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Introduction

The earliest uses of photography in the press date from the 1840s, with
the first caption including the words “from a photograph” appearing in the
French weekly L’lllustration of August 26, 1843.1 At the time photographs
were used as models by engravers, who copied them onto boxwood
blocks, which were then combined with type as the pages were
composed. From the very infancy of the illustrated press, photography’s
role was tied to a rhetoric of image-legitimation that encouraged press
ventures whose emphasis, in contrast with that of the press generally,
was on information at the expense of opinion.2 Thus in 1845 the fourth
volume of L’lllustration was introduced as follows: “L’lllustration is not a
political forum; its sole ambition in this respect is to reflect, as in a truthful
mirror, the men and events of its time, in the interests of its present
readers and for the instruction of those who, later on, will take the trouble
to consult its written pages, driven solely by a passion for truth.”® While
photographs took on the aspect of engravings once they were
reproduced in the press, their mechanical mode of production fueled the
pro-image discourse and gave credibility to this new journalistic
approach. In 1850 the journalist Adolphe Joanne drew on the supposed
objectivity of the photographic process as a way of persuading his
readership: “In order to convince the most resolute skeptics, we are
supporting our contention with irrefutable evidence: we are reproducing
as faithfully as possible six daguerreotypes expressly commissioned for
L’lllustration ... Would a denial of the daguerreotype not be a denial of
light itself? Show me the man foolish enough not to believe in the sun
and its works!™ This faith in photography’s mechanical character was
regularly invoked by journalists and press publishers to explain their
choice of images. In 1886 Thomas Grimm described Nadar's
photographic interview with the scientist Eugene Chevreul in Le Journal
illustré as an interpretation-free method of producing “a document of



absolute exactitude.”™ Fifty years later, when Picture Post ran Robert
Capa’s photographs of the Battle of Rio Segre, between Spanish
Republicans and Franco’s forces in the autumn of 1938, the article’s
header called the images “simply a record of modern war seen from the
inside.”® In this context the camera was recurrently described as an entity
in its own right, functioning independently of the human hand in the
service of a magazine. In the early twentieth century, when photography
became the main vehicle for visual information, the French weekly La Vie
au grand air captioned a series of photographs of the Paris Grand Prix,
“The Race as seen by photography: what the lenses of our seven
photographers saw.” Thus was the role of the photographer played
down.” In December 1938 Life also recounted the Battle of Rio Segre,
publishing the same photographs by Capa, but ignoring the photographer
himself: “Life’'s camera gets closer to Spanish War than any camera has
ever got before.” Occurring in articles, editorials, headlines and captions,
turns of phrase like these were part of a discourse that attributed and
promoted an authenticity legitimated by the mechanical nature of
photography. Even so, the images have very little in common visually.
Joanne’s daguerreotypes had been translated into black hatching by the
engraver; Nadar staged scenes in his studio; the Paris Grand Prix horses
had been photographed at full gallop, in postures invisible to the naked
eye; and two of the four Capa photographs chosen by the Life editors
were out of focus. These formal characteristics, which revealed opposed
photographic procedures (pose versus snapshot), contrasting means of
reproduction (engraving versus photomechanical printing) and different
modes of representation (drawing versus photography), did not enter into
a rationale that concentrated on the modalities of the picture-taking
process. In 1961, when magazines like Life and Paris Match were
achieving record circulations,® semiologist Roland Barthes looked into
the structure of photography in the press: “The photograph professing to
be a mechanical analogue of reality, its first-order message in some sort
completely fills its substance.”9 He went on to assert that “in the light of
common sense ... the description of a photograph is literally
impossible.”1 Photography in general, and photojournalism in particular,
was considered not as a representation springing from formal shaping,
but as a reality hotline.
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In the early 1970s the rhetoric pumped out by credibility-seeking
media corporations became the cornerstone of the first histories of
photojournalism, by Tim Gidal and Gisele Freund: respectively Modern
Photojournalism: Origin and Evolution, 1910-1933 (1973) and
Photography and Society (1974), of which the latter includes a long
analysis of press photography.l2 In additon to their mutual
contemporaneity and Germanic origins, both these authors worked in the
illustrated press in the 1920s-1930s. Photojournalist Tim Gidal was close
to Stefan Lorant, who edited the Mdnchner lllustrierte Presse in Germany
before fleeing the Nazi threat in 1934 and taking refuge in England,
where he founded Lilliput and then Picture Post.13 Gisele Freund, in
parallel with an academic career that culminated in 1936 in a PhD in
sociology at the Sorbonne—her dissertation was titled La Photographie
en France au XIX® siécle (Photography in France in the 19th century)—
was having her pictures published regularly in the magazines VU and
Life.14 From the outset both authors address photography as the faithful
reflection of reality, in accordance with the line laid down by the
profession. Gidal reminds the reader that “while the painter interprets
events and happenings, the photographer is able to reflect them in a
precise and accurate form.”® Freund, for her part, declares that
“photography opened a window, as it were.”1® Once this guiding principle
is established, both books proffer a history focused on the work of
photographers and their relationship with events: “genuinely committed”
for Gidall” and working “with a concern with objectivity that makes [their]
material remarkably valuable” for Freund,1® photographers display
responsibility and develop a professional ethic.1® Those who had covered
wars, like Roger Fenton (Crimean War, 1853-1856) and Timothy
O’Sullivan (American Civil War, 1861-1865), and those who, like Jacob
Riis and Lewis Hine, portrayed social conditions in North America at the
turn of the twentieth century, are presented as the pioneers of a practice
that came to maturity in Germany in the late 1920s. The advent of the
new Leica and Rolleiflex-type cameras, together with discretion on the
part of photographers and publication of their series in the Berliner
lllustrirte Zeitung—and more especially the Mdinchner lllustrierte Presse
—inaugurated photojournalism’s modern era. In this context Erich



Salomon, with his involvement in political debate and aristocratic soirées,
or Felix H. Man, concerned with the everyday aspect of current events,
embodied a new generation of photographers seen as a community of
respectable gentlemen, in contrast with the lowlife camera-wielders of the
past. Both Salomon and Man rejected the theatricality of official poses
and the irritating use of the magnesium flash in favor of snapshots taken
unbeknownst to their subjects. According to Gidal and Freund, then,
modern photojournalistic images were the work of photographers using a
low profile to provide a truer account of things. The ideal lines and forms
of press photography were invisible, and at the same time masked the
presence of the photographer.

Paradoxically, both the men of the press and the historians were
simultaneously developing a narrative in which the photographer, far from
disappearing, played the leading role. War photographers like James H.
Hare, who covered the Russo—Japanese conflict in 1904, Robert Capa,
who followed the Republicans during the Spanish Civil War from 1936 to
1938, and Gilles Caron, who went to Chad in 1970 to report on the war
between the regular army and the rebel forces, were presented as active
participants in the events they were photographing. Hare is seen giving
first aid to a wounded man in a sequence published in L’lllustration; a full-
page portrait of Capa in Picture Post is accompanied by a short text
explaining how his physical appearance lets him blend in with the
Republicans; and the Paris Match cover of March 7, 1970, devoted to
“The reporters who got out of Chad alive,” features not only Caron, but
Raymond Depardon, Michel Honorin and Robert Pledge as well.20
Commitment and courage on the part of photographers became
newsworthy and were recounted in ways that helped shape a mythology
of the photographer-hero as a “modern-day knight™21 risking his life for
the journalistic cause. No longer a mere observer whose camera holds
up a mirror to reality, the photographer was now an actor whose path
crossed that of his subjects. He was also presented as an observer with
something to say about current events. John Heartfield’'s photomontages
in the German and French Communist press in the 1920s and 1930s are
the most visible expression of this handling of news.22 The definition of
the photographic essay that appeared in Life in April 1937 and the
launch, a few months later, of the “Photographic Essay” feature in the
pages of the magazine, also testify to the go-between function attributed



to the photographer in the general press.23 Here the photographer was
likened to an essayist whose style enhances our perception of events. In
the course of the 1950s Eugene Smith and Henri Cartier-Bresson
brought out photographic essays bearing their personal stylistic imprint,
and the close attention given to their images by press publishers was
evidence of authorial recognition.24 The defense of author's rights
undertaken by Magnum Photos, founded in 1947, and the
institutionalization of photojournalism that took place during the 1970s,
also acknowledged and underscored the photographer’s role.2> In this
changed frame of reference press photography was marked by a visible
aesthetic evident in a concern with composition, play on light and shade,
and out-of-focus effects that allowed the photographer to express himself
visually.
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The new section on photojournalism in the most recent edition of
Beaumont Newhall's The History of Photography (1982) and the many
chapters on news photography in A New History of Photography, edited
by Michel Frizot (1998), point up this tension between the mechanical
objectivity of the camera and the subjectivity of choice of the
photographer.26 Newhall describes the development of photomechanical
reproduction processes as a long striving for authenticity of form; yet he
also compares Eugene Smith’'s The Thread Maker—taken from the
“Spanish Village” essay published in Life in 1951—to a “Michelangelo
drawing.”?? Similarly A New History of Photography extols the Leica
cameras developed in Germany in the 1920s as the vital tools for a
photojournalist trying to get as close to events as possible, but also
foregrounds them as the favorites of the “masters,”?® among whom are
mentioned Henri Cartier-Bresson and André Kertész.

The tricky part played by the picture editors and art directors at the
magazines added to the confusion of the narratives resulting from this
tension. Few were the texts that failed to mention Stefan Lorant’s work at
the Minchner lllustrierte Presse in the interwar years and Wilson Hicks’s
contributions to Life between 1937 and 1950. Tim Gidal describes at
length his mentor’s close involvement with the work of his photographers
and the way, as he [Gidal] sees it, this process of interchange gave rise
to series that were the genesis of modern photojournalism. Driven by a
guest for historical legitimacy, Gidal's book generated a chronology for
modern photojournalism that has been widely reproduced and rarely
challenged.2® Wilson Hicks theorized his own role in Words and Pictures
(1952), in which he explains the protracted preliminaries to the
publication of photographs in Life.39 Because of his position of power at
the magazine, relations were strained between Hicks, who claims to have
looked at 350,000 images a year—of which only 10,000 were published
—and his photographers.31 “He was often unpopular with them,” notes
Gisele Freund, “because of his brusque carrot-and-stick manner: but
those who worked with him had the deepest respect for his knowledge of
photojournalism and for his rich imagination.”32 John Morris, who was
Hicks’s assistant for the first half of 1941, recalls that “he was the one
who had to make the tough decisions: which stories to cover and which
not to ... It was no wonder that he was generally disliked. Nobody loves a
naysayer.”33 Thus the picture editors emerge as instigators of reportages



and mentors for young photographers, but also as decision makers
whose wielding of authority could be embittering.34 They functioned
above all as an additional voice in the visual information machinery, while
underscoring its collective side.
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Figure 0.3 Life, December 3, 1951, cover, photograph by Gerald Sharland.

The most recent histories of photojournalism, by Bodo von Dewitz and



Robert Lebeck (2001), and Mary Panzer and Christian Caujolle (2005),
both mention at the outset the collegial underpinning of press
photography publication.3> To emphasize the numerous implications of
this situation and to illustrate their point, these authors pass over the
original prints in favor of reproductions in illustrated newspapers and
magazines. From the engravings “from a photograph” published in the
lllustrirte Zeitung in 1845 to the snapshots in Paris Match of
holidaymakers caught unawares by the 2005 tsunami, these two books
show the different types of photographs that play a part in representing
current events, the diversity of the layouts proposed by art directors, and
the changes in the text/image balance decided by the editors. Published
images have since been subjected to academic research exploring the
construction of visual information from multiple points of view—such as
Jason E. Hill and Vanessa R. Schwartz edited volume Getting the
Picture: the Visual Culture of the News.36

This book reflects this view of photography as an essential part of the
presentation of current events, while considering each published image
as a representation produced by a photographer and then selected by a
picture editor largely on the basis of formal criteria. In giving rise to new
methodologies and shifting the focus of the considerations driving this
field of research since the 1970s, aesthetic analysis is producing a
consistent account of the role of photography in the press. Visual study of
news photographs involves an emphasis on images at the expense of
text, or at least a measurement and analysis of the disparity between
publishers’ statements of intent and the actual use of images in
periodicals. In the nineteenth century the press published declarations
vaunting the supposed authenticity of photographs, when in fact, once
reproduced, they could not be distinguished from other kinds of images.3’
Conversely, while Life compares the style of a photographer to that of an
essayist, the pictures favored by the magazine are informed by an
aesthetics of transparency which minimizes the photographer’s role.3¢ A
fresh look at press objects with a view to understanding the uses of
images also enables a clear distinction between an illustrated newspaper
and a magazine according to the space given to photography, as well as
a more extensive chronology. This history covers the photography-
centered magazines that first appeared in the late nineteenth century and
considers the interwar period much more as a new phase than as a



beginning. Making press photography aesthetics the focal point of this
study historicizes the information value of the images and enhances our
understanding of the belief systems exploited by press publishers. The
visual effects aimed at masking—or on the contrary, calling attention to—
the photographer’s presence, functioned as guarantees of credibility in
separate historical periods. The same is true of periodicals’ constant
adaptation of layout and graphics which, according to the context, served
a visual narrative or urged contemplation of an individual image.

Lastly, this approach calls for detachment from images’ mere
information value in the interests of assessing their seduction potential.
The astonishing graphic compositions of Lucien Faure, appointed art
director of La Vie au grand air in 1899; Léon Gimpel’s high-angle shots in
L’lllustration during the Belle Epoque; the photomontages attacking
Hitler's rise to power on the cover of the Arbeiter Illustrierte Zeitung; and
the sophisticated photographs of luxury items in Fortune and of unclothed
women on the covers of Stern in the 1970s—these were all reminders of
the published images’ power to seduce. The specialist and general press
had in common the creation of products that had to beguile readers if
they were to make their way on a competitive market. The success of
these press ventures hinged on finding a balance between form and
content that would meet a given public’s expectations.

The history of press photography in this book is that of a use involving
technical, economic and cultural parameters. A use that gave rise to the
magazine form, encouraged the professionalization of photojournalists,
shaped twentieth-century news, and generated press objects whose
cultural influence and impact are still with us today. This story began with
the launch of the first magazines in the late nineteenth century, and
closed with the end of the reign of the great general weeklies, the
diversification of the uses of the press image, and the institutional
recognition photography which was accorded in the 1970s. The corpus
under scrutiny includes such famous news magazines as VU, Life,
Picture Post and Paris Match, other lesser-known ones such as Collier’s
Weekly, Voila and lllustrated, and political publications like Arbeiter
lllustrierte Zeitung and USSR in Construction. The choice of a long
timeline and problems of access have forced us to concentrate on the
Western press. Access to private collections like Robert Lebeck’'s and
recent advances in research possibilities—notably thanks to the online



availability of all issues of Life, and the digitization and indexing of the
collection of periodicals at the Musée Nicéphore Niépce in Chalon-sur-
Sabne, France—have allowed us to address extensive corpuses and
consult thousands of pages and images.3?® Our study was limited to
photography-centered magazines, which meant excluding the daily and
specialist press. The importance of publications like Détective, Excelsior,
Fortune, Elle, Libération, Paris-Soir, PM, Rolling Stone and Vogue made
this a difficult choice: we can only plead a concern for consistency.
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Chapter 1

The Invention of the Magazine (1843-1918)

The first uses of photography in the press date from the 1840s, but it was
not until the late nineteenth century that illustrated weeklies in the West
abandoned drawings for photographs in their news coverage.l This major
shift in the making of visual news hinged on technical, economic and
cultural factors. The advent of portable cameras using glass plates or film
sensitive enough to enable snapshots triggered a whole new generation
of enthusiasts; more numerous than before, liberated from the technical
constraints of old, and bent on recording what was happening around
them, they turned out a vast repository of invaluable images. At the same
time the high-quality halftone screens perfected by the Levy company in
Philadelphia enabled the process to be used cheaply and on a massive
scale for reproduction in the press; and with movie theaters now
specializing in newsreels, photography gradually took hold in the
weeklies as a way of attracting readers and covering current affairs. In
the course of the 1890s the historic illustrated newspapers—The
lllustrated London News (1842-1971), L’lllustration (1843-1944), and
lllustrirte  Zeitung  (1843-1944)—qgradually moved toward the
photography-halftone illustration tandem, although a form of visual
hierarchy persisted: drawings reproduced by engravers still loomed large,
with publications seeking to preserve their identity and not lose a loyal
readership built up over decades. Concurrently, new periodicals—The
lllustrated American (1890-1899), Collier's Weekly (1895-1957) and La
Vie au grand air (1898-1914/1916-1922) were appearing and targeting a
new public via massive recourse to images, mostly taken from
photographs and all reproduced in halftone. Photography was thus
becoming the main conduit for news, but differences in use from one
publication to another defined the two main types of periodical coexisting
during the Belle Epoque: illustrated weeklies as envisaged and designed
in the mid-nineteenth century; and magazines, whose form and structure
were then taking shape and would continue to evolve as the twentieth
century advanced.




From a photograph

Photography had become a tool in the news illustration process well
before the development of halftone.?2 The earliest recorded use dates
from August 26, 1843, when the French weekly L’lllustration published an
engraving “from a daguerreotype™ of the Fort of San Juan of Ulla, in
Veracruz. Nothing distinguishes this illustration visually from the others
on the same page, apart from the specific mention of its photographic
origin. L’lllustration began publication in Paris in March 1843, a year after
The lllustrated London News and four months before the Illustrirte
Zeitung in Leipzig; all three used woodcuts to illustrate current events
and propose a new kind of press entity. At the time woodcuts were the
sole means of producing images in relief that could be associated with
type in the composing of a newspaper page. Whatever their provenance
—drawing, painting, engraving, photograph—all the images offered to the
editors of these weeklies had to pass through the hands of an engraver if
they were to appear. Regularly, then, although not as a matter of course,
the photographic halftones of landscapes, cityscapes, public celebrations
and above all, portraits, were translated into black hatching by wood
engravers. Along with numerous unknowns, a few famous photographers
saw their images leave the studio and go into circulation in various
periodicals: thus daguerreotypes by the Frenchman Charles Francois
Thibault showing the barricades during the uprising in Paris in June 1848
were published in L’lllustration;* eight photographs of the Crimean War
by Englishman Roger Fenton (1819-1869) appeared in The lllustrated
London News over the period 1854-1855;> and many images of the
American Civil War, by Mathew Brady (1823/24-1896) and Alexander
Gardner (1821-1882) were to be found in Harper’'s Weekly (1857-1916)
and Frank Leslie’s Illustrated Newspaper (1855—-1922) between 1861 and
1865.6 For the technical reasons mentioned earlier all these images had
lost their tonal subtleties during the engraving process required by
publication, but comparison of the originals with their published avatars
also reveals additions and modifications undertaken by the engravers for
cultural reasons. The daguerreotype’s exposure time of a few seconds
allowed Thibault to catch only ghostly silhouettes of the soldiers seizing
control of Rue du Faubourg-du-Temple’; but this strictly photographic



incongruity was not let through by L’lllustration’s engraver, who reworked
each individual figure so as to provide the standard degree of
picturesqueness (see Figures 1.1 and 1.2).8 A similar fate awaited
Fenton’s photograph of General Bosquet and Captain Dampierre outside
their tent near Malakoff: in the engraving published in The lllustrated
London News (see Figures 1.3 and 1.4) the fuzzy background and blank
white sky were respectively enhanced with chatting soldiers and clouds.?

Two features emerge from this early use of photography in the press:
first, the medium aroused no great enthusiasm on the part of nineteenth-
century publishers, with the wording “from a photograph” occurring only
rarely in illustration captions; and second, photography’s specific visual
characteristics were addressed as flaws to be rectified in the light of
prevailing illustrative standards. Many photographs contributed to the
illustration process by providing raw material for draftsmen and
engravers, but at the cost of both their identity and their content.

The famous image of the gatekeeper that appeared in L’lllustration of
July 25, 1891 is clear testimony to the role accorded photography at the
time.10 To illustrate the railroad workers’ strike Ernest Clair-Guyot (1856—
1938) focused on the different occupations involved, and for the
gatekeeper he resorted to a montage of photographs and drawings. To
save time he cut out photographs of the train and the figure and glued
them onto an ink and gouache landscape painted by himself. The
montage was then photographically reproduced on a coated woodblock,
so that rather than interpreting the lines of the illustration, the engraver
could follow them directly with his chisel. In the course of the nineteenth
century, then, photography most certainly became a tool for news
illustration, but unobtrusively so, without its formal qualities upsetting the
long-established representational pecking order. as published the
gatekeeper illustration had been stripped of its photographic attributes
and was no different from the other images in the French weekly. Thus
the press developed a mix of photography and drawing whose hybrid
outcome was concealed by the engraver’s work of reproduction.

The archives of L’lllustration testify to this covert use of photography
and the circumstances of its contribution to news coverage during the
period 1880-1890. Photography modified and brought new vitality to the
illustration process, but in return it had to submit to the standards
governing publication in the press. Some photographic portraits from the



period had not been retouched by the draftsman before being handed on
to the engraver, because they bore the stamp of iconographic norms that
had been in force for decades. Almost all the surviving photographs have
been retouched in ways that cast doubt on their origin: visible marks that
suggest that they did not meet the prerequisites for publication and had
to be adapted by a draftsman in order to become acceptable as
illustrations. Cropping was the commonest of the modifications effected
by the draftsman before engraving, the upshot being a new spatial
organization of the visual components.ll Another frequent form of
intervention consisted in changing the emphasis within a photograph with
the aid of a translucent white paint that played down the importance of
certain elements by reducing their visibility.12 lllustrators likewise
continued to rectify what were still seen as the flaws of photography: the
absence of clouds in the sky, blur due to camera shake, and lack of
contrast.13 Thus photographs were treated as illustrative material whose
descriptive qualities were at the service of the final composition. Within
this system, once they had been cropped and retouched, they gained
time for the illustrator without interfering with the work process or, even,
the form of the published image. After the alterations carried out by the
illustrator, the remaining photographic elements were manually masked
by a second, technical procedure: the translation by the engraver of
halftones into black and white hatching.



Figure 1.1 Charles Francois Thibault, ‘The barricade of rue Saint-Maur [du Faubourg-du-Temple]
after the attack by General Lamoriciére’s troops,’ daguerreotype, 12.7 x 10.4 cm, 1848. © RMN /
H. Lewandowski.
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La barricade de la rue Saint-Maur-Popincourt le lundi aprés l'attaque
d'aprés une planche daguerréotypée par M. Thibault.

Figure 1.2 L’lllustration, July 1-8, 1848, p. 276 (detail). From a photograph by Charles Francois
Thibault.



Figure 1.3 Roger Fenton, ‘Général Bosquet and Capitaine Dampierre. Incidents of Camp Life —
Photographs Taken in the Crimea,’ salted paper print, 18.3 x 15.2 cm, 1855. © Musée d'Orsay,
distributed by RMN Grand Palais / Patrice Schmidt.
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Figure 1.4 The lllustrated London News, October 6, 1855, p. 405. From a photograph by Roger
Fenton.

Photography, then, became a significant contributing factor in the
illustrations of the period, but without being considered an informational
plus. While captions sometimes specified an image’s photographic origin,
the forms of the illustration signaled a manual process. With their
meshing of photography and drawing, these hybrid images—part art (as
indicated by their authors’ signatures) and part information (as indicated
by the publication context)—made up the bulk of L’lllustration’s
iconographic corpus for the 1880s and 1890s. The coming-together of
the press and photography was not self-evident and for technical and
cultural reasons was not even especially sought after. It was in this
context that the first halftone reproduction processes were developed—a



context in no way favorable to photographic news coverage at the
expense of drawing.

The halftone age

The invention of the photomechanical reproduction process generally
known as halftone is often referred to as the long-awaited technological
event that would put an end to press publishers’ dependency on
engravers and finally enable them to reproduce photographs faithfully.
While this idea is not completely wide of the mark, it is not completely
true either: as the photographic interview with Eugene Chevreul carried
out by Paul Nadar (1820-1910) in 1886 demonstrates, technical
parameters alone cannot explain the choice of photography over
drawing. For the scientists centenary Nadar had drawn up a
photographic and stenographic recording protocol specifically aimed at
the following goal: “For the first time the reader is going to be the
spectator, as if he were actually present.”’* Published in the Journal
illustré of September 5, 1886, the interview comprises thirteen
photographs using Stanislas Krakow’s halftone method (see Figures 1.5
and 1.6) to remarkable effect: although the Journal illustré was printed on
poor quality paper, the images are reproduced with a subtlety that does
justice to their photographic values and forms. However, when the
interview was published none of those involved drew attention to
Krakow’s contribution, even continuing to speak of “engravings™® and
“drawings”1® in reference to the halftone reproductions.l” Krakow’s
method used photography to obtain a matrix in relief, but was initially
seen by its inventor as a means of enlarging or reducing drawings for
publishing purposes: it enabled reproduction of photographic tones, but
was meant to solve layout problems by adapting engravings to the space
intended for them on the page.

To achieve his goal Nadar created a visual narrative providing each
image with a number and a brief caption as a guide for Journal illustré
readers. Drawing on three separate interviews with Chevreul—and
disregarding their chronology when necessary—Nadar produced highly
effective visual associations and homed in on subjects that enthused him,
such as aerial navigation and the role of images in the science field. The



caption for the final image reads, “I haven't told you everything. But telling
is not enough, one has to prove, one has to show! | have to make you
see! You have to see! | want to show, because it's when | see that |
believe!ll”: an appropriate summing up of Chevreul’'s method and a
vindication of the image/word association in the weekly in question. Thus
the scientist and the journalist are working hand in hand, both seeking to
provide proof; and to do this they want to see, then show, so that we as
their readers and spectators can believe them. The photographic
interview with Chevreul is marked by an unprecedented modernity
brought to bear not on the man of letters but on the man of science. This
was an avant-garde journalistic breakthrough in which photography
played a decisive part, but one which neither photographers nor printers
—nor even readers—would endorse before the late years of the
nineteenth century. Only Le Figaro repeated the venture when it
published a photographic interview with General Boulanger in 1889, with
photographs by Paul Nadar in halftone reproductions by Krakow.18

It was only in the 1890s that halftone became a serious rival for
engravers in European and American periodicals.1® The technical
principle was simple: a fine screen was interposed between the
photograph and the zinc plate to be used by the printer. The function of
the screen was to convert the photographic shadings into a network of
black dots of varying sizes, which could then be etched in relief on the
plate. The idea first appeared in the 1850s, notably in a process patented
by the Englishman William Henry Fox Talbot in 1852, which was taken
up, developed and adapted in the following decades by the Frenchmen
Charles-Guillaume Petit and Stanislas Krakow, the American Frederic
lves and the German Georg Meisenbach, who took out their own patents
between 1878 and 1884.20 All of them, however, were confronted with
the same problem, which explains the gap between the dates of the
patents (the 1880s) and the utilization of the method by periodicals (in the
1890s): namely that none of them succeeded in producing a screen at
once sufficiently fine and sufficiently tough for industrial use.

It was in the early 1890s that the Levy brothers in Philadelphia solved
the problem with their “almost universally used standard screen.”?1 It was
only then that halftone became a major competitor for wood-engravers
and that press publishers were gradually won over and ingrained cultural
prejudices overcome: halftone gave results whose “monotony”?2 attracted



unfavorable comment and whose grayness lacked engraving’s appealing
contrasts. On the other hand, for publishers it meant savings in terms of
time and money—a half to a tenth of the cost?23—and greater flexibility in
terms of layout. These benefits ultimately led to full acceptance by the
press.

To a certain extent the big European illustrateds shared these
misgivings about halftone in the 1890s. In 1893 photographs began to
appear on the front page of the lllustrirte Zeitung, but only very
sporadically until the closing years of the century.24 As halftone took over
from engraving, publishers used it to reproduce drawings as well as
photographs, and called on their engravers to retouch the plates so as to
eliminate details seen as superfluous or to add contrast to the gray of a
sky. Thus they maintained the hybrid approach dating back to the early
engravings taken from photographs, as a gesture toward readers’ visual
habits. In the case of L’lllustration, in France, it was not until 1904 that
photographs numerically outstripped illustrations.2> This shift was the
outcome not of technical progress, but of a decision taken by the
periodical’s newly appointed director, René Baschet: declining sales led
Baschet to broaden the editorial line to include not only foreign and
domestic politics, but also illustrated coverage of topical events; a change
of emphasis that was complemented by a fresh approach to illustration
involving increased resort to photographs. This meant savings on the
cost of images and improved the paper’'s competitiveness with regard to
the new-style periodicals that had appeared in the late nineteenth century
and used the potential of photography and halftone to create innovative
forms of print media. Thus Baschet's choices drew on a tried and true
reproduction technique (halftone using the Levy brothers’ screens);
economic considerations (for the same price he could publish fifty
percent more photographs); and a cultural shift that saw readers beguiled
by a constant stream of images (the previous drawback of the “show-
through” effect, which prevented recto—verso printing of images, no
longer applied).
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American periodicals like Frank Leslie’s lllustrated Weekly were
quicker to respond to photography and by 1890 some of them revolved
entirely around halftone reproduction. From the outset The Illustrated
American predominantly used photographs for its coverage of the theater
and politics, and became famed for such striking visual compositions as
those devoted to immigrant life on the streets of New York (see
Figure 1.7). Made up of unattributed snapshots bordered in different
ways and meticulously arranged, these pages of images offered fresh
presentations of news that made the most of halftone and the
developments in photography itself that were a feature of the period.25

The advent of the gelatin silver process in the late 1880s made
photography more accessible and attracted a host of new, curious
practitioners.?” More light-sensitive that its predecessors, the gelatin
silver process offered a dry medium that could be mass-produced. It also
involved such major technical innovations as the shutter, which enabled
the capturing of fractions of a second—out of the question for a hand
removing and replacing a lens cap—and thus made the snapshot
possible. In addition the camera became small enough to be portable and
the photographer could venture out unencumbered by a view camera.
Taken up on an industrial scale, these changes led to an overall
simplification of the process summed up by the famous Kodak slogan of
1888, “You press the button, we do the rest.” Gone were the days when a
photographer had to be a combined chemistry/technology whiz, and the
new method was eagerly seized on by the middle classes in search of a
useful spare time activity. Thus more and more photographs were being
taken by a generation of amateurs recording the private and public
aspects of everyday life. Some of them, like Jacques Henri Lartigue,
played with the medium and delighted in the visual souvenirs they
created, while others, like Léon Gimpel, turned into relentless
experimenters, joining photographers’ clubs and striving to force the
technology to yield the images they were dreaming of.28 In some cases
they became the darlings of press editors who saw this amateur output
as an invaluable source of supply for their image needs.

In Europe and the United States ambitious publishers were
increasingly out to transform the illustrated weekly and enhance their



market shares through technological, economic and cultural innovation.
Launched in New York in 1888, Once a Week would become Collier's
Weekly in 1895. In 1894, Leopold Ullstein bought the Berliner Illustrirte
Zeitung (1892-1945), and in France in 1898 La Vie au grand air and La
Vie illustrée began publication within a few months of each other. All
these periodicals opted for photography for their news coverage.
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Figure 1.7 The lllustrated American, September 16, 1893, p. 325.



