figure I poses wearing a Chilkat dancing
blanket, holding it out to display its pattern and fringe
to full advantage. Inan image labeled “Wife of Chilcat
Chief, Alaska,™ a woman sils for her porirait in the
studio with a ceremonial button blanket pinned at the
neck and draped gracefully over her shoulders. In
these images and many others, European clothes also
show clearly

Winter and Pond's catdoor portraits of Indi-
ans in ceremonial garb show people wearing masks
and wooden headdresses as well as Chilkatl weaving
and button blankets. These images were generally
laken on location in the villages where the subjects
lived. The mwo best-known serics were taken of a
procession of Hawda dancers in Klinkwan and on the
occasion of a Chilkat Tlingit potlaich in Klukwan
The actual scenes in the Klinkwan images were al-
mosi certainly staged. Anthropologist Ronald Weber
has suggested that the an works were worn by people
who did not own the Aght to display those crests,

which suggesis that the images were not laken a1 the
occasion of a real dance,” Many of the regalia were
collected from the villagers by Charles Frederick
Newcombe for the Field Columbian Museum in Chi-
cago shorily after these images were misde; therefore
we know that Winter and Pond did not provide the
CORIETT S,

The images in the Klukwan series were al-
masl certanly taken on the occasion of an actual
potlatch. In Figune 6, dancers pause from their indoor
activities to come ouidoors for their porirmi. The men
in the foreground are clearly striking dramatic poses
for the camera, but in the background. dancers and
simgers turn from the camera and give their atention
o thewr own activities, Again, the art work clearly
belonged to the dancers and not 1o Winter and Pond;
miany of the items were Later collected from Klukwan
for museums and are well documented,

Even when Winter and Pond photographed
Indhans af potlatches, European clothes figure promi-
nently in ther images. The potlatch dancers donned
their full potlatch regalia over European clothes, Viests
and ties are evident, suggesting that the wearers may
even have chosen particularly dressy Ewropean attine
for the occasion. When these dancers participated in
their time-honored ceremonies, they were not irving

aT



Peguie ' PLA B7-303 Alasks Siate Librarny,

Figure & PCA B7-108, Alaska State Libeary

1 consirsct Iiteral reenactments of the potlaiches of
their forebears, Rather. their dances had living mean
ing b0 them; they did not need to eliminate evidence of
their contemporary dress in onder 1o find that mean
ing. since all potlatch images show European clothes,
it 15 likely that Winter and Pond did not ask people 1o
remove this evidence.

Although museum documentation suggests
that Winter and Pond did not supply the an that
appears in their images of potlatches, some photogra
phers of Amencan Indizns did supply props in order
o crall a cenain image. An cxamination of this prc-
tce provides insight into ithe balance of power be-
twoen subpects and phodographers in influencing the
cofstruction of the image. Evidence of this kind of
manipulation rarely comes to light through looking a
a single image unless the clothing being wom is
exiremely inappropnate o the culture of the subject.
More often, such evidence surfaces when many im-
ages by the same photographer can be compared for

patterns. If the same works of an appear repeatedly,

wom by different individuals, in photographs taken ai
dufferent imes and places, the photographer protably
supplied the an work

The same art 15 not used repeatedly in the
phoiographs of Winter and Pond, and an that they
qj._'llnlln_'l} i own dioes miot appear. | hr:c rim i “curno
shop™ from which they sold native ant to tourists, so
they regularly purchased an work from Indians, Inte-
rior Views of their shop show spectacular examples of
ar they could have chosen in posing their subjects. It
i5 quite likely that the notive subjects would have
dechned to display cresis and regalia they did mol
own. As resident photographers, Winier and Pond
necded o avord posing subjects in ways that might
jeopardize their friendship.

There is a sinking difference between the
imiages of Indians weaning ceremvonial am taken in the
studio and images taken in the villages. Wooden
masks, frontlets, and helmets abound in the images
taken in the villages, but only blankets, wnics. and
articles of clothing appear in the negatives made in
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Winter and Ponds Juneaw studio,

In the villages, Winter and Pond came to the
arl work, bal art work photographed in their studeo
apparenily was brought to them. The evidence sug-
gests that Indwns chose to bning only ceremonmal
garmenis. Perhaps il was nol appropriste o display
masks and Trontlets oul of context n the studiog
equally likely, Indians may not have wanted to imavel
with their more cumbersome and fragile an works, In
cither case, this pattern in the collection strongly
sugpests evidenoe of native chosee that influenced the
images,

As naoted above, Winter and Pond’s com-
mercial portraits of Indians showed them wearing
either street clothes with no art work or ceremonial or
shamanic an over European clothes. In both instances,
with a few cxceptions, their sirect cloihes show signs
of wear and the people do nol seem prosperoaus,
Indhans were al the low end of the pay scale in
Cavcasian-run industries, and had suffered tremen-
dhous spcial disruption as a resuli of white setilement,
Even Indians wiho came Trom high-ranking clisses in
their owm society suffered economically; in Figure 7,
the teo women wear lip plugs, a sign of high rank, b
their clothes are old and patched. ™

The images discussed above were intended
lor Cavcasian sudiences. [n addition 1o ponms tken
for public consumption, negatives in the Winter and
Fond collection appear 1o have been moade exclusively
for the native subjects or their Tamilies. These private
images ek caphions and catalog numbers, and they
are nol inferior versions of scenes thal were circu-
lated. They resemble sinilar porimis of Cascasions
that were made for privale use, and they almost cer-

tainly were distnbuied only 1o the subject.

Dufferent patterns emerge from a siudy of
the privaie photographs. In vivid contrase 1o ihe com-
miercial images—and practically without cxception—
the images that appear 1o have been made for private
ws show subgects dressed in elegani European clothes
that were presumably quile expenzive. In Figure £, a
young woman stands in a fine dress, her hair siyled
and her arm resting on a fence prop in accordance with
the poriraiiune conventions of ihe time. In Figure 9,
Winter and Pond apparently went (o the home of their
subject. He wears stately and prestigious European-

Figure 0. PCA B87-204, Alaska State Library

siyle clothes, and poses before spectacular and egually
prestigious cercmonial ar.

From these images, it appears that the Indi-
ans who had their porirails iaken for private purposes
wiere maore prospernous than most who appeared in the
commercial images. There is no documentation of
Winter and Pond's fees, bul their comemporary -
wand de Grofl of Sitka, is known to have charged
Inddeins for taking their porirmis."" Linless Winter and
Pond were donating services 1o maintain good rela-
tion= with Indhans, they probably charged Indians for
privale porrails just as they charged whites

Less is knowm about the financial arrange-
menis for the commercial ponraits. Cavcasian madi-
ences rarely saw images of Indians who looked pros
perous in European terms. To the exient that Victonan
audiences equated prosperity with sophistication, the
Winter and Pond photographs could be viewed as a
deliberate anempt 1w profit from the steresype of
Indians o= “primutive.” More hkely, Winter and Pond
F‘mid s subjects o pose, therefore attracting less
alflwent Indsams than those who commissioned pri-
Vale porirails,
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has emphasized the great extent
1 whnch |'|I'||.|I!|.r‘|_.:r:|.|'l|'||.‘r*~ TN -
labe “reality ™'* Litthe attention has
been paid 1o the inpul of the sub-
jects themselves: the implwin as
sumption has been that the pho-
tographer controlled the entire
.;h:m_'-.'-b:r_iptlj.. aTanging the na-
tive subjects in much the same
Wiy as inanimate PO,

The Winter and PFond
phodographs suggest that, at beast
in this collection, the native sub-
jects contnbuted considerably o

thi content of the images. Fholo-

Figunz 11 PCA BT-7 Alasks Siabe Library

;r;l]’.-'lm; TSIt Oas Were o Iy s-
fery to Indians in southeast Alaska
by the 15%0s, Many Indians there
had had considerable contact with
missionaries or had seen newspa-
pers of magazines that incleded
drawings and photographs. Those
passing the Winter and Fond s

dio in Juneaw had certainly seen
the photographs in their shop. The
subjecis who poscd i [ront of
Winter and Pond' s camera clearly
undersiood what the product
would be. and could close 1o

alliect it creatively

Some ol the IMages sl
evidence of subtle humor based
on deliberate misrepresentations

