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ABS~RACT 

o. 
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" 

, , 

/ 

The evolution of photography during the 19th ~nd . 
20th centuri'es poses a major subject for aesthetic and 

cultural analysis. Social documentary,photagràphy's role 

and'" f llncti.Q,n have been' structured by the "global soc iety" 
" 

which characterizes the modern ara.' The image is séen as 

f~lfilling a pseudo-anthropological function in media~:ng 
. , . 

, \ 

between the p~otographer' s society and 1 other 1 peoples '. 
1 

Three aesthetic-cultural models are advanced to explain 

this process:' Re~lism, the Documentary and Primitivism. 

Primi ti~risrrl, af;) th1e model which best reflects the ide01'ogj 

, . 

ot the modern er~ and the promise of aesthetic transformation, 

is seen as the dominant f:ramewor~ ,for structuring the 

/creation f pftrception and raIe of the imag~. In transfa~ing 

living cultural cornmuni ties into ~rt, phot'ography creates 

a category of 'Others' which reflects and reinforces 

cultural assumptions about the nature of man and culture •. 

This raises questions about the ethical implicatiops of 

art and culture theory.", 
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RESUME 

L'évolution ae la ,photographie 'pendant les 19~ et 

20è siècles présente, un obJet d' importanc e majeure pour' 
,1 

l'analyse esthétique et culturelle. ,~a ~,societé globale" 
,-, , ' 

qui caract~rise l ''ère moderne a structuré·'le rôle et la , , 

, t 

fonction de la photographie documentaire à sujet social. 

L'image semtle jouèr un rôle pseudo-anthrQpologique, êtant 
. , 

un médiateur entre la société du photographe et les autres. , , 

Nous présentons ici trois modèles pour expl'~quer ;Les aspects 

esthêti-q~es et ,culturels de ce processus: le réalisme, le 

documentli~e et le primitivisme. le primitivisme, qui 

repr'E~' s en 'te' Te-'mleuu~x:l:-rIileëwygj:-e--diNL!''1-~e mo de rne et l' e sp oir 

dqune transformation esthêtique, 

dominant dans' la structuration de la éréation, de l~ 

perception ét du rôle de l'image. En transformant des 
" j 

communautes c lturelles vivantes en productions artistïques, , 

la photograp ie crée la caté'gorie de's 'autres' qlÜ reflète 
, 

et soutient es i&€es acquises à propos de la nature de . ta' '~'~l ture . l~homme et d Ce12i soulève des questions à 
/ 

des • plications mora s.de l'art et des théories propos ~ 

de là. cul t~r 
/ 
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study have 
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already appeared .~n earlier papers' which ' are p.ot ;1 ted in . 
t~e ,body of the the~is in 'order tdj~ make for easier r~ading 

, ' ," altho\Jgh they are listed for bibli1graPh;'p reJerence' Csei! ' 

Kolodny 1?7,4, 197 Sa, 197 Sb]. This ',:material has been in 

,ci)lleagues h s been a "Taluable source of ideas and encour-

agement. 

l w 'slïl to acknowJ:.edge two Summer Research Grants . 

from McG~lJ. University and my advisor, Carmen :Ga,lJlbert, 
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for assist~nce in preparing this thesis. Harvey Feit and 
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Peter Ohlin, members of- my committee, are greatly thanked 

for their interest, encouragement and advi Jérôme 

Rousseau transla~ed the abstract and unteered n~eded 

guidance about rules and procedtlres. \ 

. The Museum of Moder.l Art, Ne~ Yorlc City" granted' 
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me speci~l access' to, their p~otog;aphy li brary and' Stanlé'y 

" Triggs, curator of the Notman Archives, McCord Museum, 
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Montreal provided kind assistance in my searcrr·through 

the litera ture. 
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The general purpose of is thesis is to, eXJ>lore 

the ideological foun'dations,'methodology and goals of . . , 
" . 

socia"l documentary photography. )t is' argued that this 
, . 

art form has Î'unctioned as a kind of cultural" mediation or 
\ 

cul tural brokerage, wi th' phot ogr phers working and be ing 

seen as pseudo-anthropologis"ês .. By taking as their main 

sub'ject the culturally different and cul:turally. marginal, 

. photographers have served as medi tors between thei!' own . . , 
cul ture ) or sub-culture) .ànd other cultures' t or 'sub-

, 
cultures) . This phenomenon' i s examined within tne c bntext 

of the broader ideological currents- of III estern Europe and 
, 
1 

North America since the mid-eighteenth century, as . . 
, . 

. revèaled through the history of photqgraphy, and the 
". 

candi tians of. ,a'esthetic phenomena and experience wi thin 

the cultural syste.p1. 
. 

i ' 

Photography is s1en as .having effec,ted a very 

unique transf.ormation ?~ reali 4Y into aest~~tic phenomena. 

In the' process qf trans~orming 'cultural reali ties, ipto 

ar~, i·t has created a' p*QtOgr;aphiC anthropo'logy . The 
1 1 

comp1u,nication of th.eori~s about the naturé of man and 

cul ture has gi ven the' photograph Ji, signif}cant role in. 

shaping our perception and 

during modern :tim~s. 

, \ 

/ 
under,itanding of humani ty 

/ 

/' 
1 

, -

\ " i 



1 

, 
" 1 

~ 
&' . 
l .. 
, 
; , 
~ 
~ 
.' < 

.1 () 
t 

.,. , , ., 

J ~ 

,. ( Finally, the, p'hotographic image is see~ as a 
.p 

particularly appropriate medium to rise to prominance in 

an era torn between the fel t r),eed ta .. explore" and control 

i ts .widening world while at. ~he same ,time wi shing to keep 

it aij a safe di~tance. Through the image, l;)oth could be 

achieved.· In p'erf,orming this role, however, P0otogrq.phers 
", ,. Il l 

"have not served pa:ssi v~ly. They have metamorphosed their 

subjects according to constraints' set down by the nature 
, , 

of the image, the cond·itions set down by the cultural 

network for first defining and then dealing wi th aesthetic 
4 

phenomena, and the dominant ideologies 1 of the modern era. 

And, it i s argued, they have genèrally served their 

function weIl. 

• 

• 1 

1,:td'eolo~y' i~ defined ,fo)~he purpose of this thesis as· 
a body pi' concepts (cpnsdiobslY dr unconsciously uséd) .'~ 
which st:tuctures the perception of reali ty, and thereb~ .' 
the knowledge, beliefs and actions whiéh are chai'acteristic' 
of a soc ial environment during an hist.oric'ally' qefineo 
period. 
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Background ~~d Setting 

This the5is ,has developed from a vaFiety of êoncerns. 

Seeing things from the framework of ant~ropology, l have 
J • • r. 

be~n ~ntrlgued by the treatment of soclal documentary 

uh~ges and '"':heir ;nakers in our society. 
';> 

l t seems par-

ticularly appropriate that an~hropol~gy: often called a 

'mirror for man,' should exam~né how photographers have 

seen and shaped the human experience. From the daguer~o­

typés o~ the 1id-eighteenth century, with their literally 

mirror-like surface~ to the photog~aphs of the 1970's 
l, 

mari has been ca,ught lJy the photographie imagination. 

It. seems of spec ial signi'fieance tha t docune.r:tary 
' .. 

photography has focused most often on those who are tI':e 

subjects of 3.nt~ropological diseourse: people who are 

culturally different or cllturally and :cono~içalii , 

marginal. l can recall· several instances in which uhoto- . 
• _./ l , 

graphers were interviewed after having completed a two or 
r 

three week stint at image-making in sorne ,foreign loca,le. 

A{ter a few Questions abou~ camera technique, the int~r­

viewer would turn to the experienc'e of the photographer in 
t. ~ _-> 

an 'exotic' milieu, and then the inevi table question: 
, , ,l, 

"1Jrihat is culture IX' realJY like?" 

man or woman, with ca~er~, spends a 

~e.,~..interesting. A 
'- - ~-. :...,. . 

few weeks in a different 

cultural set<ting and is s~en 'as an authori ~~ on culture. 
Q 

Is there something about the photographic im~ge that 

• 

: 

,l 
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~~estows ,euch authori ty on its maker as an extension of " 
, 

, 
, -; ;:\t s own IJercei ved doclvnentary powers? ls our society so 
l ' \ 

hungry for a sense 01' ~irst-hand knowledge about the world 

that the Photo'fa;;r, as one who has· 'been there' - the 

image prOVhHng~mate proof - j sui ts our needs for 

'{i~'rious 'participation .in· other societies? These are 
l 

s9me of the questions which" have ~oti vated this Jstudy. ' 
'f 

Thi+s situation appeared to me to need p1acement 
(( . 

in the latger context 0 issues which are behind the 

creati on and perception in general, if not- of aIl 

human endeavor: thè nature of reaIity and, by 

extension, what is the na ure (or reality) ofman? l felt , 

that 'photography, as an art form,"stands in a special 
" .. 

relationship to the 'real' or empi~ical world. It has been 

a unique method for. transf;rming people-as-cultural-beings 

"" into art objects and thereby fostering a kind of aesthetic 

i{Jlperialism. .1t ha,s also played a rather unique role in 
1 

seeming to be able to satisfy our des~re ta know the 

world in its appearances and in its essences; not cnIy to 

, capture the look of things bU~ to reveal their essential 
- , 

-nature. 
! 

This is the role we have gi ven to photography 
1 ... "' .. 

and, as such, we have conc~ded to the image quali ties . 
~hich we, the viewèrs, bring ta the ... image.' This Iast 

! , 

point IS not aften enough recognized. As this thesis 

to demonstrate, ·i t is rloOt the came~a which . " . 
'real' but wé oursel ves' who a ttempt to make 

• 
'. , 1 

, . '{ 

t -

~~'~ 
." 

.. 
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it do so. In order t-o analyse the role, of soc ial 

documentary photography we must make explici t the specifie.: 

quali ties of the image, the ideologies which have formed 

its production, i ts use and i ts pe'rcepti'on as seen wi thin 

the context of aesthêtic phenomeha and the broader cultural 

system, and the methodology which photographers use to 

work ~hrough the process which resul ts in the image'. 
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Meth od olog:'{ 

The material for 

almost entirely through 

" .. r-/ 
\ 

\ 
this the,sis has b(:!.ely-gatfi.e1;ed 

library researc'r}./} During the 
f 

summer of 1972 several New York·C i ty-b8(~ed photographers 
. " 

were interviewed at length about their" wbrk and their 
1 

feelings about the photographie enterprise. These int,er-, 
\ , 

\ 

views were originàlly meant to provide detailed case study 

material which would illustrate the theoretical framework. 

Over time, however, the ehoice was made to wri te a, pre­

domin~ntly theoretical study and this data. was séi a~ide 

jreluctantly). While very li ttle from the se interviews 

has been included here, the information _ and insights were 

.invaluable to my un~erstanding of the photographer's own 
,-

perception of his work. These photographers also guided 
./ 

,me to relevant li terature which would have otherwise 

remained unknown to s omeone outsïde of, the photographie 

network. 

The literature;fir this study has been selected 
''', 

from the fields of anthropology', philosophy, photograp~y, 

and art and culture history. Because of the relati vely 

, smali body of cri tièal wri tings l' l ' 

the ~eneral lack of interest in 

on phQ't-ography along wi th 

the area on the', part of' 
• 

soéial scientists, many areas pf research, had to be 

consulted. The thesis ,is the,refç;re, 'of necessity, the 

product of interdisciplinary research. l'have,' tried to 

, \ , 

~ ... 1.: .. - '" 
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construct the analysis in arder ta meet the demands and 

eomplexi ties of the 'topie rather than to conform 'ta the 

dictates of any single theoretieal position. The work 
• ., J 

dQne in the following pages is therelo~e considere4_t-o be ". 
2~. ~ ~ 

a broad and explora'tory appro,aeh to the SU~~~,~nd an" 

'introduction to the potential research to be carried on 

in the field. 

This thesis has b'êe5-:.,..:Çormed by the guiçlÏ)1g premise 

of anthrop ological inqui~y: that man and his acti vities 

can be 'mo st fully understood by a study which i s both 

wholi stIc and ,e optextual. It'has been equally motivated 
1 

~ , 

by those canons of philosophical, thought which argue that 
~ ,\ ' 

radical inquiry, getting'at the roo~s and presuppositions, 

i8 the best me~hod for cri tical understanding. Thes~, 
, 

two prineiples l,have constantly bee.n at work, guiding the, . 
making of this tthesis. 
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The Anthropological Literature 

r The subj~ct "of this thesis is r art form which 
\ 

originated in and grew out of the experïence of ~ompl~x 

societies and is therefore a departure from the mai~stream 
, J 

of research done in anthropology .. As a result, ~he anthro-
1 

pological literature dealing with art and visual media 
, - , 

mentioned below has only be'en relev~nt arld contributed , 

to this study indirectly. 
r 

,,' 

Anthropology 'and Art 

The work of anthropo'logJsts in the fields of art 

and aesthetics has been largelf~-confined':to studles of ,the 

traditional art for~s of s~all-scale societies. Exceptions 
\ 

to this wo'uld include the li terature on "tourist art" [see , . 
Graburn 1976J, Peacoc,k's study of urban theatre (LUDRUK) 

in Java [19-68J, and Fabian and Fabian's current r.esearch: 

on popular, li'Jes"tern influenced painting in Zaire [1976J. 1 

( -
While these st'udi.es c'àn, be cOl1sidered- novel ,insofar as ~ . - , 

they have looked at non-tradi tional or tVestern ihfluenced 

art, they still reflectl the focus of the'discipline on 

small-sçale or norr-Western cultures. Th~y do, however, 

practice a more' historical approach to the subject than 

found in most of,the'traditional ethnçgraphic studies of' 

art. 
( -

'1 
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The work of Ja~ques lVlaquet in his essay Introduction 

to Aesthetic Anthropology [1971J has b,een influential in 
~l<_ ~ ~~,~A 

formulating the, th~retical framework of this thesis. 
, 1 . , 

Maquet' s study is 1 a' significant contribution ta the' anthro-

pological li teraturè b(;cause of his examination of the 
1 " 

nature of aesthetiç ,experience ~tself1 his interest in 

aesthetic phenomêna in complex societiesi his presentation 

of a general schema fqr dealing with aesthetic phenomeDa 
, 

" as part· of, the cultural system;' and' his formulation of ' 
; 

hypotheses whi~h ene ourage further research. ,'ThIS kind of 

broad an9 interdisciplinary approach to the study of 

ae sthetic phenomena ~ thin an fthrop ological perspecti Je 

is followed in this hesis. 

Anthropology _ and Visu 1 Media 

, The anthropo'lo~ical'li,terature on visual media has, 

general,~Y, centre'd around four themes: 1) the use and 

nature of, ethnographi.c film [see Ruby'19,75; HeÏ!'der 1976J; 
, . 

2) the us~, of photography as a- research and- rec.ording method 

in anthropology [8e,e Collier '1967; Ruby 1976]'; J) the' / , 

~ature of vi,sual perception' jnd, c ommunic'ati on, -especially 

in a cross-eut tural 'context ~ see ;Forg'e 1970; Worth and 

Adàir 19':7'2]; and 4) the 'studY of non-profe8sional or 

"home-mode" pnotography., and film tas a social- acti vit y and . ' 

form of expressive and commuhi~ative behaviour in the 

North Ameriea~ family (or non-public) contêxt 'Lsee Chalfen 

~ ; .... 1 

." '1 _t" 

. ,,;t 
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1975a, 1975]. In the case o~ the first two categories, 

we./are talk';l1g about'the use of media for or lin anthro-
\ 

'pology . the third, we find that visual edia is us~d 

to sorne ee as an evocative devlce about 

percepti6 and c ogni ti'on. The fourth represents . 
a study 0 

on i ts 

media in the private domain,. wit, ~an emphasis 
• 0 1 . 

~ctured use in small group settirigs. • < 

brie~' listing cannqt do justice to the wealth, 
-~ 

of interesting and innovative material in ~hese studies. 

Parti'cularly in the works of Ruby" Worth and Atlair, and 
- , ! 

Chalfen there are valuable discussions on the structure 
~ " 

of the visual image in relationship to the construction 

of meaning by' the maker and viewer. 

The difference between this iiterature ând the 0 

present study is, in general, that l am focusing on 

photography itself, as a part of the artjaesthetic domain 

and as a 'professional' ac~~i9h has évolved during 

a specifie historical period. The work of'tne---anthr.o~-~ . ' 

pologists discussed apove has not taken this area of 

, , .. 

l' research as â dominant -concerp.. While there are potential 

linkages between' this.literatur~ and the material covered 

in thé following .pages they are refet'r~d tQ .only briefly 

as they are generally beyond the scop~, o'f this s~u·dy. 

\, 
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OrganizatiQn ,', 

In tnis chapter l have/set out the background, 
, 

premi'ses, general goals and main arguments of the the sis'" 

and have included a ~rief discussion of related anthro-
, \ 

pO,logical litera ture. \lr!hile this intrpduces ,the g~neral 
\ 
\ 

ideas and motivation)éDind an anthropological study of 

social documenta~y .photo..graphy, introductions provide,d at 

the beginning of each chapter' will give the reader fiore, 

specifi~ guidelines. Chapter 2 presents the theoretical 

framework which lays, the f~ion for an analysis of ' 

photography as aesthetiè Phenome~e cultural system. 

Ih Chapter 3 the cultural and historicai'settin~ of photo-. 
graphy i8 introduced. Three modéls ~re then presented 

which, it·is·argued, have grown out of this set~ing and 

", q.ave gu~ded bath .the production and perception of photp-
, 

graphy. T'he source materials for these models are 

Ch~pters 4, 5 and 6 are then devoted to a detaile,d 

~, 

identifièdi~, ' 
"'';1::' 

description \,' 

of'each model and its effect on phatography: R~li~m, the 

respec.t~velY. ,Becltise of the 

\ l"~ 

\-<,~ 

p'rominence ~ive~ ta \he 

phot ography,,' C~~:pter \ 6 is., expanded 

?f the anthrop'q-~ogical imi?lications 
t-

in specifié' photpgraphic works. ~ 

\ \. '~ . , 

s' aping 

a discussion 

thesis, elaborates on its fifidings, and suggests further 
ri - ~ __ _ 

directiorsfor reseàrch . 

\ 

1 
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Introduction 

\ 

This chaptèr sets, d'mm a general framework of' art 

ând aesthetic experience which must preceed any,analysis 

of social documentary phetography as a spècific art -forme 1 

The c'ondi tiens and features o,f aesthetic experience and, .' . 
pheno~ena as described in the following pages are con­

sidere'd to apply to photegraphy as i t is delimi ted' in 
, ! 

this the,sis. While photographie images .. appear in 'non-
- . 

art' contexts (e. g. newspapers, popular magazines, . 

family photo'albumns) this use of ph0tQgraphy is net 

the concern of this study and is therefore net subject 

to the arguments. made bèlQw., 

thiS\hapter Briefly, then, advaDces theories for 

defining th~ place of the aesthetic domain'in the broader 
, , 

cultural system, the quality of aesthetic experience, and 

thB manrler Dy which phenomena (includipg object$~ people 

~nd events) are ~ransfcirmed or metamorphosed in~o, ~~e '. 
, 

aesthetic demain; The main concern here is te stress 
r 

the fact t~at the nature and function of aesthetic. ' 

experie~ce and aestnetic phenômena are determined in a 

dialectical relationship with everyday reality. They 
'; 

nei ther arise spontaneously nor independently but rather., .. 
re the creations 'of the' cultural experiences and systems +, 

, . 
they are imbedded. 

,/ 

, 
'. 

\ 
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Aesthetic Phe~omena ln the Cultural.System 

AlI aesthetic phenomena and experience are 

inevitably cultural, or embedded in cultural processes. 

Jacques Maque~ in Introduction to Aesthetic Anthropology 

[197.1J has 'given a description of this situation which· 
" 

will be briefly summarized below. 

Acearding ta Maquet, we'may conceptualize' culture 

as set up on horizontal and JJertical axes. On the 

horizontal,axi~ we have three leyels: 1) pr~cesses of 

producti~n, 2) societal networks, and 3) ideational 

configurations [,1971: 19-23J. Aesthetie phenomena, as do 
--' 

other cul tural featur~s, eut vertically through these 
Q' ~"I'c"~ ..... 

'layers. They form a subsystem at each level which is 

,separate ~lthough not isolated from other cultural , , 

phenomena [1971: 23J. rhus,. on the ideational level J 

aesthetic-ideas may be similar to thos~ expressed in 

political ideology. At the level of sQcietal networks, 

arti:sts,may/partieipate in guild-like organizations" ' 

attend graduate schools " 'etc. In terms of the proe esses 

of produetioD, -~artists produce ob j ects and sell their 
c; 

" work to' galleries"~d' book pubiisners. Thus kiesthetic. - ( . 
ideology, activity and products ar~ not 'aboye' or outside 

1 

of the cultural system. 

\ . The relationships deseribed aboye would constitute 
1 

.. ' 
1 • 

, .. 

