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ébstract

The history of photographic serial imagery
cannot be taken in 1isolation. It shares many features
with various ancient and medieval visual serial texts
and later painted series. Nor <can the conditions for
its creation be divorced from the theatre, the magic
lantern and film. From its inception photography exploited
serial texts, mainly in reporttage. advertising, the photo-
roman, and art practice.

There afe various problems in the characterisation
of narrative. An examination of traditional problematic
areas shows that 'visual narrative' depends ultimately
on the signification of a state change through the use
of a transfg@ational matrix,

Narrative, however, works on three levels.
The 'text' can be defined according to the traditional
features of visual signs which motivate the imaginative
construction of the object through the image. Serial
narrative texts also require basic signifying conditions
which establish relevant differentiations and cohesions,
for which the interstice is to be considered as the point
of narrative montage.

The narrative work also involves organisational
features on the level of 'discourse'., Following a Genettian
analysis of discourse and story relations indicates where
the static visual narrative's strengths and weaknesses
lie and where the analysis needs to be extended or reduced.
This applies to temporal relations as well as focalisation
and modality.

The incorporation of the verbal text also needs
to be considered. The accompanying verbal can be formally
divided into title or text, but functionally it will
depend on the strengths and weaknesses of the visual's
textual and discursive capabilities. Text and 1image can
only be seen in symbiotic*relation.

Ultimately, however, a consideration of the
role of the reader and the sign as read 1is vital. One
would have to consider other pragmatic and ideological

factors which are involved in this activity.
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This thesis grew from an interest in visual

serial texts, and especially those serial works with
a strong narrative base. There is a lack of work dealing
with the use of serial imagery in general, and a 1lack
of work dealing with +the establishment and operation
of non-animated serial visual narrative texts, but for
present purposes it was necessary to reduce this vast
field into one of more manageable proportions. An interest
in photographic theory and practice, and especially 1in
those photographers using serial imagery, 1led to the
present proposal to consider the question of how the

static photographic narrative series could be most

successfully defined and described.

The object of study can be situated in a number

of ways. As a visual serial text it takes its place histor-
ically within a long tradition of non-animated visual
narratives with which it might still be expected to have
much in common. Describing this history, however, still
begs the question of whether a series of images necessarily
consitutes a narrative. In traditional art historical
works, for. instance, there is widespread use of the term
'narrative! with 1little agreement about its meaning,
especially in relation to type of text. Thus we would
also have to analyse the minimal requirements for the
establishment of narrativity in a wvisual serial text,
and the operation of this particular type of narrative

discourse, considering! along the way, its closeness



to the filmic text (which is the only other visual narrative

text widely discussed). We would also have to be aware
of the operation of a narrative text resultiné from
visual/verbal combinations, another area which has Dbeen
little considered hitherto. This type of analysis might
finally lead to the possible consideration of the viewing
subject which this kind of text requires.

The object can also be situated according *to

the method of analysis which is to be used. -But, analogous,

almost, to the way in which the object of study lies
!

between various categories of text (animated and

non-animated, single and serial), it <can be placed in

the middle ground between various already existent types
of analysis. Thus. we would have to consider both film
studies (which has done much to define and describe a
particular kind of photographic narrative which 1is close
to our own object) and narrative theory (whiéh has done
much to define and describe the operation of narrative
itself, but mainly in application to the 1literary). Both
these fields claim wider application -~- but only an analysis
which is closely allied to textual considerations, which

the present work proposes to be, will be able to test

this applicability.

We are also faced with a choice of analytical
method, based on either a "strictly semiotic approach

or one more in 1line with traditional aesthetics. The
answer to the above 'dichotomies', however, 1is that it

iS better to glean *fI"OHl film StUdiéS and narrative theory,
semiotics and aesthetics, those aspects of the respective

theories which contribute most +to the illumination of

the object of study. Occasionally this might suggest



(=)

an uneasy marriage of the practical and <the analytical,

the terminologically rigorous and the conceptually vague,
but such an approach does at 1least help us ¢to be able
to outline those areas which have already been successfully
dealt with (e.g. narrative structure and plot typology)
while spending more time on those which are in need of
more detailed analysis (e.g. minimal narrativity and
narrative frontiers). The shortcomings and strengths
of already existing works will be outlined in individual

chapters., The intention is not to provide the definitive

analysis, but rather to suggest areas of study and methods
of analysis, even if there is not space within the present

1imiZts to carry out the analyses with the fullness they

deserve,

It was hoped to keep the corpus of examples

to a minimum, for reasons of spatial economy. The examples

referred to most often are taken from a small corpus

which should represent in part the variety of photographic
narrative works at our disposal, and there is also a
supplementary corpus of works included 1in the visual
appendix. For practical considerations the references
to these 1illustrated !'figures' in the visual appendix
are placed in the right hand margin as near as possible
to the title reference in the main text. Authors' works
are referred to both by surname and date in the main

text, but more specific references, including page

references, are also given in the notes,



1. HISTORICAL BACKGROUND



HISTORICAL BACKGROUND

Introduction

onpak e Sy S——-E a— e A S

An attempt to outline the historical background
to a system of communication can be faced from the outset

with a series of problems. Not least of these is related

to the idea of history itself as a process of narration.The

-

historical overview is often locked into a strict
chronological framework which dominates the selection
and organisation of events. The research itself becomes
submerged in the task of dating, allied to the necessity
of presenting the material in a causa£ compaction.

Histories of photographic communication have
been particularly dominated by work concerning two main
fields: the his.tory of photography and the history of
cinematography, both of which have largely been grounded
in the technical. Traditional concern with technological
development (e.g.' the history of 'jcinematography' not
'cinema') has involved research into the discovery, invent-
ion, pat.'.enting and exhibiting of apparatus (often tinged
with a nationalist sentiment) such that the process of
conceptualisation itself has remained 1largely submerged.

If we were to regard this process as in some way paradignh-
1 ﬁ

atic in the Kuhnian sense, then describing it would point

out 'ﬁhe need to cast the net wider in terms of the backgr-

ound from which a particular type of communication develops.

As attempts to outline the wider cultural back-



ground to the development of types of photographic commun-

ication systems, the works of Gisele Freund
(EEEEES_EEEEEE_EE_EELEE.‘%EP{r Editions du seuil, Paris, 1974)
and  John L.  Fell  (Film and the Narrative Tradition,
University of Oklahoma Press, Norman,1974) remain

exceptional, especially in their attempts to deal in
the one case with the historical and societal background
and, 1in the other, with the historical and cultural

background pertaining to the development of particular
communicative acts. Reliance on a strict 1linearity will
tell us 1little more than <the order of t;;e appearance
of any particular form in its official guise and it will
tend to comingle certain separate developments: for this
reason the present study will attempt to contextualise
the photographic narrative within a variety of ‘'histories',
retaining a vague chronology and division corresponding
to apparatuses and their development; photographic narrative

2
will be seen as a confluence of various historical strands.

As regards the object of study 1itself, the
process of historicising usually necessitates a coherent
vision of a central protagonist. At this point, however,
we are operating without an a_priori notion of ‘'narrative',
although' the study 1itself attempts to follow through
a path relating to the development of serial 1imagery,

accepting from the outset -the 1link Dbetween narrative

and serialism in the +visual arts (this connection 1is
justified in Chapter Two). In the sense that the development
of a particular type of communicative act represents
the tacit agreement in practice of senders and receivers

of the message, the rise of a particular form 1is the

10



result of absences as well as presences: it 1is defined
by what it 1is as well as what it is not, in this case
the abandonment of single 1image texts without the use
of extensive animation, in particular that 1incorporating
the persistence of vision. Photographic narrative thus
takes its place among a number of histories of the use
of nonranimated serial imagery, the development and use
of photographic processes and the public and private
production and consumption of narratives of various types.

For present purposes, working with a notion of serial

imagery will mean that the object of study c;nsis‘cs mainly
of those texts conceived within the dialectic 'of repetition
and transformation, the 'series' thus retaining some
kind of similarity while positing some kind of distinction
between at least two consecutive images. It will not
be possible at this stage to -‘isolate the images from

the verbal texts with which they are combined.