Press photographers

These editorial and illustrative approaches generated a high level of
demand for news photographs, and various organizations set out to meet
it. In the United States Underwood & Underwood (1881) and Keystone
(1892), distributors of a vast range of stereoscopic images—including
such topical material as the Boer War in South Africa (1899-1902)—
became major press suppliers. In France Maurice Branger and Marcel
Rol founded their press photography agencies in 1904, offering general
news coverage of the Paris scene. Their organization enabled broader
and faster circulation of the photographs, as well as the setting-up of
image banks the press could draw on when necessary. Newspapers
relied above all, though, on amateurs who sent in their eyewitness
pictures, and it was not uncommon for the weeklies to include inserts
giving photographers instructions on how to provide publishable material.

Léon Gimpel (1873-1948) belonged to this generation of
photographers who became press correspondents.2? In March 1904 he
photographed Count Henry de La Vaulx’s stabilization experiments with a
spherical balloon in Cannes harbor, and on an impulse sent his pictures
to La Vie au grand air, La Vie illustrée and L’lllustration.39 All three
weeklies accepted them, and for Gimpel this marked the beginning of an
association with L’lllustration that would last over thirty years. In his
memoirs Gimpel mentions that “by a curious turn of events, [his] initial
collaboration with L’lllustration coincided with the beginning of Monsieur
René Baschet’s reign as director.”31 Far from being a coincidence, this
was the outcome of Baschet's new illustration policy and highlighted,
interestingly, publishers’ concerns with the aesthetic aspect of
photography. When covering visits to Paris by foreign dignitaries, and the
aeronautic exploits that so enthused the Belle Epoque, Gimpel was
hampered by competition from agencies which had at their disposal not
only entire teams of photographers, but also communication channels
that meant quicker connection with potential publishers. An experienced,
technically accomplished photographer, Gimpel was as skilled in color as
in black and white, in both indoor and outdoor settings; this, combined
with his visual daring, gave him a distinct edge on his competitors.
Notably he photographed the king and queen of Denmark in color only a



few weeks after the Autochrome process came onto the market in June
1907, together with views of the lights of Paris and the passing of a
Voisin biplane in an overhead shot whose visual play with differences of
level is disconcerting in the extreme (see Figure 1.8).32

What Gimpel offered was a different formal category within the range
of published images: all his photographs refer to news items, but above
all they embody a photographic event tailored to appeal to publishers. It
would seem, then, that the reporting of news hinged not only on
factuality, but equally on the aesthetics and even the spectacular aspect
of the accompanying images. All Gimpel's photographs were conserved
as lantern slides that he grouped and sequenced for screenings for the
photographers’ associations that proliferated during the Belle Epoque.
Facing the screen in a darkened room, audiences took in the slideshow
and Gimpel's narrative, with his technical feats adding to the spectacle of
the news (see Figure 1.9).

The last category of press photographers comprised those actually
employed by the weeklies, among them Ernest Clair-Guyot, who added
photography to his output as an illustrator at L’lllustration,3® and James
H. (Jimmy) Hare (1856-1946), whose long career in the United States
saw him with The lllustrated American, Collier’'s Weekly and Leslie’s
lllustrated Weekly, and whose war photographs were published
internationally. Hare’'s work at the turn of the century signaled the
inception of a new profession—that of photojournalist—together with new
ways of using images in the press. The photography/halftone tandem
boosted the impression of authenticity, but raised representational issues
for publishers. The numerous photographs submitted to the weeklies did
not match the illustrative canons; this was notably the case of Jimmy
Hare’'s war images, which had to be justified to the readership and
demanded the designing of new layouts.34

In 1898, after working the New York scene for The lllustrated
American, Hare offered to go to Cuba and cover the Spanish—-American
War for Collier's Weekly. In late June the American army disembarked on
the island and the battle of San Juan, which played a decisive part in the
outcome of the war, took place in early July. However, in contrast with
the kind of news Hare had been photographing so far, the battles were
highly unpredictable, lasted several days, lacked pre-planned high points,
and took place in harsh conditions that made the ideal point of view hard



to find and often dangerous. In other words, photographing the war was a
complicated exercise whose results were a poor fit with traditional
depictions of battle. As Hare’s biographer, Cecil Carnes explains in his
account of this episode:

His idea of war was founded on old-time formal paintings of dignified battle scenes. He had
grown up in the ‘Gentlemen of the Guard, fire first!’ tradition. Incredible as it must seem, he
confidently expected, when he reached the front line, to find the American and Spanish
infantry drawn up face to face in serried ranks and picking each other off at a distance of
fifty paces or s0.3°
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Figure 1.8 L’lllustration, September 4, 1909, pp. 162—-3. Photographs by Léon Gimpel.
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Figure 1.9 Léon Gimpel, ‘Projection of color photographs at the Societé francaise de
photographie,’ lantern slide, 9 x 12 cm, February 4, 1908. From the collection of the Societé
francaise de photographie, Paris.

Obviously such was not the case. Hare brought lots of photographs back
from his ventures onto the battlefield, where he followed the successes
and reversals of the American troops, but none of them reflected the
standards of his personal visual grounding. Nonetheless they showed
soldiers on the march, lying camouflaged in long grass, and sheltering
from enemy fire behind an embankment; and covered actual operations,
with observation of enemy movements through binoculars or from the
nacelle of a tethered balloon, batteries of cannon firing from amidst
clouds of smoke, and the bringing in and treatment of the wounded. As
documentation these images were precise and invaluable, but they did
not fit with the traditional representations of war as still governed by the
rules of history painting.36

The photographs from the front reached New York in the second half
of July, and appeared in Collier's Weekly on July 30. In the meantime the



editors boosted the “From the Front” segment with archival images and
had illustrators come up with battle scenes such as the final American
infantry charge at El Caney, with soldiers running—and dying—in lines, in
a chaos of action and smoke, on their way to taking the fort visible in the
background: a straightforward composition that could only be the work of
an artist's imagination in its orderly conveying of the courage—and
inevitable success—of the American army.3’ Hare's photographs, with
their less dramatic subjects and profusion of confused detail, did not
possess the same narrative effectiveness and could not be published in
the same way. And so the task of narrating and illustrating the war fell to
the editors—not yet called “picture editors"—who would sort, crop,
sequence, and caption the photographs so as to ensure their meaning
and their impact. Thirty-seven of Hare’s pictures were chosen and
grouped together page by page to illustrate different episodes in the war
in the July 30 issue of the magazine. Series of photographs were
published edge to edge, underscored with brief captions and evocative
titles: “At the Front, near Santiago, July 1 and 2,” “In Front of San Juan,
July 1 and 2" (see Figure 1.10), “The Exodus from Santiago, after Notice
of Bombardment Had Been Given,” and “After the Battle, Caring for the
Disabled Soldiers.”38 Graphically speaking, this thematic arrangement
seemed the best suited to the quantity of photographs received and to a
page-by-page recounting of the different phases of the conflict.

When relations between Japan and Russia became tense early in
1904, it became apparent that war was a big issue at Collier's Weekly,
which sent a whole team—including Jimmy Hare—to Asia. His
photographs were published in Collier's Weekly and in Europe as well, in
illustrated weeklies like the Berliner lllustrirte Zeitung and Die Woche
(1899-1944) in Germany, and in L’lllustration and even the daily Le Matin
(1884-1944) in France.3° This kind of circulation testifies to the interest
the images generated, even if the publishers still insisted on justifying,
and even excusing, their formal presentation. L’lllustration had always
defended photography as an authenticating enhancement of journalistic
credibility,40 but in presenting Jimmy Hare to its readers the weekly still
felt obliged to highlight the element of danger: “Not to speak of the
serious risks run by a war correspondent, photographer, or journalist,
when we know the circumstances behind these results—the rudimentary
facilities, the delicacy of handling required by the art of photography—we



can only express surprise and would not dream of stinting on our respect
and admiration for our bold, inventive contributors.” In the description that
follows of the way the photojournalist works we see the figure of the
sorely tested hero beginning to emerge. Having to be on the spot to
record the facts valorizes the photographer’'s work and so can justify the
form of the published images: “Think of all the courage this represents ...
and do not be too severe if from time to time we show you an image that
is slightly less than perfect”! (see Figure 1.11). The retouching of the
accompanying photograph provides a demonstration: at the very least
the prints sent from the front had to be corrected with gouache to soften
contours and adjust certain shadows. Even before publication the images
of the Japanese army were being defended in terms of the journalistic
approach they exemplified, and further legitimated by the journalist’s
commitment and willingness to put his own life in danger.
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Figure 1.10 Collier's Weekly, July 30, 1898, p. 5. Photographs by James H. Hare.



Figure 1.11 Anonymous, ‘Jimmy Hare's tent, American photographer, Collier's Weekly and
L’lllustration correspondent, on the banks of the Yalu River,” gelatin silver print mounted on
cardboard and retouched with white gouache, 18 x 24 cm, 1904. From the collection of
L’lllustration | BnF, Paris.

In both Collier's Weekly and L’lllustration photographs sometimes
took up an entire page, but more usually were part of a careful layout.
The opening sentences of the article accompanying the seven pictures
skillfully arranged on a double page in L’lllustration of August 27, 1904
provide an explanation: “From among all the photographs we have
received from the war zone these last few days, we have chosen a series
focusing on episodes from everyday campaign life on the Japanese side
and showing the Japanese soldier busying himself at his various
duties™? (see Figure 1.12).

For the editors the illustration process now involved a new task.
Where once they had required their illustrators to produce the images
they needed, they now had to make do with what came in. Pictures were



no longer made after the event, but while it was actually taking place.
Moreover they came in quantity, and the editors had to learn to sort,
select and arrange them on the page in order to get the desired
information across. From among the photographs filed by Jimmy Hare
the team at L’lllustration chose a “series” to be laid out sequentially, with
a beginning and an end. The reader is led from a photograph of a
Japanese standard bearer to views of the trenches, plunder and
prisoners, and finally of the “wounded and dead before the arrival of the
stretchers.” Thus the images and their orchestration make the reader a
spectator as a military incident unfolds.
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Figure 1.12 L’lllustration, August 27, 1904, pp. 136—7. Photographs by James H. Hare.

S




17 Aour 1904 L'ILLUSTRATION

N* 3209 — 137

méme dans celle circonslance pacifique:

Mais, maintenant, les Japonais sonl an
few: Couchis dans la tranchée, pendant
un assaul de Uennemi, les fantassing de
la premiire ligne, celle qui soulient tout
'abord le choc de Passaillant, sont atlen-
lifs, Uarme au poing, le doigl i la détente,
prils & Lirer, an premier signal, anssitl
aque 1o but humain sera i « bonne porlées,
Ce bul, qui court & In mort, un officier,
deoboul, le guelle, plus exposé lui seul
que tous lesaulres aux balles russes qui
ant déja abattu plus d'un défenseur de la
position.

Puis c¢ sonl quelques clichés saisis
apris la bataille : ici, une équipe de sol-
dals japonais préparant une tombe aux
morts, qui gisent de place en plice sur
Ia terre noe, T'un, ou premier plan,
tombié & cdlé de sa « boule de son », au

AT Ak 4 N s Aoy
des forces pour combattre, §l prenait un
supréme ek maiyre repas; 14, la molson
des fusils enlevés & l'ennemi, rangés en
gorbes, conlre les murallles du templs de
Rouan-Ta, péle-mdle avec des débris de
fourniment, des munitions, toul wn
fatras bizarre: plus loin, un officier japo-
nais, lo major Takokusangi, faisant & des

Prisennier !

L'attaque de la passe de Muo-Tien-Ling : les blessés ¢t les morts avant l'arrivée des civieres,
Phet. Hare, — Copyright for U, 5, A. by Collier's Weekly.

La critique des ' opémations "
par le major Takakusangl.

camaades la eritique du eombal, & deux
pas die panvees caddavres encore sins st
puilture, refroidis i peine; puis des blessés
par las, les mourants exhalant leurs der-
nicrs riles pris de leurs compagnons
legtrement alleints, sous Uil des vain.
quenrs, sns doule émus malged eux
devant ces adversaires de tout & Pbeure,

réduils & impui el

ifs.

Enfin, un tableau presque reposant,
apris cos visions pénibles: celui dis deox
pelits goldals japonals qui, charges de la
condulle d'un lamenlable Russe, gritve.
mienl blissé, le cou traversé dune balle
el s trafnant cependant, mads incapablo
de porter son équipement, Ponl débar-
rassé de ce faix pour lui remdre Ja mar-
che moins pénible.

Et, an mament ofi, do parl el dautre,
on se reproche violemment, dinutiles,
d'olroces eromutés, il est consolant do
penser que In férocité n'esl, ni dans une
armée ni dans Paulre, la righe sans

exceplions,



In the issue of December 10, 1904 this use of layout to suggest time
passing reaches it high point with a series of sixteen photographs by
Jimmy Hare titled “A Day’s Fighting between Yen Tai and the Cha Ho,
Photographed Hour by Hour"#3 (see Figure 1.13). The photographs are
arranged sequentially in four lines: we begin with the Japanese general
staff and then, in a series of “successive” images of the battlefield, we
accompany “the photographer, Mr Hare, advancing toward the firing line.”
To ensure that the reader follows the photographer through the battle,
L’lllustration numbered each image, indicating a viewing order that
reflects the temporal flow of the action. Closing with a picture of Hare
himself, this sequence chimes with the content of the article relating to
the photographer: captioned “Mr Hare stops taking photographs to give
first aid to the wounded,” the picture presents him not as a purveyor of
news but as a direct participant in the conflict. Everything possible is
done to give the reader/spectator the feeling of having first-hand access
to the war. In this double page spread it is no longer a matter of
representing a battle scene, but of presenting the actual battle, “hour by
hour.” Hare's photographs and their layout propose an illustration
protocol which tends simultaneously to glorify the photographer and to
hide the act of representation, to conceal mediatization of news, in order
to guarantee its credibility.
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Figure 1.13 L’lllustration, December 10, 1904, pp. 412-13. Photographs by James H. Hare.

Late in the war an article by Gustave Babin devoted to Hare’s pictures
and war photography in general took a look at this new kind of
presentation: “No one will have failed to notice how unexpected this
image of war is—so0 accurately captured by a lens that excludes lies or
delusion—and how far removed from the epic tableaux once used to
portray it.”#4 In this contribution to the standard rhetoric of legitimation,
the author declares, “This is war today: a few patches of smoke far away
in the sky, men crawling cautiously along on their stomachs and taking
shelter in every furrow in the ground. War is now made of a series of tiny,
identical incidents: that is the way we see a battle in which a hundred
thousand soldiers are lost.” Although these small photographs did not
systematically replace the great battle compositions, we can only agree
with Babin that the pictures from the Russo-Japanese front had stood
traditional representations of war on their head.4> Layouts offering an
analytical breakdown of events, as opposed to the grand syntheses of
the illustrators, fit equally with the modernity of the Russo—Japanese



conflict4® and the change in journalistic practice. No longer concentrated
in the drawing, the news narrative now unfolded across the page.
Benefiting from international circulation, Hare's photographs helped
Collier's Weekly achieve the aim it had set itself on February 13, 1904
—“to set a new standard of weekly journalism™’—in highlighting the
persona of the photojournalist. Described as an artist during the
Spanish—American War, in 1914 Hare was given the ultimate accolade
as “the greatest of war photographers™® by Leslie’s Weekly, which sent
him to cover the First World War. Opting for photography not only
changed journalism, it also utterly changed the form of the illustrated
periodicals.

The role of the art director

On the cover of its first issue, dated October 20, 1898, the French weekly
La Vie illustrée (1898-1912) announced twice as many pictures as
L’lllustration for half the price.*® The first image was on the cover and
image-quantity structured the economy of the entire issue in question.>0
Graphically speaking the cover of L’lllustration—simple, sparse
typography and an engraving showing the magazine’s attributes, that is,
the writer's pen, the artist's charcoal, and the engraver’s burin—still
reflected its nineteenth-century roots, whereas La Vie illustrée used this
key space for an eye-catching photograph. Initially this illustration was an
oval or a circle that tallied with the curve of the printed title,>1 but then the
image broke free of this constraint in the interests of the overall graphic
harmony of the page. Images, tables of contents, and color began to be
orchestrated in ways that would convey information and provide arresting
compositions. In one example La Vie illustrée of July 8, 1904, reporting
on the Russo—Japanese War, featured on its cover “the execution of a
Koungouse in Manchuria™?2 (see Figure 1.14). The original photograph
was cropped to fit the magazine’s vertical format and focus attention on
the executioner, holding his bloody sword in one hand and presenting the
head of his victim to the crowd with the other.53 The vivid red of the two-
color printing heightened the ambience of violence by the addition of
bloodstains to the sword and on the ground. On this cover the



photograph does not illustrate the text, and the print is not there to serve
the illustration: text and image form the abscissa and the ordinate of a
composition aimed at mediation of the event on the page. The formal
interest of La Vie illustrée here lies in this association, which makes the
cover a space where seeing and reading go hand in hand. In the early
twentieth century general news publications were still wary of too-modern
graphics, while the sporting press found the formal renewal it needed in
the exercise of greater freedom and initiative.

Pierre Lafitte and Henri de Weindel, respectively directors of La Vie
au grand air and La Vie illustrée both wanted readers to leaf through their
weeklies,>* which meant being able to linger over something other than
print. Combining the resources of photography and the potential of
halftone, both periodicals offered a product whose abundant, deftly
deployed images turned the reader into a spectator. In its issue of
February 4, 1899 the sports magazine La Vie au grand air published sixty
illustrations, all of them photography-derived.>> There were very few
pages given over to print alone and most often what text there was took
the form of captions sprinkled over space orchestrated by illustrations.
Given the gquantity and variety of images, the magazine had to come up
with individual design solutions for each issue, and for this it appointed an
art director whose job was not only to choose the photographs, but also
to decide on an editorially meaningful layout. The task of visually shaping
the sporting news was entrusted to Lucien Faure. As at La Vie illustrée
the cover became a locus of graphic construction where text and image
intermingled according to the stories. Faure regularly set up a visual
dynamic by creating associations between the compositional lines of a
photograph and the title (see Figure 1.15), but he also composed
photomontages in which he made play with photography’s supposed
realism. For the issue of November 3, 1904 he reproduced a close-up of
the face of a stopwatch and its hands, together with cut out images of the
cyclist and the long distance runner who had just broken the one-hour
records®® (see Figure 1.16). With layouts like these the art director was
aiming much more at a spectator than a reader. and not just the
spectator of speed records, but also the spectator of image forms
calculated to catch the eye. Contact with La Vie au grand air came
initially via the cover, which had to attract the reader, and then the issue
was orchestrated by the layout of the full and double page spreads.®”
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Faure always had plenty of photographs to use as sports news
illustrations, but those worthy of a full page were sometimes lacking. This
was especially true of races or wrestling matches to come, for which he
did not have images as such. In these cases he resorted to archival
photographs of the venues or the personages concerned, combining
rectangular or circular images set edge to edge or sometimes
overlapping in complex graphic constructions like the one complementing
Fioravanti’s article “For Whom the Gold Belt,” published on December 24,
1903°8 (see Figure 1.17). While the writer sees French wrestler Paul
Pons as the likely winner, the layout revolves around a question mark
formed by precise masking of eight portraits. Set centrally on the page,
this dynamic arrangement spreads the text on each side of the question
mark’s curves, with the introductory paragraph inside the loop. Thus out
of an assortment of classical, not to say monotonous images—studio
portraits, in fact—Faure succeeded in producing a lively accompaniment
for the news item. Developed for covers and full pages, these clever
graphic ploys became tools for the kind of visual news narrative that
found its full scope in the double-page spread.

The layout devoted to the London Olympics in 1908 reveals the
resources and the goals of this kind of visual mediation®® (see
Figure 1.18). In a montage with the title at the top, the images in the
middle, and four lines of captions at the bottom, are nine snapshots
including the finish of the 100 and 200 meters, the winner of the 1500
meters, and the end of the marathon. The images are numbered from left
to right and from top to bottom, with each number indicating a caption,
but the narrative sequence is broken by an overlaid image of the
American Francis C. Irons, who had just beaten the world long-jump
record and been photographed frontally during one of his attempts.
Taking up the entire height of the page and decontextualized by tight
silhouetting, Irons’s body partially covers some of the other photographs
as it hurtles toward the reader/spectator. The sequence of the snapshots
Is disrupted by Irons, who astonishes not only by breaking the world
record, but also by creating a spectacular visual effect.

The use of photography for news purposes brought new illustrative
constraints. For the coverage of the rugby final in Paris in 1903, Faure
had to call in an illustrator, a choice he explained as follows:



Our readers should not imagine that this is what old-style illustrated journalism called a
“composition.” This splendid plate is a faithful reproduction of a photograph. However, the
shapshot’'s very rapidity makes it more suited to capturing situations than to indicating
movement. This is why we called on skilled draftsman Tofani to come to the aid of
photography by imbuing this scene with the liveliness the camera had robbed it of.60
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Figure 1.17 La Vie au grand air, December 24, 1903, p. 963.
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Figure 1.18 La Vie au grand air, August 1, 1908, pp. 88-9.

Committing to the dynamics of modern journalism, however, meant
abandoning the illustrative mode in which drawing endlessly helped to
compensate for the shortcomings of photography; instead there was
recourse to layouts offering the reader the spectacle of sports news
through modern forms of photography and montages drawing on
newsreels.51

To illustrate the 1902 Paris Grand Prix, the magazine’s center spread
offered “what was seen by the lenses of La Vie au grand air's six
photographers,” adding in a caption that these snapshots of the race
gave “the reader a truly cinematic account of Kizil Kourgan's victory.”62 In
addition to the Lumiére brothers’ shorts (“sujets actuels”)53 and Méliés'’s
famous reconstructed newsreels,54 screened news continued to gain
ground in the Paris cinemas of the Belle Epoque.®® Pressman Pierre
Lafitte was not unaware of the visual revolution in the coverage of
political, social and sporting news. It was probably too early to mention
the cinema when he wrote his introductory article for the new version of
La Vie au grand air in 1899, but in 1910, in the first issue of the illustrated



daily Excelsior, he was categorical: “Excelsior will be what it is setting out
to be: the cinema of universal news.”®® As historians René Jeanne and
Charles Ford later put it, “Under the reign of the cinema, news came
differently than before.”” Their subject here is the content of the news,
but the remark could equally apply to the actual forms of the press. It was
not until the interwar years and the coming of such famous magazines as
VU and Life that comparisons were made between mise en scenes and
layout:

The little paper cinema that is the magazine has been lured ... into making the mise en
scéne of its pages something living, then something talking—that is to say, by a simple
combining of the photographic and the typographic, conveying forms of significance
sufficiently “explosive” for the reader to be able to enjoy the magazine like a spectator:
effortlessly.68

The use of images in such classical illustrated papers as L’lllustration and
lllustrirte Zeitung still testified, during the Belle Epoque, to a complex
relationship with the fine arts model involving a tension between
“difference” and “deference”;%? in the new magazines like La Vie illustrée
and La Vie au grand air, by contrast, the virtually systematic use of
photographs and the use of montage to highlight their quantity and
variety drew directly on the cinematic model.

To let the reader “leaf through” an issue without having to stop and
read, La Vie au grand air injected a visual dynamic into each page, one
centering not only on the narrative produced by the sequencing of
photographs, but also on the spectacular effect of their overlapping.
Writing about early cinema, historian Tom Gunning points out that in
newsreels the narrative mode often went hand in hand with that of
attraction in filmic construction and that a close-up was considered an
effect, a “visual moment.”’? This definition of the cinema of those early
times also takes it for granted that the spectator can be absorbed in a
“fictional world” and at the same time willingly submit to the appeal of an
effect. Is this dual relationship not what the reader of La Vie au grand air
was engaging in as he flipped through? And does not the double page
devoted to the London Olympics effect a fit between narrative (with its
numbered images) and spectacle (with the frontal cut-out of Irons, the



American long jumper)?

The distinction between the illustrated nineteenth-century paper and
the twentieth-century magazine lies in the shift in reading rhythms and
the change in actual physical handling occasioned by the weeklies’ near-
exclusive use of photography. The illustrator and the engraver give way
to the artistic director, who now shapes the news not within the image,
but on the page. This mutation is apparent in Collier's Weekly and La Vie
illustrée, but finds its most innovative expression in La Vie au grand air.
In its addressing of an overtly diverting subject—sports—Lucien Faure’s
graphic structuring of text and images made full pages and double page
spreads freestanding, thereby freeing the reader/spectator from the
obligation of the cover-to-cover reading order. Each issue was designed
in such a way as to allow a random, autonomous grasp of the news: the
modern Belle Epoque reader was no longer reading an illustrated weekly,
he was leafing through a magazine.”!

Reflections of the war

In the years immediately preceding the First World War, photography had
become the principal conduit for visual information, as signaled in the
spring of 1912 by the decision by Le Petit Parisien (1876-1944), one of
France’s four million-selling dailies, to drop its illustrated literary
supplement in favor of a weekly “entirely illustrated by photography.”’2
Prior to this the use of color printing had allowed its competitor Le Petit
Journal (1863-1944) to rule the roost with its supplement for two
decades, but photography would prove the trump card in the Petit
Parisien’s revenge strategy.’® Throughout the War Le Miroir (1912—-1920)
would devote 15 of its 16 pages to photographs of the conflict,’4 each
page or double page covering a separate subject with a choice of images
(1 to 8 per page), a heading, and detailed captions (see Figure 1.19). To
ensure the necessary supply of images, the supplement launched a
regular front page appeal, beginning on August 16, 1914: “Le Miroir will
pay any price for especially interesting photographs of the War"’> (see
Figure 1.20). While the weekly published photographs of different
provenances, including official sources, photographic agencies, and



foreign newspapers, its visual identity was defined by the images of the
amateurs who responded to its call.
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Figure 1.19 Le Miroir, May 16, 1915, pp. 4-5.
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Figure 1.20 Le Miroir, December 6, 1914, cover.

Like many of its counterparts Le Miroir covered civilian life behind the



lines, but its distinctiveness lay in illustrating life at the front with
photographs sent in by soldiers who had slipped a portable camera into
their packs for use not only during breathing spaces, but also during
troop movements and even attacks. These images were sometimes
lacking in definition and/or visual impact, but their arrangement on the
page, backed up by unambiguous captions, meant the magazine could
show its readers the effects of shelling, life in the trenches, the
battlefields, and crimes and atrocities—all committed by the enemy.
Pictures of mangled bodies scattered along trenches or hanging from the
branches of trees were published with no second thoughts, illustrating
initially a belligerent optimism, then the misgivings prompted by a conflict
that was bogging down. To stimulate rivalry between photographers Le
Miroir even launched a competition for the “most arresting war
photographs,”’® specifying that “set-up scenes and photographic tricks”
were unacceptable. A snapshot of a shell exploding during a charge by
French dragoons near Calais became a double-page spread in the issue
of May 2, 191577 (see Figure 1.21); it was awarded a prize of 15,000
francs for the best photograph published since the opening of the
competition and was reused on April 9, 1916 under the heading “The
Highest-Priced War Photograph.”’8 Pictures like these, combining military
and photographic interest, were rare and were usually given the plum
spots, like the center spread. The use of photogravure and rotary presses
enabled nuanced greys and deep blacks hitherto impossible with
halftone, but the images also betray generous recourse to retouching:
here a clearer outline of a canon, there a less blurred silhouette. It may
seem contradictory that the editors demanded from their amateur
photographers “all possible guarantees of authenticity and origin”7® for
their submissions, while these very pictures were retouched with
gouache to clarify their message. It should be remembered then that the
uses of photographs was part of a broader process of illustration in which
illustrators and retouchers contributed to the overall visual significance.
Le Miroir, which regularly boasted of being “the only weekly publication to
have appeared without interruption” during the War, claimed to be thus
building up “the most comprehensive as well as the most artistically
illustrated body of documentary coverage.”0 In this context retouching
was an additional means of ensuring that the images reached the target
audience. And the major role Le Miroir accorded photography in its



(highly partisan) account of the War, together with the quantity and
diversity of its pictures, and the quality of its layout and printing, would
make it a major source for the history both of photojournalism and of the
First World War. On July 4, 1920 the magazine gave up general news in
favor of a focus on sports.
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Figure 1.21 Le Miroir, May 2, 1915, pp. 8-9.

Photography was initially an everyday visual reference for engravers.
Between 1890 and 1920 it was accepted by press editors and became an
essential tool in the making of news. Its acceptance was founded on the
parallel development of halftone and amateur photography during the
1890s and on the savings these two factors brought to the illustration of
current events. The compositions of illustrators did not vanish from the
press, however, and for a long time they remained the yardstick for
photography—until the cinema took over. It would seem, then, that the
advent of photography was not expected, or even desired by publishers,



and that it brought no sudden revolution to the illustrated press. The
photomontages that yielded combinations of the realistic and the curious,
intensive recourse to retouching in order to spell out the message, and
above all the layout techniques developed by art directors to guarantee
the effectiveness of the photographs, were the upshot of a pragmatic
management of news that had to adapt to the forms taken by the
medium. It would be a quarter of a century before photography would
become the major visual vector for news, but by the end of the First
World War printing technology had been tried and tested, the image
producers identified, and the role of art directors defined.



Chapter 2

General News Magazines: European Know-How (1919-1936)

The interwar years are considered a crucial period in the history of press
photography and are seen by many as marking the beginnings of
“modern photojournalism.”! For authors like Tim Gidal and Giséle Freund
this genesis can be specifically situated in Germany in the period 1928
1933, and can be attributed to the development of Leica cameras, with
the increased mobility they allowed, the emergence of a new generation
of photographers like Erich Salomon and Martin Munkéacsi, and the
backing of press editors like Kurt Korff and Stefan Lorant, respectively at
the Berliner lllustrirte Zeitung and the Mdinchner Illustrierte Presse. At
once logical and consistent, this view of things has been repeatedly
restated since the 1970s, shaping in the process the history of a golden
age in which the photojournalist figures as Modernism’s knight in shining
armor.2

The problem, however, is that the same arguments could be
advanced for the pre-First World War years, which saw the advent of
hand-held “detective” cameras, photographers like Jimmy Hare covering
armed conflicts all over the world, and publishers like Pierre Lafitte and
Robert J. Collier gambling on the resources of photography as they set
out to conquer a new readership. Moreover, this version concentrates on
image production, whereas visual information is the outcome of a
collective process—to which the photographer contributes. So while the
period is rich in achievements, it needs to be seen as a stage in the
development of the illustrated press, during which recognition of
photography as a journalistic medium firmed up. In both Germany and
France the press expanded markedly in terms of publications and
circulation, and in a context of fierce competition the snapshot, until then
seemingly just a photographic genre worth publishing,® became an
effective photojournalistic style that history would later dub “candid
photography.” Similarly, layout designs became an identity marker and
the complex overlappings of photographs that appeared in the sporting
press early in the century found their way into the general news press.



These developments benefited photographers, whose names were to be
seen more and more often both in captions and on magazine covers. Not
only were they now able to make a living, they also acquired journalist
status.