1 . 
'}.1 
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. 
what Maquet ealls e6nsi~tenèy relationships [1971: 27-29J . . 
Sueh cultural e.onsistency i8 the norm across the ideational 

level o~ c~J.ture (e. g. where the ideology exp"ressed in ... 

art and polities would teT).d towards a parallelism,' or 
p , ~ 

correspondence) as well as alo,ng all the "horizontal and 

vert'ical axes of a cultvral system. Thus aesthetie 
;" , 

phenomena whether in rega~d to ide'ology, soci~l structure, ,> 
Q , . , 

or, production would tend to' funetion in accord with 

prevailing cui tural rules and patterns. rn basic terms, . ~ 
thi1is 'ta say that' the'y operate w,i th the' same orientation 

to reality which is consistent in and distinctive ~o any 

cultural s'YElaltem as, a whole. 
,,,~f' 

On the, ~deâtional level of a culture, 1 . 
aestheti;c -configurations' refl'ect the vital 
experiences of men c onfronting the physlcal 
and social environment. They are "vertically" 
consistent with basi~ experiences because 
they visually symbolize them. . They are also .•... 
"horizontally" con~tent with b'ther idea-

'tional configurations beèausê the latter also '-. 

\ 
reflect the same existenUal~ experienees in' " , 

.....eheir own/ idioms. [Maquet 1971: 32J . .., . 
\ . 

If i t is accepted th'at such consistenqy reiation .. , 
, 7:t: . . 

snips'characterize the nat~re of the'aesthetic' dtmain , } 

~ \ r' -....... 

vis-à-vis th~ broader c~ltural 'sys~~m, it would 'follow 
o , 

that these' relationsh"ips lietermine to a signi:ricê-nt, degree :. 
, .1 <> .. 1 _ _ l, \ j :.... 1, ,,,:0 _ 

the content and direetj.on df ... aestl:letic acti vi tres~ 'Thus ':' . . / 

R , t :;. 

Maquet 1 s analysis \'{ould suggest th~t what -I calI trans,- " 
~ r _ 

formations into the aesthetic.tlomain·(see below) will" 
1 -;. • " 

oceur in some systematlcallY disC'eri1ibJ,e pattern; The.?e' 

.. , 

. ' 
.{ , 

, . 
, , 

.. 
. ' 
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\ 

" / 

, " 

-.. . 



, . 

t' , 
-011 \ t 

.. '" J'" 

... ... ., " J' 
, , 

... 
17 

, 

transformations will be consistent with prevailing (or 

nascent) cultùral ideologles. They will also, in formaI 

terms, be consistent wi th structur.aI ,features of the 
\ 

cultural system. Thus the embeddedne s of aesthetic 
1 

phenomena in both, 'the forro and content\~ (or $tructure and 
, ~ 

iiile~logy) of theo cultural system. 
1 \ 

\ 

Maquet ~as gone 'yet one step furth'er, however, in 

describing'the implicgtions of the.aesthetic-as-cultural. 
• , r 

For while aesthetic phenomena are cultural: in every sens,e, 

Maquet acknowledges that they belon$ most fundamen~ally 

ta trie ideational level of culture l 1971: 2"2]. It is here 
a 

thàt t~ are created, and i t is here that t~ey function 

las .abjects designed' for c antemplatian [Maquet 1971: 5-6, . ' . 
35]. .Consistent with the view to be taken in this study, 

Maquet cancludes that aestheti~ phenomena (and, by im­

plication, aesthetic experience) belong ta the sphere af 

ideas rather than .,af aetian. 

"-, 

Follôwing fr'6~ this, Maquet is led to the }1ositian 

tnat aesthetic phenomena cannot, o~ their own, ge~er~t€ 
, ., 

n~w consiste~cy relationships within the: cultural system 
1 • ô 

[1971: Ji]. Put into other ternts, this mean.s that 

aesthefic pbenomena a~ "ideati0l1al 'phenomena do not and 

cannot, aperate in violqtion] of culturally prescribed 
.'l.. '1 '" 

frameworks af action ap.d meaping. As s:pecifically. aesthetic 

<:i'phehomena, as opposed to' .. id~ation~l 'phenomena' in general, 
, \ 

, " 

t. 

, 
\ 

\, 

,'1 
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this (sanction is even more binding. ' 

Having stressed the culture-bound nature of aesthetic 

phenomena at the outset, it is equally necessary, as 

Maquet would agree, ta recognize their particularly. 

aesthetic quality. Thus, the following pages will describe 

the dynarnics of the aesthetic'\ domain and i ts dialectical. 
\ 

r~lationship ta culture. 

J' , 

1 < 

-, .. 
\ - , 

, .. , , ~ , 
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The Quality of Aesthe~ic EXperience 

For an understanding of the metamorphosis of 

reality into art we must include a discussion of what is 

called aesth.ej;ic experience, or the stance' of the viewer 

towargs that which has been designated as·fart object' or 

aest~etic phenomenon by the cultural system. 

From phenomenological accoùnts we can posit the 

nature o~ this,particular stance. Man's characteristic 

relationship to,his warld is one that éan be described as 
, 

'natura~istic' or 'naive.' We act out our lives immersed 

in a stream of abjects and events and conventionalized 

meanings which we experience as 'everyday reality. 1 One 

means of breaking from this stance is, through the experience 

of art and the assumption of the aesthetie attitude (see 

Natanson 1970: 108- 127). Here, our customary relationship 

to everyday reality is, in a ce~tain sense,' suspended. 

Berger and Luckmann [1967: ~5J give an example of th~ 

'excursion into this other attitude or m'ode of experiencing 

..-

reality as it' oceurs at theatrical perform~ces. 

, 
~ 

the transition between realities is marked 
by the rising and falling of the curtain. 
As.the ~~rtain rises, the spectator is 
"transparted to another world, " wi th i ts 

Ç\ own meanings and an arder that may or may 
not have mueh to do with the order of 
everyday life. As the curtain falls, the 
spectatar "returns ta reality," that is, 
ta the paramount reality of everyday life 
by comparipon ~ith which the reality 

1 

" 

" .' 
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1 

presented on the stage now appears tenuous 
and ephemeral, however vivid the presentation 
may have be~n a few moments previously , 

The dominant feature of aesthetic e'xperience is 

thus seen as oné of 'otherness' in relation to everyday 
1 

reality. This sense of distarice, however, is ~ometimes 

e.xaggerated in phenomenologi"cal accounts. Our sense of 

aesthetic experience or our assumption of the aesthetic 

attitude is ultimately conditioned by cultural factàrs. 

In the description given by Berger and Luckmann, for 

example, the rising and falling of the curtain is in fact 

a specifie cultural convention, or what J~hn Dewey has 0 

called an "indexical sign," to tell ~s tha"t we are 

shifting realities. The cultural conditioning and the 

cultural components of aesthetic experienc~ will ~e 

reasserted throughout this study. 

If aesthetic experience cannot be completely 

divorced frQID xhe world of cult~ral reality it is never-
! 

theless a qualitatively different kind of experienting. 
) 

The 'otherness"' which rightly characterizes i t j,s a 
~ - ..... 

function of reacting frOID a stan~e of contemplation ~ather 

than of action. Dufrenne [1973: 359; 361J explab1s this 
1 \ 

difference by comparing the phenomenology of everyday 

perception where "to comprehend an object ... is'to locate 
, . 

it in a world of external obj~cts in which action manifests 
1 ~ 

itself" with the aesthetic or contemplative stance wherein 

.r 

, , , 

\ ' 

c ., 
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"the world of the work exists ,in çomprehension or intension, 

_ n?t in extension." Contemplation causes us to be absorbed 

into the work, in and for itself. Particul~rly in Western 

societies this speciai tattending' to an object which we 0 

calI art is through visual contemplation [see Maquet, 1971 = 

5-6J. 

Something else of theOnature of aesthetic experience 

as contemplation can be understood from the work of Edward 

Bullough [1957J. Bullough coined the phrase "psychical 
\ 

<distance" ta account for the seeming 'otherness' of 

aesthetic experience as a function of contemplation, al­

though this phenomenon has since been underst?od'to have 

a wider function in art and lite~aturè. Our sense of . , 

"psychical distance" while watchip,g a play, for example, 

prevents us from rushing onstage to stop a 'murder' from 

,;taking place. For Bullough, the creation of distance in 

this sense is a function of both the object or event and 

the perceiver. In other words ,both qualities of the 

,object or event and the dispositions ahd cognitive sets 

of the perceiver will interact to relegatè the experience 
, 

to one of 'distance.' That this is lan interactive pr.'ô,cess 

must be emphasized. That it is at the same'time a part 

of our repermire of cultural behaviour ia also'true. 
, 

While.' in an aeathetic cont'ext we may susp'end certain 

behaviour (nat saving a 'dying"man on stage) and certain 
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1 
• • 1 

expectations ('aIIOwi~g t1e sun to be blue in a painting) 

we"do not and cannot opéra~e in a vacuum. We cannot 
,~ : 

eliminate the cultural' tramewo'rks which allow us, ta 
, i 

percèi ve meaning in an ~bj,bct or event. The' otherness' 

of aesthetic exp'erience 1 dei~ives from the contemplative 

attitude, but contempla idn itself is directed towards 
1 

particular experiences yicult~ral dictates. Distancing 
\ 1 .'-.'. 

is culturally determine tnsofar as aesthetic experience 
; \ 9 ' 

itself is a culturally otIDed event~ 
1 

The essential ,co bction Qf aesthetic experience 
- . l, 

and everyday (cui tura.'l:) rleali ty leads us to recognize the 
! -

inherent con~inuum whi h marks human experience. Allie 
l , . 

Fra,zier [1973: 392J ha~ flormulatèd this in phenomenologie al 
~ l , 

terms by taking the' 'dfstancing' which occurs in the 
1 

1 

contemplative mode as a general and flexible mechanism for 
: , . , 

d-ealing wi th experienc'e., o 

l' 

1 

. one way in wt;ich we relat.Q. ta our world, 
one way in wrü~lh we comp;9.rt ,ourselves 
toward .~ing1in-the-wor~d is that of 
"bringing ph n~mena close'" or "relegating 
them ·to remo el'jless." Such a phenomenoh 
creates a "l ved Il spatiali ty for us;- both' 
with respect t~ ouI" "handling" the things 
of our world including the relations into 
Which we ent r! wi th other men, and in -' 
rel~ion to hie moods and affectations of 
our l~te~~or l~fe. 

1 
1 

\ , 

Thus, the "othèrness'i· ~f aesthetic expeFience does'not in 

fact operate outside' 

method for dealing 

1 

~ 
1 

:1 

1 

1 
\ 
1 

! 

?VerYday re~tity b~~ is itself a 

it. Distanci):1g i~ not a 'sta-t'ic' 
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phenomena but can be deployed according to needs and cir­

cumstances, specifically those which' are culturally 

de,termined. In Western societies, for example, the 

'otherness' of art is reinforced' in.spatial terms .• Museums 
, 

are set as ide as speciaJ., p,laces for 'experien~ing things 

in 'an aesthetic mode, or from a distance. 

That art,~n general, functions to arder and 

thereby segm~nt exper.ience as Frazier has pointed out is 
, 1 

well described by Nancy Munn [~971: 33'6J: 

Culturally siandaftlized systems of ~isual 
representation, l~ke other ,sets of cultural 
codes, functi6n as mechanisms for ordering 
experience and segmenting it into manageable 
cat~gories. 

Thus, art may be seen to perform a tI,é'ôping" function. 1 

will suggest here'that aesthetic phenomena can be seen as 

a kind of cultur~~ safety valve wher~!things, events and, 

p'eople can be "relegated to remoteness" and'removed from 

the sphere of aC,tion into the realm of contemplation,. 

" 

, \ 

\ . 
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Transformation Jnto the Aesthetic Domain 
), 

, , 

\ 

If we acknowledge one function of aesthetic phenomena 

and exp'erience as peing a cul turally determtned. category , . , 

of 'otherness' or distance, we can then examine, sorne of , 
. 

the consequences for who or what is transformed or'mediated 
\ 

into this domain. 
it 

AlI art, in a real sense, may be considered as' 

being created oui; of "found abjects." Out of the realm 

of human experlence we find that certain things havé been 

deemed fitting (and perhaps worthy) oL being transformed 

into art or obje~ts for cont~mplation. In different eras 

and across cultures what is chosen as a suitable subject 
1 

for art will change accarding to shifting world views, . ' 
1 

reorientations of ideological schema and changing hist~rical 
" 

circumstances-. ,I,n general, however, we can say that art 

metamorphoses according t~ cu~t~ral prescriptions. These , 
- 1 

will circumscribe what or who is transformed, how it is , 

to be done, and will provide explanatory frameworks which _1 
.. \ . .;' 

~upport and justify the work .. In line with the argument 

of this thesis, we,can say that such choices about what 

moves into the' aesttetic domain are'often conditioned b~ 
'" èultural nee9s or desires to keep cer~ain phenomena (people 

. and events) at' a distànce from experiential reali ty. 
, .'/ 

At this point a tentative hypothesis will be offered 

, . .. • 
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.-
to shed lignt on the specifie kind of transformation into 

the aesthetic domain which'has been effe~ted'by social 

documentary photagraphy. 
,1 

In the non-Western world, /art by me~amorphosis 2 
8eems ta be weIl represented in literate 1 

societies -- which were also large, powerful, 
ancl conquering -- and rath~r except'ional 
among nonliterate ohes -- whieh were usually 
of moderate size and rarely domineering. ,I~ 
may be that the'first things tp be metamor­
phosed into art objects are the artifaets of 
foreign societies that have lost their 
independence, and of thé weak strata inside 
a society su ch as the peasants. 

" '[Maquet 197·1: ~4 ] 

" '\ 
\ , , 
1 

While his speQific claims as to the first things to be, 
1 

transformed'into àrt are not under scrutiny here and thus .. 

·cannot be agreed to, Maquet's general proposition tha~ the 

metamorphosis ,into, art is preconditioned or even pre-
. !l' .' • 

~ 1 l ' , 

determined by' soeio-c~ltural fa~~ors is aecepted. His 

theo~; that this /tranS'formation is directed towards. 

particular artifacts also conferms to the view taken in 

this thesis. What is most im~ortant, however, is that l 
/ , 1 • 

feel Maquet's ~ypothesis takes on an added,dimension, and 

a unique relevaney for phot ography , when it fs understood 

that, sueh' a metamorphosis oeeurs not only wi th regard to 

2 ' , 
As \lsed by Maquet, the concept of "art :b'y m~tamorphosis" 
desp'rib~s a,specific sub~categôry of aesthetic phenomena, 

,J:vused elsewhere in this thesis, however, -:metamorphosis 
, is taken' ta be the standard mechanism for thè creation of 

aesthetic phenomena. This di~tinetion' is not~d-fo+ 
clarification;" it does not affect the meaning of the 
noted passage as quoted in the present c0ntext. 

, l ' t 
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~hings but also with regard to people. 

At a general l.evel we can assert that the absorptioh 

of" artifa,cts into the art network of a society i8 a:~' the 

same -time a reflection or indication of an attitude towards 
\ 

~he context from.which the artifacts were taken. l would 
, 1 

l " 

ch~racterize thii at~itude as one df domination, or / \ ... ; 

aesthetic imperialism. Here, aés!hetic l imperi'alism implies 

Il co;trol by one ~ociety over others through the acquisition 
1 1 ~ 

~-of their art; m fe generally, however, it can be seen as' 

the exercise of ~ow~r in determining what or who will be 

transformed into \aest~~tic phenomena, an9 over subsequent 

rights of interpretation, access, reproduction and use, 

/ 

In terms of the specifie subject of thi s the sis, l , 

see social doc~mentary photography as an especially 

~ffective agent of such an ideolo~J, Photography is a 
. 
creation and tool of societies which are "la:rge, powerful, 

and conquering." and the social documentary image has Most 
• j 

frequently taken 'as i ts subj'ect those peoples who live in 
, -

relatively ~eak foreign societies and those who occupy 

the "wea}c strata" in 'the photographers' own societ,y. '1 

Through the magic of the image we have not only objects but 

people, even.entire living cul,tu~al'communities! transformed 

into aesthet~c phenom~na. 
\ 

The transforming qualities of 

the photograph- make i t possible for us to- "encounter living 
, '/ -

• .. J 

cultural reali ties in a vicarious and specifically aesthetic 
. ' 

•• 

l' 
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1 • 

(contemplative) mode. For e~ample,'Bruce ~avidson'~ 
" \. 

images [1970J of the residents \of~Eà.st 100th Street, 
, . ' 
\' 

• 1 eJ 

Spanïsh Harlem, in New York Cl ty\are framed and' hung in 

The Museum of Modern Art, a few minutes by subway from 

- the existential re;li ty which h\as thus been metamorphosed 
\ 

into art. "Photos Transform Exp~eri'8nç:e into Art" [Kramer 

1970J aS the tïtle tells us in an arti\le on Da~idson' s 
\ 

work. M'ediated into. aesthetie' 'Phenomen~, people are , . \ 

" 

rele~~~~~ ta the 'atherness' fastered by ~he..distanCi~g 

eff~ct of eonrmplation and the aesthetic \tti tude ~~d 

to the safe preserve of art. 1 \ 

\ 

..---/ \. '. 
The ~entry of the poor, the powerless, 'and the 

cul turally dif$er~nt into the aesthetic "domain of Western 

qocieties has been a marked phenomenon d~ring the 19th 
. 

and 20th centuries. ·In -the pa st 150 year,s this process 

has been accele~ated and intensifïed: through the art of 
\ 

photography.- l would suggest tnat this particular cultural , . . , 
, 

choiee of subjelcts 'for aesthetic \:,bjects can.be seen as. 
, \ 

\ 

a manipulati,on of the' otherness' Î1(~iCh derives from 

contemplation, the stance of the'vi~wer towards aesthetio . \ 

p'h~nomena, to reinforce and perp,etuate cultural attitudes 
.... 

which establi.sh categories for distinguishing between 

"Ourselves' and 'Others.' Social·documentary photography 
"' ') 

ha~ 'played a signiI'icant role in reif'yirig thos~ ,people who, 
/' 

\ 

by their transformation into art objects, can then be kept 

\ 
\ 

-" 

" \ 

~ 
\ 

1 
1 
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,at a CU~IY desirable d~stance from 'oursslves' as a , 

category of 'ot rs.' Perhaps ours is th~ a?e of aesthetic 
" imperialisIDs subju ting people with the camera rather 

than . ...;...the gun; creating '~thetic ! ~eserves' on museum 

territory. l '~ " 
~. 
~ , 

In this way photography, and,the photographer 
" 

himself, can be seen to take on a pseudo-anthropological 
" 

role. Photographers have roamed the ,globe 'ànd walked the 

. ghetto streets and have come back tÇl exp'ose us, to',!Tlany . "'-

more view~~ men and cu~~ures than were ever POSSi~~'~ 
before the advent of their art. Photographers have 

, 

functioned as culture brokers, mediating between cultural 
, J, 

worlds" wi th the image as tne link be:tween those worlds. 

They have not actèd passively, however, but have communi-

ëated througn their imagery concepts about the nature of 
- / 

man anÀ culture. ~In this sense the photographie image has 

created both ~ visuql statement and'an anthropological 

thesis. This,more generalized function of social document~ry 

photography, Which establishes a framework infwhich' the 

segregatio~ of mapkind into 'Ourselves' and 'Others' takes 

place , .. proy,ides inforIYl;ation on the nature of' man, culture· 

and society. 
o 

This transformation of reality into art is an 
~ 

intricate and involyed construction which-'presents us wi th 
, ' 

~ world which has bèen re-created as it is mediated into' 
/' 



-
J 

, 

"­

, . 

, : 

""/ ,( ) 
t 

/, , , 

the aesthetic domain. Above aIl, it must be'understood as 

being a process. The image itself is the ~inal product 

of an interpretatian of reality which is shaped thraugh 

the history of photogra,phy and the indi vid'ual artist him-
/ 

self; the formaI and technical properties of the medium; 

and the inputs fro~ the broader cultural system. Cultural 

",~actor~ will condition aesthetic choices 'rangipg from the 
" 

art'J>stic content - what is visually approp'riat"e - ta 

the political who are the oppressêd ta be made vjsibl~ . \ , 

" ( 'visual') - to the economic - who will look out from 

coffee table art books. The ties which nécessarily bind 

the aesthetic domain ~ which here enoompasses the -. 
photograph, the photqgrapher and the audienc~ of viewers 

and commentators ---- .to the cultural system of which it is 

a pari will be traced in the following chapters .. 

" Il 

" 
" 
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Introduction I~ 
" . , ... 
Tbe specifie way~ in which photography has traps-

formed i ts 'subjects into art - aes&hetic and eontemplati ve 

'Phenom~na - must be examine"d wi thin a cultural contexti 
.. .:; 

The' preceding chapter has ~e,t out the general mechan'isms, 
/ 

both cultural and aesthetic, which would determine the 

nature and direction of p,hotography. 
1> 

It has also set out 
L 

, ' 

the idea that photo~aphy has served to metamorphose i ts 
• 

,;/', subjects; through aesthetic transformation, 'into ,art 

abjects and has thereby distanced them" as a eategory of 
• 

'Others,.' into' a 1 safe' domain set apart from experiential 

rèali ty. 