The Non-Photographic Heritage

The term 'narrative' has been traditionally
used, as it still is, in studies of the arts to mean
single images with strong diegetic content (e.g. active
scenes, vignettes and so on as opposed to more static
representations). This usage, which is common, has more
to do with the actual image content than with the process
of communication, but it has only rarely been challenged
by serious analysts of 'narration' in the arts attempting
to refine the terminological apparatus. Such an attempt

was made in 1955 at the 57th Annual General Meeting of

11



the Archaeological Institute of America which, despite
the general conclusion that narrative could be defined

as: 'that form of representational art in which the artist

advances from the rendering of the typical and the c¢asual

3

to the specific and the noteworthy' witnessed a confluence

of studies around serial imagery, Dbefore such a general

4

conclusion could be reached. What Groenewegen—Frankfort
and others realised was that serial imagery had Dbeen
in use from at least the 0ld Kingdom of Egypt onwards
for the expression of what they regarded as primarily
monumental and stereotypical, later more personal and
specific 'histories'. The first thing that c¢an be said
of photographic narrative 1is that it wutilises a basic
technique with a long history.

The use of serial imagery for narrative purposes
is a form of representation which has appeared 1in mo%t
societies known to the West, and while it would not be

appropriate to trace the history of this form as though

it represented some kind of inter-~societal 1link, one
could perhaps draw general conclusions from earlier examples
of its use. For instance, most of the early examples
of the use of serial imagery appear in a public domain,
often within a monumental <.':t:>-nte:x1:,i...5 The tomb provided

the artist with a context of encomium in Han Dynasty

China as much as in Mesopotamia or 01d and New Kingdom
Egypt, such that the images 'narrated' by means of the
cohesion and development of a selection of ideal or salient
moments from the past life. The impetus of typification
and commemoration underlined the notion of visual

'quintessence'—~— a basic narrative concept. It 1is true

12



that the development can be traced, especially in the

Old and New Kingdom friezes in Egypt, from the outlining
of exemplary qualities in typical noteworthy acts (of
domestic and/or public 1life) to the outlining of the
exemplary qualities of more individual noteworthy acts,
but the process of narration remains very much the same:
the monumental series represents the nodal points of
the respected life.

For temporally more condensed narratives we

have to look to battle scenes of the 1late New Kingdom
in Egypt or of the palace reliefs of Assurnasipal (885~
860 B.C.). Here, the condensation of an actual event
lessens the effect of typification, and in the latter
there is an effect of suspense which Groenewegen—Frankfort
maintains is a result of the lack of narrative signifiers
of outcome. Already, at Amarna, the narrative had developed
alongside a sense of spatial textuality such that different
stages of an event could find an allocation on a certain
tract of wall, the narrative itself having been broken
into separate strands. One is reminded. of the polarities
at work in the medieval tympanum or stained glass.

Although . Groenewegen — Frankfort and others

constant:'ly connect the increase in narrative sophistication
and individualisation of c¢content with the process of
secularisation, we have to be wary of applying such

conclusions c¢ross—culturally. The medieval period in
Europe, which has been noted as another seminal period
in the development of visual narrative art, saw the rise
of a sophisticated narrative form in a private as well
as public domain within a profoundly religious context.

As Otto Pdcht notes (in The Rise of Pictorial Narrative

in Twelfth Century England, Clarendon, Oxford, 1962) ,

13
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such an 1ideological background had a direct effect on

narrative content and style, and he postulates parallel
religious and secular 1:1"5.1d:'r‘.tit:msq..7 In both religious and
secular visual narration of the period, e.g. the Bayeux
'Tapestry’', ideological significance, one might even
say connotation, 1is visually extracted by the use of
nondiegetic gesture, extraneous commentary or direct

address. In medieval saints' 1lives, whether narrated in

manuscript or more public forms, gestures and figure
movements act as a sort of narrative thread, weaving

the diegesis across very abrupt changes (often miraculous), (Fig.1)
which signify by their very extremity the sacred mystery
of divine intervention.s

According to P¥cht complete bictorial stories
of the medieval period grew largely from the <concept
of extended 1illustration and are closely tied to the
book form, and they mark a sharp break with the past.s
The novelty attendant on illustrating an unknown 1life
can perhaps be contrasted with the more monumental tradition
of biblical 1llustration which developed in the more
public cathedral arts and became very much a method of
signalling the known story to the illiterate, or utilising
the sinéle images as some form of distillation and mnemonic

(c.f. for instance the Stations of the Cross) of highly

ritualised texts.

The dichotomy of public and private narrative
space, a theme which runs thoughout the history of visual

narration, 1is 1important for +the understanding of the

development of different narrative forms. A culture in
which private space might be saigd to have been more

vital, that of Japan, produced at the same time the more



sophisticated form of the 'Emaki' or picture scroll.lo

Even this style, however, which was eventually replaced
by the picture book, has some similarities to the Bayeux
'Tapestry'. Common to both, for instance , is an incorpora-
tion of stylistic alternatives into the organisation
of the picture space. The Emaki wused both alternating
verbal/visual narrations as well as continuous pictorial
styles, and signified temporality within separate spatial

articulations and within the same space, as did medieval

images. The latter technique, of placing the same character

more than once (but at perceived temporal remove) within (Fig.1]

the same scene 1is a characteristic of many images of
the period, and represents an attitude to pictorial space
which disappeared with the development of the perspective
system and its reliance on the single viewpoint and the
fixed frame.

Indeed The Bayeux 'Tapestry’ seems to haveﬂ
incorporated techniques of visual narration which can
no longer be read with the same ease, tied as we are
now to obsessively 1linear unidirectionality. Such extreme
vectors find +their greatest  contrast in the vertical
cross cutting of the romanesque tympanum or the stained
glass text, but even the !'Tapestry'! shares with the Emaki
the visual punctuation of the landscape features which
divide the narrative space with uncertainty for wus. And

although, as Wormald suggests, its style was learnt from

11
book illustration,it nevertheless incorporates the strongly

visual parallel text——a kind of commentary which runs
parallel to the main body of the ,story, where the images

rebound from one another. At one point this sophisticated

15



narrative seems to defy our notions of consecutive
temporality and concretize +the narrative space for the

sake of flashback, although this is a point of argi.xment..l2

If the Bayeux 'Tapestry! represents one of
the most sophisticated developments in narrative form
one need only mention the incorporation of speech into
the pictorial space 1in fourteenth—century woodcuts to
approach visual narrative forms not greatly removed {from
today's comic strip. The graphic freedoms at work 1in
the 1latter, however, tend to bracket this form along
with the medieval texts and their fluidity of perspective.
Although the addition of speech texts doubtless imbued
the pictorial stories of 1late medieval picture books
with an added immediacy, it was the adoption of the
perspective system which had a refining effect on visual
narrative texts. With the dominance of visual arts in
the West by the perspective sys. tem, the ideology of

realistic representation through the two dimensional

reproduction of the retinal image had begun 'to take hold.
The dominance of the perspective system represents a
hegemony w‘iich envelops all forms from now oOn, leading
in a direct path to the use of the camera obscura and

eventual'ly to the registering of light rays on photographic

13
plates.

Photography itself was developed at a time
when +the enthusiasm for realistic representation was
at its height, and both public and private imagery reflect-
ed this. The use of photographic narrative texts, however,
is related . to the rise of various types of tgpectacular’
entertainments, as well as the development of private

visual texts. Photographic narrative in both domains,

16



however, is related to the satisfaction of optical demands,
2 fact which underlies both public and private
manifestations,

In the public sphere, one of the most dramatic
developments was the rise of the theatre. This historical
thread leads us from the medieval picture story to the
later forms of theatrical entertainment. What 1is relevant
here, however, is the rise of the 'spectacle', particuarly
throughout the eighteenth century, and the more private

14

forms of entertainment which satisfied ocular sensations.
When discussing theatrical, as well as other public forms,
it is vital to bear 1in mind the parallel developments
in a more 'private' or at least domestic setting. As
regards the use Qf serial imagery, the same themes appear
constantly in the theatre (which hadL d;rived ultimately
from church ritual) and the peepshows of itinerant showmen
in miniature form, for instance. Here, the miniature
theatrics c¢ould be provided for individual spectators,
or small groups. Such reduced parallels could incorporate
sophisticated changes of scenery, lighting effects and
indeed animated characters if necessary. Similar themes
were also reproduced in puppet shows and various kinds
of clockwork entertainments, some satisfying a desire
for trompe l'oeil, some hoping to reproduce or rival
theatrical performance, where the initially religious
content could satisfy +the more pious. Developments in
public visual narrative form are constantly mirrored
in more intimate experiences.