Berliner Illustrirte Zeitung before the war

The first issue of the Berliner lllustrirte Zeitung appeared on January 4,
1892, and like La Vie illustrée in France and Collier's Weekly in the
United States, took advantage of halftone to illustrate its pages with
drawings and photographs. In 1894 it was acquired by Leopold Ullstein
who, with his sons, built the Ullstein Verlag empire, which lasted until
Hitler's coming to power in 1933 and the takeover of the company by the
Nazis. Just as La Vie illustrée offered an alternative to L’lllustration,
Berliner lllustrirte Zeitung was a competitor for /llustrirte Zeitung. In 1904,
when the sale of single issues was authorized,® Berliner lllustrirte Zeitung
began using eye-catching covers that helped street vendors catch the
attention of potential buyers. This new attractiveness centered on a
readily readable typeface for the title, and above all on a visually striking
full-page cover photograph. Whatever the subject—national or
international politics, sport, culture, new discoveries—it was ushered in
on the cover, in a photograph. The picture of Japanese officers in
discussion around a map (1904) references the advance of the Japanese
army in Korea; the one of a swarming street (1906) introduces the
business district in San Francisco; a snapshot of two galloping horses
symbolizes jockey Bernard Dillon’s victory in the Epsom Derby; and the
portrait of Italian opera conductor Ruggero Leoncavallo (1904) signals his
upcoming performance of Der Roland von Berlin in the German capital.®
The portrait in all its many variants was the genre most featured:
classical, meticulously lit studio versions of the head and shoulders or
three-quarter view type, like the one of writer Franz Adam Beyerlein
taken in Albert Meyer’s Berlin studio (1904).7 But there were more highly
charged studies, too, like that of painter Franz von Lenbach (1904),
gazing darkly downwards amid Pictorialist-inflected chiaroscuro (see
Figure 2.1).8 The artistic approach could not have been more different,
though, in the 1911 portrait of Benno Konig, who had just won the first



“Deutscher Rundflug” round-Germany air race, which required landings in
seventeen cities before the return to Berlin.? Ullstein Verlag had financed
the race, and the Berliner lllustrirte Zeitung editors chose a photograph of
the aviator warmly wrapped up and enhanced by a low-angle shot whose
visual modernity was in tune with the conquest of the air that Germany
and France were competing for in those prewar years (see Figure 2.2).10
Berliner lllustrirte Zeitung also drew aesthetically on the snapshot, made
possible by new hand-held cameras loaded with gelatin silver plates and
used for news pictures by the first “photographic reporters:"11 we see the
American boxer Jack Johnson shown in the ring with a referee (1910),
and Theodore Roosevelt surrounded by members of his African
expedition (1910).12 Both the boxer and the former president of the
United States were photographed in their professional contexts, which
seems not to have been the case for the illustrators Heinrich Zille and
Fritz Koch-Gotha.13 The two are sitting on a bench outdoors, Zille slightly
slumped, legs crossed, and with his elbow on the back of the seat as
they smoke together and smile at the photographer, who has probably
knelt to avoid a crushing high-angle shot. The natural lighting, the relaxed
poses, and the smiles indicative of their trust in the photographer add up
to an unaffected intimacy the reader can readily share with the winners of
the Menzel Prize for the two best illustrations of the year (see Figure 2.3).
This use of photography and the accompanying page design changed
little in the postwar years, and lived on under the Nazis. It sometimes
happened that the content of a photograph overspilled its frame, partially
blocking out the title and adding an impression of depth, but the image
was always bordered with white and captioned. It was this context of
practices dating from before the war that gave rise to some of Berliner
lllustrirte Zeitung’s most famous covers, like the detail of photograph by
Wilhelm Steffen showing the politicians Friedrich Ebert (president of the
Reich) and Gustav Noske (minister for war) standing in the Baltic Sea,
hands behind their backs and wearing only swimsuits, as Josef Rieger
(administrator of the PRO Foundation) pops his head out of the water
and brandishes a trident draped with seaweed (see Figure 2.4).14
Somewhere between the private snapshot and the political caricature,
this incongruous image successfully turned the spotlight on the two
representatives of the new Weimar Republic who, a few months eatrlier,
had violently put down the Spartacist uprising and caused the deaths of



the Marxist leaders Karl Liebknecht and Rosa Luxemburg.1®
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Figure 2.1 Berliner lllustrirte Zeitung, May 15, 1904, cover.
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Figure 2.2 Berliner lllustrirte Zeitung, July 16, 1911, cover

In an article written in 1927 for a book celebrating Ullstein’s fiftieth
anniversary, Berliner lllustrirte Zeitung editor in chief Kurt Korff said of the
magazine’s aims and photography’s part in achieving them, “It was not
the importance of the material that determined the selection and
acceptance of photos, but solely the allure of the image itself.”16 Adhered
to since the Belle Epoque in a sports weekly like La Vie au grand air,17
the photographic principle of form over content now spread to general
news and became the rule in the course of the 1920s. The
perceptiveness of Kurt Korff, Kurt Safranski (head of magazine publishing
at Ullstein1® and founder of the American photographic agency Black Star
in 1935) and Carl Schnebel, who became art director at Berliner Illustrirte
Zeitung in 1928, lay in spotting what could constitute the “allure” of one
photograph as opposed to another, getting exclusive rights to it, and
skillfully highlighting it in the layout. This was how Berliner lllustrirte
Zeitung came to acquire the services of such soon to be famous
photographers as Martin Munkéacsi, Erich Salomon, Alfred Eisenstaedt,
and Willi Ruge. All of them published frequently in the magazine, to which
Ullstein gave the funding necessary to ensure special relationships with
the photographers and the photographic agencies.1®
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The postwar German press: a competitive market

Between 1919 and 1932 the number of magazines published in Germany
rose from 4,000 to 7,500: an increase that testified to reader interest and
implied fierce competition.20 In 1924 Ullstein launched the monthly UHU,
whose director, Friedrich Kroner, gave photography an essential role.
The last issue appeared in 1934. Snapshots, high-angle shots,
anamorphic portraits, and artistic photographs, all reproduced in
photogravure, were regular features, with all sorts of stylistic tricks of the
trade—symmetry effects, multiple cut-outs, full bleed, sequences,
overlays—deployed to enhance them and emphasize their message.
This small format (24 x 18 cm) monthly also published articles on
contemporary photography, among them one by Martin Munkacsi and
Albert Renger-Patzsch on amateur photography,?l one on photograms,
illustrated by Laszl6 Moholy-Nagy2? (see Figure 2.5), and one on the
image that contains Kurt Tucholsky’s assertion: “A photograph if properly
chosen, punches, boxes, whistles, grips the heart and conveys the one
and only new truth.”23 Publication of images as part of the news had
always been urged as a more accessible tool of communication than
text,24 and Tucholsky’s emphasis on the importance of selection was
reiterated by Kurt Korff in relation to Berliner lllustrirte Zeitung: “Not every
photo conveyed an impression of the desired intensity. More than the
text, the photo has to have the most intense possible concentration, has
to capture a situation at its climax.”2°

At the end of the war Berliner Illustrirte Zeitung still looked very much
like its Belle Epoque version, and until 1924 it continued to seek the
equilibrium that would ensure its viability. When the Deutschmark
stabilized the price was set at 20 pfennigs and the number of pages
increased to thirty-two (it would reach forty by the end of the decade); a
considerable amount of space was granted to news photography, but
also—most of all”?—to a serial. Published as a centerpiece, the serial
took up half the pages in each issue and formed a kind of gray area
interspersed with pages of advertising. Austrian writer Vicki Baum was
probably the major single factor in Berliner Illustrirte Zeitung's success:
her consecutively published Stud. chem. Helene Willfier (Helene, 1928)
and Menschen im Hotel (Grand Hotel, 1929) are said to have generated



additional sales of 200,000.26 With a record circulation of 1.9 million in
1931, Berliner lllustrirte Zeitung became Germany’'s top-selling
publication, all categories included.2” To the sixteen pages of the serial
were added six pages of advertising, while the remaining ten pages—six
at the beginning, four at the end—were given over to photographs.
Grouped together on single or double pages, they were as a rule small
and accompanied by a brief text; the layout, though, while meticulous,
had not changed since the beginning of the century. Images were
halftone, and neither the weight nor the finish of the paper worked to the
advantage of the photographs, which lacked the depth and silkiness to be
found in UHU, Arbeiter lllustrierte Zeitung, or the French magazine VU,
all printed in rotogravure.

This distinctive structure was also adopted by the Minchner
lllustrierte Presse, which became Berliner lllustrirte Zeitung’'s main
competitor, although never giving Ullstein cause for concern. At its peak
in 1931 the Munich weekly had a circulation of some 700,000—Iless than
half that of Berliner lllustrirte Zeitung.?® It also featured a serial
sandwiched between two groups of images, at the beginning and the
end, while the cover set out to pull in readers with a photograph, the title
of its serial, and the name of the author. The similarity of layout between
the two was striking and even gave rise to a heated exchange of articles:
the first in Berliner lllustrirte Zeitung, headed “Berliner ‘Imitierte’ Zeitung”
(“The Imitation of the Berliner Zeitung”), to which Mdinchner lllustrierte
Presse riposted with “Berliner ‘Irritierte’ Zeitung” (The Irritation of the
Berliner Zeitung).?® After its launch in Munich on December 5, 1924,
Mtinchner lllustrierte Presse opened an office in Berlin to spread its
editorial net wider. It was here that Stefan Lorant began working in 1928,
providing the magazine with articles and news photographs until his
arrest and imprisonment by the Nazis in 1933.30 The Berliner lllustrirte
Zeitung | Mtnchner lllustrierte Presse race for readers and advertisers
forced Korff and Lorant to secure the best novelists and the best
photographers.

For both these periodicals the work of visual mediation hinged on two
considerations: coming up with a layout that set the photographs off to
maximum advantage, and finding images that met—or even anticipated
—reader expectations. Korff also noted in his 1927 article on Berliner
lllustrirte Zeitung:



[T]he major changes in the appearance of illustrated magazines, which are no longer
directed by press editors who ‘illustrate’ their subjects, but by people who, like screen
writers and directors, see life in pictures. The editors of Berliner Illustrirte were also, as a
result, the first to take on an ‘art director’, someone with an artist's eye whose job it was to
seek out the strongest and the best photographic solutions—not only in terms of individual
pictures, but also in the arranging of the pictures among themselves and in their relation to
the text, etc.31

As is often the case in this kind of self-serving article—this one was
written for a book celebrating fifty years of Ullstein publishing—the author
and Berliner lllustrirte Zeitung are credited with all sorts of innovations,
including the appointment of an art director to an editorial team, which
had in fact first happened at La Vie au grand air as early as 1899.32
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Figure 2.5 UHU, February 1928, pp. 36—7. Photographs by Laszl6 Moholy-Nagy.
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The parallel between the journalistic ambitions of the Frenchman
Pierre Lafitte and the German Kurt Korff continues in their shared
references to the cinema. While Lafitte declared in 1909 that photographs
and their page make-up would make Excelsior the “cinema of universal
news,”33 Korff was saying in 1927:

It is no accident that the development of the cinema and the development of the Berliner
Hlustrirte Zeitung run roughly parallel. To the extent that life became more hectic, and the
individual was less prepared to leaf through a magazine in a quiet moment, to that extent it
became necessary to find a sharper, more efficient form of visual representation, one
which did not lose its impact on the reader even if he only glanced fleetingly at the
magazine page by page.34

For both of them photographic layout should facilitate quicker and
random access to the news via simply leafing through a magazine. Kurt
Safranski maintained this presentation, as did Carl Schnebel during the
1930s.

Looking at the first issues of Berliner lllustrirte Zeitung, though, it
would seem that editorial attentiveness to images and their layout dated
back to well before the First World War. In 1904 the weekly, in its
treatment of the Russo—Japanese War, the vexations of winter, national
politics, or sports, made effective use of combinations of impactful
images, interacting or in sequence, whose framing and/or masking
contributed to the composition of the page.3® This graphic approach was
pursued and adapted from year to year without ever causing the kind of
sudden or too visible change that might have attracted new readers at
the risk of driving away established ones. Thus the graphic
embellishments gradually disappeared, but the editors never did away
with the border around the single and double page spreads; sometimes it
might be broken by one or more images, but this was never taken to the
point of publishing full-bleed pictures.3® As a rule Berliner Illustrirte
Zeitung'’s first pages were taken up by general and political news, while
those that followed the serial focused more on culture and sports. The
photographs, which were grouped on single or double pages—
sometimes three consecutively, but rarely more—were always



accompanied by an article covering a fifth of the page area at most.
Beginning in 1929 two types of layout were used, depending on the
guality of the photographs. When a subject was considered important—
the Graf Zeppelin's round-the-world flight in 1929, for instance3’—but the
photographs lacked that “most intense possible concentration"38 referred
to by Korff, the layout took the form of a patchwork of small images
highlighted by sophisticated effects of overlaying, difference, symmetry
and masking that offset the monotony of the studio portraits, the
sameness of visual documentation, and the haphazard ambiguity of
snapshots (see Figure 2.6). The stylization of these layouts resembled
that of La Vie au grand air, with narrative effects still intermingling with
the spectacular. Conversely the editors had regular access to groups of
images more uniform in terms of subject and formal considerations. Such
was notably the case for the article on the German expedition to Central
Asia, headed by Emil Trinkler and photographed by Walter Bosshard,
and André Kertész’'s now famous account of life at the Trappist
monastery at Soligny, both published in 192939 (see Figures 2.7 and 2.8).
In both instances the number of images was reduced, to six and seven
pictures respectively—nhalf the number of the Graf Zeppelin article—while
their format was widened and they were sequenced in the interests of a
strictly non-spectacular narrative. The art director has superposed the
corners of some of the images and used the entire space of the double
page for the unfolding of the narrative, but the layouts minimize the
graphic effects in order to highlight the photographs. Commissioned by
the French magazine VU in September 1928, Kertész's report on the
Cistercian community living under a vow of silence was not published
until April 16, 1930.40 Meanwhile it had been sold to Ullstein, who
published the reportage not only in Berliner lllustrirte Zeitung, but also—
somewhat deviously—in UHU, where it served to illustrate the
confessions of a defrocked monk.41

A Hungarian who had moved to Paris in 1925, Kertész wasted no
time in making contact with the artistic community in Montparnasse—
especially its Surrealist branch—and succeeded in living off the sales of
his images. His photographs of monastic life at Soligny are marked both
by the uniqueness of this access to a way of life by definition reclusive,
and the banality of the monks’ daily existence. The compositional
approach is simple but considered, making play with vanishing points and



frontality, and with repetition and singularity in its depicting of the exodus
from Holy Office, breakfast in the refectory, the dormitory, and keeping
watch over a deceased brother. The clarity of the subjects and the
soberness of their presentation chime perfectly with the characteristics of
the monks’ lives, and in their selection, ranking and subdued ordering
over three pages, the photographs making up the Berliner lllustrirte
Zeitung series form a precise, effective whole.

Mtinchner lllustrierte Presse was more predictable in terms of its
layouts, which often relied on symmetry effects. Bosshard’'s photographs
from India, a documentary account of the impact of the economic crisis in
Konigsberg, Felix H. Man’s sociologically revealing portraits of the
inhabitants of Schleswig-Holstein (see Figure 2.9), and Alfred
Eisenstaedt’s street-photography coverage of London’s shantytowns are
all similarly arranged around a central axis.*?
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Figure 2.7 Berliner lllustrirte Zeitung, January 6, 1929, p. 35. Photograph by André Kertész.



Propagandist visual strategies

In November 1924, when the first UHU had just appeared and the first
Mtinchner lllustrierte Presse was going to press, Willi Minzenberg, the
German Communist Party’s director of publications, added the magazine
Arbeiter lllustrierte Zeitung (AlZ) to the German scene. In charge of
propaganda for the Communist International—the Comintern—
Minzenberg was building a veritable media empire, publishing and
distributing newspapers, magazines, books (Kurt Tucholsky, John
Heartfield), and films (Sergei Eisenstein). While very much part of the
expanding magazine context in Germany at the time, AlZ stood out for its
propagandist aims and its level of success: by 1931 it had a circulation of
450,000, putting it in third place nationally after Berliner Illustrirte Zeitung
and Miinchner lllustrierte Presse.*3 As an assertion both of the
magazine’s difference and its support for the Communist cause,
Minzenberg and his editorial team made extensive use of photographs
the cornerstone for remarkable visual strategies.

Taking a working class line counter to that of the middle class press
that included Berliner Illustrirte Zeitung and Mcdinchner lllustrierte Presse,
AlZ established itself as the illustrated journal of the workers’ movement.
Initially a monthly, it went weekly in 1926. AlZ was the direct offspring of
Sowjet-Russland im Bild (Soviet Russia in Pictures), launched in 1921
and the first Communist magazine to resort systematically to
photography for propaganda purposes. Structured around its own
photographs and photomontages of Russian Constructivist images,
Sowjet-Russland im Bild morphed into Sichel und Hammer (Sickle and
Hammer) in 1923, then AlZ the following year.#4 Since the magazine
could not be sold on newsstands, Miinzenberg fell back on an alternative
network—as many as 46,000 people by 1931—for distribution in parks, at
public meetings, in the workplace, and to the homes of activists.4°
Minzenberg also founded the Association of Worker Photographers,
which supplied the illustrated press (including AlZ) with a politically
committed vision of the working classes. A firm opponent of Nazism, AlZ
was forced into exile in Prague after Hitler’'s election in 1933, and ceased
publication in 1938.

Like its competitors—perhaps more so, given its mode of distribution



—AIZ used its covers to catch potential readers’ attention. In the
publishing context of the time photography was seen as a potent
instrument of communication; but where Kurt Korff demanded that a
photograph embody “the most intense possible concentration,”46
Minzenberg sought efficacy in the virtues of photomontage. As
Communist artist John Heartfield, who had begun working for AlZ in
1930, put it in a lecture at the Moscow Polygraphic Institute in 1931, “The
bourgeoisie is very much aware of the effectiveness [of photography] and
has done its best to use it in its own interests. These attempts, though,
have only had lackluster results: Photomontage was and remains the
weapon of revolutionary artists.”’” AlZ, with its mix of text and images,
became the vehicle of choice for activist artists like Heartfield, for whom
the photograph, far from being a mere recording of events, was a
malleable raw material all of whose visual resources could be exploited in
acting “powerfully on the masses.”® Heartfield was producing his
photomontages for A/Z at a time when numerous theoretical texts on
photography were appearing: among others Siegfried Kracauer, Walter
Benjamin and Laszl6 Moholy-Nagy*® were defining the camera as a
political tool capable of challenging traditional modes of representation
and creating a new vision for the working class. At AlZ editors, graphic
designers and photographers were busily transgressing the conventions
perpetuated by magazines like Berliner lllustrirte Zeitung and Mdnchner
lllustrierte Presse, putting their faith in a visual freedom rooted in the
dynamics and graphic approaches pioneered by the artistic avant-garde.
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January 6, 1929, pp. 36—7. Photographs by André Kertész



‘Berliner Jlluftrirte 3eitung

Der Gann jur MWorgenmeffe,

Elhll, ehnes Apfelmojtes, der nidit nur im Leben, jonbern aud
nod) im Sterben der fedhain Patres und Fratres des Rlofters
(ﬁjl Holle fplelt. Stirbt niimlidy ein Wind, fo wird feine tige
iﬁ! Sh:iim: von drei Liteen drei Monate lang auf dem mit
ﬂuﬂ'ﬂ fdwargen Hollreus beeidneten Ehplag tes Toten im
Sefeltovium  be-
reitgeftellt, ebens
fo wie fein vors
flinlidies, aber
reinvegetarifdyes
Effenr,  in dem
felbft Cier 1nd
Fildy  verpint
find. Dicfe Totens
mablzeiten, Ddie
an dynefifdic
Nhnenopfer  ges
mahuen, aehiten
den Stlofter-
armett.

RAlles in dem
Bﬂéiniihn_bawbeiﬂ
mit  ben  Eine
ticblunylt 1.
" Cferer it aus
—————— T _n:[lntlrl‘, Sl -
. Bnnémﬁ‘inhm. i e
wo ¢s nitia ift,

A frvalem

- Wenn ein alomrbrutm ftivht:
Stﬂﬁgige Totenmwadye vor dem dedellofen Sarg

37

B T T P TR T TR T T

wewe e T P B U s SR SR GRS AR AR SR S R RO L U e LR R LT LU LD A OO 8 LA L LT A A S
B T P T P PR R R e



EeIeT Mindner Jlluftrierte Preffe 1932/ M. 30

Die Leiden-TiieY
barf nur jweimal im Leben benupt
Hady ber Hodyelt gieht ber Baux.
Graw burd) biefe THY ins Hous c
Tobe mechen ihne Sirge hiee bes

fharf  gefdnitienem  Gefidht;  pie
Hliten, viel Heiner von Gefialt, haben
oft cinen FRunblopf, beflen widtigie
Wterfmale  bdie  bervorfprimaenten
Badennoden find.

Biel Morer ftreten bic Stamm
untetjdhicde aud Beute nod in
bau auf, Jm Eiben wnb Often ¢
«Dargbus”  ober |, Husmanns
arols, foft gebaut, mil Fadwertwa
unb riefigen Dadyern, bas von Wo!
ftand unb Bodenftandigleil seuat —
es it ein nowdli® abgeiwanbelic
Nieberjadblenbaus; gany anders
friciiiden  Marjdbofe, buntelroil
acgen ben Wind im Winfel o
mit Biifden wnd Baumen [lanlier!
mit Winbiduhy. bodbadin unb gicbelig

elten am fanfendben Band

e i Feih wnd Glict sulgeftelien MilQ[Gafe, berilnte Produlte ber feiefifdyen Bichimdt

Sas JFricfenmibden mrifi

bewobner, und in Halfteln, Stor-
mam und Ditbmariden die MNod-
fommen bes om  weitellen nady
tem beutlden Horden vorpebrun-
aenen Telles der niederfadfifden
Erammesfamilie:  ble  Dilbmar=
fchen. Alles iibrige it Molonilten=
fand®, es wurbe im Yaufe ber
Dabrhunberte fmmer wieber nilt
Steloniftenfboren aus Horb= unb
Mittelbeutidland aufacirildi
Henn man bie Etamme beute
noth nady ber anfperen Erjcheinung
w unter{deiben petfudit fo mufs
man [ih oul febr allpemeine An-
qoben befdranten: bie Frielen an
ber Hefitifte unb auf ben orbe
fee=Bnfeln wnb Halligen [finb fleis
arefie, blonbe, bellaunige Menijden,
mit [anglidher Echabellorm unb jebr

|
(4

R

Der Maler des friefifden
| Lanbes:
Yicof. Hans Peter Febberfen, ber Jilngeee (o
menni ec fidy tron feimer BI Jebu gur
Untedfdeibung von felncm Bates, ber aud

it Bedentenber Moler was), lebi frit

t 50 Tahees mnf feinem Dol fleilres

| Rosp bei Shebull

Hedpta: Die Tenne
Ste it Ber Haupteanm in ben nicbers
fidfifden Bouerapiufern. Ridt wac bir
Plecde. und Hubitile, fonbern oud bie
ol und Sdlafedume haben von
fyier aus ihren Eingana

Sonntag in einem friejifden Dorf
Die Frauen tragen nod) bie Tditinern, alten Teadien

Figure 2.9 Miinchner lllustrierte Presse, July 24, 1932, pp. 798-9. Photographs by Felix H. Man
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Set designer, book illustrator and creator of political posters,
Heartfield collaborated with Berlin Dadaist George Grosz on
photocollages using fragments of magazine pages to create a
“deliberately provocative satirical form.”™0 In AlZ he denounced the
social-democrat Weimar Republic’s political compromises and power
plays, then went on to pillory National Socialism for its violations of
freedom and personal integrity. Composed of different photographs
rearranged to form a new image, his covers were graphically limpid and
immediately comprehensible. The one for November 27, 1932, titled “Der
Sinn von Genf” (The Meaning of Geneva), shows a dove of peace
skewered on a bayonet as a symbol of the consequences of Germany’s
withdrawal from the Conference for the Reduction and Limitation of
Armaments®l (see Figure 2.10). Comprising at least three separate
photographs (the dove, the bayonet, the building in the background) and
retouched to highlight certain details (the Swiss flag, the feathers, the
olive branch), the image nonetheless betrays few signs of montage on a
strange, provocative cover that makes intriguing play with reality. In the
course of the 1930s Heartfield published some 230 equally complex
photomontages,>?2 challenging social representations and
recontextualizing events to provide them with an unequivocal message
that fit the AlZ line.

Opening the magazine, the AIZ reader found graphic compositions
associating typographic variations with pictures provided by photographic
agencies, the Association of Worker Photographers and the Soviet
press.®3 The page layouts used different photographic points of view to
play up different subjects (high angle for political figures, low angle for the
masses) and a variety of formats (half or quarter page, streamer,
vignette) sequenced to recount the passing of a parade or—as in the
issue of November 20, 1932—to stress the size of the turnout for the
fifteenth anniversary of the Russian Revolution.®* With an eye to
instructing the reader, the layouts also featured graphs and statistics
elucidating the overall message (see Figure 2.11).



DER SINN VON GENF

Wo das Kapital lebt,

kann der Friede nicht leben! _
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Kriegskommissor Woroschilow, der Fihrer der Roten Armee, hall von der Tribline des Lenin-M | die F he: ,Der f; Jahres-
tog der russischen Revolution ist nicht nur ein Festtag fir die russische Arbeiterklasse, — er ist zugleich ein Feiertag fiir dos internationale Proletariat
der ganzen Weltl" Stalin, Molotow, Kalinin neben Woraschilow.

- ——————

" In vierfachen Reihen

Demonstrationsziige d
A
| tine dor ‘groen Arbeften,
| R e e

Figure 2.11 AlZ, November 20, 1932, pp. 1124-5.



Hunderttousende Moskouer  Arbeiter, Millionen
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In 1932 the French Communist Party decided it needed its own press
mouthpiece. This took the form of Regards sur le monde du travail
(Looking at the World of Work), a title shortened to Regards in
September 1933. The new magazine drew on the successful aspects of
its German predecessor and put similar visual strategies to work in the
interests of communication, education and the class struggle. Like AlZ,
Regards saw itself as the crucial counterweight to a mendacious
bourgeois press that was the enemy of the proletariat, and portrayed the
working class world in photographs whose subjects and styles could be
grasped immediately. Its covers personified worker resistance in
photomontages and low angle shots that reversed contextual proportions:
transformed into colossi looking down commandingly on buildings or
landscapes, these proletarian figures overtly asserted their powerfulness
(see Figure 2.12). The same graphic structures, the same personages—
the Frenchman Henri Barbusse, the Russian Maxim Gorky—and in some
cases the same images circulated from one magazine to another. A
notable example is Heartfield’s photomontage showing Nazi field marshal
Hermann Goring setting the world alight with a flaming torch: after
appearing on the cover of AlZ on February 28, 1935, it resurfaced two
months later on the cover of Regards.>>

Heartfield’'s photomontages also found their way into the Russian
propaganda magazine USSR in Construction, which first appeared in
1929. Published in Moscow and distributed by the State Publishing
House, it devoted each issue to a specific theme—collective farms, the
Red Army, major state construction projects, the workers, and parades
and processions—designed to show the world the country’s successes
under Stalin (see Figure 2.13). Here Heartfield’'s work was associated
with that of the Soviet Constructivists El Lissitzky and Alexander
Rodchenko.6 Lissitzky produced photomontages and Rodchenko and
Barbara Stepanova worked on layouts that ensured the visual
effectiveness of numerous issues. Inventive maskings and associations
generated arresting compositional effects, while the magazine made
generous use of high and low angle shots to convince its readership of
the modernity of the Soviet Union. USSR in Construction became a
veritable image reservoir and some of its photographs found their way
into Regards and AlZ. Thus the high and low angle shots, montages and



photomontages, and perspective and flattening were put to work by the
Communist propaganda press to get its message across convincingly
(see Figure 2.14). These visual choices were also intended to target the
gambits of the “bourgeois” general news outlets, as denounced in 1931
by Bertolt Brecht: “The immense amount of photo-material that the
presses spew out on a daily basis and which does have the appearance
of truth really only serves to obscure the facts. The camera can lie just
like the typesetting machine.”®’
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réegards

Dans ce numéro:
André MALRAUX :
La ruée des hommes conire la ferre

Léo SAUVAGE:

Les potentats de la banlieue

V. LIDINE ;

Chez_Pavloll, découvreqr es mysieres de la vie
W, '.

premiers coups ont porté;
recule; autour de Paris,
2 rouge se reforme...

Figure 2.12 Regards, May 9, 1935, cover.
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Figure 2.13 URSS en construction, October 1935, cover.
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A style for news magazines

In the late 1920s the German illustrated press had all the available
photography sources at its fingertips. It had contract photographers like
Martin Munkacsi, who worked for the Ullstein group, could call on
agencies like Wide World Photo, Associated Press and Dephot, and
negotiated directly with freelancers. The demand for news photographs,
the competition between the two main general news magazines, and the
exactingness of editors worked to the advantage of the photographers,
who enjoyed demonstrating their originality and stylistic distinctiveness.
Their images circulated not only among the various periodicals belonging
to the same publishing house, but also among rival weeklies, and found
outlets in Germany, France, England and the United States.