The linancial incentive o pose created more
latide for Winter and Pond to determine the compso-
sition and coment of the photographs. Examples are
the several commercial images of women sitting on or
ncar the Moor surrounded by small carvings, baskets
and other ant works, as il offering them for sale 1o
steamship tourists (Figs. 1, 10} Among the pnvate
potraits, there are no images reproducing a specilic

scene in thas WY
Onee, ethnohistorical images were viewed

by scholars as ethnographic documents, rather than as

products of artistic expression. Recent scholarship

30

of native culture. Cne of the most
siriking examples is Figure 1 1, showing twelve Thingit
meen and boys posing in frontof the house of Yeilgooxu
{George Shotridge) in Klukwan around 1895, On the
far night of the mage, & young man Wears a ceremao-
nial spruce root hat with nine prestigious status rings.
O the far left of the photograph, a boy wears whal
appears 1y be a similar spruce rood hal. However,
closer inspection reveals it 1o be the cover that pro-
tecied the hat in siorage; it was never mberded 10 be
WL
Additional odditics appear in other pholo
praphs taken in Klukwan, In Figure 12 a young man
emerges from the hole in a dance screen picture in the
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Figure 12, PCA B7-13. Alaska Siae Library

collection wearing an impressive fringed legging
around his neck: and in another a man wears a painted
leather wing—pari of a bird costume—around his
neck. Such anomalies definitely suggest one thing
Winter and Pond were not tremendously concerned
with ethnographic accuracy They may not have no-
ticed the difference between a hat and a hat cover, but
they cenainly knew that leggings and wings were not
characteristically wormn around the neck

The question remains—swhy do these incon-
gruities appear? Since the art was owned and used by
the Indians, it seems likely that they themselves ofien
chose the display In addition to rejecting poses they
dashked, they probably also influenced content through

CTEAlive eXpression

Analyzng an entire collection of photo-
graphs, and comparing individual images within that
collection, will provide information about their con-
tent that is unavailable by studying each image alone.
To illustrate, in Figure 9, a non-commencial photo-
graph, a man poses weaning a suit and tie and holding
a Cavcasian-style cane. He stands near a framed
painting that appears European, while a bronze LS,
ciagle and a U5, flag adom ihe table behind him. In
addition, the image includes three Chilkar dancing
Blankets and a ceremonial frontler

Viewed in izolation, this photograph does

nol give conclusive indication of what the Mative art
means o the man. If he chose w hove it in the
photograph, this might suggest that he stll holds his
radiional an in high regard. However, it is also
possible that the photographers asked him 1o include
the art work in onder to make an effective visual
ORS00,

This question may be answered in the con-
text of other works in the collection. Anocther image,
taken some years later, shows this same man [yving in
state {Fig. 13). On his forehead, prominenily dis-
played, is the same frontlet that appeared in the earlier
photograph. By Tlingit custom, when high-ranking
peophe died, their bodies were displayed for several
days surrounded by prized ceremonial possessions
I'he lving-in-state image allows us o conclede that
the man greatly valued the frontlet, and to postulate
that he chose to pose with it in the earlier portrait,
Together, the 1wo photographs tell us that while as-
suming Evropean dress and decorating his hoame with
Eurcpean art, this man retained pride in his ethnic
slently

While it is nod always possible to analyze
photographic images in the comext of a larger collec-
tion, comparing such images to ciher visual CXPres
sons can also be productive, For instance, there are
striking similarities between the lving-in- state photo-
graph referred to above and a drawing of a lying-in-

a1



Figure 13. PCA B7-267 Alagka State Library

) VTS ol upheaval n the lives of the
Indians.

Ciher compansons berween |'||:||_-.
tegraphs and skeiches vield equally in-
iriguing evidence of continuities, About
1805, George H. von Langsdorft, a Ger-
i Bakanist I:;l\'ulln:.: with a Kussian ex
pedition, skeiched Tlhngit Indians dancing
in Sitka (Fig. 14}, He wrode, “In their hands
they cach hold a tail of the white-headed
eagle,” and he illustrated those feather fans
in his drawing."” These dancers also wear
feathers on their heads, and von Langsdort
reporied that some of them had their heads
“powdered with the small down fembers of
the white-headed eagle.™

Minety-five vears Later, Winter and

Figune 14, Photograph courtesy of the Bancrolt Library, Linssersity of
CalilomiaBarkeley. reproduced from Saft Gold

Pond photographed Thingit Indians on the
oceasion of a potlaich in Klukwan, In ses

eral different scenes, they too, waved white
-_':_:qu' Festthier s | I"IF. 6k, Somme wear feath

rabed Tuschu-colored leather dusters anlo

@fﬁﬂ crs on their heads, while others incorpo-

headdresses." Again it is apparent that this
practice survived, at least in some form,
I|1n'-|,.||!:r| il CEniury of .,'I1i|||.|!:|.'.

Comparing ethnohistorical pho-
tographs with other sources— wniten, vi-
sual, and oral—is fundamenial o evalwat-
ing therr significance as records. [These
images document matenal culiure and make
sUEe sitoaes gl adtnfudes, vidlues, the ex
penences of minorines, and cduring cth-
mic ienity When viewed in contexi. they

present us with a highly poignani recond of

statc ceremony for the Thingit leader Kukhan-Tan,
drawn by the Russion zoologist llia Vormesenskii
when he visited Sitka in the 18405 The skeich
shows a ceremonial frontber positioned like tha on
the forehead of the deceased in the photograph, Cer-
el Mankers are prominenl Both o e sEetch and
in the photograph image made over half a century
Liter. The COMPUrison canmot 1.:|'-e::_|h about the le_;mH-
cance of the ceremony, but it does reveal that at leasi

thie visual presentalion heacl i‘II;IFIF{d Tl |.Ir\.|:r1|!|.'

human expersence that 15 ol available n
wrillen documentation alone. Ofien the
images raise more gquestions that they answer, for
they speak about aspects of life that are not easily
measured and labeled. In leading us to think about
these questions, they anain their highest merit as
historical documents.

Dezpive this value, Winter and Pomd"s work
will never be famous. They pamicipated with commit-
ment and enthusiasm in r||r|||:||:|1til:. alfairs in Juncaun
bt were not aggressively self- promoting in a wider

sphere: while they contracied with the New York
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agency Underwood & Underwood to market their
photographs nationally, their main focus always re-
mained local. They were technically excellent pho-
tographers whose images reflect much thought and
creativity, but in this they are no different from the
many other fine commercial photographers practic-
ing in North America at the time.

The greal importance of their work lies not
in the sesthetic power of each individual image—
although ofien substantial—but rather in their role as
documentarians of a changing frontier. Winter and
Pond acted as conduits through which some of this
history has been preserved. In the process, their native
subjects exercised some influence over the represen-
tations—and thus, over the historical records avail-
ahle today

In rescarch it is lempling to pass by some-
what obscure regional collections in favor of those
with more name recognition, However, used respon-
sibly, these lesser-known collections can do much o
illuminate understanding of the past. The above case
study has suggested ways in which one such regional
collection offers valuable contributions to historical
understanding. There are many more throughout the
continent waiting 1o be investigated.

Winrer and Pond Phivographs Figs. [-13
are reproduced courtesy of the Alaska State Library,
Jupacnii,

Endnotes

1 See, lor instasge, Christopher M. Lyman, The Vanishing
Race and Oeher Mwrion: Phorographs of Indiaus by Edward
%, Curtis (W ashingion, DUC. Smithsonkan Iasaituiion Press,
192 ; and Bill Holm ~The Vaniching Raoc and Chber
MNbusions,” American Indian Ar Magazing 25 (Summer
I9E3), pp. £5-73, Psula Richardson Flomisg asd Judith
Laskey provide a more nowlral discasshon of ihe mativalions
al various phedographers in The North American frdians in
Early Photographs iMew York: Harper & Row. 1966),

LEY

Anbcles that refer 1o relalsnshaps between native subpcts
and peon-native phosographers inclede Mangare B.
Blackman, “Copyisg People: Monhbmest Coaat Mative
Riesponses 1o Early Phosography.” 8.0 Sredies 32,

i Wimter 198 1LE2), pp. $6-108; Foanna Scherer. “The Publsc
Taces of Sarah Winmemucca,” Culreral -‘I'Illﬂl"l'ﬁm-rl"ﬂ:l-'- X2
{lary 19880, pp. | 78-204; and Carolyn . Marr, “Taken
Pictures: oa [merpreting Mative American Phosographs of
ik Southern Northwest Coast,”™ Pacific Mortlmeesr (Jaarmery
iApril 1989, pp. 52-61
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Theroiagh the generosity of a private donor, the Alaska State
LLibrary is founate 1o own 4,700 glass plate and nsrate
negatives from Winter and Poad, The images of ladians in
the Winter and Pond Collection are documented in Victoria
Wyan, Images from tar Inaide Passage: An Almekon
Porraid bre Winter and Powd (Seattle: Universiry of
Washisgion Press, 19890

Aiel Kraose, The Thingdl Mdvens; Resules of @ Trip fo the
Morihwent Coanr of Ameriva awd e Berig Steairs, iras.
{Seanle: University of Washingbon Fress, |95k p. 14
Frederick W Sewand, “Eclipse al Chilks,” Alwska frwmal
220 (1973}, pp- 18-24K,

Bill Holm, personal communscaton (June |958).
Krause, The Flingis Idians, p. 101,

The unusigal carvieg the man is hobding ks now in ibe
collection of the Themnas Barke Memorial Washisgion
Saane, Uiniversity of Washingion in Seaiile, Washingion.

