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ABSTRACT, Y

The rossarch for this degree comprises & fasoretical dissartation and & practical
component of photographs. The theoretical research investigates the practics of
documentary photography in America and South Aftica. The photographs.of
Walker Evans, Robert Frank, David Goldblatt and Bob Gosani are exsmined
againat the background of two organisations, the Farm Secwrity Adminisiration
and Drum. ‘These organisations inftuenced the documentary genve in their
respective countries because of their socio-political converns: their cholcs and
mmﬁmmmmmwmmﬂmmﬁmpﬁmm
ﬂnvtwet

Documanmryphowsmphsaﬁ)pw bacmueofthwsmlnglycmﬁidmﬁ
mﬁMummmmhMeﬁlyWhmgm Examples from the
mwmmmwmrmmmmmmmmm o
themnﬁnuaftb.adommmryme MWWW&»
_ mloofpmpﬁonasi*mnifemmeifinthﬁrwm'k Subjusnﬂm.msdm _

~_townrds sabject matter, and the pictorial cosstruction of images ars anslysed in
refation to each phiotographer’s work.,

" The relationship of image and text in documentary phoﬂ:oynphy islsm 88 A0
element of intervention by the photographer. '

The aalacﬁonofthezephamaﬁiahm was motlvated for their pectinence to the
subject mattar and to the pictorial considerations of the candidate. Thess issues
are therefore examined in relation to the candidate’s approach to photography,
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INTRODUCTION.

\;‘.I:-’}

This research attempts to reveel the rols of gercaption as it msnifasts ibi&lftinﬂm
work of selectsd photographers, The work of four photographie |3 cordered in
the shdy. The rhotographm are: Walker Evans, Robert Frank, Davi! rioldblaﬁ
and Bob Gosani. ; ) A

Themrkofmmphomaphmismmidwedwbepmofﬁ:\emmlw
gmbammofmemhjwmmmm,mwm&sm

economic concerns of certain groups and their existence as an historical record.
Howeves, all four photographers insist on fhsir independence from the ganre,
 Absolute objectivity cannot exist; s the parsonal pecception, dttitude and style of
mmm@m@mmmmmm omephomm. '

q
‘The histor ical circumstances of 193¢3 Amerles and the governmet organéstion
-meFarmSomﬁtyAdnﬂnisnmion,hmcﬂforﬂsrﬁmadto nsﬁmFSA was a most
impmfanmrgiﬁngmnjmlqmwmadocummsma. The _
photography of Walker f'fvana snd Robert ank has w0 ba uomidarad sgaialt thia
background. k

ful ‘
bl

Pimtogmphm wers employed by the FSA to crests a mmmm and objactive

record of the Depression years. Its aims and objectives wers to document the
reform processes, instituted by government legislation, to alleviats the sffects of
the Depresalon, The influence axerted by the FSA must be examined in erder to
establish the precedent it created in determining the approaches adoptad by thess
photographers. A parallel is then drawn between the FSA and Drum magazine,
indicating certain contextualizing features of the doc_mentary genre in Amm'ica

* and South Africa.

il

It is acknowledged that the social documessiary movemant of the 1930s held to 2
national purpose, whereas Dyum magarine’s images were limited by editorial

A
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poiicy, Despits differing otivations, each significantly altered the perception of
Americanness and Africanness in each country. In America the FSA served to

" identify American themes and values. In South Africa, Drum created a forum for

black writing and aspirations gerving to undermine the sense of infetiority
experienced by generations of black people. . e

The independence of Rubert Frank #nd Duvid Goldblatt o such organisations is
considered a determining factor in theiz work, and displaces common perceptions
of what constituies documentary ghotography. Their avtonomy is demonstrated by -
a more critical attitude in the consebbtion of images and the selection of subject
maiter. '

The photographers were selectsd because their approach to docamwsdtaty
photography is linked to the.FSA, and because the comment they tuflect n their
images reveals differing attitudes towards their subject matter, sexving to indicate
the diversity of what coustit-tes documentary photogeaphy. In addition, their
prominence 58 exponents of the dommmtafj' genre, and subsequently their -
pertinence to the considerations dominating the photographs by the candidate,
which forms the practical component of this submission, also determined the

--ratioﬂgle for their selection in thiz dissertation, \\

The argument Is based on the way in which each phom%apheu.- utilizes a specific
approach in the construction of thelr images, in order to make explicit comment in
the construction of their photographs. To substantiate this, equal currency is give
to that which the photograph regresents, and to the pictorial conditions easentisl to
the organisation or formation of the image, tirough which the photographer’s
perceptions and intentions are communicated.

"Chapter 1 comprises some obgervations about subjugation and the perception Bf

the viewer, indicating how this may be mediated in the approach adopted by the
photographer. The role of culture 28 a constituent detérmining the perception and
reception of images is discussed. The influence of the FSA; its aims and |

| (@) |



objectwesarediscussediuord&m wmﬂhba&mmkhmﬁmm&emrk
ofth;aphotograpuersseleaed ’

o
a

In order to ealargefon thé discussion initisted in chapter 1, specific examplos of
- the work of Walk KEvmdeobmkammmmwu‘z Tn this ~
exammauonmeappmachesadopwdbyﬂmmmmmedmﬂmobjm

mimmhymeysa,tmmugmp?aﬂmammmmm e

against,

 Chapter 3 wntpthesmmlymofﬁaemkpfbavidmmmw
'IhacontextcfAmeﬂcadnﬂngtbal%m mmmeka
mmpm&memmmjmwmmammw |

In chapter 4 an analysis of the candidate’s approach to photography & examined.
Discussion of the role of lighting,-position of the camers, composition aud
the isolation of cnly cactaln of the enviromnents selocted, fems a'p&'t of
such analyses. As ind /mthelhirdpuragmph the work of Walker Bvans,
Robert Frank, David Immmmmmwmmmmmm
the candidate’s wory, i

In chapter 5 the visual and verbal relatlonships between imsge and text are
examined with particular raference to the publications In which these
photographers’ work occar. The effect of titles and the role of text as & means of
disgeminating information is examined, The function of text was included In order
to provide a more comprehensive disoussion of the reception of documantary
mages, - ?
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- Meaning attributsble to photographs lies not only in what they postray, but i

]

SUBJUGATION

“The term subjugation’ a3 apphed in discourse on photography describes the .
 relationship of the photographer with the viewer. It implies that the photogr@hw

prssentsan;mageofthesubjectmsuchaway as to diract the perception of the
viewer in accordance with their view of the subject. This iz a formative factor in

guidingthevieworsp(ﬁ'ceptionoftheimage In this chapter the conventions
which determine ]i;oth the photographet g intentions and the audience’s parceptions,

are discussed. How photographs are attributed with cactain in certain
mﬂmresmexammmepremmbmngthatcwmremmmsepmmMmtof
communication. Thereafter the historical framework in which Walker Evans
worked is examined, and the role of the FSA, asanmpormcatalgstmm X\

documentary genre is discussed.

the construction of the image determines that meaning for the apectaior, It is
familiarity with the norms of a particular society at a particular time which
determines the legibility of photographs. Elements such as poss, hairstyles,
clothing, possessions, jewellery, and also built structures, such as houses, all
provide information and meaning about the imags of a pékson, their social
standing, ard their culture.? Thus the subject matter of the photograph is
perceived by the viewer as havmg specific meaning. In order to comnnmecate
with the audience, common elements must be found; the phomgrapher, therafo

i
R

f‘\

1Daﬁnndmmsmmmm“mcwndmwufrﬁummambnfmmoﬂ

Jhion,

As this is & linguistio model, it is applied to discourss on photography in this dissertation, ua identifying conventjei of
mwﬁhmﬁﬁpaﬁﬁccu&uﬂbebﬁ%mhdﬁmmammphmmhwsm&mmmems

peroeptions. ‘The term is used by writers on photography such as Estalle Tussim and William Stott to this puzpose. David
Featherstone. {ed.} Obecrvations, Pasays on Docummmy Photogra.phy, (Cuhiomm The Friends of Photography, 1984),

p-104, and William Stolt. o«

p.40.

" 2Culturs in this context is oot meant to refer to the degrse of rofinement of an individial by education and

treining, but rather to the values and habits attributed to ceriain groups of prople within a sociel context, An example is
the figure of the Virgin Mary in many Catholic hiomes which testifics to religious beliofs, rather than class, or weslth.
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uses certain cues which arg shared with the vigwer. Culture, Webster states,
provideaﬁ:atlhxk.’
Itmnstbenotedmatmemngmphotogmphylswmmtmﬂmwdxmces
comprehenision  the zigns and gymbols of the me&i]m ‘To communicate
ea!’focﬁvfﬂy, the photographer mustbeawareofthemgmmdctﬂmral cues which
ﬂlesoclety,stwhomﬁlelmasesaredlrected takeforgramed a8 modes of
communication, The photographer must, in order to function effectively, be
aware of these and even how and why a culture has come to adopt these ways of
seeing, though the audience may be unconscious of them.

. Communication, therefore, is depeadent ot a relationship between the
photographer and viewer.* By initiating the commmnication, the photographér is
deciding the terms of the decoding process, (except i the case of radically
separate cultures where thers would he no commmuication since the cues would be
inaffectual), and if the photographer is aware of his audiencs’s culture, he will be
aware of injecting his images with signs which his audience will find easy to
interpret. Thus the pﬁotographet, in aue:m:mg to communicate, cantot abselve
himself from that participation by claiming that his andience sees just what they
like, . The photographer’s shaping of the fmage is crucial to that readmg creating
an image whose rhetoricallowsltm communicate.’

The reception of ceriain photographs precipitates assumpﬁoi:s by the spectator.
Rotand Barthek' ssserts that, ‘objects no longer perhaps possess a power, but they
certainly possess meamngs’ ¢ What must be ackncwled@gi is that the

sFra.nk Wobater is the author of mmm nupmanuy in Visual Communloation, (New York:
Riverrun Preas, 1980).

)

*Webml&, Pp.46-47. 4

5’Ph°tagmphlsmdmgufmmmﬁd:mmavw 'I‘hnm:mmnumadcpoainhbymgm
rwognm",ﬂemthawdme’ *As symbole, as social constructions of reality, ﬂwymnotreﬂwtodnpon A pin-triped
muit aned overalls are signy of relative statug®, Wabster PpAG4T.
Voland Barthes. *The Photograghic Muug&{\m Roland Bart Mritings, (Great Britain: Fontana Press,
1989}, p.202.
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3
photographing of objects does not give meaning to the objn;cm, rather, the context
and discourse of the photographs allow those conditions of existencs to animte
meaning,” Thus, ax a prevequisite to effective commurication, the communicator
must have knowledge of the complexity of a cutture if the signs are to have ¢
substance. An audience’s predispositions nead to be gauged prlor o
communicating with them. In communicating wsually about any culture, one can
question meanings frequently taken for granted, and delve into the complexity of

- that society’s ways of seeing, The photographer Andres Serrano has said that he
hopes to "take a formal tradition and subvert it by inverting ?{%‘imsges abstracting
that which we take for granted in’ n attempt to question not only photography but
my own experience of gocial reality’.® e

Serrano says of his work, that it is informed by, *unresolved feelings about my
own Catholic upbringing which help me redefine and personalise my reimonshsp
 with God®. He uses images associated with religion, criticising ity conventions,
while simultaneously paying idi -syncratic homage to the ideas that Chriat
originally stood fof, *...hie challenges the boundaries formed by class and race,

and betv_(eeh abstraction and representation, photography and painting, belief and
disbeliaf’ ®

Since photographic images seem to Iay testimony to such accurate reflections of
our way of sesing, i is often assumed that they are not in need of interpretation
for their mmprehehsion. " Susan Sonian states that the reason for this is because,
.."2 photograph is not only ar image, (as a painting is an image), an
intecpretation of the resl; it is also a trace, something directly stencifled off the

7"’I'herenlit.y of everyday life is taken for granted ax reality, It does not require additional verification over and
beyond its simple presence. It is simply thero, ax self-ovident and compelling facticity, 1 know that it is real. Whils I am
capablecfmgagmgmdouh about its reality, 1 am obliged to suspendsuchdoubtsul routinely exist in everyday Life.
This suspension of doubt is g0 firm that 10 abandon it, a3 I might want to do, say, in theoretioal or ~ligious contemplation,
I have to make an cxtreme transition. The world of everyday Bfe proclaime itself and, when I want o challengs the
proclamation, T must engags in & deliberaie, by no means casy effort’. The personal pronoun ¥’ is yegarded by the authors
here, a3, standing for onlinary selfeonsciousness in svery day life. P L Berger and T Luckman. The Socis] Construction
of Reality, (Penguin 1975), p.37, in Webster, p.37.

8Lucy R. Lippard. *Andrex Serrano: The Spirit and the Letter', Art in Americs, Vol 78, April 1990, p.240,

ippard, *Andres Serranc: The Spirit and the Letter’, p.239,



real, like & footprint or & death mask’,® The view that photographs are the

result of & primarily mechanical process, implies that they pregént  vision of the

world where reality is not interpretive. This suggests that the jhotograph is
simply the result of the exposure of an imags onm_ﬁlm, and that the

+ “photographer's interpretive control is limited. T photograph s & COnsOqUEncS

of a mechanical process which excludi. an active subjective, Its image is there,
transmitted without a need to interpret the world”."

The word *mechanical’ implies thas the photograph is absent of any -amtbgraphic:.or
idiosynceatic mark. It is my contention, however, that the photographer uses

‘another kind of means, not strictly autographic, in order fo make his statsment;

for example, camera angle, position in relation to the subject, and framing, By
implementing these purposefully, the photographer may jmply certain perceptions
about the scene, It [the photograph] is both "naniral’ (a» exact record of that
which was/is there) and hence does not need to be transiated, and simultaneousty
it is symbolic and thus dependant for its meaning upon the capacity of viewers to
interpret, using their knowledge of an array of culturally specific conventions®.*

‘Thus the photographer moulds his individual measage, conscious that the audience

interprets an image using 4 shared symbolic system which is adopted in an
individual manner. The photographer frames a scene through personal experience
and inventiveness, created in social relationships, and expressed using a common
lapguage.

Since the interpretation of a message is dependent to some extent on ¢~ >onal
experience, the response will be, partially, an individual one which varies 'front
one person to another, The photographer also shapes that communication, to
Soms extent, in order to make his social or personal statement. It must, however,
be clarified that the rasponse iz never merely an individual and idiosyncratic one

v

A

L3

105 ,5an Sontag.” On Phiotography, (Great Briain: Peaguin Books, 1975), p.154.
epster, p.156.

mwe&‘_rt_er. p.57.



Y because of i.ue system of meaning which undarlies all modes of communication.
’...1o suggest that one’s way of sesing is created entirely through personai
experience would imply that there can be ro communication because we ali ©
interpret idipsyneratically. This however is not the case since our perception of
certain signs is premised on knowledge of our culture. A way of seeing is
constructed through an interplay of ideas and experi¢nces’.” Furthermore, these
cultural signs can also have conflicting or multiple meanings within one culture,
depending on the enltural background and way of seeing by sn avdience.

Personal experience has bearing on how we see things but it is not exclusively this -
personal experience which determines meaning within any communication. One’s
experiences may tend to reintespret clﬂﬁurai‘signs, but this act is generzlly

premised on previous knowledge of these signs.* This affords opportumue& for
effective communication which can focus on different interpretations of m game
symbol. In many cases the existence of a primary meaning coexists with muitiple
meanings. These 00 may conflict with the pritmary interpresation, but if the
eon@xt of the sign does not prectplw:e an explicit clash, it is common for people

o reimn conflicting images without difficulty. Thus a conoept g meaning is _
created in the interaction of the practices and symbols of a society,”

Enewledge or experience of a sitzation can modify a sign. That is not to say that
experience determines the reading of a sign, but ratker that it may influence the
reading of the sign. Susan Sontag iri her book Qn Photography speaks of ‘the

13yebster, p.63.

Mwebster, p.64.

SEgtelle Jussim’s essay, Propaganda and Persussion, reveals two differing responses to Russell Lee’s photograph.
Tnstruction at Home: Tmnsylvanis, Lovisiana, 1939 [figure 1}, Tusaim indicates that the response from & liberal viewer to
this photograph might be that rural biacks, dexpite abject poverty, are corcerned with the importence of reading and
writing, In addition, she states that the words, "The rain are fllin®™ (scen in the phoiograph) might be observed by such a
viewer, 28 thoze atteibuted to people who often attach pliral verd forms to slitgular nouns. In contrast, Jussim also states
that the conservative viewer's rexponse might take a negnwom -af the subject’s intelligence, and agsume that their
command of Bnglizh iz extremely poor. Thus the "meanings’ mibtﬁedwthhphmgmphcanbednmetmaﬂyoppmd or
what communication theorists term cognitive dissonance. *Cognitive digsonanoe is the process by which individuals reject
information that does not support attitudes already held or decisions already made’. Estelle Juseim, ’Propaganda end
Persuasion’, in Foatherstone, {(ed) Qbzervations, p.107.
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1®Reathermone, (od) Ohwervations, p.105.
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séﬁring effect photographs of Bergen-Belsen and Dachau had on her,"’_pardnlly
determined by verbal informafion. Therefors it is not the photograph alone which
is solely responsible for the communication, but lmow‘edge gleaned from
language, which provides information about the § )mage, 'A photograph, therefore,
‘would seem to be able to pose the question, to imply 4 situation for which some
other medinm might be needed to provide the answer”.”® ‘The effect of text in
photographic communication will be examined in greqhter detail in chaptet 5 of thig
dissertation,

Although personal expe:ience may be brought to bear . the reception of images,
kuoWiedge of the signg and cues which prompt that perception are determining
factors in establishing common mean‘mﬁ for the viewer,”

The perception of photography nay alter over time, Culture is never static, but
always in a state of flux; meanings and values charige, according to fashion, and
the influencks of world trends, World advertising tremds, for exampla, have
recently tended towards conservation issues which wero hitherto not addressed.
Another exampie is a photograph of Marlene Dietrich, taken at the avmugl
Presseball at the Hotel Adlon, by Alfred Eisenstaedt, in 1929.* Considered-to
b exiraordinary becsuse Ditrich wore tails and trousers, unhenrd of at that tinze,
her outfit would not glicit the same response today. Thus, in order to understand
photographic images of the past, it is necessary to examine the historical context
of these photographs, and the reasons for their production. |

17Scnmg, pp.19-20.

1"Jussim. in Pevid Featherstone, (ed} Obgervations, p.*07.

R
.

19-The cmission and the Pcpuonofthnmes;agebothliemthinthoﬁeldofnmmlogy it is & matter of
studying human groups, of defining motives and attitudes, and of trying to link the behaviour of these grov-« to the social
totality of which they are a part’. Bathes, in Bagthes: Selocted Writings, p.195.

0 psfrod Bisonstaodt. Eigonatacds on Eiscastasdt, A Self-Portrait, (New York: Abbevitle Press, 1985), p.30,
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Photographs tend to belong to history a8 Ulussrations of the past; but their value
lies pot just in what they show, but also in how the photographer intarpolates their
socmtyﬂ:rmxghthewnstrucmnofthem

An examination of the historical context of the Farm Secirity Administeation
reveals how that establishment gave rise to the documentary genre of photography
in America. 'Wemuataskoumelmwhatmndidomwmibuwwm&w
succass of the genre, What mlo-acommic climate leads mg;:i; sort of conrern?
Posm;thamﬁmauhe Fetof&ahw«-pmdunlngpmcmwﬁlhdpwm
thempofsmplyregm thpmantapmmm‘onescu!hu'emdplmm
phomgapher ina posiﬁon of potemial creativity’ L i

i
||

The FSA wasanorsar.ﬂsation establighed by Presidmt RooawdtsNowDaal '+
progratme, mpm%ngﬁmﬂmﬂrﬂiefwmmmm andm|
mumamwdwdmsmmmpmummmwoq |
1934. MNmePmthnmmmmmmWyby
using major srats intervention to. promot egulahonmdwhaidﬁﬁon,mdby

" grafting a social welfare component onto the capitaliat system. mmpaft
ofﬂ:aFSA'&activ:ty, however, has centred amund it so-catiad rehabdlitation

_ loans, Th&vﬁmmstanmofaachmmorshmowaﬁmﬂymupuﬂy
studied; itrewivesasmaliloan theavarageisabout$350.00 fnrjuathose
 purposes that will most bensfit k. The fpan may permit the family to reat 2 bit of
land, ortobuyfmiliswormramechmkmandpkgsforfood ortonhtainndraﬂ_ -
anima}, Iniurgemeasurei:sremarkablemasswm&fmmiﬁefmm

 families receivirg Ioans are constantly advised and watched o\( by Department of
Agricuiture agents’, 2

91Wobaw, 993

<

pforton Keller. (od) Tha New Deal What wag §? (New York: Bditors of the New Regubie, 1963), p.65.



Photographers were emplered by Roy Stryker® to document the achievements of
the agency, as well as emphasising the noed for addtional government relief
progtammes. The overall purpose of the New_‘ Deal was to provide immediate
relief o the most destitute victims of the economic havoc and sbial distress
caused by the depression.

Stryker’s aims were served by employing photographers who understood the

problems and who possessed the Sensitivity to portray them. It was assumed that

his background as an econoimist would be helpful for this kind of work; Tugwell

lmtially employed Stryker as illustrations editor for his book, American Economic

2 e Means iept, intended as a reformist text for the
Contemporary Civilisation course at Columbia Umverslty About soventy Of*“
o, Lowis Hine’s phomgraphs of rural and imlustrial work and workers were used in.
hb_“'ih.‘is;__ publication. It was these photographs which wers oaly acknowledged years

iater by Stryker. In 1938 Stryker requested Tugwell’s endorsement for a Hitio
retrospective in New York, statmg, *lookfing] back now [at American Economic
Lifel, [I] vealise that his photography made much more improssion upon me thr 3 1
had suspectad at the time’, concluding that "Hine had been doing the type of work
which we [at the FSA] are now doing, buck in 1908 and 1912'* Other
photographs produced during the ninetgenth and early twentleth centuries, by
photographers such as Mathew Brady, (1840), and Jacob Rifs, (1890), also helped
to provide the historical context for Strykes’s theories. Their work dealt with |
social issues, i.¢., Brady’s poriraits of famous men and women, and later pictures
of Civil War Battlefields, Riis’s iniages in How the Other Half Lives, and Hine's
photographs of child labour, and immigrants were regarded as a record of their
time-ﬂ.'i

1S LD OVEL)

asRoyStrykuquaxfordTuzwelllmm Tugwel, theundmretaryofthabepuﬁnmiof:kglmm, o
was responsible for the Resettlemant Administration (RA) created by Prewident Roossvelt’s Executive Order, ‘

*Marea Stenge. Symbols of Ideal Life:  Sooial Documentary Photography in America 1290-1950, (c.mbndga
USA: Cambridge University Press, 1989), p.92. e

o

2B ack Hurdey. EEMM» {USA: Lovixinna State Universil}' Presa, 1972}, p;.'!'L
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Stryker continued to improve and expand his knowledge of graphic resources and
intensified his feeling for the possibilities of the image as a means of

commumcating social issues, however, Hine's photographs must be acknowledged
for infiuencing Stry!:er s intentions for the FSA project of the 1930s,

The photographers were expected to have a complete grasp of the sbcial scene
they were documentirg. Extensive background information gbout the people, their
social mores, economy and politics was provided by him.* This information
was imperative to the photographers’ understanding of the situations they were
oopfronted by. & ':
N\, Y
The FSA group was commnu;ed from the begmnmg o a policy of total
truthfulness.” The intention was to make phomgraphs which would look like
incontrovertiblé records of fact. Its dlstmgmshmg feature was its treatment of the.
subject in.as direct a manner as pr-sible without obvious pictorial maggeratlon or
by manipulation of the subject. Since the int¢ntion was to 'recurdl events and
lssues, thﬁ}-temi "straight’ photography was aﬁplied. In this context it was meant
to irply an impersonai and dispassionate remdering of a . .ene by the photygrapher
< a refusal to intervene in the picture’s meﬂia{ﬁon. "This was critical since S‘..E,‘.:et
Feared that aestheticising of images might '.-de\q'iate from his intentions, It ig this
quality, the apparent absence of photographit: style that Stryker attempted to
promote, The edxtmg, cropping and unplicatiou of a social context was therefore
done with a political rather than aesthetic objectlve :

‘Walker Evans’s modus operandi paraliels strdngly the professed objectivég. of this
*straight fechnique’ as promulgated by the FS_A. Therefore his work and ideas
were appropriated by Stey” o to reinforce the style and sense of purpose of the

aﬁStrykar"s knowledge of the soclo-cconomic forces at work in'vaitous regions of the US was comprehensive. He
insisted that photagraphers knew what they were photographing and how it related to the context and circumstances of the
times. EBach Historical Section photographer had to own a copy of J. Ropsell Smith's Nogth Americy, a publication which
gave rcoounts of the socivosonotaic factors pertinent to every reglon of the US. Tt is this factor which indicates the
difference beiwoer the Historiesi Section piwtographers and others working at that time, Hurley, pp.58-60.