In the eighteenth century +the desire for trompe
l'oeil or fascination with illusion was manifested 1in

the popularity of automata and waxwork figures. At this

17



time the use of the mechanical model represents in itself

the two different strands of optical satisfaction which
have been noted by Altick (1978, p.64). The first followed
the tradition of the 'animated phicture'-—-—- a scaled down
reproductive process which relied on perspective to 'repres-
ent'; in this context the peepshow, marionette theatre
and other miniature forms are noteworthy. The second
activated a different kind of spectating space, hoping

to present an 1illusion of vitality, usually through the
employment of life—size models. In this context automata
and waxwork figures lie largely outside the quest for
types of serial imagery, even though +the 1latter were
often presented 1in ‘'animated tableau! form. When making
this type of distinction, however, it must be noted that
the incorporation of varying effects into a muiti“—layered
text is common. Even fundamentally two-~dimensional texts

like the later diorama and panorama are known to have
involved life-—-size props placed against Ehe image.

The impulse towards faithful representation
and the desire for visual spectacle informed the development
of theatrical design, and the history of the theatrical
backdrop reflects the dichotomy between the ocular aand
the intéllectual. Hassan El1 Nouty in his investigation

15

of 'pre-—cinehma' plécesm great ef.npflasis on the rise of

optical spectacle, the development of stage machinery

and the mastery of illusion, in which he sees the germ
of cinematic expression. He, however, differentliates
between 'spectacles d'optique' and ‘spectacles oculaires',
distinguishing the attempt at the illusion of authenticity

16
from the attempt at authentic representation. Regarding

18



the development of the theatre backdrop and its succession
of scenes—-— a central influence on the development of
the <technique of visual narration, particularly ofd a
public kind-—-—this distinction is hard to maintain. The
desire for some kind of illusionistic representation
and the satisfaction of ocular desire is similar no matter
how the viewer is situated.

Various techniques associated with the increased
sophistication of theatrical design were felicitously
transferred to other forms of narration, especially as
the theatrical backdrop became more and more . ingenious.
With the growth and improvement of projection apparatus,
exploiting lighting effects in a darkened spectator space,
opportunity arose to <create 1intricate public projected
narratives. The interest in such narratives in turn stimul-
ated the production of new and mixed genres. In 1759,
for instance, Garrick had introduced moving shadows at

the end of his popular pantomime Harlequin's Invasion

3 3 1 1 ey A yge AR Sl Sk SR SRR SR SV S (i S Al

and the 'Chinese Shadows' (although originally of Turkish
origin, with a long history) were wholeheartedly introduced
at the end of the eighteenth century as an independent
narrative form. Incorporated into <the characteristically
varied 'programme, the shadows reproduced stories which
had earlier been seen in the domestic circle in projected
magic lantern images, or in public animated tableaux.
Although shadow shows could not approach the reallsm
of a projected painted (later to be photographic) image,
they were not ousted by the development of more complex
visual narrative forms; indeed <there was a resurgence

of interest in shadow shows at the end of the nineteenth

century, which 1in Paris lasted until the First World

19
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17

War (albeit in a bohemian milieu).

The wuse of successive scenes in the public
theatrical setting had its counterpart in the more 'private'
mode of illustration. Both modes, developed as visual
narrative, underline the 1increased independence of the

visual strand. Thus the painted and engraved series of

Hogarth show the narrative 1idea again arising from the

prominence of the visual when extracted from a more complex (Fig.2

text. Hogarth 1s said to have drawn his inspiration both
from the theatre and from 1illustration to 1literary works,

and precedents usually cited are series of painted

illustrations (e.g. Francis Le Piper (1640;-98): Hudibras

illustrations; John Vanderbank (1694-—1739): illustrations
18

to Don Quixote): Hogarth, however, pioneered the use

A T T S S SR Sk S S S S

of the visual series in constructing an original narrative.

Although he was aware of the theatrical basis of his

characterisations, and prefaced his serial work with

19
a set of ilustrations to Hudibras (1725—26), Hogarth

must also be 1linked to a 1longer tradition of painted
cycles (Bindman, 1981 cites Rubens'

20 H
History of Marie de Medicis but the tradition must at
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least go back to medieval narrative cycles and
{llustrations, through the seventeenth-—century examples
of Italian cycles of popular engravings on moral subjects).
Hogarth, and the numerous artists who followed his 1lead

in serial art, apart from pointing to the advance 1in
narrative technique which derived from his sophisticated
use of gesture, suspense, lay out and organisation, also
points out for us the importance of the visual at the

time, when the published illustration straddled the 1line



between the public and private sbheres.21

The development of strong illuminants for project-
ing apparatus (particularly limelight and 1later the oxy-
acetylene hydrogen 1lamp) made possible 1larger audiences
and also enabled projectionists ~to develop narratives
exploiting light change and mobility. In 1797 Robertson
created a sensation in Paris with the ‘'Phantasmagorie?,
a spectacle which utilised a moving magic lantern +to

increase and decrease the size and luminosity of macabre
spectres (many of them dead political figures). Apart

from the topicality of the subject matter, the sensation
was 1increased by the setting,zzﬁand the possibility of
suggesting movement. It is interesting to note that the
popularity of  Robertson's spectacle suffered greatly
once the secret of his technique was known, but it was
not long before the 'phantasmagoria! became part of variety
shows, and the magic 1lantern was introduced into the
regular theatre under this name.

Along with these 1individual de\(elopments and
techniques satisfying the sense of illusion came texts
incorporating a variety of signifying systems. It must
be said that, Jjust as Robertsoni had achieved his effects
by the combination of spoken texts, sound effects, music,

projected images and props, so the purely visual text

is rare, especially where projected images were involved.
Towards the end of the eighteenth century public narrative

spectacles appeared, outside the traditional theatre,

which combined a variety of techniques in the quest for

'‘Eidophusikon', which openediin 1781, exhibited a storm

at sea by combining transparent screens, lighting effects,

21



clockwork models, chinese shadows, music and soundu effects.
Later, the same entrepreneur produced an animated vision

of Milton's Pandemonium, with great success.

At this time too other large scale representations
were developed which were to prove enormously popular
——a public counterpart to the profusion of optical <toys
which exploited ocular sensation in a domestic setting.
Principal among these was the Panorama introduced by
Baker in 1787, a circular painting on a grand scale
encompassing 360° and completely surrounding the spectator,
thus relying to a certain extent on visual disorientation
for its effect. Completely enveloped and in a situation
of semidarkness, the viewer had no means of comparison
through which to orient his or her position.l Although
the wide panoramic vista had been used before, the use
of a circular space succeeded in increasing the illusion.
The circular panorama became one of the most popular
of eighteenth— century spectacles, as did the panorama
which moved across the spectator's field of vision, the
latter a common item in the variety programme._ Although
the extensive view of the panoramic image does not
superficially adhere to the idea of serial imagéfy, it
seems that a number of panoramas were created under some
kind of narrative impulse, often stimulated by' thej nature
of the subject matter.Most moving panoramas, in which

the image or images were drawn across the spectator's
field of vision, narrated a voyage and its vistas, and
allthough many stationary panoramas represented a seemingly
static view (e.g. Baker's panorama of 'The Environs of

Windsor!'), ﬁany responded to the demand for ‘topical reconst-

22



ruction of recent events. (The Berlin Panorama became
well known for 1its up to date news 4items.) Panorama
progfammes themselves reveal, in connection with the
latter kind of subject matter, an unmistakable sense
of consecutiveness, allied to following the given 'plan’
of the spectaéle, which was organised on a vaguely temporal/
topographical basis. Examples of +this kind of nascent
narrativity across the single framed space remind one

of the medieval wvisual recounting of events within the

same rectangle.

Throughout the nineteenth century the Panorama
became increasingly allied to +the notion of scientific
and topical knowledge (this notion survived especially
in Paris), and ,it is not surprising, given this kind
of 1ideological background, that attempts were made 1in
the later nineteenth century to apply the photographic
image to the Panorama. Nor is it surprising that Monet,

working in a different medium, should produce panoramic

23
(and serial) imagery at the same time.

Operating - within the ideology of instruction
probably caused the Panorama to be perceived as less
and -less an occasion for satisfying ocular sensation.
In July 1822, however, Daguerre, who had been apprenticed
to Prévost the - stage designer, exhibited enormous
translucent paintings under changing light conditions,
thus reproducing the striking 1lighting effects which

had been exploited in the theatre. This spectacle, The

Diorama, maintained the idea of performance in the viewing
situation. By exploiting the notion of image change within

the same space, Daguerre came closer to signifying the

notion of temporal progression, thus imbuing the exhibited
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images with a stronger narrative intent. The Diorama,
too, provides a closer parallel to those optical toys
of the time which rely on surprising transformations:
lithophanes (semi — transparent porcelain), thaumatropes
(images which combine when spun), anamorphic images
(revealed through corrected perspective) and so on. The
transformational matrix, which provides the basic condition
of narrativity, has a 1long history in optical toys, and

an even older counterpart in magic lantern transformation

slides.