In the present chapter the specifie cultural and 

historical factors which ·have shaped ~hotography are 

introdl,lced. Out of thi s cultural setting sorne dominant 

<7 tendeneies and tensions are shown ta have affected 

photography 1 S development and choiè:~ e of subject matter. 

:rt is argued that cultural factors' have generated three . , 

models for photography: RE:alism, 'the Documentary 1 and 

Primi ti,vism. These mod.els are described and i t is stressed 

that they are interlocking and dialectical in nature and, 

function. 

Finally, the source material for the; three models 

is 'explaine_d in order to allow the reader te' f'ollow the . '\ 
" 
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next chapters which will examine Re~lism, the Documentary, 

and Primi ti ViSffi, respecti vely. Ov~rail the present chapter 

is intended as thé general introduction to the remainder 

of the thesis. 
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Ihe Historieal Setting 

The historian of photography John Szarkowski has 

written: 

The history of photography has been less 
~ journey than a growth. Its movement 
has not been linear- and consecutive, but 
centrifugaI. E~966: Introduction] 

, 

/ 

In this statement we have e,n important truth about the 

photographie enterprise whieh l would lik~ to calI "the < 

uni ty of photographie experience,,3. 
, 

While there have been 

trends, developments and dise overies which have affeeted 

photography during i ts history, they seem le-ss significant 

than the consisteney of th,e work of the photographers and 
i " \. 

the images whieh have aeeumulated over the last 150 years. 

c. The centrifugaI force which Szarkowski sees in 

photographie hist ory is ~ ;i,n fact, the cul tural se~ting of 

the art. Despi te the pa~s;rge of time and histo'ry, the 

worlds of :~e nineteenth ~~d twentieth èenturies ~re not 

dissimilar. -. What began in the nineteenth century has 
" , ' 

/ . 
the growth j5f'SClence,., ' been carriëd Q~ '''into our own 'era: , 

_ r , 

~odern teehnology, the sociaL seiencesi the,quest for 
r-;7'- t 

eXJl.loration !nd Imperialism. In short, dealing wi th the' 

~dea of a 'global society,' with aIl its attendant 

JI am borrowing here from the t~ tIf and spirit of Etienne 
Gilson' s The Uni ty of Philosophical Experience [1937J. 
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challenges and problems, has perhaps been the maj or feature 
~ 

of both eenturies. Accommodating to this new structure of 

reality {las taken many forms, With the invention of 

photography in the 1820'8, both a witness to and a bearer 

of thi s new era emerged. 

Photography was immediately pressed into service. 

Wi thin only a decade or two .after i ts appearance, photo-
, 

graphy enabled Eu~apeans ta see the human landscape of 

Africa and Asia. These images were not -meant to be mere 
I 

amusements. A s Aaron Scharf notes, they were to demonstrate 

artists' misrepresentations and "render an important service 

to anthropolog~cal investi,gation" [1974: 3.J6~, as in the 

case y;f the daguerr~otype expedi tion of 184.4:-_ 'to f3e~k o~~. 

the. aborigines of, Brazil. The man who pr,omoted this 

Brazilian trip, François Arago, is an important figure,,," in 
:t~-.:: . 

the early history, of ph'Otography. By; examining his views 

of the new inv~ion we can see the direction photographY 

was to take for many y~ars to oC orne. 

François Arago was the Director of the Obs~rvatory 

of Paris and a member of Francels Chamber 'of Deputies, a 
, 

prominant scienti~d an 'advoc~te of soc'ial reform. He 
\ \ 

saw phot9graphy as c.apable of making a unique contribution 

to society, and, he is believeg ta have been responsible 
1 /' 

for pers~ding Loùis-Jaqques-Mandé D~guerre, the inventor 

of tht daguerreotype, to leave his invention in the public 

. .. 

/ 
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domain ~ather than sell,it to private interests [Scharf 

1974: 25]. Wi th such an invention accessible 'to ail, Aragq 
______ 1 

coul'd fulfJ.11 his desire to "nobly give to the whole world 

this discovery Wil,ich could contribute so,mueh to the 
--- , 

progress of art~ science" [quoted in Scharf 1974: 26J. 
- 1 

As an advocate of the bèhefits of modern technology he 

saw in photography not jus~ arr aid to sc\i~rtc'è' -and art but 
- ~ 

a social tool: "Let' the machine and human decency turn; 
- ' \ 

_away from centuries of' ignorance, bàrbarism and mi~eryll 

[quoted in Scharf 1974: 251. In Frangois Arago we can 

. see the key elements of the mystique which still draws 

modern man to photography..: the art of uni versaI dimensions, 
• < "-

the flawless recorder in aid of science, and the handmaiden 

of social progress. 
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1 Presentation of the Models 

1 : 
\Wi th 1 his unberst~nding of Photo~aPhY and photo-fi' 

graphie his ory, l {vould like t6 put forward three models" , 
, \ 
1 

which corre pond to i the ways in wh.lch Ar~go' s nineteenth 1 

century'Fra 
> 

and we today'have used the medi'um. They 
l' 

1 
have serve mode~s for structuring reali ty for photo-. 

1 ... t_ 

graphy and its audi~nce .. At the same time the y act as 

explanator 

interpret 

systems :or frameworq from which we can' 
,1 

1 \ ,_ 

he naturei of the art." At this time l will 
1 \ 

present th m in schematic form and suggest their. role as 
1 

both photo raphic an4 cultural rnodels. 
1 

. ' 

REALISM 

, 

'-b- ~V-- 1 

PR±MI;r:iT!'SM 
1 

,:.wlo~ld, of es~ences 

art\ 1 

1 

ideàlism - \ ' 

retptive ~d:eo~.ogy 

..0. _ 

\ 

world of facts world of action' 

science 

- \ ' THE DOC1Th:1ENT ~RY <' 

\ social scienc e and technology 

empiricism \ 
" \ 

sur.~bga e real~ ty . functr . 

, , 
1 

progress 
\ l· " 

social engineering function 

" 

, " 

,1 
1 
\ 
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The construction of the 'model~ can be ex:Plained as 0 

follows. Beneath each ti tle is an indication of the 

assumptions which underlie each. These assurnptidns have 
. , 

been evident in the ima~es thems.~l ves and. have. been 
\ 

articulated in the words' of their makers and c ornmentators . 
\ \ 

'They ground each model in a set of philosophical and 

cultural propositions ,abou:t 'the nature of the worlq and 
./ 

of man. 
1 

A t the first level,' th en , 'there are assumptions 
\ 

about the nature of the warld q.s defin.ed thrbugh the role 
\ 

of the image: 

PRIMITIVISM: 
./ 

"REALISM 

DGCUMENTARY: 

. 

the belief that photographs reveal 

the world of essences 

the beIief~thàt'photogr~Phs captur~ 
the world of 'empirical reaJ.i ty' 

the b'elief that photographs can . 

have a practical effect on, ev~ryday. 

life or, more dramatically, can 

inspire action such that the present 

world 'can be changed for the 'better' 

or, as a variant, to salvage remnan~s 
~ of a 'chan,ging world which ,is , 

perceived as getting 'worse' 

,At the next level ~ these first' sets of assumptio~s' are 
1 

connected to those aspects of' culture to which they 

correspond: 

\ ' 
.... ~.::: ...... "'l,.. 

1 

1 
l­
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, PRIMITIVISMI art 

"'REALISM, ,science 
, 
, . 

DOCUMENTARY 1 social science and 
'. 

The third level indlcates the ideo~ogical 

th~y' uphold: 

technology ~r :.. 
frameworks WhiC~ 

1 

. 
PRl'MITIVISM: a belief in idealisro, 

REALISM a belief in emp iri c i sm 

. DOCUMENTARY:/ a belief in progress 

The fina~ set summarizes the function'of each 'framework or 

model: 

i'\'" 

/' 

,PRIMITIVISM: ~redempti ve ideology 
;' 

REALISM 
/' 

Da~UMENTARY : 

surrog~te reality function 

social engineering function 

\ 
, 

1 •• Even an initial examination would indicate that the 

relatibns between' tpe models forro a complex system,' ~.In 

their açtual operation, the 'm;dels do not segment a:s 
'" ~ II' ..... ~ l'~ 

neatly 

as" shawn above, Often they' work in tandem ,C").ri th one or 

another being dominant in a given case. Mary of ,tl"\8 phot6-

gra~fic works discu~sed in. thie study c?uld have ",?eèn 

analysed undér more_th~n one model, That this should be 
. \ 

\ the case is not surprising, although it made for a difficu1t 

selection proce~s at times. For example, 1 overlap is evident 
1 • 

1 • , 

in the case of Realism and the Documentary,. as the idea of 
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progress is ~ o'Utgrowth qf modern science. Contradictions '. 

seern obvious when looking at thr tenan~s of ~ealism and 
, " 

- Primitivism, .yet the two often work .. together: 'Wha~ is 
o , v, 

less obvious, howev~r, are the cultural ties which bind 
, \ 
these models toge~her, For it'is the c~ltural setting 

1 , 
'Whic~ makes sense, so te speak, of the ?onnec~ions and the 

contradiction~ between the modèls .. Thus, ~e will briefly 
\ 

continue the account given in the preqeedi'rlg section and 
"l, _ ,~~ , 

'" . '" . 
show ho~ these. models emerged as an aesthetic-cultural 

, accomodation to th!3 new era and' why they can be cansi'dered 

ta form a' cohesive system. 
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The Modela in Cultural Context 

AlI three mOdels have be~n used, sometimes in 

seemingly divisive fashion, tô create an-image of man and 

culture which would, enabl!3 Western societi,es to cope wi th 

the widening "worlci of the nineteenth and twentieth 

centuries. AlI spoke, in varying ways, ta the changes 

./ brought about by the rapid increase in knowledge and 

communication., The idea of 'Man which ha's been produced 

duri~g.th~s eta has altered to c?rrespond to the enlarged 

scope of human affairs.\ Photography' s growth has been a 
l 

/ 

cause as weIl as ~ response to these changes. 

(. " . Whether,newÎy 'visible' lower classes or newly 
\ encountered societies in far-off lands, Western society 

had to arrang~ for the inclusion of ot~er peoples into 
c, ,1 

Humanity. Having opened up the globe through the era of 

èxploration, Aimperialism, and-the growth of the nation 
f 

~tate, the pedples 'found' in the desert~ of Arabia as weIl 

as the alleyways of London hàd to' be ac'counted for. The 
. 

culturally removed, the poer, the' powerless and th'e 
1) 

m~rginal -- what schema t~~se? 

" l would /~est that i t is through the ae5thetic 

domain th~t thèse peopl~ found their way into .tne 'new 
/ 

\ , 

world created by Western sooiety. Given the conditions " 
/ • ! 

set dèwn for' aesD'thetic phenomena in the r.r-eceeding ch.apter, \, 

• 

" 

, , 
" 

~ 
'1 , , 

l' , 
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. 
l would argue that Maquet's hypothesis [see supra, p.25 ] 

1 

applies in this case: 'that foreign so~ieties and the weak 

strata inside our society are mdst 'subject to aesthetic 
1 1 

transformation. By metamo~hosizing,these people into 
" . 

aésthetic phenomenal they could at one stroke be brought 
\ 

into our c~ltural categories and yet b~ kept apart from 
'i' 
~ . 

'ourselves.' PhotGgraphy proved an excellent ~eans by 

y;hich t,o en~ure thât such a contradic,ti~p. would oceur. 

It c'ould c ombipe the lillu'si;n of making others appeâr 

'real~y real' and immédiately acc,essible while àt the sarne 

time, operating in accord wi th triose rules of the aesthetic 

domain which would confer them wi th a sense ot 'otherness .. ' 

Susan Sontag des~rïbes this phenomeno~ as fol~bwS= 
.. ' 

photography im~lies ins~ant aeeess to th~ 
real. But the results of this practiq~ 
of instant ~ccess are another way of 
creating distanqe. To.possess the world 
in'the form of images is, precisely, to 
re-experience the unreality and remoteness 
of[ thé real. [1977: 27J 

The three models' -- Realism, the Documentary, and . . -
Primi tivism -- have each been propose,~ to explain the 

mechanics of this transformation. These models have 

necessarily structured bothl visual perception and thought. 
/ 

They have created an image of man that would d~morlstrate 

him to 'be Q,oth a paiticular creature of habi t and'cus~'om 
. /, 1--

and an ~§sentiaI_ symbol of humanity.- In t~eir particularity' 

and uniqueness men are fleeting and eulture-bound. In his 
/' . 
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essence Man is timeless.and universal and, by e~tension, 

• remote. Man as Humani ty has remain~d the dominant" schema, 

---/ 

.- p 

workin~ thrQugh' the model of,Primitivism. 

, Y-et why go through th~ exercis~ of creating man in 

nis plurality and unrqueness if the end result transforms 

him into Humanity?' FaT ,modern man who derides the mere ' 
1 .' 

'say so~ of traditional thought, ideology had to be 
, ./ 

supported by' 'proof' - then i t was palatable. In "The 

Work of Art in the Age 0+ Mechanical Reprodu?tion" Wal~èr 
<" 

Bënjamin exp'lains this deception as i t was practiced by 

the new arts, 'am'ong which photography has been' th~ 
1 1 

paradigmatic case: 

-... 

'. 

two circumstances [are] related to the 
increasing significance of the masse§ in~ 
contemporary life. ~amely, the desir~af. 
contBmporaTY masses to bring things '. \ 
"closer" spatially and humanly, which 1,9 
just about as ardent as 'their bent towârd -: 
overcbming the uniqueness of every reality 
by accepting it~~production. Every day 
the urge grows s~~nger to get hold of an 
object at very çlose range by way of its 
likeness J i ts repr~uctio!l .... Ta pry an 

, object from i ts' shell, to destroy i ts 
aura, is t~e mark of' a perception wnose 
"sense of the universal-equality of 
-things" has increased to such a ~egree 
that it extracts it e~en from a unique, 
objeqt by means o.f reproduction. Thus 
iS,manifested in th;'field of perception 
what in the theoretical sphere is.notice­
able iE the'increasing importance o~ 
statisties. The qdjustment of reality 

, ,ta the masses and of the masses to reality 
is a process of unlimited scope, as mueh 
for thi~ing as for perception, [1969: 2231, 
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?hot?graphy, in this situation, acc Gmplishes, the 

illt~sion of bringing things 'closer' while at the same 
.t, 

time ensuring.their distance. Each cf the three models 

.. is' a cul tural-aesthetic framework which shapes this process.. _ 
~ ::./' 1 

Pri . ti vism, however, is seen as the d'ominant force in 
.. -II :.. 

photograp . c work because ~ i t c ould resol ve, --at an aesthetic 

level, the con 
, . \\ 

dictions of the~odern era. Resolution" . 
in this sense lS in ct an accormnodation at the, ideational 

level of culture to a situ ion deeply rooted in the 

historical ... cul tural facts of the a. For Western "society 

had enlarged ij:s world "and then, lookin inward, was a t 

times troubled by the new age. Change? 'seeme telle' rapid 

at times.; complexi ty made people yearn for a simplic' to 

• 
1 
,) 
l 

l 
J 

,4 , 
1 ,: 
,1 
1 

i 

~ 

J , '-", ~ 

,life; al1;d expansion was met by a desire to make things as ~~ , 
, "---:~ 

they had been.', manageable again. Thus what èould prove; ~ 

t~ be an entirely disruptive sitUation needed to bé 

contained. ThFOUgh the mystique of the camera and the: 

ide,elogy of Primi ti vism' we can trace a circui tous and. 

ingenious route to this end. 
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The three chap,ters which follow provide a description 

and analJsis of the models introduced in this chapter. . '-. 
In 

. ' 

examining these models of the social dœumentary image l , , , 
, " 

hav elated them to three frameworks wh.ich were formulated 
~ ... "" 1 ~ 

-'" ,"\ """\. 

té deserib ovements Qf aIft_ an~ \~~e 'ereat~,O.n of aesthetic 

phenomena during last 150 years.\ l will r~}y here 

largely on the work of~Noehlin [1971tJ ~ William Stott 
o 

., 
\ . 

1 

\ i \ 
\ .. i 

, t , 

t 

" 

" 
1 

-~->~~,[197JJ, and Robert ,Goldwatel?, [1967 
o ~ ... • • -:-:~ ____________ ,' ., '", 

dwa ter' s e las sie work on PrJ.mJ. tl VJ. sm was no-c "----'------- ___ ~_ ,: 

e one erned wi th 'phot ogra~p::Jh"y:r,""-TJn-.-i-4-..-N eJ:Q}n 1 s study deals 

,Wi th photography mainly as ~ impetus t~ow.:tl1 of 

--------------Realism as foun,d in nineteenth eentury painting. Statt! s 

anàlysis of the doeumenftary impulse during the 1920' s -

1940'5 period in 'th~ United States does explicity facus 

on,phat?graphy as' one·-af the mediums directly related te 

th~ documentary movement of the time. Thus, l am maklng 

some new applications orpreviously existing theories. 
~ - l 1 

l would substantiate this on severai-groUI1ds. One, is 
fi ---. • 

1 ------._ 

that photographers can be seen as having oeen infIùen~d 
" 1 .~ 

, by general .aesthetic trends and theories of the1r time. 0'---. 

And, more iIl\portantly, aIl ~t~e' ar>~IJ.ncludin~ 'ph'otography, 
v • • l ' , '" 

responding~ albeit in thei~' o~ di~tina1ïj;ve way, to- . 
~ .. :: ~ ~ 

were 
... ,-.."s,.. .. 

more general cultural influ·ences". As the au.;thors them.; ~ 
'. 

" s'elves p,?int but, as cultural and' speeifl-c~lly ideational 

--r--- " 

" 
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phenomena, the'se models have aIsé been op~rationaL in 

o • shaping other act~vities such'as the communication arts, 
f 

, ' 

:/ 

, ' 

the social sciences, and social policy, 

The choice of these three wQrks to guid~ my analysis· , 

was' made because of their relevancy to photography and 
~ 

their depth as studies of art within a cultural framework. 

The'y also ',stress the degree to which aesthetic phenomena 

are created, as found objects, 1:>Y transformations generated 

Dy t,he structure and demands of the cultural system, and ... 

. • par;ticular:J,y by prevailing ideological fratneworks, T.heir 

assumptions, therefore, conform to the perspective ·taken­

in this thesis; 
" 
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Introduction 
• 

.-

"'" Th_~~ __ ~hotographico image has been ~ part of the • 

ideology thàt has corne to be called by the nar/le Realism. 'I 
r 1 

Linda Nochlin [1971J has described the develapment of this 

tradition in the European arts of the nineteenth centùry 
• l ' 

as a "new pictorial structure of reali ty" [1971: 182].' 

It was, and remains 1 an inte'rpreti ve framework whi6h has 

roots in and effects uponothe cultural and philosophical 

systems of Western sacie'ties. 
, 1 

i 
To grasp the nature and emergence of Riealism, as 

1 

Gisèle Fretmd points out, it is necesSary to understand 

its inseparability from the new ~esthetiès generated by 
! 

Posi ti vism [1974v75J. The promulgation ofÎ~osi ti vi sm by 
1 

Auguste Comte in his Positive Philosophy w~ bpth a model 

of and for the framework ~hrough which·Eur peans of the 
--

1840's and 1850'8 had begun to interpre~ 

Positivism was ta Comte definite 
most efficient type of understan 
closest to the truth. He was co 
that aIl forms of society should be stuAied_ 
objectively, because value judgrn nts had'- '" > 
no place in science. Positivism "neither 
admires nor condemns poli tical f cts, .-but 
~looks upon them as simple object of. 

. observation." [De Waal Malefi3 1974: 11~J 

. 
Translat~d into the rfield of art, 'Posi ti vi sm yield-ed 

'\ 

similar demands: 

., ~.~ 
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On exige une exactitude scientifique, 
, 'une reproductIon fidèle de la reali té 

qans l'oeuvre d'art. L'expression de 
Taine: "Je veux ~eproduire les choses 
c-ornrnes elles sont ou comme elles " 
seraient, mê~e 'si moi je n'existais 
pas", devient le lei tmoti v d'une 
nouvelle esthétique. [Freund 1974: 74l 

r 

Reali ty was thus tak"en ta have. ah- objective and absolute 

existencè, and artists were-to observe and inscribe this 
r 

reality with scientific exac~udè. Photography, as can 

be appreciated, so~n came to be seeD as the most eminently 
/ , 

\ 

suited of al~ the arts to achieve this ideal. As a product 
" of scientific technology, the camera was the natural bearer , 

of ,the' new aesthetic. 