The most readily identifiable style was probably that of Erich Salomon
(1886—-1944), whose photographs left their stamp on their era and are
considered by Tim Gidal a milestone in the history of modern
photojournalism.>® Born into a banking family, Salomon was a Doctor of
Law who had fallen on hard times during Germany’s postwar crisis and
ultimately found work in Ullstein’s advertising department.>® Just how this
forty-something bourgeois began a career in photography remains
unclear, but we know that the camera he used was an Ermanox, a brand
that came onto the German market in 1924. Combining a huge lens with
a small body that could take 4.5 x 6 cm sheet film, this weird-looking
piece of equipment enabled indoor shots without a flash.69 This allowed
Salomon to work in courtrooms, where photography was forbidden, then
at dinners and meetings where he secretly photographed the powerful of
this world. Public figures had always been a major concern for the
illustrated press: in its first issue L’lllustration declared, “We hope that not
very long from now there will not be a single personage in Europe ... who
has not paid our magazine the tribute of his portrait. As we all know, we
understand the words and actions of a man better when we have seen
his features.”®1 Salomon’'s photographs met this requirement and
provided portraits in context over which he had almost exclusive control.
Taken in the casino at Monte Carlo, on the first-class decks of an ocean
liner, at a dinner for the Berlin Secession artists, or at the Lausanne
Conference,%2 his pictures are characterized by a recognizable personal



aesthetic (see Figures 2.15 and 2.16). Hiding his camera in a bag or a
top hat, he opted for unusual, often slightly low-angled points of view,
rather than the habitual eye-height of a photographer looking through a
viewfinder. His images are also often marked by dark, blurred areas
caused by a person or a piece of furniture between himself and his
subject; the effect was to direct the eye toward the sharp focus area,
where the enhanced values help the viewer identify famous people at the
gaming table or absorbed in discussion. In the list of his adventures
Salomon, later followed by his commentators, unfailingly mentions the
altercation that took place in 1929 when the Secretary of the Royal
Academy in London remonstrated that his way of working was unheard
of. To which he riposted, “That is just why | am doing it.”63



Figure 2.14 URSS en construction, February 1934, pp. 1-2.
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Figure 2.15 Berliner lllustrirte Zeitung, April 14, 1929, p. 643. Photographs by Erich Salomon.
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Figure 2.16 Berliner lllustrirte Zeitung, April 14, 1929, p. 644. Photographs by Erich Salomon.
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A similar story is told of Léon Gimpel, come to photograph a bus that
had fallen into the Seine in Paris in 1911. The police suggested he
should join the other journalists, who had all taken up vantage points on
the riverbank: “That's exactly why | don’'t want to go there,”®* he told
them, and proceeded to take a high-angle shot from the bridge. Like
Salomon, Gimpel aimed to set himself apart, and in doing so established
a news photography style of his own.6> The sole difference between the
two was that Salomon’s style was unacceptable to the Belle Epoque. In
1909 Gimpel succeeded in getting the only two shots of the ceremonial
lunch given for the Russian sovereigns on their official visit to Cherbourg.
The photographs were taken from a gun turret and although the view is
largely blocked by the stock of a cannon, in both of them we can make
out the main subjects—the Russian royals and France’'s President
Fallieres—busy with their food or gazing distractedly at their
surroundings. These pictures, though, did not suit L’lllustration’s editors,
who were bent on providing a serene image of Franco—Russian
friendship; so they called in an illustrator to cut out and assemble the
acceptable visual elements of each, and thus provide the classical official
composition deemed necessary for the cover for August 7, 1909. While it
was true that Gimpel's Spido Gaumont was less sensitive and more
cumbersome that Salomon’s Ermanox, it still allowed him to take all the
interior pictures he wanted, even at night. For aspiration, and not just
technique, was an issue here: the Salomon aesthetic was sought after as
much by photographers as by the weeklies that published them, enabling
the latter to attract attention in a competitive market by highlighting the
investigative role of the photographer and the different vision of the news
it opened up for readers. Salomon’s style became his visual signature
and the magazines began crediting him on their covers. The style,
however, was not exclusively his, and other photographers like Felix H.
Man and Alfred Eisenstaedt drew on it to help get their work published.56
The cover of L’lllustration for June 1, 1929, featuring three photographs
by Jean Clair-Guyot of the King and Queen of Spain at a dinner in
Barcelona, shows even the French weekly adapting to this aesthetic.5”

The other photographer whose style guaranteed him hundreds of
appearances in the German and French press was Martin Munkacsi
(1896-1963). His picture of three young Liberians running into the sea



became famous after Henri Cartier-Bresson singled it out as the only
image that had influenced him in the course of his entire career.58 In
June 1930 Munkacsi was sent by Berliner lllustrirte Zeitung to Liberia on
the assignment announced on the cover for June 22 as “Four Weeks in a
Modern Negro State: Martin Munkacsi visits Liberia for the Berliner
lllustrirte.”®® As historian Enno Kaufhold has pointed out, Berliner
lllustrirte Zeitung did not include the famous image, preferring to
emphasize the modernity of the country with photographs of a lawyer
defending his client and young women out shopping in the European
manner.’% The picture of the young Liberians finally came out (still within
the Ullstein fold) in Die Dame in July 1931; a month later in the
Hungarian magazine Pesti Naplo; and then in Arts et Métiers graphiques,
where Cartier-Bresson discovered it on his return from his own stay in
West Africa: “There is such intensity in this image, such spontaneity,
such joie de vivre, such miraculousness, that even today it still bowls me
over.”’1

In the summer of 1928 Munkacsi left Hungary, where he had a studio
and had been supplying the illustrated press with portraits and sports
images. Arriving in Berlin, he immediately began working for Ullstein,
while retaining the right to publish with the competition. Most of his work
appeared in Berliner Illustrirte Zeitung, Die Dame and the dailies Berliner
Morgenpost and Tempo (all owned by Ullstein), but he also published in
Die Woche (owned by Hugenberg-Konzern). During his six years in
Berlin he sometimes covered breaking news—Hlitler in Potsdam in 1933,
for example’?—and photographed various personalities, among them the
Turkish president Mustafa Kemal Pasha leading the first dance at his
daughter's wedding in 1929;73 but he was most often called on for
cultural events, voyages of discovery, and everyday life (see Figure 2.17)
Whatever the actual working context, Munkacsi had no time for the new
35 mm cameras, preferring a 9 x 12 cm body or even a 24 x 30 cm view
camera. He sometimes staged his photographs, or used distorting lenses
to produce compositions whose balance was unfailingly flawless.’#
Above all he made use of every possible viewpoint: working the entire
range from high to low angle, he sabotaged classical perspective in favor
of emphasizing the lines and forms of his subjects. Skiers and dancers,
soldiers and children, workers and summer holidaymakers: photographed
from ground level or from the sky, they entirely fill images from which the



horizon line has vanished; indeed, in July 1932 Berliner lllustrirte Zeitung
had to rotate a picture and modify its page layout to restore a group of
soldiers in Rio to the vertical.”®

As already mentioned, Munkacsi subscribed neither to The New
Vision nor The New Objectivity, but with Albert Renger-Patzsch he did
write an article on amateur photography for UHU, which had published
photograms by Laszlé6 Moholy-Nagy.’® By the late 1920s the German
illustrated press had become a nerve center where the ambitions of
avant-garde artists coincided with those of press photographers and
editors. In particular, Munkacsi's concern with composition and his
mastery of the snapshot gave his photographs the elegance and
spontaneity that so impressed Cartier-Bresson. The sports pictures he
had taken in Budapest indicated not only his interest in snapshot forms,
but also the sheer dexterity he brought to this kind of image. On his way
to Liberia in 1930 he photographed dancers in the street in Seville, in a
high shot that enabled an overall treatment of his subject. The camera
angle highlights the swirl of dresses transformed by the snapshot into
corollas, while in the foreground Munkacsi has captured the transit of a
café waiter whose arm and leg movements, despite their cropping by the
framing of the image, mimic and underscore those of the dancers. This
photograph appeared as a full page in Die Dame for September 1, 1930,
accompanied by four others, giving the magazine the chance to publish
an article on Spanish dance’’ (see Figure 2.18).
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Figure 2.17 Berliner lllustrirte Zeitung, April 20, 1930, cover. Photograph by Martin Munkacsi.
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Tianzerinnen in Sevilla

Aufriahmen, wie se kaon jemals gelungen sind, von Margin Munkacsi,

Figure 2.18 Die Dame, September 1, 1930, p. 11. Photograph by Martin Munkacsi.

Two years later, in a reportage on the recently opened Victor-Gsovsky



school of classical dance in Berlin, Munkacsi adopted a low-angle
approach, highlighting the lightness and elegance of movement caught at
its pinnacle as he suspended the dancers in the air. As André Gunthert
has emphasized, catching movement and making it visible had become
the crux of a snapshot aesthetic developed by amateur photographers in
the late nineteenth century.”® Photographers had realized that the shutter
had to be released at the culmination of the leap—the “pause”’®—when
the movement has slowed. By 1932 the tenseness of the great
nineteenth-century leapers had given way to the grace of the Gsovsky
school, whose formal distinctiveness Munkacsi beautifully captures in his
sober compositions. The series was published in Die Dame in Germany
and some years later in France, in Le Miroir du Monde, VU and Art et
Médecine.8% Munkacsi's technical virtuosity and his interest in balanced
composition did not go unnoticed by the editors at Berliner lllustrirte
Zeitung who, as a kind of authorial added value, mentioned him by name
on his many covers and even in the headings for his reportages: “Martin
Munkéacsi visits Liberia for the Berliner Illustrirte’8l and “Martin
Munkacsi’s contribution to the ‘Berlin—Rio de Janeiro’.”82 Working in very
different genres, Erich Salomon and Martin Munkéacsi both gained
professional recognition as journalists capable of carrying out
investigations and giving eloquent expression to their findings.

An aesthetics of transparency

In his history of modern photojournalism, a field in which he himself was
a major actor, Tim Gidal lists many photographers working directly for
publishers or an agency, or both. Felix H. Man (1893-1985) and Alfred
Eisenstaedt (1898-1995) were both born into the German bourgeoisie,
both fought in the First World War (from which Man brought back some
photographs), and both experienced the postwar crisis before becoming
press photographers.83 Man abandoned his career as an illustrator—
along with his aspirations as a painter—in order to sell his photographs to
the daily press (Ullstein), and in 1929 joined the Dephot agency, founded
by Simon Guttmann the year before. Eisenstaedt gave up his job as a
sales representative in favor of photography and his pictures began to be



distributed by Associated Press in 1929. Both started out with Kodaks
before moving on to 35 mm Leicas, but they also used plate cameras like
the Nettel Man worked with in 1933. Their long careers began in
Germany, but Man left for England in 1933 and Eisenstaedt for the
United States in 1935; respectively they played a part in the founding of
Picture Post (1938) and Life (1936). They shared the same ambitions in
terms of their practice and the kind of image they wanted: each sought
not to impose a personal presence, but rather to remain invisible while
letting the situation reveal itself naturally. In 1931, when Man was given
permission to photograph Mussolini, he put his Ermanox on a tripod in
the Palazzo Venezia office—the camera was highly sensitive, but its use
indoors still demanded considerable expertise—and took his pictures
when his subjects had forgotten he was there. One result was the famous
photograph of the Duce—behind his desk, lost amid the gargantuan
splendor of the setting—whose appearance in both Mdinchner lllustrierte
Presse and Berliner lllustrirte Zeitung had a negative effect on Man’s
relationship with Stefan Lorant®* (see Figure 2.19). Eisenstaedt’s
approach was identical when in the summer of 1930 he photographed
Gerhart Hauptmann, winner of the 1912 Nobel Prize for Literature,
comfortably installed in the garden of his new home on the island of
Hiddensee.8> Whatever the theme or the personality to be covered, Man
and Eisenstaedt rejected both staging and sittings. The upshot was a
colossal corpus of aesthetically elusive images that led Henry Luce to
remark of Eisenstaedt, “I do not see a man with a camera; | simply see a
man looking, a man unobtrusively, quietly, but intently looking."86
Nonetheless both refused to be considered as mere machines: they
claimed a sense of the ephemeral whose simplicity distinguished it from
mere candid photography, and even spoke of a style, one dictated by
each situation rather than by rules of composition. Man invoked a “new
conception"” of photojournalism definable by its transparency:
transparency of a method whose prime mover deliberately effaces
himself, and transparency of an aesthetic that automatically ensures
inner consistency of photographic output (see Figure 2.20).

This concern with transparency was a major argument in the rhetoric
of photojournalistic self-legitimation, with images being described as
“mirrors” reflecting current events or, to quote Nadar, windows that allow
the reader to become the “spectator, as if he were actually present.”88



The difference now was that this conception of things was contributing to
the definition of the nascent profession of photojournalist. In his analysis
of the “books written by professionals for photojournalists” that appeared
in the 1930s and in considerably greater numbers after the Second World
War, Vincent Lavoie highlights the emphasis on content at the expense
of aesthetics; formal mediocrity was even seen as an asset in
informational terms.89 In this context of professionalization the interest of
images depended above all on a narrative power to be served by form
and layout. And while Pierre Lafitte in 1909 and Kurt Korff in 1927 had
both made reference to the moving image in justifying the use of
photographic illustrations in their magazines, in the intervening period, as
film historian André Gaudreault makes clear, the cinema had abandoned
the fondness for experimentation of its early years, and moved into the
era of the narrative.?0 By the beginning of the 1930s, in the press as in
the cinema, mass production was defining the terms and conditions of
visual representation.
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Figure 2.19a Minchner lllustrierte Presse,
Man (Dephot).

Bevor Wuffolini fidy an bie Acbeit beqidy, eelter er jeden Mocqen im Pact ver Bille Toclonla, mandmal
uimut er babel feinen jingiten Gobn meit, der (Rom gu Ehren) et Namen Homans trigt

MUSSOLINI

SONDERAUFNAUMEN FUR DIE MUNCHNER JLLUSTRIERTE VON MAN-DEPHOT
TEXT VYON KURT KORNICKER

Diefer Brlef
dffuete unfezent
Beridierftatter

bie Tore bes

Palagio

Benegla, bes
Amispebiiudes

Muffolinis

March 1, 1931, pp. 260-1. Photographs by Felix H.
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babi, Muffelini bei ber Acbelt au beobadien.
Mufolini batte dic grofie Richenawoiivdigheit, bem
Bertreter ber ,Milndmer  Muftriecten Preffe”,
unb cinem Epeaialpbotograpben au gefiatien, ibn
cinige Tage gu begleifen unb ben Ablauf Jeiner
taglidyen Acheit im Bilde au firieren.

Muffolini fibrt cin febr juriidgeiogenes, mit
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Figure 2.19b
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Figure 2.20 Mdnchner lllustrierte Presse, April 10, 1932, cover. Photograph by Felix H. Man
(Dephot).



VU: a photographic workshop

In his introductory to the first issue of VU: illustré de la semaine, dated
March 21, 1928, Lucien Vogel (1886—-1954) also made reference to the
cinema: “Lively as a wonderful film, VU will be eagerly awaited every
week by all its readers.”1 And even before the launch of the weekly, the
Pathé film Un grand journal illustré moderne (A Great, Modern lllustrated
Magazine) was made by Edmond Gréville and screened with the
newsreels.?2 VU was not named as the film's subject but the logo
designed by the celebrated graphic artist Cassandre and the image of
Lucien Vogel at his work table were readily identifiable. After the title
came a panel: “The hectic life of today prevents us from reading ...”; this
was followed by two tilted cityscapes and a further panel declaring,
“Seeing is what counts; we are in the century of the image.”®3
Reminiscent of Kurt Korff's 1927 announcements of the aims of Berliner
lllustrirte Zeitung®*—and those of Moholy-Nagy—these declarations are
the linchpins of the article laying down the new magazine’s program: in
order to give expression to “the frantic rhythm of present-day life ... VU is
offering a new formula: the illustrated reporting of world news.”> In
addition to the sense of shared urgency only photography can
communicate, Korff and Vogel brought an attentiveness to the new
generation of photographers and the artistic role of the medium. Their
aims, however, were radically different: VU’s rotogravure images were
dispersed over the whole of an issue varying from twenty to thirty-two
pages, the result being a more uncluttered exercise in quality printing.
Like the Germans illustrateds, VU published an episode from a
serialized novel each week; but by according it only two pages (including
a photograph) it avoided the characteristic grey area of the German
periodicals. VU means “seen” in French, and sections titled “VU this
week,” “VU in the world,” and sometimes “VU in France” or “VU in
Europe” brought together different kinds of images, mostly from
agencies. From its inception VU had recourse to French agencies
founded before the War, like Rol, Trampus and Henri Manuel, but the
editors also enjoyed special relationships with the international agencies
that had just opened in Paris: fresh from its successes in London and
Berlin, Keystone set up at 25 Rue Royale in 1927, and Wide World, a



subsidiary of the New York Times, moved into offices on Rue de la Paix
the same year.%6 The “VU in ...” sections took the form of independent—
but not standardized—pages at the beginning and end of the issue and
provided a weekly visual version of the news with images interrelated via
superposition and detailed captions as the only text. The last page of the
issue of July 31, 1929, for instance, used five photographs credited Wide
World (2), Keystone (1), Rap (1) and E. Risi (1)°7 to cover the investiture
of the Japanese prime minister, Mussolini’'s meeting with the King of Italy,
Pope Pius XlI's first appearance on Saint Peter's Square, and the
heatwave in Germany and Romania (see Figure 2.21). The eclecticism of
the subjects is underscored by a highly anecdotal choice of images
including the delivery of a demijohn of saké to the prime minister’s office
and German office staff working in swimsuits.



LA PREMIERE SORTIE
DU PAPE. - Cest le 24
juillet que le pape a franchi
pour la premitre fois le
seuil du siége apostolique,
aprés claguante-neut ans
de réclusion volontaire.
Une imposante procession
s'est déroulée place Saint-
Plerre au milieu d'une
affluence considérable.
*HOTO WIDE WOALD

FHOTO mAP
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nouvesn cabineét japonais, on a
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Pexige. une bonbonne w sake »
feaudevic de ria) dans la mai-
son du premier ministre, M. Ha-
magutsi, pour féter sanomination

LE BLE QUI LEVE. M. Musso
lini et le roi d'Italie dans les
champs du domalne royal de
Stresa o la moisson s'annonce
splendide ENOTO b iR

PAR CES TEMPS DE CANICULE. —
I a fait si chaud & Berlin, que dans cer-
tains b ¥
en costumes de bain. PROTO SEVSTOME

< SUR LE BEAU DANUBE BLEU.

Un déserteur, les bras liés. accompagné

par un gendarme, s'est endormi sur le

banc dun vapeur roumain, sur le Danube.

Le gendarme. le fusil entre les jamibes.

dort, Il aussl, accablé par la chaleur
FROTO WILE WOm O

Figure 2.21 VU, July 31, 1929, p. 615.

Recently carried out by the Musée Nicéphore Niépce, the colossal



task of indexing all the photographs published in VU gives an insight into
the role of the agencies in supplying material for the magazine.?® Of the
French agencies, Manuel was the major contributor, with over 620
photographs illustrating 371 different articles. The figures for Associated
Press were 720 photographs for 488 articles, but it is the statistics for
Keystone and Wide World that confirm the superior performance of the
American agencies, already pointed out by the historian Francoise
Denoyelle in her study of the uses of photograph in the interwar years:?
Keystone contributed some 2,190 images to 1,308 articles, while the
figures for Wide World were over 2,850 pictures for 1,435 articles. As
Carlo Rim, who became VU'’s editor in chief in March—April 1930,
explained two years later, “Every day, from morning to night, people
come to the office ... lugging briefcases stuffed with more or less
successful photographs ... They're bringing us our raw material. Our
editorial and photolab staff know how to get the most out of their stories
and pictures.”00 Together with the dispatches that came in, this material
enabled the editors to come up with the content of an issue meeting the
criteria listed by journalist Jacques Berr in his 1929 article “Comment on
fait VU (How VU Is Made): “timeliness, significance of the subject,
novelty, picturesqueness, originality.” “Then” Berr continues, “the search
for material begins. Either photojournalists take new pictures or, on the
contrary, you just consult the specialist agencies and their mass of stuff
from all over the world.”101 According to the statistics collected by
historian Danielle Leenaerts, the agencies and anonymous
photographers supplied from 58 percent to 93 percent of the images
published in individual issues of VU between 1928 and 1940.192 The rest
came from a list of freelancers that includes Berenice Abbott (6 photos),
Cecil Beaton (1), Margaret Bourke-White (4), Robert Capa (35), Henri
Cartier-Bresson (10), Florence Henri (1), Man Ray (45), Martin Munkacsi
(13), Roger Parry (7), Albert Renger-Patzsch (12), Edward Steichen (2)—
to name but a few—and speaks volumes about international connections
and editorial interest in young artistic photographers. There was also an
inner circle of photographers who published regularly and in quantity,
among them Brassai (94 photos), Eli Lotar (132), Germaine Krull (283),
André Kertész (442), Roger Schall (620), and—by far the largest
individual contribution of all—Gaston Paris (1,290). Nor should we forget
the magazine’s director, Lucien Vogel, who personally provided over 700



pictures.

VU's editors called on these photographers to improve their
documentation or for specific assignments such as Kertész's portrait of
the Cistercian monks of Soligny Abbey: four pages including additional
photography by Eli Lotar and Piermay.193 Michel Frizot and Annie-Laure
Wanaverbecq have identified thirty-six “photographic essays” by Kertész
in VU, as well as numerous “illustrations.”194 According to the index
compiled by the Musée Nicéphore Niépce, Kertész contributed in all to
147 articles, of which only a quarter included five or more photographs.
Such famous series as those on the cost of living (1932) and Paris’s Latin
Quarter (1933)105 were rounded out by the editors with illustrations and
agency photographs,196 while Kertész's eighteen artistically less
distinguished photographs for the article “La Journée des enfants”
(Children’s Day) were published unaccompanied by other images and
represent his largest single series for VU.107

The situation was similar for the magazine’s other photographers,
who supplied illustrative material as well as series. Twenty-six
photographs by Germaine Krull appeared in four issues as illustrations
for Emmanuel Berl's long article “Les Ouvrieres de Paris” (Working
Women of Paris, see Figures 2.22 and 2.23). The first part comprises
exclusively images by Krull; other photographers were then called in and
ultimately supplied almost all of the pictures for the following
segments.108 Thus these illustrated articles sometimes drew on a
reportage by a specific photographer, but the final choice of images
always fell to the VU editors, who decided on the layout and added to the
visual narrative when necessary.

These photographic series were given two, three, or four pages, but
rarely more. Florent Fels's “Les Mysteres de la foire aux puces”
(Mysteries of the Flea Market) was published in the issue of June 6, 1928
with seven photographs by Germaine Krull: snapshots of sellers and
buyers amid the mishmash of objects that make the Porte de
Clignancourt market such a delight.10° With their varied formats set edge
to edge and sometimes overlapping, the images form a sequence, but do
not so much tell a story as communicate an atmosphere. Jean Gallotti’s
article on glassblowers is spread over three pages, with six photographs
by Kertész.110 The text begins on a double page, with four photographs
taken in the workshop capturing the sureness and precision of the



workers whose traditional métier is described by the writer. Although he
had bought a Leica in 1925, Kertész liked working with a 9 x 12 cm plate
camera, whose sensitivity he could control better and which offered the
clarity of detail he wanted.111 The tonal variety and exactness of framing
of the pictures of the glassblowers bespeak an attention to image quality
that was further highlighted by large-format reproduction and sobriety of
layout.

For its conveying of Mussolini's busy schedule VU went to the
Trampus and Keystone agencies, which came up with six photographs of
the Duce and his daughter. The text and the images were laid out
symmetrically, stressing—not without a touch of irony—"the method and
orderliness” the dictator boasted of in his handling of the six ministries he
had allotted himself.112 These illustrated articles were freestanding
entities, sometimes punctuated by pages of advertising, but above all
orchestrated around the double page spread. In the VU of the 1920s and
1930s this central space remained a showcase for the creative talents of
the art director. This post was held by Irene Lidova, who had Alexander
Liberman as one of her assistants from 1933 onwards.113



par ISmmanuel Berl

La rue est soumise an rythme des heures.

I taw vorr gl cemnare de Fans, dans ces
quartiers neufs tellement anonymes o i
taent plutor dans le temps que dans Pesps ~
milliers de femmes sans dge. presque sans sexe,
dont les corps n'expriment plus tien que le travail
accumulé. Certaines avenues de Grenelle, de Javel
pourraient aussi bien étre dans In banlieve de Lyon
on de Ligge quiauprés de la Tour Eiffel dont la
pointe apparait soudain au bouwt dune rue pour
vous avertir que vous étes i Paris, quand meme,
Qu'ont @ faire avec lui ces faites bus qui arrétent
1'élan toujours repris des murs de brique ¥ Quar-
tiers abstraits. Les mouvements demographiques,
les variations des tarifs et des changes modifient
Jusqu'd 1n coulenr des peaux des hommes, des fen-
mes qui se proménent i comme des passagers sur
le pont d'un navire. Comme les ponts des navires,

. des heures. De huit heures & i

RLPOURTAGE
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Fwan

ces rues sonl soumises rgourenseniemt an vvilome
lles virles.

A treize heures, elles sont pleines de -
cotés. A treize heures trente, elles sont de nouvean
vides. A dix-huit heures. elles grouillent de non-

veau, joie de la journée finie. Suprématie du temps
sur le lien, caractére principal du monde moderne
ot fe mat ; contemporain fait sonner Il fraternité
In plus effective. Les jeunes sont [d, indifférentiées
dans leur solitude, en attendant la solitude de la
cliaine.

Une ouvriére avee son honme. 11 la méne gen-
timent jusqu'au bout de la ruelle. 115 restent un
moment & eoté P de Vautre. 1l ne parlent pas.
Pris on baiser assez long. L'homme s'en wva
doit travailler plus loin, entrer par une autre
dans un antre atelier. Antour d'eox, je perge
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Celle-1a aime 1'usine.

silence de cette foule. Je ne Vavais pas remarque.

Maintenant, les ouvriéres montent les marches.
le soleil disparait derriére le mur de droite. 11
n'éclaire la rue qu'une heure par jour. Ce mur est
celui d'une petite fabrique. 1| a des fenétres. Aux
fenétres, des ouvriéres qui sourient. L'ombre ga-
gne. La lourde porte de fer, en haut de Pescalier,
qui était ouverte, se referme. Une siréne sonme.
Les ouvridres quittent les fendtres. 11 n'y a plus
TIer. -

wn

Lusine d'isolants, Les fenmmes travaillent huit
heures de suite & couler dans des moules une ma-
tigre bralante. Il faut faire bien attention : i cha-
que moule cassé, une semaine de mise 4 pied ; &
chaque éclab , une plaie et mau-
vaise. Quelques centaines de femms. leur canette
de bidre & coté d'elles. Quand elles ont trop chaud.
elles boivent une gorgée de cette biere Hedie, puis
reprennent la coulée dangereuse. Sept sur dix ont
le bras ahimé. Je les interroge. Elles ne répondent
guére Fermées sur leurs existences dures et pa-
reilles : les heures de travail, le déjeuner a la can-
tine, le diner qu'on n'a pas le courage de cuire,
auquel on substitue chague soir, par lassitude, le
Kub, le Viandox délayé, la charcuterie yu'on acheéte
en passant. L'enfant qu'on met.en garde guand
on part pour l'usine, qu'on lave, qu'on endort, le
ménage, la lessive qu'il fant faire, Monme aussi

Figure 2.22 VU, December 7, 1932, p. 1925. Photographs by Germaine Krull.



Figure 2.23

sordidité de

qu'il faut soigner, que, peu i peu,
son intérienr rebute, qui ne dit plus rien, qui boit.
Que lui dirait-elle qu'il ne sache pas d'avance ? #
I coulée, les moules, le contremaitre, la fatigue.
Que peut-elle pour lui et lui pour elle ¥ 1ls but-
tent 'un et Vautre contre le silence, cherchent,
séparés, le repos ou le réve confus que donnent
le cinéma, I'alcool, n'importe quoi.

La fatigue, déja, les séparait. Voic
que la concurrence les oppose. Au Sud de Pasis,
une grande usine d'autos. Elle employait six mille
otvridres. Le patron m'explique qu'il & di en eon-
gédier quatre mille trois cents. [l le déplore. 11
dit que les femmes travaillent mieux ue Tes h
mes. Peut-éire aussi les paie-t-il moi
les hommes ne voulaient pas. s lui ont fa
pour ges machines, s voulaient que les fe
leur rendent les places qu'elles avaient conu
pendant qu'ils étaient partis a la guerre. [ls
nuent de mener la vie trés dure anx ouvriéres qui
restent. Vestiaires pi I|,~a‘ disputes iréquentes. ré-

ceptionnaires de manvaise foi qui refusent louvra-
e sous des prétextes futs!cs Le chomage, la pear
u chémage rendent I'homme et Ia femme enne-
mis, La fenmme sent confusément que les portions
de liberté qu'elle peut congquérir, =lle devra les
meenr sur 'homme. Autour de ces machines,
liv guerre des sexes est déclarée.

fei, les femmes sont battues. Adllzurs, elles soat
v1c|uri:uscs. Au Nord de Paris, dazs une gran
le fer-blanc, il ne reste que cent-vingt ni-

plus de sept cents ouvridres,

Ja ne. Presses hydrauliques, sou-
\Icus.:». autogenes, cubilots. Une ouvriére puise
Ia fonte bouillante-avec une longue perche au bout
de laquelle pése le seau plein de fer en fusion.
e a des bras de luttenr. Au fond, & droite, l'in-
firm wute préte, avec linfirmiére en blane, le
cavutchouc sur le billard, les pansements dans
utoclave. L'usine sue le danger. A guuche, ¥
lier de peinture. Elles tiennent le pistolet d'oi
s'exhale avec violence une vapeur gluante, moire
et mocive, Elles ont les cheveux protégés par un
linge, mais les mains complétement recouvertes de
peinture, Sont-ce encore des femmes 7 Comme on
m'avait dit, je remarque, prés des énormes ma-
chines qui étalent, respectueusement distantes I'une
de itre; leurs masses de pachydermes et gui
remuent leurs machoires d'acier, un doigt coupé,
encore un doigt coupé, encore un doigt coupé. Les
ierigres sont obligées a une attention tefle ave.
pour les faire répondre, le patron d
an contremaitre Parrét du travail. Ce n'est pas
FPouvrage pour les femmes | Seule, une Ttalienne
aux dents trés blanches, figure trés ronde, anx
noirs, conserve sa féminité.
se avec elles. Elles sont contentes. Le pa-
bien. Il me laisse libre de les ques-
tionner comme je veux. Avee lui, sans lui, dans
P'usiné, hors P'usine... [l compte sur elles. [l a rai-
son. Toutes, elles chantent les louanges de l'usine.
« Une usine si propre.. on est toujours d la re-
peindre... une si belle usine, il en a pas deux
comme ga dans le quartier. Vous avez vu les ga-
zogénes I On fait le gaz nwus-mcuwu Vous ne
connaissez pas le fer-blanc, monsieur 7> Et elles
m'expliquent rout ce qu'on peut faire avec le fer-
hlane, La boite & conserves, le bidon i h le
véservoir & essence, la boite & lait. Trés vite, elles
tament le débat. « Les hommes ne sont pas plus
adroits que nous... Et avee les hommes, peut-étre, il
n'y i pas daccidents? lls sont tellement distraits...
Le mois dernier, il y en avait un qui ;nuaut avec une
ficelle, prés des courroies, Pourtant, c'est défendun
La courroie a pris la ficelle. Avant qu'il ait ev
le temps de dire ouf ! il pouvait regarder son

AUTOMOBILE. Quelques
- ouvrieres aux lendtres nous sot-
rient. (Photographie prise aux

nsines Citroén.)

BOITES METALLIQUES. — Les

ouvridres sont attentives & leur

travall. Les photographies qu'on

prend d'elles ne les distralent

pas. (Photographie prise aux
usines Franck.)

veut des

Notre
capables d
avec leur le:e. ll.ulnu Franck.)
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doigt par terre, devant son nez. lls ne sont pas
malins que les autres ! » Elles m'expliquent
dailleurs, qu'aux hines nouvelles. on & mis
des dispositifs de sécurité, La presse ne tonhe que
si l'ouvriére pose l’h-ugl:r bras i nn accoudoir.
« Ainsi. vous voyez, il 1 'y a plus de danger. »
Elles ont peur qu'on ne leur retire ces machines
et elles aiment leur patron parce quil les lear
laisse. « Vous travaillez ici depuis longtemps 7 —
Trois ans.. Cing ans.. Dix ans..s Elles reste
ront. « Avant que je travaille ici, me dit une jeunc
udeuse, mes parents ne voulaient jamais que jo
sorte. Quelquefois seulement, le bal de société...
Maintenant, elle a droit au musette. Elle peut re-
tronver les amis quielle veut, aprés déjeuner, ave
mue de la République. i 190
franes par semaine. Elle ne désire pas <e 1

Le salaire de 'homme ne compense pas augmen-
tation de charges que représentent les enfants, Elle
veat rester dans sa famille. Elle se mariera quand
me, daillears.