Although there are examples of Panorama pictures
which show the same scene under temporal change (Canterbury
Cathedral Library contains a guide to the exhibition
of summer and ,winter views of the polar region, for
example) ,24 their simultaneous exhibition encourages the
use of a comparative matrix, whereas the Diorama's success

depended on the emphasis of the notion of succession
and surprise, achieved by replacing one image with the
other, and control .of spectator freedom (in early Dioramas
the spectators were revolved). Later, when more
sophisticated Dioramas were developed, for example the
'Diorama & double effet' incorporating front and -back
lighting‘, screens, opaque and transparent - images, it
was possible to narrate a complete seasonal progression,
or any development in several stages, although most Diorama
artists confined themselves to topical subject matter.
Attempting to increase -the illusionistic and
the sensational while trying to cater for a more and
more sophisticated viewing public 1led to more complexX
texts: Langlois added props 1:'.0 his panoramic views, later

combining photographic with painted images} Daguerre
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introduced props and music into his Paris Diorama, but
it was not a success. Perhaps these metteurs en scéne
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were battling a more knowledgeable viewing public (one
remembers Robertson's experience) or overloading their
spectacles; whatever the reasons, the panoramas and dioramas

lost ground against more popular forms of wvisual spectacle,

as representation itself became more sophisticated.

Daguerre's own interest in light and its
representation resulted in his investigations, following
Niépce, into the photographic registration of images,
and his announcement of the technique of Photography
in 1839, From the beginning the public exhibition of
photographs was not «confined to the single 1image, and
it is intere‘sting to see Daguerre himself exhibiting

more than one view of the same group of houses, and Nadar

later exhibiting eight heads of a pierrot at the 1855
Paris exposition (the first exhibition to allow meaningful
space to the PhOtograph).zsserialism can, of course, provide
a variety of links between images, and we are not suggesting
that al]: examples of a series represent narrative form,

but it. must be said that photography appeared at a time

of capitalist consolidation, almost exactly contemporaneous
with the serial novel, and multiple commodity production.
In this sense it 1is not surprising to see the multiple
nature of a number of photographic products at the time,

an impulse which must have increased with the develop-

ment of the negative~positive process and faster operating
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times.

Early photography occupied a public site in
some part defined by documentary and scientific impulses.
It occupied a space which had satisfied <the desire for
verisimilitude and the public documentation of newsworthy
events, along with the accumulation of knowledge (particul-
arly, in travel documentation, knowledge of distant countr-
ies accumulated with the acquisitions of the Empire),
In these spheres the photographic series played an important

role, one which had 1largely been the reserve of the

Panorama; before the advent of film and television, the
photographic series provided the fuller visual documentation
of events of public interest. Hill and Adamson used the
calotype to follow the various phases in the erection
of the Scott Memorial in 1844, 1In 1848 Alois Locherer
made a series of six images of the transfer of the great
statue of Bavaria from the foundry to its position 1in

front of the Hall of Fame in Munich. The funeral of the

Duke of Wellington in 1852, <the visit of Napoleon IIl
to England in 1855 were both subject to photographic
‘cover' by the series. In the latter two cases this kind
of serial document 1is made difficult by the lengthy
operatiﬁg times the process required at the time. Temporally
more extended architectural feats were easier to document:
Delamotte, for instance, published a total of 160

photographs of the rebuilding of the enlarged Crystal
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Palace in 1855. A similar seria]/éocumentary notion probably

influenced the use of photography to cover the events
of various military campaigns and foreign expeditions.
In various spheres photographs came ¢to replace

those images (particularly those which 1lent themselves
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to mass production: newspaper, book and magazine 1illustrat-
ions) where 'realistic’ documentation was required. This
is true especially of travel literature, where non photogr-
aphic illustration probably tended to reinforce a personal
vision, and photography operated under a more 'objective’
ideology. As 1illustrations, photographs became privileged
significations of knowledge in scientific and topographical
literature. In the more abundantly illustrated works
of travel documentation the ubiquitous use of photographic

imagery overlays them with an unavoidable sense of serial

progression, which in turn reflects their status as dominant
signifiers of event. If one looks, for example, at Thomson's

27
China and Its People (2 volumes, 1873) the narrative,

which moves largely through the photographic images,
explained as they are in following texts, relies on a
visual series describing the photographic act as the
basis of the cumulative power of the artist's vision;

it is strikingly contrasted to the small section of written
narrative in Volume 2. In this example the photographs
can thus be read as the traces of an event, rather than

mere illustration to a main text. This notion still sustains

first person travel documentations (the works of Hamish

: 28
Fulton or Richard Long for instance).

Photography fulfilled the role of ilustration
in .any book vrequiring visual punctuation, especlally
where "the sgubject matter was scientific or dpcumentary.
Artists, too, attempted the use of photographic jllustration
in more fictional or non-—scientific texts. As early as
1843 John Edwin Mayall produced, in Philadelphia, a set

of daguerreotype 1illustrations to the Lord's Prayer,

and in 1848 six plates based on the poem A Soldier's Dream
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by Thomas Campbell, showing the survival of the separate
illustrative series from the Hogarthian works of the

eighteenth century. F. Holland Day, an exponent of
aestheticism, posed himself as Christ in his serles

The Seven Last Words of 1889. This kind of photographic

illustration of 1literary, particularly religious works

seems to have been more prevalent, or at least more popular,
in England, probably because of its relation to the express-

ive tableau: a manifestation of +the English taste for
this sentimental genre. The French c¢ritic Louis Figuier,
noting that the content of certain photographs exhibited

in the English section at the 1859 Paris exposition was

related to the parlour game of ‘'Tableaux' popular in
England at the time, commented: 'faire poser sept & huit
personnes dont les physiognomies expriment chacune un
sentiment, c'est une entreprise puérile et d'un succées
impossible’ .29 However, +the photographic illustration of
literary or non-scientific texts became exceedingly popular

throughout France and the rest of Europe with the advent

of the postcard and the illustrated song.

There are a number of fields in which photography
was substituted for other images in the early period,
and later incorporated a sense of serialism. In the field
of portraiture, for instance, the photograph came to

occupy a major role. Even before the development of simpler
and cheaper processes, the photographic image had come
to usurp the painted portrait and its role as a token
of social success and self esteem. With the further

development of shorter exposure times and image

multiplication the photographic portrait was endowed

with a currency it had not known hitherto. Freund points

28



29

out (Freund 1974, p.l2) that the photographic portrait
provided for the rising bourgeoisie an expression of
the cult of personality, occupying the space already

filled by the miniature portrait (many portraitists made

the transition from one métier to the other), silhouette
and physionotrace. She fails to mention, however, the
effect that the development of the carte de visite had
on the photographic image itself. Although the introduction
of the ambrotype in the mid 1850s did much to encourage

the dissemination of cheap portraiture, any coplies made

from from collodion (wet plate) negatives were extremely
expensive. The photograph was a unique record, and it
was only after Disdéri devised and patented his process
for taking many portraits on one plate in 1854 that the
photograph can be said to have achieved a real currency,
and the image in multiplication pefmeated soclial
intercourse. Miniaturisation and multiplication had the
effect of dedindividualising the portrait, of increasing
for all classes the typification of pose and background,
and it also had the effect of demystifying the single
image. However much the stylisation of  pose, the
differentiation between 1images allied to th‘e temporal
lapse became more apparent in combination. The portrait

became no longer a single image of a single event, and

serial portraits can be found which exploited this

w 30 (Fig.3)

chronological differentiation. |
Fall in price, dissemination ‘and popularisa-

tion of the photograph provided the best conditions for

image collection, and ushered in the photographic album.

With the availability of photographic apparatus and the

dissemination of cartes de visite it became possible )(°"



households to record acquaintances and major domestic
events.The album offered a narrative of family 1life which
often centred on the social existence of one individual,
a marriageable daughter, for instance. Thomas (1978)
discusses an example presenting the 1life of Emma Mary

Hoyle, a Yorkshire landowner's. daughter, in which the
climaxes and tensions of her life become apparent through

the collected 1images of herself and others.al Even where

coherence is not provided by a central protagonist, the
family album remains a chronological series narrating
the climaxes of domestic life.

The mania for collecting which had been made
possible :by the easier copying and dissemination of the
photograph, applied ¢to two other photographic products
which played an important role in the development of
serial imagery: stereoscopy and the postcard. Neither
of these two developments can be readily identifed with
a space already occupied by non—photographic 1imagery,
and both of them promoted the use of serialism more than
any other contemporary development.