Included amsong the megalives is a serigs of the Tlinga
lender Anaatlass wearing & ceremonial frontlet in a studio,
Pant (Bese kmapes clowely nesemible & serbes tkem by the
phoiograpkic seam of William H. Case and Herben Dvaper.
asd cansod be definisely identificd ox Winter and Pond
inages. The collection contains soms negatives of
phaotographs that were actuslly peien by the Yakutal
phosographer Fholi Kayamori. 1L is sl cless whether the
mepalives were acquired by Winter and Pond, or whether
they were isadhvenently mixed in afier the collectn lef ihe
LL[THEN

Soc Roesadd [ Weber, “Phidopraphs as Elbsographic
Dacumenis,” Arciic Amthrogedogy 22:1 (1985), pp. 67-TH,

T incoagnaily was poinbed oul b0 me by an anosy e
nalive comsultast (August 18, 1987}

Thee Adakan (Sitka, Aldscka; April 2. 1B9T)

An example of this critacrem s ( Thristophor M. Lyman's The
Vaniching Race aad Orker BMusions, As soted ahove, Bill
Holm persuasively diseredits many of Lymas's criticisms in
his review of Lyman”s book.

Sev also Thasenas 'ﬁ"ﬂqghl.n and Ball Holm, Soff Gold:
The Fur Trade oad Culreral Exchange on the Nortinees
Lot off Amseriva | Portland: Ovegon Hisorical Socicty.
1982}, p. 247

O ihis image, so¢ akso Jobm Frazier Henry, Eorly Marnime
Arrints of the Pacifie Moribwead Coveer | T TR [ Sealthe:
University of Washingion Press, 1984], p. 29, This drawing
i also repeoduced and discassed I8 Vasghan asd Holm,
Eaft Gold, pp. 234-238.

The color has boen determined from like caampses in
Misgims.
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POPULAR EDUCATION AND PHOTOGRAPHS OF
THE NON-INDUSTRIALIZED WORLD, 1885-1915

Keith McElroy

-.at any given momant the accepted report of an avent is of greater
importance than the event, for whal we fhink abowt and act upon is the
symbaofic report and nol the concrale evend sal,

William M. hving, Jr.. Privls and Visual Communications, 1953

OF all professional and ama-

leur photographic imagery. geographic and ethno-
graphic photography. which has yet to be systemati-
cally treated by historians of photography, comes
closest 1o revealing ithe essence of the era of interma-
tional imperialism ( 1885-1915). Unlike carlicr peri-
ods of colonialism, this period saw the advent of new
practical systems of photomechanical reproduction
which permitted the public 1w share a sense of partici-
pation in imperialist activities through an explosion of
profusely illustrated popular publications. The infor-
mation patterns invented at the wm of the century
remain part of the perceptions held in common by
both industrialized-and non-industrialized peoples.
Chur inadequate understanding and lack of theoretical
lools for dealing with these images, and the secondary
manipulations which used them to shape our shared
vision, is a continuing threat 1o understanding in a
world commamity locked in the consequences of the
impenalist competition.

The semantic ambiguity of the term imperi-
alism makes its use potentially confusing, since de-
pending on the resder’s ideological allegiance or schol-
arly tradition, it can have wadely divergent denotative
and connotative meanings. In this article, imperialism
denotes a late 19th and early 208h century economic
and political system used by the industrialized nations
toexploit the peoples and resources of non-industrial-
ized areas of the colonial world. !

The concern here is not wath why but with
hovw phiotesgraphs of the non-industrialized world were

34

manipulated by interests in the industrialized nations
to produce o vision reduced 1o terms of race {labor)
and commoditics. This article will focus on public
education, which was of panicular concern 1o those
who advocaled these new perceplions. While ithe
relanonships with different pomions of that exploited
arca during this period wene diverse and constanily
evolving, the portrayal of the third world in this
category of photography had a remarkable homoge-
neity  Forunately for this analysis, writers of the
period were often blatant and unguarded about their
mativations and the crtics of imperialism were asser-
tive and insightful. We can therefore take the various
madives of the factions within the dominant cultures
s stated and concenirate instead on how they adapied
photographs o their purposes, especially through sys-
tematic secondary usages. Despite irreconcilable dif-
ferences in perspectives, in the industrialized nations
o umified vision prevailed, apparently shared by con-
servatives and reformers, Social Darwinists and mis-
sionanies, capitalists and socialisis, monagement and
labar, the social elite and the urban masses, imperial-
ists and anti-imperialists. In the absence of an avail-
able aliermative, it survived to haunt our own era,
Dwuring the 19h century visual conventions
derived from photography became linked 1o i(he con-
cept of scientific accurscy and thus to the expecta-
tions of the educated classes. Spreading quickly via
maritime irade routes, photography became an inter-
national medium and system of representation from
its first years of existence, Shifting visual conventions
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mirrored the evolution of such social sciences as
anthropology, which made increasing use of these
new photographic qualines as wols of siudy and
description. The illustrations in 19th century lexis on
science and travel evolved from self-comained narm-
tive drawings rendered directly from nature 1o frag-
ments of reality taken directly from photographs.
They simulianeously became less narmative and yel
miore relioble as accurate information,

Standard histories of the photographic me-
divm, both those writien from the modernist fine an
point of view and those of social history, have avoaded
this enommous body of work while concentrming on
an photography. photo-journalism, and social docu-
mentation. For all its pretentions the an photography
of the imperialist era was acsihetically derivative and
elitist; photo-pournalizm wis just then establishing 1=
place and tryving with limited success (o cast largely
non-visual news events into stll images. Such histo-
ries have been heavily influenced by the self-interests
of publishers and corporate pournalism and, within
art, by the legacy of modemiam, which viewed things
other than “pure” formalism as minted by commer-
clalism. In recemt vears, when the photographic cstab-
lishment has paid any attention to imperialist images,
it has carcfully selected them based on formal guali-
ties, decontexialized them, and presented them as
“pure” ar. This practice lends prestige to vintage
prints as collectble commaosdities for the ar market in
the developed nations. Scholarship and publications
have been embarassingly superficial. What has
emerged has nod been a significant understandimg of
imperialism or the cultural history of the societics
porrayed, bot rather a renewed form of exploitation
of the colonial and neo-colonial world. The appeal is
o @ pew exoiicism, which is judged not by the visual
qualities that onginally made these images so suc-
cessiul as a too] for disseminating a culiural message
but the degree o which individual prints conform to
current aesthelic expeciations which posidate their
production. While rejecting this abuse, it is equally
unacceplable to merely reuse these materials to Hus-
frabe SoATE CUrmenl SOCIoSconmic position in the guise
of wisual history We should recognize and explain
how these components of our tradition encapsulaed
and transmitted the central values of the dominan
culture al the time. To do this we must view them in

L - __-.. T o h
Figure 1 Franz Hanfstaegt, Pithecanthropus Alalus, ©
T84, 0018 x 0128, halfiong afber & painting. Iroem Heinmch
Driesmans., Der mensch dar wred, Stutigan: Barag won
Stodar and Gehroder 1907 rontisphee.

context and alempd 1o isolaie the concepiual arche-
iypes and the practical functions which dictated their
appearnce,

Mass literacy was an important contnbuting
factor wo the imensified rivalry between indusirialized
nations during the laie 1%h century and to their com-
petition for colonial and neo-colonial markets.” Edu-
catiomal reforms had created a vast market of hierate
but mostly unsophisticated people, Publishers rushed
1 issue inexpensive editions of many olbder works Lo
meeet the ever increasing demand for books, and a new
popular literature became widely influential. Themes
of exodic travels and romanticized imagery of white
men in the colonies were common.” The rise of the
ilustrated press and “yellow journalism”™ reinforced
this wrend. Editors of these penodicals champoned
such popular causes as nationalism and imperialism.
Dhaimestic econamic, social, and racial anxieties were




Figura 2. Anomymous, A Bosjesman Farmily, 1885, 0.20 x
0.13, chromolthogeaph, Irom Friedrich Ratzel, The Risiony
of Manking, London: MacMillan and Co., Lid., Il, 1856,
frantspiece, trans. from Ratzed, Volkeriund, 1B65-1888
Prirded by Bibliographisches Institul, Leipzig

rechanneled and exploited by focusing attention on
the undeveloped world. They profited from making
colonial ventures a safe voyeuristic, spectator spon
which servied the needs of all classes.® Actions which
would have been wholly unacceptable within the
dominant socicty could be carried o literally or
vicariously on the subordinate population_*

The period from 1985 1o 1900 saw rapid
changes in photographic and reproduction processes
Standardized manufactured photographic materials,
as well as hund held cameras demystified prolessional
photography and expanded the amatewr marker. Half-
tone reliel printing became practical and economical,
but most imponantly, photographically illustrated
books and periodicals became public expectations.
By 1900 even full-color photographic illustrations
using varous lechnigues were mol uncommion,

L

The nations competing for colonial markets
and termitories accumulaed massive archives of pho-
tographs taken in the non-indusirialized world, and
proponents of imperialism were among the most as-
tute users of photography and popular publications.
Photographs had long been recognized by the British
as important intelligence sources for govemning their
world empire. and photography was encouraged
among military officers, missionaries, and colonial
officials. Missionary societies and organizations pro-
maoding colonization were particulasly interested in
accumulating photographic materials for use in per-
suading the public 1o suppon their endeavors. These
archives of public instimutions and indusiries were the
sources most frequently used by picrure editors. Trav-
elers and individual scholars frequently contributed
i mass publications, and popular litersture encour-
aged and instrucied amateurs in how o make useable
documentation.”