Aux Qualrz-('lmmin

pullullement donvridres.
Celles qui sortent des filés, celles qui sortent de Tn
margarine, les polisseuses de phares, les embou
seuses, les cartonniéres, celles qui sont en cheveux,
celles qui sont en chapeaux, celles qui s'attardent
aux éventaires des camelots. Celles qui se dépé
'un amoureux attend prés
porte du cimetiére parisien. Il est venu vite,

r sa moto, du Bourget on il travaille. Mais Ia
des ouvriéres déferle, grave, calme, presque
encieuses. Les unes gardent sur la figure
la tension du travail I'air d'écoliéressages en train
de réciter les affluents de In Garonne, les autres
sont plus riantes. O tend ce déhlé, quelle confu-
se libération poursuit-il

toutes

VU, December 7, 1932, pp. 1926—7. Photographs by Germaine Krull.
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ENVELOPPES ET PAPIER A LETTRES. — Il y a de grandes
machines toutes neuves qul prennent le papler, le plient,

D'autres, a d'anci

le

a4 coudre, I grice & nn monvement

-

de pédales. (Photographies prises aunx usines Blancan.)

MANUFACTURES

La manufacture d'enveloppes est plus attardée,
plus rassurante aussi. Brocheuses et plieuses n'ont
pas beaucoup changé depuis Huysmans. L'extréme
diversité des modéles s'oppose aux progrés de la
rationalisation. Sans doute, je vois de belles v
chines neuves, qui plient le papier, le gomment,
doublent l'enveloppe, la débitent par paquets de
cing cents devant ouvrigre qui n'a plus qu'a les re-
cueillir is d'autres machines demeurent
fait rudimentaires, actionnées par un simple mon-
vernent de pédales. Cela suffit pour les petites com-
manides,

Méme le pliage a la main subsiste. En haut de
I salle, sur une espéce de balcon. On y est hien
tranquille. On apergoit I'immensze développement
de V'usine, la forét des courroies et oi-méme on
reste caché. Les ouvriéres ne sont pas mieux
payées que dans lindustrie lourde. Pourtant,
eligs sont heaucoup plus élégantes, L'usine exale
un parfum de féminité. Avec ses momceaux de
papier multicolore, ses tas d'enveloppes bleu clair,
rose cliir, beige clair, gris clair, ses femmes en
blouses blanches, ses bancs propres, derriére les-
quels je vois, collées, les photos des vedettes que
les plienses préférent : Henri Garat, Douglas ju-
nior. C'est du travail pour les femmes. parce que

Derriére lenrs bancs, les cartonniéres ont collé les photos de leurs acleurs
préférés ; Ramon Novarro, Henry Garat.. (Usines Blancan.)

les femmes niment le papier, les lettres, la poste
restante. Elles sont entrées ici pour ne pas enlaidir
et gardent leur coquetterie meme i l'intérieur de
I'usine. Presque toutes ont les cheveux bien arran-
g6s, les lévres fardées, les visages poudrés, Les
eres modes de Paris sont immédiatement <ui-
vies au pliage 4 la main, « Quand meme, il y a ici
de belles fermes | » me dit avec orgueil un contre-
maitre qui m'accompagne. C'est vrai. ['en remar-
que une qui ressemble & Annabella. Un souifle
d'aventure circule, Le pliage & la main, d'ailleurs,
a ses légendes : une plieuse est devenne danseuse
acrobatique, elle est au Chili ; une autre est deve-
nue actrice, elle joue dans un théitre prés de la
rue de la Paix ; une autre a un ami trés riche, une
belle auto. Elle vient parfois le soir & la porte de
l'usine montrer ses bijoux neufs i ses anciennes
camarades. La contremaitresse est ici depuis quai-
rante-deux ans. Elle connait la vie. Elle sait les
jours o latelier bourdonne d'une nouvelle impor-
tante : des fiancailles, une grossesse, un accouche-
ment ; oi il faut laisser passer le vent ; et, au
contraire, ceux oil on peut rétablir, avec nn peu
d'autorité, la discipline : ¢ Dépéchez-vous, 11 v a
une grosse commande du B. M. » Elle a vu nai
tre beaucoup de ses ouvriéres, Elle a connu lenrs
méres, assisté d leurs mariages. Mais elle a de
la diserétion.

Mais cette sorte d'usines, cette sorte d'ouvriéres
tendent 4 étre supprimées par le progrés mécani-
que. Le nombre des machines neuves augmente et
celui des plienses diminue. Jadis, & coté d'elles, dans
I'usine de parfumerie, les ouvriéres étaient jolies
et coquettes, elles aussi, On me les avait beau-
coup vantées. J'aurais voulu voir leur usine. Je
trouve les portes closes : les administrateurs crai-
gnent, parait-il, pour les secrets de fabrication. Je
doute que secrets soient tellement secrets, Peut-
étre ne désirent-ils pas qulon prenne une mesure
exacte de la crise qui les frappe. 11 me reste, en
tout cas, le droit de guetter les sorties. Je suis
trés dégu. Le concierge m'explique pourquoi : on
a réduit le personnel, débauché les plus jeunes :
celles qui restent le sont moins, D'autre part, la
facilité croi: des I a mé phosé
en dactylos, en vendeuses, les parfumeuses du
temps jadis, Tl n'y aura bientdt plus que des ou-
vriéres et des artisanes. La manufacturiére aura
disparu.

Dans la manofacture d'enveloppes, le pliage 2 main subsiste. (Usine Blancan.)
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As Michel Frizot and Cédric de Veigy point out, page compaosition was
technically facilitated by the use of rotogravure.l4 Not only did
rotogravure give images a tonal richness and satin finish that were
beyond the reach of halftone—witness the drabness of Germany’s
Berliner lllustrirte Zeitung and Mdiinchner lllustrierte Presse at the same
period—it also hinged on the use of transparent films comprising text and
images, which the art director assembled on a lighted layout table. Easier
to work with than in the lead type/copper plates combination,
photographs reproduced on film could be easily masked, associated, and
mixed in with typeset or handwritten text. In the article of March 1929
mentioned above, Jacques Berr’'s enthusiastic description of the main
steps in the process was not uninfluenced by the fact that he was
plugging the services of the Desfossés-Néogravure printing works,
whose owner was one of VU's principal shareholders.11>

As was also the case at La Vie au grand air, the double pages at the
center of VU were given over to complex graphic compositions. One
example was the series of photographs by Brassai titled “Un homme
tombe dans la rue” (A Man Falls in the Street):116 eight identical format
high angle snapshots taken from a window, presented in two groups of
four and numbered to relate the brief, tragic story of a man collapsing in
the street in Paris. The article, images, typography, and layout all put the
accent on the event's ephemerality as underscored by the sequencing of
the photographs, and on its character as a parable of city life. Iréne
Lidova sometimes harnessed the visual impact of a single photograph: a
view of La Scala in Milan, for example, with the rising succession of
balconies filling the two pages;117 but her principal aim was to play on
photographic styles and varied, unexpected typographical effects in
compositions marrying form and content. Photographs of parachutists,
tennis players, skaters and numerous other sportspeople were
silhouetted and subtly associated in layouts accompanied by brief texts.
Apart from the compositional flexibility exemplified by these layouts, her
typographical effects marked a real difference between the double page
spreads in VU and those of Lucien Faure in La Vie au grand air during
the Belle Epoque. Sometimes the headings were handwritten, the better
to follow the line of a masking; sometimes they cut free of the horizontal



to accentuate the obliqgue movement of skiers on a slope or to align
themselves with the sights of a hunter’s gun.118 These pages are also
notable for their use of full-bleed reproduction, as in Schall’s photographs
from the shipyards at Saint Nazaire during the building of the liner
Normandy. (see Figure 2.23).119 In three cases the edge of the page
forms the edge of the photograph, underscoring the marriage of
“elegance and strength” in the constructing of a ship too huge to be
contained within the page.

Most VU covers feature a striking image overlaid with the title at the
top and, at the bottom, a brown streamer bearing the basic information
about the issue and the caption for the image.120 The magazine also
published numerous montages, some of them the work of Alexander
Liberman, who went on to become a mainstay at Condé Nast in the
United States. Liberman took full advantage of the flexible montage
allowed by rotogravure and delighted in introducing an element of
strangeness into his compositions. The strategy behind the structuring of
the covers of the issue of February 21, 1934, devoted to “La Voix de la
province” (A Word from the Provinces), and the special number dated
March 3, 1934, devoted to colonialism, is identical: a color for the
background, an evocative title that enables the decoding of the montage,
and most importantly, contrasts of scale. On the first cover two weather-
beaten peasants in working clothes are leaning on a table whose surface
is an aerial view of the French capital (see Figure 2.25); while the second
shows a barechested colored man carrying on his head a dish out of
which are rising skyscrapers and factory chimneys.121

Narrating the news

In 1928 the press wing of the French publishing house Gallimard
launched the magazine Détective, following up with Voila in 1931 and
Marianne in 1932. Voila was described as “the illustrated news reporting
weekly” whose *“contributors ... famous names in journalism and
literature, will cover the local scene as well as world events and thus
open up hitherto unexplored reporting territory ... All the reports in Voila
will be accompanied by photographs, visual material offering the image in
all its variety and dynamism. No text without image, no image without



text.”122 Voila used a larger format than VU, but it too was printed in
rotogravure and each page had its photographs. The first issues were
overseen by Joseph Kessel, until then in charge of Détective,123 with
layout by Pierre Laguarrigue.l24 During the magazine’s first year the
photographs went uncredited; often small, they were adapted to the
column width of the “Voici” and “Reportages indiscrets” segments, and
were sometimes assembled as photomontages. The use of photographs
on the cover—in one instance an image of Hitler giving the Nazi salute
overlaid on an aerial view of Paris—occasionally resembled that of the
Communist magazine Regards, but mostly settled for a selection of
masked, eye-catchingly arranged pictures signaling the content.
Sometimes the effect was overtly seductive—rare indeed were the issues
without an article illustrated with unclad female bodies.12°

While an article like Léo Larguier’s “La Cour des miracles”—a portrait
of a rundown part of central Paris—provides credits for Alfred
Eisenstaedt’s street photographs in a layout reflecting the author’s “stroll”
through the area,26 most of the images are part of photomontages (see
Figure 2.24). The photographs are associated to form a single image
over which the eye roves, from one page to the other. For Antoine
Zischka’s article “Un nouvel empire du fer” (A New Empire of Iron) a
photomontage of factories, workers taking care of machines, a tractor
park, and high-angle faces, frames the three columns of text (see
Figure 2.27).127 The “Europe 33" piece in the issue of April 29, 1933 sets
its five columns of text in the upper part of the center page spread and a
ten-image photomontage in the lower part. Here the use of films for the
composition has enabled the transparent overlaying of the title of the
article in an arc spanning the five columns. This was the seventh and last
article in “the major survey by [our] special correspondent”. Georges
Simenon. From March 18 to April 29, 1933 the famous novelist described
his travels through Europe in an account backed up by a few of his own
photographs and many others from agencies, with layouts that varied
from one issue to another.l28 ZED, the company that published
Détective, Voila, and Marianne, regularly called on well-known Gallimard
authors to fuel its weeklies,129 but in addition to these celebrity presences
what emerges in Voila is the treatment of news as a serial to be followed
from issue to issue. In the course of 1934 we accompany Titayna on her
voyage of discovery in the Indian Ocean;130 follow May Reeves’s nine-



part portrayal of the private life of Charlie Chaplin;131 and continue with
Pierre Scize’s “objective account” of a summer climbing accident in the
Alps.132



[ PONT SUPERIEUR DE "' LA M LES FILS QUE L'ON VOIT ICI APPORTENT AU

BIE™ AU.DESSUS DUGUEL SELEVENT NAVIRE EN CONSTRUCTION 5A NOURRITURE
| SES TROIS CHEMIMEES. L.l I’I.IJS DE FORCE ET DE LUMIERE. CEST PAR EUX
HAUTE MESURE 44 METRES QUE SE DISTRIBUE LEMERGIE ELECTRIGUE —
PLUS - PETITE, I MEY&E! I.ElJl QUI MEUT LES DIV!!SES MACHINES
CIRCONFERENCE EST DE 49 METRES DU CHANTIER DE ~ LA NORMANDIE".

s AR RN RNTA N DR Y 8

A

ROIS mille ouvrie

MNermandies qui
Navire . colosse, d
313 métres, large
filera 28 nosuds
lo force, lo beaut
Doté de tout ce ¢
géants de la mer
son jardin d'hiver
visage de Babel
jamais autant que
su autant d'occasio

CE MAGNIFIQUE FRAGM
DE, MADAME LUCIE DEL
L'ETRAVE, VERS LE

EM LONGUE THEORIE, LES OUVRIERS
EMPLOYES A LA COMSIRUCTION
DEVALENT LE LONG DU MUR D ACIER,

- REFPORIAGE PHOI

Figure 2.24 VU, October 10, 1934, pp. 1268-9. Photographs by Roger Schall.



‘EN CHANTIER

i

a"s s'affairent & la construction de ¢ Lla
iiflera le plus grand paquebot du monde.
dimensions géantes, puisque long de
de 36, il jougera 76.000 tonneaux et
i le todonte unira 1'é1é a
té au confort, la sécurité & la vitesse.
qui a déja fait le succés des modernes
i, ses prédécesseurs, il présentera, avec
et so salle de spectacle, le plus beau
flottante qu'il soit possible de réver. Et
sur ce paloce 1935 I'homme libre n'aura
ons de chérir une mer qui l'enchante toujours.

WENT DE COQUE MN'EVOQUE-T-IL PAS LE DISTIGUE
LARUE-MARDRUS : « LA FIGURE DE PROUE, ALLONGEE A
ES QUATRE INFIMIS LE VISAGE EN AVANTs #

1 PIECE A PIECE, LE GEANT
IDGRPAPHIGUE SCHALL DE FER ET DE BOIS -»
SE COMNSTRUIT.



DANS CE NUMERO :

LA VOIX

DE LA

PROVINCE

Figure 2.25 VU, February 21, 1934, cover.

In all these cases the editors put together a mixed bag of images




including intimate snapshots and formal poses from such different
sources as the article’s author and various photographic agencies. These
were cut out, juxtaposed and associated not only with the text, but also
with graphic elements like geometrical signs evoking the Toraja people of
Indonesia and the film rebate and sprocket holes of Hollywood movies. In
this context the photographs back up the text, which in turn justifies the
association and publication of the images as a contribution to the news
narrative. Just as the covers of Berliner lllustrirte Zeitung mentioned the
titles of the Vicki Baum novels to be found inside, Voila announced the
contributions of the reporters who had taken the news and turned it into
stories.

Structurally and formally, then, VU and Voila differ only minimally from
the turn-of-the-century La Vie au grand air. Each period saw art directors
composing pages, double page spreads and covers, using groups of
photographs and fitting text into the remaining space. These pages
offered subjects that could be read independently of the rest of the
magazine and thus left the reader free to leaf through at will. However,
the editorial boards at VU and Voila, many of whose members worked for
both, had new tools at their disposal which facilitated the business of
layout, encouraged graphic creativity, and provided a remarkable finish
for the images. They also had access to photographic agencies with
more diverse and better organized resources, as well as to a network of
freelance photographers whose artistic aspirations they applied to news
coverage. The big difference in relation to La Vie au grand air, though,
had to do with content: VU dealt with “all aspects of contemporary life"133
and Voila with “today’s world news.”134 The graphic and photographic
presentation that suited only sports news during the Belle Epoque made
a successful adaptation to general news in the interwar years.



Si wous voules voir le vral vieus Paris, I axisle encore
autour de I'église Saint-Merri.

w appelait cela Ls Cour des Miracles, Actuel-
lement, on donne i ce coin de Paris, &
ces rues, un nom plus scientifique ; ce sont.
les ilots lnulllh

“est ainsi gu'on nnuclle, en langage de

conseiller municipal de Paris, certains

vieux quartiors destinés & disparaitre, d "antiques rues

ﬁnurrlrn que nos édiles considérent comme une
onte... quand leur intérét les y conduil.

F'ai voulu fliner une derni fois & travers ces
rues condamnées, el j'ai quitté le boulevard de
Séhastopol a Fendroit o F'on peut le nommer fami-
ligrement le Sébasto, comme on appelle Popaul ou
Tota des garcons qui s"appellent I>m| el Analnle. car
les rues et les avenues de la :il.-m- finissent souvent
mieux ou plus mal qu'elles n'

Prenez par exemple une v
Saint-Honoré, Prix des H une bonne
commercante sans facon qui |1II| e une poularde ou
dépiaute un lapin devant sa porte, mais si vous la
vex, vous verrez qu'elle ne tarde pas i laisser galoches
et tablier,

Rue du Louvre, elle achéte une paire de souliers
vernis, Elle entre dans un grand magasin, son gros
porle-monnaic de marnichire ou de bouchére dans
s poche, car, comm ns la chanson, elle a des
deun,

Lorsqu'elle sort, on ne la recomnail hlllx. Clest
une dame huppée qui ne doit son luxe qu'a son lra-
vail et qui & loujours suivi dmil chl:mlm Elle est
riche, ¢l i pa lu Théitre-Fra elle n'entre
plus, eetle ancienne ll'l.lﬂ!hlnllr IIII Hnlln. aue chez
les grands fourrears o s'étalent des pelleteries
royales, des loutres dont le pére n'#tait pas un lapin,

Cerlsines sonl encore gantées par le souple chevreau
-fp-mnid-bululmmn

Le costume

chan-
F-. mais cest
truand.

des visons fanves et des astrakans bouclés comime des
princes persans. Les frites en plein air et les bistrots
de son eafance sont loin. Sa fortune devi nl | i
giense el son_arrondissement natal n plus.
Aprés la rue Saint-Florentin, elle s’ennablit, r"! D.Inulr
un titre & son nom, et le président de Ia République,
el le ministre de Plntérieur la saluent, devant FElysée
el Place Beauvau,

de Séhastopol, lui, est un honnéte

llum m-lgrﬁ sa misére actuelle, fait encore figure de

l: y a de tris belles fagades rococo, de monumentales
portes de bols sculpté, impostes el des balcons aux
fers forgés qui semblent 14 par miracle. Elle parail
avoir éé classée par une commission historique qui
n'en prendrait aucun soin el la Iaisserait & 1!

11 y a des caisses d’emballage et des charrets b
dans des cours qui furent des cours d'honneur el oil
attendaicnt des carrosses; de lamentables nippes aux
fenétres, oft jadis une soubrette ou un grand pendard
dl: lnqnlls époussetaient un tableau de M. Fragonard,

r la rue ful bien hahitée.

\au-i Tancien hétel de M. de 1a Reynh-. ;-r:mler ligw-
lenant général de police et li éai cabaret oi
Marivaux aimait venir lmire une Imnkllle de vin IIllllC.
Au n*® 43, il y avait an savetier qui louait son é:hnm:e
200 livres par jour asux agioteurs de Law.
qu'on démolira un jour et qui sent la Iulsﬂl: ot Ia
volle, est plus lll.naln que la rue de la Paix. Elle a va
rouln un fleuve d'or. Elle 2 té riche & millions |

aitre de Pagio et de 1a banqueroute, Je financier
Law, y avlll installé sa banque, sous ence, ﬂ
nuil et jour tous les eurs de Paris ¥
crum“ discutaient, dans un désordre et un lumnllln
ulu qu ‘on dut caserner ki une compagnie du guel.

La rue Quincampaoix avait la folie de For, elle était
nmnrm d'une danse convolsionmaire ; on y brassait
toutes les affaires, dans I'insolence des fortunes nou-
velles, dans I'écroulement des vieilles fortunes.

Chacun y apportait sa bourse : les servantes e leurs
maiiresses, les bourgenis prudents, les aigrefins, les
officiers, les filous et les filles, et Ia place manquait
pour tant de monde, et le bossu dont le dos rond
servait de pupitre aux gens pressés qui ne savaient

L

ou écrire, gagnail jusqu'a cent cinquante mille livres
par semaine ! La fortune aime changer de quartier,
et qui pourrail croire que dans ces demeures ruinées,
on a servi i des convives de choix des diners devant
lesquels nous resterions béants et qui comprenaient
deux polages, trois hors-d'ecuvre de pieds de mouton
en [ricassée, de pelits pités, d'un melon ; quatre en-
es : un canelon aux pol s pigeons aux fines
herbes, des poolets aux nlunonx hlmru. des filets de
anx froid :
trois plats de ril : poularde, I!!l'l‘h’!lul et cailles ; une
ulldr. six entremels, des fruils crus et dea laces a la
me qu'on mangeait avec des écha Le menu
d! M. de la Reynie lorsquo'il donnait & dlnrr oo
Devant la porte d'un hitel qui a Fair d'un coupe-
porge, malgré enseigne annongant le conforf-moderne
qui y régne, une fille discute avec une sorte de sidi.

(C ]

Des filles, il ¥ en cul tonjours beaucoup dans ces
clapiers, comme dirait Huysmans, La Prévoté de Paris
qui les {raquail, leur abandonnail ce quartier.

Tire-Boudin et sa voisine, la rue Brisemiche qui existe
encore, en #aient les micux fournies, selon un vieux
chroniqueur. En 1387, une ordonnance rendue 4 la
requite du curé de Saint-Merri « chassail ces sortes de
femmes de la rue Brisemiche, attendu lindécence de
Icnr dnmirl!n i j:rh d'une -glisr el .s'un chapitre.
de ceite
nrdnnnmwe el mlrvprlrﬂll dn maintenir les femmes
> dans I' il elles étaient

e celle

rue...
Comme c'est amuunr ces
nagement des garces
1 fast parcourir les Tues qui sent entre le Sébasto
et la rue Beanbourg, un peu avanl midi, pour voir
ee]le; qllig exercent toujours celte industrie que le
bon curé de Saint-Merri jugeait coupable el scanda-
Iﬂng n m est de chenues el de classiques qu'on ne
rtun que T !unrluu i gigot et ju
hlmln l pan ent aux dcmni-aenu
de petite vertu mll hlulam Ie lrn!lnir Ry
les journaux publisient les portraits du général Bnn-
langer, de I'huissier GoufMé el de Gabrielle Bompard,
declel.;mlne ?'G‘Eu la Tomale,
ns mallets sont encare nmh par le mn!p
chevreau des haustes bottines ef, sur la jupe
comme le veul la mode, ces filles portent un l:llllkr. i
tablier des créafures de Constantin Guys, auteur des
Variétés, quand Nana descendait de son coupé devant

ourgeais s‘opposant au

Figure 2.26 Voila, March 11, 1933, pp. 12-13. Photographs by Alfred Eisenstaedt.
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DAIS'Y-HOTEL

Chauffage central

Conforl moderne
ec ses chambres d@ la semaine, a la journée
méme @ I'beure !..

99

.lmr de la Reynie ef rue des Efuves,
onsuls, de lo Verrerie
Rnc Sfmnn-fr}‘me el rue de Vem
rre-uu-Lard, rue Aubry-le-Boucher,
Rnr Ouinmmpoh- el rue du Clolire w‘.‘l"i_

Merri,
Hne Safat-Bon el rue Brisemiche...
s umuu de ville avaient In grosse noms seuls de ces ruelles décriées

DD UL e s R L e rue des ”"'“"‘"'*’ A TRt o

Imirhl?:u Pin:":..?.?‘&‘:rks’ﬂlusf:m";‘m u’l .mh_ vers [rancais, mais continuons cefte prome-
%en de margoulettes enfarinées, d'yeux agrandis par ae

Ie mwn et de lévres artificiellement rafraichies. La

plupart ressemblent & nis sonillons en savates, i des

Ie thédlre, et

sergent du guel en 1360, des clients qui

pour le
bistml. el, en celte amn:m. m Ie manieau minahlr qui

du et di on vadl
dﬁ llinlm PANVTes, Un t‘lﬁln:-n!’l et un chandail.

Les brunes, minces et plus vives, ont air de teignes
accomplies. de cigariéres en gréve ; les grosses sont
pareilles i de molles pochardes ; les plus chevronniées
onf un teint de clochard el cette viande gue font les
basses ratatouilles, les apéritifs et les alcools lalsifiés,
Ia nllupidi!é des joors vides el les sommeils dans des

garnis

Les plus n:lnlmnm sont sans doute les sirénes de Ia
haute noce Em" les garcons qui ont escorté jusqu'aux
Halles des charretées de legumes et qui, leur cargaison
livrée, sont pleins de sons.
npporlenl avec eux les. honn&lea parfums de la
el comme une
boulTée dn‘ tmi'aie rustique aux filles qui font toutes,
dans Jeurs meublés lugubres, un réve que les plus chan-
gardes ne réaliseront famais et qui songenl & une petite
maison i volels verts, sous de grands arbres, avee dﬂ
poules el des laping, un jardin plein de salades,
roses, de capucines, el, i deux pas, le bois, les b!’és d'Dr
phaués de ﬂnllallcnls, lout un décor de romance senti-
mentale sous Pazur d'un beau dimanche compagnard e
innocent.

Bl

I.-h-mudl'n-ﬁunum
de cigariéres en gréve.

de toules assurément.

deux m

Vaici In rue Brisemiche, la plus sinistre

Un client entre dins une boutique dont
Penseigne porte en leftres maladroites ces

cassent la crodte levent le nex el regardent.

e peavent-ils manger @ ces tubles de
ey L et A it # ety
arlequins el quelle fressure ?

Dans une resserre on clignote une limpe-
pigeon, un vieux essuye contre la manche
de sa veste des pommes qu'il jelle ensuile
sur une charrette 4 bras, el je souris en ima-
ginant les doux nigauds, les bons végétariens
slli crofent aux vilamines el gui y mordront

emain i In-llra dents, sans les éplucher,

Cest truquear el un  commercant
avisé : i! nliqu\- el iT ravive le vernis de
la Canada !

Je sors de la rue Brisemiche comme on
sorfall d'un boyan anl In guerre, comme
on pouvait sortir de ln Bastille par un sou-
terrain. Elle <'élargil un peu en allant vers
1a rue Saint-Merri, clle tombe sur une école
maternelle, sur une solide el récente biitisse
de la ville, qui abrite une bibliothéque muni-
cipale of les livres soml prétés gratuitement,
el comme si fe revenais du fond du xiv* sié-
cle, j'ai envie d'entrer, de prier le priposé
aux bouquins de me laisser feailleler ce
volume o Octave Mirbeau, las d'une ville
hantée par un passé joutable, mormuorsit
un cantigue familier 4 la louange de notre
Epogque ;€ Avee wrﬂ'c hfr puriffante. twec
quelle dépolion consolafrice, je me plais
évoquer vos vertuens houls-de-forme el mu
hoanétes habils noirs.. bons rodicons el
radicawr-socialistes oe nolre femps.. »

Léo LARGUIER.
(Reporfage photographique Kisensfaedt) .

COIFFEUR POPULAIRE

Mals ce n'est pas un homme du Tiers-Etat
qui va se faire accommoder la. 11 anblrllen!
@ une quatrieme closse, i1 a du sidi et
clochard, el sans doute mienx vaudrait m
pas se servir du prigne qui va carder sa
tignasse,

A colé du barbier, un gros tuyau de fante
qui vient peut-étre il I lav 1
est erevi en deax e
des jets de vapeur I
noir mme une de cuirasse ou
un blindage de machine. Sur un seunil, san-
guinolentes el roses, les tripes, de la fres-
sure qu'un chien regorde el n'altuque pas.

Allleurs, derriére los Gobeling, par exem-
ple, les trop vieilles hicogques #alent tout de
méme on cerlain pittoresque. Les badigeons
qui ont coulé sous les pluies sonl encore
clairs ; les murs ont des maladies de peau,
des eczémas, des dartres que saupoudre une
farine de plitre, ot un arbre rabougri se
penche fraternellenient vers ume croisée
dont les vitres casstes ont éé remplacées
!mr du earlon, mais, ici, loul est tragique, et

s pierres des mulumx solides qui datent du

v, du xv* el do xvr* siécle, sonffrent d'une
maladie noire el semblent mortes du choléra
et de In peste.

Cela tient de la cave et du souterraln, du
mur de lazaret et de cachot, du quai gras qui
horde un égoul, du puisard oa Von jetait au
maoyen dge les ordures des maladreries,

Un tapis qu'on a mis & sécher sur appui
d'une croisée est ]plrvil @ ces loques aban-
données devant remparts d'une ville

Asie, décimée par une elrmyublt épidémie,
et presque tous les rezade-chaussée sont
inhabitables.

11 ¥ a pourtant quelques bistrols, quelques
authentiques assommoirs, comme disaient
les romanciers n:hnr-lhdu

Au bruil de mon pas qui sonne sur 'an-
tique pave comme lh-v-ll sonner celul d'un

13
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Figure 2.27 Voila, May 14, 1932, pp. 8-9.

This approach to general, and more precisely political news really
came into its own in VU during the Spanish Civil War. While less
politically committed than at Regards, the VU editorial team took an anti-
Franco stand and regularly published photographs taken on the
Republican side of the lines. Indeed, it was in the issue of September 23,
1936 that Robert Capa’s photograph of a Republican soldier struck down
by a bullet was published for the first time.13% Set to the left in the double
page spread headed “The Civil War in Spain,” this photograph was
accompanied by another, taken from the same vantage point, of a
second soldier falling backwards as he met the same fate. Both images
were vivid illustrations of “how they fell,” but only one of them achieved
iconic status as a representation not only of the war in Spain, but also of



the photographer’'s method, role and dedication. Their publication came
in the wake of the special issue of VU, “En Espagne: la défense de la
République” (In Spain: the Defense of the Republic), in which Lucien
Vogel mounted an unequivocal denunciation of “the conservative French
bourgeoisie”136 and its support for the fascist movements then wreaking
havoc on Europe’s political landscape. This overt stance triggered a loss
of advertising and angered the magazine’s wealthy owners, who called
for Vogel's resignation.137 His name disappeared from the cover and he
was replaced as director by Alfred Mallet, who played down the
magazine’s politics. Gradually the layout lost its stylishness, entire pages
of text were reintroduced, and in a symbolic change, with the issue of
May 12, 1937, the title became VU et LU (Seen and Read).

In time with the rising importance of photography in the general news
press over the interwar period, and the magazines’ foregrounding of the
role of reporters and photographers, the work of journalists was
undergoing a process of institutionalization that culminated in the creation
of a profession as such.138 As Arnaud Mercier has explained, this
process began in 1918 with the founding of the Syndicat National des
Journalistes (National Union of Journalists), a body which, in the course
of the 1920s-1930s would consolidate and organize journalists and
legitimize their work by laying down aims and methods. Now set apart
from amateurs and his predecessors, “the true journalist allied the work
of investigation with a respect for higher moral demands. Journalism was
becoming a calling, the epitome of dedication and probity.”13° The
movement spread its wings with the founding of the International
Federation of Journalists in 1926, and the legal status of journalists as
professionals was enshrined in the law of March 29, 1935 in France. The
status of photographers, by contrast, wavered between that of technician
and of journalist, and only those working full-time for the press were
accorded journalist status in 1937.140 Then came their own striving for
institutional legitimation and the drawing up of a code of professional
ethics.141 The handbooks for photojournalists that appeared between the
wars and, later, bodies like the National Press Photographers Association
(1946) and World Press Photo (1955), would lay down the necessary
parameters and establish a framework for the profession of
photojournalist.