Although Brewster had experimented with . the
stereoscopic view and photography in 1849 and introduced
his lenticular stereoscope in 1851, stereoscopy - did not
become fashionable for the first - time until the 1860s.,
It satisfied at once the desire for verisimilitude and
optical fascination, and it quickly progressed from single
views (mostly landscape sets) to simply structured chronol-
ogies which recounted trips and explorations. The subject

matter was further extended, as a parallel to family

album material, to simple narratives of domestic life,

leading finally to invented stories of a more private



31

nature. Many of the posed sequences produced at the height
of the stereoscope's popularity (it became extremely
popular for the second time at the end of the nineteenth
century) duplicated the events of the bourgeois family
(the wedding and the party are common subjects of the
stereoscopic series), while the 'genre' sets narrated
both innocent and more risqué situations (the latter
more S0 in France) often without captions.
Le Curé et le majeur, a stereo set which appeared during (Fig.4]
the second period of the stereoscope's popularity, shows
how the stereoscopic narrative exploited the private
viewing situation both in its slightly risqué subject-
matter and 1its use of direct address: very c¢ommon in
genre sets of this type. Elsewhere stereo sets duplicated
general photographic subject matter,az but the more intimate
or domestic narratives are very much to be associated
with this type of imagery.

In this sense stereoscopy c¢an be —contrasted
to the more public forms of photographic dissemination:
particularly the postcard and the related magic lantern
set. Ever since the introduction of the halfpenny post

in England in 1870 the postcard exploited the possibilities

of photographic transmission. It responded to the need
for advertising processes attendant on +the increase in

commerce and the consolidation of capitalism, and 1t
duplicated the already prevalent photographic imagery
of the stereo set, magic lantern slide and carte de visite.
More than the latter, perhaps, (photographic images had
not yet come to dominate newspaper {llustration) the
photographic postcard played a leading role in the

establishment of a kind of currency of the image. The
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postcard format, moreover, responded particularly well
to the photographic series, especially allied to the
mania for 1image <collection. Its heyday, in the +twenty
or thirty years preceding the First World War, coincided

with that of the magic lantern set and the second upsurge

of interest 1in stereoscopy-—a period which nurtured the
public expression of sentiment. From 1902 onwards, when
the Post Office first allbwed a message to be written
on the back of the card, the postcard responded

simultaneously to communication and <collecting  needs,

and it did so through the need for public expression.
Single cards might duplicate newsworthy images or portraits
of the famous, but the popularity of the postcard at
that time probably relates more to the use of the serial
illustrations to songs and verses, particularly those
of a propagandistic nature, leading up to the First World
War, Such imagery represents the transference of the

domestic scene to the public domain for the public

expression of nationalist sentiments; one thinks
particularly of the ubiquitous sets featuring tge archetypal
soldier (Tommy in England, Poilu in France), or the sets
of popular song illustrations which duplicated the emotive (rig.5)
force of the magic lantern shows.33Many producers of postcard
sets were involved in the magic lantern slide business,
and could produce the same images on slide or card, from

the same negative; in this way the postcards Dbecame

sentimental mnemonics as well as souvenirs 1linking public
and private expression. The vuse of the postal service

tended to exploit the narrative's suspense and ambigulty

(postcard sets usually consisted of fewer images than

lantern slide sets). Such duplication of magic lantern



narratives (sets derived from theatre were also common,
as in stereo sets) went so far as to incorporate dialogue
and caption, and they point to the popularity of public

narrative genres more than any other non-projected form.
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The magic lantern has a 1long history as an

apparatus for projecting narratives. - The first full
description appears in Athanasius Kirchner's

Ars Magna Lucis et Umbrae of 1650, but its wuse has been
documented 1in Paris | in 1515.34 Throughout the sixteenth,
seventeenth and eighteenth centuries the magic 1lantern
spectacle took dits place alongside peepshows and other
forms of optical entertainment for the satisfaction of
small groups of spec¢ tators. The apparatus 1itself, usually

provided by practising opticians, tended to be introduced

into the household by itinerant 1lanternists (called

35
'gallantee men' in England), where it was distinguished

as a spectacle by its ability to entertain by projection
an audience in a darkened room. Although <the earliest
subjects of these hand painted narratives are thought
to have' been religious (the earliest images sharing many
of the qualities of stained glass), by the time that
Pepys reports seeing a magic lantern showas the subject
matter was largely becoming secularised, in common with

thoseof other visual spectacles. Indeed, when discussing

visual narratives in a public or private setting, the

degree of duplication of subject matter is striking;
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pantomime, féerie, and most public and private visual

narrative forms up to early film and beyond. It must
be borne in mind that many of the narratives which were
produced 1in the heyday of projected entertainment had
actually been around in different forms for centuries.
Throughout the early period of its‘ history
the magic lantern was 1limited <to the domestic circle
by the weakness of 1its illuminant. Although Robertson
had achieved a notable success with his 'Phantasmagoriie'
in 1797, it was not until around 1830 that ohxygen and
hydrogen applied to the incandescence of 1lime (limelight)
began to he used in the magic lantern aﬂ1 wéll as 1in the
theatre. The possibility of larger public srectacles
on an orvanised basis soon saw the demise of the itinerant
showman. From this point on the popularity of the magic
lantern increased and was consolidated by; the intréﬁduction
of commercial production of Jlanterns for home use in
1843. Improvements 1n slide ﬂmaking and an increase in
interest provoked the introduction of photographic siides
after 1848, and the 1atér' introduction of ch}'omolithography
further popularised the apparatus towards the end of
the century. Such transitions and improvements did not,
however, flow smoothly and inexorably towards the
photographic; even at the end of the &entury, and early
in the twentieth, hand—painted slide:s were still being

produced, as well as slides combining painted and
photographici images. The Bibliothéque Nationale contains

an 1856 set of 'reportage! slides of the Crimean War
37

which were hand—painted, just as later Bamforth (the

most prolific photographic slide manufacturer) was using

combined painted and photographic images.38
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The introduction of photographic slides did,

however, have a dramatic effect on both the style and
content of the magic lantern narrative. Not 1long after
Mayall's photographic illustrations to the Lord's Prayer
(1846) the Langenheim brothers of Philadelphia successfully
produced photoglaphic slides which they exhibited at the
Great Exhibition of 1851.39 At first the subiect matter
was limited to what was generally felt as the acceptable

domain of photographic illustration: the topographical

and the scientific; later the photographic slide - extended
its illustrative power along with the postcard, becoming
a major visual accompaniment to the use of popular songs,
hymns and, increasingly, the moral verse and moralistic
tales of the Victorian period.‘m Olive Cook (Cook 1963)
suggests that the introduction of the photograph to . the
magic lantern slide  endowed the projected 1image with
41

a wider emotional range, but it seems more 1likely that
it was the 1ideology surrounding the photographic 1image
which made it somehow more 'suitable! for certain fypes
of narrative than Other‘S-42 In fact the melodramatic
sentimentality and didacticism of the moralistic tale
-—-a type of narrative with which the. photographic image
became f:irmly linked —— tended, if anything, to stylise
the emotional expression rather ‘than extend 1ts range,

it may be that the 1ideology of documentation and the

notion of 'realism' were thought to lend more credibility
+o these morally emphatic stories.

Whatever the reason for this application, the
photographic slide narrative constituted, by the end
of the nineteenth century, one of the most popular and

sophistica~ted forms of public entertainment and
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instruction. For this reason alone it deserves closer

attention. Nor did 1its popularity decline suddenly with
the advent of film, as is sometimes suggested by traditional
cinema histories. Throughout the 1890s (and, significantly,

before 1895) correspondents to the

Optical Magic Lantern Journal (which had only been
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inaugurated 1in 1889) showed a tendency to bemoan the

decline in interest in magic lantern entertainments,
but the early years of the twentieth .century actually
saw a steady 1increase in the types and varieties of
entertalnments produced. It was not until the First World
War that these traditional entertainment patterns were
challenged and there was a dramatic end to the era of
sentiment. S

The career of James Bamforth of Holmfirth,
West Yorkshire, makes an interesting case study, and
reveals the 1inadvisability of attempting neat historical
compartments relating to the different forms of photographic
narrative of the time. Eventually the most prolific producer
of photographic slides, Bamforth began to make 1lantern
slides at an unknown date after 1870, when he started
a photography business. From 1897 to 1900 he produced
films wi'th Riley Brothers .of Bradford, and in 1902 or
1903 he launched a successful postcard trade - while carrying
on an ordinary commercial and portrait photography business
at the same time. Both the lantern slide and the postcard
business grew at an enormous rate. By 1901 Bamforth was
the self proclaimed largest slide producer in the world,
and his slide catalogue alone contained 234 pages. in

1902 his stock was said to amount to one and a half million

slides in sets, plus hundreds of thousands of individual



images. In 1905 and 1906 he «claimed +o have increased
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his stock to two million slides in =sets alene ang hy -

1914 and 1915 the catalogue had expanded to 600 pages,

For a period of approximately forty years the projected

photographic magic lantern entertainment held its own

as the most widely and popularly used public spectacle,
as this individual history attests.