2 That being that the photographs would correspon with fact #:r reudity, conﬁnnmz the perception, (popular at
the time) that the camers wae the ideal instrument for conveying this.

"b
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agency -Alan Trachtenberg observes thet it was Evam 3 phoﬂagr&zhlc editing of
socisty * which gave Stryker his rationale for the projec& snd showapd him what
kind of pictures to seek out.” : - i;:

The recording of information which might one day be of historical M was an’

issne both the photographers and Stryker himself wers sbnscious oi“ The making
of an historical dommem was ang of thair objectives rind much of ﬁle work-done
by FSA photographers, particularly Walker Evans, it regarded ag guch, Carl van
Vechten observes, 'If everything in Amu'im Civilisation were destroyod axcept
Walker Evans’ photographs, they cauldi tell us & good cfaal about American
life’,” Jobn Szarkowski wrote in 1971; "Individually, the photographs of Walker

'Evans evoke an incontrovertible sense vpf specific places, Collectively, they evoke

& sense of America’, ¥ Alaa Trthﬂ'g states, *Thigiview of Evans, and of
AmancmPhotographs thntheprepam alistofpmlmlm ﬂmheiwmmriea a
"real’ America - has romeined more 01‘ less intact’. " rIn 2 sense these
photographs stand for what took placel during the 193@15. In 80 doingthey colour
the perceptions of an mdienceabmn the times and issﬁmaa they depict, H

i the walter of poasihilities confronting thess photographens, howeve, It seems
“ogical 10 agsume that certaln aspects of a situation were selected ifi preforence to
othere, in onder to emphssise 4 perception held by the photographer. In the

decisions that the photographer makes, in selecting ote exposure to another,
certain standards are thereby exacted on their subjects. The way they inflect
mesaning in the making of the picture, indicates their undmtnndmg of the language
of photographic communication. The effect of these images, as Jack Hutley -
observes, *played a key role in conditioning the aesthetic tastes of the nation to the

p56.

ographe, (New York: Hilt and Wang, 1989}, p.245.

%9 Atan Trachtenborg. "Walker Bvans® America, & Documentary lnvention’, in Featherstono, (ed) Obssrvationss

”rmhmbq.inpeuhmmné,\(ed) son8. p.57.

3‘%&&:. in Featherstone, (ed) Dbservations, p.57.
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documentary style, while at the same time it had creeted a tremendously valusble
record of the age of the Great Depression’,®

It is believed that the Historical Section of the FSA gave rize to the documemary
genre of photography in Amarica “The phoiographs produced during the
Depression by the Historical Section of the Farm Security Administration have
become the most well kmown social documentaxy project’ ®

n the cultural arens, Ametica during the 1930s looked largely to Europe as the
arbiter of tradition, tasts and avant-gaxde directions. Robert J Coady 8 writings in
"The Soil’;a small American literary magazine published in 1916 Was an
incitement to re-examine Amerian history and culture, and the fine arts in the
light of the American experience. . For Coady, American Art wag ’tha acsthetic
product of the human beings living on and producmg from the soil of this Unlted
Sm" 3

During the period between the two world wars, meny subjects and themes were

. identified as American, and photographers, such sz Edward Weston, Walker
Evans,'and Anssl Adams producsd work which was decidedly American. Terence
Pitts states that they, *helped identify that which was native to the culture of this J
continent, and of how photographers, freed of many of the constraints plaggd upon
painters as to what constituted serions subject matter, could make significant
images out of Mexican pottery and toys, out of hand-painted road signs, or art of
tie humble contents of u Sharecropper’s shack’,

32turley, p.vild,

[

3 Grant Keater. *The Managemeat of Mesaing, Documentary and the Administration C'?-iais'. Afterimage. Vol
18, No 3. Dotober 1990. P16, :

(Tuscon: Center for Cmtlve Phntognphy, mt.vmvmnty of Arizons, 1988), p.B.

SSpitg, p.ii.

:-I.r'.'.



1 "

Maxy of Weston's Mexican images of 1923-26 typified 2 photographic modernism
inflected by his growing awarencss of the acsthetics of popular Mexican arts and _
crafis. His photographs are considered to be rooted in the classical tradition of

© America, invested with the quality of folk-art, whick to Pitls & way of thinking is
ao-art thhout any intellectual claims.

Richard Lacayo, in an acticle in Time, comments on the sffsct of Ansel Adams’s
photographs in'coutemporary America. ‘M‘.any are go familiar they soem liks
national monuments on paper’,* indicates a percepticn of Adams’s photographs
as histotical records of the American landscape. In the light of contemporary
“yos about conservation, ke implies that Adams’s photographs, once 0
'appa&enuv timelese, aro mow histoicel documents, tio reoard of aTost world. -

‘Walker Evans, t0o, seemed to concaatrats on tho theme of the Amerioan

expetience, its rich and poor, skyscrapers and shacks, work and lsisure. Evans's
first two major projects involved American Architecture. That of Brooklyn -
Bridge, 1929, and anonymous Vigtorian Architecture 1930-1931, mads at the
suggsstion of Lincoln Kirstein, then curator of the Museum of Modern Axt, New
York, which resulted in the firsi one-psrson photogrmhy exhibition heid at the
Museum of Modern Art, entitlod, Walke :

Their work implies an understending of American life, something which was not
easily defined then. What' it meant to be an *American’ at thay time, was indeed a
contentious issue. An anthology entitled Americs as Americans See It by Fred
Ringer celebrated American culture and values, but in contrast, Harold E Stearns,
"Preface’ in Civilizationinthe U S An Inquiry by 30 Americans articulates
complaints about the *emotional and mﬁ:etlc am'vauon of an America mthout a
useful hentnge of tradition.¥’

®Richard Lacayo. "The Man Who Captursd the Earth's Beauty’, Timg. Sepbember 3 1590, p.51.

"Harold E Stours.  Givilleation.in the U §_An Joquiry by 30 Aatericans, (New York: Harooust Brace, 1922),

pvii,
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Maren Stange and Alan Trachteaberg note how the FSA photographs have shaped
moderx preconceptions of what took place during the depression years, Stange
asserts that “The New Deal, FSA, project, directed by Stryker and empioying
‘Evans, Lange, Shahn, Lee, Deiano and Rothstein, among others, was the

~ culmihation of the documentary movement. Familiar dowmmtary elements wete

'f.ussd in the 1930s to create realistic, yes visually appealing images - “symbols.of

* ideal Iife’, in-philosopher Johu Dewey's phrase - *formal complexity as well a8

Iradical content were suppteksed in the pictures that became popular’.®

ﬁlowever, it must be nted that the photographers were considered 1o be co®
aumarsofthepictures for Stryker’s conception was to aceumulate "a pictorial
encyclopadia of American agriculture’ * since he issued regular and detatied
shooting scripts to all his photographers. [Figures 2 and’ 31°. These shooting
*eripts roveal a wide range of subjects which the photographirs were iutended to
 focus on, but are also indicative of Stryker’s selectivity in determinmg the kinds of
images represeuted

Onel___of the themes concerns photographs of people fr”oniivarimu lincome groups, &t
Isigure and at work; photographs o7 the wall decorations in homes were intsaded
a8 an index to different inchme groups. Az example of this Is: Unlon Pojot
Georgia, 1941, by Jack Delano [figure 4] and Hildago ty Texas, 1939 by

“ Russell Lee [figure 5]. These photographs each show a pair of fignres in 2 lounge
setting, one an elderly middle class couple from Union Point, Georgia, the other
recapleuts of government aid from the FSA in 1939,

A

/s

‘“Stange. paxvis

%R0y Emerson Stryker and Nanoy Wood. Ig This Provd Land: Amogion 1935-1943 ss secn ufl.hu FsA
Photographs, (New York Ciiy: Galehad Books, 1973), p.7. : . // _

Hgirvker and Wood, pp.187-88.

%



Selected Shootmg Scrlpts
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Front R, 2. Suryker

Phougn showing the various ways. Lhat differeni
F:mpsmﬁeh mnin; for example,
!atorml clothes

Listening to the radls

Bridge
More preciss dres
Guess

Anending churck

Follow through a set of pletures showi le o
thek: way [vow thelr hgtkne o church ng peop

Ceétning outof church

Visitlng xnd mlking

Ratwrning from chuseh to home

Visitingand talking in the vestibule -

Here mh!. note tha diferenoe in thwe habits of the
verious Bscome grovpe,

The ‘Sctlvities of vurious ncome jevels

The erguniwd and unarganized activices of e veri

gus freome groupe
“Whare can peaph nweet?

Wellao-do
Couniry clubs
Homes
Lidges

Poor
Boer hmlls
Pool halls
Saloona
Strast comers
Guarnges
Cigar stores

Congider the sene problem as npp!ie:l 1o Women,

Da wemen have xs many nm:tmg plwces aa men?

It Is probable that the women in the Jewer-income
fevels have far les t)‘];portumr.y of manﬁ with
other women than do the women of the higher

* income groups

“How many people do you know:”

There is x marked «tifferance here between the crcle
of acquxintenoship betwesn the income groups
amd also on the besix of urbmit versus rurnl,

Backyrrtle
JWhat do yon see out of the kitchen wintdows"”
\‘a('aus exhibit pictures could be taken in different

g anil on the busis of differsnt income groups. |
\}g doven iny sty /ﬁ

T5A
To sl} photographars Suggestions recently made hy Robert Lynd 1928
. {co-anthor of Middletown) "
for chingse which should he
photographed sy Amerfan Barkgroumd. »
: Hern again, » move interesting v, of plctures couid e~
Home ju'the evening nk:m.s‘ Leeping in mind div mmm proupe

and different peographics)
People on xad o the job, \" :
How much difftrent do paople fook and act when
they are on the Job thar wien thoy wre oy |
m&a‘&"” necoltate somt ey eureln] ovmars

Pictures howing relationshl betwsen dmuul the job,

Thhmﬂhdudammhm ﬁtmd
WMW %,
plemhuhmwoﬁ,mw mp&uﬂmhgp?ﬂ:

aged man end woman ihe joh,
mmumwmmmmdm
United Suster,
Tor include yuck tnfngr ax mmsmm

pendent shopsitaxes, and husioowes In the small
che stovn’

. porch, the bamypklilop in tha Bying mum
'I‘habu:halldilmondnm hmmtpaue&mpm
eral Jandacape, .
This &s particulasly noticenble wisen onc views il
towns from tlw dr, )
“Fit for the Ifkes of us™
What arz the things which we jecl comfartable deing
whh sorae snd oot with slen?
barwiz danel: o{‘ pquiatiau sndd jor
matsi&;:hm .
_ Prawad choris
Polbshed shows andisoon R
Is &s Moy fo. lurge Inchonirin] aroeo-thee aven the -
pmymwl!lmhummu&umhn
ishad b, dmhmmg'f:a mmt o '
l:ghm Beoup m oenntier
Tat mwm:mmmkhhwn% '
“Hew do peopleloo&.?" :
In towns of various sizes—1500, 23,000 w 30,000,
100,000, Considar the same thing from a geograph-
Teal seerndpaing.
"Tha wall decorasions iw howiee a1 wn index wshnl“’r :
levent income groups and their reactions,
The phat it stucly of the differencs In the men's
world women's world,
A photo'nphk study of use of Ieiﬂ.me tima In yirious
Income groupe.
Compare headiines rqiomlty.
Thke the same vbples such & & kidos: #r gihar
news {tam with natlonn] fncere and pate i man-

ner in which it iy treatect in the dlhnm: parss of
tlu countyy, )
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From R. E-Stryker

o Russell Les,

Arthur Rethstein,
in particular

1. Production of foods—lrulty, vegeublu, mond, poultty.

eggs. milk and milk produc, mirelsaoous products.
a. Packaging sud procwlqo{ above

b.ggl:ng; hlulmg, .:m.mgi %m o

< ¥lald npenuom-phmhg cufthvation:

d. Dramath: pictures of foky, show “pu:m of the
L bom!-_

ountty; getfesiing of che productiveserth,

lasz acres,
emmﬂuumldmeoaéémwpm
fang, boxes, bag, ote. :
1L Youltry—lurge-scala apemtions
Hatching, shipping chicks :
Get & fow picures “cute” of littlechicks
Real clofaups
’ e "pictorinl” shots of eggs in bukt:s. in piles,
N crutey {ge: pattern pictures [or postersy
Presed poultry

"Chickens in pent and yards

Fueding operations " N
il Cenersl farming = fccures of reprua:tttwe

small farms (Cali Elbm General farming,

buildings, [armer & l':.maly, f‘l.rmgr at work.
IV. Smazll town undes war conditions )
Befest a smull 1own somy distence From lusge citle
- and make 2 camérs stdy of how this tinm ks
under war coodftions,
Civilian Defense Acclvitis
. Meetings ol all Mluds—Rad Crow
Farm groups, ate.
Look fora wwnmtrmarmyclmp
Stgns—stores, flling uatlons eic,
Selective Serviee
Registraiion of new sge groups
Home gardans, Civillan Defense Activides
Schools. More neighboriines (Anyevidonce of :h!ﬂ'}'
V. Aiita snd wto. tire ratloning, A civiltan-
‘gets off rubber tires. (Ma.ny dllng!-shoul phm
&jrla“zhed now hafore disippearante or sher
) [

Ol tires plles.

Used car lots, Etpeciauy wham £nOrmol mmlhm o
Cats are sioend.

w

VI, The land i

&{ F 191?3

!—Ip»—ag rubher {or oxtier cosme
m mnq. i, Hom-dxmn

. hﬁmmm w?ﬁ“qu mdu.“'
O e ot Etod Sitog saciers v o Bhee
\ri.'nu

: midakrmymwhﬁxlndhwamntqnw.
“Man ar Woek" gl We xri gtit] shon of thase
ploreres, Them Inciode:

(l) h;glw&y hlumgwhlg stk s.g., in the Racky
(!',l R ir and muntemm. @
i3 Emp msize thaen.

vII, {[or R. L:r.j Mining, Califom's, Arirom, Nnr )

Mexico

© Get pictures showing incrensd uﬁﬂﬂunmm
Getp g

- pectiveand smell aperating
Mercury-nesr San Jose, Callfurnin. Cessent, Kaleer's
cernem blant near Sen Joss, California.”
(See Jack Tblun. Also Sxt, Eve. Povparticla on Kalicr)
Miners~ [nces & miners &t work .
_The Jong shous !m'a"teel' ehhcm

’15{ Pmpla-—-w must hmct'm

men who build oarb!‘lﬂg-n. m&. duiil
Fectories,

Housgwives In iheir kischen or In the yupd picklng _

1

More contemteti.koking old lm:ph-man sewlng,
mn rendding:

sitd m 5 ingIn p:dw
m park. mm at plenkes, 2

b
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We&emﬁeawmofdi?fémmdsMﬁm: the images are of a home
environment, with arnchairs, coffee tables and lamps etc, The figures of a man
and woman in both suggest, in this domestic setting that they are busband and
wife. Both images evoke the concepts of family and bome, John Tagg suggests
that the difference between these photographs that is percsived by the sudiencs is

 one of class, and "that it is equaily clear that this dominazs forms is an ideclogical
form constituted in the form of life and by the realisation of the values, beliefs and

modes of thought of the dominant class’.* \,

i . . hy Vo
= \\ r

.
¥

"The tapestries on the walls in each of the homes: one a Moorizh dance
reminiscent of Delacraix’s Women of Algiers, the other an sighteenth century
chamber concert, reminiscent of Fronch art, suggests their taste and implies the
class and social standing of the individuals. These tapestries allow the audience to
‘make certain assumptions about the figures, thair social standing, tusplied by theic
taste, and the way in which these interiors are furnished, However, thess
assumptions are based on the viewer’s knowledge of the time, and their knowledge
of furnighings in American homes of the 1930s.

These wall decorations algo lead one to quéstion what meaing they bad for these
individuals. Wers they mads or bought, valued and-siffired, or worthless sid
neglected 7 Were they hung with care or indifference, in gpecial vantage points;
did they adhere to some consumerist impulse of home decoration at that time ? Xt
might also be questioned whether the subjects chose to sit in those positions in the
room, £0 that the wall decorations might be revealsd in the photograph or whether

they were directed 1o do 50 by the photographers in order to adhers fo the
instructions given them by Stryker.

‘Environments in which the subjects were photographed were actually stipulated by
" Stryker; for example: the poor were photographed in Beer halls, Pool halis,
Saloons, Street corners, Garages, and Cigar stores. The relationship between

Jola Tagy.
Education, 1988}, p.161.

giEtion: Essays a;i“-w and Histories, (London: Maomilian
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deasity of population and income was intendsd to be revesled in photograghs
which deploted pressed clothes aud polished shoes. Strykes states in 8 shooting
script issued to all photographers by him in 1936, *it is likely in fargs industrial
areas that even the poor groups will mske a greater effort to have polished shoes,
pressed clothes, than the same or even a higher income group might in the smalles
populsted arces. What effect docs wealth have on this™?*

A Iatex shooting script [figure 3] issied to Russell Lee, and Arthur Rothstein
inciuded Auto and auto tirs (sic) rationing. °A civilian population gets off rubber
tres s)’, Aflr which is stted: (Many things should be phowgraphed now
yappearance or marked decline), indicating Strykec’s concern for e
Bating aspecih(ﬂf&mncan culture which were disappearing because of the
asaio “Furﬁ:erimmnswmfor’l’lctumsofmm, women gind
dlq_}renwhonppwas if they really believed In the U.S. Get people with a littie

g}?&ln This may Mmesmsmmﬂarcommmasmeof
'—'pmm,mformageswhmhwoumsmmm“

_ AnoﬁaeraspéctwasthaeffwtofthedeprmmmthasmallerwmnfmeUS
Pictures were to include such things as thsyowﬂwfsmll independant shops,
storesandbusmessesmmemnallmwm ferexample,themreopmdup on the
sun porch, and the beauty shop in the living room. Stryker states of these
pictures, ..."the small town emerged 2s a thing possessing emotional and aesthetic
advances: kinship with nature and the seasons, neighbourliness, kindliness,
spaciousnsss - plus some certain disadvantages; laziness, pompousness,
narrowness, lack of economic and cultural freedom’,* sttributing these pictures
with a senze of nostalgia, and idealism of the small American town.

e

“51ryker sad Wood, p.187.
- *giryker and Wood, p.188.
B3teyker and Wood, p.188.

stryker and Wood, p.15.



* seen as the exemplar of documentsry photography, rather than the inheritor and

Signswarealsoonﬂ:eagmdm— anysignwhichsuggesumbba'(orotha‘
commaodity) shortage, raﬁoning, eic. Horse-drawn vehicles, Blacksmith ghops,
harticss shops, buggies, delivery wagons, horse drays (for triinks), bicycles.” As
well as sﬂpulaﬁng that the phumgraphers should ba on the Ihokout for closed -

hllmg st.mons: at joints’ &
/\J ‘\?

\3 23

Fié remarked, of the intentions of the )*s;a "This was part of our joB\“ta rem:%
conterporary hlsim'y’ * _ / v

Earl:er, in kis work on the pubhcaddn, m,ﬁmwe Su'yker was
i&srningtoconstmctadocumentnr}lmagethatmightmccaed because in it |
reafistic forms of visual expression could control the appearance of semning social ©
fact in order o exptess what Was qnj‘yenﬂy app:bpmte and even atiractive about -
the new ideology. To show the inevitably modermsing “American, In 1 style

credibly humanitarian and artfully tndividunlising, be Stryker’s task at the

‘FBA - made eagier becnuse the New Deal govermment bo&nheaggmof :

change ard the sponsor of representation, Stange states that "the FSA pmject
appeals because of Its scemingly '%comme:rcial values and procédures - and
because of the urgendy lmmnmﬁﬁan rhetoric of its images -The FSA iz gmwraliy

i
S

e

T

culminzting phase of a tradttion’ »

b

1t was intended to publicise not only the long-stauding distress which had

necessitated such wiprecedentid federal interveatior but also the ameliorative -
effects and the unique long-range goals of agency programmes.* Sharscruppers
and tenant farmers were the object of New Deal publicity, since taey existed at the
bottomoftheagriaﬂtuml and economic ladder. Perhaps that is whyEv;pamd
Agee focused on those people for their publication, :

ABg¢rvier and Wood, p.188,

49gtryker and Wood, p.16.

=

stangs, p.106. .

¥
¥
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Men, (1941), because they lived in rural aress, 100 isolated and poweriess to # ,
organise along class lines.*

Interestingly, Evans and Agee did not focus on any black family's plight e their
_publication Let Us Now Praise Famous Men, although there were many. It has
- “been documented that thirty-one families, nineteen of them black, unable to

survive in Arkansas, crossed the Mississippi to join Eddy's Co-open‘a 78,

estabiished by socialist minister Sherwood Eddy. A n for thus might have

been the sirong American Nationalist feeting which [prevsiled t that time, takon
up by the FSA, which preseribed images with which its sudience could identify:
the pllght of other white Americans. Su‘yker states in The FSA Collection of

_ Mﬂhdﬂh& "We succeeded in doing exactly what Rex Tugwell said we should
do: Wa mt*oduced Americans to America’.®

_ HOWdNﬂ', William:Stott, in Documentary Expreagion - 23,
comments that the *audience’ is of & higher income group than that which the

* documentary genre treats. . This implies that the "audience’ would have been
'soma;what mov{_ij?rom the images the FSA produced. ..."documentary treats the
actual unimagined experience of individualg belonging to a group generally of low
econmmc and social standing in the society (lower than the audlence for whom the
repott is made) and treats this experience in such a way as to render it vivid,
humayn, and - most often - poignant to the sudience’ 3

Stott emphasises that they conveyed an image of their subjects which never shows

~ thenz to be responsible for their misery through laziness or moral dereliction. This
image of the Thirties depression, Stott says, is intentional, He s;xggests that the

_ phou}graphs are pmpagandigt and sentimental in their look; *mournful, plaintive,

i
Agec states{: *The job is perhapa chiefly & sceptical mtudy of the gatue of rellxty and of the falee nature of Te-
creation snd of commuticwun in Alan Trachtesberg, Mng_&w;mmm; p.258.
525teyke. gnquad p.o.

SOgwiltiam Stait, Americs, (New York: Oxford University Press, 1976),

p.62.
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. sentimeatal quelity which pervades the images of shevecroppors and many of the i

-sterectypes, and that they fail to communicate sp:gih» gharacteristics of the ;r'

| - A 22
nakedly near toars’. Which implies that the photogtaphs were designed to

~ evoke & reaction from th audience, because thay afe so poignant. He .. reveals
the artifices behind the photographs. This is communicsted in his discussion shout

the photographer’s relation to their subjects, and the kinds of imagoe they wanted
mpmduce He cites theemmleofArﬂmeoﬂzatein, wha took photographa of

his subjects without their being aware of him because when they wars aware of his

presence their sad faces and worried expression, ... their forlorn attitudes, gave
way 10 .. Sunday-snapshot smiles’,* revealing what people do in front of the
camora, - projocting an imags of themsalvas for the photo, ‘apher, - a inags they
assume ha wants, or which thay wish.to pregent, dMargetetBourkoWhitemd
Erskine Caldwell, ho states, adoptsd the same approack, by their admission, it
might taks an hour before their facss or gestures guve us what we wars trying {0
exprees.,” % This indicetes subjugation by these photographers in their sttsmpt
t0 create & certaln type of image of their subjects; revesling that they were fully

' conscious of 8 kind of expressica o gmuuawhishtho}f/(’fm in their

photographs, and which they fslt would communicate the subject’s plight.

William Stott comments on & look the subjects have, which exists in mors than
hlf of the documentary portraits of the Thirtles, *scence of murted despaic”.¥ It
i& considerad a cliche of thirties documentary, and is something which Evans was
consclous of, and tried to break away from. Stott identifies this romantle vad i

documentary photographs of that time, Suggostmg that these images ars

individuals, and are thus identified as *types’, Webster states: *Where an mudience
1s predigposed to accept 4 stereotypical repreaamatmn as reality, where viewer\- |
have been attured to conceive "veality’ thruugh the distorting lens of cuitl..re, then !

S4stort, .60,
Bstom, pp.61-62,
”.%tr.f p &0.