Thus the interwar years saw the uses of photography in the general



news press loom larger as they incorporated formal and layout
approaches previously restricted to the sports and leisure press. There
was an increasing emphasis on channeling and legitimizing their use,
and the principal actors came together to assert their rights in a visual
information economy that had become financially attractive. It was hardly
surprising, then, that Marxist thinkers like Siegfried Kracauer and Walter
Benjamin began looking into the workings of this process. In his article
“Photography,” published in 1927, Kracauer said of the illustrated press:

Never before has an age been so informed about itself, if being informed means having an
image of objects that resembles them in a photographic sense ... In the illustrated
magazines people see the very world that the illustrated magazines prevent them from
perceiving. The spatial continuum from the camera’s perspective predominates the spatial
appearance of the perceived object; the likeness that the image bears to it effaces the
contours of the object’s ‘history’. Never before has a period known so little about itself.142

Four years later, in his “Small History of Photography” Benjamin took a
fresh look at the famous remark by Laszl6 Moholy-Nagy, “But shouldn’t
the photographer who cannot read his own images count as no less an
illiterate? Is the caption not destined to become the essential component
of the shot?"43 Benjamin is suggesting here the ambiguity of
photographic representation and its uses. Both commentators
underscore the quantitative and qualitative importance of photographs in
the news press, as well as their cultural significance and political role,
and stress the need for an understanding of their historical
circumstances.



Chapter 3

The Life Model and the Standardization Of News Magazines (1936-
1976)

The period after the Second World War is regarded as a high point in the
history of press photography. In their Kiosk: eine Geschichte der
Fotoreportage (Kiosk: A History of Photojournalism, 2001) Bodo von
Dewitz and Robert Lebeck speak of an “apogee”, and close their account
with the last issue of Life, published in 1972.1 In Things As They Are:
Photojournalism in Context since 1955, Mary Panzer and Christian
Caujolle challenged the legitimacy of this “golden age”, but nonetheless
opted for beginning their study with “the era of W. Eugene Smith’s
legendary stories for Life magazine.”? These authors analyze both the
production and circulation of photographs, but single out the
photographic essay as the most fully realized form of photojournalism.
What exactly, though, is a photographic essay? And what exactly is the
difference between Jimmy Hare's sequences in L’lllustration® and
Eugene Smith’s in Life?

The term “photographic essay” has come to cover any series or group
of images centered on the same subject and appearing on one or more
pages of a magazine. But before being subsumed under this vague
concept, the genre had been defined within a specific historical context:
the creation of Life magazine. After the success of Time Magazine
(founded in 1923) and Fortune (founded in 1930), Henry R. Luce (1898-
1967) consolidated the Time Inc. empire with the launch of Life on
November 23, 1936.4 The following spring saw the photographic essay
defined in the article “The Camera as Essayist”, which prescribed and
justified the use of photographs in the new magazine.> This definition
chimed with the journalistic approach Luce had practiced since the first
issue of Time: the overt plugging of personal standpoints at the expense
of objectivity. Whereas photography had always been justified in the
general press as a necessarily impartial tool,” it was presented in Life as
a means of expression capable of possessing a style. This stance set
Life apart from other magazines like Picture Post in England and Paris




Match in France, which had no misgivings about using images to convey
their opinions on the news, but never actually acknowledged the fact.
Founded late in the summer of 1937, the “Photographic Essay” embodied
Life’s concept and became a significant element in the magazine’s table
of contents.

Success for Life was immediate and its print run was on the rise
continuously until 1966, when it passed the 7.7 million mark, international
sales included.8 Publication in Life rapidly became a grail for
photographers, bringing with it an unprecedented level of recognition and
generous pay checks into the bargain.? The magazine’s structure and
format would also become a yardstick and a model for many of the
general and specialist periodicals launched in the years that followed.

Even so, the photographic essay represented few pages of any given
issue of Life—around 10 percent of the total. The celebrities on the cover
and inside, together with contents varied enough to attract a wide
readership, accounted for a substantial part of the weekly’s success. Life,
moreover, made groundbreaking use of the magazine form: because its
articles were unrelated to each other, they could be interspersed with
advertisements that took up as much as 50 percent of the available
space. At the same time the role attributed to photography in the essays
helped shape the myth of the photojournalist and of the magazine itself,
which still exists today. A study of the launching of Life offers an insight
into the European influences in its conception, its international aura
during the decades to come, its specific characteristics in terms of the
treatment of images and, above all, the discrepancies between its
statements of intent regarding photography and its actual uses of the
medium. The photographic essay concept offered photographers
unheard-of recognition and prestige, but at the practical level it imposed
clear restrictions on their role, generated a great deal of frustration, and
underscored the limitations of the system.

From idea to actuality: the beginnings of Life

In the America of the early 1930s the idea of starting a magazine that
could compete with such long-established institutions as Collier's and
Saturday Evening Post was beginning to take root among various press



publishers. In a memo to Condé Nast dated May 9, 1931, Clare Boothe
Brokaw, then working at Vanity Fair, suggested:

[I]f the Condé Nast publications were to consider buying Life [a declining humorous
monthly] | can suggest a new editorial formula which ... | dare to believe would make the
magazine a success. | should like to pattern an American magazine—and one bearing the
title Life is admirably adapted to its contents—after the Parisian VU. It would be a weekly
and would contain some of the editorial elements of Time, Fortune and even Vanity Fair,
plus its own special angle, which would be reporting, not all the news nor, necessarily, the
most important news, but the most interesting and exciting news, in photographs, and
interpreting it editorially through articles by capable writers and journalists.19

The suggestion was not taken up, just as William Randolph Hearst
rejected the idea for a magazine based on a dummy designed by Berliner
Kurt Safranski in the autumn of 1934. That same year Henry Luce set up
an experimental department within Time Inc. whose purpose was to
collect and evaluate publishing projects that included a picture magazine.
The department, though, failed to come up with the hoped-for results and
was shut down six months later. Plenty of ideas went the rounds, but
none of them were considered worth investing in.11

Time Inc., of course, already owned an illustrated magazine, the
luxury monthly Fortune, launched in 1930 “to reflect Industrial Life in ink
and paper and work and picture as the finest skyscraper reflects it in skill
and architecture.”2 Launched during the Depression, Fortune was a
publishing and financial gamble aimed at celebrating the power of
American capitalism. Its articles spoke of the world’'s great industrial
families, science, technological progress, political and cultural life, and
finance. Expensive and available only on subscription, it targeted wealthy
businessmen and stood out for the quality of its photography and its
overall aesthetic. Its sparse, meticulously designed layout underscored
its emphasis on typography and big pictures (the magazine measured
35.5 x 27.9 cm) partially printed in photogravure. In the images black and
white alternated with color in a layout whose sobriety and balance
highlighted them perfectly. In its numerous photographic commissions on
industry the magazine appropriated the graphic principles of Surrealism,
the New Vision and the New Objectivity and applied them to a



glamorization of the world of work. Margaret Bourke-White’'s February
1930 series on a pig slaughterhouse—Luce had invited her onto the
Fortune team in July 192913 —jllustrates the emphasis on form in the
images.1* On elegantly laid-out pages the photographs offer dramatic
play on light and shade, low angle shots of the suspended animals and
an insistence on the repetitive nature of the slaughtering process. There
IS, too, an overall stress on the strangeness of this out-of-the-way place
and on the industrialization of the American economy (see Figure 3.1).
Thus by the late 1920s Henry Luce was wagering on the impact of
photography and Time Inc. had the team required by Fortune’s needs in
the image field. However, their network of photographers, way of
working, and image publishing skills seemed of uncertain value in terms
of creating a general news weekily.



Across the narrow alley are Swifi's by-product
plants. Heaped ousside the bone house are the
heads of cattle, in awful pile; inside are grinders
which belch forth clouds of dust. The odor is not
pleasant. Swift supplies the workmen here with
filter masks. Some use them and some do not.
It is wiser to use them.

Thus the Packingtown in which the farmer’s
finished product finds itself,

The hog is disassembled

The major adjustment which the hog makes
as it moves to the last quarter of its year is of
course the change from life to death. This is the
only adjustment which can conceivably be of
concern to the hog, and it is a curious thing that
it should be of such little concern to Swift &
Company. If killing is the chief function of a
butcher, then the Swifts are not butchers. Ex-
actly 25 minutes elapse between the time the live
hog reaches the killing floor and the time the
dressed carcass goes to the cooler. By the left
hind foot he is hoisted athwart a giant wheel,
then delivered to a conveyor from which he
hangs, squealing, head downward. A mammoth
being with a spear-like knife makes a quick, deft
thrust at the hog's throat, The adjustment is
made.?

Beautifully certain are the ministrations of the
killing room to the rows of carcasses which were
hogs. An incredibly intricate nest of blunt knives
scrapes every hair from the hog's skin; nearby
stand government inspectors, slicing the neck-
glands, to search for tiny white spots which are
tuberculosis. Off comes the head; it is put 10 one
side. One deft ripping motion and the inside of
the carcass is as clean as the outside. A twist of
giant tweezers and the toenail clatters tothe floor.
Now the procession moves through a bath of
fire to singe off the last of the hair, a bath of
water to cool. The rhythmic rise and fall of a
cleaver rends the backbone, On and on come the
carcasses, perhaps 20,000 of them, a fat pink pa-
rade curling through blades of steel.

From the killing floor the carcass moves to the
cooler for twenty-four hours, then to the floors
where men and machines carve it into dollars
and cents. Here is a mechanical saw which grinds
through the shoulder; there is a draw knife like a
curved adz which scoops out the loin. Hundreds
of white-sleeved arms swing back and forth.
Hundreds of funnels gulp the morsels the knives
flip aside. Some gulp lean trimmings; these will
make sausage, Some gulp fats; these will make
lard. Down one chute go the hams, trimmed to
within }-inch of standardization; down another
pour shoulders. To the waiting refrigerator cars
is rushed the fresh meat, ready to travel to a
branch house in Seattle or Atlanta. But the hams
and the bacon must go to the curing cellars,
there to remain from 30 to go days—and the toe-
nails, the hair, the fats, the lips, still have long
weeks to wait before their processing is complete,
before the hog has been perfectly destroyed.

In this gradual dissolution there is no accident,
no happenstance. When the live 250-1b, hog be-
gins his run across the viaduct to the killing-
floor, he is already divided and subdivided as
exactly as a suburban real estate development.
Swift knows that when the knives are through
with him, there will remain:

HEADS DOWNWARD, IN GRAVE PROCESSION ACROSS THE KILLING FLOOR,
20,000 HOGS ARE ALWAYS MOVING

Of fresh meat (loins, Boston Buus,

sparexiba). .l
Ofhams (to be cured), .
Of bacon (to be cured).

OF fat backs (salted). .

32.50 *
20.37 "

23.75 *

OF lard. 5000 T 22.50 *

Of picnics (smoked shoulders)........ 12,50 **

Of clear plates. ....... ; 6.87
Of sausage (about 1/50 part of the
hog live weight in the form of

lean trimmings). . L LR O ™ T

Bfjow buth il s 5.63

. 3750 Ihs.

OF various edible products such as
feet, necks, tails (popular with ne-
groes),cheek and head meat, ears,

snouts (often pickled) and lips.. 7.50 lbs.
Ofedible by-products suchas kid neys,
stomach-linings (sold to pepsin
makers), gullet and giblet meat .. 502 %
189.37 Ibs.
Shrinkage accounts for..............50.25
240.62 Ibs.

There still remain g.38 Ibs. of hog to be use-

Figure 3.1 Fortune, February 1930, p. 58. Photograph by Margaret Bourke-White.

The political changes that left their mark on Europe in the 1930s had



a direct impact on those working in the illustrated press. In March 1933,
only weeks after Hitler's appointment as Chancellor of the Reich, Stefan
Lorant, editor of the Miinchner Illustrierte Presse, was arrested; he would
spend six months in prison before making his way to London in 1934.15
Ullstein, the publishing house responsible for the illustrated periodicals
Berliner lIllustrirte Zeitung, UHU and Die Dame, gradually lost control of
its publications, and its main staffers—among them Kurt Korff, Kurt
Safranski, Martin Munkéacsi, Felix H. Man, and Alfred Eisenstaedt—Ieft
Germany between 1933 and 1935. With the exception of Man, who went
to London and worked there with Lorant, the others pursued their careers
in the illustrated press in New York. In the years that followed André
Kertész, Man Ray and Alexander Liberman left France for North America.
The transatlantic inspiration for press publishers in New York was no
longer a matter of mere statements intended to set oneself apart from
one’s colleagues, but a concrete situation based on a transfer of skills
from Europe.16

When Luce and Daniel Longwell met with Kurt Korff and Kurt
Safranski in the Time Inc. offices on December 11, 1934, the aim was a
sharing of their experiences as publishers. On the agenda was a plan for
a general news magazine and how to get it running, together with an
examination of a mock-up originally proposed by Safranski to Hearst.
Luce would later acknowledge that this meeting, and the mock-up in
particular, gave substance to ideas that had already been under
discussion for several years.l” From there on the two German émigrés
went their separate but complementary ways: Korff worked as a
consultant for Time Inc., joining the secretly revived experimental
department now gravitating around Longwell, who was Time Magazine’s
picture coordinator.l® From January 1935 to July 1936, Korff met
regularly with members of the team, had lengthy discussions with
Longwell, turned out numerous memoranda and wrote a document titled
“Essential Outline for a New lllustrated Magazine”.1® In the latter he
suggested covering cultural news, never using the same subject twice in
the same issue and, of course, paying close attention to the choice of
images: “Sometimes it is sufficient to have one very good, thrilling, artistic
picture or illustrated article in one issue.”?0 The strategies underlying the
success and the reputation of the Berliner lllustrirte Zeitung—among
them negotiation of exclusive rights and good rates for photographers—



were also brought on board, guaranteeing the quality of the images. Thus
Korff shared his experience with pictures, insisting on the best ways of
obtaining and selecting them and on enhancing them editorially. During
this period of gestation Korff remained in the background; he realized that
he was not going to be offered the job of editor-in-chief, and resigned
from Time Inc. in June 1936.%1

Four photographers were hired to ensure the supply of images for the
upcoming magazine: Margaret Bourke-White, who had been with Time
Inc. since the late 1920s; Alfred Eisenstaedt, recommended by Korff and
a New York resident since 1935; Thomas D. McAvoy; and Peter
Stackpole. Apart from Bourke-White, a devotee of medium and large
view cameras, the others all used portables of the Leica and Rolleiflex
type in the interests of working discreetly. Longwell also set up
connections with European press publishers and Time Inc. ensured the
cooperation of the main images sources, such as Associated Press,
Wide World and Keystone, while also cultivating a close relationship with
the newly created Black Star agency.

It was in December 1935, after more than a year working in the
American press, that Kurt Safranski, realizing what was needed in the
way of images and what his own skills were worth, got together with
Ernest Mayer and Kurt Kornfeld to set up Black Star.??2 Mayer had
founded the Mauritius agency in Germany in 1929 and drew on this
established network to meet Longwell in 1936 and offer him Black Star’s
services. The upshot of the meeting was that for a fee of 5,000 dollars
Time Inc. was given a year’s special access to all images taken by Black
Star’s photographers and all those the agency acquired overseas. Time
Inc. was thus acquiring the services of picture editors experienced in
innovative journalistic practice. Black Star, in effect, was offering the
magazine both a supply of images and proposals for projects the agency
would carry out. This editorial aspect was enhanced by the care the
agency brought to the treatment of its subjects, with the snapshot
overriding the use of posed material. Mayer also recalls having convinced
the American publishers of the interest of the photographic series that
were more profitable for Black Star than individual illustrations.23

In October 1936 Luce—who had married Clare Booth Brokaw in
November 1935—finally bought the title Life from the nineteenth-century
magazine in question for $92,000.24 He put the editorial team together



with himself as editor, assisted by John Shaw Billings. Daniel Longwell
was made picture editor and Howard Richmond art director. In the spring
of 1937 Wilson Hicks left Associated Press, joined the team and took
over the selection and organization of photographs for the magazine.2°
The first issue went out on November 23, 1936, priced 10 cents: it
comprised 100 pages, sixteen of them in color, with over 250
photographs and thirty-five pages of advertising (see Figure 3.2). The
articles varied in length from half a page to nine pages. The sections “Life
on the American News front” and “The Camera Overseas” grouped
together photographs from different parts of the world; and “Speaking of
Pictures”, which began in the second issue, featured and discussed
photographs provided by readers.26 The subjects—Ilocal and exotic,
socio-political and cultural—included series or groups of images in
various, and sometimes crowded, layouts characterized by tight
silhouetting, symmetrical composition, jokey associations, and numbered
sequences on a white or black ground.
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Figure 3.2 Life, November 23, 1936, cover. Photograph by Margaret Bourke-White.



Figure 3.3 Picture Post, November 12, 1938, cover.




Figure 3.4 Match, July 14, 1938, cover.

Advertising, to which VU's Lucien Vogel had wanted to accord “the



place it occupied in modern life”,2” took on unprecedented importance.
Advertisements filled 20 percent of the space in Life in 1938, 35 percent
in 1940 and 45-50 percent from 1942 onwards.28 The independence of
the pages and of the double page spreads that distinguished the
magazine from the illustrated weekly allowed the reader to flip back and
forth according to his or her interests. This editorial feature also meant
that advertising material could be inserted to fit with the content of the
articles: thus the magazine became a “marketing vehicle” whose efficacy
tied in with the rationalization of work implemented by Henry Ford in his
assembly-line plants after the First World War.2? Life identified with this
emphasis on large-scale capitalist production via a product addressed to
a wide readership which, nonetheless, still largely belonged to the
affluent classes. Life’'s success was immediate: on January 4, 1937 it
published the print runs for its first six issues, declaring that it had
progressed from 380,000 to 600,000 copies in a few weeks.30

Of layout as initially practiced at the magazine Wilson Hicks remarks,
“The early issues of Life contained many pages of physically abused
photographs which now have a unique value as horrible examples.”3!
These issues included many photographs—around 200 each32—in a
compact layout that the designers tried to brighten up with some heavy-
handed ornamentation. As the years passed the pictures became fewer
and bigger, and the layout gained in elegance. Hicks points out that the
task was “to develop art editors and layout men who could make pictures
tell a story coherent in form.”33 Thus it took the editorial team several
months to find its feet and come up with a visual identity for the
magazine; nonetheless the Life formula, revolving around groups of
photographs (and advertisements) emphasizing a shapshot aesthetic,
had repercussions as far afield as Europe: like Life, the first covers of
Picture Post in London and Match in Paris (see Figures 3.3 and 3.4)
adopted a white title on a red ground, with a banner for the price, date
and issue number.34

Dramatizing the news

In England the first number of the weekly Picture Post appeared on



October 1, 1938, published by Edward Hulton with Stefan Lorant as
editor in chief. Its success was on the same scale as Life’s: after an initial
print run of 700,000, it had a circulation of 1.7 million by the spring of
1939.35 The graphics of its first covers were directly inspired by Life, but
the layout and the role of photography were an extension of editorial
practices Lorant had been working on for a decade.

Not long after his arrival in London in 1934, Lorant had picked up
where he had left off as a pressman and began working on the new
formula for the magazine Clarion, published by Odhams Press. He gave
it a news focus, changed its name to Weekly lllustrated (1934—-1939) and
published the work of photographers he had met in Germany, among
them Brassai, Alfred Eisenstaedt and Fritz Goro.3¢ In July 1937, as a
personal venture, he launched the magazine Lilliput (1937-1960), a small
format (19 x 13 cm) monthly of a hundred or so pages whose cover,
interest in photography and general style were reminiscent of those of
UHU, published by Ullstein in Berlin. Lilliput included articles, short
stories, illustrations and photographs published as a section apart,
independently of the texts and, as a general rule, with one per page. The
photographers on its credits list had been working in photojournalism
since the 1920s: Felix H. Man, Alfred Eisenstaedt, Erich Salomon and
Tim Gidal, whom Lorant knew from the Mdnchner lllustrierte Presse; the
Parisians Erwin Blumenfeld, Brassai, André Kertész, Philippe Halsman,
Germaine Krull, Robert Capa, Emmanuel Sougez and Pierre Verger; and
the Englishmen Bill Brandt and Cecil Beaton. The magazine’s
photographic sections were enlivened by visual associations created by
Lorant, and there were double-page pairs of images that triggered
meaningful thematic and formal comparisons. Humor was a key aspect of
the image associations: in 1937 Lorant set a photograph of a woman at
the hairdresser’s with her hair hooked into a network of electric curlers,
captioned “Almost ready”, alongside one of a spiky-crested bird,
captioned “Ready”.37 Satire also provided an outlet for Lorant’s political
opinions, with plenty of double pages deriding fascism in Europe and
German Nazism in particular: one portrait of a bellowing Hitler
brandishing his fists was titled “The German Head of State” and paired
with an image of a chimp in similar pose and the caption “The Terror of
the Z00"38 (see Figure 3.5). This kind of juxtaposition was eloquent in
itself, but was always backed up by a caption. At Lilliput Lorant made use



of the network of photographers he had built up in the preceding years,
and his association of aesthetic and political concerns was proof of real
savoir-faire in the image field. By the spring of 1938 the magazine had a
circulation of 75,000 and a balanced budget.3® Lorant was then
approached by Hulton Press, with an offer to buy Lilliput and launch an
illustrated magazine: the contract was signed in May and Lorant began
thinking out the form and content of what would be Picture Post.

For Lorant, “The photograph should not be posed, rather the camera
should be as the notebook of a trained reporter, recording contemporary
events as they happen, without trying to stop them to make a picture;
people should be photographed as they really are and not as they would
like to appear.”® In November 1938, barely two months after its
launching, Picture Post published “With the Candid Camera in the Café
of Artists,” on a café in Regent Street in London?! (see Figure 3.6). The
article’s five pages gave a brief résumé of the seventy years of existence
of a café whose customers went there “to see and be seen.” The text was
accompanied by sixteen photographs, fifteen of them showing the
animated life of the café as seen from one table and borrowing the artistic
codes popularized by Erich Salomon in the German press ten years
earlier. The subjects were a mix of well-known and anonymous figures,
alone or in company, and sitting with a coffee or a beer; they are shot
from a slightly low angle, the framing is sometimes erratic, and there are
the shadow and blur elements specific to the “stolen” photograph. The
final image, which takes up half a page, gives the photographer’'s game
away: the camera is a briefcase equipped with a lens, placed on the table
and camouflaged by a newspaper the photographer is holding.
Snapshots masking the photographer's presence would be the basic
material for Lorant’s creation of a news narrative in pictures.
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Figure 3.5 Lilliput, August 1938, pp. 222-3.
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Picture Poat, November 12, 1938

Evening in the Café Roval
Onee they drank absinthe. He wore long hair and a stock-tie. Sll.'_ wore a flowing JTN\ and ‘zl'll!df\‘
and the newest witticism of Oscar Wilde. To-day they dress like ordinary people, and they talk

{ i
1
- :

Some Sit Together Some Sit Alone
After a theatre or a cinema, dozens of couples Those with an hour to kill bring book or news-
drift in for a lager or a whisky and soda. paper, sit with a long white caffee, reading.
PICTURE POST
30

"

Figure 3.6 Picture Post, November 12, 1938, pp. 30-1.
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deference to his Rovalist patrons, he
adopted the letter “N,” surrounded by
a laurel wreath and surmounted by an
Imperial crown, as the crest of the
restaurant, and named it, as it is named
to-day, the Cafe Roy.

Before long the
garish “p

, decorated in the
rococo™ of the Sccond
Empire, be 10 become immensely
popular, To its room of dark wine-
coloured plush, with its painted ceiling
and gilded mirrors, flocked the leaders of
the arts and the gayest of society

The 1800's were the great days. To
the Café Roval came men and women
with mmgnificent manes, young men in
flowing neckties, lurid shirts and un-
trimmed  beards, girls in cloaks and
sombreros or flowing robes of purple,
ropes of amber beads and sandals. There
one could drink absinthe for a few pence.

The Caf¢ Royal became the meeting-
place for those connected with the
Yellow Book. It was the haunt of Aubrey
Beardsley, of Whistler, of W. B, Yeats and
Frank Harris. Over the marble-topped
tables was such talk as had not been heard
since the days of Doctor Johnson.

Eccentric characters came there, roo.
There was a woman who used to come
dressed as a nun.  There were two
beautiful Indians who appeared onc
cvening with live snakes entwined around
their necks.

By the end of Queen Victoria's reign,







Picture Past, November 12, 1938

Discussion Among the Beer-glasses
(J"r' {'j‘ !Jll' r‘i'll' J“lh!ll F”lilt.l'\ in I.Ul’h:f"] '|”I|L'Fh' you ﬁ“” F|I'ﬂT 1‘!"“'”'“'”[ dll‘\cuﬁ\“.n” on fl:fr[""fl’ or art,
is the Café Rayal. Bearded film-producer Arthur Elton (left) argues wnth a couple of friends.

Mys. “Feather” Looks In
‘ Jeanne de Casalis (“Mrs. Feather' of the
radio) and her husband Douglas Stephenson
(left) chat to artist-actor Elliot Seabrooke

and his dress-designer wife.

even Polite Society had begun to frequent
the Café Royal. It was filled with
fashionable actresses, sporting peers and
wealthy financiers. King Edward VII
was a patron. It was at the Café Royal
that there occurred that  deplorable
incident when Lily Langtry, the “Jersey
Lily,” the beauty of the age, so far forgor
herself as to put an ice-cream down His
Majesty’s back.

The second great period of the Café
Royal was between 1910-1914—the days
of the Post-Impressionists, the Futurists,
the Vorticists, the Cubists. To the Café

Royal now came Walter Sickert, Orpen, In the Haunt of Wilde and Whistler

C. R, W. Nevinson and Augustus John, The Cafe Royal, in its various forms, has probably heard more brilliant conversation in seventy

bearded, brawny, and dressed in rough years than any other London restaurant, [t hears some of other kinds as well,
PICTURE POST




Lorant was assisted by Tom Hopkinson, whom he had met at The
Weekly lllustrated, and two emigrant German photographers Felix H.
Man and Kurt Hutton.42 In a format similar to Life’s, a typical 1939 issue
of Picture Post comprised sixty pages, included over eighty photographs,
and in structural terms reflected Lorant’s editorial experience.43 The table
of contents was down-to-earth and contained only three sections:
“Pictorial Features,” “Special Features” and “Articles.” The first two of
these were devoted exclusively to photographic subjects, while “Articles”
summarized the editorial material and the advertising, which were evenly
distributed through the opening and closing pages of each issue, without
ever interrupting the sequence of the photographic series. Lorant took
charge of the selection and placement of the images, leaving Hopkinson
to write the captions and texts comprising only a few paragraphs. While
the “Articles” varied in length and could sometimes run to ten pages, the
layout itself changed little and drew extensively on the graphic
possibilities of the double page. As he had done at the Mdinchner
lllustrierte Presse, Lorant arranged headings, text, captions and images
symmetrically, with the binding as the vertical axis. In this constant
search for equilibrium he used a range of formats to highlight the
photographs he saw as making his point most effectively.

The first numbers of Picture Post covered the last maneuvers of the
Spanish Civil War, notably with long series by Robert Capa. In the issue
dated December 3, 1938 Lorant devoted eleven pages and a sequence
of twenty-six photographs to the Republican attack on Franco’s positions
along the Rio Segre. At a time when German and lItalian military aid to
Franco was intensifying, when international support for the Republicans
was drying up, and when part of the International Brigades had been
repatriated, the victory on the Rio Segre was a flicker of hope in the
struggle against fascism.#4 This reportage was first published in the
French Communist magazine Regards, for which Capa had been working
since the beginning of the conflict, then in Picture Post (see Figure 3.7),
Life, and finally Match in December.#> Capa’s snapshots—of discussions
of strategy, troop movements, shells bursting, soldiers cut down by
bullets, stretcher-bearers aiding the fallen, care for the wounded behind
the lines—were all numbered and captioned in sequence on the pages of



Picture Post, whose layout stuck closely to the rules of symmetry so dear
to Lorant. Moreover the images and captions were printed on a black
background that made their ordering visually coherent. Tight shots of
specific movements and concentrated faces, out-of-focus obstacles,
camera shake caused by sudden movement or the impact of an
explosion—all these factors, in the course of the series, guaranteed the
presence and proximity of the photographer and, by extension, his
journalistic credibility. In the title paragraph the editors are at pains to
make it clear that the photographs “are not presented as propaganda for
or against either side. They are simply a record of modern war seen from
the inside.”*® Nonetheless, this does not detract from the heroic story of
men barely equipped to face the artillery and planes provided by a
Germany trying out explosives which, as the article suggests, might one
day be used to bomb London. One of the photographs is printed as a
double page panorama, showing a group of Republican soldiers
sheltering under a rock as a shell explodes on the hill behind them.
Captioned “At the heart of the battle: the most remarkable war
photograph ever taken,” this image is in fact a montage of two
photographs designed to produce an impactful double-page spread. Thus
Lorant, while using the snapshot aesthetic to shore up the journalistic
aspect of his account, was indulging in an editorial practice that failed to
respect the integrity of his material.

This long sequence is introduced by a page presenting Robert Capa,
accompanied by a portrait in profile showing him looking into his
viewfinder. The caption declares him “the greatest war-photographer in
the world” and “a passionate democrat [who] lives to take
photographs.”#’ The subject, the serial approach, the international
circulation of the pictures and the sealing of Capa’s reputation recall the
press strategies used in the early twentieth century to plug Jimmy Hare
as “the greatest of war photographers.”® Hare's photographs of the
Russo—Japanese war in 1904 had been run in L’lllustration as a portrayal
of “A day in battle ... photographed hour by hour.”® The concept of
action in the process of unfolding was elaborated on by Picture Post’s
use of Capa’s photographs. The French magazine Match took up the
idea of the black background and the numbering of the images, made a
selection that included some previously unpublished material, and wrote
its own captions (see Figure 3.8).°0 Match also offered a panoramic



montage, with the group of images spread over eight pages and
illustrating “an hour on the attack” or “the film of one hour, of sixty
minutes more densely packed, more eventful, more terrible than an entire
lifetime.”>1

For both Hare and Capa the serial presentation of their images was
the most appropriate publishing gambit, but the magazines of the late
1930s went further in terms of formal acceptance and enhancement.
Whereas the sequencing the editors adopted for Hare’s work in
L’lllustration was an experimental approach to the aesthetic problems
posed by the photographs,>2 that of Capa’s pictures in Picture Post and
Match had now become the desired and accepted form. Producing visual
stories became the goal of magazines and photographers alike. Another
consideration was that risk-taking by photographers, which had served to
justify Hare’s “slightly less than perfect™3 pictures for readers of
L’lllustration, had become a dramatic driving force for the narrative
processes being applied to the reportages—-‘one hour ... more terrible
than an entire lifetime”—which was further boosted by the commitment of
that “passionate democrat”, the photographer. In this context Capa’s
blurred shots were played up as much as those he had taken on the fly.
They too were chosen for a double page feature in Life of December 12,
1938 titled “Life’s Camera Gets Closer to Spanish War Than Any Camera
Has Ever Got Before.”*
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tell the whole story of a counter-attac

THIS IS

WAR:

The pictures on these and the following Ea'u were taken during the great battle of the Ebro. They

F‘r- ‘ﬂr“.