Positivism, howeve~, was still yet a piece in the 

larger fabric of-the changing Europe of the mid-eighteertth 

century. Changes in science, the social sci'ences and the 

arts, as weIl as in the social and poli tical sphere, both 

reflecte~ and reinforced the entirel/ new consc,iousness 

or construction of reality. The general conditions which 

pr'eê~pi tated the d~velopment of photography wi thin the 

framework of Realism were as 'complex as the new era and 

the new art i tself. 
\ , 

La transformation sociale et, écdnomique 
'-qui s'opéra au sein de :ha bourgeoisie du 
X'IXe siècle, eut pour conséquence un 
qéplacement des états de conscience. Le 
développement de l'industrie, parallèle 
au développement de la technique, le 
progrès des sciénces croissant en même 
t~mps que le besoin d'industrialisation, 

{ , ' 
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'eJfigeaient des forlll3s rationnelles 
-économiques. Il en résulta une transfor­
mation de la repr€sentation qu'on se _ 
faisait de la nature et de leurs rapports 
rê~iproqu€s. Une conscience nouvelle de 
la réali:té, une apprêciation inconnue 
des valeurs de la nature se révélaient; 
elles eurent pour conséquence dans l'art 
une poussé~ vers l'objectivité,poussée 

o 'qui correspond à l'essence dè la .' 
photographie,' [Freund 1974: 73-74] 
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1 

The Nature of Realism 
I-
i 

The Realists SOUg~t toI, transfc;œm 2l:rt into an 

---- Obje~t've mediu~, freed ;from past' conventions, for 

deSC~t.ing the empirica~ world. A demand for immersion 

in the present social r~ality, t'or the 'immediacy of thè 
1 

and concreteness rather than general.i ties " 
: ' 

the Realist tren~. In order to carry out these 

artists felt the need to 'democratize' the rang~ 

of subject matter that would be transforméd into art, and 
~ , . 

a'posi ive value was placed on depicting the poor and 

peas t classes [Nochlin 1971: 33-34J. After the 

t:l~ns of 1848 the'labouring pe~sant, "the grandeur 
"\ 

eu le" w.as raised ta "an article of faith" .by the 

s of the time'[N;chl~R 1971: 112J. Here, the urge 
• III " .. 

nsl~te social reality into art led painters to seek 

what they saw as being most 'real' about society: 

the e sential 'dfgni ty of the peasant. 

The Realists, whq sought to bre~k away from what 

as the traditional metier of the arts -- the 
1 

for mora.11izing, for religious. expression, -and 
1 

for g diose specJlations about Man, God and Nature --
, t' 1 :. . crea ed ~nstead a new double-edged myth ~n the n~e of 

"1 i 
Science.o the one side, and ,The People' on the 

asters. TheiPeople were a new 

/' 

. 
..... ,.....l''' • .. .t; , .... " ..... ~L '1' 
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\ 

creation, a found object for aesthe~ic consumption., 

the choice of the imagè of the,peasant to 
embody contemporary labour was ... a function 
of Bealist myth. Fbr while it is true that 
the peasant still acc,Ounted for the largest 
proportion of' th~ working force in Europe, 
nevertheless, he and his life, his habits 
ançi cust omf?, were already beginning t 0 be . 
recognized as part ,of a vapishing reality., 
It is noteworthy that colle-ctors of popular 
art and literature, like Buchon and ~ ~ 
Champfleury, felt sorne urgency about , . 

, 'amassing their material, and that the, 
French government itself encouraged 
school teachers throughout ~rance to note 
down local folk songs. The elaborate 
wedding ~ituals ... alluded to by Courbet 
in his TOILET OF THE BRIDE were already 
begirining to die out.. [Nochlin 1971: 115J 

When The Pe~ple were depicted in their day-to-day 

life painters included images of the-religious element 
F~: >:,_ , . 

"of" society. But these metipulously observed and 

The 

betray no direct religious feel~ng at aIl, 
but ~ather, within the context of more or 
less ob j'ec,ti ve description a yearning 
sympathy with'the archaic fait~ of these 
touchingl~/ simple oeings, producing equally 
touching pictorial record,s of a dying if . J 

exemplary' pattern of rural 'life, expressed 
in appropriately rustic, and sometimes 
primiti~izing, pictorial lan~age. 

LNochlin 1971: 92J 
? • 

"primi ti vizing" effect resulted from the fact that 

these'artists, much as ~they tried to imagine it poss\ble, 
, -
coul~ not describe only the 'facts, , but had to interpret 

and mediate social reality through the int~rpretive 
J 

. 

framework of their cultural milieu. The myth of The People 

/ 
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'VIas such a frarnework, and t'he 'trutri' it provided was the 
\' 

particular product of the Western Eu~ope of the nineteenth 

cemtury. 
./ 

\ 

The Realists' search for the truth, bas~d on facts, 

was conditioned by the growi~g influenèe of science in 

nineteent~ cen~ury Europe [Noc411n'19?1: 41J. They like­

'wise Si;3.W in science a denial of a priori, assumptions, and 

, ~ 'reac~ing' out 'f~r 'pure', descr:i:pt~on :~hi;h would des'cribe 

how and not why things happen [Noc~lin 1971: 43J. Things 
,- If ' 1 

were ta be described, not'explained. Real~ty was to be 

made , 'real;, This sense of the ~cieniific ~ttitude ied 

the Realists ta a ~adicil kind of e1piricism, where~: ' 

'pure' facts could b§ grasped by in uition [see Nochlin 

1971: 36J and presented as the true eaTity. 'Truoé 
\ ' 