Germany was ofien scen in other nitions by
advocates of impenalism as a model of planned ex-
pansion, and it also set the standard in illustrled
scientific books. During the thiny years afier its uni-
fication, Germany went from owning no colonial
territory 1o being the third largest empire and then
back 10 zero at the end of World War 1.7 These were
precisely the years during which the new systems of
photomechanical reproduection matured and became
part of the public expectation,

Crtcal 1o the successful sdministration of
diverse ethnic populations was knowledge of the in-
frastructure, customs, and beliefs of cach group, and
the nature of imtergroup conflicis. In colonialism
knowledge translated into power and anthropology.
expecially ethnology, rapidly evolved in the 19h
century from carlier eclectic compilations of curious
anecdotes and bizarre artifacts to the systematic and
objective research and presentation of information
that was necessary for understanding every ethnic
group contacted by European colonials. Thus anthro-
palogy became the science of colonialism.® A new
geography. advanced especially in Germany, pro-
vided not only reliable maps but also detailed invento-
ries of resources and potentially suitable wwes

Social Darwinism was one of the most im-
ponant and frequently invoked justifications for colo-
nial and impenialist activities and had an appeal for all
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social classes. ' The European vision of human
origins and the development of culiural instil-
tions shifted from the Enlightenment’s myih of
the noble savages of a golden age portraved
with bodies derived from classical canons o
the unsettling renderings of brute bestiality ( Fig.
1}. The imponance of the new insights of evo-
lutionary biology are apparent in the ape-like
features of this new wvision of the ancestral
family grouping. As living fossils, individuals
became specimens to be objectified for study

The lute 19th century sought a scientific expla-
nation and definition for the previously am-
higuous concept of race. Comparative side and
front views of individuals thought to be charac-
tensiic of differing populations became a stan-
dard illustration category. reflecting the grow.
ing importance of anthropometrics. Like the
biclogists, the scientists of human culiure
searched for vestiges of earlier stages of human

F-g:..mi.lnu:vnwm Jmtﬂwﬁm: 1333 012 x
.13, woodengraving after a phobograph by Dr Hans bayer from
Ratral, The Higtary of Mankind, |1, 1004, p. 526.

history among the surviving preindusirial soci-
clies,

The illustruted ethnological anthology arose
as a new model during these years.!! An imporan
carly example is Professor Friednich Ratzel's 1885
twosvolume work, The History of Mankind, which
wis issued in various editions in Germany and else-
where, Figure 2 shows the chromolithographic fron-
tispiece, from the second English edition which used
the |, 160 original plates described by publisher as “no
mere book decorations.”" Typical of the increasing
concemn for objectivity, the Ratzel iext uses skillfully
cut wond engravings which seek to faithfully repro-
duce the qualities of the original photographs, col-
lected from a wide vaniety of sources. In contras, the
wintdd-engraved illusirations in exrlier works on travel
and ethnography had emphasized narmative devices
evien when based on photographic sources. Figure 3, a
wirnd engraving of Jagga Sword-furbishers from
Ratrel, demonsirates how sccurately handmade plates
could convey the peculiar qualities of the photo-
graphic oniginal. The richness of the random detail
and the exacting translation of the play of light are
farthiful 1o the source. In contrast e Figure 2 which is
staged in a shallow space, these workmen occupy a
convincing exterior seiling and are not hicrarchically
arranged. The 1904 English edition added one photo-

graphic reproduction—a halfione plate showing a
shrunken head in the collection of the British Muscum
alongside the original German woodcut illustration
i Fig. 43, The juxtaposition is informative and demson-
strates the limited range of middle values in most
carly halftones. Well executed woodengravings com-
pared rather Favorably

In illustrated compilations by Ratzel and his
followers, pre-industrial peoples were presented in
the context of their domestic and ceremonial material
culture from a determinist viewpoint (Fig. 2 and Fig.
5).1" Each person in Figure 2 represents a gender and
age grade role which is related to the object the person
is holding. The institution of the family is portrayed
by grouping; technology was to be read in the ubigui-
tous still lifes of anifacts. Such carefully arranged sall
lifes and studies of local plants often stood alone as
odher calegories of illustrations in works based on this
formula. Figure 3 is typical of staged studio images of
abonigines, complete with prop architecture and
painted backgrounds, here convincingly translued by
Lierman illustrators into o wood engraving, Rateel
instructed his popular audience in how 1o read such
images.'* While photographs of exotic peoples had
long been wsed s the basis for illustrations, the
unromanticized photorealism of the Bateel wood en-

3T



Figure 4. Anonymous, Dried Human Hesd, Macas ingians,
Ecusdor, ¢ 1904, 0012 x 0.52, hathone, and Mundruey
Skull-Trophy, 1888, 0.13 x 0.6, woodengraving, Irom
Ratzed, The Highary of Markind I, 1904, p. 138,

Figura 5. Anomymous, New Sowth Wales Women and
Child| ¢.1885, woodangraving after a phatograph,

016 x 0.13, Iroem Rakzed, The History of Manking, |,
1896, p. 356

gravings would have made them seem comemporary,
progressive, and thus believable,

When halftone reproduction became practi-
cal, new ethnographic anthologies were issued, Fig-
ure 6 is an example of a family grouping after W
Lindt of Melbourne, Australia. Lindt’s work was
Irequently reproduced in this genre of litersure. The
artificiality of his photographic tableaux became ap-
parent when the newer photomechanical technology
permitted their direct reproduction. The textile Moor
covering and the flatness of the painted backdrop had
nol been apparent in the wood engravings derived
from the photographs.'* Anthologies were printed in
numerous editions and translations, and illustrations
were reused continually Publication depended heavily
on scholarly and commercial picture archives, their
credits appear beneath book and periodical illusira-
tions with regularity The structure of such publica-
tions usually ordered the races by continents, with
each group illustrated by the same general repertory

ae

of pictorial types. For example, H.N. Hutchinson's
two-volume work The Living Races of Mankind con-
tains nearly 650 photographs made over several de-
cades and collected from various sounces.

Despite the seemingly objective presenta-
tion of the information, such publications were not
merely scientific catalogues. Hutchinson's introduc-
tion to this work clearly states its purpose as a tool of
imperialist education, He observed that “unil lately
our relations with the rest of the world scemed so
remole and accidental that colonial expansion was a
fact for which statesmen were almost apologetic,” but
he noted. “a great change has now taken place.” With
“the rise of ... Imperial Spirit, we have begun to realize
that the most promising fields of enterprise for our
ever-increasing community, the profitable markets
for our wares, may some day be found in places which
are now the darkest comers of the eanth,” Hutchinson
continued:
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if is mow pevceived that, f we are o
maintain a great Impenal policy and &
mmwhnam.ﬂmm!m
through & betier understanding of the
needs and characleristics of the var-
ous peoplps with whom we are brought
incontact ... Everything should be done
fo popularize the study of ethnology:...
Picturgs, or wood engravings, may
sometimes be preftier bul they can
never be so absolutely frustworthy as
the products of the camera...such &
pollection of photographs from life—
carefully selected...can never be en-
ri.ru.rys-.upamechﬂ.lﬂ

The illustrations which accompanied
this frank statement are equally remarkable.
The first was the portrait of an extravagantly
dressed African male and the remaining three
are human freaks. None of them is mentioned in
the text but their presence certainly contains an
encoded message of Social Darwinism. Human
anomalies were widely regarded as vestiges of
carlier evolutionary stages, and Krao, the Bur-
mese hairy child, had been exhibited in London

during the 1880s as just such a living “missing  Figure 6. W Lindl, A4 Mative, with Wife and Mother, n.d.. 0.22 x

link™ (Fig 7). Canes-de-visite photographs of
her were widely distributed. The disjuncture
between text and illustrations was commean 1o

0.15. haltane, from MM, Hulchinson @ al., Lvng Racas of
Manking (U5, Edition}, Mew York: The Unverssty Sociaty, Inc.
i of the Standand Library of Natural History, 1908, p. 83

popular publications of imperiahst propaganda

and was in large part due to each being prepared by
different individuals, but the syntax between the writ-
ten and the visual, as here, is often imponant (o the
intention of the publisher, In these popular books it
was the editor rather than the author or the photogra-
pher who ultimately controlled the message that
reached-the public.'

The general public’s desire for exatic pic-
tures soon meant that the pretense of a scienlilic
purpose could often be dispensed with altogether.
Such publications are mere parodies of more serious
works. The Australian family in Figure 8 was printed
in violet ink and included in a collection suggestively
tithed The Secrer Museum of Mankind.'® The plates for
this five-part series were reused from previous publi-
cations, os can be inferred from their cryplic captions.