N a dark and cold October
)=
, there came up from
miuun‘ble&ytnmammmn

of splashes, like fish rising Fifteen
'k S [¢ 1roops
were crossing the nver. They took

1 Back behind

For a few hundred yards in front of
them the country was flat; sparse
bushes and some poplar trees oﬁcmd
a little cover. Beyond, in

as the pontoon bridges began to take
shape. Thus they waited unnl dawn

As the I:ghl grew strong each
d about its political

petrified waves, the bare, rocky desert
stretched ever upward towards the
distant hills. The shivering attackers
advanced to the outskirts of the flats

and and crouched beneath the scarce

cover while behind them could already
be heard:hammer blows upon wood

commissar to hear once more why
they were there, for what they were
fighung, how they were to reach out
for new objectives. By the help of
maps cach detail of coming events
was made clear

Most of what the commissars had

by Government troops. But they are not presented as
inst, either side. They are simply o record of modern war from the inside.

to say was already known; but
Spanish Government military orden
ll;sI down that each soldier must have
cxplained not merely his own duties,
but the meaning of the action a5 1
whole, and its importance to the ideab
for which he 1s asked 1o fight. He
must never go inte bartle like an
automaton moved by words of com-

mand. He must think for himself 8

and accept necessity because he knows
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THE STAFF PLANS THE ATTACK

orces plan the final details of their counter-attack on Franco's

it @ group of officers of the Spanish Government
they work with their maps and telephones,

reports keep coming in to them from paual

sent out the night before.

Figure 3.7 Picture Post, December 3, 1938, pp. 14-15. Photographs by Robert Capa. © Robert
Capa, courtesy of International Center of Photography.
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THE PHONE TO H.Q.

Before going forward the officer has a last
talk to army headquarters, hears how
matters are going in other sectors.

e -

THE COMMISSAR SPEAKS
The political commissar, on Asturian
sailor, addresses the men. Beside him is
the officer-in-charge, a former solicitor.

ON THEIR WAY UP TO THE FIGHTING LINE

PREPARING FOR THE ATTACK
A few more cartridges crammed into
the pouch, a hasty examination of rifle
and bayonet . . . they move forward.

The men begin to file forward. Kit has been whittled down to a bare minimum—their weapons, a water-bottle and a few cigarettes, are all most

of them take with them. Food will come up to them later on by mule.




Picture Post presented these images as “simply a record”, Match as
“capturing those terrible seconds in which man becomes inhuman”, and
Life as the product of a camera working as a free agent for the magazine.
This rhetoric reminds us of the standard line taken since photographs first
made their appearance in the press in the nineteenth century, with the
same emphasis on the veracity ensured by the medium’s mechanical
character. All these magazines, then, laid claim to a form of photographic
objectivity whose aura and credibility they exploited to get their own
message across. The Life team, however, stood out in according the
camera the power to express a point of view.

From the photographic essay to the pictorial essay

In discussions about the profession of journalist, Henry Luce’s position
was clear-cut: any notion of objectivity was illusory.>®> He summoned his
editorial teams to take sides and vent a point of view. The task was no
longer to reflect reality, but to make it the stuff of an editorial line that
stood up for a capitalist vision of the world economy and American
power. Life shared this perspective and used photography as a media
tool.”® In the short article “The Camera as Essayist,” published in the
issue dated April 26, 1937, the editors, with five months’ experience to
their credit, outlined their view of the medium:

When people think of the camera in journalism they think of it as a reporter—the best of
reporters; the most accurate of reporters; the most convincing of reporters. Actually, as Life
has learned in its first few months, the camera is not merely a reporter. It can also be a
commentator. It can interpret as it presents. It can picture the world as a seventeenth
century essayist or a twentieth century columnist would picture it.>’

So where the standard discourse on the legitimacy of photography in the
news media usually centered on the medium’s mechanical character, Life
took a contrary stance in presenting the camera not as an
incontrovertible recording tool, but as just another means of recounting



reality via the media. The typewriter and the camera were thus equivalent
in that they enabled expression of ideas. Words and images were two
forms of communication used by journalists to convey a point of view on
current affairs. The article continued, “A photographer has his style as an
essayist has his. He will select his subjects with equal individuality. He
will present them with equal manner. The sum total of what he has to say
will be equally his own.”>8

In this brief statement Life’s editors rejected the authority of the purely
mechanical and took for granted the photographer’s adoption of a style
for his account of a given event. The photograph was no longer put
forward as a window on the world, but as a representation, intimately
connected with its referent but the result of a formal act on the part of the
photographer. Thus did Life redefine the role of the photographer and the
medium in the general press; and in August 1937 it put its theory into
practice by adding the “Photographic Essay” to its list of contents.

The first photographic essay appeared in the issue of August 30,
1937. Of the 1,292 such essays published between that year and 1962,
769 made up the feature in its entirety and 418 of them were the work of
a single photographer.>® Yet even if the editors had promoted the
photographer to the role of essayist, the weekly still kept a firm hand on
things, including the style and make-up of the essays. That initial essay
of August 30, 1937 comprised thirty photographs spread over eight
pages under the title “The Japanese: the World’'s Most Conventional
People.”0 For this ambiguously titled essay the editors drew on nine
different sources, among them freelance photographers (Masao Horino)
and the Associated Press, Wide World, Keystone, Pix and Black Star
agencies. At the time Black Star represented Fritz Henle and, most
notably, Yonosuke Natori, thirteen of whose photographs were included.
Natori’'s images made up the main body of the essay, with descriptions of
the daily life of the Japanese—urban scenes, public baths, farming,
education—in which a snapshot approach was balanced out by formal
composition, although without defining a distinctive style. The essay’s
images were in different formats, sometimes printed right to the edge of
the page and in all cases accompanied by short, descriptive legends
stressing criticism at the expense of information for the curious. The
portrait of a young woman bears a reminder that only 5 percent of
Japan’s population receive an education comparable to that available in



the West; and the photograph of a peasant woman in a rice paddy is
coupled with an ironic remark about how patriotic the Japanese are,
despite their appalling working conditions. In this essay—split in half by
two pages of color advertisements for cigarettes and whisky—the editors
responsible for the miscellany of images and the captions are imposing
their own ideological vision. The aesthetic discretion of the photographs
thus becomes an asset, enabling a kind of malleability in terms of the
meaning the editors can assign to the images. Natori’'s picture of the
peasant woman in the rice field has been slightly cropped to highlight its
subject (see Figure 3.9).61 The backs of the Natori prints held by the
Ryerson Image Centre in Toronto have been stamped “Natori-
Photographs should not be used for anti-Japanese purposes.”®? And so
Life’s first photographic essay expresses a point of view going frankly
counter to that of the photographer.
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SEUL INDEMME, ARRITE PAR SA MURETTE, LE GUETTEUR MN'A PAS BOUGE

Figure 3.8 Match, December 22, 1938, pp. 24-5. Photographs by Robert Capa.



LES AUTHES VONT PAIRE UN ROND DF PLUS EN AVANT

VAUTRES SOLDATS ACCOURENT AU SICOUNS DE LEURS CAMARADES

JUCUIME BALLE L'A PRAFPE A LA POITRINE OM LUL FAIT SUB PLACE UM PANSEMENT SOMMAIRE




COMTINUED

This fishing sampan is out for tai (sea bream), best-liked of Jupan's 300 varieties of
fish. This is & one-sail sampan. Another's sail bulges at the right. Some 1,500,000 Jupa-
pese fishermen and 360,000 boats supply the mite of cold, cooked fish to go with rice.

The farmer's daughler in Japan has practically no legal rights in herself. At 13, she may be sold
to faclory or brothel. Those above are gelling a fortunate year at a Government school to learn
wifehood. Their long-bladed hoes they will hold onto for the greater part of their waking lives

The World's Most Conventional People

he world's most amazing mass human effort is the Japanese farmer’s

attempt to feed 70,000,000 Japanese from the arable fringes of
Japan's rocky backbone. Growing little else but rice (which yields ten
more bushels to the acre than any other grain), he still cannot supply
Japan's demand for rice. Normally this would mean that the price
of rice would long since have gone up but the Government has kept
it down and kept the Japanese farmer husk-poor.

His family makes their own clothes, mats, baskets and charcoal,
and the whole village helps him build his house. He uses chiefly rice
for money. To save land, he is buried squatting. He keeps no dog,
hen or cow. He flattens the winter snowdrifts to hasten their melt-
ing. He learned about soil improvement hundreds of years ago. He
has a richly satisfying village life, goes on group trips to look at
famed cherry trees or chrysanthemums, enjoys weddings, funerals,
house-buildings and gets drunk twice a week on shoehu (rice liquor).

This is rice in June. The farmer in grass hat, cotton shirt, drawers and
leggings is al the interminable wet work of cultivation. For all the terrible
grinding labor, Japanese like no other climate and no other place than Japan.

g oo LR * T Py
Terrates turn the lust possible inch of Japanese earth up to the sun. Only one seventh
of Japan is cultivable. The walled-up hillside (aboce), too barren for rice, is set lo straw-
berries, shown covered with cold-weather matting. The berries grow big as onions.

CONTINUED ON PAGE 47

Figure 3.9 Life, August 30, 1937, pp. 44-5. Photographs by Yonosuke Natori.






SPRINGBOARD ACE. Jane Fauntz Manske, of Chicago,
says: "Naturally, | think good digestion is im-
portant. The tenseness of competition and all the
changes of diet when traveling are liable to be
upsetting. When I smoke Camels at mealtimes and
after, 1 find that my digestion runs more smoothly.”

The best of meals digests easier when you have
an abundant flow of digestive fluids—alkaline di-
gestive fluids. Smoking Camels this

flow — helps you enjoy a sense of well-being.

THREE-TIME OLYMPIC WINMER in the spec-
racular high dive. Dorothy Poynton Hill,
of Los Angeles, appreciates Camel's mild-
ness. “As an athlete,” she says, "1 prefer
Camels because they don't get on my
nerves, And, like so many other women,”
she adds, " like Camel's delicate flavor.™

(Left) LENORE KIGHT WINGARD —a cham-
pion of champions, She has broken 7
World's Records—16 Nat'l Records—
in speed swimming. Lenore comments
on smoking: " Camels arc certainly mild.
They never jangle my nerves. I think it
is grand, when I'm tired after an exhaust-
ing swim, to get a lift’ with a Camel.”

DOING HAND-STANDS on a speed-
ing aquaplane doesn’t daunt Miss
Gloria Wheeden. After 4 moming
of stunting on the board, she's
eager for luncheon.” And,"she says,
“Lalways think of smoking Camels
and eating as going together.'”

(Right) HAROLD “DUTCH” SMITH, who holds
Olympic diving championships, says: "I've
found great pleasure in Camels. 1 long ago dis-
covered that a Camel restores my energy after
astrenuous meet. There's real flavor in Camels!”

FOR
. COSTLIER
(Left) PETE DESJARDINS — internationally mBAccaSr/

famous diver —speaking: “Divers and swim-

mers like a mild cigarette that doesn't upset Camels are made from

their nerves. That's why 1 prefer Camels. finer, MORE EXPENSIVE

They're so mild 1 can smoke as many as 1 TOBACCOS. .. Turkish

like. Camels never give me jangled nerves— antl Domestie. . than bl
) 2 X Dens] ) . J. Reynobds

they're made from finer, more expensive to- Gy ollier Hopblat brand w{.‘::__s."'.‘:,‘_“;‘;’i

baccos. Yes, 'I'd walk a mile for a Camel!™




Between 1937 and 1962 102 different photographers contributed to
these long essays.®3 The most prolific of them was Alfred Eisenstaedt
(twenty-eight essays), followed by Margaret Bourke-White (twenty), Nina
Leen (twenty), Eliot Elisofon (nineteen), Andreas Feininger (seventeen)
and Dmitri Kessel (seventeen). Among the many other famous
photographers who published in this section in the course of their careers
were Werner Bischof, Henri Cartier-Bresson, Bruce Davidson, David
Douglas Duncan, Philippe Halsman, Yousuf Karsh, Dorothea Lange,
Martin Munkacsi, Gordon Parks, George Rodger, William Eugene Smith,
Edward Steichen and William Vandivert. According to the period, the
styles vary from one photographer to another. Eisenstaedt's success
depended partly on his considerable adaptability, but also on his use of a
specific aesthetics: the style he had developed in Germany sought to
mask the photographer's presence the better to underscore the
spontaneity—authentic or simulated—of the people and situations
portrayed.®4 This formula could be readily accommodated to editorial
intentions and a wide range of subjects: Eisenstaedt was equally at ease
photographing the life of the Ainu—the aboriginal people of Japan—on
the island of Hokkaido (1946), the strangeness of a Massachusetts
beach resort in winter (1963, see Figure 3.10), and Sophia Loren at the
peak of her Hollywood career, in the Naples suburb where she had
grown up (1961).55 The Eisenstaedt style was not that of Henri Cartier-
Bresson, whose images are characterized by an identifiable
compositional balance,%6 or of Gordon Parks and the somber, saturated
black and white pictures he took in Harlem®’ (see Figure 3.11) and the
favelas of Rio de Janeiro.58 While sometimes diverging from the
photographers’ artistic or political stances, the Life essays brought
access to a wide audience, together with recognition and status. For
Gordon Parks, “Life was the magazine as far as photographers were
concerned ... [and] a prestigious base for me to work from.”69

Photographers’ styles and personal motivation came together in a
way that sometimes clashed with the editorial team’s objectives. In 1963,
for instance, George P. Hunt, Life’'s managing editor, published a short
article titled “To Gene Smith, Welcome Back”:



In this issue we welcome back to our pages a name that has become a legend in
photography—W. Eugene Smith ... It was only natural that the intensity and passion that
Smith put into his photography would carry over into the delicate job of selecting which
pictures to print and how to arrange them. Often disagreements flared between Smith and
the editors. Eight years ago one such disagreement led Smith to resign from our staff.”?

Hunt was referring to Life’s publication of the celebrated essay “A Man of
Mercy” on November 15, 1954.71 Charles Tudor’s layout for the twelve
pages of Smith’s reportage on Dr Albert Schweitzer in his hospital in
Lambaréné, Gabon, annoyed Smith, who felt that his perspective on the
1952 Nobel Peace Prize winner had not been respected.’? The exchange
of letters between Smith and managing editor Edward Thompson lasted
several months, focusing on the photographer’s role in the publication of
photoreportages, with Thompson stressing the importance of editorial
objectivity in doing justice to photographs and Smith striving for total
control over publication of his images.

Smith had joined the Life photography team on April 23, 1945.73 Two
weeks earlier a first long reportage, “The Battlefield of Iwo,” had
appeared as the magazine’s “Photographic Essay”. nine pages of
meticulously framed photographs that shared the news segment with
“The Week’'s Events"—Robert Capa’s snapshots of Allied troops being
parachuted into Germany.”4

Smith gradually gained his independence at Life and played an
increasing part in the editorial work.”> Initially he sent his negatives to the
magazine’s laboratory, where they were printed and the results sent on
for editing. This was still the procedure in September 1948, when his
essay “Country Doctor’’6 was published (see Figure 3.12). The essay’s
eleven pages comprised numerous snapshots—using various points of
view, but always tight angle—of the many-faceted business of being a
rural doctor. Smith, though, was dissatisfied, feeling that the prints
produced in-house were lacking in tonal depth. He then presented his
personal print of the opening picture, showing the doctor walking alone
beneath a dark, cloudy sky, with a marked emphasis on chiaroscuro.
From there on Smith was in charge of making his own prints, choosing
the framing and the tonal intensity and picking out those that were to go
to the editors. The difference is patent in his next photographic essay, an



account of long and arduous auditions in theatres on Broadway. All the
pictures of the actors were taken indoors and are marked by deep blacks
and gleaming whites (see Figure 3.13). These tonal contrasts combine
very effectively with the grain of the film and a range of framings whose
somber, out-of-focus areas bring dramatic depth to the situations
portrayed.’’ This work on the prints rounded off the journalistic approach
of a photographer who took the time to observe his subjects and gain
their confidence. Smith spent twenty-three days with the country doctor
and three months in South Carolina for his essay on Maude Callen,
published as “Nurse Midwife” in Life on November 5, 1951.78

In May—June 1950 he was in Spain for two months gathering the
material for “Spanish Village,” published in Life on April 9, 1951.7° The
2,500 negatives he brought back yielded a selection of fifty-seven prints,
seventeen of which were ultimately chosen by the editors for a ten-page
essay laid out by Bernard Quint. As deputy editor Maitland Edey
emphasized, this economical use of images—"Country Doctor” had
comprised twenty-eight and “Nurse Midwife” thirty—helped to make the
most of the white page and enhance the singularity of each
photograph.80



Figure 3.10 Life, January 26, 1953, pp. 94-5. Photographs by Alfred Eisenstaedt.
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EMPTY HOUSES (left) in
the gingerbread town of Oak
Bluffs stand shuttered against
wind and rain. Oak Blufis
houses nearly 15,000 people in
summer, only 1,500 in winter.

SCALLOP SEASON, in win-
5 gn”- o
wait for returning bo Gulls
eat scallop remains whi ells
oreground) are used to sur-
face parking lots, private roads.
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A Summer Resort
n Winter

Emptied Martha’s Vineyard takes on a bleak beauty

PHOTOGRAPHED FOR LIFE BY ALFRED EISENSTAEDT

To millions of American vacationers a summer resort is
a place that does not really exist except between the Fo
of July and Labor Day. Even when a vacationer keeps
ing back to the same place summer after summer
! «ry road and every house, he tends to thin
a land of warm sun and bathin,
night da
or later every summer visitor gets aroun
: ar-round resident: "What's it like

The pictures on these pages answer the question by
s Vineyard aflter the
sitor has gone. This 100-5¢ nile island
off the coast of Massachusetts undergoes its great annual
emptying-out in early September when the population

what happens to Martl

suddenly drops from more than 40,000 to less than 6,000,
Those who stay behind slowly recuperate from the bus-
tle of sum r, prepare (pp. 96, 97) for the next year's
tourist i on and find time at last for all the social
life they have been too busy to enjoy. Most of the island’s
stores, restaurants and hotels are closed. There is no long-
er a parking problem on the town streets nor a traffic jam
every time the steamer arrives from the mainland. Town

meetings, church socials and lodge parties take the place
of beach pienies and yvacht club dinners. Winters are mild
with few heavy snowfalls, and permanent residents feel that
in spite of the emptiness the Vineyard is a friendlier place,
for now evervone knows everyone else, '
island that is

ey inherit an
stfully quict and beautiful in the bleak-
ness of its boarded-up houses and its snow-swept beaches,

CONTINUED OH NEXT PAGE 95



TRAPPED IN ABANDOMNED BUILDING BY A RIVAL GANG ON STREET (PAGE 101), RED JACKSON PONDERS HIS NEXT MOVE

Figure 3.11 Life, November 1, 1948, pp. 96—7. Photographs by Gordon Parks.






Harlem Gang Leader

Red Jackson’s life is one of fear, frustration and violence

Photographs for Life by Gordon Parks

The tower in the upper right-hand cor-
ner of this page belongs to New York
City's famous Riverside Church. Stretch-
ing off to the left of it are the classic
buildings of Columbia University and the
elegant apartments of some of the city's
leading citizens.Nestled just below these,
under the smoke and haze, are the
crowded tenements and the cluttered,
dreary streets of Harlem, the U.5.'s big-
gest Negro community. Here 500,000
people live, crommed into a ghettolike
section built originally to hold less than
half that number. Schools, like housing,
are crowded and run-down, and at the
close of each day overworked teachers

are glad to turn their restless pupils back
into the streets. With little to do but roam
around, the children often band together
into street gangs—at their best, organ-
ized athletic teams, at their worst, roving
bands of hoodlums held together by a
common spirit of rebellion and a need
for security. Leonard (“Red"”) Jackson,
17, is the tough and successful leader of
such a gang.

‘When he was about 12, Red got tired
of getting beaten up by older boys in
the block and of paying “protection” in
order to get to school. And when he was
hungry, which was often, he needed a lit-
tle help in stealing apples from the side-

walk stands. So he joined a gang for self-
protection and for a chance to express
his own personal defiance.

Red's gang fights other Harlem gangs
like itself. Their acts of violence are no
worse than those of white gangs in Brook-
lyn and other sections of the city, but
with more to be frustrated about, and
to fear, they have helped to give Harlem
one of the highest delinquency rates in
the nation. The photographs on these
and the following pages are by Gordon
Parks, a young Negro photographer who
won Red Jackson's confidence and then
stuck with him for four hectic weeks to
make a chronicle of Red's unhappy life.

CONTINUED ON NEXT PAGE




COUNTRY DOCTOR

THROUGH WEEDS GROWING RANK IN AN UNKEMPT DOORYARD, DR. ERNEST CERIANI OF KREMMLING MAKES HIS WAY TO CALL ON A PATIENT

HIS ENDLESS WORK HAS ITS OWN REWARDS

FPHOTOGRAPHS FOR LIFE BY W. EUGENE SMITH

The own of I\rcmmlulg Colo., 115 miles west of Denver, con
1,000 peaple, some 4{)(] square miles, filled
ranches which extend high ins, lnnt-ellh 1000
These 2,000 souls a 1stuntly In]lml_ ill. recove
hildren, being kicked by horees and cutting th
ry doctor, known in the pri
mm'r. takes care of them all, His .

¢ serves as physician, surg
peychiatrist, dentist, oculist and laboratory techniciu
rural g.p.s he has no vavations and few days off, although unlike them he

1l or regretting
ur inte his office. Al-
:Ium;,l: heis only 32 he -ml\ i leaning forward as he
hurries [rom place to plice as thuul.h heading mto a strong wind. His in-
come for eovering u doze than a city doctor makes by specialies
i ipensated by ||n-.|!3' tion of his
lie high place he

own boss. For

CONTINUED ON NEXT PAGE |15

Figure 3.12 Life, September 20, 1948, p. 115. Photograph by W. Eugene Smith.



Sometimes printed to the edge of the page, the pictures were of
different sizes and were arranged across double pages without regard for
the gutter or the usual text column layout. The published images showed
everyday secular and religious activities—plowing the fields, taking
communion—in the hamlet of Deleitosa, and stressed the precariousness
of the villagers’ existence. They were different from the contact sheets,
having been modified by Smith in his laboratory: the original image of the
three Civil Guards was cropped to provide a tight focus portrait which
cuts through the hat of the figure in the foreground; and the saturation
and contrast of the picture of a group of women watching over an old
man’s deathbed were obtained during the printing. Amid this picture’s
intense chiaroscuro, Smith highlights the faces of the dead man and the
grieving women against a sooty background; the effect is to endow this
photograph, the last in the series and printed borderless on a double
page, with the power to conjure up the Biblical scene of the Lamentation
of Christ (see Figure 3.14). Because of this shaping process, applied
equally to the images making up “the most famous of all Life’'s
photographic essays”8! and to the layout, the piece was presented under
the heading “Pictorial Essay.” The need to replace “photographic” with
“pictorial” in the description of Smith’'s essay arose from the visibility of
the photographer’s style, the non-topical character of the subject matter
and an authorial affirmation which the editors referred to as “artistic
sensibility.”82

The “Pictorial Essay” section was launched in the issue dated March
3, 1947 as a home for articles on “the history and development of
Western culture” exemplified by “the work of men who both create and
record the culture of their times: the artists.”®3 This new section brought
together numerous articles of the nineteenth-century “useful knowledge”
kind,84 eclectically illustrated with paintings, stained glass, drawings,
engravings and photographs. Between 1947 and 1961, 181 issues out of
a total of 1,335 included this section, with articles as on subjects as
varied as Les Tres Riches Heures du duc de Berry, fishing for Chinook
salmon and the geography of the universe.8> As for the photographic
essays, the editors chose the illustrative material, whose suppliers and
media were very diverse. This section was marked by meticulous
attention to the reproduction of images that were often in color: Swiss



painter Walter Linsenmaier’'s animal illustrations and Howard Sochurek’s
helicopter safari photographs were particularly notable in this respect.86
Color functioned here as a formally appealing added extra whose use
underscored an entertaining and/or artistic intention. The publication of
Smith’'s essay from Spain in this setting demonstrated the change of
status accorded to both the reportage and the photographer himself. The
editors’ attentiveness to Smith’s stylistic approach led Edward Thompson
to describe him as a “creative journalist.”8” But while Smith enjoyed
special recognition and status in photojournalistic circles, he never
achieved total control of his work in the pages of Life. When he left Life
for the Magnum agency early in 1955 the pragmatics of the photographic
essay was in the hands of the magazine. Publication of an essay in Life
was lucrative and prestigious, but henceforth the final decisions were
taken by the editors, with or without the photographer’s consent.



Hard Times on Broadway cowrinuco

Girl in Shubert Alley

Trudging along the famous Shubert Alley
(above) right off Broadway is Jean Pearson, 21,
the girl scen in the agent’s office on page 88. Jean
came to New York from Baltimore three years
agoand hasnot yet acted on Broadway. She first
lived in a room in an East Side slum, supports
herself ona$105-a-month jobina hospital blood
bank. Pale and thin, Jean looks as if she ought
to rob the blood bank herself, but, though her
only work has been in summerstock, she
Iy convinced that someday she will be a succes:
ful actress, To prepare herself for her careershe
sp much time listening to music and read-
ing, “I'm now in the classics,” she says, “and [
justspent twovery exciting weeks with Homer."

55
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Man at the Imperial

Looking out (right) from the wings of the Im-
perial Theater is the tense face of Royal Dano
watching another actor try out for the part in
South Pacific that Dano himself hopes to get,
Dano came to Broadway in 1946. Like so many
of the current crop of young actors, he got the
bugin the Army—in Burma, where he wrote and
acted in a hit show. In his short stay on Broad-
way, Dano has had three fairly good parts. At
the South Pacific audition, the other actor got
the job. But Dano feels that his luck has been
good. Losing the part did not weaken the con-
viction of Royal Dano, shared with hundreds
of other stagestruck young people, that the the-
ater is the most exciting profession in the world.

Figure 3.13 Life, February 14, 1949, p. 94-5. Photographs by W. Eugene Smith.







Spanis}'n Village conTInuED

Figure 3.14 Life, April 9, 1951, pp. 128-9. Photograph by W. Eugene Smith.







HIS WIFE, DAUGHTER, GRANDDAUGHTER AND FRIENDS
HAVE THEIR LAST EARTHLY VISIT WITH A VILLAGER




As the 1950s wore on, segmentation of the contents gradually lost its
relevance, and long photographic series began to find their way into other
sections: in 1955 the first part of Henri Cartier-Bresson’s report on Russia
appeared under “The Week’s Events” heading, while the second part was
published two weeks later as a “Pictorial Essay”.88 In 1961 “The Week’s
Events” became “Story of the Week” and a new section “The Color
Spectacle” shared the image resources that had formerly been the
exclusive property of the “Photographic Essay”.8° In 1963 these sections
disappeared and the photographic essay evolved into a general concept
embracing all the magazine’s photographic series. Cartier-Bresson’s
report from Cuba (1963), the twenty-three photographs taken by Larry
Burrows aboard the helicopter Yankee Papa 13 during the war in
Vietnam (1965), David Douglas Duncan’s series on Khe Sanh (1968, see
Figure 3.15) and Smith’s Minimata images were presented in the same
way as all the other illustrated articles.®© For Wendy Kozol the weekly’s
use of the transparency of the images was part of a visual strategy of
drawing on photographic “realism” to convey its political viewpoints to its
readers.?! These editorial choices would seem to explain the success of
Eisenstaedt's photographs, which captured the spontaneity of his
subjects while, most importantly, masking his own presence. However,
the juxtaposition of images, the role of captions and texts, and the
complexity of the layouts had the effect of toning down the realism of the
photographs.?2 Moreover, alongside Eisenstaedt’s transparent approach,
Life explored numerous other visual gambits via the services of more
overt stylists like Smith and Parks, whose meticulously wrought images
generated dramatic tensions not only in informational but also in
emotional terms.

Challenges to authority

In New York in 1947 Robert Capa, Henri Cartier-Bresson, David “Chim”
Seymour, William Vandivert and George Rodger founded the agency
Magnum Photos, Inc., their aim being to gain control of the editorial use
of their photographs and “cut out the middle man” at distribution level.93



The agency took the form of a cooperative, with its five founders as vice-
presidents. The New York office was run by Rita Vandivert and the Paris
office by Maria Eisner, who had set up the Alliance Photos agency before
the war and distributed the work of Seymour, Capa and Cartier-
Bresson.?4 Cartier-Bresson’'s work was being shown by Beaumont
Newhall at the Museum of Modern Art (MoMA) the same year, and the
Magnum photographers were able to take advantage of this artistic and
institutional recognition to enforce their rights as authors in terms of the
use of their images. Magnum Photos members retained ownership of
their negatives, stipulated that their images not be cropped and stamped
the back of each with a warning that “This photograph can be reproduced
only with the accompanying caption or with text strictly in the spirit of its
caption.”@> All of them were experienced photographers and free to take
on outside commissions, but within the agency each had his personal
interests and his own specific work zone: Cartier-Bresson chose Asia,
Chim covered Europe, Rodger opted for Africa and the Middle East,
Vandivert concentrated on the United States, and Capa remained
available for current events. Their reportages were principally intended
for the press, but at the same time they were seeking other outlets that
would allow them greater freedom. This variety of use tied in with their
insistence on absolute respect for their images, and highlighted the
limitations facing photographers in their relationships with magazine
editors. A turn toward book publishing brought increased control over
their output.

In 1947 Capa and writer John Steinbeck went to the USSR for a
project on family life that fitted with the series “People Are People the
World Over” which Ladies’ Home Journal photography editor John Morris
was preparing. Capa’s reportage sold to the Ladies’ Home Journal for
$20,000 in February 1948.%6 |t was also published in February in the
French monthly Réalités, and on May 1, the English magazine lllustrated
used sixty of Capa’s images, in color and black and white, for its cover
and a sixteen-page feature (see Figures 3.16 and 3.17).°7 The income
accruing from these articles was gratifying, but that same year Steinbeck
and Capa joined forces to produce A Russian Journal, which was
“contrary to a large part of modern journalism, but for that very reason ...
might be a relief.”®8 In Death in the Making (1938) and Slightly Out of
Focus (1947) Capa had given an account of his own experience as a war



photographer,?® but for A Russian Journal he entrusted the narrative to a
famous literary figure. The photographs appeared in the body of the text,
without captions. Two years later he repeated the venture, this time with
photographs taken after Palestine had been divided into two states. His
pictures appeared first in lllustrated in August 1949 and then in Look in
November of the same year (see Figure 3.18). In 1950 the photographs
were brought together in the book Report on Israel with a text by writer
Irwin Shaw.100 Here the pictures were presented in free-standing
thematic groups, arranged as double pages and printed in photogravure.
Shaw pointed out in his introduction that this was “not a definitive study. It
is a series of glimpses of a puzzling phenomenon.”1%1 The number of
images, their arrangement and the point of view they advocated provided
a broader vision of an historic moment which the book form set in a time
frame freed from the hectic pace of the topical.