”aa{u Pp.61-60.
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there is & Teal danger that a symbol is confused with reality’. Mo stetés that the
photographer or maker of these kinds of images should be aware of the aultaral
constituents of society, the development of perceptions of gens.. - roles, social class
" outlooks, images of students otc.® Stott does not acknowledge that the

production of these kinds of images might have been encouraged by Stryker,
specificaily conveymga eciain lmage of rural America, with which the sudience

" could symeptise. . P

Webstar refers to a film seried cafled Destination Ameclca, In his mlm'm"
mw,mpmmmmmmmmmmmmmu
was intended to reconstruct the history of immigeasts, Certain(objects sad imnges -
in the fllm are inciaded to evoks cortals meaninigs and themes in the saries, &
begins wich roush seas, signifying voyage, then a stiot pasing the Hudson Bay,
and the Stame of Liberty, suggestive of hopes of freedom and opportunity. He -
makes the point that this kind of film, and these kinds of images are rooted i
cultwral conteits that kfluence both the viewer’s eacoding sad decoding. Rough
seas and the Statue of Liberty in this context are used symbolically to tftect
meaning: and rely on the sudience’s knowledge, aud culiural context in order to
convey meaning. However, what s distmrbing about this ssries is that the central
figure, Mmsar,lsnotpurwlvedasunusnﬂinmym,hﬁmmeﬂha
average Jowish immigrant, *The danger of this s that ¥o many viewers Interpret
Meizgerssuccassnotasasymholufapammﬂarmnd.butamwlyasw‘tm&l
valid for all Jews who emigrated 0 America’.” '

Images by Valker Evans, and other photographers ke Lewis Hine, avoided these
commonly found stereotypical images. ‘Thay indicated the personal and individual
qualities of their subjects, and commumicated something of the fsbric of the

societies in which they lived. Trachtenberg notes of Lewis Hine’s photographs of

S8y ebater, p.44.

- Sebater, p.44. _ &
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immigrants in the act of experisacing Ellis Jsliad, that they knclused detalls thet
signified.the most unexotic of setting. "He posed ki subjacts o silow for mn.
nwmhaofhﬁvﬁuﬂquﬂm&&lﬂhthepWWam&Wm
dq:ianonoflmmigrm typu"”

 In the 1960 edition of L " # Praise Frongus Mg  photograph of Ivy
Woods, a Sharecropper’s wife, mpﬂmamlmahatdm@muindudad ‘suggesting
mummﬁnaﬁdqwhyof_ﬁewqm@epmmwmb&wﬁ. Other
photographs are cited by Stutr, whick reveal evidencs of this: mmw
aShuamWsm"wm«mh ‘puzzied, not hostile, desply

- seeptical’.® mEvmapmmWhaofimmwShmnpmhwm Stott
siates, "thase roome are empty, {abmdhimmnﬂ@m).theﬂcmmm
.msmndsmthemmwcmmhmdas,mdmmmywmtm
wwe&hmfmmanaﬂ..I'Inmydhiapmukk-mwaml-m.
mmgmofmxmfkmmmwmmm“dmm
abmrtﬂmnandﬂ:egmupthuyrepmsm mdleatingﬂvamsabﬂitymulwt

: mdisdmﬂmdmﬁrummwhhhwmmmmﬁmmupeaaf

- thair lives. Alan Trachteuberg’s comment would sears t0 andorse this, "For
Bvans, as we shall ges, an antinomian rejection of design wpon the camers 83 a
collaborator of soctal fact for the saka of controlled socisl change, was the
precondition of his work, whataﬂuwedhnn [at a later datal #0 tonceive a project

- of American photographs as deiibecats counterstatemsnt’, Similsrly, Maren .-

" Swnge’s observation sboiit Lewls Hine, aa scknowledged influsnce of the FSA
project, indicates, "The essential meaning and importancs of Hire's achievement
tasy be that it actually clarifies the process of reform by pastly danying Jt ir the
very act of continning and publiclsing it'# ‘

N&mp, p!ﬁ

)J(-/‘.

stott, p27s. |

2g0oit, .67,
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The geure of much documsentary photography of 19308 Xﬂwiu ht&mbnsod on
the context in which photographs wece placed. Workinsﬁnrﬁo?&&dﬁunﬁned
the kinds of images which wers acceptable, snd the kinds of kmages witkh ware
produced. The orgenisations which commission s photographer’s work, are

__thmﬂare impvmnt

uthemmgraphamybemnmalnedhyurmwﬂm

the expectations of the organiration. Cognisance will also be whets
phutogmphmwmmtwmhngwmmﬂmemtmhﬁs Agee and Bvansworked

 independently on the publication Lot Us ¥

i Mex amithei:indaof

pommﬁvanspmdumm&wbobkmaa!widmnfhuhdmm both in
hlswaym‘seemg andmthekindsofzmagushaproduoad s nature
o (domnmmmy)asammmdepmdsonmamﬁmm&‘m agonts which define it

andsﬁitmmrk’”

It has bﬁmsuggestedbymmnbuxmdsmw ‘he

use of documentary posed, for reformers, a never-ending ~eries oféacm.dmm
the sppropriate megns to muthenticate the decumentary photograph, aod o \“
authorise its meaning with written text, captions, andldmtiﬁcaﬁouofﬁwnsancy

presenting the image.

Withmgardtoﬂvm, it was the FSA which inpartdaﬁnadtheterminﬁ)ﬂﬂi
subject matter, andwhichgavememhis subsequent project whhAgeq,ngla

is aasemd by Tagg, "What alone unites the diversity of sites in which photography

operates is the social

formation itself: the speciiic historical spaces for

representation and practice which it constitutes®

The significance of the photographic image at the time s interprated by Agee in

the 19305 s, "Not inconséquentially, the camera, with itg image both realistic and
mass reproducible, rose to becoms the ceniral instrument of the age’ and the
photograph became the central symbol of modern comnumication’.”” The

B"'Ta,gg, p.lIS.

°_°Tngg. p.118.

Stange, p.107.

~

5 Mex, snd later The Ampricans. Butwhatmustbamad,m&



documentary genre, tharefore, appears to provide truthful historical
documentation. Yet 2 study of the #SA shows that the photographer may be
manipulating the viewer's understanding of the photograph; using the subject
math ér and cultural background to a photograph o influence the communication

" between viewer and photographer,



CHAPTER 2
WALKER EVANS AND ROBERT FRANK

The atms and intentions of documentary photography, as establithed by Roy
Stryker and the FSA, indicate some of the parameters which C.&med the
documentary tradition during the 1930s. Its significance and the impeius
generated in the documentary genre were considerable, both in the volume of
work and range of subject matter produced, and in serving to direct the attention
of the audience in a particular way. In this chapter the work of Walker Evans and
Robert Frank is examined, against that documentary tradition established by the
FSA, in order to demonstrate its influencs in relation to these photographers’
work, '

Socio political considerations, as exemplified in the practices adopted by the FSA
to the documentary genre, ¢ pertinent to the criteria determining the respective
approaches of Walker Evans and Robert Frank. The aim of this chapter is to
indicate the manner in which the personal perceptions of each photographer are
manifested in their particalar approaches to documentary photography. Despite
sitnilarities In their work such as, subject matter, the consequent impression each
creates in their images is attributable to the pictorial construction brought to bear
in the rexdering of their photographs. In view of this assertion, issues such as
composition, lighting, camera angle, and the photographer’s point of view arc
examined with specific reference to the comment they inflect in their images.

Degpite the difference in time, - 1930z and 1950s - what linka their work and
places them in the documentary genre, is their respactive treatment of moments of
conflict and change. They both reveal the effects of socio-political upheavals in
the lives of the individuals depicted in their photographs. In the work of Walker
Evans, the effect of the depression provided the content for much of his
photography.  Robert Frank photographed scantes of American soclety taken
during the 1950s. The fifties, unlibe the thirties, were relatively presperous times
for most Americans, There was an increase in household appliances, particularly



TVs, Hzusing development increased, altering the urban landscape, and inter
state highways were constructed. The family car and single family boms became
 the norm. Though poverty persisted, affluence became more vigible. However,
the political situation at that time was characterized by pesaimism and fear,
... for some politicians, hunting Reds becams a passport to fame - to_notoriety ...
It was the tocal point of the careers of Wisconsin Senator Joseph R McCarthy; of
Richard Nixon during his tenure as congressman, Seoator and Vice-President of
the United States; of several of thon's'"mlleaguaa on the House Committee on
Un-American Activities (HUAC); of Senator Pat McCarraa aad other members of
the Senate Internal Sscurity Subcommities; of a phalanx of understudies st the
National, State and local levels.® Similaritizs are also evident in the content of
their photographs, i.e., cars, luncheonettes, graveyards and street furniture, The
subject matter which characterises the work of documentary photographess
employed by the FSA; agpects of daily life, characteristic of many Americans,
However, Robert Frank enlarged on this subj.wt matter, Including images of :
jukeboxes, flags, and roadside entertainment; elements [ssociated with 19508
popular culture particyiarly, .

The sitns of Walker Evans and Robert Fraak are parailel in that both attempted to
accurately reflect their perceptions of American society in their photographs. The
FSA's adherence to certain modes of presentation also provided Evans and Frank
with a model whidi they reacted against.

Their differences of approach to each other are most apparent in the pictorial
construction of their images, choice df camera, film speed and the position they
take up in the making of their photographs. In the presentation of their
photographs, their respective styles of photography are revealed as communicating
a personal attitude toward their subject matter. Their personal pim'ceptlons vary
greatly, aixl are contingest on the manner in which they constrwzt their images.

. Photographs are afforded interpretations by viewers, providing qugent examples of
the diverse interpretations of what constitutes documentary photography.

#8picherd M Fried. Nightmars in Red, (New York: Oxford University Prese, 1950), p.3.



Walker Evans’s photographs illustrate certain characieristice which define his
particular style of photography, and reveal the manner in which he inflects
comment about the situations he chose to photograph, In 1964 at a lecture at Yale
University, where Evans taught photography during the latter part of his caresr,

he gpoke about the practice of documentary photography, defining it in these
words:

My thought ¥« that the term “docienentary’ is inexact, vague and even
grammatically weak, as used to describe a style in photography which
happens 1o be my siyle. Further, that what I belleve is really good in the
so-called docwnemary approach in photography Is the addirion af lyricmn

Further, ihat the lyﬁc is usuglly produced unconsciously and even
unintentionally and accldensaily by the cameraman - with certain
exceptions. Further, that when the photographer presses for the '
helghtened documentary, ke more ofien than not really misses it .... The
thing that I'm talking abowt has purity and a certain severity, rigour,
simplicity, directness, clarity, and it is without artistic pretension in a self-
consclous sense of the word. Msﬂwbaseqfir they’rehardand
Jirm...”
Evans indicates that the inadequacy of the term *documentary photography’ arises
from its use in describing his work, since it is also used to describe photographs
taken by the police in depicting a scene or a murder. He claims that while the
style of photography in thege examples may be similar, the difference lies in their
application. He states that his images do not function in the same manner as
polics photographs, which are intended to provide information, and that the term
documentary presupposes a knowledge of this distinction, '

He develops this argument by referring to another aspect of his -photogra{)hy -
what he calls lyricism, Here there appears to be a conflict between his description
of the term lyricism, and his modus operandi. In his photographs, his selection,
editing, and the position he takes up in the making of the photograph are, I
believe, consciously employed and reveal aspects of his particular style of
photography, considerations which appear conirary to his statement that the *lyric

“wuker Bvpns, “Lyrio Documentary', locture at Yale, 1964, in Walker Evans at Work, (Loodon: ‘Thames &
Hudson 1983}, p.238, ) : '
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is ysually produced unconsciously and even unintenttionally and accideatally by the
cameraman,..”™ For example, Dethiehem, (1936), [figure 6], depicts crosses and
industrial buildings; and the inclusion of cross shaped tops of telegraph poles
conveys an ironic comment in thig juxtaposition, The “lyrical’ in this context i
linkedw Evans’s personal perception of the scene, and is comnunicated by his
inba'pretaﬁon of it int his photographs.

Anapactotﬂvans ntylaishismhasis ondehb&aﬁonamdmodjaﬂon in the
picture making process, as revesled in many of his photographs. Tlns 1mpliesa
highly consclous attitude to the vonstruction of his pictures, and which seems to go
againgt sotions of the rccidental, or unconscious, which he claims is the terrain of
the lyric in photography, 23 employed by him. This iz endorsed by Jack Delano,
"1 think Walker Evans's was & very studied gad clasalc spproach ...

) Sincs the term lyricism is one more closely associated with poetry than
"+ photography, an sfatogy will be drawu to clarify thia point further, Languageis

considered a syatsin, the basic aim of which is denotative commwuication, but
whoss units can be used to convey a richer significancs, a more personal
expression. °Is it not the function of postry to eatsblish another world - another
world that corresponds io other possibilitie__g of existence, to poasibilities that
would be most deeply our own?™ The theories of Roland Bartires, Nelson
Goodman, and Julia Kristeva illustrate that Janguage iz part of the domain of
commurdcation, but can also be defined by certain literary *styles’, which could be
said to be an expression of the author’s perception, for example, Ernest
Hemingﬁay, and Sames Joyce. In much the same way, Evans uses the constrainis
which govern photography ss tools for communicating his personsl expression,

TOyalker Bvang st Wik, p.238.

~ MRichard Doud. Trmcrq:tafannwﬁewwﬁlukmdhﬂwm {Puerto Rioo, Rio Piedran, June 12,
1985), p.15.

2paul Ricosur. The Rule of Mctaphor: Mulli—diamplnmy&udmofﬂow:mnomehgianm
{London: Routledge and Kogan Paul, 1978}, p.241.

..\\_\



W,

A

4



32

 'This parallel between language and photography is also postulated in the writings

of Alan Trachtenberg and Lincoln Kirstein, Both observe a complicity between

literary style and photographic style in the work of Evans. *What Flaubert did for

the novel, then a despised form, Evans would do for photography” ™

Trachtenberg states that both concentrated on developing a personal style in their

work, imposing exacting demands through their means of communication, *The

literariness of American Photogruphs begins in its title’.” "Walker Evans” eye is

a poet’s eye. It finds collaboration in the poet’s voice’.™ 3

Evang’s observarions of the work of Atget also reinforces this analogy between
poetic and photographic expression, *...his [Atget’s] lyrical understanding of the
street, trained observation of i, special feeling for patina, eye for revealing detail,
over all of which is thrown a poetry which is not the *poetry of the street’ or “the
poetry of Paris, but the projection of Atget’s person’.”

K could be argued that these are the exceptions of which Evans speaks, howe;ru*q
these issues constitute some of the major considerations which make up Evang’s
style. One could aso argue that if lyricism was produced unconsciously or
particularly as he says, unintentionafly, then the photographer’s *hand’ in the
making of the work would be deemed minimal. The considerations that
photographers bring to bear, like camera angle, lighting and composition in the
picture making process involve certain decisions and choices, and testify to the
artist’s intentions in making the image. In the absence of thege considerations, the
piciure would be relegated to the level of a ’#napslwt’.“

74 p1an Trachtenberg, Reading

TSy rapitenberg, Readi

S\Walker Evans, American Photographs, (New York: Museum of Modem An, 1938), p.194.

77Mtﬂaberg Reading Amerioan P
y OAQINP ADIOAL

&
78SNAPSHOT. A quick or hurrisd shost taken without defibcrate aim. Shorter Oxford English Dictionary. The
term ceme into general use in the 1880s and 19 associated with photography made with simple band cameras by amatours,
The word aleo signifies the intention bthind the making of the picture - it is intended as » record of a person, place or
event, and raade with no artistic pretensions or commercial considerations. Brisn Coe end Paul Gater.  The Snapshot:

roy
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Walker Evans was burn in St Louis in 1903, Hewemm New York in 1927 and

. in 1928 commenced a career in photography. His early works were primarily

oboervations of street life, and his approach at this time was based on impressions

. attempting to be descriptive. For example, the street scenes taken in New York
* City 1928-1929. Strong shadow patterns, geometric shapes, and the use of high

contrast charactcrise thess piciures and reveal the influencd of avant-garde
Eurthean photographs of the 1920s, which Evans had sesn nq,'n.j'(isit to Burope.

_ ; _
In his writings in the eariy 1930s, Evans reveals his admiration ﬁ)r the wotk of
photographers such as Paul Strand and Eugene Atgat "1 cams {61038 that picture
of Sirand’s blind woman and thai really bowled me over . ... That's the stuff,

 that's the thing t0 do ..."™ The iraprossion their wark had on him, their

concerns and the dispassionate view which characteriges thelr images was ussful to
hins in defining his own goais, often challenging existing models of photography.
But Evans defines his own style of photography within the limits of the redfum
itself, thereby breaking with the convention of *art’ photography of his _
predecessors, Alfred Stieglitz and Edward Weston, Steglitz’s phomgmpim appear
closer to painting, - a consequanoa of the albumin process which created a blurred
and painterly effect in his photographs, Weston’s photographs are perceived
within a sensihility refined by painting; texture, composition and spatial tension.
"It is a photograph but we read it as a peinting’.® The severity, susterity and
rigour which characterise Evans® pictures colvcide with his professed alms of the
practice of nhotography and display his adherence to its constraintz, It is this
recognition of the properties of photography, rather than the tradition of painting
through which he defines his expression,

The rise of populsr photography 1888-1939, (London: Ash und Grant, 1977, p.é.

7S attor o Hanns Skollo, in Walker Hyags st Work, p.24.

1985), p.396.

r
A

0 gdmundo Deenioes. "Cubs Made Me So', in Marshall Bloasky. (od) O Signs, (Great Britaln: Kasil Biaskwell



ll ' . *y i

’ ,34-
In 1930habeganmnhouogmphnmeteanﬁ1cmum “surican houses, atLinmln
Kirstein's imtlgauon "’ Evidence of hib direct and austere approach to
photography is revealed in thess images - an aspect which remained consistent in
his approach to photography throughow his caresr, and which he used during his

_ mvolvament with the FSA. In 1933 he was employed to taka photographs in Cuba

for Carleton Beals’s book The Crime of Cubs. (1933), and in 1934 ke was
commissioned to photograph the Museum of Modem Art’s collection of *Africh:

Negro Art, . ) . ) '\_.\:- - .

i : | ” |
| From 1935 to 1937 he was employsd as a photogeapher for the Farm Security -
Adminigtration. Walker Evans’s contribution to the project was enormous, and in
Geveloping his own documentary style, he challenged the boundanes of the

doczmentary spproacl, and to some extent, Stryket’s notions of it. During the | = d

time that he was employed by the organisation, he maintained a dagree of
independence from it. His photographs, and bis intentions in making them are
dlst’nct from the majority of photographs produced for the FSA by oﬁler
photographers As he says, °I think [ was phntpgraphing against ﬁns ..que of the

time, against salon phctography, against beauty ;ihomgraphy, against art
photography ..., I was a maverick outsider’ ®

Thi;yFSA provided the material conditions for his activities, rather than its purpose
or rationale - at least as far as Evane was concerned. “His involvement with the

FSA was helpful to him in defining his own intentions as 2 photographer, and his
coliaboration in the project gave rise to his book American Pf g, published

in 1938, In this book the sequence of images i, intended to communicate certain _ |

themes, for instance interiors/exteriors, and American architecture. The pictures
are characterised by a consistent point of view, and ks interest in spcial
mformation the vemacular cultxre of American society, is communicated as a
further theme in the book. The gloss of objects, liks mc..mg chairs: and Wood

81]..!1100]1! Kirstein was director of the Museum of Modern Art, New York. / ; St

820t Cummings. Tape-recorded interview with Walker Evans, (October 13, 1971); PP 11112. W
Archives of American Art,
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firefl stoves are used as indicators of their utilftarian function. *People and their
arti_ll’acta are mutually possessed by each other”.® Much of the content of these
piciures is similar t; the subject matter commissioned by the FSA, like
Shiectoppers, street scenes and inteciors of houses, but it also inciudes
phdioﬁraphs taken in Cubs in 1933 as well as pictures of buildings, verifying his
'intemt in American architscture. |

\\ '
In 1938 an exhibition of Evans’s work was shown at the Musaum of Mndam Art,
acqampamed by the monograph American Phatographs.

i

Thé FSA owned the pictures he made, but did not control his use of them, It
\rugt be noted that the publication m\@mm ir in po sense a product
of the FSA. In the introductory note to the book, Evans reiinquishes alt ties with
political organisations, He states, "the picturea are presented without spomm:ship
or ¢pnnection with th{a pollcies, acstbetic or political of any of the matrm:iom
publications or government aguncies for which some of the work has been

i ‘ .

By 1940 he had left the FSA and began to pursue his interest in the tenant farmer
serles, commissic: - by Fortune and later published in Lt Us Now Praise
Famoug Men.

From 1945 to 1965 hs was employed as the only staff photographer for Fortune.
His work was preserted in the magazine as “artistic features’, muck like the style
of the photo - eysay adopted by Life magazine at the time. He also controiled the
selection and layout of his images. The sequence of images, which he used
initially in American Photographs was a dislectic he continued to employ in
subsequent years in Fortune.

35

83Max Kozioff. *Signs of Light. Walker Bvans® Ametionn Photographs’. Artforum. Vol 27, Apsil 1989, p.115.

$4walkor Evans, Amorions Photographs, unpeginated.
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By 1970 he was making numerable photographs of sign bomls, subject matter
which was used in images from American Photographs, Tor examylle, Licence

Photo-Studio, (1934) [figure 7] and Sidewalk and Shop Front, Newx Qrleans,
(1933) [figuxe 8] verifying his interest in linguistic and visual notations. In this -

way, he draws attention to the photographic act of remaking the imnege, the
subsequent presentation, indicates the pictures as a part oflps owri ironic
construction.

' In the composition of his pictures, vertical ard horizontal dlement ars
photographéd parallel to the picture plan, thereby communicating stillness in the
image, for example, Side-valk aod Shop Front, New Orieans. {figre 8]. The
shop front is taken parallel to the picture plane The doorway ﬂ;nctmns a8 a
frame within a frams, and the striped pole and striped facade Heigaten the
symmetry of the image. Using the pictorial construction of the pi4 fure, Evans
eraphasises his attitade to the subject. The predominance of eye-lelval vantage
poinis encourages a sense of balance and rectilinearity. He strove for clarity of
representation, :arely photographing from extrersely high or low angles; nor did
he use strong lighting techniques for creating dramatic effects. Rather he
preferred naturat lighting, often waiting for precise lightiug conditions when the

" texture of objects was most evident. In this wag e was able to heighten
photographic detail in his photographs, His imagoes communicate ovder and
balance. His subjects were never chosen for their inherent drama, but rather ps
cultural and historical referents and for &13 pict!o’rinl logic he wanted them to
satisfy,

His consistently frontal approach anchors his subjects within the photograpk,
emphasiging the sense of order con%yed in the Image. At a time of political
chaut, Evans gave & sense of physieal_stability to what he photbgrap'ned. This is
typical of both the exterior photographs of streets, like Main Street Block, Selma,
Alabama, (1936), [figure 9] and interior scenes, such as Wasbstand and Kitchen of
Floyd Burroughs® home, Hale Couniry, Alabama, Summer, 1936°, {figure 10},
These photographs, taken from s middle distance v{zw, exemplify his objectivity



e

a‘!szrnul, mmm, Part 1, Mustration No, 1.
#6Bvans, Amsrioan Photogrank, Part 1, Musiration No. 5.
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of treatment, what he terms the *non-appearat.ce of an author’.® it is these
gualities in Walker Evans’ photographs which Stryker believed wers the elements
of the doctrine of docamentary photography as established by the Farm Security
Administration. In these images Evans acknowledges the existence of the viewer,
but he does not seek to emiphasise the lattes’s physical proximity or possible -
intrusion into the scene he records, The peraphernalia of jugs, towels and chairs
elaborate on the existent® of the subject. The objects in these interiors create a
perception of the personal space inhabited by the individual. In the interiors
which are absent of a subject, the presence of & viewer is the implled subject of
the ecene. It is aisosxgnlﬁcantm&t:magasofﬁlissort. Interiors absent of a
subject, were pﬂrﬁcular to Walker Evans. His pictures of biflboards, junkyards,

“signs, main strests, walls and fooms seeved to enlarge the usable visual tradition
in photography, the subject matter of the ubiquitous and the typical which he
defined a8 part of the subject matter of the documentary genre,

~ He often photoml“aphé-d several %rsiom of a scene, using differing lenses or
cameras, He bat,ame aware that the position the photographer takes up in the
making of an image determines the photographee’s understanding of his subject or
scene, For example, by standing back from the subject, or by using a wide angle
lens, the subject can be dominated by or fhnction in relation to his environment.
Alternstively, by moving cinaer to the subject - by aliowing him to fill the whole
frame of the picture, the audience’s attention is fumed on the subject and details

like eyes, nose and mouth are emphasised. For auampie_, Alabatng Cotton Tenant
Farmer Wife, (1936) [figurs 11],

At a time when sialler, easier to handle cameras were beéomiug popular, with

faster shutters and film spoeds, Evaus preferved the 8" x-10" view camecs. “The "
large foritiat camesa is congidered to be the trademark of Evans’ technique’,® In

many of hls.lq;ages, the subjects are formally arranged for the picture, impiyjng 2

871 calic Katz. “Interviow with Walker Bvans’. Ast in Americe, Vol 59, March 1971, p.83.