Not all in the magic lantern 1lecture was new
by any means. By the time <that the photographic slide
entertainment had reached such popularity the magic lantern
show had a 1long "tradition of sophisticated techniques
of representation. Robertson's 'Phgntasmagorie' (and
the early lanterns to which it gave its name) had exploited
certain techniques to achieve its effects: yet even these

techniques, of fade, zoom, superimposition, dissolve
and simple animation (produced by the use of articulated

slides) had been derived from earlier slide shows. The
earliest known hand-painted slides were composed of not
single but multiple 1images; they were designed to be
pulled slowly across the source of illumination so as

to produce an effect of consecution. While slides containing

separate scenes could be held individually on screen,

certain slides .containing animated activity (usually
a chase) would be pulled across the illuminating source
more quickly and steadily as if representing movement.
Other panoramic view slides, operated in the same way,
simulated the movement of the eyes across the scene,
Gradually, with the development of the slide carrier,
even more sophisticated devices were used to simulate

movement usually by working a 1lever, or rack and pinion

(and there are even examples of random movement slides

(Fig.6)
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involving air and water streams). Such slides, which

were enormously popular, were used either in isolation,
or integrated into the wider narrative context.

In 1837 the projectionist Henry Langdon Childe
introduced a method of montage which had a profound effect

45
on narrative content: the dissolve. His 'dissolving views'

entailed the 'melting' of one image 4into another (the
french term 1is “'vue fondante') such that a metamorphosis
appeared to take place. This device, . which involved a
simple veiling/unveiling process with at least two lenses,
stimulated the production of slides exploiting the trans-
formational effect. The use of triunial (three lens)
lanterns and a large number of slides enabled the produc-
tion of this effect 1in a 1lengthy sequence of 1images,
resulting in sequences of great complexity. Combined
with animated slide effects, some séquences approached
a sophistication normally associated with the film. The
l1anternist C. Goodwin Norton was well known for his dissolve
sequences, of which the following 1is an example: - The
houses of Parliament are reflected in daylight and the
scene gradually dissolves into night. The moon rises
and the lights in the building are 1lit. Clouds pass over
the moon for a while, but the moon reappears, *to -be

A6
reflected in the rippling - water of the Thames. The

photographic image did not lend itself too easily ¢to
either animated scenes or dissolving views, the sharpness
of detail probably counteracting the indistinctness required
for the effects,. but the enormous popularity of the moving

sequences produced in this way meant that some kind of

remarkable transitional effect was incorporated into

most large public shows, whether the main narrative was
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photographic or not. The ubiquity of the dissolve (it
came to be used as the standard cut between any kind
of slide) resulted in the term 'dissolving views' becoming
synonymous with magic lantern shows.

The content of the evening's lantern entertainment
involved more than simply the projection of a series
of images. In common with most popular spectacles of
the time the images in the show form only part of a greater
combined text. Lantern narratives . were invariably

accompanied by verbal commentary, music and sound effects.

Both Robertson and Loutherbourg had incorporated music
and sound effects, but +the use of . commentary came to
be particularly associated with the 1lantern, such that
all forms of lantern entertainment went under the general
name of 'lantern lecture'. The introduction of photographic
slides, coupled with the 1ideological weight of their
scientific and educational background, probably did much

to consolidate this practice. Even early cinematographic

projections still wused verbal and musical accompaniments
to guide the spectator through the spectacle. Nor were
magic lantern shows as a whole limited -to the projection
of one type of narrative; it was commoner practice to
interwe'ave "a variety of sequences, moralistic and comic,

photographic and painted (and 1later chromolithographic),

static, animated and transformational, into a varied

programme.

For an entertainment attempting to rival the

music hall variety acts, such mixture of content is not
surprising; the mixture of tone which must have accompanied

it -is revealed 1in an interesting contribution to the

Optical Magic_Lantern Journal (vo1l.,s, No.75, August 1895,
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p.132) where the writer attempted +to blame the decline
in popularity of the lantern show on the public's inability

to distinguish between i) a lantern lecture, ii) a 1lecture
illustrated by lantern views, 1iii) a variety entertainment
'turn', iv) an exhibition of di-apositives at a photographic
society, v) a mission or other service wusing a lantern
and vi) a show provided for Band of Hope chidren. Although
in France the use of the magic lantern maintained a steadier
connection with the purely ‘'instructive' or ‘'scientific',

the usurpation of the medium by religious, particularly

missionary, =societies 1in England 1led to the increased
confluence of 1instruction  and entertainment, doubtless
to the advantage of the Church. This domination in turn
affected subject matter: travel tales, sentimental songs,
exemplary tales became heavily moralistic in tone, even
though, as has been noted, the combinations of types

of sequences guaranteed variety. There was still, however,

space for the traditional hand—painted stories (Bluebeard,

Cinderella, Puss in Boots, 'Diableries'), in these varied

programmes.

Although this variety extended to the wholly
photographicﬂsequeﬁces (Bamforth was noted for his 'comics')
the pho‘tographic slide . came to be used almost exclusively
for the 'life model series' which narrated a heavily
moral tale. The output of producers of these types of

stories was prolific, and the narratives themselves had

attained a remarkabhle narrative sophistication before

the advent of cinematography and for a number of years
AT

beyond. Projection skills improved alongside the inventive-

ness of content, and the complete shows became grander.

C. Goodwin Norton is reputed to have reached a projection
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speed of 30 slides per minute, and the power of the illumin-

ants enabled audiences of 1500 to attend at the Regent
Street Polytedhic or the Crystal Palace. Even the 1life
model sets, which were largely to be 'found in smaller
gatherings outside the <capital, often combined upwards
of 50 images with an extensive interspersed text 1in shows
lasting over two hours. A typical Bamforth narrative
Jack the Congueror, presented as a service, contains
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26 slides against an average of 250 words per slide,
interspersed with 16 songs.

In America, where the content of these projected
photo—narratives was not so dominated by the religious
moral, the sophistication of narrative technique reached
a pinnacle in *the work of Alexander Black. Black's "~ work
shows the development of the fictional narrative from
the 'lecture’'; he had started as a leqturer with a° sequence
Ourselves as Others See Us, but noted an increasing develop-
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ment of the narrative strand: 'After outlining a combination
of fiction and photography, each devised with a regard
for the demands and limitations of the  other, it began
to be quite clear that the pictures must do more than
jllustrate’ .49The increased importance c;f the visual 1layer
led hi;n to develop lengthy fictions with complex plots
constructed with large casts and varied locations, which

he showed with great success to 1large ‘and appreciative

audiences. His first fictional narrative Miss Jenny,

which he called a ‘'picture play', appeared in 1894. Like
Bamforth, Black used a shooting script, but, unlike the
Bamforth sequence, the visual text was accompanied by

both verbal narration and dialogue spoken from the stage.

The images were projected

every 15 seconds and the 480
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images were each allied to approximately 50 words; the

feature thus lasted about 2 hours. It was also accompanied

hy an elaborate musical score.

Rlack conceived his entertainment as a theatrical
experience~-~a picture of the cast completed the ‘'perform-
ance'—-—~ but he was also aware of the particular power
of the image and the difficulties involved in static
image representation. His own writings reveal a care
and intelligence regarding the art form equal to Bamforth's;
he was aware, for instance of the need to signify an
event by 1its preceding and succeeding states, and he
was aware of the difficulties in attempting to balance
visual and spoken texts. What Black's writings reveal
most, however, «ds his° consciousness of the potential
of the photographic image, -especially in relation to
contemporary developments in animated texts. Black believed
that he produced the same effect as that produced in
the Edison Kinetoscope, limited though it was to single
views and short, cyclical representations, but he believed
he produced this kind of effect ‘in a fuller narration;

he probably saw his work as a transition towards cinema-

51
tography.

R It would be true to say that Black had already
perfected certain techniques of representation later
adopted by film. He made extensive use of +the dissolve
for the easy transition between images, had mastered

the narrative directionality of screen space, close up,

mood lighting, emotional symbolism, narrative mise en

scéne in general, along with expressive montage and camera

work; he 1s also noted for hig yse of location shooting.