The enly words that matter after
awhile are “Incoming!” and
“Outgoing!” One day an
incoming rocket ignited the
aviation fuel hoses, turning
them into sputtering fuses
(abave) leading straight to the
main gasoline dump. A single
wild spark might have sent the
whole tank farm sky-high, but

a handful of men doused the
flames. Farther around the
perimeter other Marines (above
right) passed scorched but
unexploded artillery shells—a
deadly debris from direct hits
on the main ammo dump—with
tender precision into a hole

for burial. By comparison
“Outgoing!” is almost festive.
There is the throaty whine of an
artillery round and the reedy
whistle of a mortar and, most
spectacular of all, a close
airstrike, Marines in Phantom
jets strafe, hurl canisters of
napalm and drop finned bombs
(right) on enemy positions
sometimes only yards beyond
the front trenches (far right).

Tender precision, bombs slammed in close to the trenches
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Figure 3.15 Life, February 23, 1968, pp. 28-9. Photographs by David Douglas Duncan.
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Figure 3.16 /llustrated, May 1, 1948, cover. Photograph by Robert Capa (Magnum).

Henri Cartier-Bresson displayed similar authorial ambitions.102 After
the war, and despite his MOMA exhibition, he abandoned art photography



for photojournalism and threw himself wholeheartedly into the great
Magnum adventure.103 His output became more varied: he went off on
press assignments to India (1948), China (1948-1949) and the USSR
(1954), and undertook marketing and advertising work for IBM and
Mercedes. His artistic reputation, his reportages from Communist
countries (Cuba, 1963) and the efficiency of Magnum’s distribution
system gave his images a high profile and a wide audience. John Morris,
who had begun working for Magnum in 1953, sold the Russian reportage
to Life for $40,000 before heading for Europe and offering it to Stern,
Epoca, Picture Post and Paris Match.19% Match also published two
Cartier-Bresson series titled “The Russian People,” the first focused on
Moscow and the second on other cities and regions.19> Ljfe and Paris
Match contributed to shaping Cartier-Bresson’s reputation by using
similar strategies: in January 1955 both declared him “one of the world’s
greatest photographers,”19 and stressed his intention of showing the
everyday life of the Russian people after Stalin’s death.

In the humanistic vein of the postwar period, Cartier-Bresson’s
snapshots had little to do with the traditional, caricatural images then
fueling the Cold War—which did not prevent their being given entirely
different emphases in the two weeklies. While Match adhered to the
descriptive and well-researched captions furnished by Cartier-Bresson
himself, Life adopted a tone that was less nuanced and—unsurprisingly
—more critical of the Communist regime. A good illustration of this
divergence is the double page devoted to childhood and education, for
which both magazines used the same image of children in class, both
arms raised vertically (see Figure 3.19 an 3.20).107 |n the French
magazine the double page combines two borderless images, one vertical
and the other horizontal, with a brief text that complements the
photographs. Life uses only one of these, but fills the vacant space thus
created with three others. Both titles mention the compulsory uniform, but
Life adds in the glorification of the founding fathers. Image interpretation
differs too: Paris Match uses Cartier-Bresson’s explanation that the
children are raising their arms to “imitate the shape of a cloud.” Life, by
contrast, sees this as an exercise in indoctrination. It also uses a
photograph of two children in a holiday camp, surrounded by posters of
party leaders, while Match opts for a more neutral image of a schoolboy
walking down the street. From the outset, both weeklies are at pains to



stress the apolitical nature of Cartier-Bresson’s reportage, but the
difference in their attitudes to the USSR is made clear throughout.

This issue of ideological exploitation of images found its way into
theoretical discourse on photography in the 1960s. In his 1961 essay
“The Photographic Message” Roland Barthes observes, “A photograph
can change its meaning as it passes from the very conservative L’Aurore
to the communist L’Humanité;"198 he then goes on to analyze the
different connotative modes of the photographic message, ranging from
the actual taking of the photograph to the association of images and the
writing of captions. While ever-attentive to the photographer’s authority
within the press economy, Magnum Photos was still unable to prevent
Match from radically cropping the image of workers dancing during their
break inside the Ukraine Hotel they were building in Moscow; nor from
reversing the photograph of a summer vacationer on a chaise longue on
the Black Sea coast, smiling at his lady friend opposite him as she
protects her back from the sun with an umbrella.19? In both cases the
editorial approach offers a better visual fit with the layout: the cropping of
the photograph of the dancers allows a focus on two couples and the
matching of their size to that of the people in the other picture; while the
reversal avoids the cropping of the vacationer’'s bodies by the gutter of
the spread (see Figure 3.21). Thus these modifications of the images,
effected in spite of the agency’s instructions, enhance the aesthetics of
the page with a view to increasing the reader’s visual enjoyment.110



ILLUSTRATED—May 1, 1948
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Bearded Patriarch of Tiflis holds Greek Orthodox service. Patriarch Catholicus is On The Hillside outside Tiflis, the capital of Georgia, is a church dating back to the twe
dressed in golden cloth with a bejewelled crown. The pomp of the Greek Orthodox century, Before entering the ancient walls the wo worshippers kneel to kiss th
Church is still unchanged, and the churches are crowded with men, women and imprint of the cross on a cornerstone.  Nowad the Russian charches are supported b
children. In the countryside the peasant greeting is: “ May God go with you!™ the people themselves,  Under the old régime they were looked after by the State Trea

Some Kneel In Prayer, some stand insilence. Candles have Women Guides at the cleventh-century eathedral in the o
been lit in Tiflis church and service is about to begin. [t ‘ hurch Kee ps Geargian capital, Mitla, tell the story of each icon which ador

is not only city churches which are full, but shrines in the walls, At holiday time a ten-day service is held o

often remote places where way to them is arduous going church while a big' farr with dancing takes place in
the secular pressures of over thirty

rs, the Russian Orthodox Church still

ns its hold on many of the Soviet people.
ibeck found no evidence of active anti-
anda, and the militant atheism,
which was prevalent during the early post-
revolutionary years, appears to have mellowed
into tolerance with the passing of time. The
old churches are today filled with worshippers
of every generation, for there has been a
religious revival brought about by the war. Not
only the aged are to be seen kneeling in prayer.
Russian youth and children, too, join in the
magnificent choral singing which fills  the
crowded cathedrals arish ¢ s. But
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(religious pictures) in a place of honour @
corner of the parlour. A perpetual lamp burns
beneath the icon, which 1s canopied with
precious embroidery woven by peasant women.
And the ints themselves still use the
i ings: “ May God go with
you! May you be blessed!™

Figure 3.17 lllustrated, May 1, 1948, pp. 16—17. Photographs by Robert Capa (Magnum).
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trees have been planted and a young for-
est is growing up around the sixteen stone
On the Lebanese border, above Safed,
new settlements are founded every day.

Anglo-Saxon settlers in the valley of the Jordan boast
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Figure 3.18 Look, November 8, 1949, pp. 28-9. Photographs by Robert Capa (Magnum).
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948 UNIFORMED CHILDREN,
GLORIFIED ELDERS

Figure 3.19 Life, January 17, 1955, pp. 24-5. Photographs by Henri Cartier-Bresson (Magnum).

For the original 1955 French edition of The People of Moscow,
Cartier-Bresson shared control of his images with the publisher, Robert
Delpire. The pictures are harmoniously grouped by themes and the
photographer himself wrote the captions and the brief introduction: “to
those who ask me ‘What did you see?’, | reply: ‘Let my eye speak for
me’. These pictures are meant for them.”11 This reference to “my eye”
allows the photographer to align himself with “all the writers who had
previously taken the trip to the USSR ... [and had] claimed to be
‘eyes’.”112 While Cartier-Bresson had opted for reportage after the War,
he was not about to be a mere photojournalist, and adopted an authorial
strategy of his own, using the same images for different purposes. In that
same year of 1955 a selection of his photographs from Russia was
shown at the Musée des Arts Deécoratifs in Paris as part of his first
French retrospective.113
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Figure 3.20 Paris Match, January 29, 1955, pp. 62—-3. Photographs by Henri Cartier-Bresson

(Magnum) © Paris Match / Scoop.

S

Other photographers, too, would circulate their images from the press
to books and museums. David Douglas Duncan’'s photographs of an
American base besieged by North Vietnamese forces first appeared in
Life in 1968,114 and soon afterwards were brought together in the book /
Protest!, a denunciation of the American intervention in Vietnam.115
Published in 1971, Vietnam Inc. by Philip Jones Griffiths grouped its
photographs by such themes as “The Vietnamese Village” and “The
Battle for the Cities,” and condemned “the folly of the original view that
deemed it possible for a society like America’s to impose itself on that of
the Vietnamese.”116 Bent on controlling the use and circulation of his
pictures, Griffiths joined Magnum in 1971. These explorations of
alternatives reflect photographers’ frustrations with regard to the press: in
addition to challenging their own lack of editorial control, they were calling
into question the role and the effectiveness of their work and of their



political denunciations in the pages of the magazines.
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Figure 3.21 Paris Match, January 29, 1955, pp. 60-1. Photographs by Henri Cartier-Bresson
(Magnum) © Paris Match / Scoop.
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Toward diversification

Nonetheless, photographers continued to practice their profession in
local and global terms and in black and white and color, and to offer their
work to magazines. Working in the tradition of Robert Capa, the
Frenchman Gilles Caron used short focal length lenses to get as close as
he could to his subjects. He played his part in the founding of the Gamma
agency in Paris in 1967117 by buying out photographer Léonard De
Raemy, one of the instigators together with Hubert Henrotte, Hugues
Vassal and Raymond Depardon. Gamma protected its members’
copyright—unlike other agencies, which put their photographers on
salary—while circulating their work to outlets and sharing expenses and
income with them. The Sipa agency was born in 1969, followed by
Sygma in 1973—in the wake of an internal dispute at Gamma—and
Contact Press in 1976. All Paris-based, these agencies made the French
capital the world’s photojournalism nerve center.118 In early June 1967
Caron went to Israel to cover the Six Day War between Israel and Egypt,
Jordan and Syria. His reportage was sold a few days later to Paris Match,
which devoted forty-four pages to the conflict in its issue of June 17.119
Caron’s pictures were associated with those of a dozen other
photographers to form a multifaceted visual narrative that included the
conquest of the Suez Canal, control of Gaza and Sinai, the taking of
Jerusalem and access to the Wailing Wall. A handful of aerial
photographs aside, the consistency of this mass of images testified to an
aesthetic shared by the various photographers concerned. A mix of color
and black and white, the Paris Match photographs highlighted the
proximity and involvement of the photographers with tight framing of
faces and situations, and points of view cluttered with the obstacles that
provided the photographers with protection. The images were printed to
the edge of the page and were so tightly packed that they left barely
enough narrow white spaces for captions tersely specifying their content
and the connections between them. The result was not conducive to
contemplation; instead it underscored the urgent need to recount what
the Match cover described as a “lightning war.” Caron knew the relevant
magazine codes and adapted his photographs accordingly. An Israeli



soldier pressed passionately head to toe against the Wailing Wall
signified the taking of Jerusalem, but at the same time symbolized the
reconquest of the Holy City by the Jewish people (see Figure 3.22). In
Biafra in 1968 Caron took the pictures needed to ensure publication: “If
you come back from Biafra with photographs of some doleful African
soldier, nobody gives a damn. What you need is the African soldier with
his guts hanging out. It has to be bloody or it's not going to find any
takers.”120 So the photographers homed in on the worst horrors: Caron
and English photographer Don McCullin, whose paths crossed during the
war in Biafra, both brought back images of those child victims of the
conflict, their bodies branded with the unbearable marks of starvation.
The two had the journalistic vocation in common, but their aesthetic
leanings were not the same. McCullin was a lover of somberly cloudy
skies, of black smoke pouring out over industrial towns, of streets
wrapped in impenetrable fog. Whether working on war in Vietnam,
clashes in Derry City, conflict in Cambodia, London’s homeless or civil
strife in Beirut, McCullin turned out dense, graphic images, tightly
focused and characterized by saturated blacks. His color and black and
white reportages for the Sunday Times Magazine—he was a contributor
from 1966 to 1984—were each accompanied by an article by a journalist
(see Figures 3.23, 3.24 and 3.25). But while Caron and McCullin both
worked for the press, they were uneasy about their legitimacy and their
status as witnesses. Jimmy Hare’s 1904 account in L’lllustration of a day
of combat between Japanese and Russian troops closed with an image
of the photographer himself administering first aid to the wounded, and
raised questions and doubts about the reporter’s role: should he be a
photographer or a caregiver?12l And so photographing yourself treating
the wounded seemed one way of salving the conscience of
photojournalist and publisher alike. In the 1930s the image of the
committed reporter—like Capa, the “passionate democrat”—camouflaged
these misgivings and legitimized the role of the photographer as a
provider of visual information in the name of democratic values. However,
the visual overkill triggered by the conflicts in Vietham and Biafra, and the
exploitation of the sensational side of their work gradually eroded the
image of the photographer as hero. The information value of published
images was called into question and by the late 1960s the
“photographer’s queasy conscience”122 had unsettled the profession as a



whole. Not only did photographers have to supply affecting but
essentially ephemeral pictures, they also had to keep tabs on current
news while indulging in the trivial local and international socializing that
generated the profits their existence depended on. The list of Caron’s
assignments in the course of his brief career—he died in 1970—reveals
that most of his time was devoted to celebrities. In May—June 1967, for
example, he covered the Six Day War, but also pop star Sylvie Vartan,
future French president Georges Pompidou, Jean-Paul Sartre, Queen
Elizabeth II's visit to Normandy and singer Enrico Macias on tour in
Israel.123

The quantity of major news stories published in magazines needs to
be measured against the coverage given to celebrities in Paris Match.
Alain Chenu, in his quantitative/qualitative study of Paris Match covers
from 1949 to 2005, shows that 85 percent of them use the faces of
personalities from the aristocracy, the entertainment world and political
and social life.124 The crowning of the Queen of England, Prince Rainier
of Monaco’s marriage to Grace Kelly and the lives of the aristocracy in
general were regularly followed up, accounting for one cover in every
six.12> The photoreportages inside the magazine were collections of
snapshots agreed on with their subjects, showing them relaxing in
private: a good example is the series by Howell Conant illustrating the
article “Monaco intime” (Inside Monaco), published in 1959.126 Color and
black and white photographs of Grace and her children in the palace, the
garden and the pool are presented as illustrations of life on “The Rock”
taken from “the princess’s private aloum” (see Figure 3.26). In Germany
Stern showed the same interest in celebrities, and for its article on the
Kennedy family in May 1963, drew on a similar repertoire of family snaps
taken on the beach and in the Oval Office (see Figure 3.27).127 Also in
the spring of that year, both magazines’ covers used the same portrait of
Italian actress Monica Vitti, then shooting Castle in Sweden with director
Roger Vadim.128 The color photograph highlights her luxuriant blonde
hair, her parted, pink-glossed lips, and the hazel eyes looking directly at
the camera: a cover whose emphasis on the charm and seductiveness of
her face is intended to catch the potential reader’s eye (see Figure 3.28).



o [
i o : <R s BT o el
Sur leur téte, ils ont remplacé le casque par la calotte rituelle. Beaucoup chantent des psaumes. Ben Gourion et Moshe Dayan sont venus, comme eux, accomplt

s X ﬁ% R
. ; - &

le mur sacré. Hommes ou femmes (a dr., des infirmigres), ils pleurent. Depuis 70 ap. |.-C., année de la destruy

ILS ATTENDAIENT DEPUIS 2 000 ANS : s emorasse

Figure 3.22 Paris Match, June 17, 1967, pp. 82-3. Photographs by Gilles Caron (Gamma) ©
Paris Match / Scoop.
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Figure 3.23 The Sunday Times Magazine, December 19, 1971, pp. 14-15. Photograph by Don




McCullin.
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Figure 3.24 The Sunday Times Magazine, February 22, 1976, cover. Photograph by Don



McCullin.

Stern had the same idea in mind when it ventured toward men’s
magazine soft porn with cover photographs of unclothed young women.
Against an aqua-blue background the cover of May 26, 1976 revealed
the bronzed, voluptuous torso of a woman shading her eyes against the
sun so as to see the photographer better.122 Of the titles on the cover,
only the one mentioning the coming of summer has anything to do with
an image that has quite blatantly been chosen for its sexual allure (see
Figure 3.29).

The general news magazine went through a crisis in the late 1960s—
early 1970s, a period that saw the last issues of Saturday Evening Post
(1969), Look (1971) and Life (1972). Television, which was eating into
readers’ free time, winning more and more advertisers, and offering a
flood of moving images in color, was largely responsible for this shift and
forced publishers to aim their magazines elsewhere.130 Daniel
Filipacchi’'s acquisition of Paris Match in 1976 is an eloquent example.
After beginning as a photographer at Paris Match, where he met Roger
Thérond, Filipacchi bought Cahiers du cinéma, then launched a series of
niche publications including Salut les copains (Hi, Gang!) in 1962, Lui
(Man) in 1963, Mademoiselle Age Tendre (Young Mademoiselle) in 1964,
Photo and Ski in 1967, Cuisine magazine (Cuisine Magazine) in 1968,
and Son magazine (Sound Magazine) in 1969. The number of
publications and the sheer variety of their subject matter signaled a
publishing trend away from general news and toward a wider magazine-
buying range. When the Prouvost group decided to get rid of Paris
Match, whose circulation had dropped from 1.8 million in 1958 to 200,000
in 1975, Filipacchi bought it and put his longtime friend Roger Thérond in
charge.131 Beginning in 1976, as the choice of cover photographs
indicates, stories about the aristocracy and the entertainment business
prevailed over political and social news.132 Paris Match is still considered
a general news magazine by the OJD, the Office de justification des
tirages, which classifies France’s print and digital press and among other
things certifies circulation figures; but the combination of Paris Match’'s
“classy celebrities™133 emphasis and a sensationalism summed up by the
1978 slogan “Le poids des mots, le choc des photos” (The power of
words and the pow! of photos) has brought its circulation back up to a



steady 800,000 (see Figure 3.30).134

rough in London today compares with the figures for the first decade of the cent

people




Figure 3.25 The Sunday Times Magazine, June 24, 1973, pp. 22-3. Photographs by Don
McCullin.
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Figure 3.26 Paris Match, August 29, 1959, pp. 30-1. Photographs by Howell Conant © Paris



Match / Scoop.
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Figure 3.27 Stern, May 12, 1963, pp. 14-15.
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Figure 3.28 Stern, June 23, 1963, cover.
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Figure 3.29 Stern, May 26, 1976, cover.

The period spanned by Life was unquestionably a vital one in the
history of photojournalism. The circulation levels of general news
magazines gave them a visibility and a cultural, political and commercial
clout hitherto unheard of and never to be repeated. In this context
photography’s information value—especially in the case of snapshots,
which minimized the presence of the photographer—was confirmed and
the function of images in the news justified. The photographic essay as
defined by Life emerged as a further stage in the recognition of the



photographer as journalist and as such acquired mythic status within the
profession. At the same time a comparison between discourse and actual
use reveals that in fact the role of images and photographers was clearly
demarcated by the editorial teams in charge of the magazines’ layouts.
The pigeonholing of Eugene Smith’'s essays as either “photographic” or
“pictorial” is a salutary reminder that the photographer's style, as a
means of expressing a point of view, was just as closely regulated. What
must not be forgotten, either, is that these essays represented only a tiny
part of any one issue of Life, half of which was already occupied by
advertising and the rest largely given over to trivia. And while agencies
like Magnum did their best to defend the creative status of their
photographers, the handling of Cartier-Bresson’s Russian material
demonstrates that once sold to the press, images were forced into an
editorial straitjacket. Rich in achievements, this period fueled
photographers’ hopes, but at the same time often left them frustrated and
plagued by doubt. In the 1970s, when general news magazines were in
crisis or actually disappearing, photographers had already begun to
diversify the use of their images by publishing books; and the institutional
recognition of photography that was then developing generated
increased interest in reportages which had begun to circulate in various
media. This groundswell facilitated the rise of a new figure in
photography: the auteur, who symbolized accession to a status as
creator and cultural producer that justified the movement of photographs
from the press to the walls of galleries.



Figure 3.30 Paris Match, September 25, 1997, cover. Photograph by Stéphane Cardinale © Paris
Match / Scoop.




Conclusion

Beginning in the 1970s, and concomitant with the economic decline of
the illustrated press—itself notably due to the escalating influence of
television and, later, the Internet—photojournalism was specifically
affected by the overall artistic and cultural institutionalization of
photography. The legitimation of the medium hinged in particular on
acceptance or rejection of press images by museums. Photographers,
whose images were already appearing in magazines, galleries and
museums, were much in demand by art institutions: the Magnum agency,
for example, was achieving ongoing recognition through showings of its
members’ work at the International Center of Photography (ICP) in New
York, founded in 1974 by Robert Capa’s brother Cornell. The main focus
at ICP was on “concerned photographers,” as would be the case at the
Centre National de la Photographie when it opened in Paris in 1982.

During the 1980s and 1990s this emphasis on press photography
came under considerable fire as an obstacle to artistic recognition of the
medium. On a number of occasions the French critic Jean-Francois
Chevrier spoke out urging the acquisition and exhibition of photography
by museums on an equal footing with the other visual arts.! Stressing the
need for the medium’s integration into such legitimizing institutions as the
Museum of Modern Art in New York and the Musée National d’Art
Moderne in Paris, Chevrier inveighed against the creation of institutions
specifically devoted to photographic usage and practices, and was
especially opposed to the prominence given to photojournalism in
France. Thus the arrival of press photography in museums was long
seen as a belitting factor by the advocates of exclusively artistic
recognition for the medium.

The specifically photographic institutions took the opposite point of
view, and to justify their legitimation of photojournalism those concerned
—photographers, publishers, directors of institutions—opted for joint
vindication of a new figure, that of the photojournalist/auteur.2



Photojournalism and art

During the 1990s the American photographer and Magnum agency
member James Nachtwey regularly covered the conflicts in the Balkans
for Time magazine.3 In black and white, his work was characterized by
distinctive formal effects: the use of blur, the absence of frontality, and
resort to deframing and optical distortion. These images were brought
together in the book Inferno* (1999) and later shown in numerous
institutions including ICP (2000), the Museum of Fine Arts in Leipzig
(2004), and the Bibliothéque Nationale de France (2005). The prints are
currently being sold by the Fahey/Klein Gallery in Los Angeles.

This emblematic example brings together all the factors symptomatic
of the institutionalization of photojournalism: subjective involvement by
the photographer, a specific aesthetic and the circulation of the images.
This legitimation mechanism draws on the figure of the auteur as
symbolizing the achievement of a status as creator and cultural producer
whose pictures are henceforth disseminated in a variety of forms. The
photographer is now an auteur: while not relinquishing the use value of
his images, he aspires at the same time to cultural recognition by the
traditional structures of legitimation, and thus subverts the habitual status
of his photographs. This shift notably hinges on the photographer’s
personality and subjectivity. The concept of the auteur, already well
embedded in the fields of literature and the cinema since the 1950s,°
gradually found its way into the historiography of photography and, as
Fred Ritchin writes, was used to legitimize a certain creative approach to
photojournalism: “Many photographers are increasingly becoming the
‘authors’ of their own work, contextualizing its presentation themselves in
books, audio-visual presentations, films, or exhibitions, or demanding a
greater say in a publication’s ultimate use of their material.”®

The art of press photography

Institutional recognition of photojournalism also depends on identification
and acceptance of a long tradition of appropriation of press images by
artists. In 2005 modern art curator Hartwig Fischer shook up the museum



world when he presented Covering the Real: Art and the Press Picture,
from Warhol to Tillmans at the Kunstmuseum Basel.” Behind this
exhibition lay a dual ambition: presentation of a historical panorama
exploring the links between contemporary art and the press image since
the 1960s, including painting, photography and video installations; and
the embedding of this gambit in an innovative scenography notably
associating the works on show with images arriving from a photographic
agency in real time.8 Utilization of press images with established use
value makes possible projects capable of asserting their uniqueness in
the artistic domain. It would seem, then, that this photographic practice,
with its “anti-artistic products”®—and, often, its dismissal as devoid of all
aesthetic implications—in fact constitutes an essential formal paradigm
both in the field of artistic creation and that of its modes of display. Media
images—attacked, analyzed, taken over, circumvented and/or
assimilated—govern the aesthetic intentions of a significant part of
today’s artistic output. Artists are exploring the economic, aesthetic and
moral rules of today’s mass imagery through forms of assimilation that
find their fulfilment as much in the visual arts generally as in the strictly
photographic domain. A number of the artists on show in Basel—Malcolm
Morley, Andy Warhol, Martha Rosler, Sarah Charlesworth, Arnulf Rainer,
Wolfgang Tillmans—had in common the transformation of the utilitarian
press image into artistic visual experience, and the exhibition seemed to
confirm Georges Didi-Huberman’s assertion that “Contemporary art is
more interested than ever in photojournalism.”10



Figure 4.1 Bruno Serralongue, The Arrival of Subcomandante Marcos and His Guard (Chiapas),
Encuentro series, cibachrome print mounted on aluminium, 125 x 156 cm, 1996. Courtesy of the
artist and Air de Paris, Paris.



Figure 4.2 Luc Delahaye, Taliban, C-print, 111 x 237 cm, 2001. Courtesy of Galerie Nathalie
Obadia, Paris / Brussels.

This novel inclusion of press images alongside works of art prompted
one critic to describe the overall design of Covering the Real as a
“groundbreaking interactive approach.”l The works of the twenty-five
participating artists were exhibited in the classical manner, but together
with a large screen set up in the second-to-last room “so as to be visible
throughout the visit, thanks to the aligned arrangement of the rooms.”12
Succeeding each other on the screen were photographs from the
Keystone agency in Zurich, supplied by correspondents all over the
world. As Hartwig Fischer put it, “for the first time ever, the world-wide
flow of digital press pictures is presented to the public in real time;"13 this
screening, then, was a way of asserting a clear break with curatorial
tradition.

These real-time photographs of events were tied in with cut-out
newspaper images from different points in the past, deliberately shown
caption-free in vitrines in the nine rooms. The result was an ambitiously
atypical scenography focusing on the visual impact of press pictures and
their relationship with the artworks. The captions for the screened images
were available for consultation on a monitor at the entrance to the
museum. Likewise, in the catalogue, the photographs originally taken for
the press were interspersed among the artworks and all the captions
were grouped together at the end. The curator’s choice of works was



universally hailed by the critics, but the screening was sometimes faulted
as too mannered and conducive to a confusion of status between the
press images and the artworks.14 For Hartwig Fischer, “the ‘public image’
is indeed a challenging forum for artists to redefine the aesthetic
autonomy and social significance of their own work.”® This confrontation
—press images and artworks brought together as part of the same event,
and thus generating a new experience within an art institution—is now
accepted practice, and despite certain contradictions of intent has come
to be used by photojournalism institutions long refractory to this kind of
challenge to the métier. In 2006 French photographer Eric Baudelaire
showed a war scene at the Visa pour I'lmage photojournalism festival in
Perpignan. Commissioned by France’'s Centre National des Arts
Plastiques, the diptych The Dreadful Details employs a form of realism to
portray an imaginary moment from the war in Iragq. Working with
professional actors, Baudelaire used a Hollywood TV series set—a kind
of outdoor stage. The overall size of the prints (209 x 375 cm) and the
diptych form combine to produce pictorial reminiscence, with the
photographer seeking to integrate his work into the history of art and the
visual tradition of representations of war. In two images Baudelaire
groups various dramatic scenes of the kind preferred by the media and
applies the war-image codes of the press and television. The Dreadful
Details was shown in the former Dominican convent in Perpignan amid
press images produced by other photographers working in a classical
vein.

Photojournalism as formal paradigm

The confrontation between press images and artistic practices is also
taking place on the terrain of contemporary photography.1® For artists
Roy Arden and Jeff Wall “the classic sense of art photography was
defined by photographers who wanted their work not to be bound by
photojournalism, but still to make some claim to be reportage. But
photojournalism was, and is, such a dominant social institution that it
seemed that everyone positioned themselves in relation to it."17 Thus the
need to tackle press images seems a decisive factor in the defining of art
photography. Working in a documentary vein leads many photographers



into the same territory as photojournalists and obliges them to work under
the same conditions: Bruno Serralongue “regularly attends events that,
for a few days, will be making waves in the media.”18 His trips to Chiapas
(1996, see Figure 4.1) and the World Summit on the Information Society
in Geneva (2003) were opportunities to explore the codes, procedures
and formal approaches of press photography,1® and the resulting works
are notably intended as a response to the process of cultural and
patrimonial legitimation impacting a photojournalism now anointed by
numerous exhibitions and sundry attempts to build up a collectors’
market.20 For photography historian Michel Poivert this prestige boost for
press images reflects the temptation of a “history photography” that
would seem to be slotting photojournalism into the status niche left
vacant by painting.2! Similarly, in 2005 the Maison Rouge contemporary
art foundation in Paris presented a selection of panoramic photographs
by Luc Delahaye. Since 2001 this ex-Sipa and Magnum veteran has
been travelling to the world’s hotspots and returning with mostly frontal,
wide angle, documentary-style images: the wars in Afghanistan (see
Figure 4.2) and Iraq, the dismantling of the colonies in Palestine, Mass
being celebrated by Pope John Paul Il at St. Peter's in Rome, the
Indonesian city of Meulaboh after the tsunami, all captured in panoramic
format. Addressing high profile events with a cumbersome apparatus
offering a limited number of shots per roll of film, Delahaye achieves a
distance enhanced by his large-format view camera.2?2 His aim is to
differentiate his work from press photography while occupying the same
media terrain as photojournalists. The implementation of this artistic
project, contingent as it in on a tool that excludes any “snapshot”
approach, has its roots in an emphasis on landscape and the importance
of the out-of-frame.23 The imposing format of his prints is suggestive
more of a painterly than a photographic tradition, to the point where critic
Michel Guerrin has even spoken of “historical tableaux.”?4 But despite
significant recognition on the international museum circuit, Delahaye also
attracts critical flak: he has been accused, for instance, of a formal
glamorizing of newsworthy subjects that induces “a more than dubious
spectacularization of the event.”2>

Despite the insistence of critics resisting the inclusion of press
photography in the museum, the press image/artwork nexus is becoming
more common in the exhibition context. In 2014 the Centre Pompidou-



Metz presented Paparazzi! Photographers, Stars, Artists,2% curated by
Clement Chéroux, then chief curator at the Musée National d'Art
Moderne. Focusing on a practice widely disparaged—including in
photojournalism circles—the project triggered something of a media
storm with its mix of stealth photographs, magazine images, and
artworks.?” Its investigation of the aesthetics of news pictures drew
considerable critical ire, mostly revolving around the habitual allegations
of “moral offense.”?® And yet, without lumping artworks and press
photographs together indiscriminately, these innovative institutional
projects seem decisive in, finally, giving media images their place in a
general history of forms and representations.
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