1
B8y cxlie Baer. 'Vummofl’awmhonmdnupw Thnllalauonllupbetwunw:lkm Evans and Robert
Frank’, An.!.n.umi Vol 41, Spring 1981, p.55.
/
f
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Yjames Curtis. Mind's Eve. Miod's Truth. (Philsdelphis; Tesapls University Press, 1989), p.41.
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sense of occasion assoclated with having a family photograph taken. They are
rarely engaged in activities nor do they interact with one another, Rather their
attention is directed towards the camera, thereby implying the formality of the
sitzation. This can be attributed to the large format camera. The camera was
cumbersome to move, placed on a tripod, the height of which would bave io be
adjusted. A separate sheet of film would be loaded for each picture, and a light
reading would have to be taken off the subject prior to the making of the picture.
Thus the large forinat camera demands a slow and painstaking approach, It is for
this reason that his subjects are never taken off guard, and this distinguishes his
photographs from those of photographers who use smaller hand held cameras, for
~ example Robert Frank and Helen Levitt. It is indicative of his method of
deliberation and mediation.

It must be acknowledged that he might have to set up thé tripod in & ﬁ;{iumber of
positions, until he was satisfied with the view he had chosen. That*viewwould W
include or exclude certain alements which would comnmnicate his inta-pretaﬁon of
th, “wene, for exmmple, Alshama Tonar Paxmer Fa g Hog.  (1936).
[ﬁgure 12] The inclusion of a wooden d@houﬂ house in the ba(:kg‘mﬂnd refars
to a specific example of American architectural construction and algo refers to the
suﬁject’s environntent. Here Evans draws attentics to sitnations which are '

* specifically American, verifying ons of the book’s themss, tha, wey are indeed
American photographs.

In J.et Us Now 10 Famous Men, Bvans abandons the seamingly dispassionaie
rmddls—dmtnnca vantage poim and cool tonalities that characterised the
architectural street scenes of Ammimmmmhs in favour of close-ups of -
Sharecroppers. In these portralts the subjects are aware of the camera and often
stare directly at it. Thus they insist on direct examination of the subject. These
images make explicit the complicity between the subject and Evans. *Any portrait
 photograph is the material trace of a lived thrpugh transaction between
- photographer and subject, But the relationship between these two protagonists - -
- the one behind and the other in front of the camera - is typically predicated on
an uneven distribution of power. The subject is made to pose and perfonﬁ like a

-



" avens, mmm. Part 1, Wustration No. 14. *
B vans, Ameriown Phiotograntiy, Part 1, Mhstration No. 22,
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mnatemlhepmmmbrmhimofhuiMpmﬁvJM'“ For

a Ci it Paroer Wife, (1936), Ifigure 11]. The
mmntsdimmbmhenmmﬂwﬁmandwhhnuthay Hetlookis
scaptical, perhaps hostile. This is significant in that many FSA images are
characterised by frontality in the taking of the picture. This “look’ was intended
to endorze their notions about poverty, light, exploitation and geometry. "Their
pictures wers ~ften used as propaganda for the agency, but it was propaganda in
theh:utme that is, ﬂmphomszaphsﬁ)medmﬂonmrealpmblmand
himdsttealsomms’“ Inthisimgetﬁmamwgnagdmmm
ofthnFSAinorderthmhiaimageamﬂdmtba ; istandalaoto
cnmmicntetiwdignltyofhi&mb}m despite their

Alrﬂwuﬁlﬁlepmm\)rfﬂteFSAwaspoliﬂml t0 Evans it wes an oppoztnnity to

taks photographs independently bf edtors, cllents ard buresucrats, He statos, 1

'didn’t ke the label thet I unconsciously earnoad of being a social protest artist. 1

nover took it upon myself to change the world’.* Bvans remains routed in the
documentary genre because of the subject matter ha salocted and his profossed

abjectivity - what is inescapable, however, is his parsonal intet, antion in the

photograph.

Robext Frank has long acknowledged that his aims and achievements in The |

Ammericans owsd much to the example of Walker Evans. He clalmod that Evans’s

photographs, in the publications, American Photographs (1938) and Let Us Now'

Pratse Famous Men (1941), had most Influenced him. it is in the structure of The

Americans that the influencs of Walker Evans’ books is most apparent. Howsver,
 their respoctive styles of photography are radically, different.

" o
i : )f y

]

i
% Devid Josolit. *Tho Bywor of the Portraitist’. Art in Amesios, Vol 79, Sepiomber 1990, p.180. -
Myurdey, p.ix.

9% Walker Bvns, 'ﬂw!‘hinngisSuoh:Sm..ndwUmppmhabb‘ Igage, Vol 17, No 4, Deoombos
1974, p.14.
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Thwhof&wopmphmsWswhaBmmw s Honrd
Cartier-Bresson are also significant; hebormwedmdmmdedﬁwh'mmw
reflect his own responses to the stmosphere of postwar America in The
Americans. In his photographs, Frank reflects the uneasiness which characterised
those times. Cold War anxieties contributed fo the rise of anti-commmnizm.
Identification of communists via witch hunts instilled fesr in many people;
politically and socially & growing pre-pecupation with anti-communiam came to be
reflectad in every niche of American culture, Artists, actors amd writers wers the
target of many such bavestigations. Ast izelf was vulnerable, and soms styles
were labellod subversive. George Dondero, 4 conservative Michigen Republican,
enplained in 1949 that *exprossionism, sbetractionism, (sic) futrism, dadaism and
cublsm ware the same subversion-on-canvas usad to sap Rueals’s old regime and
now plied by Leuin’s heirs against other nations’. He felt that Mogern art was
commenist baceuse it was not accesgible to the masses and )t did not revenl the

' __pcsiﬁyumpmofsociaty ourcheufulmﬂmpe@le, sod our great material

progress. Art which doss not portray our besutifil country in plain, stmple terms
that sveryone can understand broeds dissatisfaction, Its erestors and promotes are
onr enemigs’,®

Conservatives, in the fifties, regardsd President Roosevelt’s New Deal policios at
best as restricting entreprensurs and fres enterprise, and at worst, Fascist and
Communist. The HUAC was convinced that Commsunist Party Headquarters were

- intisately linked to the New Deal’s inner sanctums. This was clearly not the

}\\gceptlon of the photographers who worked for the FSA at that tims, Jack
Deﬁanostatesin%n interview with Richard Doud: '...speaking for myself, I felt
that I was part of an organisation which was basically interested in the cultural

* values of Amecics, which had nothing to do with politics but had to do with the
Ameic: * tradition, with thé bed things, the good things, the difficulties, the
probleuns, the joys and inspiratious and everything that went with &°.5

961‘!'16(!, p3l.

97'I)mui, .14,
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The anxiety and tensions of the time are & msjor focus in Frank’s work, and it i8
perhaps not surprising that his book The Americans, published in 1959, and which
exhibits his personal perception and expressive technique to communicate thoss
undercurrents, was considered an attack on American patriotism and decency,

Robert Frank was born in Zurich in 1924, Living in Switzerland during the 1920s
and 19305 Frank admits was a difficult time. °...if Hitler invaded Switzerland,
that would be the end’.* He read the work of writers such as Andre Malraux,
Jean Paul Sarte and Albert Camug. T was their presentation of lives connected to
social and political tovements which influenced him greatly.

He ;‘irst worked as an apprentice for a commercial photographer, H Segesser in
Zurich. From 1942-45 he worked for ihres other photographers and a film
company, before moving to Parls. Tt was there that he produced a book entitled
40 Fots which included porteaifs, landscapes, reportage, and studio still Fives,
"This bobk demonstrated Frank's skills as a commercial photographer, but there is
listle anticipation of the style that would characterise his work duriﬁg the 1950s,

for instance, extreme camera angie, dramatic lighting conditions and prominent

use of grain in his prints. It was on the strength of this work that he was

employed by Alexey Brodovitch at Harpet®s Bazaar in 1947, the year he

emigrated to America, '

Although he received recognition for his commercial wark, he preferrad to pursue
his own projects. This led him on a self-financed three month trip to Peru and
Bolivia, On hig retucn, he continued to work commercially for Junior Bazasr,
McCallg’s and other magazines. He wag invited to join the Paris based picture
agency Magnum in 1250, but this was declined for a Guggenheim fellowship,
resulting in the publicstion The Americans. Soon after this book was published
Frank ceased still photography, and directed films. ‘“These include Pull My Daisy
(1959), The Sin.of Jesus (1961), OK Ead Here (1963), Me and My Brother
(1965-68), Life Dances on ... (1980), and Home Improvements (1985), a diaristic

“SWilliam 8. Johnson. *Public Statements /Private Views®, in David Featherstone, {ed) Observakions, p.88.



43

video-tape. His photographs have been used on the album covers and sleeves of
the Rolling Stones records, Exile on Main Strect, and Cocksucker Blues.

It is the publication The Americans which most comprehensively displays Frank’s
work in the geare of documeatary photogmphy, and the manner in which he
extends its pavameters. His decigion to make films was prompted by his feeling
that he would merely be repeating previousiy accomplished variations in still
photogra .y. The moving picture was for him & way of extending his vision, and
a new interest in multiple imagery began when he started making films,
Significantly, he focused on his owe life and environment in his films, rather than
the urban scenes and strangers which characterised his subject matter in The
Americans. He describes his recent work s n'ymgm show my interior against
the landscape I'm in’. % His approach to photography, as seen in The
Amegicans, is paralleled in such films as Life Dances On. which had no apparent
beginning or end, but rather appears a3 a slice of life, much like the fragmestary
quality of his stills, |

In The Americang, Frank explored many of the subjects and themes that had

' previously fascinated Evans; cars, luncheonettes, graveyards, and strest fm’nitﬁre.
But- The Americang is by no means a pastiche of Evans® work, Frank transformed
e subject matter according to his own particular vision in order to creats images
whose power stems from their combination of deliberate irony and unsettling
mystery. His pictures of jukeboxes, flags, politicians and roadside entertainment-
indicate further subjects which are not used by Walker Evans, nor are they
associated with the content of FSA images, These he used to reflect aspects of
Aterican society, such as, the jukebox which stands for popular music, the fiag
statrﬂs both as a symbol of unity and, in some cases, refiects the dislocation of
American life. For example, Fourth of July - Jay, New York, depicts a patched
flag, implying a visual parallei for the disintegration of American society as he
perceived it.

“Anne Wilkes Tucker. 'I’s the Misinformation that’s Important’, in Anne Witkes Tuckez. {ed) Robe:t Fragk.
fom New York to Nova Scotja, (Boston: Little Brown and Company, and the Mussum of Rine Arts, Houston, 1986),
p.100.
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In much the same way ag the FSA’s objectives were to accurataly record the
effects of the Depression during the 1930s, Frank suggests in his statement of
intent in The Americans a similar attituds to touthfulnoss in the depiction of his
scenes of America, In the application for the fallowship, Frank stated thet his aim
was, "To produce an authentic contemporary docament, the visual impact ghould
be such as will nullify explanation... My effort was to express it simply and
without confugion’.'™ However, his style of photography varies greatly frdm

the imageg produced by Walker Evans, Dorothea Lange, Russel! Los and other
FSA photographers.

gtograchs, and Frank’s The Americans, both
photographers postulate what it is to be an American, and reflect their perceptions
of *Americannces’. Evans racognised American tmﬂiﬁnm, values and praciices
which he communicates poeitively in his photographs. °I think one of the things
ﬂmstmckmswstmnslyabmu%’alkerlivm Wktbremmple, was how you
can see gomething which might seom qmdid butsﬁeﬁlebeauty in it, and see it
composed in a besutiful way, so that the kind of photograph iz an artistic
expression rather than merely a document of what happened to be in front of
everybody®.* , Robert Frank's pictures indicate a far more negstive perception

of America. ‘The subjects in his pictures sppear alienated fron: cne snother and
the audience, either by physical or psychological barriers. Through the inclusion
of artificial lighting, pools of light and shedow exist in his pictures,
communicating a senise of gloom, for example, Bar -New York City, [figure 13].
As Jack Kerouac observes in the Introduction to The Americans, "After sesing
these pictures you end up finaily not knowing any more whether a jukebox is
sadder than a coffin’,'® The idea of being an American, as distinet from

Engligh or German for example, wag not clear and Prank capitalises on this sspect
of American society in his photngrapﬁs, while Evans avoids it, i.e. Walker Evans’

In Bvans’s American P

moRobertFrnnk A Statement’ | § Cagiers, 1958, p.115, in Nataan Lyons. (xd) mm

Uy

Aiholog .m:fwlmcy‘ Prentioe Hzll, 1966), p.66.

10150ud, p.15.

1%2p0bert Prank. The Americans, (New York: Aperture, 1959), p.S.
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inclusion of images of bjziboards refer to popular Amem.an imagery and in the 3
cage of WA (1930), the letters S A are implicit of the abbreviation
USA, and also denote locales. Imagss (bf W ‘\away top scil is a sign of erosion,

_ a freshly made grave if a child, the sign ofs p, fnature dagth Architecture ay]
,( <~ the facial features of his subjects dennte signs of a more vaqg landscape.
) : i .
In Robert Frank’s publication, the photographs are éetaphoric, communicating his . -
despair, s car is a caskst, atrolieyaprhon,aﬂasashmxd’ 102 Imxgesd*cm
are sssociated with the presence of new highways and service stations, They,
indicate liow the American landscape was altered during the 19508 and imply the .
eomtantmolnlity which took place. As Frank himself observes, This is a land i
 which peopla are stilt camping, instead of long zgo settled. In the 1950s the
automobile the Americas Scane. It fias every family’s ﬁrstgnajar
possession. nmmmﬂon,m rocreation; shelter and sscape.
Stickmmddm@insab}mta pdkicalmﬂrenglamhdis&"“ -

Evaus concentrates on ‘*“"'ﬂf Anm'iuan life which deﬁna American #raditions
and conveations, ‘for examp., b way of lify "'lp architecture, the decoration of
housas Frank, on the contrary,jrecognised and deplcted the continual mobility of
the people, and the lack of American traditions that ssemed to threaten the order
of society. The increase of foreign immigrants in the nineteenth and early
twentieth century changed America dramatically. Thus Frank’s images testify to
the examination and the re-kemination of the nation’s character, The title of his
book implies a specific group of people, unified geographically, and by common
cultural symbols, like the flag. Howuver, through his photographic style, the

" tilting of the camera and his prinﬁng"style, he communicates a sense of the
disparity of American society. 'Even when sigas appear, to denbte other purptas::sr

139704 Papageorgs. *Walker Bvang sud Robect Frank: An Essay on Infiuence’, Exhibition Catalogue, (New
Haven: Yale University Art Gallery, 1981), p.8.

1% Tyucker, p.95. -
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 (as thev would in Evans), they exist here oniy to incriminate the make up of the
cultare and penple’s acceptance of it’.

The frontal image, contained by the limits of the fuma, which characterises
Evans® work is dispmsed with by Prank. Subjects are positioned at the edges of
the frame, frequently cut off by it, because of the angle he takes up in the making
of the picture. Photographic detail, which charactsrise Walker Evaas’
photographs, is substituted for hlun'ﬁ sithousttes. This is the result of the use of
high speed £im in low lighting condiifons which creates a grainy picture. By
consistently tilting the camera, verticals in the picture converge, and the
subsequent inpression i¢ one of discrder, Combined with exaggerated grain and
ghallow depth of field, the ominous quality of the subject is conveyed, for
example, Bar-Gallup, New Mexico (1955) [figure 14]. Tiie-siiitovette of the
figure on the right looms =bove the eye level of the viewer, and the facial features
of the figure in the background are obscured by the shadow of his hat,

":"‘Unlike Evans, his subjects do not seem to be aware of his pressnce, thsy do not
_ ihteract with hioa, nor thersfore with the viewer. In many of his photographl the
Viawer it made aware of events heyond the camern’s fleld of vision. Frank
'detll\erateiy calls attention to the viewer's presencs in order to frustrate, not only
the vi{:.wer § atbempt at participation, but also thelr abillty to understand the scene
deplctei! InEn s fis By 0 Wag ! 2
slightly Bllm‘ed hacks of two men loom largu in the foreground and act as barriers
to the viewer’s ipvolvement in their private convetiation. In Picade ~ Hoboken,
{Figure 16} the parade itself is not depicted, thus preventing the viewer's
involvement it the activity which takes place. The subject in this image is also
preventkd from participating in the event, sinice her vision of it is obscured by the
American flag. Where the aim of the FSA was one of information, Frank, In his
ithages, ssems to su"wert the photographic act Into one of exclusion. 'Hs
repeatedly appears o be attempting to find a way o make a statement which vaee
. the presumed authority of the camera image, its implicit claun to capture 1ot only

~1%8)(o Korloff. 'Signs of Light. Walker Evans’ Amorican Photographs’, p.118.

[8gure 15], the
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" prank, The Americans, p.69.
1982 rank, The Americang. p.27.
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the sutfaces but the despes essence 'of the external world to articuiate an wm.&;
personal response’.'”

In this way, Frank comments on his impression of America at that time; a time of
implicit distrust, polmsal upheaval and an examinstion into un-American actividies.
When The Americans was first published in 1959, &t was not ﬁavoumhly raceived,
althuugh one critic, James M Zanuito, concedes that Frank had a strong polnt of
view. Jack If,emuac ] introduﬂion to the book is extremely positive, almost
anticipating the crlticism that would be levalled at 1t, he criticises the critics,
*Anybody doasnt like thesé pitchers dont like pon'y, see 7 Anybody dont like
potry go home ses Television shots of big hattsd lwwboy being tolerated by kind
horgeg’s'® The response to Evans’ book, by contrast, was poslt{w Thomas
Dabuey Mabry wrote that the-work posseassﬂ a power which fa potential
order and morality at the very moment that it pictures the ord : thevnﬂgar,
and the casually corrupt’,’! It is through comments such asﬂwsa that the range
of Evans’ subject matter is indicated; and this could be one of the reasons critics
condemned Frank’s work as ‘one-sided” and propagandist. Arthur Goldsmith
comments that it is'not about America, and that the prints are flawed by grain,
blur and tauddy exposures, He states that his impression of the book is s
sloppy.!*?However, Jack Kerouac's sxclamation, in the Introduction to The
Americans conflicts with Goldsmith’s view, *The humor, (sic) the sadness, the
EVERYTHING -ness and American -ness of these pictures!”.'®

100Charies Hager ['Candid Camers’. Amtforum, Vol 24, Summer 1986, p.116.
"1°Prank; The Amstiotas, p-9.

W yohn Szarkowski, American Shotograohs, Exhibition oatalogue, (New York: Museum of Modern Ast, 1515),
p.15-16.

112 M Kinzel and Arthur Gokdsmith, Reviéw of Tho Ameticans, in 'An Off Beat View of the USA’, in uckes
3637, : T )

" Prunk, The Anoricans, p.5-
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“This, tronically is Frank’s modus operandi, the means by which he eommunicates

his fragmentary visw. It owes much to ths imdlecum"agnmphae of the time,

scimulated by American Abstrect painting, an influence attributad to the M

Show, of 1913, "It excited the young painters and sculptoss, awakened
fresh possibilitles, and created in the public at large a new image of modernity. .

Paintings which hiad only & vagus connection with visible nature were exhibited
for the first time, snd were recognised as "a direct means of conveying fesling....’
the image acquired ef aspect of fantasy or of some obscure region of

thought*." Instead of giving an account Llf Amesica, a3 Evans did, he provides
only glimapsss ang impressions of it. Max Kozloff obse< e that America was

Frank’s *adopted’ country, this bsing one of the ressons he could make such a

statement sbout it, As a Eurnpean, he Is able to meke a patmai staternent which
is 28 much about America as his Inability to connoctwiththacounuy Thus &
fundamental difference is revealed between the two photographers. The older
Evans identifles strongly with the culture, revealing his ties to the country, the
youhger photographer criticises the country of his adoption, snd by implication -
Evaos view of it. As if anticipating the criticism that would be levelled at The
Amexicasis, Frank comnients in his statsmfnt of intent, that "opinion often conslst
of a kind of criticiam’."* His lnages contrary to Evans, confirm the |
dejectedness and esu‘anxement he hlmsalf felt. His view, unlike Evans 5, I8
cynical.

S

Despite similarities In the subject matter and the structurs of their publications,
and their firm routing in the documentary genre, the analyzis of their stylistic
differences seyvex to md;cate the diversity of expressmn of sach of the artists.
Robert Frank, through his photographic style, chalienged the boundaries of
photography, and thereby_extended its expressive possibilities. o was sble to

i
i

-dispense with the clarity of photographic detail, the dispassionats middle-distance -

A

""%Meyer Shapiro. Moder Art, 19h ard 20th Genlurics, (Londos: Chatto and Windus, 1978), p.136,
118prank, *A Statement’ in Lyous, p.66.
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view, andexpmivefwlalmu,mapwdby Evmmemmmmimhh
percaption of the thirties, Insmd kapmtdmmﬂmaﬁvewﬁvm views -

by utilising blurred sithouettes and strong Hghting which he used to serve hisown | -

expressive purposss. In 30 deing, he makes his counterstatament a criticiam of the
older artist’s work. mthmdiffummmmaofihslhmumddmincﬁumof

ﬂ:emdoamaryphowmyaskwoiwddmﬂze 19308,

k!
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CHAPTER 3
DAVID GOLDBLATT AND BOB GOSANI

The criteria and context which characterised documentary photography of 1930s
America, and which influenced Evans and Frank, is pertinent to the examination
of the wurk of David Goldblatt and Bob Gosanl. \

Photographs by David Goldblats and Bob Gosant have been selected in order to
reveal their perceptions of similar and differing aspects of South African society.
David Goldblatt deals with a range of subjects of varying application, such as
envim,;anents in SowetZ, 5o transportation network from KwaNdebels to Pratona
and middle clags life in Boksburg. Bob Gosani s work differs in that ke
photographed aspects of his own peopls, culture and society exclusively for Qmm
Both present to the v:ewger an historical depiction of South Africa, by* rather than
an objective record, each communicates their personal style of photography.

Divid Goldbistt was bors in Randfontein 324930, He matriculated in 1948 at’
Krugersdorp High Schodl and subsequex rked for a photographer, He was .
interested in magazine photograp ant im'gf/essed by the piciure magazines of the
time: Life, Emgj!gsl; and ) It wis his intention to hecome a magazine
photographer when he left schpf.ﬂ HOWGVEIJ magazme photography was vu'mally
unknown at that time, and ¥ was only 10 yﬁars later that he commenced & cardéi—

as 8 professional photographer. He becarie Associate Editor of Tatler magazine,
and subsequently worked for Yogue, South Africa, and later Vogue International.
At that time he was photographing and recording Afrikaners and mine workeis,
resulting in the publications, mmmmm and Qn.thn.mnm

In the seventles he worked on a number of projects, one of which was in Sowsto.
Anvther was the white middle class environments of Johannesburg's northern -
suburbs and Hillbrow, and in the early 1980s he was engaged with the middle

class white community of Boksburg which resulted in the publication

*They wers a Intter-day exposition of the same underlying vaiues and world view
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 of what I knew of Randfontein when I grew up there’.’” More recently, The
Immw was publiatfgd, which is a phomarap’r_:_i#: essay on_hometand transport

Goldblatt describes his work as ‘critical obmn m:m ag distinct from "social
documenzary photographv’, Goldblm:t goe8 “socisl documentsry” a3 the work of
photographers who are concerned with exposing social conditions, Particular’ ;
thoge OF_tl'fe poor, He balievas that iis infention is to change thoge condiﬁons for
the bette..*"* That kind of photography, he states, has a propagandist value,
albeit a *good’ ons.  Beaumont Newhall,defined *documentary photography” in
I. s factual® records made for “definits sociological purposes ..."™® In this
respoct Goldblett's npinion about the documentary genire closaly resemblos
Evans's, as indicated in the previdus chapter. It is the candidsts’s contsation that
Goldblatt’s purpossfulness, a8 exhibited in his construction of images and his
austere presoutation of images is the result of Bvens's influence, My of
-G{dblaty’s statemsnts and opinions about hig own work are frequently, similar to

Cta Bvans’, Both rejsct the term documentary photography for describing
thear work.™ ;> Both have a preference for an image which 1s hard and firm;'™

“expressed by Goldblatt s a preference for imagos which are 'lean’. However, his
admirasion for other photographers, such a3 Eugene Atget, Paul Strend, Bdward
Wesmn., Lee Friediander, and Alfred Stieglitz, must also be acknowledged s
lesser influences.