The arrangement of plales is unsystemalic excepl as
dictated by dimensions and kayout requirements, and
the chaos is increased by the use of four gansh mona-
chromatic colored inks for printing. Other publishers
reached a mass audience by creating new formats
such as the National Geographic Society magazine,
which translated significant new research and explo-
ration into language and, more importantly, pictures
that were easily understood by nonspecialists.

The Mational Geographic Society of the
United States was founded in 1388, and its journal,
first issued in 1891, consisted of a scholarly repor
with few illustrations, all of which were physical
geographic features. In 1896, at the suggestion of Dr.
Alexander Graham Bell, the Society reoriented its
publication to educate a popular audience and the




Figura T W, and D. Downey, Krag, nd.. 00125 x 0.92,

halfione, from H.N. Hulchinson et al., Living Races of
Mankind, IV p, i

supply funds 1o support its activities. The rapid growth
of circulation and the number of commerncial adveriz-
ers it atiracted demonsirated the appeal of its new
formula. By 1912 there were 150,000 subscribers,
and an annual income of $350.000."° The journal
established a repenory of subjects and pictorial treat-
ments carly n itz development and has remained
relatively unchanged 1o the present. In 1896 a Zulu
couple, the first of the “naked native™ pictures that
became standards of American pop-culture, ap-
peared. ™ The title, a bride and bridegroom, is not
merely factual information, but an indirect reference
to their sexuality The inevitable voyeurism associ-
ated with such images in a strict puritanical socicty
was commonly encouraged under the guise of science
in all popular publication of the period. Polygamy,

polyandry, harems, courtship, and marriage cusioms
received constant atlention in captions in many popu-
lar publications. The financial success and the blatan
merchandizing by the National Geographical Society
were both envied and criticized by similar bodies in
ather mndustrialized countries.

The Kational Geographic magazine’s afti-
tdes with regard 10 nationalism and imperialism
were forthright. The first popularized issue noted that,
“on this continent the rudiments of empire are... plas-
tic yet and warm,” a poetic reference to the persistent
ilea of the United States’ Manifest Destiny  The
editors promised to supply “the latest and most au-
thentic geographic intelligence conceming countrics
in which the people of the United Stutes are now
taking an exceedingly keen and friendly interest.”
They made reference to a particular concern for our
economic future in Latin America, our “sister repub-
lics of the two Americas.”?! The Socicty’s president.
Gilbert H. Grosvenor, asserted that it was their ambi-
tion to “strive to make the study of geography more
interesting in our schools and 1o the public at large.”
and he also set this into an intemational coniext:

Great Britain's success in acquiring the choic-
est portions of the globe is partially explained
by the fact thal her statesmen have usually
kept a good map and secret reports of reliabie
expigvers before them when a ‘partition’ or
adjustment of boundanes was in progress;
while the rapid develppment of Germany's
foreign commerce in recent years empha-
sizes the bruth that 8 knowledge of other
nations and other peoples is as essential fo
the success of @ nalion nowadays as an
understandmg of other men is necessary o
the success of the indnsdual =

Thus Grosvenor clearly saw the mission of
the journal as support for American imperialism, and
in addition to supplying its readers with maps, the
magazine was soon publishing more than 1,100 pho-
tographs per year.

A reexamination of women's roles in SOCICLY
and feminist issues also characterized the last decade
of the [9th century in the industrialized nations. These
issues were discussed within many disciplinary con-
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texts. Social ohservers saw a direct link between
colonial expansion and the changing roles of women. **
The roles in colonialism for educated women from
indusirialized states were defined in such popular
forms as a slide lecture entitled Erlightened Winnen
in Dark Lands.** The roles of native women in colo-
nial dependencics were described in books such as
s Tulion Mason's Woman's Share in Primitive
Culture, which used the format and the same types of
illustration already establizhed for photographic an-
thologies in ethnography ** (Fig. 9). Mason’s work
and that of many other wnters heavily depended on
Dr. Heinrich Ploss’s 1384 encyclopedic siudy, Das
weilr in der matur wnd volkerkunde * Ploss systemati-
cally and in “scientific™ fashion considered the physi-
cal and cultural nature of the human female, all of
which was profusely illustrated with wood engrav-
ings from photographs. Within the redeeming context
of a scientific study, images which would have other-
wise been unacceptable were made widely available
for inspection. An entire chapaer with explicitillustra-
tions examined the comparative anatomy of genitalia
and another meticulously investigated types of breasts.
The bare-breasted female was stock-in-trade for eth-
nographic photographers and has been widely dis-
cussed as evidence of the use of photography as an
instrument of sexwal aggression and exploitation. Ploss
did devote considerable space o European women as
well, in illustrations mostly denived from contempo-
rary pomography! The caption of one such illusira-
tion of o woman, nude except for a small waist band
and playing in a swing. simply identified her as Span-
izh. Spain was commaonly perceived by more industri-
alized states in western Euwrope as part of the
unindustrialized other. The obvious conclusion then
was that the swing and corsette would be important
ceremonial artifacts in that exolic culiure below the
Pyrences.

In 190F} the anthology, Wonmen of Al NMa-
rons was issued in 24 biweekly pans. It promised
subscribers *a feast of entertainment and instruction”
on such subjects as woman's “evolution from the
sexless age,” “sirange engagement ceremonics,” “ril-
als,” “kissing customs,” “cunous ideas of feminine
modesty.” “with comparisons of her status in savage
tribes, under the harem system and in Westem Civili-
zation.”” Figure 10 is almost identical to the first

Figura 8, Angrymous, A Blackielion” and fs Famdy
Semled Down o Farming Life, n.d., D185 x 0.125, halfiong
from Anonymous, The Secrel Museun of Manking, hew
York: Manhatian House, n.d., unpaginaied.

MNational Geographic naked couple illustration. In the
context of this suggestive anthology its erslic appeal
becomes transparent. In each issue the last of the
heavily illustrated chapters was cul off in the middle,
making readers wait for the next two weeks to satisfy
their curiosity  For their female audience, such publi-
cilions were patromizing in descniptive iexis and for
their male subscribers they were titillating in their
photographic objectification of non- European women.

Commodities formed ansther significant cal-
epory of photographically illustrated subjects indica-
tive of this period. While distamly relsted 10 the
botanical catalogues of previous generations, they are
the mature expressions of the imperialist world view 2
The matenal 1s organized by commedity, and then as
a narrative o explain the sleps recessary o produce,
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Figwa 9. W. Lindl, The Austrabian Family, nd, 0,135 %
0.10. hatfone, fram Otis Tufton Mason, Women's Shars in
Primitive Cufturs, London: MachMilan and Ca., 1895
batween pp. 218 and 219,

ship. and manufaciure the finished product. The pho-
tographs include the same type of plant studies and
still lifes which had long been used, but images of
labor and capital investment in equipment are even
more prominent. No longer do near-naked natives
face the camera bedecked with unique and sirange
ceremonial paraphernalia; rather, they are productive,
For example, in Figure 11 laborers harvesting sugar
cane in the West Indies all face away from the camera,
anonymous and iotally engaged in their work. Al-
though the illustrations conceming any single com-
modity might be drawn from widely dispersed geo-
graphic and ethnographic sources, the workers in
their white clothing and straw hats look amazingly
hemogencous in the photographs. The same photo-
graphs were used and reused in diverse publications,
and merged identification of the people with the prod-
ucts they supplied to the imernational system, Imperi-
alist planners and academics took for granted that

a2
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Figura 10. Anonymous, A Marmied Bangals Couple,
ng., halons, 0030 x 0.135, T Athal Joyca and MW,
Thamas, Woman of Al Malions, Il part 10, p. 225,

cach arca should concentrate on the commadity best
suited 1o its resources and conditions regardless of
other local considerations that might favor a more
diversified economy Indeed one geographic educator
even suggested that teachers dispense with instrusct-
ing their students about political boundaries in the
Third World because they were essentially irrelevam
and confusing. ™

Each colonial power had publications in-
tended to familiarize citizens with the areas and peoples
under their government’s control. These were rela-
tively unimportant in the United States until after the
Spanish American War in 1898, when there was an
abrupt change in conditions and in public awareness,
Many photographically illustrated books were issued
at that time. Figure 12 is from a sumpluous two-
volume quarto-sized publication entitbed Chr Fslands
amd Their Peaples, published in 1899 While some
of the images were made under Spanish rule, most




Figure 11 Ancnymous, Reaping Sugar-Cang in the Waar Indies, nd., halions,
08 x 0,70 from W.G. Freeman and 5.C. Chandler The Words Commarcial
Froducts, Boston: Ginn and Company, n.d.. p. 87

. 18558, colortype process, 0.23 x 0.355, from Jose D. Obvares, Our islands and Thair People a3
span with Camera and Pancd, |, 5L Louis: H.D, Thompson Publisheng Co., 18089, batwesn pp. 192-
183
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Figure 13. Anomymous, The Logic of Stereonticon Ovalony,
n.d., halticone, magpe 0.8 x 0.105, from Anonymous, Open
Daor Cataiogue Mo, 8, Chicago: Tha Christian Lanbam
Slide and Lecture Bureau, c. 1907 p. 1

were commissioned by e publisher. The primary
photographer, Walter B. Townsend, iraveled through-
out Cuba and Pueno Rico on this project. The texl by
Jose de CHivares is paralle] rather than imtegrated wath
the illustirations, Greal altention 15 given o what
Anglos considered 1o be strange and even shocking
custoans: cock Nghting, momuary practices, and His-
panic Catholicism. There were also consiant refer-
ences I Spanish atrocities, Yankee benevolence, beau-
niful women of the upper classes, local products, and
potemtials for investment. The two volumes contained
maore than 1,200 photographs. of which 24 full-page
images were handsomely reproduced in the Colonype
process. Such lavish use of color increased the nch-
ness of the presentation but the subjects represented
wiere seldom of greal imponance in themselves, Like

a4

stereo photographs they frequently lead the eve through
the space, the sdvancing and receding of the color in
the original reproductions intensifying the spatial il-
lusiom.