If one compares the work of Black and Bamforth with contemp-

42



orary animated photographic narratives (i.e. films),
these non—-filmic texts are in fact distinguished by the
fullness and complexity of their narrative content and
technique. Given the later rise and dominance of the
filmic text, the question which now arises 1is whether
such photographic narrative forms were transitional,
immediately usurped by the introduction of animated texts.

Certainly in the case of Black, there is no direct develop-

ment or transfer to the animated photographic: the complex-

ity of content in spectacles which lasted two hours could

never be equalled by a text limited to much shorter viewing
times. It seems that it was not for a few decades that
this content was equalled in the film, and film established

its own mode of narrative representation. .

The Introduction of Film
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Traditional film histories (histories of cinema-

tography) -have attempted to see the development of  the
cinematic medium as the culmination of the refinement
of a series of technical apparatuses developed throughout
the nineteenth century. Such viewpoints have subsumed
the histc;ry of photography as contributory to the develop-
ment, thus denying the wider, particularly social, aspects
of photographic practice in order to consume it at the
level of technique. These histories, which often betray
+heir nationalist motivations, posit film as the ultimate
coherence of the narrative they propose: .the natural
culmination of a series of inventions, Thus E1 Nouty

(1978), for exampie, draws the conclusion that one cannot

fail to recognise the project of Cinema in the series
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of ¢technical 1inventions from <the daguerreotype to the

Lumiéres, and that the same ambition underlies the

development of the various optical spectacles.szIn common

with many other historians he assumes a kind of cinematic
vision in existence before the possibility of film was
known, despite the fact that many of the contributors
to its 'discovery' were uninterested in the idea of moving
picture projection. It would be ¢true to say that a number
of 1individuals thoughout the nineteenth century, and

earlier and later, were interested in various types of

visual representation and communication, which interest
was further stimulated by the advent of the animated
photographic image. It would not be true to say, however,
that the result of the ability to project photographically
restituted movement can necessariiy be connected to the
development of a particular type of  public narrative
spectacle from- its inceﬁtioﬁ. Cinematography as a technical

fact must be separated from cinema as a social experience;

there is a subétantial temporal lapse between the appearance
of cinematography as a 'successor' to devices mobilising
the persistence of vision and the phi phenomenon, and
cinema as a 'successor' to various public narrative spect-

acles.53

" The differentiation of two spheres can be seen

more adequately, perhaps, in comparing the work of two

54

well known ‘'forerunners' of cinematic art: Muybridge

55 *
and Reynaud. The simple reconstitution of the constituent

parts of motion was carried out nhotogranhically Dby
Muybridge as a matter of expediency; it was introduced
as a technical adjunct in the educational domair. Reynaud,

on the other hand, had already devised a sucessful public,
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animated narrative spectacle with complex plots, into

which he was later to incorporate photographic images

somewhat aginst his will. He had been operating within

a public narrative domain.

In some ways the various public narrative spect-
acles which were 1in use at the end of the nineteenth
century had surpassed what the film, at its inception,

56

was capable of. Certainly the magic 1lantern spectacle

had reached a degree of technical and narrative complexity

by this time. The wuse of multiple slide carriers and

multiple lenses already enabled the projection of rapid
sequences, not forgetting the usual interspersal of animated
slides themselves into the programme. In fact, Friese-
Greene's early proposal stating that cinematography should
involve the projection of aobout § images per second57had
already been achieved by certain 1lanternists, or was
well within their power. The type of narrative used did
not necessarily require what cinematography had to offer,
and the method of introduction of cinematography shows
how the magic lantern presented the paradigmatic basis
of the conceptualisation in these early days. Early
projection apparatus was directly modelled on the magic
lantern ‘with the addition of a reel. The ;achievement'

of cinematography consisted of the projection of an extended

text incorporating the persistence of vision and the
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phi phenomenon. | ]

This achievement had enormous implications,

of course, but in the early period it provided a basis
for wonderment in itself. Early film narrative content

is much more 1limited than many other contemporary visual

narrative texts by its display of the mere effect of

45



animation. A number of the early pieces, 1like +those of
the Lumieres or the Mutoscope, which incorporated no
titling, display a ritualised form of repetition akin
to that in other animation devices like the earlier Phenak-
isticope and Zoetrope, and the <c¢yclical nature of the
spectacle tends to emphasise the novelty of reconstructed

motion 1itself. Early subject matter also betrays this

emphasis on tedhical achievement. Documentations 1like
the Lumiéres’ L!Arrivée d'un_train en gare and
La Sortie des usines Lumieére show 1little in terms of

a developed narrative content: simplistic plot structure
with no opening and closihg transitions. The subservience
of early subject matter can be seen too in Edison's direct
transference of v'audeville acts and other publﬁipc spectacles
like boxing matches.

Even wvhen film did bring a form of narrative
construétion before the public the subject matter was

-~ Y

often transferred from other media. Melies owes much
to the world of ;ConJuring and theatrical machination,
Bamforth 'fleshed out' many of the shorter series which
already abpeared as post card or lantern slide sets,
particularly the comic ones. Even the 1903 Lumiére catalogue
is remarkably similar to contemporary catalogues of lantern
gslide and post card manufacturérs. In the fir'sf place,
the strict limitation of film to the length of the reel

allied it more to the shorter comic vignette ——the Lumiere

brothers! L'Arroseur arrose was advertised by a card

.89
designed as a long lantern slide. The early comic and

documentary sketches are a 1long way from the breadth

of narrative one finds in Black's and Bamforth's slide

sequences. Fell (1974) has shown how early film content
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was derived from various already existent narrative forms.
This kind of transference was not confined
to subject matter. Even narrative techniques were adopted
from other media in the early period. As a practitioner
in a number of fields of visual narration Bamforth used
similar production methods for sets of slides (from which
the postcard sets were made) and for films, so much that
some narratives appear in all forms of  the continuum

of visual narrativity, with similar degrees of narrative
distillation and reduction. Mélies (who had earlier worked

with silhouettes) adapted much of his trucage (as well

as his subject matter) from the techniques of the theatre,
particularly the feeries. He may also have been influenced
by the tricks used in the magic 1lantern effect slides
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and dissolves, and he made particular use of the arret

in his tableauesque sequences. A kind of 'tableauesque'

thinking is revealed in Melies' pre -~ film drawings, ‘and
it is also to be allied to the melodramatic 'freeze'.

It took a long time for film to develop its
own narrative method, such that it would be hard to establ-
ish what exactly constitutes filmic narrativity in the
early period as opposed to what was derived from alrgady
existent- methods. The first practitioners of filmic
narrative had to cope with an‘ acting style which was
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already (de)formed by stage convention, and the heavily

mimetic physiognomic expressions of melodrama were probably
more successfully applied in static image representations.
In lantern slides this limited codification of expression
has a long history, going back, as it does, to the
eighteenth century projected '‘Physiognomies' . The fact

that later photographic 1lantern seqences contain less
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of this stylisation 1is probably an indication of the

fact that the increased narrative sophistication led
away from the need for stylised expression. There are
other examples of early film's lack of developed narrative
technique; as Fell points out (1974, p.92), many films
display a lack of freedom in dealing with the space around
the subject, giving them the appearance of single animated
frames in series: their generally paratactic style has

been defined by Gunning (1979) as 'non — continuous'.
'Characteristic' devices such as direct address, abrupt
ellipsis, repetitive montage, freeze-—frame, incorporation
of caption, mimetic acting style, lack of camera movement,
use of diséolve, musical and verbal accompaniments and
general fragmentation tend to suggest that film owes
more tc; the magic lantern than has hitherto been

acknowledged. Certainly, as the only other major pfojectéd

narrative form the niagic lantern merits more attention

and research than it has received up to now.

It is not uncommon for some cinema Ehistoriahns
to attribute a climactic effect to the introduction of
£film, as though it was acknowledged from the start to
represent the perfection of photo‘graphicr narrative tech-
niique. The idea that pt;blic entertdainmentd was transformed
in or shortly after 1895, however, is probably an exaggera-
tion. There 1s even evide;’me to suggest that film was

not conceivedf of as a necessarily distinct narrative

; . 63
form at this time. To begin with the limitations on the

length of the reel probably encouraged many to see 1t

ag a sort of extension of the animated effect slide with

which they were familiar, and it did indeed occupy a

similar place 1in many programmes. Primarily, it could
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be added to a vaudeville programme as a light interlude,
or it <could follow a serious 1lantern slide programme

as light relief. (The famous lanternist Goodwin Norton
began to follow his slide shows with these '‘animated
pictures’ after 1896.) Such was the novelty value of
these short sequences that they were also entrusted <to
the fairground or the music hall milieu. Far from
supplanting the extensive narrative spectacle, there

is also evidence of film being incorporated merely as
a particular kind of effect into longer projected narra-

tives. One such example has recently come to 1light in
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Australia-- this 1is Soldiers of the Cross: a long moral

narrative constructed as a combination of photographic
lantern slide and filmed sequence. This example ' also
serves to point out the acceptable incorporation of differ-
ent techniques 1into one overall narrative structure--

a kind of textual mixture under a narrative bracket which

is now uncommon.