,r,eali ty,' in turn, brings 1:1,6 back to a search for essences, 

which was precisely what the Realists were r~;Ol~ing 
\ 1 
',arainst. 1 

'\ . 
1 

\ 1 N ochlin' s analysis sets be' described 
, 

a's, the ~nternal contradiction qf Rea.lis . This ls the 
+­

aqoption of'a pseudo-scienti~m,which Ived a movement 
\ ' 

~~~ ,o~ly ·to the.empi~ical,world.but~ and trhaps we might· 

ad~ nec~ssarily, beyond the World of thing ta the world 
• 1 

,af esserice~·. We can say that the Realists ere nai ve in 

th nking theSl could operate in an, ideol'ogica V?-cuum, \ ' ,~ .. ' 

w~ ha~t ma;~tni~:; ·ln an 'inte~reti vs frarnework of cu'l turally 

\ 
\ 

, , 

" 
"")0. • 

l' 

, \ 1 

.;~ 1 
i 
,; J 

,i i 

I?i 
, }; 1 

l~ 

, 1'1' 1 ~ , 1 .\ 

1 f j , Jll' 1 i 
, . 



.. ;a 

... ~ 
.-~- ----- ~ 

'î 
/' 

/ 
\, 

1 1 
,{~ 

53 ,', 

l ,/ 
{ 

',/ 

, 
" 

" 

1 )' determined meanings. But, more important~y , we can see 
. i~ that they charted a course which has been -followed, by ~ 

'1 

t~en. 
l 

society and photography, since As William M. 0 Ivins, i 
.' "i 

'\ 
'~ 

Jr. has noted: - , 1 
; 

[1 'r e- l (, 
fi 1-, ' The 19th century began by believing t};lat '. '(1 

f what was ,reasonable was true and it 
" ' would end up by believing that'what it ~' 

~ saw"a photograph of was true. ,[quoted in 
'" l~ , Szarkow~ki 196~: Introduction] t 
l' , 
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Realism,and Photography 

The phenomenal gr~wth of the photograph coincided 

wi th, the mov~ment of Rea1:~'sm. The' Realists, in fac:!t, used 

the photograph as both model and paradigm of their 
, 

intentions [Nochlin 1971: 44; Scharf 19741 128-163J. The 

:ghotographic image was taken as .the objective recorder of 
, ' 

::;:::.th;h:a:::::;::::~ :::~d+:;::~::dt::eS:t.or:::e:;s 
~arrative, of .explanation w~~ch the Realists ought. And 

the 'democratization' of art was.seen to he most,fully· . 
"" ' . realized through photography., As Nochlin has "~lready , 

pointed out above, in pegard to painting, tpe contra­

dictions of Real~sm are likewise evident in'photography . 
• \ 1 

The me~amo~osfs o! eXistent~al'reality into an 
~ J 

a~sthe~ic med~um is~pot unique to phptograp~y. It appears, 
_ \ ) • 1 \ 

however, that photography' s particular' qualïties, bot'h 1 

ontQlogical and ph nomenological, cr~~tê'a speciql kind 
\ , 

/ of metamorphosis. André Bazin' s' ~nterpretation of the. 

photographie image is a e;I.assic statement on the na,ture 

of the,'magiq' of ,hotography and its uniiue relationship 

to thel'real' worl 

In spite 
spirit ma 

. as real t 
reproduce 
before us 
space. P 

f any objections our critical 
offer. we are force.d to accept 

e ~xistepce of the object 
, actually RE,-preseflted, set 
that is to say, in time and 

otography enjoys a certain 

c, 

-, 

" 1 

, , 
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adyantage in virtue of this transferenee 
of reali ty from the thing to i ts' , 
reproduction .... The photographie image 
is the abject i tself l'- the obj ect freed 
frdm the e ondi ti ons of' :time and spac e 
i;4at govern it. [1967: 1)-14; emphasis added] 

, " 

That the photographiè, image bears an uncanny 

likeness" to the world of everyday reali ty has been noted 
, 'l> 

sinee the birth of the medium. That the air, of 

. 'i'actuality,' of 'truthful' representation are part of 

photography's mys~ique have likewise been a dominating 

feature in the historical eommentaries [see especially 

1 Newhall 1964; Braive 1966J. On viewing the imag:s made 

by Mathew Brady at the Battle of Antietam during the .--

Americàn Civil War, Oliver Wendell Holmes wrote in 1863: 

., 

Let him who wishes to know what war is ••. 
'look at this series '--of- illustrations .... 
It was so nearly like' visi ting the -
battlefield to look over1these views, 
that aIl 'the ,emotions ex~i ted by the 
actual sight" of the stained and sordid 
seene, stre~ed with rags and wreck~, 
came back to us, and we buried them in 
the recesses of our cabi:pet as we· would 
have buried the mutilated remains of the 
dead they too vividly represented. 

, [quote? in Taft 1964: 235-236J 

John ,Szark'owski has p,binted to wrat i t was that Rolmes 

'found, as have many others before ~d': since, riveting in 
\ 

'. '\ • 1 

the 'ph'o~,ographic image,: 
%::'\:~; V'l~. 

"' .... ~' • ,\"1" 

\. \ The 'heroie documentation of the American . h, "r ,Civil ,War by the Brady gro'4P,. and thEl 
ineomparably larger photographie' record 
of the Second, W'orld War', have this in \ 
common: neither explained, without 

1 
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o 

ext€nsive eaptioning, what'wàs happening. 
~h~ f~ction of these pictures was' not 
to make the story çlear"it was to make 
it .real. [19û6: IntrdduetionJ 

, 
The photographie image Ithus provides a surrogate reali ty 

function. W'e perceive the image as the 'real' thing 

re-presented tolus by the camerai which, in the hands of 
l' 

1 

the photographer, was there as a witnes&. :This i8 the 

capturing of the empirical world thrrugh'the image .. 
\ 
1 

De~pite the JTlany'critieisÎns of thi,s faith in the 
1 

obje~ti~e truth~va1ue of 'the PhotogrJph.[~ee for example 
, 1 

,Byers 1966; Sekul~ 1975J it still remains a pbtent idea 
• l' /. 

to both phofographers and viewers alike. \ Photograpners 

themselves contribute ~o this fallacy by saying little 
/.",1' .. 

, 
about their own presuppositions, about their work'and the 

factors which determine it, and ul'timately by letting the 

image ." spep.k for i tself. Il 

Images are perhaps thought to be able to 'speak' 
, 

1 

l' 
1 
j 

j . 

> 1 
j 

," 
! J 

/1" 
, 

for themselves if we accept ~hat Stephen Tyler has tleseribed 
, - , 

(and roundly cri ticized) as, the 1?~iie'f in ,the Il empiricist . 
, , 

dagma" of "loquacïous facts" [1969: 68-69J. Photographers, 

. as' people Wh~ have the aurq eoming f~m-the envied position 

of 'haVi~g bgen there,' ar~ too o~n ~een as re-presenters . \ 

of some unmediated slice of real ty. TJ:e "1~quaeious" 

im~ge is as much a fallacy as 's the loquacious facto 
-Reality ls a~~elaborate cons ruction, of our own making, 

. / 

\ 

• 
/ 
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which "sP.l?aks" to us only according to the perSFec'tive we . . 
,bring and the questions we ask. Yet in an age ,dominated 

, 1 • by the empiric1st fallacy, both ,we and our nineteenth " 
1 

century forebearers have gene~ally accepted photography as 

a surrogate real~t~. 

, .-/ 

We can se'e, however, that even in 'what may be 
\ 

described aS
I 
photograp~y's ~implest act --, the reproduction 

of art o~jècts -- reality is nqt taken into the image 
( ' • e 

-passively. Andre Malraux has explo~ed this subject in , , . 
, . 
ohis aptly titled' w~,~ie Museé Imaginaire (the English 

t~ tle, Museum Wi thciutJ'lalls, is less effective in cdnveying 
1 

his 'intetlt),. As Malraux"reminds us, the power of the 

. photograph lies in ,i ts abili ty to create reali ties r~;~er 

than to reproduce them:' 

For the pa st 100 years (if we except'the 
activities of specialists) the history' 

. of art has been the history of that which 
- , can be photographed. [19b7: 11 

For here, as Malrâux notes, photography 

s~mply a surrogate but an i~aginary reality . 
.-....... 

, , 

act Qf'photographing art works involves transformations 

o:f the o-bjects,' often c~eating "f.icticious" arts" 
/ 

1967: 86J. Miniatures take',on the sarne scale as , 

fragments of a singfe work,' isolated through the 

camera.lightïng, angle ~J framing, take on a newly cr~~~ 

meaning though a change in context; and entire works of 

. 1 
-, 

1 
Î, 
1 
,1 
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art taken out of ,cont~xt;- such as the stained glass window' 
~ 

of .. a catheâral, become new and singula'r creations of the 

camera [see Malraux 1967: 77-162J. By changing:~he corltext 
, " 

of an abject or event, through formaI or cul t'U.m~-'me-ans, 
, - ,J~ J 

',found' objècts are created, In mediating betwe"~n the 

objeqt· and the viewe,r, photograp~y creates new oDjects 
. , .. ~ , 

for aesthetic percepti'on . 

. Perh,aps the 'most signi,ficant of new sU9jects 
. 

created for aesthetic consumption have been people them-

selves. Bringing 'the m~sses' into art ha~ been a function 
0, 

1 

. of the aesthetic domain in West'ern soéieties since the 

tirne of' the Realist painters. In photography this role 

has been especially prominent .. What has been described as 

the "democratizing" nature of photography can be seen 
" "i 

from ~everal perspectives. 

An early recognition of this possibility of 

"democratization" in' the art of photography appears in an 

amusing, al though highly perceptive commentary from 1860. 

Wi th the inv~nt.i0I?- of the carte de visite by ~isdêri" the 

p~per ~hotograph was now available in large q~anti~ies 
and at relati vely modest c ost. As this piec,e /Which, appeared 

in a Pâris---j oUfl'lal records, 'i t opened up new ~ossi bili ties 

for arfist and aùdience alike. . 
You will have heard of the Disdérian 
invention, ma'am;' it is delightful d 
quite absorbing. It ha,s' qui te supplanted 

~ 1 
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\ 
• , , ,all the ot manias of varying degree s 

of'absurdity hich sweep Paris eve'ry winter,"· 
Unlike the pre ious 'manias, h,owever, this 
one is intelli ent and amusing as weIl as 
costlYi the sun makes the sarne charge for 
reproducing the features of royalty as 
for those bi' an ctress from the B..ouffes-
Parisiennes ' . 

..of 
Another anxiety f l t by those coll,ectars ! 
who desire to set the fashion for the 
wihter: should al umns [of cartes des 
visites] be arrange in categories or 
should the c ollecti in be q motley one, a 
pot-pourri? 'I·If you esire(my opinion on 
this grave question, a'am, l should say 
that l am for the màt ey. Tt is more 
amusing 'and less imp sonal. Ta ,restore 
to men and women that quali ty in th~ eye 
of the Sun which they , a ve not in the eye 
of man - this 8eems ta me as just as i t 
ls diverting, [quoted i Braive 1966: 67J' 

The creatiçm, or illusion 0 sorne democratiç ord"er 

ta social reali ty is often imposeç the photographE?r 

himself, Tt was not the power of tl)e SPTI, ,but of the 

photographer which could "democratize", hotographic 

experience. As-Virgini~ Wolfe cornments on the work of thé 

Victorian photographer 'Julia Margaret Cam ron: 
./ ~ } 

.. ,,;- ", ... ' of 

:She care'd nothing for the I1t~Serie~: f . 
"her si tters or for their' rank. Th. 
,carpenter and the Crown Prince, of. Pt' ussia 
alike must sJ. t' as ~still as stones in the 
attitude sh'e chose'-, in the' draper~es she 
arranged, for as !OI].gl a:s she wJshed-, . 

, [Eiu6ted' in Brai,ve. 1966: 111 ] 

Lewis Hine, photJ.ographiTrg 9~ing the early decades " 
~.- \ .. ; ~ ..... ' f 

of the "twentieth centtiry, toàk·a dlfferent path ta 

"democratization;' and one which re·sembles that <!Jf the· . . . 

first Realists: . To "democratize" was ta 'eleva'te' aIl 
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, . 
" humani ty to the domain of art. As. Susan Sontag has noted, ' 

'there was "a promise inherent in phot6graphy from i ts very 

.beginning: to democratize all experiences' by translating' 

th~m into images" [1973:) .59J. And through the J,.mage, aIl 
"- (. ... ':..~~ 

experience potentially becomes art. Hine- himself, speaking 

to the Conference Ç)f Chari ties and Corrections- in Buffglo 

in f909" cautioned his iisfeners against making art thé 

preserve of the elite, rather than the servant of The 

People,;.-
• 

Paint, :us an angel. .. paint us a Madonna .. '. 
but do not impose on us any esthetic rules 
which shall banish from the r~ign of art 
those old women with work-worrl hands 
scraping carrats .•. 

It is needful ~that we 'should remember 
their exfstence, else we may happen ta 
leave them out of our religion and 
philosophy, and frame lofty theories 
which only fit a warld of extremes. 

~'Therefore, let art always remind us of 
them;, therefore, let us always have men 
ready to gi ve the loving pains' of life 
to the fai tnful representing of c ommon­
place things, men who see beauty in the 
commonplace things, and delight in ~howing 
how kindly the light of heaven falls on 
them~' [quoted in Gutman 1967: 29J ' 

For H~ne, as for many other photographer~, the' photographie 
. . 

image promised 'to bring ligl:lt to the wor'ld, and The People 

out of darkne~s [cf. Gutman, 1967: 29J. Yet at the same 
, , 

time it transformed The People int,o art and, it could- be . 
\ 

said, relegated them to only,a different order of 

invisibilfty. 

1 

1 . , 
l 
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Introduction 

. ,The photographie image as Documentary has growtl 
\ 

from both the surr;ogate reali ty function of -Re~sm and 

the redempti ve ideology of Primi ti vism. W.hat i t partakes, 

of in addition to these is an ideology which asserts th~t 

the. social world is amenable to change an~ improvement 

and that the .photograph can be an impetus to sueh ch,ange. 
<> 

The photograph become& not only a witness to the world, 

but a force for changing it. The photographer himse+f 

takes on an .active raIe in asserting the factuali ty qj 
, 

the events .·~~?icted, the underlyin~ truth~ of the si t~ti.on 
- ,',., 

as he hasl seen them, and the sense of' inyolvement which 

he experienced at the time of photographing. AlI of. these 

he hopes will be re-experieneed by the viewer, and he works 

towards this end. 

The 'intent to make the photographie image appear 

'real' C);nd hence 'true' is not unique ta the Documentary , , 

tradition. The importance of presenting factuâl content 

is, as ,we have seen, an issue in ttta more genera'l field 
\ 

of Realism. What, the Docûmentary ideology does is ta 
\ 

continue and enlarge upon othe Rea:1ist philosophy. Il:' does 

this by stressing the.idea of social facts, or the social 

deterrnination of ~ significant facts.' The Realist motive 
\ 

• demoeratizes' art by includÙ:).g cer=tain sectQrs o~ the 
1 1 

'lower ~ classes in the aesthetic domain. The primi ti vist 
• 1 

,. 
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" 
Assumption extends this 'd,emocratization' of -aesthetic ... 
phenomena by inc?luding crlJ'Ss-'Qul tural subjects and . . 
artifacts. Both of these"'c omponents WCl k te shape the 

direction and sc <?pe of the photograph as Documentary. 

It is perhaps not surprising' that, photography came 

to be conc eived of as an acti vist med~~m. In i ts early 
~ ~ 

days photography was con~idered a marvel of scientific 
~ 

Ingenui ty.. It became part of a cul tu~e that was using 

\ the growing powers ~f science' and later of the socïal 

r" 
.'" ......... 

~':" 

" sciences to determine thë nature and caursè of hliman society; 
\ 1 

not ~nly for Western Europe~ but, through exploration and , 

i]llperialism, for an ev"er-widening portion of humani ty. 
, ' 

An ide,pl0f;y based ,on a concept of social ehginee~ing 
- ......... 

complimented, and was a natural outgro'wth of the belief in 

man' s,control, through science, over bcth his natural and 
J 1 

social environment. A beHef in' Progress took hoid and . , 

./ wi th i t a belief that phatography' 60uld be' used to lurther 

'1 

./ 

such an' ideology. 

In vanalysing the Docu.men~a:.ry, however, i twill be 

'seen~that the aesthetic nature of the photograph usuaJly 

prevent,s such, acti '\fi st ends. ,wi th in an ~aesthetic 'frame­

wor~, the present' is -d:fstancêd into a sentimentalized past. 

While the Doou.mentary aims for action, i t cpeJ;'ate's to 

saI vage ,the present through .the image' and thereby mediates 

contemporary experience' into aesthetic bbject's. In 
.< 

.. 

Î 

1 , 
·1 
1 
l 
j , 
! 

il 
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rming' this role i t serves i ts society '\i}y. distancing 

in events into art and~hereby funetions as a 'coping' 

-----:--------mmB<ecc-hR'F1-mJ:l.--lOX-~l:L.ftlJLYv~aQl~v~e~: _~t~h~e,~r:. :e:~ ,a::l_ eevent i s rem ove d fram 

\ , , 

i 
1 1 ", t 

" ( 

, " ·1· 

the" sptere of action . 
. 

the essentially primitivizing effect of photographie work 

ein a~sthetic transformation is the end result. 
\ \ / 
, 1 

One further aspect' o,f ,the Documentary will be ~ 
/ ' 

.-
in the.following pages because of its frequent, 
. , \ 

aranc~ in p,hotographic epmmentary. Eveh the most 
. ,. 

o~y survey of the Documentary will reveal a decideq 

eren~e on the part of. ph~tographe~s for s~}:üè~ts who 

ei ther ,cul turally dUferent and/or. econamically . ", 
'-. . , 

Explanations of-ferecr-=to account for these 

c~s perhaps reveal., more 'tian any other aspect of the 

entary, the naï vi tè and rationalizations of much con-

photggraphic commentary and the need for an 

ysis of photography wi thin the cultural framework, 
. " l 

\ , 1 

h conditions its rolc'ard function. 
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The Nature of the Documentary 
\ 1 .: 

! . 

William Stott in Documentàry ~xpression and Thirties 

America [1973J has given, an analysis o~ the nature of ~he 

Documentàry. While the Documentary as a general éultural 

phenomena ~ evident in the arts, literature, reportage, 

,and social s,eiences -' reached i ts' proI'nilfance during th~ 

1930's in~North America, 0 it has a much longer history. 

In line wi th the perspective on photographie history: in 

this thesis, I· will look ;3.t the Documentary as a persistent 

feature of,photographie ideology. \ 

• 
, FOllowin& Stott' s analysis, we can set out the .~ 

characteristics of the photograph as an expression af the 
'- . Documentar.y impulse. -Sueh images -woüld be struc,tured so 

that: l)'a sense af 'being there' is conveyed which evokes 

an emotional response in the viewer who shares in a sense. 
. *' 

" af ")ived experience" [Stott: l1J; 2) the social facts' 

por'trayed are made 'real' (authentic;or' i true' ); 3) the 

si tuatïon, shawn is made historically and sac ially specifie 

in arder to suggest tha~ society has created the situatior 
1 

portrayed and i t, therefore can 'pe rem~died [stott 1973: '20J; 

4) a large publiè cin be exposed or given access to the 

'i~ages for maximum effect; and 5) peaplé and saciety-at­

large can thus be ~oved to aotion to correct the situation 

shown. Relevant aspects of these eomponents of the 

Documentary will be di-seussSd in the following pages. 
" ' ,. \, ' 
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The Documentary and Photography 
1 

1 

l " 
The perception of photogr~phy as a medium which 

, .. l, , 
cou ,d be 'Put to pract~cal use lnl maklng a 'better world' 

, has_ taken on various forms during i ts history. In the 
i ' 

nine eenth century sever:al examp;tes appear which still 
" 1 

find \:xpression in today' s use of the ~rt, As ear:ly as 

the 1~50' s commentators rem,arked on the value of the 

P'hotog\aPhiC image for:' providing art education for the • 

mass~ls ~hrough the re?ro~uc~i~l? of the world' sart 

trea~uré~S, f~rme.rlY seen only ~y', art historians or th\, 

privileg d traveller [Buek:.and 1974: 23-24,30; Braive 

1966,: 324 \' By "this\ t:ime âs-':'well 'Europeans c ould, as 
" ~..::{~ \ 

"a~chair ~f>Urists, ': 'Se ~xposed to the widening world of 

the ninetee~~h century through images, '~OUght back fro~ , 

North Africa, \the Middle East an"d the' l.f,ttle seen regions 
, ,1 

of their own è6ntinent [Braive 1966: 211J, ASI "the birth 
1 

• 'J 1 

'o.f"p~~to~raphY cOlneide,d1with the dawn off a glpbal Civi?iza-,·\ 

tion" lBraive 1966: 31J i t was put to use ln dcclimatizing 
. ~ '.;- \ 1 

E~ropeans to thè-places ~nd peop~~s which were t~be 

incorporated' into an'a eventuall'y change- theil;'" world,' 

\ : 

Photography has' ,frequentlW been lauded \ and put to 
, . \ ' 

us during sueh, timès of\ social stress and change. It can 

,be s id to be put into ,op~ration at theS~\tim~s as\ a 
': ' \ 

mech 'sm for c oping wi th problems and eveI'\ts which are 
. , 

'occurin at other levels of the cultural system {i.e, 

': --
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polÙical, economic). In a' British magazine in 1871 this 

perception 'of photograp y's role in coping with the 
1 

dislocations of that era' s growing industrialization was ' ;' 
1 .. " 

, 1 

glowingly èxpressed as fo Iows: 

, . 
Any one who knows what the worth of 
family affection lS among the lower 
classes,~and who h s seen the array of 
little portraits S ck over a labourer' s 
firepl~ce •.. will pe haps feel wi th me 
that in counteractin the tendencies, 
social ànd .industrial whiqh every day 
are sappi'l1g the heal t ier family 
affections't- the sixpe y photograph is 
doing more for the poo than all the 
J?hilanthropists. in the orld. ' 
Lquoted in Scharf 1974: 331; elipse in the source 
quoted] '" . 

\ 

ring this' SaIne period one \oJ the effects of' the itdustrial 

era . n the' c i ties or England wa 
. . 

the destruction of tradi-

\ tional~a.rchi tecture. In 1875 Lond pnotographers set to 
\ "~ 
work, . saI v'à,.Q'ing .old ,bui,ldings about· to be tom down by , 

\ "( \ 

p~èserving\th'è im~g~s and, at the sarne time,:hopÎl1g tG) 
\ 

pres'erve a vani hing era:- by fo~ding' the Society for 
\ l ". • • 

Photogx:-aphing Re ics Of) Old London, [Buckl~nd 1974: 28J. 
1 

ers w re' workin:g ,ill. the United States at 

, this time 'rpr similar nds" ~estward expansi;n posed' a 
" l ' \ 

01 \threat to th~\ unspoile beauty of Am,erica' s natural 
\ \ 

\ . \ 
r~sources. Pho'tograph taken by William l!. Jackson in 

\ ' \ 
87'+ demonstratect\ the splendor of the Yellowstone area: 

'CO \t~ssmen, _ impre~ed by the images, ~assed ~egiSlation 
, ' . \ \ 
\~he- region th~ 'rirst nationâ,t park cre~~ed in the" 

\ 1'\ r' 
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.~ 

United States [Taft 1964: 302J. Some sixt Y years later, 

A~érican Photbgra~ers worked ~der the Farm Security­

Administration to hotograph sm~ll rural ~owns before they 
, 

" •• > vanished in the urban~industrial lândscape [Hurley 1972J'-
,1 , 

'1.1: J' ..... "\: ' • -. 

Their ~efforts d~d ~ot prevent change, but per~~~s did lend 

a sentimental value\ to a passing era. " 
\ . 
\. /. 

A similar an~ more recent effort, carried out f~om 
\ \ ~ , \f 

.~ 1970 to 1972 by photbgraphers Clara Gutsche and David 
1 ,,' ) 

& f 1-"'" ! 

Mill~r [1973J, was des~~ed to protest the demolition of 
\1' 4 1-

one àf Montreal's inne~ city areas.' Bot~.the photographq ' 
--- ...... 

an~ the process of phd~og+aphing were done ih the hope of ~ 
( \ 1 ~ , 

, l '. 1 

preventing ,change '-thro~gh q.I'9.using concern and action: 

, ,The proeess 0;'\ Pho~~baph'i~g 'the area" . 
reached as many people as did thè 
photographs themselves. A camera set 
up ,in front of ~ boarded~up house was an 
open invi tation\'to any passerby to start 
a conversation 'about what was happening 
to theaneighbourhood and'what ,could be 

" done about iot'. LGutsche and Miller 1973: 
endpiec e J \ ' 

\ 
1 \ 

Perh~ps tnevitably, the CO\:urti~y was dism~tled and the 

-images alone remain. As almechanism for change .they / 
i 