Missionary #eal was a pnmary force em-
ploved by imperialisis in colonizing the non-indus-
trial world, so much so that it is practically impossible
to separate economic and religious motivations, David
Livingston is credited with the motto, “Christianiiy,
Commerce, and Civilization:” other missionaries pre-
ferred “education, toothpaste, and steel rails."*! Prog-
estant missionaries in the United Sates were among
the strongest advocates for the retention of political
contral over the Philippines and odher former Spanizh
terrilories, The clergy was certwinly aware of the
power of photographic images in their work. The
photographic archive of the Education and Cultiva-
tion Division of the United Methodist General Board
of Global Ministries in Mew York possesses maore
than 270 albums containing approximately a quaner
of a million photographic prints.*? Many such ar-
chives were assembled by governments and private
agencies: this panicular archive was used for making
lantern slides 1o illustrate the church’s mission work.
The images were purchased, commissioned, or taken
by missionaries in the vanious counirics.

Ilustrated slide leciures on many instructive
subjects were an imponant component of Chasacgua,
a favorite wm-pl-the-century enteriainment, that in-
cluded concens and other programs for self improve-
ment. Figure 13 is a page from a catalogue issued by
u commeercial firm that supplied Prodestant charches
with the necessary slide sets, promotional materials,
tickets, projection cquipment, and even tenis when
there were noappropriste facilities for such activities.
This first page of the catalogue graphically encapsu-
fates the strategy “Look ot this African one minute—
close your eyes and sec him still...”" * The image, the
ad contended, would present “such an accurme and
vivid descripiion of this old savage™ thai the audience
wiptld be immediately and indelibly informed. This
wdea was widely shared nod only by missionaries b
expecially by educators, who placed great emphasis
on the use of lantem slides in schools, Such programs
offered by churches carmied muluple levels of propa-
ganda including messages of sectlanianism, racism,
and econcamic exploitation. The promotional poster
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for one such slide leciure offered by this catalogue
demonstrates the genre (Fig, 14). Despite the fuct that
this is intended for a church activity the emphasis is
on investiment and, more importantly the political
debate on whether the United States should sponsor
Cuban independence or keep the island as a colonial
eIy

The practical education of children for the
realities of the new inlemational economy Wiis 4
major concem o advocates of imperialism. Britsh
and American writers constantly referred to the supe-
riority of German efforts in education. ™ Not only
were German scholars preeminent in ethnography
and geography but students in their public schools
and umiversilics were receiving pragmatic insisc-
tion. There was even a school specifically dedicated
to training colonisis.*® Reforms in the teaching of
peography were perceived as matlers of greal ur-
geney  Geography as an academic discipline at the
university level in Britain and the United Siates was a
product of the era of international imperialism. What
we commonly refer 1o as geography was created by
combining areas of study previcusly spread among
various disciplines such as geology and history The
concepd of “regionalism,” which was first used in
Germany, combined the physical, political. and cul-
tural aspects of an area under one topic.”® The process
of formulating the discipling has a complex hsiory
and the struggle to implant this new attitude in public
school curricula wis a central educational issue of the
time, The intention of this movement is clear from
some of the many names they gave o the new regron-
alist approach: applied geography. realistic geogra-
phy. economic geography, commercial geography.
human geography, anthropo-geography and economic
ethnography *7 The shift in content and the crucial
role of photography in this reform can be easily
grasped by cxomining the changes in school texl-
books between the 1880s and World War 1.

Figure 15 is from a text written in the 1880
and revised in 1891 The wood engraved illustrtions
are not based on photographs: they are highly roman-
tic and except for the maps serve a decorative (unc-
tion. The landscape caption asseris, “In the beginning
God cremed the Heaven and the Eanh,” and the
preface states that: “In order 10 avoid confusing the
mind of the studem, controversial matters have been
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Figure 14. Ancnymous, Facsimiies of Advenising Hangers,
c. 1907 aciual poster size 0.23 x 061 from AnonyTmous,
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carefully avoided,”™™ This was a code to assure par-
ents that their children would not be exposed to the
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School Geography, first issued in 1898, rel-
egates physical geography 1o an introductory
chapler and concentrates on the regronal ap-
proach and especially commodity production.
It was illustrated with many halftone photo-
graphs and included substantial coverage of
Mexico and South America.

Unforiunately for its publisher, in the
United States all geography textbooks became
obsolete in 1898 with the Spanish American
War and the nation’s sudden acquisition of dis-
tant territories. When informed by Admiral
Dewey of the victory at Manila, President
McKinley is said to have had o consult a globe
to find out where the Philippines were located. !
The word Cuba had appeared only once in The
Elemenis af Physical Ceograply of 1892 and
that was as a label on a small secondary map
illustrating how islands formed chains.*? But in
19407 the Redway iexibook was reissued with a
supplement, “Insular Possessions, Cuba, and
Panama,” which gave ample atention to statis-
tics on Cuba and the other territories.*?

The abundant pedagogical linerature of

Figura 15. E.B. Bansell del, and F Faas s5c., in the Baginning,

woodengraving, 0.19 x 0,145, from The Elements of Physical
Googrnghy for the Lise of Schools, Academies, and Colloges,

this period repeatedly emphasized the impor-
tance of properly wsing the pholographic re-
sources available for teaching the new peogra-

Philadelphia: Eldeedge and Brothes 1892, p. v

phy 4 Such books as The Teaching of Geogra-

ideas of Charles Darwin. The book’s tithe, Houwston s
New Elements of Plhvsical Geography, accurately
descnbes the preimpenalist emphasis. Only the bniefest
reference is misde 0 race or commodities and these
are dlustrated in decorative plates such as children
Iving in a corn field or a racially stereotvped Alncan-
Amencan child sitting in a sugarcane field holding a
stalk of cane, A second textbook published in 1893 for
Califomia schools has some wood engravings that are
clearly derived from photographs but the lyouts are
still decorative (Fig. 16).% It is significant that by the
time this geography lext was wntlen in the early
1550 i1 was necessary o elaborate the white-yellow-
black racial classifications that had been used previ-
ously with specific examples such as Lapps and Ha-
walians, During the last decade of the century the
discipline of geography evolved rapidly and iexi-
books reflected the new emphasis. Redway s Maneral

L1 ]

phy by William J Sutherland recognized the
ambiguity of pictures as teaching devices and in-
cluded detailed instructions on “Reading o picture,
that is, in reducing it to language.” Sutherland sdmon-
ished, “Do not trust the pupils w read the pictures for
themselves.™ The Journal of Geography, a periodi-
il which was published specihically for teachers,
carried many articles on leaching the new geography
with photographs.** Stercographic cards were par-
ticularly recommended despite cumbersome prob-
lems in their classroom use.*” The principal advan-
tage cited was not the three-dimensional illusion, but
rather the systematic way in which the photographers
working for the major stereo companies documented
the production of raw materials and their use in indus-
try ** For each region and commadity a set of stereos
formed a seral nammative, and cach card camied a
printed commentary on ils reverse, Companies such
s Underwood and Underwood (founded in 1882) and
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Figure 18. Weskes, Manking, ¢. 1893, woodangraving, 0.21 x 0.28, from
Advanced Geography. Sacramento: California State Printing Office, 1833, p. 33,

Figura 17 Anonymous, Harveshing Sugar Cane on a8 Groat Plantation, Santa Clara, Peru, V21902, slereo card,
Kaystone View Company, Meadville Pa., nud
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Keystone (founded in 1892) supplied schools with
boxed sets accompanied by a scholarly guide. By
1901 Underwood and Underwood was producing
1000000 cards per year," The card in Figure 17,
from a sct documenting sugar cane production in
Peru, devedes half its text 1o describing the regimen
and diet of the workers. Teachers were provided with
manuals that gave further information on each scene
but also pointed out the specific questions which
could be used 1 assure the student understood what
was intended in cach image.™ The large investment
necessary for lantern slide equipment or o provide
students with viewers and a complete array of
stereocards was beyond the budgets of many schools,
but they remained the ideal.