 While Goldblstt accepts that photographs might record history, that they are in &
se089 Gosumants’, he believes that there is a prevalent subjective element, which
is his vision, his undarstanding and his pecception. It is thege elements which he
uses o inflect comment in his photographs. He states that his work has to do

750y00 Ozynski. *Joyoo Ozynski Interviews David Goldblasr’ m 15t and 2und Quasters, 1990, p,10,

118Wilkiam Rentridge. “Intecview with David Goldblatt”, cnk mProdumn(Grea:Bmin 1986).
(

"9'1'mh:onbnrg Roadi

g "mmz p.29.

”‘ef Chapty 2, p.33.
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with social conditions, bitt his concerns are with the nature and underlying values
of the social milisu rather than with the exposure of those conditions. This
statement, however, is at variance with the woii he produces - since his concerns
are with the preconditions of struggie, His subject matter, Afvikaners, the people
of KwaNdebele, and images taken in Soweto are strongly related to prevailing ..
social conditions, the result of Verwoerdian legislation and its effect on South
African soclety. It is those distinctions between Afrikaner, White and Biack
communities which he defines in his photographs. The conteni which he focuses
on is inseparable from the meaning generated.

~ Ivor Powell states of Goldblatt’s work that it is a self-consciously detached
documentary style. Powell obseives *David Goldblatt is not just a documentarist.
manmmhehw - in much the same way as he did years ago in his book
On tiie Mines - croated an overwhelnting metaphor and mood by purely formal
means’.'# Steven Watson states, "His work as &8 whole goes to show that there
is as much, if not more, evidence of the cendition of a cultire in & study of &

 Vibracrete wall - In the malady of its face - brick texture - as there might be in the
action shot of a hurted brick. Like very few others before him, he strikes ons as
actually having looked at the evidence of South African lives .... He s in fact the "
finest cultural hishorlan we poaseas' 1w _ =

In both these quotes, Powell and Watson suggest that Goldblatt’s work inflects
social comment in the kinds of images be produces. Both inply that his work
contains the photographer’s subjective response and atitude; and is not only
passive documentation, Steven Watson reveals Goldblatt’s propensity for
observing subjects in an inactive rather than active state. It is this quality which is
one of the hallmarks of Goldbiatt’s style. Another characteristic which Powell and
Watson identify is the inclusion of objects or elements which stand as metaphors,
and which communicate specific meaning within the photographic image: thus

G

© y0r Powell. "The Chiltingly ordinsry plizht of the nightciders’, Weskly Mail, Augest 11-18 1985, p24.
Ivor Powell is a journalist and art ecitic for The Weekly Mail.
_ sy '1:|
239, ven Wateon. 'A version of Melancholy’. ADA 13t and 2 quettaes, 1990, p36.
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ic:annfymg Goldblatt’s propensuy for fomsing on quintessential faatures about the
soc'euea he photographs,

What excites him, he states is the waythapbo&gr&ph comes to stand for what is
ot theee, confirming the *documentary’ quality of the phohograph, suggesting that
photographs imply some degree of truth, '"It’s not something I do with my hand
as 3 painter, it's not something that I do with my mind as a writer, it's someﬂ:liﬁg
that happens by way of a photographic process, which requires that the film take
on itself some aspect of reality out theee which Is inexorably related to that
reality’.”™ It is this notion of truthfulness which characterises the geure of
- documentary photography. ‘Photographic documents isolated and defined
gctuality; they possessed a quality of authenticity that fed to their use as
evidence’." Farm Soburity Administration photographers” intentions differ
from those of Goldblatt’s siice their images attempted to appeal to the viewar, sud
thus alter the plight of the subjects. Goldblatt states that he does ot think that his'
phiviographs are politically effective, and that they are incapable of changing the
manner in which people behave,™

In an interview with William Kentridgs, Goldblatt commants that photography for
him was 8 way of probing what was happening aad his relstionship to it. He says
’T felt 2 great need to protest, it seemed that the world was quiteunawafeofwhst
was happening in South Africa.... T took it upon myself to tell the world’.”” In
this statement, Goldblatt seems to equivocate between his intsations of probing, -
in 4 sonse implying the exposing of certain situations, and of observing, without
subjective colorauon ’ .

124Km1ﬂdge, .Chmnal 4 Prnduct.{on.
125 Arme Wilkes Tuoker, “Photographic ficts and 30s America’, in David Featherstone, (od) Qbsegvations, p.41.
120 Cendideto’s intarview with David Goldblett, April 1950,

2Tk sntridge, Channel 4 Production.
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He asserts that be cannot go along with the doctrine of documentary photography
because the experience of taking the photograph is of parsmount importance o
him, and the print is secoudary to the meaning and clrcumstances which gave rise
10 it. He says thers is a gap between the Initial exparience of taking the
photograph and the product itself. ™ Geldblat here seams to contradict himself
since his piotography is the product of that experience anﬂﬂ:e,means by which he
makes his stetement. After all, itiathePMmgmphwhwhheoffeu\forpubﬁc
mm.mw_mmmgmm@mmmm

Taking Bote of David Goldblati's inteations and tho tesponss 10 the work as

" outlined, khdwﬁlﬂhhphommmhsmlname *docoments’. However, in

anmuﬁdoﬁamwcmm,mjmmmm,nmm
mwlewmﬁm:wﬁ&aMMmﬁwim}mmof

objects, mmgeofmbjomham,mﬂﬁmposiﬂmhamupm

mmmmmﬁmmwmmwmme

David Goldblet’s phcmmm bear mﬂmmy to the soclal wﬂisu of South African
life. His Intention to reveal sspects of commonplace 1ife & séggestad by both the
eavironments snd the subjacts he photogeaphs. 'The wivironsmts are not
: spectacnlar or extraordinary, i.n fact they are often mme,ﬁ example, Mid-
g.at & bus stop i town. [figure 16). 1t is this aspect of Goldblat’s
'photogmphy which sets him apart from younger South African documuentary
photographers, whoseimagesmhnmediate and who see their task as more
explicitly political. Goldblatt states that the concarns of contemporary
photographers lie in the belief that their photographs have immediate beneficial
effects, or the potential for having those effects. He ratifles this atatement by
adding thet there have been moments in history when such photographs have been
enormously important, an example being the Hoctor Petersen photograph,™®

128010 didute’s intorviow with Devid Goldblats, 19990
1

128 Candidate's intarview with David Gokiblatt, Apsil 1990,



20avid Goldblatt. [ Bokaburg, (Cepe Town: The Gallery Pross, 1982), Liustration No 5.
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st{:omnentﬂmtheis wncarnodm&wqmmDMEbetweenevm,
rather than the evenis mmelveu',"‘ is defined in his seemlngly su‘aightfomard
- and contemplative approach to photography. His subjects are "ordinary’ people,
often photographed in passive, rather than active poses, 1.e., lylng on a bed, or
sitting in an arvachair in thelr homes, gazing blankly into space, for uamp‘ie,
Mazgatet Mcingapa at home on 3 Sunday aflsrnoon 2. Sowetn. 19° [ﬁpura
' 17} Their values and culture are commmnicated by the clothes they wear as well
as the objects they furnish their »ses with, These objects are, I believe, used
'consciously by Goldblﬁt a8 inducers of u&mocmﬂons and ideas. A statue of

19]. Thess chjects ars frequmtly posi&oned at the edges of the frame, rarely -/

A

included in their entivety, but are sasily recoguisable indexes ¢ cultural values,/ /
for example, piano, chandelier, fance.and table. Thavieweraattmq is theteby
directed to the edges of the phemg;aph, mnphasising the camern’s ;liéractaristic
framing of a scene, S

TRl

Degpite the range of envi that Goidblatt is concerned thh ke rarely

.3"?::\ produces magesofblwkandwhitaSmthAﬁ:immemer ln%fwimagesm
which he does, it:sthasoﬂalamiculmxaldiﬁaremesbetwmthmwhichare
most striking, for exampls, Meef ker-mns

ato Ps Thec" )gwombythesubjactsmthls y
photograph emphasls@ employer!mnpleyaa Telations, implying the social, culﬂ'al
and economic dispanty between them. An axception is Half_ﬂmgmm

interaction on the sports field is witnessed, albeit dtvidad by teaws. By ssparating
images of blacks and whites, Goldblatt implies the physical separations of this
‘society,

1] inda Laseman. "Transoripts from & Conversation with David Goldblan”. De Arte, Vol 32, 1985, p.38.

Linda Lazssnan was nporarily Dopartmental phiotoprapher in the Depariment of Histary of Ast and Fine Arte at UNISA.
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29. Bob Gosani. mmmm

134Goldblist andt Gordimer, Lifeties: Unidar Acartheid, p.27.

198y, gen Schadeberg. (sd) The Finest Photos fom o O Dru, Cohanaseb
Archives prodietion, 1987), .79, 5

ur{( A Bailey’s African Photo
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The._photograph; printed in-Jn Bokshurg are most representative of Goldblait’s B
dispasgionate and gustere approach. This Is emphasised by the lighting in these <
photographs, taking during autumn and winter, wiren the highveld light is at its
mostharsh Thess images ase cool and intellectus], rether than emotional. There
is no aeutheticising of the images, thersby creating dreary images of the interiors
of Boksburg and the people ‘who inhabit them.~ In contrast to the photographs of
Boksburg, softer more ambient lighting is used in photographs such as A peasant
mmmﬁqm.ﬂml. (1975) These images lack the harshness
and susterity of the Boksburg photographs. It is in Lifotimes: Under Apartheig
that the greatest range of Goldlbatt’s photographs is found. Thesa images
teprenent some of the most diverge agpecis of South African society. Ways of
living are contrasted and made polgnant through their Jjuxtaposition, rather than
gesthetic means. It isthmughtheminutiaeofdetail in his images, the textures of
roads and mountains, walle and cloxh that the fabnc and values of South Aﬁ*ican
societies are dapncmd

Photographs by Bob Gosani contrast strongly to those of David Goldblatt, His
style of photography is eniotional and raw, quite unlike the detached quality of
David Goldblait’s images. The context or eavironmant in which he photographs is
rarely deemed significant, rather L is the subjects who dominats the picture, An -

exception is The Americans, [figure §0], where the township scens contextualizes "

the imags. However, Gosani’s appmach to photography is in part sttributabk&

- the editorial policies of Drunt. Therefore, the aims and imentions, content and

style of the magazins, and the historical framswork in which it operated, ars of
counsideration in examining hia approach to photography and the pictorial
<onstruction utilised by him.

§
Bob Gosani wag born on 19 October 1934 in Fﬂxreirastown He matricutated at
qiordon Prescott High School. He was introduted to Drym by his uacle Heary

i\lxumalo, who was a journalist for it, and began working for the magazine in

1952, = '-'
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Initlall named The Afiican Drum, it was co-founded by Bob Crisp, a well-known
cticketer, whose concegt of it was paternalistic and "tribal’, The content was
oducative, including asticlex about soil erogion, African art and "Music for the
Tribes’. Jim Pailey, the sole proprietor of Drum sacked Crisp, und altered the
magazine dramaticaily; using larger pictures, shorter, but better wriiten copy, aad
dispensed with educational articles entirely. His alm was to produce a modern,
clty-orientad, investigative miagazine which he named "Drum’. The main features
typically concerned crime, music and township uews. Advertisements promoted
\orrespondencs colleges, mail-order vlothing, toothpasts, Nugget potish ina
cartoon strip format, and skin lightening cream. - Bailey also organised meetings in «
various townships to Jiscuss whet people wished to read. Realising that he was
talking to the respectable middle class, whom he assumed would be unlikely 10 be
typical of the broad mags of his public, he then arranged meetings with the
burglars of Orlando to establish their tastes in thess matters. ‘Thus he established
his readarship. o |

The intetions and objectives of Dium wers social exposé, but the magazine did

_ not adopt & revoluti&hary voio;.'., rather it appealed to authority in the name of
civilised values and better race relations. It st be noted that Malan’s Nationalist
Party had come to power in 1948, and the subéaqueut years were charsctarised-by
one repressive law after another; described by Brian Bunting'® ag South Africa’s
Nuremberg law. . Bstween 1948 and 1960 the government legislated against
mixed marriages, interracial social mixing in cinemas, restaurants and beaches.
The Population Regigwation Act established a racial register, subjecting many to
*reclassifications’. The Group Areas Act ensured that different race groups lived
in separate residential aress, The Natives Resettiement Act of 1954 began the
process of forcible removals of 57 000 Africans from Sophiatown, Martindsle,
Newclare and Pageview, to Meadowlands ard Diepkioof, some 20 kilometres

from the city centre. Sophiatown was then designated & whites only srea and

1988 ian Bunting. The Rise o
Michasl Chapman. (od) The Drun

Afticar -,-:=...l » (Hermondsworth:  Penguin, 1964), pp.158-93, in
g g 19504, (Pictermariizburg: University of Naial Press, 1989),

J
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revamed Triomf,™" This was of especial pertinenc'to Drum since Sophistown
was the yardstick of urban African source material andwmmerclal enterprise.
Graenmn Addison observes, 'the location of Sophmtown functioned as un equivalent
to Greenwich Village or the cafes of Montmatre in other literary upsurges’.' .-

+ Despite Diufi’s intentions of exposing and commeuﬂng on socio-political

e

conditions et that time, its success is attributable to the fact that it did not report

' ahout theas issues exclusively, Boxing matches, gangland crimes, shebesn life and

the production of several "opinion pieces” also characterised the content of Dium.
it was a popular interpreter of trends and events, part of the pattern of township
life, attending #s misch to boxing as to the Defiance Campaign’.™® It also did
not offer one polnt of view to Its audience, but catered t0'a variety, Its -
indepsndence is apparsat in the series of articles "Masterpieces in Bronze® which

‘L _d!palt with biographies of prominent figures associated with the ANC, as well as

thoso who Gpposed i, )

/o

- The writers on Liupn were concerned with wiat waz happaning to their people,

thedt values, their culture, Drum stories addressed human need and aspiration, a
countér meagurs 1o a battery of ithuman laws. Michasi Chapman states, *But

Druz wes part of the socialising process of the fiftles: it helped to rscord and

create the voices, images amnd values of a black urban culturs af the precise
moment that Minister of Native Affairs, Verwoerd, was setting out to render
untensble any permm,fent African presenice in the so-cafled *white’ cities’.™®
Graeme Addison obsérves, "Drum was neither a political paper nor a newspaper of
record, but wes an entertainment-exposs-picture peciodical crammed with fiction
and muckraking, busty brosds anc huckster advertising, supsrficially rather like
Scope magazine today, The curious thing about Drum - the problem, ons could

LY

197 Chapinan, (ed) pp.184-85. |
138 Graems Addison. ‘Drum Beat: An esamination of Drum”. Spegk, Vol 1, July - August 1978, p.8.
130 ddinon, p.6.

140Chapmen, p.187.
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say - was that 1t appearsd to function a8 a political instrument in spite of its

tawdry, irresponsible air; that its commerclal gulse somewhat belied its

nnpormce as an articulator of the biack experiencs and black aspirations’,

Articles were writtey In shot story form, often giving first hand personal sccounts

of the socio-poiitical situations of the thus - for example, Mr Drum goes to Jail u.-r-
March 1954 [figuré 21] was & story by Heary Nxumalo, who deliberately got
hmtarrumdonatrtmlpwaﬂmcainordumdomaxposeafprmn

. conditions, Hispmmﬂmimonyfnmaﬂunimmofﬂl-mmeumfAﬁim
prisomﬂ'l‘thort Aomnmanymg the article were photographs, taken gecretly
from:the 50 f  adjacent block of flfta, by Bob Gosal. Arthur Maimans, one
of%&ﬁhl&)%ﬂhﬁwwkﬁuﬂrmmmwpmmwm
mymmmwmmakmmwmm ';'étmmme

.1.%{'1;

i, Riotrs Pt and Lifa wers used by the contributors to Drutm &
mmmmum@lm roporsing and photography
rsﬂmedthsmmmq:mm MWaspubltahadmomhiyandhad 8

* readenshfp of spproximetaly 80 000 by 1954, by 1955 it bad expanded into the
biggwmn«whﬁnmmmm 'I‘heﬂﬁi%é amdinato Aggroy Kleaste,
(editor.of the Sowetax), weretheRmaissancaofblackwriﬁng Tt was a time
when black newapapers were beginning to sneke an impact, Michael Chepman

< observes, *... the stories of Drum extend beyond their own communicative
immediacy to release an extra-textual dimension of significance’.’?

The distinguishing feature about Drym stories is their style. Prum’s popularity
rose through the recording of major political events as well as township life, Iis
success fs'in part sttributable to this. Tts racy journallstic style and the rawness
and immediacy of its images were also contribuﬁng factors. The photographs

M Addizon, pp.5-6.

1 ‘“!Ctupmﬁn. . 184,
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published in the magazine are not sentimental bit rather revel the fabric of Iife at

that time - xlmmur girls, children-p:laying, penny whistles, crime and death,
Despite #ts intentions of social axposé, Drum. contributed to a fee!ing of unity for
black people. *The common d&zommator was the glorification of individual
mobility in relation to the ciass values of the "New African’. And the New

~ African) a5 8 concept and an inspiring example, was often viewed in terms of a

' united black front. Langston Hughes’s several contributions to Drum secved, for

example, a3 a reminder of the successful Negro American’.'* In view of tho
political sitnation at that time, the fifties are regarded with great nostal
this fa probably duse to the vibrancy of the times which Drym mamged evoke

o just as Drum evoked images of pin-ups, nlos times and violsncs i love dnd

tesiiper, 80 did Sophiatown,..”. "

Aggrey Kiaste attributes this ( the fact that it was a special tims, Fordsburg,
Alexandra Township and District Si in Cape Town were cosmopolitan; *but for
governmerd policy’ he states, 'this is what it could have bean like',"*It was the
best of times, the worst of times. ...Now that nostalgis has blurred the realities,
and a ney generation looks back on that golden age of the early fifties befora laws
/and bannings clamped down on fres expression, it is easy to forget the worst of

/ times, to be carried away by the exuberance and sheer optimism, o look at the
escapes from misery, rather than the misery itsslf . '

Since Drum was 8 monthly magazine, the stories and reportage differ to those of a
daily newspaper. This is a critical issue with regard to the analysis of Gosani’s
photographe. Arnold Gingrich’s description of the role of the magazine
photographer, *The exigencies of monthly magazma deadlinss preclude reportage

4 Chapman, p.197.
1“Chapman, p.205.
148 andidata’s interview with Aggrey Khasstz, Editor of The Soweiay, February 1991,

147 schadebierg, {cd) The Finest Photos from the ¢

“/)\f
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as such, whether with a camera or with artypewriter. ... So what's left to show
you, like, what is left to tell you, fust be largely interpretive by the tims 2
monthly magazine comes around. ... The photograph piays a dual role as historiap
and 23 commem;ator' e

r’.r’

|,{ a

It is believed that the k ent-orientated story is the traditional territory of the
phiotojournsalist. Howe\'?,, in the work of Bob Gesani, and miany other magazine
photographers, for leWEugeneSm,&handDmne Arbus, meaning goes
beyond mere reportuge angd reveals subjugation. For instance, Diane A<bus’s
description of photographillg Senator Eugene McCarthy on election night in 1968
}'eveuls her intentions of Y
“ nitially wﬂlmg to show. *McCarthy was finr aud vecy complex and the picture is
veq,good hmmted He looks like a defrocked prisst, Inearly got the classic
brushoff of 4'% minues, with him contriving to present His fuce to me without
being there st all. It was Panicking. But I resorted to mentioning my brother
(poet Howard Nemerov) shaml Iy and he knew his poetry 5o then he reelly
begantotalkwmeandietmahf sround and watch and listen while he
telephoned his condolences n’;i/’umphrey. composed snnﬁa comic telegrams to
Nixon, spoke to ons of h W,dmaw Interview and read me something
and toid me dirty storied about Lincoln®.!®

Similarly FSA photographers made a clear distinction between their work and that
of photojournalists, indicating an alliance both with magazine photography and the
approaéh adopted by David Goldblstt. *No, I think the best way to put it is that
newspictures are the noun and the verb, our kind of photography is the adjsctive
and adverb.. 'Ihanewspi"ture:sdramuic, all subject and action. Ours show
what’s back of the action’.'® - = "

*8D00n Arbus and Marvin Israel. (ods) Diane Athus:
p-154. Arnold Gingrich was Bequire'’s founder.

1495 rbug and lernel, (ods), p.161.

1805tryker and Wood, p8.
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Certain similarities can therefore bs acknowledged between FSA photographs and
those depicted in Drum. Although its independence from government sponsorship
indicates a major différence, both sought to expross each nation at a time of
-political and social crisis. Drum photographers »nd journalists did not seek to
eliclt their aisdience’s sympathy, ss is acknowledged In part a2 the purpose of the
FSA, but rather emphasised the broad spectrum of issues abow: black people for
black readership, Each is Iocated in the socio-political seenario of the time. The
“Drum Decade’ has been a significant contributor to the documentary gears in
South Africa, however on & much smalier scale than the FSA in America,
Although the sifect thet it had was far reaching, one of its major achievements,
whiich is not rocorded as an objective by Dium, is observed by A P Mda in these
wotds, ths Inroduction of plctorials and mouthly journals tn which Africans
featura prominently [has] revolutionised the entirs field of journaligm arong
Africans ... [and has] struck deep into the social life of the African people in town
in particular ... These weloome changes [have] had an immediate impact on the.
peychological make-up of our people, more especially the youth, The resultant
Teellng among vast ssctions of our peopls [is] that of seif-importance... This ...
fact has heen of immenss value. When paople begin to realize their own intrinsic
importance as buman beings, they are on the road to full nationhood. It ia only a
Litrle step to & consciousness of rights, and to an awareness of the anomalous
position under which vast sections of the people are denied elementary democratic |
rights. No doubt the monthly journals and pictorials have served in no small way
0 destroy the sense of inferiority and futility which have eaten Into the very vitals
of our natlonal life, generation after generativn’,’

Of South African photography, Goldblatt says that it has never fulfiliéu its
potential. *Wa are the same age as the United States where photography has
blossomed, producing great photogrephers right from the beginning, It may be
that there is work here which remaing to be discovered, or possibly that it h\ﬁ

¥ Chapman, p.199.



_ 7
#

been destroyed, but I've not ;aqn much evideace of that, We just don’t have the
racord that the U S had even before it was a very heavily popula:ed country”.}#

It may be argued that documeniary photography in South Africa is a far more
recent phemmmon, the camera being used in this context was a weapon in the
ongoing s&uggle against a racist regime, The portray~! of apartheid and resistance
aga ‘st if is depicted by photographers such as Omar Badsha, Paul Weinberg*®
and many others.. David Gol(ﬂ)latt, although his work is:located in this context, is
one of the few photographers who have definsd an slternative terrain to these
. mainstream concerns in photography in South Africa. The words of Steve Watson
articulate Goldblatt's concerns and vision: "Hijs photographs, especially those
collected in Some Aftikaners Photo 'u:j! 2 {19I'75) and later in In Boksburg
(1982), give new definition, even paradoxical depth, to a word often used of South
African cuiture In"general ; *shallow’. They reveal as nothing else before them
ﬂ:eveaymt;rssofea;pﬁemainthiscoumy.andwi&:sogreat a degree of
attention that it is these textures themselves - the Orlons, Perlons, Nylons and
Crimplenes of the great reass of South African lives - become 28 repressntative as
any of the mors obvious mltura.l jcons. ...So steady is his gaze, that such
objects, such surfaces, are revealed not only In the poverty of thelr design, but an
entire culture starts dissolving, is reduced & & basic, primordial nakedness, to the
vacancy inherent in such things’.* \

. # . .
Pictorial elements such ss format, context, lighting, composition and camera angle
in setected photographs by David Goldblatt and Bob Gosani revegl the perceptions
and the differing pictorial construction of sach photographer. | T‘ney are A girt apd
2, {figure 22 by David Goldblatt from the publication Jy

mmwm[ﬂwzslbymsm from the

#

“Il )
1521 ennifet Sorrell. *David Goldblatt Less is More’. ADA, First and Second quasters, 1990, p.9. -

Bothphomgmphuspruuﬂyworkwshmthnpmmewrsoﬂhn&uthmdueumeml'ygmraasdeﬁnod
here by Goldbiatt.