failed; as a testament to ~he past, with the now'poignant_ 
1" > - \ ' 

ttitle "You Don'tl<now What!You've Got 'Til It's Gonel~, they 
\ l . 

'---.,~ttest to -the frustrations i of coping wi th power and cha~gé • 

., As seen in th~ exaffitles ~bove, photographlc work/ 
, 1 

as a part of the Documéntary aims for a combination ot 

., ,,' "1 information L~about thihgs ~ a:n~ the evocation of their 

l~' ~ 
! » 
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true nature; a fusion of factual and emotionâl impact. 

As such, the image' se'eks the i.nvblvement of the viewer in 

an act of transference o! feeljngs from the photographer 

to the viewer, now vicarious participant. Dorothea Lange, 
" 

who worked for tpis goal, explains it as follows: 

Whether of a board fenc'e, an eggshell, 
, a mountain peak or a broken 9h~reçro~p,er, 

the ••. photograph first asks, tnen answers, 
two questions: ,ur s that "my world?' What, 
if not, has that world to do with mine?" 
[quoted in Lyons' 1966: 70J . 

Lange' s 'sentiments were j;i vel?- concrete form wi th the 

cre~tion, of the Internation~l Fund for Concerned Photography" 

Incorporat,ed t in 1966. This organization is designed to 

foster the 'aGtivist' role of photography in çontemporary 
, 

society. Its founder and director, photographer Comell 
-' 

Capa, has set its g@als as fQllows: 

To promote and sponsor the use of 
photography as a medium for revealing 
the human condition, commenting on the 

,0 events on our time, and impr'oving : ' 
understanding among people. [Capa 1~72: 
endpieceJ 

This is enuriciated even more strongly in an affirmation of 

1 a quote the Iep has used fr'om photographer W. Eugene Smith: 

my camera, ·rny intentions stopped no man 
from falling. Nor did the y aid him after 
he had fallen. It dould be said that ' 
p~otographs be damned for they bound no 
'wounds. Yet, l reasohed, if my photographs 
could cause compassionat~ horror within the 

~ viewer, they'might also prod the conscience 
" of that viewer into taking à,ction. 

" [quote~?,Cap~ 19721 Pr~faceJ 

/ 
-, 

; 
~ 

t 
i 
.; 

1 
:Î 
4 
" ç 

'1 
, 

, 
r 



, i 

1 

1 
•• ' 1 

Towards what ,subJects would Smith have us', the 

viewers, direct our attention? The photographers have 

overwhelmi~gly chosèn the poor and/or culturally different 

as objects for "compassiona,t~ horror.'" Both are equally 
, 

removed, as 'pthers,' from the experiential world of t~e 
; 

~h~tOgraPher,and.hiS de8i~a~ed aUd~ence, TranSformed\, 

into aesthetic objects they are no longer 'socially r~aQ' 

but, rather, the creations of photographie imagery and 

authority. They are shaped by the 'cultural categories 

whieh determine who is appropriate for aesthetic transfor-
" mation and who is, to perform this mediating function. 

, 

. \ 

.In this selection of content, yhe doeumentary / 

photographers make deliberate choices about what are to 

be made soeially significant facts. These choices determ~ne ,.-. 
what is ta be made socially significant and thus ,what is 

to bè made visually significant. Those who become 'visib~e' 

in this sense qecome, by the sarne stroke, aesthetic 

phenomena, ,As stott comments on th~ effect from the 1930's 

onwards, of W~lker Evans' im~ges of the poor of America: 

It fs not ':too much to say' that for many 
educated viewers of his time, Evans has 
made the lives of the lo~r élasses 
aesthetically respectable (which is 
full re'spectabili ty these ,days, sa highly 

. do we value "art"). [19731 217J 
. / 

t' 

The-respectability of which Stott speaks is thà~ abstract 

kind felt in the pres~~ce of art whicn, in turn, drives 

the content towards a peculiar, aesthetic invisibility. 
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Yet the determination to make the poot, the oppressed, 
,ail ,,' 0 t 

the culturally different~tyisible' through the photographie 

o image persists and J'las forequently been rationalize'd by 
, 

cormnentators. For s'orne, these subjects are seen as having 

sorne e~entially human quali tie.s which others ('we' ~ have 

lOij,?t.:-- _, 

the poor, the primitive, the young ... 
are the natural heroès of'photography; 

'\ aIl others have learned too much . 
disguise. [Stott 1973: 275J 

D 

Tnis ~ind of primitivist commentar~ sees simplicity'as a 

hÙman virtue and life (or particular lives, from a safe 

distance) as art: 
" , 

.. 
'.(~' Whereas_ the prosperous attéh'tlai;e their 

,v ,~_ .t: selfhood through many possessions and 

" 

-';' 

roles, the poor condense theirs in a 
few. Their world and ~"I{erything in i.t 
bespeaks them, symboli21ês them: It is 
entirely a work of art. [stptt 1973: 275J 

A second line of commentary essentially rationalizes 

the photographers' ch6ice of s~bject matter as a technical 

problem,of access: 
, ; 

But most of the people, adults and 
children, photographed on the streets ,'~f:, 
of strange cities, are poor. For it is 
prevailingly the poor of the world who 
gather on doorsteps, in parks, and on 
public beaches. They ~ack space indoors 
and have no gardens where their children' 
can play safely under the trees. They 
lack walls to'- shut the stran~er out of 
th~ir lives. 1 [~ead 19~51 11J 

Acce'ss is t needless to _ say, a fundamental issue for the 
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photographer. You cannot photograph except by 'being 

there.· The truth about access, however, probably lies 

, more in the fè.ct that the poor have li ttle power over who 
• 

, ' 
invades their environment. They have, historically, been 

upable ta control rights of interpretation over their own 

11ves. 

Photographers, as represerltatives of the dQminant 
1 1 _/ 

,culture or society, have been designated as interpreters 

of auch lives. From this position, they,wield~the power 

to ~-cre,ate the reali ty before the lens: 

• 

To photograph people' i8 ta vialate them, 
by seeing them as they,-have never seen . 
themselves, by having knowledge of them 
they can never have. Ta ph6tograph is to 
turn people into objects tnat can be 
symbolically possessed. [Sontag 1973: 61J 

Particularly in .pfiotographing the poor and the cul turally 

different, the authority which ~he phot0graphers hold 

should not be underestimated. They possess the . 'camera 

knowledge' w)lich their sUbjects do not. They know and 

control the ultimate image which will be created, its 

manner ~f presentation ,'and i ts d~stination.'._ 
" 

In this regard, as functionaries of,their culture~ 

.they may enact a ki,nd of 'ae~theti~- imperial~sm': 

i 
the'camera is the ideal arm of con­
sciousness,in its acquisitive mood. 

To phoiograph is to appropriate the 
.tning photographed. It means putting , 

.' 
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oneself in a certain, relation to the 
world that feels like knQwledge -
and therefore, like power,' [Sontag 1973: 59J 

In transforming their subje~t~ into aesthetic objects, 

photography is cond'i tioned by t1!-e eul tural rules and 
... 

categories which prescribe who is 'eligible' for aesthetic 
. ... 

transformation, 
- , ' 

As suggested earlier, these are over- 1 

vrhelmingly those who are relati vely powerless. By mediating 

such people into ~he aesthetic domain, p~otography reflects 

and in turn reinforces the marginal position of the peor 

and the culturally different in relation to the cultural 

structures which control their lives. In docume~\i~g 

their lives, photograp~y 'serves to entrench them in their 

marginality. Distanced in'this manner, they may elicit 

\ ' nostalgia, compassion or reverence, but pose no threat 

.~ /~~to bring about change in the established arder. 
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. 
Introguction 

Primitivism is presented here as the third model 
" 

for photographie work and, it is argued, the dominant 
, . 

framework for strueturing the creation and perception of 

photographie imagery. As indicated in the preceedihg 

èhapters, the attributes' of Primi:tivismalso appearl, and 
" 1 

-often dominate 1 .wi thin the frameworkE? of Realism ar:f the 

Documentary. Bec~use of the central role given to 1 

Primi ti vism in this analysis, this chapter will eXIlSnd'", . 
on -·the wor~ing's of this model t'a includè adlscuss~on of' 

, l' 

its an,bropologie?l function of creating theses n the 

<natj'e. of man a.t;ld~?~lture thro.ugh th.e image. _ his will­

serve to retu? te the, idea of 'the n~cessary/ elation~~ 
, " / 

of aesthetic a~tivity to other ~ctivities at the ideâtioRal 
- .. ' .. / , 

level of cu~ture, anü to the 'extra-aesthe ~c' d~menslon, 

o~ aesthetic c~eati~ns which functions conce;4 with 
, -. \ 

other cultural phenomena. 1 • 

The c onclus~ 

will the~ fo~ow from thes~ remarks. 
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The Nature of Prirnitivisrn 

The "Prirnitivist Assurnption" is pre~ented here as 

the dominant m6del in ph~iographic hi~tory: Robert... 

Goldwater's pioneering study Primitivisrn 'in Modern Art 
" - ---:-- --

[1967J sets down the nature and history of 'this trans-

form.ing framewor:k. 

o 

Goldwater's study is ,an inquiry into the absorption 

of "primi tive ar~1I \into Western Europe in the late 1800's 
\ 

and its subsequept influence on her ~rtists duringnth~ , ' 

nineteenth and twentieth centuries. ï€t Goldwater rnakes 

it clear that Prirnitivism is not ~o be taken on~y as the 
, 

nam'e fop a ."particular period or school in the history of 
" 

painting" [1967: xxiv]. Rather, it is a more gene~alizable 

atti tu de or ideology which affects cultural and aesthe'tic 
, 1 • 

phenomena., \ Goldwater demonstrates how objects are 

rnetamorphosed into ooth a material realm and an id~ological 
, 

domain. The artifacts ff~~mall-sca~e societïes'which 
,. r" .. g 0 

found their way to West~rn Èurop~ during the ~ineteenth ' 

and early twentleth centuties were subject to a pa,rticular ' 

kind of idealization. 
\'il 

'Post-Da'rwinian Europ~an tho~ght had bec orne obsessed 
./ 

\ 
, 

• , 
with a desire for the knowledge of origins, and a search 

.-
for both the nature and essence oi' ~volutioon.' This took 

1 
Europeans tp other ~ontinents and.other cultures to find \ 

e' 
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, 
the secrets of 

,., " b \ " 
man s purer e lng" now corrupted in modern 

society. If one could not go backwards in time, there ' 

was the option of going 'bac~wards' acros~ltutal distan~e 

·tnrough the study of non-European p~oples~~d ~heir 

artifacts. In "the specific time period Goldwater .analyzes 1 
, 0 

ethnolo,gists and aes-theticians formed~ the vanguard of' this', 

movement .[Goldwater 1967: 15-43J. 

The ethnologist Leo Frobenius exemplified this 

cotlll'lli tment to retrieve the past wh'en he travelled to 

Africa in the, tir·st. decade of the twentieth c·entur~. His 

profe~sed aim'tas "ta assert the value of indigenous \ 

. Bl~Ck Africa~ ~lulture" [Ita 1973: 311J. ,What he in "fact, 

constructed was a bi-polar typology of African societiès 
, ~ . 

~hat reflerted, ~rtd was equated Vii th, German versus', An~lo-

Saxon and French "world views. As Ita remarks, .his schema 
\ 

"has more to do with European romantic tradition than 
-

wi th empirical, observation in Africa l' [1973: 326J. Th'e 

samj. ~ias 'appears in Frobenius 1 studies of ~frican sculpture 

where he exhibi ts what Goldwater rath'er tactfully ~alls 

"exti'a-ethnological,- bias" [Goldwater 1997:-"30J.: Ç}oldwater 
. 

explains 1 

T1teç~ater work dt Leo Froberi~us is a more \ 
str'5-D(.\.hg example\ of the idealization .of the 
ar~.~t primitive man. " Before the turn of 
~&' cêntury he' had been among the sf'irst to 
&tudy primitive, par~icularly Afr~pàn, 
sculpture .... But his later, wi~r~ranging 
theories, which make an explici~ connection 
between' ~ri~itive:and mOd.e~ art, :~le an 
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economié and PO~itica~ as ,weIl as an 
aesthetic motivation .. 1,', Frobenius discovers 
a direct connection between the Faustian 
and the African so~l .. ,'. Only in Parsifal 
and(in the Nigerland ~pics is there the 
con~eption of the ~ate-conquering indiviqual; 
only the Occidental h4s the idea of the 

,character-development lof 'the individual who 
rises above the mater~al forces around him. 

1 [Goldwater 1967: 29J 

., 

F b ·· t "f f' . l ro en,us h~mself s ates the value 0 Afr~ca as a pr~meva 
l ' 

> sourc'e and justification f~r G,krman ideals and aspirations: 

AlI [the work of the Ori~ntJ wae essentially, 
akin to the feminïne French, but has' been 

, for us' Germans',' in every period of our 
expandi~g strength, the expression of an 
Orientàl lethargy, , How different our 
relàtlcn to this giant Africa! Our youth 
demands nature. The rediscovery of the 
oldest simple ties ,wi th nature, a return 
to naturalness. Art calls for simplification. 

[quoted iri Goldwater.1967: 29J ! 
1 

/ ' 
Frobenius, mel7ltioned here as an example ,of his time" 

/ 
\ 1 

used he empirical ~orld of persons and things, or t'he 
.. ' 1 

g~ f 'scientifid, research; to gain a knowledge of' 
1 

• l ' 

somet ~ng b~yond phem. As Goldwater explains, E~rope, 

espec ~lly in th,/ person of her artists and ethnologists, 

was ee~ing so~ kind of purity, simplicity and a-~istorical, , 
, ! \ 

salism :ojhuman nature, history ~d experîence, 

THIS ONSTITUTEk THE PRIMITIVIST ASSUMPTION, It is a 
/ 1 . 

value jud'gement, an ideological st8.n~.;an~, most importantly, 
1 -

an at itude oB the viewer rather than à qüatlty,of' the 

objec it~lfl It is th~ world observed:through a 

ually s~lf-reflecting mirror. And, in the case of 

." 1 
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1 

Frobenius, the image thùs secured is constructed so as to 

\serve as an es~ential or universal source and a vindication 
l , 

for the 'present,. The contradiction is both inherent and 

obvious. 

Primitivism is a quality of attribution, which 'seeks 

out its subject in the form of both people 'and th~~~s. 
, 

, Culturally, distant objects and experiences, displaced 

from their specifie' cul tu~al and exi,stèntial eontext, are 
\ . 

transformed into foun symbols, "of un'iversal reference" 

[Goldwater 1967: 261J. Goldwater desctibe~ ~ow the 

Primitivist Assumption grew out of the Éuropean frame of 
, , , 

referenee and, in turn, transformed 'its'source of material. 
1 

"The' -European percepti'on the reali ty of the situation 

ran as follows: 

"after seveFal c nttlrl~s of denigration 
and destruction, Euro~ean civllization is 
finally coming to an'appreciation of non­
European culture. loday, when there is 
hardly anything eft to destroy, we begin 
to doubt our own s'oulless ci vilization, and 
to realize "that we have lost what the 
primitive people, for so long despised, 
posses'sed te the highest 'degree: a world­
view which enclos~s mankind and the AlI in 
a deeply felt uni y" [Goldwater 1967: 39l 

The perceived qua ity of 1prtmitive;I li.fe was 'li]{e-
.. ,l \ 

, wise ,attributed to i ts prod ets. The Pr~mi ti vist A9s]liiip~ion 

was conceived by societies q~ the search for essences, for 
,1 ::r 

the 'commop denominators of"h'uma~ nature and experience. ' 

Its consequences should appear obviouSI 
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T lS lS the assumptlon that externals, _ 
wH ther those of a s~cial or cultural group, 
of 'ndivioual psychology, or of the physical 
wor d, are intr~cate and complicated and 
~s s ch not desirable. r,t is the 'assumption 
that ny reaching under th~ surface, if 
only i is carried far enough ~nd proceeâs 
accordi g to the proper methQd, will r~veal 
somethin "simple" and basic which, because 
of its ve~y ~undamentality and simplicity, 
will be mo~e emotionally compélling than 
the superfi\ial variations of' the' surface; 
and finally i;hat the quali ttes of s'implic i ty 
and basicness\are things to be valued in and 
for themselves\ In other words, it i8 the 
assumption thit\ the further one gO'8S back ..;.... 
historically, psychological1y, or aesthetically 

the simpler things become; and that 
because they are simp'ler they are more 

.' profound, more important, and more valuable. 
'''' , ' [Goldwater 1967: 251J 

What Primitivism demand~ is the effacement of any 

specific cultural and hist,orica:l identi ty 'on the part of 

its- suQject. It may appear that we have now reached t,he
t
, 

J, 

complete contradiction of Realism, but this is not so, . 
Pr'imitivism, in a real- sense, is ,the logical partner ta 

the philosophical tenants 'he Id by Rearism. At heart, both 

are' products of the interface of scientism and id'ealism. 

In th~ir explicit ideology they are coming from oppo$ite 
\ 

poles, yet they both work along the same continuum. 
, 

Realism re jects tradi tional metaphysical 'schema and embraces 

the scientific Ideal in a search for 'factual' truth. 
. 

Primitivism mistrusts rationality and searches for 
, , 
" 

intuitive t~ths,and peTceived essences. Realism creates 

a world based on the sheer weight' of appea ... rances , thro,/h 

- , 

'e 

'/ ' 
1 



1 

-

, \ 

"\' 

1 \ 

, \-

.' () 

81 

• ..!... 

in has called "p en~meDQ1~~ioal- trabsë-rI:pti-~n" what 

-~rimitivism ab ores the sp~ific and deletes 

aIl possi le reference ta the c creteness of its found 

world. .y tJ. as we have already se • the actua:!: WO~k~ng 
out of Rea~ism led \0 a new ~yth to t ke thecplace of the 

discarde metaphysics. ~cientism and e~~icism pro~ided 
, ~ 

\ 

a basis or a new faith, an undefiled vision di the 

.;. ... ~ ... :otentia~ digni ty of man. A simple and essential~\ision. 
, . [ \' \ 

And Primi ti vîsm, while outwardly searching for ba,siq 

truths abo,ut human experience and ,disparaging 9'ver modern 
- 1 

society, grew out of and employed the aims anr methods 

of the sciences. Th~se ipclude the use of ?1-thè-scene-

~ccounts: of "primitive" peoples (the empiri method) 1 

in the fashion of ethnological fieldwork, d an im.ftat5..on 
, . / 

\ . and at tfmes' distortion ol the work of the evolutionists. 

Primitivism, ~t is argued, averri es and abso~bs / 
the models provided for photography in alism and the. 

J " 

'Documenrary, Briefly, the reasans for (nis effe~~ can be 

gi ven ,~s follows: 1) Primi ti vism to best reflect 
J , 

the co di~ians ~nd contradictions era; and 
, 

2) Pr'mitivism most fully contains th promise of art and 

aesth t~c experience. 'i t intellect-ually 

and satisfying; the it desirable. 
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Primi tivism and Photography 

, 
Primitivism in photography needs te be approached 

f 
\ <-, 

rom the understanding'that the photograph1c image has 

been coveted as a mean~ of revealing·the unseen world of 

~ssences which lies beneath the surface of observable 

re~lity. Fro~ within this perspective photo~apher Edward 

Weston describes·the powers which haye been so highly 

valued by both the photographer and his audience: 

. 
The photogr~pher's power lies in his 
ability to re~create his subject in terms 
of its basic reality, and. present this 
re-creation in such a form that the 
spectator feels that he is seeing not 
just a symbo for the object, but the 
thing Uself reVèaled for the first time. 
Guided by t e photographer's selective 
understandi g, the penetrating power of 
the camera eye can be used to produce a 
heightened sense of realit~ -- a kind 
of s~per- ealism that reveals the vital 
essende 0 things. [quoted in Lyons 1966~ 154J: 

, 
This belie in the abili~y of the camera to reveal 

(; 1. 
the 'essence' of,things is more a reflection of our own 

l " 
desire to see id the image a revelation (instantly pfoduced 

, 
1 

and instantly informing) about the nature of thing~. Or, 

put another- way, we will 'recognize' in the work a schema, 
, , 

or patterned representation of reality, which we have 
l , 

invoked to derive mean~ng from the image. As Sekula ha~ 
, Cl 1 .. 

1 

pointed out, mea~ng!is not derived from the photograph 
l' 

i tself, but from ,a core of cul turally determined c'ondi tions 
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hav called the models of mediation, or the frameworks 

,. , 

~andi,pr'eSUPPOSitions/ [1975: ':37J j The la,tt;r fOrIn ~hat 1-" 

thro gh Wh;Ch the Photo~raPher construets t~é i~age and "7 J" 

~ 

the ~iewer percei ves meaning and motive in 'the photograph. 'J, 

When images. are eonstructed from wi thin the Primitivist 

Assumption, the viewer is directed towà~"ds the 'recogI'lÎ tion 
, ! 1 

of 'essences.' Photog;,raphy has worked t? achieve this 
(' . 

goal by creating and structuring images which would evoke 

in the viewer sorne familiar awaren'ess of t:he 'essence' of 

the~ sUbject. 

It can be seen," for 
1 \ 

example,\that even in yhotography's 

drive to Realism this need to ,perfo~ a more profound and 

more idealized function cpnstantly intrudes. When photo­

graphs firs~ became avàilable as a,means of portraiture, 
l 

their abili t! to capture the 'truf person in th~ surface" 
• • 1 ~ 

" , / 

, sense of the term - wariis, - wrÎiruües and aIl - was lauded. 

Yet the nineteent~-c:tff>ury Phéto~rapher knew that" suèh , . , 

',truthfullness' had ta be countyracted, or mediated. In 

effect, reality would be trans~~rmed into art. These early 
.' i 

portrai ts were taken in l1ighly! a~~ificial and idealized 

studio settings and, later, the imagés themselves were, ' 
• ! 

1 

pla.ced "~n deliberately elaborate qorexts: 

jewelry, chinaware, etc. As Braive notes1 

frames, fans, 

"Our ancestors 

clearly preferred their realism in an ornate setting" 
\ . ' , 

[1966: 41J. Re-established as art objeets, the photographie 

image takes on the truth wh~Ch is ascribed to art. It 
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be~omes pe~anent and valuable rather than trapsitory and· 

commonp'lac.e. ft connotes the inner (essential) truth of 
q / 

art rathér than the outer (empirical) truth of scienc~ 

[ëT:-Sekula 1975: 45J. 

f. • • 

Th~s stra1n~ng of the photograph to reveal essences' 

is at- th'e sarne time i ts drive towards the esthetic domain., 

As aesthe-tic objeèts, image~ are :thought to retrieve 

" " _.~; people from the reali ties of time and circumstanoe. !t is 

- also'-here that they perforrn a redempi;i ve func'ti on. Judith 
, , 

Mara Gutman's commentary on the photographs of Lewis Hine 

shows how the people who stoôd before' his., camera early 

in this centl,try face us now as aesthetic obj eets. T'h~y 

are, re'deemed from the past and are recorstituted', by u,~_ ... 
: / 

, ' in the more' perfect form charaeteristic of essences: a'rt. 

[-

,. 
1 

These people exist today; and that existence 
overshadows their revèlation of the past, 
though they "documen't" the past, they live 
in the present. And though they grew qut 
of an historie reality, the y produce an 
aesthetic 'reality. They have beeome 
timelès? "and uni.versal and produee infini te 
realities that exist beyond particular 
moments in time." [Gutman 1967: 16J 1 
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Primitivism, Photography and Culture 

The Primitivist Assumption can be traced as a 

dominant framework for structuring reality in social' 

documentary photography. Among the earlies~ images are 