Another use of photography was in conjunc-
tion with what was called a School Museum. In its
simplest form such a museum was a collection of
samples of commaodities, carefully packaged and la-
beled, which could be used 1o familiarize students
with the actual appearance of each raw material and
its finished products.*! This is an extension of the
European tradition of collecting for curiosity cabi-
nets. The plain black cabinet in Figure 18 is an ex-
ample of such a school museum. The commodities are
permanently armanged inside wooden drawers with
glass covers. Each sample is carefully labeled, and
cach drawer is dedicated to a different commaodity,
including rice. coal. com, coconut, wool, cotton, Max,
silk, und the beverages coffee. tea, and cacao. Inside
the door below, shelves contain slices of wood, half a
coconut shell, and whole plants glued 10 card s1ock.
Maps for each commodity are included, with colored
areas indicating where it was produced and a stack of
maunted photographs provides visual evidence. This
cabinet was among the earliest school museum projects
and was issued by the Philadelphia Commercial Mu-
seum in 1902, Several hundred such collections of
meore than 400 articles were distributed free to public
schools in Pennsylvania. *? A similar project was car-
ried out by the Chicago Burcan of Geography, which
circulated 110 traveling museums, and later by the
Chicago Normal School. ™ The idea was widespread
and other groups produced such study collections.
The Philadelphia Commercial Museum, known as the
Philadelphia Muscums, was founded by business in-
terests expressly o educate the public and promaote
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commerce by collecting, exhibiting, and distributing
information about products and indusiry The photo-
graphs in the cabinet were obiained from a wide
variety of sources and some of the photographers are
well known: but the prints are from copy negatives
and each is mounted on heavy gray 9 1/2° x 127 card
stock with a typeset caption.™ Figure 18¢ shows the
interior of a silver mine in Guanajuato, Mexico. Like
odher cards in this series it carries a lengthy text which
after describing the mining technigue in use, notes:

itis...often mave economical to gt aut the ore
in a very laborious fashion on account of the
cheapness of labor and the high price of coal
needed 10 run machingry,

Together the samples, maps, and photographs
present an integrated tool for conveying to the student
a perception of the world grounded in commerce, but
the configuration goes beyond the static, unique qual-
ity of each component; together they synergistically
constitule an experiential process, The concern fos
process and Mux, the functioning of the sysiem rather
than its parts, was the final objective of tum-of-the-
century thought, and siill photography was about 1o
give way (o cinema as the most effective tool for mass
education.

By the time colonialism evolved into the
highly competitive stage of imperialism, visual con-
ventions derived from photography had become linked
with scientific accuracy in illustration. Photographic
qualities were carefully rendered in wood-engravings
even before the practical systems of halfione repro-
duction, which were developed at this time, made
possible the publication of massive picture antholo-
gies for the increasingly literate masses. Working
from enormous archives collected by various colonial
organizitions, ethnologists and advocates of imperi-
alism created a new awareness of racial diversity
Staged images of preindustrial families as naked,
exotic, and highly particular others arraved with dis-
tinctive material attributes were increasingly supple-
mented by images of the same people as anonymous,
homaogeneously clothed, cheap laborers with roles in
the production of a single commuodity demanded by
the new intemnational economy  All segments of the
dominant culture benefited from a Social Darwinist
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Figurs 18, Anovymous, School Museum, 1802, Philadelphia Commarcial Mugaum, 1
Tucaon. @, exterior b, obsbcts, maps, and mounied phobograph shorage, © The Shiee
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interpretation of this photographic propaganda. Popu-
lar diversion, release from domestic political and
class tensions, and voyeuristic eroticism were permis-
sible despite puritanical mores under the guise of
scientific curiosity and self-improvement. A perva-
sive reevaluation of the roles of women in both the
dominant and the subordinate societics made use of
the same formats and photographic documentation.
Missionary societies intertwined their religious ob-
Jectives with economic and political exploitation.
Reformers seeking a more practical education for the
young in the industrialized nations introduced region-
alist geography to the curriculum of public education
and made particular use of sets of photographs as
towls for popular education,

Photography and photographic reproduction
played a significant role in the formation of the impe-
rialist world view and in the education of the masses
for this new international order. Critical 1o this pro-
gram was the role of the editor who manipulated
photographs, which in many cases were decades old,
and who controlled the juxtaposition of text and illus-
trations that often implied an important sublext. Sian-
dardized sequences of these images were used 1o
construct a coherent stereotype for each colonialized
people. The collective anthologics of these ideologi-
cal configurations came to be accepted by both the
dominant and the subordinate societies as accurate
and scientific, and remain today in a post-imperialist
context as uncritically accepted stereotypes. This genre
of images which is the very ground on which modern-
Ism arose. remains (o be interpreted and integrated
into postmodern photographic history
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Photography From Now On?

Mary Panzer

Photography Until Now
by John SBearkowski
Museum of Modem Art, 1990

I n February, 19540, the photogra-
phy depariment of the Muscum of Modern Ar
launched Phvography wntil Now, one of the final
historical exhibitions to appear in honor of
photography’s sesquicemtenmial vear. The scoompa-
nying catalogue by the exhibition curator (and head of
the photography depanment), John Srarkowski, re-
calls MoMA's influential publication by Beaumom
Newhall, which first appeared in conjunction with an
extibion celebrating photography’'s centennial in
1937 With its text aimed at the intelligent non-spe-
cialist, its aplendid illustrations, and its comprehen-
sive chronological sweep, Szarkowski's book makes
a bid w replace The History of Photography from
1839 ro the Present Dy as our standard classroom
history

Early on, Szarkowski quotes a letier in which
William Henry Fox Talbot descrnibed the new medium
Iy a friend in terms of its wtility' “Suppose that in
iraveling. you amrive at some ruins unexpectedly You
stop, make your exposure, amd in ten minwes ane
agnin on your way' (44, 475 Through this quotation,
Srarkowski invites us 1o consider the function Talbot
intended photography to serve, and the culiure iha
created the need for it. He defily spins out the Roman-
tic, Victorian passion for archacology and history, the
widespread enthusiasm for buried and decayed evi-
dence, the need for and fascination with incidental
detail, the easy equation between photogruphy and
objectivity, or truth. Talbot himsell becomes exem-
plary of a particular kind of photographer, one who
repeatedly appears throughouwt the catalogoe, Meither
frivolous amateur nor valgar entreprencur, Talbot's

seriows commitment 1o his own work comes o distin-
guish the stance of cach of this namative’s most
esteemed practitioners. Through this dissrmingly
simple use of metaphor o define photography s so-
cial and pictorial function, Szarkowski lays out the
structure through which he considers the rest of
photography’s shon history For Srarkowski, Talbot's
process, provides “the foundation on which photogra-
phy until now has been built™ (48).

The power of Srarkowski’s method can besi
be demonsirated by analyzing the author’s own casual
allusions, which present assumptions as normalive as
Talboa's casy reference o ruins, Through these im-
ages Srarkowski recalls a world many readers will
find foreign: the gentle reasonableness of tennis be-
fore television cormupted it, the dull evening with a
neighbor's color travel slides, the gentee] chaos of a
jumble sale, the peripatetic professional affiliations of
g jazz musician, and the thrll performers such as
jugglers, or tenors, get from an audience. He quotes
Dragnet’s Sergeant Friday, who insisis on “just the
facts.” He imagines the child’s first problem in phi-
losophy what would you save from a buming house?
Srarkowski praises images bearing tactile, sensual,
sculptural values as “transparent” and “plastic.”

This wreath of references coincides neatly
with the vocabulary of a group (neither truly a class or
a generation) whose golden Manhattan world exisis
most fully within the pages of the New Yorker Like s
institutional author, this siyle is al once glamorms,
demanding, down-al-the-heels, intelligent, cymical,
energetic and capable of enormous, child-like delight.
This set of references also coincides with New York
of the fifties, the heyday of Amenican formalism, of
powerful critics, notably Clement Greenberg, and the
arl they champroned, abstract expressionism. [t is the
craduring which John Szarkowski"s own photographs
first entened the collection of the Muscum of Modern
A

Toaday historians view this period with great
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disfavor, largely for the unexamined nature of the
assumptions on which formalism’s influence rests,
and for the reluctance of its stars o acknowledge their
impact on art in the marketplace. In the name of
American democracy, this position assumes free. uni-
versal access 1o culture. Ome purchases privilege
through native intelligence, a kind of inelleciual grace.
(As a midwesterner whose girish infausation with
this stufi propelled ber into the Ivy League, | recog-
nize it all with fondness and considerable chagrin,)

A more important sel of metaphors accom-
panies these simple cues to the archacologist or li-
brary scholar Photography Uniil Now is filled with
references to evolution. Early on. photographers
siruggle for scarce resources in onder (o survive.
negoliating changing technology. enlarging opportu-
nity, and fickle reception totheir wares. When Stieghitz
atiempled 10 rescue photography for fine art. his
experiment appeared 1o be a dead end. for like a
species grown too specialized it provided no inspira-
tion for the next generation, Easiman's success ook
an opposing course. when a wildly ambitious scheme
to turn the whole nation into 8 sociely of photogra-
phers drastically altered the conditions for survival,
Evolutionary progress is not always Conscious, of
controlled, thus Atget can be identified as an artist, if
an unintentional one.