154watson, pp.26-38.
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23. Bob Gosani. Casanova was there, ™

%5 Goldblatz, fn Boksburg, Mliastration No. 20,
188¢ chadeberg, {ed)
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Inﬁlephotograph, A_giti aud hes r &t home, the expanse of patterned carpet
amdﬂ:edtawnwrtams wﬁanelabomtsfrmgeacrossthetop, seem to dominate
the photograph. Ay yuung girl sits at a grand piano with her back to the viewer,
Her mother sifs-on a couch, with a dog on her lap. She is wearing white
stockings, her legs are tightly crossed, av i the angle of her head, away from the
camera, communicates a lack of movement, and an absence of interaction with the
things around het. The mood in this photograph is one of emptiness rather than
stillness: the subjects in the room appear to be inanimate,

Gasgnova wag thege depicts four people at the Bantu Mens® So.cial Centre, at an

April Fools® Fancy Dress. They all have their arms around each others shoulders,

and their phiysical proximity commubicates a feeling of closencss between the )
subjects. : Thekr poses are relaxed, one man leans his head on one of the woman’s g
shoulderd, suggesting that there is a bond between them. The fecling is ane of

two couplos on i night out. The leg of the man on the righthand side of the

picture is raised, crossing over the taps of the others, which has the effect of

visually and physically uniting the four people.

FORMAT | | "

The format of both of these photographs is square, revealing the mse of a medium
format cafera, somewhat more cumbersome than a 35mm camera. In view of the |
spontaneity of Gosani’s photograph, his dextexity with this format is implied, |
while Goldblatt’s photograph reveals a far slower, contemplative approm; : ‘-{
communicated by the stillness of the figures, indicating that he was not required to
take the photograph quickly. That is not to say that his ability with the camera is
any less expert than Gosani's, In the former, clements tike chair, couch and piano
are arranged on the periphery of the fracys, and £one of them are included in thelr
entirety. These cbjects project into the photograph st the edges of the frame and
coatrast with the empty space in the foreground. In the Jatter the figures are

tightly cropped by the limits of the frame. They occupy the foreground space,
t!}ereby becoming the subject of the ;hoﬁograpﬁ\. In Goldblatt>s photograph, the
siibjects and objects occupy the spacg in the middle distance, and it is furnishings,
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such g8 carpety curtains and piano which dominste. In both the choice of the-
Mrsﬂ:ﬁﬁ;m rectangular format, is used to direct the viewer's eye in a
particular way. \inthéforma one’seyemovesﬁnmihemnﬁalmyspmof
theempetmtbaedguofﬂmfrme In the latter, the viewes’s atrention is not
dmwmmmofmﬂm,mnwmwbjﬁmhﬁleimage In both
images.,thevicwerseyamﬁomomob}ecto&mbjwtto&enmnever _
focusing on one element in prefarence to another. Simila‘ly,ﬂ:esqﬁarnfom
audfmmalcomwﬁmofud:imagedmmtallowmeviewws"mmy m .
A girl_snd her mother st hor ﬂleﬁguresoccupymemddledimwofma

owsmph Thedmgirwhmh&'backmﬂmcammmdthesuhjwtsdomt
jnteract with one apother, or with the photographer. Theirposesamsﬂﬁ’and
formal. The ampty space in the comire of the image, and the subjects” hmnimﬁsa
poses croate a senss of stiflness. Their position within the image, at either side of
the photograph, commusnicates & sense of their isolation, The drawn, tracslacent
curtains provide a barrier to the outside world, sad the birdcage stands as 2
 metaphor for the environment in which mother and daughter exist, implying a
feamgoémm The objects in the toom have certain menmings and provide
. inﬁormai:lmwiheimnge. For instance, the decorative leaf patterned carpet and
: theaums ﬁempﬂluonwh:chtheb&d;cageamﬂmdthegrmdpimn '
" create an impression of the tastss and values of the subjects. Special importance
niust be accorded to what could be called the posing of the objects, where the
' meaning comes from the objects photograpbed (either because these objects have,
- if the .photogrspher had the time, been astificially arranged in front of the camera
or because the person responsible for tayout chooses aphotogrﬁph of this or that
object), Theinterestliesmtlmfactthﬂﬂmoh;aﬁsmmqmd inducers of
associations of ideas. _They are thus the elements of a veritable lexicon, stable to a
degrea which allows them 1o be readily constituted into syntax, Objects no longer

perhaps possess o power, but they cortainly possess meanings’, '
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In Casanova was there, the subjects’ poses are relaxed and casual, they interact
with one another. They are aware of the pregénce of the photographet, smiling at
him, and therefore the viewer, 2 characteristic seen in much of his work, for
example, Baumo_g;_ghm ffigure 24]. In contrast to Goldbiatt’s photograph, no
objects are included, ;md it is the figures which form the subject of the image.
‘The women wear beads mundtheu'necks angd &elrdresses are made of African
print matecial, \mggest%ﬁigﬂimthsm African culture, Ths womens” faces are
painted with a single 1t down the ceatre, and dotscntheirforeheads and cheeks.
The men wear Jackets and pollared shits, Tbbii'\wﬁrs suggest that they have
dressedup fot&ieoccaslgm. Thelineﬂofbmabmdmgonthewomens dresses .
suggest a paralla for theu’mammtaﬁon on their faces, and rreate the i lmpras?wn
of *fancy dress’. They all &mileand women maks eye contact with the”
phomgrmhmand, thmforet the viewer ﬁ:eyhavenotbeenmkenoffguardnm
do  thoy soom #olf-const; ,gs in the pmeche of the camera.

Iy

In Goldblatt's photograph, the choice of mﬁm is ap%ciﬁc. It is their home,
with afl their accqutrements; and the cbjects In it ars intended to convey certain
meanings ahout the inhabitants, The interior of Gosani’s photograph is unspecific.
The wall behind the subjects is bare with the exception of an uneven painted mark,
made with 8 broad brush, which reveals the textured curves of the plastering and
is a tacit reference to the environment, |

TEXTURES

In the phétinviph by Gosani, the texture of the wall, its rough hewn quality,
contrasts with the snibothness of the subject’s skin, which seems to reflect light..
Gosani, unlike Goldblait, uses texture to beighten the contrast between the subjects
and their environment. He draws attention to the texture of the fabric they wear, -
rather than the environment in which they are photographéd, The phiotograph by
Goldblatt repi'esents a8 wide range of textures; the carpet,.ﬂ;e curtaing, the
upholstered material on the chairs, the grand piano, !\‘he woo!ly poodle on the
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chair, the stockinged logs of the mother and her powdery skin all seem to sbsorb
light rather than reflect . He states of the "Boksburg project’ that he wanted 10
convey ths ‘remyrkabieness of this most unremarkable place, in order to be
faithful to iis unremarkableness I felt there should be po photographxc enrichment
through the use of dramatic lighting, wide angle or iong focus lenses or tonai
exaggerstion of the image’ **

,

that it is the preferred light source for him. In'A girl and her mether at hom:
translucent curtaing prevent auy direct sanlight fmm entering the room apart from

3 narrow beam of suntight which crosses the floor diagonally. The Jtawn curtaine
have the effoct of dispersing the light svenly in the room, Gosani, on the other
hand, has & use whatever means of lighting are demanded by the aiumﬁon, in this.
instance he uses a flash o illuminte his subjects. With this tight source he

croates the feeling that the photograph v s taken st night. The subjects’ faces are
Hluminate: by the {lash, and the wall, and lower parts of the'subjects’ bodies are
i serni-darkness, which further dirdcts the viewsr’s sttentinn towards the subjects’

faoes asthe canire ofmtarest
o f \

.Damd Goldblatt alirost always uses available hght when photographing, stating

-
I
i

i’
)

Goldblatt’s composition creates a fealing of space: mthe large empty space in the
centrs gives an impression of the sizv of the interior. The horizontsl band of the
curiains in the backgronnd and the arrangement of the objects and furniture at the
edges of the frame of the image create 2 fealing of order. Gosani’s iigures lean
against one another in a haphaiard and disorderly manner, suggesting the
spontanaity of the taking of the photograph. Gosani’s photograph reveals a
flecting moment, captured indelibly on film, wheress Goldblatt’s photograph by

1mozymki. ‘Joyoe Oxynski intﬂ'lvm David Goldblat”, p.10.
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conteast croates the impression that this gir] and her mother habitunﬂy OCCupy .
those positions in the room. S

mpmmomﬂoldblmocamias while taking this photograph sesms to be ope to

mela&ofﬁ:eﬁ-am,mghﬁymghumnumpmm Since the subjocts do
wmw:ththephmaphu meviewu-ismtmvitadmpmﬁcipmmme
image. Hhasifﬁommhmmawindwnmihsmm,mdweobmge.u
voyeurs into the lives of the inhabitants. ‘The camera angle is, I believe,
ddilmatﬁygmbﬁgumu'mmteudedw’ecmpy’aspmin&iamom In Gosanl’s
phﬂtegmph,tiwmm:poaiﬂonisfmm mdalighﬂy higher thm ths subjects.
Thcwhwhiwthembmﬁﬂﬂwﬁﬁmseﬁﬂwﬁmgasuggmhk
proximity 10 the subjects and thereby implies bis inraction with thewn; indleating
gmmndidmnchﬁom@y. ' -

_ . .
mm&meﬁmmmnymmmmnmmsmmpm
rols witich Dsyrg fulfilled for Gossni, provided a structnre within which thess
photograghers worked. Combined with the parallel conditions of socio-pofitical
deprivation and hardship, the intentions gnd effect elecksd by thelr photographs
reveal drematic differances of approach. The perceptiops of each aro revealed by
the personal inflection expressed in their images. Gosani’s images rely on tension
and drama a the subject matter »nd construction of his images. Dium, the
magszine for which he worked, its aims and inteutions, creats additional
motivations, indicating & further dimension of sigificance to his work, His
approech, elthough at variance with Galdblsit’s mors contemplative spproach,
mmmdmmemionmﬂ:ediwmttyofwhummdowmmy
phﬂwaraphy



. CHAFTER 4
THE CANDIDATE'S WORK

The candidate placés herself in the documentary genre a8 it is revesled by
photographers such as Walker Evans, Robert Frank, David Goldbiatt and Bob
Gosani. In this chapter the candidate’s approach to photography is examined with
spectfic reference to tho selection of subject matter, composition, pictorial
. mﬁstmction\ Highting and the position of the camera. These concepts form part of
tie thecretical underpinning of the dissertation. Since the theoretical and practical
components of the research $ook place concurrently, influences to the candidate’s
 work are in part ascribed to the theoretical research undertaken in the preceding
_chapters. Where applicablo, these Influsnces are discussed. It is argned that the
approach adopted i contingent both on the candidass’s aitiuade to and perception
of the subject matter selected; the contention baing that photographers render to
varying degress their perception ur a subject 50 a8 to give expression to that

peccsption. The pictorial armangement of the photograph: the miammer in which it
is constructed is dependent on this. It is the result of cr 'iomcho;cas In the

arrangements and selection of the subject.

The subject mattsr was chosen for its pertinence 28 being revealing of a particylar

group of South African societf; Attentiont is focused on a particular socio
economic group within this society, namely black domeetic workers in their living
spaces. The home signifies a place of refuge snd security, and is often a .
reflection of the personality of the occupiar. Forced removals, overcrowding in
townships and accommodation which is cnmingant on smployment, heve eroded
the sanctuary and gecurity of this fundamental private space. The range of what
the home eavironment eumpﬁsas was therefore a pertinent asue in the selection of
. subject matier. Domestic workers wero selected 8s & particular group
representativs of the preceding notions.. Although not homeless, their teauous -
 position within this social structure feaves thém only marginally better off,
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Due to the transiencs of this groups habitation, it was subseqguently decided“\bo
enlarge the subject matter to include rural snvironments, whosc existence was of a
more permanent nature. This permitted the candidate to photograph thess subjects "
aver a period of months, creating continuity in the photographic procedure. A
further motivation for this was to indicate a broader dimension of the subject
matter selected. The depiction of both types of environments, wrban and rural,
were thereby intended to complement one another, highlighting similarities #ad
differences of the living spaces encountered. In conzequence, changes in the
approach adopted by the candidate have hecome apparent.

A prinsary concern during the initial stages of the practical component was for

clarity ahd detail in the photographic image. Subjects were cvealy fluminated, the

texture of skin, walls and objects within the living spaces were photographed in

order to heighten maximum detall in the image, The framing of subjects and N
interiors at this time was intended to communicate a sense of stability and an

orthogonal framing of the prints is apparent. Subjects fended to be inactive, their

 attention is directed towards the camerd. Concentratién on symmetry and the

inclusion of subjects and obje.is In their entirety characterises these photographs,

- Tilting the camera, and photographing subjects against the light which rendered -

them as sithousttes in the photographic image characterises the succeeding
approach. The latter approach aiso facilitated a more deliberate method in
framing and shaping images. Spatial considerations became more prominent, and
juxtapositions of figures agsumed greater significance in the wnstm’éti}?n of
images. Extremely high and low camera angles were utilized different'y to those
of the preceding images. In the earlier photographs this was applied to include
slements particular to the subject, ie, clothes, pictures and furnishings. In the
fater photographs such camera angles point to the exclusion of objects and the
cleaving of figures. The clarity and balance evident in the earlier work was
foi‘feitéél Jfor a more expressive approach, thereby affording personal perceptions
of the cand}tiate to take precedence. The application of these issues in the
practical component -of this submission is anatyzed, and certain perceptions of
these methods of pictorial cofstruction discussed.
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The choice and treatment of subject matter is intensely personal, In 1951 Berenice
Abbott presented a paper at a conference & the Aspen Insitute, Colorado. She
concluded by saying: ‘Photography cannot ignore the great challenge to reveal

and celebrate reality’.'*® Thus, the content of the photograph is read by the )
andience as having a particular significance. The photographer, however, selects -
the subject matter and that choice is dictated by the motives of the photographer.

The choice of subject matter, thereforé, is the first of a series of pictorial and
procedural decisions, dictated by the expressive intentions of the photographer,
Choice of subject matter defines the terrain and i identifiable to the expressive
technique employed. ’In order to reéoncﬂe these two issues, the photographer

relies on ctcasionsl coincldences between the shapes and images™.'

The FSA defined Evans® subject ratier, but it is his austere approdch, the non-
appearance of an author’ that defines the style he adopted, The individual
phetographers® approack to his subject is inseparsble from the manner in which a
scane is deplcted. The subject matter in David Goldblatt’s publication In
Boksburg, aipresses his wish to oxplore something of his own background in the
lifs and values of middle-class white, urban society. He states: *Randfontein, (the
town In which he grew up) was still too painfully close to photograph with the
intimacy and dispassion I sought’, 12

Diane Arbus chose to photograph subjects who existed on the ﬁeriphea'y of society.
Sk attributes this to being born inta an upper middle class, and the subjects she
focused on were strange to the world she had encounterad as a child. 'I was born
way up the ladder of middle class respectability and I've been clambm‘ing down as
fast as [ could ever since \;1\1‘“ Gotdblatt’s and Arbus’s choice of subject mafter s

wo"l‘m. p-153.

1818 egfried mew "Photogeaphy”. in Alan Trachienberg, (ed) Qm;_&mﬂmmhg (New Haven,
Connecticui: Leete’s Jaland Books, 1980), p.262.

182 vid Goldblatt. In Boksburg, (Cape Town: The Gallery Press, 1982), unpaginated.
1%patricia Busworth. Diane Athus. A Riography, (Lod lon: Willim Heinemann, 1984), p.167.

..\.‘l A
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 motivated by differeat reasons. Goldblatt sought out & certain coéhmunity,
Boksburg - wiich he idemﬂed with since it displayed some of the qualities which -
hehndaxpﬁimedasachﬂdlimngmmpdfontem i, moneseasertwasnot
- too materialwhich community I photog(aphad then in snother, lthmmbe
Boksburg’s’.'“Diane Arbus, on the other hand, explored environments and
people whose existence and way of life were alien to her. '

Deapite theso differences, cestain similarities exist in their approaches. Both
photograph In an spparently non-expressive, pictorially unmanipulated manner. .
Intervention in the taking of the picture is deliberately minimised. Both raject the
I \f dramatic photographic technicques which they believe can be constried as an
suisticising or romanticising of the subject, such as, tilting of the camera, strong
lighﬁng wide nngje or Jong focus lenges and toual sxaggeration of the image.

. Goldbiatt felt that these tachniques would detract from his vision of Boksburg~
which is undramatic and uorelieved.’® It was Arbus’s intention to make the
subject dominate the picture in 4s unmitigated & manner as posgible, This was
schisved by photographing the subject in a predominantly frontal and symmeirical
mianner. Her photographs are taken from an eya-level vantage point, lesving tie
viewer with the percepiion of scale which is neither exaggerated or _::liminntive.
The subject stares directly at the camera.

“h

y .
_ Bbm phowgraphm ingist on 2n implicit sbsencs of intervenuon, and an apparent
passivity n their approaches. Their images are, howsver, locatable within the
practics of a particular form of photographic construction. Their respective stylas
of photography ars identifiable, and cannot be divorced from the techniques they
adopt. Nonetheless, their similar approaches to the photographic pmcedufe and
th; subgeqguent expressive results, reveal quits different attitudes towards their
subjects, Goldblatt does not attempt to engage his subjects in the picture making

. 1®4G0uhiat, I Boksburg, uapaginated.,

1030 rymaki, *Joyoe Ozynski interviews David Goldblett?, p.10.



S

84

process. 'I wantsd the subject to g0 on with life’. ¥ Yet he clearly interrupts
that life in order to photograph. The printing of the pictures Is deliberately evenly
tonad, absent of the drama invoked by high tonal contrast, and is suggestive of the

' facelessness of the interiors he depicts, Through his seemingly passive view is an
implicit criticism of the community, Arbus's approach hes the effect of a
confrontstion between the subject and the photographer and therefote, by
impiication the viewer. Personal styles of photogeaphy evince a preforence for
omtypaofmangqneatormther ~ a8 revegled in this comparison, and the work

- of Walker Evatis, Robert Frank and Bob Gosani discussed in the precsding
¢ chapm It is by way; of these decisions that they give expression to their

personal perception.

Goldblatt's photographs in In Boksburg can, therefore, be said to depend on his
understanding and perceptions of that community. However, the nature of these
photographs 1s such that Guidblait will have us believe that this iz what they (the
subjects) habitually do, and it is questionable how far his depiction of those
aspects is influenced by his undecstanding of the situation and the presentation of
his intentions. He may, in fact be caricaturing the $ubjects, rather than revealing
the range of that communtties’ bek aviour. His selectlon of the subjects

photographed may bo criticlsed for its lmplick: one sidedness. The selection of the

particular, ix order to reveal something of the subject matter on a broader fevet, is
& major contributor to the photographer’s intended statement, How far do the
subjects conform to the photngrapher 8 perception, rather than allowing the
situation to determine that perception? 'If we see perception as a form of contact
and communion, then control over what is perceived is control over eont.fwt that is
made, and the limitation and regulation of what is shown is a limitation and
regulation of contact’.'# -

1%7rving Goffinan. Sho §

1%0synaki, *Joyee Ozynski interviewn David Goldblait’, p.10. ' LD

ife. (Bnglad: Penguiii Books, 1976), p.4l.
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While many photographers, working within the documentery geare, have
deliberately adopted a dispassionate view in order to make their statement, like
Walker Evans and David Goldblatt, others express their intentions differently. It
is in the realm of a more instinctive, perhaps idiosyncratic, personsl vision that
photographers like Robert Frank, Bob Gosani and more recently, Josef Koudelka,
have enlarged the expressive possibilities of the medium. T’*ase photographers
employ certain techniques and lighting conditions in a distim “and often expressive

“manner. Berger contends that, "what distinguishes 8 memorable pbotograph from
the most banal snapshiot’ is “the degres to whick the photograph explains the
message, the degres to which the photograph makes the photographer’s decigion
transparent and comprehensible’.'® Therefore the framing, choice of lens,
composition and cimera angie are issues which the photographer recognises and
uses in order 10 channel meaning,

The sxamination of environments/interiors and ways of life of black South
Africans, in urban and rural aress, taken in the heuses in which they live, was
therefore the subject matter chosen for the practical component of this dissertation.
Because of government lagislation, access into the townships has been restricted
for most white South Africans. The areas were unfamiliar 1o the photographer, -
something she had not encountered before,

First, the scale of proportion was reversed: in the city, and in my
suburban street, the bulldings rose above, the gardens made o space
around the people - we lived as city people do, in the sheiter of the city, in
a congext that, while overshadowing, alse provides the dignity of
concealment: figures in the street pass out of sight under trees and
shadows, lving passes out of sight behind walls and fences. By contrast,
an African township looked Iike something that had been razed abnost to
the ground. The mass of houses and shacks were so low and crowded
together that the people seemed to be swarming over them, as if they had
Just invaded a deserted settiement. Every time I went to a township I was
aware of this sudden drop in the horizon of buildings and rise of humans -
nothing concealed, nothing sheltered, in any but the most obvious sense,
any moment of the people’s lives. A blinding light of realily never lefi
thent. And they lived, all the time, in all the layers of society at once:
pbﬂps gangsters, errand boys, washerwomen, schoolteachers, boxers,

1®8)ohn Berger. *Understanding a Photograph’, in Trachisaberg, (od)



86

musicians and undertakers, labourers, and patent medicine men - these
were nelghbours, and shared a tap, o ﬁand ever, a lavgtory.'®

\\
The candidate found that the townships are less Jike an arrangement of houses,

than a gigantic row of rooms. The proximity of houses afford little privacy. The
exterior spaces hetween the houses operate as a place to congregate, In these
environmemts it appears that there rarely exists a conventional family in a westera
sense. These homes appear to be inhabited by brothers, sigiers, lovers and often a
number of childrer. A quick and deciaive operation with the camera was required
in photographing the profusion of both people and possessions in theze interiors.
Phomgmphw taken initially of these kinds of environments, were too overcrowded
and unshaped for inclusion. However, a later example is Dancing, v
Klipriviersberg, (1991) [ﬁgure 25].

‘The- candidate chose to include * room occupied by domestic sarvant in the
suburbs of mhannesburg, for then' pertinence to that which constigites the *home®,
In the latter interiors, the constraints of space were such that the photographer’s
point of view was determined more by the arrangement of furniture than by
purposeful selection.'® Each *house' in the urban aress, comprised of only one
room, where eating, sleeping and entertaining takes place. Rural environments
wers incluﬂed subsequently a5 a response to the urban environments, and were
intended to provide a broader dimension to the practical component. The rural
interiors are'largar than their urban counterparts, and therefore afforded a more
deiiberate selection of camera angle and placement. The photographers’ point of
view, deersad critical in the construction of the image, was, therefore '
accommodated more extensively in the latter environments.

.
o

18%adine Gordimer. A World of Strangers, (Lundon: Jonethan Cape, 1976), p.122.