< 

\ 

those of peopl~ eultur%lly"dista~t. Despite the cumbersome 

equipment of early photography, and t~e .hazards and hard­

s~ips of working in foreign loeals, photographers sought' 

to document and capture through the image the face of 

humanity. 
, 

During the 1840's and 1&5P's photographs takèn in 

Sgot.land, Franc,e and Egypt served to benefit: the "armchair 
, 

toul\ists" [Braive 1'966: 211J. These,earlYPhotorgraPhS,' 

serv~d other purposes as weIl. As for the painter William . ' 

James Muller, photography proved a better instrument, for 

capturing the exoticism o,fa foreign' s'ociety: 

\ 

In 1839' in Cairo he [Mul'1erJ descri bed 
the multitudinous street scenes of the 
city with the utility of the new ~nvention 
[phot-ography J in mind. 'Let ,us imagine • 
the ~oor artist,' he said, 'with his 
feel:tngs of énthusia.sm pr:'operl,y kindled, . 

,in such a crowd, and anxious to sketcn. -
POQr devill l pi ty him. ' He longs for. 
sorne photogenic process to fix the scene 
before him, , [Scharf 1974:' 80J . 

fhe follow1ng quote, while written 
• i. 

some 1]0 years after 
, " 

Muller confronted Cairo, describes , . a similar feeling.and 

" a similar gratitude for the abi1ity of the camera ~o 
, tri .. 

transform chaos into order and to provide 'distance' from 

, , 
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the subject: 

, '\... 
'The c omp 1 exit y of modern urban visual 
phenomena does not lend 'i ts'elf to ,the 
self-absorbed contemplation of an artist 
before his subjeet wi th pencil and paper, 
The càmera. ls a useful tool in recording, 
visual phenomena under trying circumstances. 

. [Monte 19701 12J 
, ( '! 

While the perception .<ff- chaos or complexi ty may 

,alter wi th changing times and circumstances, the general 
!' 

neèd ta Itfix t~e seene" has been a constant if nét basic 

feature of photography. In aChieving this end the dynamic 

quali ty of ongoing eXperil?nce is oftlfln sacrificed; a 

virtually inevi table effect, however, of the still camera 1 

a synchronie mediu~. What,is not inevit'able is. the' ext€mt 

to which ph~tographers of tell chose to create an artificial 
" 1 

sense of 'fixedhess' by simplifyitig t~r~sübject. For' F, 

Lewis Hi~e, who ~~de~s+Ùi~ice',_ ~h simpi~;iC~tion is 

seen as a hi~her or~~ o~i ty, as,.in the ~rimi ti vis.t , 
a 

ot aesthetic mode L 

" Wlret~er i~ a painting or.photograph;, 
the <picture is a symbpl that brings one 
immediately into close itouch wi th reali ty 

," ••• In fact, i~t is ofte~ I1).ore effective 
than the reali ty would have been, because, 
in the pictur'e, the no -essential and 
conflicting interests ave been eliminated. 

v [,quot d in Gutman 1967: 19J 

~ 1 

SJ,lsan Soiitag has wrl tten of this tendency for 1 

, 
[ 

1 

1 , , 

(" , 1 

si~plification in~ twentieth cen ury photography, and her 

analysis holds equally weIl for the 1800 f s'~ She sees i ts-
1 ~ r 
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1 gQal as the creation of a "spurious unit y, " :and its 

l'loti vations growing o~t of mqre complex cultural fàctors. 
\, 

: . 

.... .... 
Our ... use of photographie images not 

~ only (reflects but gi v.es shape to our own 
society, one unified by the denial of, 
c onflict. Our very notion of the world 
- the capitalist twentie-th centuryls 

, 1 ! 
"one world" - is like a photographie 
overvïew. The w;Or.;Ld ,is "one" not because 
i t is united b'l.ft 'beeause a tour of i ts 
diverse e ontents does not reveal eonfliet 
Dut only an even more astounding diversity . 
This spurious uni ty of the' world i8 !]lade 
more coherent when its contents are trans-

. 
.1 

, \. 

\ ! 

_" lated into images. Images are always 
, ' cq~p'atible, or ean. b~ made compa~ible, 

ev~n when the ~all t~es they dep~ct are 
note ESontag 1977: 30J ' r 0 

" , 
~;~ 1 f 

: The simplifica,tion 0f~ r~allty, the ~reatio~ qf a 

"spurious uni ty," and the symoolic or -aestheti; tI;'ansfor-
{, . 

,Înation of pèopl-es, and lives are ainong the èhief .eff~cts of . 
P-rimi ti vism. The works of the photographers ci ted, below 

achieve these ends ~d express the ideGlagy of the 
, , 

govèming framework. In so doing" they perform a proeess 
, •. l 

of 'metamorphosis - whieh le- at the, sarne time bath, aesthetic 
, ' " ~ 1 C 

1 ~ ( 6 ' 

,~d cultural - ,that marks the Primi ti vist .Assumption: 

.. t1 ..r 

',' ô l' , 
" . 

primi tivism tends to 'expand the m,eta hor 
To sum up, l. t: can perhaps be said th~' 

of art - by which is roeant" a well-d f1med 
obj ect-form wi th a 'definite, pree ise d, 
limi ted 'if intricate reference "- unt'l ' 
either by 'formaI simplification or '9sym~plic 
iconographie geneI'aliza~ion, or 'both, i ~"-, ' 
bècomes a symbol of uni versaI, reference, '- ~ 
and that this process is possible only oh 
-the basis of the primi ti'vist assumption ' .' 

, [Goldwater 1967: 260-261J 
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Many of the photographers who travelled the Western 
, 

frontier of the United States during the second half of the , 

nineteenth century ean be çalled-Primitivists in their 

, depQction of Native North Americans, The ~ctual dress of 

the Indians wa~ sometimes replaced, through the intervention 

of the photographer, with their more 'real' traditional 

garments, borrowed from museums or made to or~(r from old 

patterns if neeessary [Seherer 1975: 70J, To makê:their 
. 

subjects appear more exotie l and' henee more 'real,' 

photographers would sometimes paint ove,r the 9Iass negative 

to add body decoration in'th~ forro ~f p~int and' tatoos •. \ 
b 

What is demonstrated here on thé [Scherer 197~: ,73.!76J. 
\ 

part of photographerQ is the desire to portray something 

they have defined as ",Indianness" or, being 'really' Indian 

rather than the cul turaliy specifie world of the Pai'ute or , 

the Omaha, This would seem to di~play the Primitivist 

Assu~ption. The complexity of ~iving cultures is trans­

: formed into a more simple, uni versaI and ahistorical 

structure, that of the a~sthetie objects created by the 
.1 

PrJ.mi ti v1st Assumption. 

A paradigm of this mode of photography ean be seen 

in the aptly titled photographie essay ~-Family of Man 
.---h.-

\ 

[Steichen 1955J" 50) images t~ken .in 68 countries were, 

assembled for this exhibition, perhaps the most weIl known 
. 

and widely viewed of -any group of photographie images. 
/-

Edward Steichen; who formed the col.ection, e~lains its 

,-

-, 
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purpose: 

, 1 • 

It was conceived as a mirror of the 
universal elements and emotions in the 
everydayness of life -- as a mirror of 
the essential o~eness of mankind 
throughout the world. - , 

, [Steichen 1955: Introduction] 

The "everydayPess of life" and the wide range of Cbl.l tur'es 

shown in the imageB becQmes merely a foil for 'uncovering' 
, 

... 
'a 'more simple idea: - "the essentia+ oneness of mankind11 . - ' , 
Jaequès Barzun describes the quali~y of Primitivism ln The 

'F-amily of Man as follows: 
, '" 

. , 

Whatever is formed and consti tuted (the 
work 8eems to say), whatever is adult, 
whatever ~xer'ts power, whatever .is 
characteristically Western, what.ever is, 
unique or hàs a name, or embodies the 
complexi.ty of 'thought, is of less interest 
and worth than what is native, common, and 
sensual; what is weak and confused; what 
is unhappy, anonymous and elernental, 

[1967: 95J 

Motse' Peckham [1972/1973: 28J sees in Steichen' s 
, 

, -

c (') ... • 

," Y.làrk lia collection of , ~ , 
~ ____ ;;",o:;.;,._ication Human Digni ty" 

. 
'. ~ and,goes on to explain: 

The notions of' Human ights an'd Human 
Dignity clearly mark nlightenment 
mythology, still, the doWi ting rnythology 
of Western Europe 'and incr asingly of the , '. 
world, as a redemptlve myt ology, 

;,f' 
By re.uniting man in h1s 'common humanlty' photography beco~es 

something of a redemptive medium. Along these sarne lines 
, 1 

IIHumanism" i's a word which also signifies the presence of the 

, , 

',' 
.; 

~ 
" 
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Primitivist Assumption. Lewis Hine's images have been 

praised as lia timeless humanist art" in which he Il just 
,... • r 

came closer and closer to that humanist essence that binds , 

truth and beauty together" [Gutman 1967: 47,481. In COrnInon . 
to this class of images and commentary ia the perceived 

need to 'elevate' hùmffn experience oùt of the boundaries 

of (cultural) space and time. 

The elimination of cultural identi ties is also 1 

evident in the photo~raphic essaY,FamilY [1965J, one 01 

several collaborative works by photograp~er Ken Hyman and 

anthropologist Margaret Mead, Family contains images 
, 

from around the world, subdivided according to ~inship 

and social relations (e.g. mothers, friends), By chosing 

this strategy~ a universal schema~overshadows the par­

ticularity of culture. Mead's introduction provides 
-

tl'\e rationale .~or the' ideology behind the work and the 
., , 

choice of presentation: 
• 

Thes'e 'Pictures are held together by a 
way of ~oo~ing that has grown out of 
anthroporogy, a science in which aIl 
peoples, . however contrasting in -physiQue 
and culture, are seen as members of the 
same species, engaged in solving problems 
c ommon to humani ty. 

As in our bodies we share our humanity, 
so also through the family we have a 
common heritage. This heritage provides 
us wi th a cOmInon language t'hat survives 
and transcends aIl the diff~rences in 
linguistic form, social organization, 
religious belief, and political ideology 
th~t divide, men. And'as men must now 

. ' 

. " 
,l 
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irrevocably perish or survive together, 
the task of each family lS also the 
task of aIl. humani ty •. [Mead 1965: 10,11] 

Primitivis~ as an ideolo~ical framework has played'an 

important role in both anthropology and photography, and 
r 

when the two fields work together they c~eate a"visual 

statement which is explïci tly shaped and reinforced by a 

particular theory of culture; in thé casé at point,' the 
" 

one advanced by Mead. Ra~her than pointing out the'value· 

\ of the\ unique quali ties . of m~n' s âdaptatlon through culture, 

1 Mead and ~yman have chosen to emphasize the 'common' 
\ , 

features of human eXP7rience. This is a deliberate choice, 
. ~ . 

by photographer and anthr~polôgist, of the message they 

wish to convey ~o the yiewer. 

In struéturing the- content and impact of the ima~e 
, 

itself, c~oices are made-which again reinforce Primitivism 

as the governing framework. In both Family and'The Family 
J , 

.Qi Man images from various cul turee are juxtaposed aI].d/ . 
1 

thereby subordinated to a theme which directs the viewer 

to look for what is 'beneath' th~ variety of cultural and 

racial' diversi~y: the essential oneness of. Man. This is 
, ' 

reinforced by priRting the images according ta a uniform 

J l,format, of the same size, which furth~r imposes a sense . , 
of sameness, or, in Sontag's words, a "spurious unit y." , ... 
Both works also employ orle of the fundamental characteristics 

which drives the image towards Primitivism: 
~ 

--------------~ 
." 

mini~izing 

, ' 

.... 
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l, 

... . .,' capt101ung or verbal eXPlanati10n which would anchor 1;he 

ima~e in a specific'historical, cultur.al and hence l~ving 
\' 

contexte ~s in the ideolagy of the Rèalists, things are 

to be ,shown rather than explainèd; the essential, truth 
. 

being seen as somehow self-evident. Without verbal 

brec·Ùves 1 the~i~age, especially with'the passage' of time, 

\ bec ornes a gener:alize9, p.resence and even more open to the . 
readirigs of changing ideology' an9. perception [see Keim 

, 

1963: 31J. Taken together, these elements comb.ine to 

produce the ae~thetic quality of such im~ges. They l~k~-
, '1. '-

wise create' an anthropological framework, an interpretation. 
,o· 

of the 'nature of man and culture, for the viewer. In the 
" 

final two photographic lworks ta be discussed, this con­

vergen~e and co~plimentarity of tqe aesthetid and the 

cultural within the framework of Primitivism cornes. through 

forcefully. 
• 

~~' 100th Street,[1970] is a collection of Bruce 

Davidson's im~ges of one street in Spanish Harlem, New 

York City. .In 'this serie~' of mo:::-e· than 12b .. photogrc;phs 

the viewer is presented with the me~, women and 'children .. 
, . 

of the community: gathered at storefronts, sitting in . , ' 
, 

rubble-strewn vacant Ilots, peering from behind the wire- ' 
'" 

·enclo~ed ~indows of, their apartments, and, in a recurring 
1 

imag~., lying on beds in darkened een 
, 

làuded as III~xtra.ordinary" ima streœt;h lies in 

. \ 
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, their' abili tj' to translate """\'( experienee" in~o "e!q,erien~e 
""""'t, ~ .. éJ '1 

expressed as a:rt~' [Kramer 19701 45; "see supra,.~.27]. 
c: ~ l ' 

The transforrnatiOl1. of experienc\e, into the aesthe\tic domain 
1 
1 

is unmistakable here, as is the peculiar represe~tation 

of h~man and cultural.experience. What is questionable 'is 
, , 

whether, or not this is to be approved of and ,soug t after . 

. ' 
These are a series of highly f0rmal~zed es, 

carefùlly ~d ~eliberately composed, where the ernp~asis 
~ \ ! \ 

i's on the formaI properties of tonali ty, texture an~ 
\ 

, composition which is further ~eightened by the USB df high-
~ \ 

gloss papér and meticulo~s control over printing quafity. 

1 Most"i~ages are rêndered darkly, and the viewe~must \sorne­

tirnes strain to make out the ~igues in the fr~e. Datidson 

has refused to comment on the reason for photographing 
1 

1 1 

black and dark-skinned people in such a manner, 1 In one 

cornrnentator's view, Davidson's use of darkness is seen as 

representati ve of an aesthetic deri ved from "historically 

and psychologically deterrnined symbolism" 

which equates darkness and,mystery with 
insight and profundity. The extolling of 
darkness rnirrors cd vilized man' s attempt} 
to escape from over-reason by returning t 

to the'? depths of âboriginal 'knowledge and 
primordiM fecundi ty.... ,It also indicates _" 
man t'a fa~ination wi th the forbidden, hi 
reâching for the distant and shadowy piaces p 

of the world ancf self where perhaps the . 
real power lies. [Green 1971: n.p.] , 

, , 
These words are not meant to speak for Dav~qson himself, 

. . 
but they are a val~d statement ôf\the ideology o~ 

, . 
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photography' s ci-itie s who are equal1.y part- of the é:\.e~thetDic .. 
pl ------"', • 

network.· Taken as they are, the images themselves e9uld 

impl~ sueh a e ommentary as. weJ.:l. 

< 

Davidson's photographs are present~d without any 

" verbal eomment~ry whatsoever, in his desire to ,have the 

images "be silènt and ti~eless" [Personal C-ommuniea-tion, 

1972J. An analysis of the content of the images would ' 
t~' . ,\ 
. teinforce Whft we are led to see by' their Iformal properties: 

that the ltves of the people closes in upon itself." It is 
--as if there were ~o passage of time; no action in space·, 

No sense that this is a street in the midst of a city of 

eight million whose inhabi tants work, ride the 'subway, , 

, have outside' c.ontacts and are part of a larger s~ciety. 
1 

We are presented with a model of culture and commun,ity 

whi'9h we é~n calI 'closed,l: hermetically sea1ed and 

suspended in time. 

Aehieving thi~ end is not fortuitous; it is the 

result of the photographer's choices and intentions, For 

Davidson was not lookin~ to document a particular way of 

\ life, but his vision of life i tself. From the 'raw 
, ' 

material' which tMs commun'ity provided,- he saw'himself 
, 

as trans;forming i t in'to "cne man' s visi on of what was , , 
formerly a ,blank place" [Personal Communication, 1~72]. 

, 
In s,peaking of "East 10Qth street, Davidsor1 says: 

The fact i~ that this is where life is 
,left ln America •••• Sometimes when l drive 

, " 

1 -, 
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0
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from East Harlem' to ~idtown', 
kind .of clepression. ~SQ. many 
many walls. [Davidsqn, with 

l go into a 
masks" so 
Simon 19l69: T;l.p.] 

1 

" 

As :6àvidson has arrru:ged it, th,!3 'mask' of culture.'is 
/ 

some 
1 

1 

indeed one that his subJects.n~ longer wear. Eor 
~ (1 0 

, 1 

this is in fact an admirable ccnditionl 
, 1 ~ 6 

Urban reali ty and cultural fail\1.re l)ave ---1 
: - strtpped them of' the veneers -of luxury 1 ' 

and the ~rappings' of sopiety. They have 
been pared down to theïr essential 
humanity. [Green 1971: n.p.] 

! 
1 

1 

! 

What ci~ signific'ant about this statement is that i i i8 
1, 

not, ~ commentary ,on the images but on the people tl1emselvesl 
1 

Such is the power of th~ image to transform reali ty i tself. 

~ In Davldson's case we have the expression o~ a 
1 

f?ense of nostalgia for somerthing 'lost '" and a seardhing 
Î 
1 

for something 'real:' For him, it was a relatively short , ' 
! ' 

journey. in .space and time - perhaps fourteen city:blocks 
\ ! , 

and a t'rip cross-toWn from his apartI1).ent in New York Ci t:y 
, l' 

'tb reach East 100th street. Irving Penn, in c,ontr:rs,t, 
i 

tra~elled tho;,ndS 

1 Photogra her 
1 

• 
of peoples from fi ve 

of Jlliles ~n seach o:e. hi's 'primttives.· 

, ' 

, 
1 
1 

Irving Penn has collected his images 
1 

continents into 
} 

a book wi th t{le 
i 

,unusual title Worlds In ! Small Room [1974J. The J'worlds" 
1 . 

include those of the peoples, of Peru, New Guinea, 

,Cal'hero~ns, Morocco/ Ne~ York City and Paris .. AlI 

, indeed beèn g~ther?d int~ a "small room" - that 
~ 
1 

!the. 
1 
1 
have.! 
1 
J 

~f the 
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p.hotographer' s· studio, us.ually a specially designed 

pq~table, studio which Penn has carried on his travels. 

In each location, people are asked .t@ step 'from their 

world .into the world of thé photographer. For Penn this 
o 

o 

was the realization. of a long-standing dream: 

1 1 , , 
l would often find myself daydreaming of 
being mysteriously depo~i ted (wi th my 
ideal north-light studio) among the 
disappearing aborigines in remote parts 
of the earth. These rem~rkable .strangers 
would come to me and piace themse:J.ves in 
front of my camera, and in this clear 
north sky light Il would make rec ords of 
thei,r physical presence. 0 The pic:tures 
would survive us both, and at least to 
that 'extent something of theÏi' already 
dissolving cultures would be preserved 
forever.' ~ [1974: 7-8J .' . 

. 
With 'his own st~dio, Penn cOllld undoubtedly exercize 

great~r aesthetic cont:r:ol o~er his images in terms of 

perfecting light cond,itions; he could also work in 
1 

relati vely familiar surroundings. The Ireal. significance . ' 

of the s~tting wi thin his studio for the viewer, ho\'(ever, 
, '1 • 

is that it provides the ul~imate 'frame'! for h~ images. 

It fôrms a perspective" a boundary, and "a context which 
( " 

Whether a 'New York 
. 

,unifies and circumscri bes aIl content. 

City policeman, a New Guine~ warrior, a Parisian ~astry 

cook or a ,Berber shepherdess,. aIl, are seen in the sarne 

setting. ,The setting here is physical and visual, but its 
1 

\ 

implications for rendering the cult~ral lives of the subjects 
" 

, 
are profound. Penn himself defines hiS', ob jecti ves both in 

Il 
" 0 1 

\ ~ 

" 

.. 
1 
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(, 

terms of aesthetic presentation and cultural representation: 
« 

,.., 

l'h~ve tried to find univers~~ and timeless J 

qualities ... rather than to rebord accidentaI 
or transitory situations. < At the sruie 
time, l am always sustained by the awareness. 
of the documentary and·historical value of 
these records •.• because7,tomorrow or next 
year much of what l pho~ographed will be 
changed or gone forever. 

[quoted in Time-Life Eds. 1971: 98J 

P~nn' s repeated eoncern for 'the docurnentary or 

ethnographie value of~is ~ork is in striking eontrast to 
-..... " 

the unequivocal and unabash~dly aesthe~ic ?uality of the 
, . 

'images themselves. 1 The images are hauntingly beautiful, 
, 

exudini an aloofness, a timelessne~s and a sense of" 

isolation in space. The sUbjects' posture has been care­

fully arranged, many of them in th~f the 'Vogue 
~ , 

y " 

- fashion photos which Penn has spent mueh of his car'eer 
, \ 

creating. From my own e.xperience, l 'Zld suggest ~Ihat 
, \ 

an anthropologist looking at these iM es would, find\ 

something instantly 'wron~' --::~~ethi}:1g disso~ant~ \ 

something out/of whaék. A s'econd look would indicate \ 

tltat it is the 'body ,language' of the subjects which ~'es ' 
\ ' 

qn no' (cul tura~') sense. An artificial aesthetic impose,d 
.,10 • l 

• .. • 0 \1 
·the subjects creates images whiéh are cultural hybrJ.'ds. 

, 1 
\ 

- . \­
Furthermore, the "accidentaI and transitory s~tua-' 

, . 
tiont

• which has been eliminated from the frame is precisely 

the cu~~ural setting of the subjects. Culture, in one 

sense, is a distraction for Penh; ~omething to get away 

" , • • 

, . 
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from .. In reading his c ommenta~fi~) one finds a c ontinuaJ: 
1 

oPJosition between what Penn sees as the-setting wî~r~n 

the studi,o and the cul tura:l environment ou"tside. . Inside 
. ! 

his dom?in the people àre desc~ibed as serious, somber, 

serenee, patient, and facing hi~ with concentration and 
\. q j 

silent dignity. Outside he finds impatience, chatter and 

n~ise,' and'·noisy-play. "Isolating' 'the person within his 
J 

studîo then'bepomes th~~ogical recourse .. There, in Penn's 

~ordls t the sUbj~cts' "rose ta the experience'" [197~: 9]. 
\-.". .. 

Culture is likewise, in the classic expression of 

~ Primitivist Assumption, something ta get 'bénea~h' or 
. \ 

'beyond 1 .as weIl as' away from. In describing his work in 

'the rI~w' 'G~inea hlghlands, Penn links these together ~s 

follows: 

l wanted to get ~ast the purely costume 
part of the tribal dressing-up and see 
what 1 eould of the, people underneath. 
The result was suecessful to an extent, 
becau~e the experience of posing in a 
studio actually' set up in their villages 
became for the highlanders a serious, 
somber, and revealing occasion. [1974: 66J 

There is a real need to point out ~re the cultural 

inferiority which Penn imputes to the world of his subjects. 

Together with his sense of mission in 'preserving' these 
• a.. " 

'disappeà~ing' peoples.through his images,' h

1
appears to 

be preserving the White Man's Burden through kind of , , 

aesthetic' imperialism, As if these 'achievem nts' need 
-to be compoun~ed,' one commentat'or;rhas come forward with 
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follewing praise --of Penn's work: • 

By photographing Arab'market womeh 
outside their market, a Berber shepherd 
girl wi thout 'her flock, Penn eliminated 
the carnival qual~ty that so often 
degrades photographs of the world' s " 

fi 