Photo mechanical reproduction created o
whole new market, and a new set of challenges, for
ithose who continued 1o navigate between the Scylla
of shallow amateurs and the Charybdis of grasping
professionalism. One solution came early on in the
durable form of the photographic book. ancther in the
form of the photographic essay, and a third in the
studio of independent and powerful fashion photogra-
phers. But these forms were eventually compromised.
and Searkowski laments the diminishing opponuni-
tics for professional photographers by the end of the
ninetzen fifties because this restricted the *“gene pool™
of workers contributing 1o the field. When
Searkowski's nammative reaches the work of that su-
premely self-directed photographer Robert Frank,
we learn that his images distressed “American pho-
tographers and editors and curators” because of their
“indirection.” And so for the purposes of this history
Frank becomes “like a prophet reciting cnigmas™ —a
description that better fits the work and texts of some-

one like Minor White. Frank's disruptive, irmeverent
work threatens the continuing evolutionary process,
while Minor White strengthens and suppons it hy
developing a new environment in which future work-
ers can Nourish, This environment is of course the an
school. lis product, the an photograph made by the an
photographer, arrives as a conclusion. and an evolu-
tionary goal 1o which every image seems to have been
lewding from the start.

As this account reaches its close. we can see
that it also racks another competition for survival,
one in which images and photographers stnive 1o
attain glory in the historian’s eye. To have survived
the test of history, 1o have landed a place in this text
and this exhibition, a photograph must somehow aid
the evolution of photography to fit the museam wall,
the lavish text, the sensuous reproduction. In fact,
Srarkowski makes no secret of his intentions. At the
conclusion of a concise introduction, he states his
interest in “the art of photography™ as that segment of
the medium “that embodies the clearest, most ebo-
guent expression of photography’s historic and con-
tinuing search for a renewed and vital identity™ (9).

Because the narrative shows no neal concemn
fior or interest in the maker™s reputation during his o
her lifetime, many figures of conventional historical
significance do nol appear. (Independent-minded prac-
titboners af the sort this narrative most admires rarely
find conventional, financial success for long. In fact,
miaterial success works against them in this scheme. )
Successful stereographers, sdvertising photographers,
portraitists, and hobbyists have no place here, and
neither do their most (ypical, popular spokesmen,
such as Napoleon Sarony. E.O. Hoppé. or William
Mortensen. Instead. images and photographers have
been chosen to meet inday s sesthetic standards, and,
incidentally, to serve a mone instrumental function, to
propel the narrative.

Onher specific criteria distinguish the win-
ners in the historical march for survival., All change
contribuies 1o progress, and all progress travels west.
Some idiosyncratic historical interpretations emerge
as a result. For example, pictorial roots o the Histon-
cal Section of the Farm Services Administration are
traced tothe government=sponsoned illustrated guides
1o manional history that Isidore Taylor and Charles
Modier originated in France in 1818 and published as




Vavages pittoresgues et romantigues, Photo-montage
15 discussed in light of its drastically modified Ameri-
Can incamation as advertising ant, o which Genman,
Swiss and French predecessors appear to be esteemed
but evolutionarily unsuccessful ancestors. Similarly,
those Americans and Europeans who practiced an
photography before the tum of the century (such as
Marcus Aurelius Root or F, Holland Day, the Parisian
studios of Durieux or Marconi, or the orientalist pro-
ductions of the Bonfils family ) vanish from the record:
their work contradicts too many of the survivor’s key
features; they mixed it up with printmaking, repro-
duction, carcerism, and they adhered 10 acsthetic stan-
dards not specific to their medium, reading and apply-
ing romantic theory by acstheticians then popular and
now obscune (writers who have lost out in another,
related, competition for recognition). Stereographs,
with their exhibition-resistant illusions are discussed
in terms of the formal elegance of their images as seen
outside the viewer, a perspective that has meaning for
today s archivisis, but which must have been irrel-
evant for the original makers and viewers of these
popular pictures. Other images do not appear at all: no
crassly commercial or dully amateur color pictures,
no self-consciously antistic tableaux. and, a5 the exhi-
bition approaches the present, nothing that challenges
the work of those photographers whose careers have
pand respectful homage to the rradition laid out here.
In fact the overwhelming volume of photography of
the present day is excluded by the strict standards of
Phorography Uil Now:,

Fony out of the catalogue’s roughly 250
images are by anonymous workers, Oiher images, by
familiar hands, have been little seen or exhibited.
There is a certain democracy is such industrious con-
nowsseurship. Any archive can vield important tro-
phies. But many archives must be searched in order 1o
assemblc a convincing amay of evidence 1o supparn
any argument.

For those still seeking a text book to assign
their stsdents, Fhotography Uil Now has some im-
portant viruwes. It avoids some features of Mewhall's
history that today 's studemts and teachers most regret.
The old familiar canon, with all its predictable im-
ages, acquires new images and new workers. Al the
same time, the story of photography s technological
development remains; the passages in which

Searkowski explains important episodes in that story
are convincing, clear, and backed up by compelling
illustrations. This text could comvey the real excite-
menl and frustration of early photographic experi-
ments toeven the most reluctant audiences. (Mo small
feal, given students for whom the Viet Nam War
seems ancient history.) The book s many images are
beautifully reproduced. In contrast 1o Naomi
Rosenblum's Werld History of Photography this text
seems written with grace and efficiency, but it also
lacks Rosenblum’s commendable range, and her ar-
tention to the nature of the photographic medium as a
while.

Those who seek a history for the medium
inside and outside the Museum of Modem Art will be
disappointed. even angry with this book. Yet its frank
bias can be deemed a virtue in the end. For Photagra-
phy Until New articulates the fundamental prejudices
which have informed the exhibitions, publications
and activities of that influential institution over the
past quarter of a century. prejudices which the public
has absorbed largely without question. But, like every
modemist author Srarkowski provides the wols with
which 1o dismantle his masterful construction.

Because images by their nature offer an enor-
mous amount of evidence that resists didactic control,
the illustrations here easily prompt questions that
quickly expose the fictive nature of this (or any)
developmental narrative. Eventually every reader is
bound to wonder where all the forms of photography
that fill his life fit in. Unless vou were the one who
look that snapshot at Coronado Beach around 1930
(159, you must ask why these anonymous workers,
and not others? Why these self-portraits and not mine?
But, as an evolutionist, Szarkowski provides the struc-
ture through which we can perceive the significance
of the many photographs that can not appear in this
history In the overwhelming mass of photographs
that lie outside this narrative we will find the large,
healthy gene pool from which the “renewed and vital
identity” of the medium must come.

At the that moment Szarkowski's structures
clash most vigorously with the experience of every
reader, a dialogue begins. With a dialogue. comes the
real possibility for change. This volume eloguently
presents our history of photography until now Bu it
does not need to be our history from now on.
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ANDERSON RANCH ARTS CENTER

You're ready 1o take
personal risks, change
direction, or explore
new techniques,

Join us for our 27th
scason and be challenged
and encouraged by the
foremost artists in

your field.

WORKSHOPS

1992 sehedule includes:
Mark Kles

_,I'.-:-rurmjr lfrﬁ-m Sian fa phe
Crrarned Caryos

Sandi Fellman
Making Perovial Work for the
Conmmrreral World

Marsha Burns
Partrartuwre

William Christenberry
Painting, Photegraply
o ."l:l'n'.ll_pl'p‘.rr

Frank Gohlke
Creating Places

Harbara DelGenevieve
& Mark Alice Durant

Ceerister, Sexwality, fmage o Self

Mary Virginia Swanson
& Susan Kae Grang
Lareer Ulprions in Plrosegraply

exposure

saciely lor Fhotographic Education
Campus Box 318

University of Colorado

Boulder, OO R0GB00

- yn g
L s

Olivia Parker
fmagining Photographs

John Wood & Laurie Snyder

Alrermative Technigues

Eikoh Heosoe
The Naked Sehool

Arlene Raven
Witing For Artiees

John Perreauls
Presensing Your Work

Marilyn Bridges
Aerial Photograpley

Jlim Bones & Mark Kl
Dye Transfer Printing

Linda Connor
& Polly Schaafima

MNatire American Rock Are

RESIDENCIES

Chir Studio Residency Program
offers an intcractive environment
Five emenging artists in all media,
Application deadline is May 1,
1992 for nine month work-
cxchange residencies beginning
Oierober 1992,

Request our free catalog:

Anderson Ranch Aris Center
P.O. Box 5598
Snowmass Village,
Colorado 81615
303.923.3181

Sponsored by
PMrofesinna Phovsgraphyl bvision,
Esvienan Kosdak Company

Mon-Profi Org
U. &, Poslage
PARD
Permit Ho, 257
Boulder, CO