170 ational building regulations for the minirum habitabls room #ize are: 6m? floor ares, 2 x 3m wall to wall,
and 2.4m wall to coiling. These measurements ars comparable to these of 2 double compariment of & traln. The minimum
area for windows, inclusive of frames ix 10% of the floor arca. South Alticen Standard. Code of Practice for the
application of the National Building Regulations, (The Council of the South African Bureaw of Stindanis, 0400-1987, (as
amended 1988 and 1989), pp.51 and 100.
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°...my objeot is to show what I have found and not what I was looking for” .
The pictures takea a1z pmduces of the candidate’s perceptions and experisnces.
- Mimy of the preliminary photographs formed useful background material from
whic to select arcas for extended study. An overview reveals that in the later
images, lighting conditions have altered, strong contrast of light is more prevalent,
and the composition of the photographs are different. Dnrmg the course of the
research the candidate became more conscious of the edges of the picture which
»were subseguently used to cleave subjects and objects tather thap include them in
, their entirety, Photographs arrest the passage of time, and this kind of rendition
can be said to emphagise this quality. Thyir spatial and temporal dimensions are
wrested from the passage of time, and the picture’s subsequent presentation within
a plcture-frame further implies its removal into another spatial setting, placing it in
& new context or frame. Fragmentary qualities of the photograph are therefore ;
emphasised by the cropping and framing of the image, indicating their existence as
fragmenis extracted from a mwltiplicity of perspectives, Those portions which are
represented in the picture are reminiscent of shards, Textures of fivors, walls and
clothing are selected in a way that emphasises the nature of ‘photographs as
fragments, i

Ths selection which takes place is contingent on the framing and-the imterpliay of
presence and absence in the image. Subseguent to the Q;l_ective processes that took
place during the photographing procedure, another selection occurs, - the selection
of images from the contact sheet. This sefection is mediated by the result affected
by the appearance of the image. Lighting, spatial arrangement and nuances of
e\xpras.;ion on the subjects’ faces contribute directly to the impression of the

image, and dictate the decision making process in the selection of the most

7 Alfred Barr. Pigasgo, New York: Museum of Mudern Art, 1946), in Herbert Read. The Philusophy of
MEMM {London: Faber and Fabor, 1964), p.39. :



It became, not s0 umd:themcordingofacminstmtmmamlcuim am:l
dispassionate way, a3 occurs in the work of Walker Evans and David Goldblatt,
- bmmherﬂ:ere@mmtheumeradmitedﬁnmﬂmmbjmmmm
appearad Insodumg,wwnu-aitsmmvaaled With some-subjects, the
camera was sssociated with a performance, often resulting in & "self-dramatisation”
by the subject, for e.xamplo, gﬁggmm, Randfontein (1991). [figurs 26). In
these inxtances the subject in'the presence of others, or in the situstion where the
subjectiseonﬁ'omedby the photogx pher, the individual may infuse his activity
mmsmwm&drmaﬁcﬂlybighliytmdmywnﬁrmrymmatmight _
otherwise not appear, "For if the individual’s activity is to become simﬁcantto
oﬂxm,hammtmobﬁisehisaﬂhntyaolhatku&ﬂexprm Juring the intecaction
what he wishes éﬁc(mrey' 7 This "act’ often reveals the contradsmons and
ambivalence of the situation, '

In photographs of this type there is a kind of spontaneity attached to the even.
Whatlsﬁxedomoﬂwﬁlmmlghtbesaldmoccurrandomly, without any
directorial mtantion from the photographer. The arrangement of the subjects are
tmnsstoryaﬂd mormentary. But another aspaﬁnfﬂaisproms isthe
photographer’s ahlllty 0. previmahse, or even anticipate, how a certain
composition might appear in the final photograph. Through the photographer’s
awareness of figures outside of the frame, the prassing of the shutter might be
dalayed to allow a figure to intruds partisily or completely into the picture. In
Klipriviersharg, (1991) [figure 27] the figure of the child on the right was initially
obscured by the central figures-in the image. By delaying the pressing of the .
shutter, it was hoped tha the child might continue walking, as she was doing, and
reappear in another position within the frame. Her inclusion in the photograph
was congiderad important to the composition of that image. Her scming
dmegmﬂﬁwﬂmmcomrmedwﬁhthemﬁgmesmwhhthe

vhotographer. Her pensive postare provided another dimengion to the photograph,

o

260 fiman, p.40.
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who o@men!:rawon,orreapondw something outslde of the frams f
The subconscious intarventions of the photographer are retionsised r:nlyml’terthe

collaborutive interaction batween-the subject snd the photograpter hpve taken
- place. Gestural Interchanges by the subject become 3 visusl, msma?j@,

fos wwsaple, Kijprivigrsberg (1991) [figure 27, - the womsn's right (i raised

inaguturepfwwiu implylng either a gresting or fareweil. Hur L
expmﬁbn is ~srious, sceptical, even hostile, suggouﬁnganmnbuétﬂty bawe- A her;"'
gosture and fcial sxpregsion, ‘I‘hfskindofaxanﬂmtlmoftheﬂauros,theyounq
boy gesticulating af the camers, mm&ymdinerdurforﬂmp?limognpharm
. extract the significance inherent in the image,andsointmpretthatwhtchhadbem
percsived.

~ People are depicted in differing roles snd situstlons. Unlike Goldblatt aud Evans,-
whose depiction suggests what their subjects habitually do, the photographs which
make 1p this dissertation a<e not intended to express such a purpose, Their
awareoess of the camera precludes such a posaibility. While they might sit in a
" space Which 1a petsonal to them, thelr sxpressions and gestures are intended to
jmply also &n imege of themselves that they would like to havs recorded, stncs
they ars 80 consclous of the camera, j....'avatynne is always everywhers, more
or less mnséigigly,' playing a rols ..."."Thess concerns indicats certain
differences betwaen the approach adoptad by the candidses and that of Gosant,
Frank, and Goldblatt. Unilike Gosani, she remains an cuthider to the
circumastances depicted; in distinction to Frank and Goldblatt, the subjects ace |
engaged in the photographic act. For exstuple, Bekkeradal (1990) [figure 28).
A subject’s expression might move from scepticism and hostility to surptise,
amusement and sometimes to & dramatic show In front of the camera. The
_ " intention was to capture what they themselves wizhed to reveal, Subjects were
. never asked to adopt a certain pose, or to 8it or stand in a particular positioﬁ.

1230 obert Brra Park, Rack ad Culiuto, (Glencos, llinoie: The Free Preas, 1956), p.249, in Goffrinn, p.30.
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Resistance to any preconceptions as to what the photograph should look like were
thereby minimised. The movements of subjects, their gestures, and the |
mementary rele_asing- of the shutter, ttansfqrs what is viewsd momenta. -, ih a
rauitiple play of shifting perspectives, and light. Thiz prorsss is also the result of
an intuitive response to the situation. The photographer employs strategies for
secing, aimed at what is vital to a perception of the subject, whether or not it was
based on & conscious realisation at the moment the photograph was taken. The
plibtosrapher cannot predict events, or dirsct actions, although experience can
allow a perception of probabilities. A shotograph is particular in the way that it is
+ meoment in time, 4 specific place, including certain people. ' In addition,
however, 'dextmity with the camera and an instinctive response o the reactions of
the subject, arp most useful attributes. British photographer Denis Doran affirms,
"You have to react quickly because it’s the unsxpected moment that yields 4?ha
most telling pictars.1% .

The decision making practics surrounding issues such as selection of elements,
composition, lighting, tonal range and pictorial quality as evidenced in the grain
structurs, movement of subjects, texture and size of the image, are significant
elements in the depiction of the subject. They are directed in order to represent
the subject in accordance with the photographers” attitudes and perceptions of the
subject. Camera position, framing and selection of elements, form part of this
pfocess of image conscruction and in this respect are significant {o the depiction of
the scene. 'Actually the photographer endaws his piciure with structure and
meamng o tite extent to which he makes deliberate choices. His pictures record
nature and at the same time reflect his attempt to assimilate and decipher it’."™

In Farm worker and his wife [figure 29), Kiipriviersberg, 1090, 2 roan and his
wife ars depicted in their living room in which a table, corner cabinet and two
refigious pictures are included. The living room is regarded by the candidate as

"455ents Doran. *Denis Doran'. British Jowroal of Phiotopranhy, Vol 138, 21 November 1991, p.13.

17°Siegfried Kracaver, "Photography’, in Trachtenbers, (ed) Cla:.. Easavs on Photograghy, p.265.
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an area in which the subjects identify themselves. It is’2n area in which guests sre
eutertained and i decorated according 1o this function. The furniture has a
utilitarian function and objects and pictures are selected and displayed in a manner
that reflecis something of the subject’s taste and values. For example, the cornsr
cablnot withr plates arranged vertically behind glass draws attention o the subject’s
decoration of their environment, The empty table, and the rudimentary
furnishingy implies the subject’s spartan existence, thus the lack of objects is also
significant. These sbjects are not neceasarily inherently meaningful, but are
invested with meaning both by the individuals concerned, and by the interpretive

 process of the photographer. Fhis has an effect on how the object will be
- ” “peresived. Possessions may be bought, received as gifis or they may be found
~ objects. Whils their meaning may be elusive, their presence is considerdd
* significant in the manner in which they are arrapged within the Interior. °...the
very physicality of the object which makes It sppear so kmmediate, sensual and
aseimilgble belies its actual nature ..,  material cultute is one of the most resistant
forms of cultural expresgion in terms of our atternpis to comprehend it’, '

i

Ths spbjects are positionad in the corner of the room; the converging walls and

~ the diagonal crested by the table in front of them sexve to direct the viewer’s

. attanticn towards them. The asymmetrical courposition implies sn uneasiness snd
tengion which coincides with the figure’s facial expressions, The eyedevel
positioning of the camers tisintains the natural scale of the subjects without any
sttempt at dramatisation by making the subject appear either monﬁmeml or
diminutive, It also sustsins a deliberataly frontal obgervation of the flgures, They
do not interact with one another, but rather stars directly at the camera, and
therefore by implication, the viewer, The light source is zoft and diffusad,
iftluminating them in a manner which reveals the texture of skin and clothing, and
allows objects in the roow to he depicted with a cectain clarity. The process of
photography indicates a kind of exactitude, a scrutiny which these people are not
normally subjected to, often revealing the self-conscious uncasiness of the subject
in the presence of the camera. The pose and facial expressions register this, In

0yifler. Matevial Culture and Mns Consumution. {Oxford: Basil Bleckwell, 1987), p3.
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so doing, & conflict is implied: that o wanting a photograph of thiémselves taken,
and what transpires when the photograph is taken, Through their self-
consciouam, and the stillness of their poses, & sombre mood is evoked.

Since photogmphs appear to be ‘truthful’ deplctions of the real world, the plcwml
construction of the image may appear secondary to the subject matter. \i‘his is
John Berger's contention.'” He states that painting is anartofnrrangamaut.

and that It is ressoushls to demand that thers is soms kind of order in what is
arranged, which he claims is not the case In photography. A painter has a
million ways of putting one colour next to another; he can hide berind the
richness of the pajnting process. But not the photographer’ LA

However, the contrary argumant seming equuily applicable: the composition of the- -
photograph, the matner kn which elements are framet. by the camera, the position
of objects within the format, indeed how the edges freme objscts in the picture
plans, is a primary tool of the photographic procedure. In documentary
photography, choice, not anly in the subject matter but in the arrangement of the
subject matter, Is not primarily achieved by directing the subject, butis
detecmined by the photographer’s position in the making of the picture. - The peint
of view of the photogrupher and the framing of the picture are intimately linked to
the composition of it. By framing, tilting and the selection of the aperture of the
camara, coittpositional issues are addrexsed. Intervention in the documentary
goare is reduced to & minimum; but at the same time the photographer iy forced
to reflect on the scene before him. How the photographer constructs the image
revesls the selection which took place. A low camera angle may cause a figure to
look monumental within an environment, Conversely, the high positioning of the
camera can cause & subject to appest small, "The problem of producing a likeness
is that of working out what one has to put down in mdim?siomthétwi!l |
producs & senss of equivalence to what one has observed i the scene... This

177 B orger. 'Undersianding a Photogreph’, in Trachtenberg, (ed) Classie Eaavs on P

178 sworth, p-150.
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preblem cannot be resolved without resorting to invention’.”™ In Bragmfontein
1989 [figurs 30] a low camera angle was utilised in order to depict the tin bath
strung from the ceiling, and jackets hanging from a nail on the wall. Pmphasising
the cramped | ving conditions, and clutter of possessions, which are a consequence
of the size of the room. | : :

Photography has & special relationship with reality - the environment, people and
places, It rellws on those aspects which ire before the camera, rather than those
imagined or it memeory. It is this which is photography’s point of departure. The
ﬁlﬂngofthemmmi;eawkwardmimanwed, bﬁtmaybeutilized in certain
instances to communicate a senss of disorder within the image, For example,
Bekkergdal (1990). In so doing, borizontals and verticals in the image are
"rearrdnged®, the floor may slops, the doorways take on a distorted guality. In
sorse of the photographs taken for this submission, such tilting of the camera was
imtanded to heighten the perception of instability and dilapidation in certain
imm-im;s which were encouptered, Materials, such as corrugated iron, and
wooden poles, used by the occupants in the construction of their houses, often ..
seemed to be precarious in their construction. Roofs and walls would vibrat: in a ;
strong w Fhus, by tilting the camera a quality of instabilzty, pereeived to ba r"\ :
significant/of the houses, was conveyed. This technique pm}ltted amore -
expressive way of commmmicating the photographer's attituds to these !
environments. It also allowed for more extensive inclusion of objects, and wall I!:%
decorations within the interiors, which a horlzontal placement of the camera woufd
have excluded. In this way ceitain objects particular to the subject colldbe
included, for sxample, Skipper Nkosj, 1991. [figure 311. '3

Tt selection of the lens aperturs is another signifying factor in the construction of
the imags. It can be used to diract the viewer's attention towards certain aress

'y

‘"R Taylor. Art. au Basay of @i~ Peovle, (London: Harvester Proas, 1978), p.5, in C Harrison, {od)
s Realizny, (London: Ast and Language, 1984), p.149.
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and faatures of the photograph. In the photographs taken for this dissertation the
lighting conditions in the interiors were often extremely low. The apﬁ'h:k'e of the
camera was therefore correspondingly wide, resulting in shallow depth of field.
The ‘resultant effect is,one where only a small area of the photogenph is sharply
focused, and & fack of detail exists in the remainder of the image. In instances
like this, ﬂleahm'pummmhaaiaed while the remainder receds, agsuming
sacondm'ylwomncawkhinmelmage Thuxacettalnhiam'dlyimhe '
construction of the image is achieved. For example, mmtpg E]ipriviatsbm'g,
(199%). [figuce 25).

Due to the jow lighting in these interiors, 8 slow shutter speed is unavoidable in
axposing the fitm adequately. Thus the tims taken to expose the film is slow, and
aﬁymovmnofthemﬂxjaﬁmulmiublmﬁngof&atpmofﬂwphowm
Such movement I8 therefors not necessarily controllsd by the photographer in the
making of thie lmags, Occasionally a figures movessat Is anticipated by the
photographer, sad contrasts with figures which remafned still. Tle resultant
‘impression impiles an actlon within the scens, The clavity of the figure is
forfeited, in favour of evoking activity-or heightened actuality. For sxample,
Dauclng, Klipriviersberg. [figure 25]. | |

: .g}
Framing of imeges is dictated by the structurs perceived to be the most pertineat
 to the situation. Certain elements or figures may bs included partially rather than
in their entirety. In so doing, their existence i3 implied rather than explicitly
stated, Those shapes at the edges of the image are elements which can reveal
evidence of the selection which took piace. The process of selection may be
-determinied by compositional dictates, and conversely, it may be governad by the
need to preserve direct refersnces 1o the subject. One may question how
important an object itself is, as opposed to itz shape and pogition within the
photograpk, The manner in which they are contained by the frame is the result of
the photogmpher;s construction of the image. For example, Paintad door,
Klipriviersberg, (1991), [figure 32], the figure in the foreground appears large,

L
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partly due to his proximity to the camees since only 4 fragment of him is included.
Conversely, the figure in the background appears small, thus the illusion of space

. between the figures is heightenad, Their&tauowmlydxﬁetingkmdsof
behgviour olicited by the camera,

While a -phowgraph might seem fo represent the sﬁbj_wt, the framing of the iniage'_
isolates it, deconiextualizing it through the camera’s charscteristic framisg of an
event. It hins, as Siegfried Kracewer observes, a predisposition for “unstaged
MHY’-M '

Yet It uses the event to explain its recording. At evecy stage, chance effacts,
purposeful interventions, choices and variations produce meaning in the picture.

* "In pictures of this type the balance between empathy and spontaneity Is rather

- fragils. The photographer producing them does not subordinats his formative

' impulsss to his realistic itentions but seems eager to manifest both of them with
equal vigour, He is animated, perhaps without belng aware of it, by two
conflicting desires - the desire fo externalise his inner images and the desire to
render outor shapes. However, in order to reconcile them, he relies on occasional
coincidences between those shapes and images”.™

The lighting conditions utilised performs & significant expressive function n the
interpretation of the subject. By varyang the lighting conditions, for exampie in
phntogmphing at differing times of day, a particular mood may be conveyed in the
Aimage. Harsh or soft lighting conditions will affect the result of the image, and

are deployed consciously by the photographer i» order to achieve a particular
result. Disne Arbus used a flesh in order to heighten the impression of ag
uncompromising harshness in the gaze directed at her subject matter. David
Goldblait phom;rwhé\ Boksburg during winer, recognising that the highveld
1ightamammofye§ was af its most harsh, Due to these lighting conditions,

180% racauer, in Trachtanbarg, {od)
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the interiors are evenly iluminated and the resultant impression is one of
‘greyness; an effect utilised by Goldblats to imply his perception of the subjects’
homes, for example, A girl and ber mother,at home ifigure 221. 'The lighting in
many of Walker Evans’s photographs is suuh that the surface and texture of
objam is eumhasised :

In the Initial photographs investigating the tapic of this dissertation, the subjects
are illuminated by light from windows and doors. Their position in the interiors is
such that they face the source of light. Light from windows and doorways,
particularly early in the morning, was utilised since it is then partcularly soft,
illuminating the subject in & manner which models form and reveals the texture of
the subject’s skin and cloghing. Therefore the position adopred was from
doorways, and in front of windows inside the interiors. The position of the
camers often determined the subject’s po{ ition, facing the window, which allowed
the maximum available light to ﬁlumnate facial features. This also allowed for a
more even distribution of light in the ifterior, Textures of wazlls, furniture and
objects could therefore be revealed with a certain clarity. However, the later
 photographs adopt a contrary spprosch. -

Due to the extreme constraints of space and lghting in the urban areas, selectivity
was restricted and figures appear to be enveloped by ofjects. For exarmple, -
Eraafogtein, (figure 30].

In the rural apeas, the houses compriced & number of ropms, unlike the townships
and urban areas where subjects mostly occupied only ore room, Therefors it
became possible to reveal the transition from one room to another. The spaces

were also [arger and lightw? spatial and lighting conditions altored as a resulr, and

a difference of approach was precxpitated by this. The position adopted for
‘photographing was through doorways from inside the house. One of the reasons
for thig is to indicate something of the interface between interior and exterior.
Thresholds of doors and apertures of windows are also linked to the framing of
tho ‘mage. A doorway is a space to move through, designating a transition from
one space to another, It forms a paralld. to the rectangular or square framing



whicti charactarises the photogfapbic image. Doors and windows define sad limit
observation in much the game way that the boumdaries of the photograph operste
as a threshold for the gaze of the spectator.

By photographing subjects against the light, figures are silhoustted in the
photograph, Facisl features ace diffused s:id even lost as & result of fiils, since

high consrést In the peiating is unavoidabie when photographing Into the fight. )

WaMMMWH&M@dNW%’EMM&e
mmmmmwm&mmmmmmmmmwm
fitwinier's Duy, 1991, figurs 33, ammmmmmmmﬂm
Mamﬁ@nﬂmhﬂmmﬁﬂomﬂcﬁmamqum
the phokigragh. This appronch is smch ke that ereatod in Robaet Frauk's. )
phawm mmmmwwwmmm =
helghtmﬂ, MaWWMMh&WW
The womss loks out of ths apsn door, and In a0 dolig tuias ker back o the
camera. In a seuss, she turns hee back on the photographer; implying an assestion
ofherownmmofplacawiﬂ;iﬁﬂaﬁmv&unmmﬁ,

‘The title of this pholngmph is h:tended to heighten this lack of interaction bai?m
. the subject and ﬂl»photographar In part, théciarity and 1ndmdualityofthe
subjects and their houses which “existed in the previous images is relinquished.

The sithouetted ﬂgureﬁ ard observed as shapes, and in some ingtances imply a
certain mood in the photograph, They are intended to stang for thg general rather
than the particular, Individual facial characteristics which would idertify the
subject are thereby subverted in order to convey a broader meaning. The shape of
& silhouette can imply a sombre mood, wheress a particular .facial exprexsion
which communicates sadness can canse the image to become sentimantul

By photographing into the light, the grain structurs of the photograph s
heightened, This sendsrs large prima inappropriate, since it detracts from the

A\
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* pictorial-quality of the picture. While this might be considered a disadvantge, the
presentation of smaller photographs precipitates a more intimate engagement of the
image by the spectator. Large images can tend to overwhelm the viewer, and
afford any number of people the opportunity to experience it simﬂMIy,
whereas aﬁsmaller ;work insists on a one on one interaction, pertaining to a more
intimate relationship, such 48 reading a book.” A sense to privacy is communicated
in this interplay, intending to parallel the seclusion experienced in the home.

"“The use of lighting smployed in the latter part of the dissertation is intended a5 2
more expressive vehicle for communicating the intentions of the photographer.
Robert Frank’s approach, discussed in chapter 2, is recognised as an infiuence in
this approach. Althodigh his itvages are c:onszdamd gloomy and deapairing, his |
style of photography is impassioned, ev,a,g Aﬁnﬂc I-lis use of strong lighting
conditions and characteristic pictorial construction of the image, in tilting the
camera, and rleaving the figure in the framing of his cquposition are similar to
the candidate’s work. While Robert Frank’s photogt aphg. communicate 8 "
dl.senchanimeat of American culture and values, it the e&pdidaea s intention to
assert an aspect of South African cuiture, capturing gi which mitsor aspects’

I._r"peolale s lives. ‘The reactions of subject to the camety ranged from aggression®,

. an ungum‘deg5 moment, and selr-consmoug displays in the\presence of the camera.

5

e

To conclude, the difference in photographic sxpression, or \lvhat may be loosely

cailed *style’, results in different renderings of similar themes.' To dlstmguxsh

a partwular photographer’s work requires careful scrutiny and evatuation. 'IT s
decisions the photographer makes, rest on certain chosen ordering pr_mciplesj As
fictions, as stories, photographs show us that :?ersions of the past are indeed made

up. There is no fixed portrayal of vepresentation, but rather an expression of the _
photographer’s percsption, Explich interpretation therefore is determined 3
principaily by the discourse that surrounds them. "The final danger’ Alan

[ R
' R

1827145 asaetion is made with specific refczence to the documentary gente.
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Trachtenberg :}laims, *is to see any photograph as fixed and final, either in order,
meaning or tishe and place”."™

183 5l Trncltenbesg. 'Documentmg America, 1935-1943", in Car! Fleishauer and BeverlyWBmmm Emm
hmﬁmmﬂ&ﬁh (Califoynin: University of California Press, 1988), p.70.



166

CHAPTER 5
IMAGE/TEXT RELATIONSHIPS

The analysis of the role and intentions of documentary photographers in this
dissertation has”fowsed primarily on the visual construction of images. It is
therefore appropriste to e (amny/ﬁ:e » tiléa or captions which are combined with
such photographs. The batwfthat language, eumbmed with visual imagery,
expresses its messige m,formfully than visuﬁ :magery alone, might be
considerad the reason ﬁor such a practice. Thewefore the choice of words and
images and their subsequent combinations in particular contexts must dispiay the’
author's delibecate and purposeful Intétions. In 50 doing nuances of meaning in
the intorpretation of the image might therofore be desmed apt. ¢
The linguistic caption or thls functions on varying levels, and the context in which
‘they are placed is a determining factor in this -Jmiutionahip. Titles occur in
mcnographs, magazines, newspapars and exhibition spaces. They may describe
that which the photograph depicts, for example, A girl and her mother &t
bome,™ [figure 22}, or they may refer to an event which gave rise to the
making of the photograph, for example, Aﬁﬁ_me_m;d (19400 [ﬁgure 34].

_ Much documentary photography s titled simply with the location of the image,
indicating where and when the photograrh was taken. Images in newspapers or
magazines signify a cumulative record of scial observation; their usage is
intended to conyey informational value, complylng with documentary modse of
photography, in contrast, photographs exhibited in a gallery function in the same
manner as paintings and sculptures. Accompanying text in this context often
serves 10 axplicate or extead the viewe{‘s interpretation of the represented image.

184y tograph by David Goldblats,

188 photograph by Covil Bewton.
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Thus another dmxens:on may be addad to the image by investing the photograph
with connoted meaning.

The combination of words and language in the art of the Twentieth Century
indicates multiple implications, ..."the surety of the old conscriptive or natrative.
approach was challenged, as were so many other notions about the reality of
representation."*” The inclusion of words in-both painting and photography has
_bmm commonplace, dating from Dada and Surreelism, for example Andre
Breton, "Posme-objet’ 1941, asssmblage mounted on drawing board, and utilized
more recently in the work ofélenny Holzer and Barbara Kruger, highlighting the
contemporary obsession with the media. Indicating the belief that toformation is
more accessible through words, or that the combination of words and images may
convey multilayered messages more readily than visual magery glone.