~xotic people. Instead, a superb photo­
grapher has isalated'his sUbjects and 
allowed them ta be seen as human b'eings. ' . 

" [Time-Life Eds. 197.5: 212J 

In 'performi"ng this ~'ultimate' service for the 'Oth~rst of 

our worlq, Penn has performed an aesthetic transformation 
, " 

wh.tch is at the sarne time an act of cu1tural' depri vation. 

'He has stripl>ed his subjects of their mest profound 

idénti ty as cultural beings'J and he has denied his ,viewers 

real knowledge and :t.mde'rstanding of ether peoples. 

, , 
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CHAPTER 7 

THE CULTURAL LENS: A PHOTOGRAPHIe ANTHROPOLOGY 
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The preceeding analysis has been based 'on one very 

simple premise: that ~hotography matters. That the art 
, '1-

of photography has made a sig1.lItic·ant impact on our 
" ) 

perc epti on and understandi~g"of,)oursel ve s'and our world. 
, " 

Amd that what is conveyed by the imate should be,a matter 

of concern bec~use it has cons~quences that go beyond the 

visual to the cultural and.ethic~l. This last point will -, 

be returned ta again. 

, 
Ta set out ,this theory a number of key assumptions 

have been advanced. First is thé recognition that 

~hotography is not 'merely' a visual medium but a profoundly 
~ 

cultural one. It i8 cultural in the sense that aIl art is 

inext,ricably linked into i ts particular cultural system 

and setting. It then follows that images c ontain and 

convey cultural c~ncepts as weIl as those which are' purely 

visual or aesthetic. As aesthetic phenomena, however, 
.. 

photography's nature and impact\~low from th~ particular 

quality of aesthetic experience which is bas~d dn a 'sense 

. of 'oth\ernes,s' or distance from ,the object. Yet this . 
, '. 

process\ is ~lsa c1.ütur,al in t~e, sense that the .SUbj:cts 

to be d~signated as ae~thetic phenom~na 'are determined by 
1 

cul turall, choices' as to what' is' 'appropria te , for the ': 
.. \) ... ~ J 

• 1 !if' 
aesthetire,domain. The 

, .. \ 

aesthetic' network th en bec ornes 
1· 1 

place in \the cÙl tura+ system where subjeëts can be 

ur~legate~ t~' remoteness. " It has 'bee~ a.rgue~ that' 

PhotOgrap~y has been useèf in this manner ~o, transform 

1 

a' 

\ , , " 
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people and cultural liv~s into the aesthetic domain and 

thereby distance thèrn from 'Ourselves' as a category of 

'others.' In the case 'of .Photog~aphY this transformation 
- 11" lol' 

" ~ 

has been carried oût làrgely in terms of people who are 

cultura~ly different or socially marginal thus ensuring 

thei~ c~tegorizà.tion in both art aIld life as 'Others.· , 

..... T).e,- ir~~lic·~ti~ns, of ~this· eJttend to our' cqpee:ptualization 
"" '''t .. \"a '-# f ft 

of the nature of man and cùrtur~ a:ra~:CJttloir, rel~.tr?n~hips 
f .. '-'f- ~ , 

te 'ether' people. jThe former 'is ta question of cultural" t1)-' ~ 

th ' 4-h l tt ' ,.ct f th' b th 1 t d eory, ~ e ta er 1S one 0 e 1CS; 0 are re a e . 

To analyse this .process in specifie ·terms it has 

been shown that photography emerged at a tirne in Western 

society wh"en global exploration and developmep.ts in the 

natural and social sciences led to the 'discovery' of 

peoples formerly unknown or unack~0wledged. Such peeples, 

now known, had to be accommodated into the cultural 

categories of the West. Many were 'promoted' inte the 

aesthetic domain. Phot?graphy, being a highly mobile, 

reproducible and hence accessible art, plàyed â major role 
e ' 

in making thi ~ ,possible and continues to do sa today. 

The three models advanced to explain how photography - .... 
, 

has work~d in this wày. are Re~lism, tne Documentary and . 
Prirni~ivisrn. ~ecause aIl have grown out of the sarne 

\. 
cultural setting they have worked in overlapping fashiorl 

~ 

and have been mutually supporti ve. Primi-ti vism, however, 

has,bee~·set out as the, dominant model for,s~ructuring 
l ' 

•• . " 
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the pr..odubtion 'a~d per'ce:ptlon of photographie work, In 

analy.sing'the nature and effects of this model the inter-.. ' 

c'onnectedness of the aesthetic and the cultural is the 

strongest of the three, and tRis'goes far to explain the 

pqwer of Primi ti~lism as a transforming framework.· . 
/' 

1t i s from wi thin the framework of Prirrli tÎ"llism 

that the pseudo-anthropological role of photography in 

c'ommunicating c onc epts ~n the nature of man and" cul'ture is 

.most evident. This role is in part exPlained by the fact 

that, as art, photography must necessarily eonvey cultural 

information. But in the case of Primitivism there are 

more speeific and more interesting reasons to explain this 

process. One has already been pointed out by Robert 

Goldwater in terms of the kinship between ethnol.ogist!3 and, 

ae~theticians who worked together in the original ~ormuia­
tlon of the ~rimitivist Assumptiq~ and this collaboration 

hàs continued in 'both theory' and practice" This must b'e 

acknowledged in order to elaborate on the implications of 

Primi tivism as a photographic anthropology for t'he rela­

tionship bet_ween the two fields is net liC c idental . 
./ 1 

Modern anthr.opology emerged at essentially the 

s~8" time as photography, and grew from the same: .. set of' 

historical circumstances and cultural cross-current&, 

Ap idea,tional phenomena, . both ph'otography and anthropology 
, , 

should share' a similar set of ideological ~rameworks which 

would be mutually supporti ve, In ,analysing ,anthropology's 
, ' 

,', 
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histo'ry and operating as umptions, Stanley Diamond [1964J 

has poi~ted Enlightenrnem; inheri tance ll [1964:' 

xxÙi J which has produced three trends or schools in the 

riPline: the' retrospec iye, the prospective, and applied 

anthropology or the action This presents a 
/ 

very intere'sting parallel w· th the three models offered 

for photography: 

respectïvely. As 

Reali sm, and the Documenta'ry, ~ 

civiliiation" of the modern e a, both photographers and 

ant~ropologists haye sharea. i documenting mânkind. They 

have especially \shared an inte 

cul turés' and minori ties of 

exploring the l' exotic ' 

! 
to, document, to 

, improve or salvage, and at time . to escape into' them and 
" . 

away from modern society. Often 
c , 

of Western Ciyilization, the y ha 

'descri bing and defining man to man. 

the vanguard 

on the role of 

What both have confrcnted is the sarne ,question: 

who are these others, and who arè we, now that we must 

define oursel ves and, the nature of man in the face of 
l " 

the others? CIif~ord Geertz [1965J ,has yYIii tten -that t~e 
\ 

defini tion of human nature has been the main problem 

facing the post-Eniightenment era. Faced wi th this ,1 

challenge,.- refuge has often been sought in a kind of 

Primi ti vism: 
, . 

They endeavor to copstruct an image" of 
man as a m'odel, an archetype, a. Pla tonie 

~ /. 

, .. 
" 

" 

, ' 
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idea or an Aristotelian form, wi tp. respec,t 
to whieh actual men ... ~re but reflections, 
distortions, approxima t1ons. In the 
Enlightenment case, the elements of this 
ess,~nt~al. type were. ~0,.f be une overed by 
strlpplng the trapplngs df culture away 
from aetual'~n and seeing what then 'wa~ 
1eft -- natural man. !n"classical' anthro­
pology, it was to be uncovered by factoring 
out the commonalities in culture and seeing' 
what then appeared -- consensual man. In 
either case, the result is the same ... the 
differences' among in~iv~du~ls and among 

, groups of individuals' are rendered secondary 
""livin~ detail is drowned in dead 
stere otyp'e: we are in quest of,.a tneta-

\physical ènti ty, Man wi th a c'api tal "M," , 
in the interests 'of which we sacr'ifice the 
empirical entity. we in fact encounter' 
man wi th the small "m." [Geertz 1;96<5./ 114-115J 

,"" . 
-.. ...... ! 

'In sacrificing ,the worlds of men, both "anthropology 

and photography have ehosen to undermine the reality of 
. 

their subject's. In 'the cas\ of photography, aesthetic 

transformation has made of ~n's most fundamental identity 

culture ~ a thïng to be denied ,iAs Geertz defines i t 

so weIl, "~ul ture. ',' i s not j~st an ornal'!lent of human 
1 

existence but -- the principal basis of iis specificity . . 
F essential ,condition for it'" [1965: t08J. 
\ ' , 

"\ Wi thout' taking fulIy {nto account the existential 

realï ty of others 1 we are denied understanding of oursel ves 

as weIl. To follow G~ertz àgain: 
, 

We must" in short,· descend into detail, 
past the mi sleading 'tags, past the 
metaphysical types, past the empty , 
similari ties to grasp firmly t'he 
'e?sential charact~r of not only the 

'various cultures but the various 
• 
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individu~ls within each culture if we , 
wish to e,ncounter hurnani ty face to face . 

" '_ [Geertz 1965: 117J, 

To perpetuate ~p idea of ,man and culture which seeks the. 

reification-of Ma~ is never to encounter him at'ali. In .. , 
working through an aesthetic model and an anthropological 

framework which does this, photography reflects
J 

the 
." -

e.thical problem of-our age. Fpr al~ art, 'ultimately, 

speaks of relations betw~en man and man. 

" 
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Postscript 

/1"" 

This thesis has begun ta explore some of the . 

possibilities of an anthropoljgical study of phDtography. 
, , . 

" . B'ecause ,of my conviction that this is -an area of interest 

'and importance, l wou~d. like to give a brief indiéation of 

other possibili ti~s for re~earch. Sorne of these subjects_ 

were at on'e time to have been a part of t'his thesis and 
\( 

were explored before the preceeding pages took their 

distinctivé and theoretic~l pent. For ~other time, then, 

l :would suggest the following ideas. 

One of ,ltle co~cerns of this th,esis was to remove 
.• l' 

some of the naivete about photqgraphy which exists in 

'our society, ,so floodéd with images ye~ 80 uncritical 

about the process which creates them and thus about ~eii 

'reading.' This naïvité, and a disinterest in encouraging 
, ~, . 

'cri tical analysis, is not only c onfined 1:;0 sorne ., gener(3.1 
, 

public. ' 1 Photographers t'hemsel ves often contr~bute to 
r~ 

1 

this tendency'by saying lit~le about their own work and 
, . . 

by letting' the image "spea1t' for i tself.'; This may mean 

as weIl that aàe~uate information may ~ot be available 

for'thorough analysis. , 

1/ 
Academie disci~lines whieh have of~en made.uncri~icâl 

use of photographie imagery have recently begun ta realize 
.' . : 

the qomplexlties and potential hazards involved. In 

'. 
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sociology, Howard- Becker [197"4J hàs flsked his colleagues 

and photographers themsél ves. to, pay more a ttenti on to 

acquiring a cri tical atti t]lde towar-ds photography and 

thus the possible use of', its images by social scien~ists. 
, i 

In anthropology, Jay Ruby [1973J has argued against the 

~ naïvité of anthropologists'i~ their bwn use of images in 

à piece ,aptly'titled: "Up th'e..,Zambesi with. Notebook and 
f , , 

Camera or Being an Anthropolo.gist Wi thou.t Doing Anthro-

p ology .•. Wi th P~etures·." W:'l to~, seein" to ~Uspe\ld our 

critieal faculties when,faced with the,authoritative lens' 
1 

and the mystique of the camera.' A New Gu~n~an' pig ceremo~y 
performed wi th utter ethnographie a~uracy .will not e o~relct 

the, ignoranc e of the maker behind the lens, nor will i t 
! 

have any inherently informing quali tie's for' the viewer of' 

the image. 

A further examinàtion of the links between photo7, .. , 

gr~phy and anthropology w<?uld be profi t'able Lor both 
! 

JI 

1 

/ '\ 

fields. Thi.s eould ene ompass their historieal rélatIonship, 
, 

tf1'eir attempts at collab<:lration,' and 'their eommonalitYj:.Of 
1 

sUbjec"( matter" methodology, aims and, at time,..- pr~ble~s 

[cf. Kolopny 1974: 3-4J. 

Detailed analyses' of indi vidual works 'of photography 
, . 

would provide a deeper understanding of the' entire ph.oto-

graphie' process. A complete eXalnination of form as weIl 

as content would be m,andatory in dealin'g wi th the im~ge. 
1 
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'1 , 
! .i . 

The photographer h~mself would be untierstoed ~n terms of 
l , 

ideolegy, methodolegy and aims. Tracing the phetegra~her's 
'" 

werk 'down' the other levels of the cultural ~ystem ~ould 
J 

1 

show the rÈü~tionship of tne aesthetie domain, t·o ether 
, . 

parts,'''of'.the cultural system; e.g. patterns o:f dist~ibution, . ' . 
support from political organizations t the re~e- of bene-

factors, etc. In ,this way the photographie, work would 

be seen, .as "i t' shé'uld, t~ finÇ;il produet of a complex 

process. LODking at phetograp~ works as ethnographies 

[see Ruby 1977J might be in arder for' anthropologists wh,o 

find this aIl IOQking a bit too mueh like fo~eign.territory.; 

" ( . ' 

~ 

1 

r 

" , ; 
j 
j 

1 
',' 

1 , 



... 

( 

, " . 
( 

" 

Barzun Jacques 
1967 

'Bazin, André 
IJ '" 

Becker., Howard ~, 

19.74 

, 
, Benjamin, Walter 

1969 

Berger, Pèter L, and 
Thomas Lttckmann 
, ' 19~7 , '11, 

Braive, M~chel F, . 
1966 

Buqkland, Gail . 
197'4, 

~ - - 'IJ -

119 

.. ' / 
BIBLIOGRAPHY 

\ 1 

.. . 

, ., 

l, 

Primitivism in The' Family'of 
Man: IN The Popular Arts: A 
ërItical Reader, Irving Deer 

'and Harri et A, De"er, ed s. 
J;'p. 93-96. New, York: 'Charles 
Scribner' s Sons,' 

The Ontology of the Photographie 
I~age. IN What'Is Cinema? Essays 

, selected and translated by Hugh 
Gray. PP.,. 9-16, Berkeley: Univer­
si~y of California Pr~ss. 

Photography and Sociology. 
. Studies in the AnthroPOlG~ of 

Visual Communication 1 (1 : 3-26. 
, t 

'J 

The Work of Art in the Age.of 
. Mechanical Reproduction. IN 

Illuminations. Ed. and with an 
Int~oduct~on ~y Hannah Arendt" 
Harry Zohn, trans, Pp. 217-251. 
New York:' Schocken. (Originally 
published in 'German, 1936). 

_ il 

The\ Social Construction of / 
Reality. ~èw York: Anch9r Books. 

The Photograph: A Social 
. History. D., Bri tt, trans. 

London: Thames and Hudson. 

. . 
Reaaity Recorded: Earl~ Doeu­
mentar~ Photography.~reenwich,­
Co~~: Graphie Society, 

. ' ~ 

4, 

I, 

.\ 
~1 
~ 
~. 

~ 
'\ 

;~ ., 
" ~1I1i 

~~:; 
"' '~ 
(~~ 
;.;; 

" 

" . 
.\, 
't.; 
~ ,.~ 

.. '"~ 

" 

,.,. . 



'/ 

Bullough,~ Edward 
1957 

Byers, P.aul 
1966 

Capa, Cornell,' ed. 
1972 " 

Chalfen~ Richard 
1975a 

1975b 

Collier, John, Jr. 
1967 

Davidson, Bruce'with 
Barney Simon 

1969 . 

. Davidson, Bruce~ 
1,970 

. 
De"Waal Malefijt, Annemarie 

, 1974 

• 1 

'r 

111 . , 

'Psychical Distance' As A Factor 
in Art anœ As Aesthetic"Principle. 
IN Aesthetics: Lectures and . ~ 
Essays of Edward"Bullough. . 
Elizabeth Wilkinson, ed. Pp. 91-
130. London: Bowes and Bowes . 
. ( Originally ;pub~ished 1913) • 

• 1 •• 

Cameras -Don' t Take Pictures. 
Col umbia Uni ve/rsl ty' Forum 
9 '( 1): 27-31. ' 

Thè Concerned Photographer 2. 
New York: Grossman. 

Introdu~tién'to the Study of 
Non~Professional Photography 
As Visual Cowmunication. Paper. 
Conference ,on Culture and 
Communication. Temple University. 

Cinéma Naïveté: A Study of Horne -,,",, 
Moviemaking as Visual_ ~ 
Communication. Studies in the 
Anthro~olo~ of Visual 
Corn..TJlun~cat~on ,2 ( 2'): '87-103. 

Visual Anthropology: Photographi 
as a Research Me'tho'tl. New York: 
Hol t, Rinehart and Winstdn.' 

. 
. , 

" --East 100th Street, New York. DU 
(Kulturelle Monat~schrift/Cul:­
tural Monthly).Switzerland.March. 

East 100th Street. Cambripge, 
Massl Harvard University Press . 

, 
Images of Man: A History of 

. Anthropolégical Thought. New 
York: Alfred A. Knopf .. , , 



, -. 

1 • 

<: 

Di'arnond, Stanley 
\ 19'64. 

Dufrenne, Mik6Ù 

1973 

Fabian, Johannes and 
Ilona Szombati-Fabian 

1976 

Forge', Anthony 

197.0 

Frazier, Allie M. 

19,73 

Freund, Gisèle 

, 1974 

Geertz, Clifford 
'.19'65 

Gilson, Etienne 

1937 

112 

Introduction: The Uses of the 
Primitive. IN Primitive Views 
of the Wbrld. Stanley Diamond,' 
ed. Pp. v-xxix. New York: 
Colum~ia un~~ity Press. 

,', 't . 
, "'1il ' 

The Phenome~olég'y 'ôf Aesthetic 
Perception. Evanston: North­
western University Press. 

Art, Histpry, and Sociéty: 
Popular Painting in Shaba, 
Zaire. Studies in the ' 

-r Anthro oIo of Vieual '" 
Communicatî'on 3 1: 1-21. 

'., 

Learning to See ,in New Guinea. 
IN Socialization: The Approach 
from Social Anthropology.Philip 
Mayer, e~. Pp. 269-291. ASA 
Monograph #8~ London: Tavistock. 

The Problem of Psychic Distance 
in Religious Art. J0Mrnal of 
Aesthetics and Art Crlticism 
31 (3): 389-393. 

Photographie et Soci,été. Paris: 
Editions du Seuil •• 

The Impact of t~ Conc~pt of 
Culture on the Concept of Man. -
IN New Views oi the Nature of 
Man. J ohif"R. Pla tt-, ed. Pp. 93-
118. Chicagà: University of ' 
Chicago Press. 

The Unit y of Philosophical 
Experience. New York: ScribDer. 

1 

1 \, 

, 
l " 
JI 
î 1 
, ,1 



. . 

.. ' 

.. 
~ 

1. 

È 
f 
~ 
f 
~ . 
, 
f 

• , 
, 
ç 
• 
t 
f; 

! 
-. f () 

Goldwater, Robert 

1967 

Graburn, Nelson H. li., ed. 

1976 

Green, Jonathan 

1971 

Gutman, ~Judith'Mara 
1967 

Gutsche, Clara and 
David Miller, 

l , 

113 
, . 

Primi tivism in Modern Art. 
Revised ed. New York: Random 

'1~~~~~. (rrriginally published 

~. . 

Ethnie and T ourisi Arts: 
'Bultural Expressions from the 
Fourth W'orld. Berkeley: 
University of California Press. 

R~yiew of East lO'oth street', 
Photographs by Bruce Davidson. 
Aperture 16 (1). 

Lewis W. Hine- and the American 
S oeial C anse ienae. New Y ôrk: 
Walker and Co. " 

, 1973 "You Don't KnowWhat You've Got ... 

Heider, Karl G. 

1976 ' ., 
Hurley, F. , Jack " 

--1972 

" 
~ 

'Til It' s Gone." The Destruction 
: of Milton-Park. Montreal: 

""-"\ 

'# C entaur Galleries of Photog:r:aphy . 

1 

Ethnographie Film. Austin: 
University of Texas Press. 

Portrait of a Decade: Roy 
stry~er and the, Development of 
Documer,rtary Photography in the 
Thirties. Baton Rouge: Louisiana 

. State Uni versi ty 'Press. , .tt , .. 

" 

\' 

. 
.~ Q 

, 

.. 
J 

\ . , 
! w.. 



"'" __ 0: 
1 j 

" ~~ 

t. 

• 

l"{s 

• 

\ 

,Ita, J. M. 

197~ 

• 
~eim, Jean 

1963 

A. 

Kolodny, Rochelle 

1974 . 

J ' 

191.5a . ~. 

1975b 

Krruner, Hilton 

1970 

1 

Lyons, -Nathan, ed. 

1966 

o 
\ " 

(i 

,/ 

l, 
! 

-~~--~-, 1 • 

, . 

114 ~ 

Frobenius, Senghor and the' 
Image of Africa. IN Modes of 
Though"t': Essays op. Thinking in 
Western and Non-Western Societies. 
Robin Horton and Ruth Finnegan, 
eds. Pp. )00-336. London: 
Faber and Faber. 

.' 

The Photograph and Its Captiôn. 
La Spettacolo 1J (1):' 19-31.. 
(English translation). 

Concerned Photography: An 
Ahthropological Viewpôint. 

QPaper. Conference on Visual 
Anthropology. Templè University, 
Philadelphia. 

Photography: Metamorphosis 
Reality. R,.aper. C.oni'erénce 
Culture and Communicat~n. 
Temple University, 

'Qf 
oIj 
. "­

" phi~. 

Photography: The et~m rphpsis 
oof Reality.' Saying Cheese: -
Studies in Folklore and Visual 
8ommunication. IN Folklore 
Forùm 13: 51-58.' Bloomington: 
Uni versi ty of Indiana .. 

,Photos Transft>rm Er2erience 
". Into Art. 'New York T,imes, 

Septem1;>er 25, p. 43. 
t 

, 1 
Photographers on Photography: 
A Cri tical Ant'hology. 1!;nglewood 
clirfs, N ~ J. , Prentice,-Hall in 
'collaboration wi th The .George 
EastmaT). House, Roèhester, N. Y. 

.. 
7 

. . 
" - \ 

r 

" 1 

• 
i 

1 
; 

. 
; 

) .. 

J-

'j 
[ 

I~ 
j 

.\ 
, - 1 



----------.------~~ ~---~-~-----

1 

l, 

., 

/ 
Malraux, Andre 

1967 

Maquet, Jacques 

1971 

Meq.d', Margaret and 
Ken Hyman 

1965 

Monte, James K. 

1970 

Munn, Nancy D. 

H171 

Nàtanson, Maurice 

1970 

Newhall, Beaumont 
1964 

N ochlin, Linda 

1971; 

Peacock, James L. 

19~ 

Pec~hamJ Morse 
19'72/1973 

Museum JNi thout Walls. ·S. Gilbert 
.and F. Priee, trans, Garden G,ity: 
Qoubleday.· (Originally published 
in French, 1965)'. , 

o 

Introduction to Aesthe"tïc 
Anthropology. Reading, Mass: . 
Addison-Wesley. 

Eamily. New York: Macmillan. 

. 
22 Realists. Whitney Museum of 
Art. New York: Georgian Press. 

\1.,; 

Visual Categories: An Approach to 
the Study of Representational 
Systems. IN Art and Aesthetics ' , 
in Primitive Socfeties. Carol F. 
Jopling, ed. Pp. 335-355. New 
York: E.P. D~tton and ·Co. 

The Journeying Self: A Study in, 
Philosophy and Social Role. 
Reading, Mass: Addison-Wesley, 

The History of Photography From 
1839 to the Present Day. Rev. ed. 
New York: The ,-Museum. of M odernArt . 

Realism. Baltimore: Penguin. 

Rites of Modernization: Symbolic 
and Social Aspe~ts of Indonesian 
Proletarian Drama. \Chicago: , 
University of Chicago Press. \ · 

Iconogr~phy and Iconology in the 
Arts of the 19th and 20th Cen~ 
turies. The structurist 12:26-31._ 

. , 

,~- '", 



~--~-

1 

;-. 
< , 

l 

. '. 
( 

'" 

Penn, Irving 

1974 

Ruby, 'Jay 

1975 

1976 

1977 

SCharf, Aaron 

1974 

Scherer, Joanna Cohan 

1975 

Sekula, Allan 

1975 

,Sontag, Susan 

1973 

1977 

" 

; 

• 

116 

Worlds In A Small Room. 'New 
York: Gros,sman. 

A, Is an Ethnographie Film a Filmic 
.Ethnography? Studies in the 
Anthropology of Visual 
Communication 2 (~ 104-111. 

In A ~ic"s Eye: Interpretive 
Strategies for Deriving 
Signifi,cance and Meaning fr-om 
Phot'agraphs. Afterimage 3 (9) = 

5-7. 

Review of Worlds in A SmaII 
Room. Studles in the-Anthropalogy 
of Visual Communication 4 (1) :' , 
62-63. r,' 

Art' and Photography. Revised 
ed. Baltimore:,Penguin. 

You Can't Believe Your Eyes: 
Inaccuracies in Photographs of 
North American Indians, Studies 
in the Anthropolo~ of Vlsual 
Communication 2 (2 : 67-79. ; 

'On the Invention of Photographie 
lVIeaning, Artforum 13: 36-45. 

\ 
Photography. The New York Review 
of,BpOks 20 (16): 59-63,' October 
18, ,,' ,-

!_~'t. w ~ 

Phot agraphy Unlimi ted. The New 
York Review of Books 24 ( 11) : 
'25-32, June 23. 



" ' 

, 
1 

J' 

Steichen, Edward 

1955 

Stott, William 

1973 

, J 

Szarkowski, John 
1966 

" Taft, Robert 
1964 

Time-Life Edi tors' 

1971 

1975 

Tyler, Stephen A. 
1969 

Worth, Sol and 
John Adair 

1972 

The Family of Man. New York: 
Maco Magazf.he Corporation (for 
The Museum of Modern Art) . 

Documentary Expression and 
-Thirties America. "New York: 
Oxford Un~versity ~ress. 

The Photographer's Eye. New 
York: The Museum of Modern Art. 

Pbotography and the American 
Scene: A Social History 1839-
t889. New York: Dover 
Originally published 1938), 

The Studio. New York: Time-Life \ 
BDoks. (Life Library of 
Photography) . 

- --- - -~ --

Photograp~y Year 1975 Edition. 
New York: Time-Life BooKs. 

A FormaI Scien~e, 'IN Concepts 
,and Assumptions in Contemporary 

" Anthropolog~. Stephen A. Tyler, 
ed. Pp. 65- O. Southern 
A~thropological Society 
Proceedings, No,' 3. Ath~ns: 
Universi ty of Georgia Press,. 

, 

Through Navajo E~es: An 
Exploration ~n Fllm Communication 
and Antnropologx. Bloomingt,on: 
Indiana Uni versi ty Press. 

J, 

,,' 
'~ . 

'1 

,), 
l~ 