Given the differlng“m‘ucmas of langmage and images it is necessary to examine
this relationship; after which certain perceptions about the role played by text in
the work of Walker Evans, Robert Frank, David Goldblatt and Bob Gosani will be

analyzed. |

The writings of Roland Barthes and Alan Trachtsuberg reflact conflicting posttions
about the use of linguistic captions in photography, Roland Barthes states that the
- original function of the image was to reinforce or illustrate the text; now, there
3 has been a reversal, the image no longer illustrates the word, ’it is now the words
" which structuraily are parasitic on the image’."™ ‘The text identifies the elements
of the scene by means of a description of the imags, - which coheres with the
documentary convention of titling. This, Barthes believes, anchors the image’s
meaning directing the viewer towards a meaning, already determines in advance,
He states, "the linguistic meseage no longe: guides identification but interpretation,
oonstlmting a kmd of vice which holds the connoted meaumgs from prohfetanng,

187 Russcll Bovman. , ‘lagen; A Pecvintont Paradox’. Art Joucanl, Vol 45, Winter 1985, p.335.

3parinex, Barthos: Swlesiod Writings, p.204.
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whether towards expressively individual regions (it limits, that is to say, the
projective power of the image) or towards dysphoric values’.'®

Alternatively, Alan Trachtenberg argues that the linguistic caption asaists in
conferring specific meaning on thé image, since the nature of photographs may

. #rouse varying mteaprmtlons He states, '...unless an editor anchors the image in
an unambiguous caption, its meamng is t00 open and indeterminate to providea
reliably zecurs point of view’.™ This ambiguity, however, might at tuneqlt
desirable, and serve the photographar’s purposes. The anthropologist Barfield
takes an even more extreme view of the superiority of language over image in
conveying moaning. He states, "the photograph ébnvey; to the viewer a vivid
sense of direct experience. ...certain photographe have a dazzling visual rlch:t»"“
that may surpass verbal description in ifs sensory impact, although photogra; my
cunt never supplant the wriiten word in terms of explicating meaning’. !

What Barthes does not acknowledge is the deliberate ambiguity of a ;angiﬁntion
of words and images, which generate muitiple implications, Andres Serrano’s
photographs are contentious because of their titles, as David Lee observes, *If it
wasn't for the work’s titls no offence would be caused...’."™ It coulr, ba argued
that Serrano’s use of words serve to'increase the image’s potential for meaning;
rether than anchoring the imags. New assoclations, hitherto absent, provoke new
meaningg through the combination of words and images. Barthes ssems to iihply \
that photographs should remain uncaptioned, believing that the power of the
photographic imnge lies in that which it depicts, despite its inability to convey
specific meaning. For exantjle, Ansel Adams’s photographs of landscapes,
frequently unditled, point to i2is panthaistit view of the world, rather than a

3

189 0und Barthes, "Rhotaric of the fmage’. [mage Musie Toxt, (Grent Britain: Rootana, 1977), p.39.

190 rachuenberg, B Photoszanha, p-251.

-~ 1M parfield, *Sooial and Cultural Azlthmpc!osy huponsu and Rupomibauy in l.hn phommphic Bnoonnter‘
in Melizsa Banta and Curtis M Hinsley, pology, Ph . the DAL
(Cambridge, Massachunetts: Peabody Mum Press, !986}, p- 113

192D5id Loe. *Hrine Toot". Brilish Jouras! of Photograghy, Vol 138, 14 November 1991, p.16.
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specific plade.. Herein lies a paradox, the image Iz precise in a way that language
is not, mdyetitsmeauing'mvague, whmlangswgeiscapableofconﬁaying
specific meaning. John Fowles's view about the difference between language and
photographs would seam to endorse this, *The effect is gained not just bec:msatheg

. writing is sequential, describing a series of events, thoughts, reactions, but above *
all hecauss it Is so vague fa its general detail that no reader will envision _the place
in the same way... The Me is imprecize in almost all the ways where a

photograph must be precigs.”*®

"This discussion by Barthes and Trachtenberg has tended %0 concentrate on text and
image as separate vehicloa fﬁr communicating meaning, What is omitted by them
is the visual impact which words and imagee create when combined. Previously
an apalogy between postry and photograpby was made in Evans’s reference to the
lyrical iu photography, ™ it is therefors appropriate to enlarge on this here, The
stunzas I postry are shaped and structured visually as well as verbally, their form
amd the actual daoiceofwmﬂs are combinad in order fo enhance the Written word.
This perangement sy allow for furtber inflection of meaning to be incorporated
tnto the image. Text and imuga may therefore be utilized visually, capitale and
the gelection oftypograpﬂ‘v are shaped and structured, in order that thelr
combination with the image might add to the initial form given to the photograph.
The publication Land of the Fres by Macleish and the FSA photoy~-hers is
sbout the dubiousness of the. &metican\Dream in the context of the Depression.

On the facing page of each imngeisashﬁdpamnrelstmgtoﬂiebooksthme
The accreditation of particular photographs occurs &t the end of the book, opposite
2 page of.text. While the effect and informational val\ll} of each page may differ,
their visual form to each other is accorded a certain signiﬁcance within the book.
In tlus way the photographs operate clogely with the textual passages in the book,
rather than individually, or as personal distinctions of each photographers® style,

19%pyy Godwin. Lagg, (London: Hefemann, 1985), pi.

18401, Chapter 2, p29. above,
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Four documentary collaborations relevant to the discuasion In this dissestation
were produced during the thirties, and were dirsctly inspired by depression politics
and the FSA particularly, They were: Bouske White and Erskine Caldwell’s You
Have Soon Their Facss, 1937, MacLeish and The FSA photagraphers” Land of the
Free, 1938, Dorothea Lange and Paul Taylor's An American Fixodus, 1939, and
James Ages and Walker Evens’s Let Us Now Prajse Famous Men. 1941. The
images are motivated by reflecting aspects of the Depression era, but the
differences In the text/image rolationships revesl distinet r.lifferm of approach
and intention. The meaning of the images is affectad by tbewk'yingrelaﬁonships
batwean text and photograph. In Bourke White and Erskine Caldwell’s

1 Have Seon Their Faces, the dize of fictional captions were utilized
inmmeaicitﬁzerendaspky IncomutDomthaalmgem&atths
textusl passages in An American Bxodus ave, *quotstions from the subjects, rather
than what we might think migit be thelr ungpoken thoughts.”™ The implication
here is that thers is & direct rslationship botween the images and the text, in which
ths photograpber attsmpts to utitise both the verbal and visual depictions in order
o render és”intmive an mterpretation a3 posgible of the subject. However it may
be argued that thess captions might have been edited and cartain staterents
seloaodiuwﬁamewothm, In order to coincide with her intentions.

The final point to h.: made mmetitle, as it exists in combination with images,
is the manner in whv'h it #ets a8 a voice overlaying the image. The viaual image
is ostmsihly a silent one; although certaln terminology in the cnticxsm and
asseasmént of images refers to its metaphoric voics. Since words are audible, the
title may be seen to operate 2 a voice which augments the imags. The selecticn
of particular words in the titie of & photograph may be ordered, structured and
selected according to poetic modeiz, or arranged to emphasisi"their 80U0TOUS
respnance, thereby zerving to amplify the images’ potential for meaning, James
Agae'g words in LqumMm are utilized in such a manner,
evoking his pa‘soﬂal attitude towards the subjects. . o

18 Borothea Lange and Paul Taylor. M_A,rm;m p.8.
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& Uz Now Praise Famous Men the text and picmres ave intesded to be
*eoequal, rm:wally indepmdent and fully collaborative.”™ The image/text
raiauomhlﬂﬁ differ from the other FSA collaborations iz that the photographs are
uncaptioned, .md therefore their significance within the book is purely visual, -
‘ensuring their independonce from the text. |

Cet?;‘n of Agee’s descriptions like *order the facade’ {referring to the exterior of a
Sharecropper’s houss) is given expression in Evans’s photographs. In thix way the
text and images could be said to complement one another. The expanded text,
which includes explanations of the floor plans of the houses, the clothing of the
subjects, and objects within the houses, is.more heavily weighted in terms of
volums than the photographs. Only 62 photographs ars printed in the book, whi'e
471 pages of text exist. At,umeaAspudesistsfmmdescrlhmgeverydd:aﬂ ina

,  room, siating that those dmyhma mdy be seen in the photographs, For instance,
*In the opposite side of the kitchen iz a small bars table from which they eat; and
on the wTaIls, what you may ses in ona of the photographs."*

Occasionally the text and images tend to reinforce one another. A pratograph of
the Ricksti’s fireplace'™ is described in minute detail by Agee, indicating a
cohersnce of parception. Inaddiﬁauaﬁlrﬁlerparallelhetweenmtand images is
indicatad hersimages by Evans frequently include signs and words. Above the

| ~ Rickett's fireplace i3 & sign taken from a church, with the words, 'Pleas be quiis,
everybody s welcoms.” [sic]. Hare the photographic image inclndes verbal
notations intended to be read by the viewsr. Evans thereby refers to the text in
the book, drawing attention to it az a visual element, in much the same way that'
Ageo refers to the picturss, evokingimagmthroughhupme In 8 way the
authors of the book switch roles, ramforcina their notioﬂ that images and text caf:

 be interchangeabls, A broader impression of the houses is created by Agee

J:}

b
* 198 Jorn0s Agoo and Walker Eyans. f50, (Loudon: Pan Books, 1988), p.av.

“:'Agu and Hvaus, p.192.

199 5 gee and Bvans, p.197.
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through ths use of occasional analogies, °...the howse is rudimentary at a child’s
drawiag’,'™ and comments abont the odours in the houses, "nmsk melon, wood
and sack cloth’, he states, gives them the impression of tombs, 2°

Nelther dispiay & chronological order in thelr work, but rather emphasise aspects
of the sharecroppers existance by pertinent juxtapositions, applicable to the
motives of the photographer and author, ‘The order of the photographs is reflectsd
in the text. Tle srrangement of images reveals differing camera angles, and the
position of the camers, from close ups to midile distance views, croates further
ocontragts which are heightened by the sequence of imagos. Juxtaposiﬂom'of

 interiors and exteriors, single portraits, tightly cropped with group portraits, and
stroet scanes with facades of buildings are intended to bave a cumulative offect,
cresting an impression of the community. In much the same way Ages's prose
deseribes thageneral and the particular, The book is divided into three parts. In

theﬁmmsoemagmalimmmmofthawayoﬂifemdpmpleof
Alabama - the setting of the book. The subssquent parts are divided into sections,
deaigoated by headings such #s; Money, Shalter, and The Gudger house, with
subhesdings such ag: its general structure, furniturs, facads, the front bedroom,
the maxtel, the closet stc. In this way the structurs of text and images is
gyachronic rather than chmnoiog‘lcal the atrangement of which impliesthecioae
collaboration which wokplminthamakingofﬂ:abook

The approach adoptad in Liferimes: old, by Goldblatt and
Gordimer, resembles that of Le: Us Now g0 Famous Men. Goldblatt and
Gordimer aleo atate-thas the text and hnages are intended w be co~equal, although
the correlation between words.and images, is more ambiguous. While Gordimer's
words echo similarities in the images, they are extracts taken from her novels and
stories, an¢ wece thersfore not Written with spscific reference to the events and

wahgee and Bvans, p.144,

. 2°°Azee and Bvans, p.185,
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situations which Goldblatt’s images depict.®™ Unlike Let Us Now Praise .
Famous Mep, where Agee and Evans worked together with specific families,
Lifetimes is unspecific, implying a broader dimension of South African society.
They state, "the imags and word give back what is behind the face and place. For
us, the images and words in this book move with what they depict, to an end that
was always present”.*”

Many of Goldhlatt’s ptmographs printed in ufm_undmm occur in

msmbllmhm,mmmm The Transp KwaNdebele
| _ kaners Photographed. The titles of each photograph are consistent with
the ongmd publu:ation denoting the subject, place and date of the photograph. In
this way, the photographs parallel Gordimer’s text, as Goldblatt too is extracting
‘or quoting from previous work,

The titles of photographs in Ametican Photographs are listed at the end of each of
the two sections of the book; denoting the place and year they were taken., In
thiz way the images and text are kept separate, implying Evans’ concern with the
sequence of images, rather than connotations which the titles might elicit. "The
photographs are uncaptioned yet arranged to be looked at in order’, ™ Indeed,
the photographs® priority over text is also emphasised by the position of Lincoin
Kirstein’s egsay, which occurs at the end of the book. Ih this essay Kirstein
comments on the order of pictures, the sequence of which creates a discourse of.
images rather than simply a compitation of individual photographs. °...of
necessity seen singly, are not concelved as isclated pictures made by the camera,

20" Gordimer's prose in Lifetimes:. Under Avartheid ia from the following publications: Burger's Daushier,
(Great Britain: Jonathan Cape Ltd, 1979). The Congervatioplst, (Grest Britnin: Jonsthan Cape Litd, 3062), July's
People, (Great Britain: Jonathan Cape Lid, 1981), The Latc Bourgsois World, (Great Britain: Jonathan Cape 1966).
Ocousion for Loving, (Creat Britain: Jonathan Cape 1960), Semething Out There, (4reat Britain: Jonathan Cape 1979),
and The Soft Voice of the Serpext. (Victor Gollarez 1953). Selections from *Good Climate, Friendly Inhabitants®, *The
Laat Kiss*, *The Life of the bnaginations®, *Something for the Time Being’, *Which New Era Would That Be’, and *Ah,
Woo is Me' are from §olected Storlos. (CGreat Britain: Jonathan Cape, 1942).

202nygvid Goldblatt and Nadine Gordimer. mm.__umm. {Lomlon: Tonathan Cape, 1986),

2“0m:gnadrmwinm (thought to be by James Ages) in Alan Trachtenberg, Reading American
Photographs. p-241.
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but exist as a collection of statements derived from his presentation of a consistent
attitude’ ®He claims that Evans’ photographs deserve the inteation, logie,
continuity, elimax sense and perfection of a reading of poetry or fine fiction.’
Inlend, the use of words incorporated in his images of sigh boards and bili boards
maks altusion to poetry. The captmn "Hurry, up please, its time’, is & reference to
T § Eli6t’s The Waste Land (1922), and °S S Leviathan® echoes Melville’s whale
hunt in Moby Dick. The words, in Evans’ pictures, draw attention to their
linguistic ar. visual role in his images. Their inclusion within the photograph also
designates a broader context in his photographs. The letters SA in Torn Movie
_m, (1930) refer to the USA, the geographical context in which the photograph
was taken, thus relating to the thm of the book. A search for what was
distinctively American was indeed the keynote of the thirties® Evans’
rawgni;iou of this is implied both in kis pictures, and in the title of the book,
posing the question what an American Photograph might be. *Photographs made
in and of America, or expressive of America™ Alan Trachtenberg questions
whether they depict self evident facts, or whether their meanings have to be
pursued or imagined.®The words or portions of words operate as pictorial- -
devices within tha picture, as well as reforents to the ’real world’, Their use may
-, be analogous to the words in Cubism, for instance, *Journal’ and “Sass” which
refer t ihe newspaper and popular drinks of everyday life, slmﬂarly the photo-
\tudm operates as amgn ibrpopularphotogmphy

The caption may alter the significance of the image, and the viewer’s perception
of it. As in publications like Life and Rrum, editorial attitudes may be
communicated by the captions, and the text may thereby influence the reader’s
perception of the pictures. Indeed Life’s editorial decisions, which gave rise to
the photo-essay, seemn to imply a parallel batween text and image.

204Walker Bvans, American Photoergohs, pp-192-3.

205Wa.rmn Susman, { story: The g
(New York: 1984), p.157, h’[‘rnchtmberg Regding Ageric

me‘l‘rmhtmbeu. Reading A
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Publications such a8 Life, Look and Fortune made fraquent use of the FSA
mateclal, including Walker Evans® photographs. ‘The manner in which these
photographs were subordinated to editorial decisfons is pertinent to the mannes in
which their fneaning has altered over time. The photo-essay was Life Magazine’s
way of bringing together a sequence of pictures and captions for the purpose of
teiling 2 story. Pictures in Life wero arranged in a secies, much like a cartoon
strip, using words and images which focused on a current event or a topical issue.
* This new relationship of images, therefore, takss precedence over the original
intentions of each photographer, altert:y the significance of individual images.
"Life had become acquainted with the fict that when a picture story is being
composed, pictures though not a dscursive medium, lend themselves to something
. of the same manipﬁlaﬁon as words’. >

Bvery edition of Lifg lists a "photographic essay’ in the contents, ranging from
issues such as Bowling, *® to Trial by Jury.® The latter, an article with
photographs by W Eugens Smith, depicts-n account bf 3 trial. Some 40 pictures
are included, rovealing the procesdings, exhibits used as evidence, members of the
jnryauaaged inavmetyofactiviuesathnmemdﬂ:emdetarminedbyﬂmﬁ
declsion, Below,aach phiotograph is a caption naming each person and the svents”
surrmmdingﬂaeproceedings What i3 apparent in this sequence of photographs is -
the chronology of events, smphesised by the cartoon strip arrangement of
phomgmhs and text, crewing a narrative which Life presmably desired.

paricen Photographs Evans negates the methods and styles of journalism by
remov'lng them entirely from the normal context of chronological or spatial order,

. 'The book disrupts any expectations that its pictures must be *news’. His
sequences have nothing to do with chronology or pldce, the inclusion of a date
with Sach title and the juxtaposition of images made in diffecent locations defies

207 Wilson Hicks. Wordg u5d Plotures, (New York: Harper and Brothers, 1952), p42.

mug, April 12, 1948, _ 3
“"ug, May 17 1948,

[
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the expectations of popular journslism. The sequeacs of photographs at'the
beginning of the bqok draws attention to ﬂze mr *‘ipm of photography through the
content, for example, Lwnmﬁg&m Nt. \‘(ork, (1934) [ﬁgure 6], and
ﬁmy_ﬁmmﬂxmlﬂ Savannah (1936), indicate the theme\éf picture making.
The images are concerned explicitly with phowgraphy, ,}d subsequeanumagm
like, Sidewalk and Shop Front, New Osleans, (1933), [ﬁslil'e 7}, and Hm
Barber Shop Intecior, Atlanta, (1936), expand it.

e
Ea

Text in journalism I8 intended to be informative. Evans’s form accomplishesa
removal Hom thelr immediate contoxts.™ 'The diajointedness of ffne snd place ..
Wmﬁewﬁw&ommﬁngﬂleplcmmmasmmlem@fﬂthrgughthe -
images. The layering\of points of view as well as )f,rpbjects, fwés signs and a!l the
details that designate p andﬂmchnl!engez thereadertopartlcipﬂ:emgﬁ
ﬁbriscatingprm.’“

!nRob&tFr&nks,w ﬂwcmﬁomoféachphotogrwhmplwadon
the facing page, and similar’ gy s location. However, Jack Kerouac's "
introduction Is unlike Kn‘smm‘i in'that the im;eté ~Yion and reception of images
ialaawtheviawer. His text does 1ot attempt to expiain the photographs, and his
comments about them may be considered rather obligue. A parallel between the
picturss and text exists in this publication becavse of the way in which both
subvert convéntional forms of ghotography snd language. Jack Kerouse’s text is
deliberstely misspelt, appropriating American slang, for example, °...doesot jike
these pitchars dont Hie potry’, and, *That littie ole Ionely elevator giri’.?
Similarly, Frank’s photographs appear tu be quite accidental, almost artless,
smphasising the grain, and forfeiting the clarity characteristic of photographic
practice for blurred silhouettes. The effect of thair combination in ww
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" indicatss a compatibility between their vehicles of expression. Both emphasise an
 idiogyscratic iather than conventional interpretation of America,
_ p ,.
A preferincs for laconic titles indicating location pmauesmmmcummqf
photography. The strongly denotative quality of phomgrq)hymlghtbaﬂ}aremn
_ fmthisptediim:tionmtiﬁing Thers is in.this kind of fitling a sense of the
photographer remaining faithful to the *facts’ which were before the camera at the
timuhaphotogrwhwmtakm Shmdummphmmyismamedw:th
mmmmmnwmmmmmmmw
text: undhasbumuomewh&&cceptedmwmﬁunforuﬂingindommmy
photography. In much of Goldblat’s work a prefecence _forln‘se:apthm
pervades, particularty in exhibitions siacs he belioves that the spectator is less
inclined t read text in that conaxt. He etates, "But agyin, I am biased, perhips
00 stmngly, in fav&ui‘d&aview thut the viewse, mmust work’ 32 f
3.
While the stryctures of languageandphowg;aphyaredissimilar, the effect of this
kind of caption forces the spectator o direct thelr attention towards the image; in a
mmmmgewmmwwmlmwmmmmgermmm
the title. Ax Pay Godwin staies, 'I’madowmamryphﬂmgmphm', my workis
about reality, but that shouldn't mean it can’t be creative’, %

e

Despite the apparent irreconcilability botween the structures of langusge and visual

imagery, their constant combinations have become an acceptsd convention.

Howsver, whst must be asssrted, is that photography ir primarily a visusl

medium, relying principally on B way of seeing. 'Iheref‘ore the imags itself must

convey the intentlons of tie puctogrmhat and have pnv'\acy ovér words, in order
' wptedudamredundmcyinmaollaborm '

Y

21300 didate's nterview with David Galdblatt, April 1990,

+ BMgodwin, pxi. \

W
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CONCLUSION

In coaclualon, docurmeitary photography comprises a broad spectrum of -
approachss which are not contained within very choar boundaries. This research
tias attecptad to indicate some of those parameters which are corventional to the
spproech ss exemplified in the work of the photographers selected, and the two

~ organisations exzmined, 'The approaches adopted by the selected photographers
jedleste sot only how they adhaere to the documentary geare, but also the
divargant procedures which coustitute it. '

 Anothee gepect that hag become apparent, is the manner in which pacailel
apposchies In the construction of images elicit differing meanings, 1.e., tiiF="
epproask adoptsd by Walker Evans and David Goidblatt resemble one another in a
nnmbar of ways, However, the resultant impression their images effect is moat

By sxamin'~g the precedants of the FSA-«il Drum s catalyats of the

“ dﬁmm?tﬁ‘y gaure, the s2ope of the genre, In its application and its means of
sxpression, hag bacoms apparent, It is the axpressive qualities of photography
which Edva tntarested] the candidste and provoked further areas for extsnded study.
Initially the ares of inirestigation focused on the living spaces of South African
domestic workers; but this proved too restrictive an area for researching the
subjact ﬁ'illy. The transience of this group and the divergent constralnts of space
and light _Feﬂactad in the various environments required & mote extensive )
h:westig&ion in order to depict taat which was found most salieat of the subject.
Consequently the subject matter reasarched was anlazgad fo incorporate rural
dwellings. In this way it was latended that the photographs might complement
one another, drawlng parallels bstween urban and rural environments. The
intewface between intarior and exterior became an important sspect in the

;  comstryction of these photographs, and is attributable to this decision.
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Through thejexamination of the selected photographer’s work cemm‘\pﬂumces
axerted on the candidate bacams apparent. The earlisr photo Ehs depict
varticals and horixontals parallel to the picture plane in order to beighten the .
foeling of stillness which was encountered. An appmac};r/ which is Jinkbd to that of
Evans and Goldblatt. In the later pictures the tilting 0‘;’[::1&1 ﬁama'a, and
photographing into the light, resembles the approach utilized by Robert Frank.

An awareness of the limits of the frame; the shaping of the image itself, the
inclusion of objects for their shape as well 24 indexes of meaning have,
subsequently, become more consciously smpioyed.

Differences between the candidate's work and that of the photogeaphers examined
ars, howaver, observud in the construction of images, i.e., the composition.
Ewphasis on the fragmentary quality of the photograph; deliberate omisgions or
the cleaving of objects and subjects, determined ylhafmminxpa'ﬁcu!arto

 photographic construction, hate beer accorded inc:nasmg consideration, defining

in part, an individual approach.

The interaction which the research facilitated, the varlety of reactions elicited by

;- subjects, and the range of interiors encounterad pmhibited a predetﬁ'miued modus

operandi; rather the photographic practice adopted demanded d somewhat

-intuitive response. When looking at a photuxrnph what is perceivad is not only

the object photographed, but the phoix;grmh iteolf. Tt is untike our perception of

things because it is contained in & frame. A fundamental point sbout photography
is that it engages a way of looking st sorusth g 'which is meant to bs resolved in
some particular way, while there is wo special way'things themaoives are meant to

‘look. Part of the response in depicting cortain objects and subjécts may be to. r

exercise potentialities of the depicting procedure in such a way that the image nf
the subject may resolve in a multiplicity of ways, The bellef that a particular way
of recording a subject might cohere with the photographer’s intactions, &hd
manifest each with oqual vigour, is . ndition which 1 a5 become more consclous
as a result of this research. ” :
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