Even though many magic lantern practitioners
also became film projectionists and film in the twentieth
century came to supplant other major forms of public
visual narrative spectacle dpart from theatre, it would
be too gl.ib to conclude that the arrival of film signalled

the decline of ther magic 1lantern. It has already been

noted that a decline in -lantern ‘popularity had already

been discussed in the Optical’ Mag}_g_&g_ﬂgggg_g_gy_ggﬂ}_

(correspondence on this subject begins' in August 1894)
well before film "became established (the first

advertisements for <cinematographic apparatus appeared
in this Journal in September 1896), Contrary to this

perceived decline in standards outlined by the bulk of
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the correspondence, magic lantern lectures actually improved
over the next ten years. Cinematographic projection was

not necessarilly seen as the pinnacle of the art of public

narrative spectacle, especially by those involved in

the manufacture of slides, although it might have been
an interesting option. The growth of magic lantern business-
es during the late nineteenth and early twentieth centuries
bears witness to this., Bamforth's business has already
been described. In France the firm of La Pierre, who

had introduced the first commercial domestic lantern

in 1843, produced a domestic lantern for the projection
of still photographs three months after the patent of
the Lumiere cinematographe: the La Pierre cinematographic
apparatus, an application of the Phenakisticope to the
projecting machine, was sold only as a toy. In businesses
which did -produce viabie commercial cinematographic
apparatus and films, it took a long time before the establ-

ishment of c¢cinema as a norm of narrative communication

and entertainment. Bamforth's, significantly, ceased
film production from 1900 to 1914 while continuing their
highly successful 1lantern slide and postcard business.
Riley (a former Bamforth employee who established a rival
firm wit'h which Bamforth's collaborated in making films)
is reputed to: have said (Mellor 1971, p.90) that <the
First World War effectively killed their film business,

whereas lantern slide demand fell away later.

The firm establishment of cinema as the dominating
form of public entertainment and visual narrative is

tied to both the change in established patterns of enter-

tainment and the establishment in filmic form of what

Burch (1981b) has called the 'institutionalised mode

50



of representation'. The rise of this mode is beyond the
scope of the present work, but its lack in the early
years can be seen as testament to the dominance of other
static narrative forms, especially photographic ones
like the magic lantern show, which up to now have received
less attention than they merit. While the film was still
coping with the lack of a satisfactory notion of narrative
conclusion (which according to Burch took over ten years
to develop), and the presence of the accompanying 1lecturer
(who did not finally disappear from cinematography wuntil
around the beginning of the First World War), non—animated
forms had reached a remarkable state of sophistication.
The point 1is worth emphasising because 1t contradicts
what 1is often felt about the arrival of film in public
narrative space, and, by implication, what is felt about
the non-—animated forms which were contemporary. In - many
senses we must conclude that the established visual narrat-

ijve spectacles had more to offer; the contrast,. for

instance, ' between the colour (most photographic 1images
were tinted) and vibrant complexity of the magic lantern
show -and the early monochrome short piece of -film possibly

explains in- part why The Times after having reported

the -Lumiere show of 1895 -gave no significant mention
to film for another eight years, or why a :figure such
!

as Corky should see film as - 'silencieux, sans couleurs...

with the additional comment: 'Ce n'est pas la vie, mais
65

son ombre, ce n'est pas le mouvement, mais son spectre.’
Gorky, however, finally came to realise the

film's potential; the wonder of animation and the confidence

placed 1in the ideology of realism finally establishing

cinema as the dominant form of photographic narrative
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spectacle. This 1s not +to say, however, that the non-

animated series was totally supplanted once film had
established 1its own narrativity. On the contrary, static
visual narratives survived, even if they now occupied
a space within different fields of communication. Some
of these spaces retain already existent patterns of usage,
some develop into new forms. It is true to say, however,
that once film established a particular ‘'institutionalised
mode of representation', and occupied a particular social
milieu, filmic form itself began to exert an influence
on other visual narratives. Visual narratives after the

First World War must be regarded against this background.

Reportage

One milieu which stimulated the use of photograph-

ic serialism antecedent to film imagery is that of the
communication o0f newsworthy events. ‘From the: time of

the 'Phantasmagorie’ and Panorama, and earlier, the
reconstruction of an e'vent had satisfied the public desire
for topicality in the 1image. Such reproduction (as the
Panorama attests) often involved image making on a grand
scale, ar;d often the magnitude of an event (or the nature
of the desired reconstruction) encouraged the =~ use of
serial imagery. This applies right across the spectrum

from the Panorama to -the academic painting, and attempts
at combination. There are numerous examples, for instance,
of the use of serial 1imagery for the topical in the

nineteenth century. A moving Panorama, Mark Lonsdale's

'Aegyptiana', exhibited a series of three pictures of

George IV's coronation in 1823, which was succeeded in
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Spring 1824 by a 12 view survey of the Battles of Ligny,

Les Quatre Bas and Waterloo, and in December 1824 by
66
a life of Napoleon (with spoken commentary). A step had

already been taken from the nascent narrativity of the

Panorama towards the expressed sequentiality of the series.
The Diorama, which c¢ould incorporate the succession of
at least two scenes, was felt to be particularly suited,
in reproducing the <topical, to the 1illustration of great
fires; moving Panoramas were used commonly for documenting
journeys. A show based on the 'Eidophusikon' (or at 1least
retaining the name) reconstructed the heroic story of
Grace Darling in 1839. Indeed the topical and newsworthy
retained 1its privileged place as a stimulant - to the
development of serial imagery.

With the arrival of photography, ideas of
documentation and topicality were dominant, excluded
as the photograph was from matters of purely artistic
expression, especially in the early years. The documentary
impulse 1led the Commission des monuments historiques
in France to authorise five of the more noted TIrench
photographers to document both architecture and typical
daily scenes of France as early as 1851. It was inevitable,
then, tha.t the implications of fuller documentation through

the photographic series should be applied to major events

(the first examples of this application have been noted),

and especially to the wars which the great imperial powers
of the time were involved in. Photography probably played

a major role in colonial pursuits themselves as propaganda
and cultural accumulation.

The 1idea of a 'fuller' vision of the subject

provided by the series also underlies the multi—portraits (rFig.3)
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of this period, but it was mainly through newspapers
and periodicals that the 1idea of ‘'coverage!' stimulated

the use of photographic serialism, This depended on a
number of significant developments in image reproduction.
Although the photographic image had been used as the
basis for pictures of news events throughout the nineteenth
century -- Fenton's Crimean War pictures were reproduced
by hand transcription in +the =~ Illustrated London News

and Brady's Civil War pictures in Harper's Weekly —--— it

was not until 1880 that a satisfactory photo—- engraving

appeared in the New York Daily Graphic wusing the  half-
tone block process. It was only after a few decades,
however, that this process, which enabled picture and
type to be produced in the same operation, was generally
adopted. Other factors doubtless influenced this. General
accessibility to the photographic image increased greatly

during the years preceding and following the turn of

the century, a period which saw the increased dissemination

of news event photographic images through the wuse and
collection of picture postcards, as well- as the growth
of the lantern slide industry.

The news industry itself was remarkably 'slow
to eXploi:t the possibilities of photographic reproduction,
and even where images were first used they were generally
l1imited to the single picture. ©Some notable exceptions

in the later nineteenth and early twentieth century reveal,
if anything, that photography was still endowed with public

novelty value. In 1886 Le Journal illustré published

an article 'L'Art de vivre cent ans: trois entretiens (Fig.8)

avec Monsieur Chevreul (photographiés & 1la veille de
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sa cent et unieme annee)' which was 3illustrated by 13



photogra;hic prints, 12 of them captioned by }par't of | the
dialogue betweeen Chevreul and Nadar (FElix Tournachon),
whose son Paul had taken the photographs. What is notable
about this article and illustrative series, apart f‘ré:m
its being an exception to the general practice of the
use of engravings, is that Nadar (pere) felt - the need
to use the series not so much (as in his 1later serial
works) to document the event, but more to record a rounded
portrait~- a collection of physiognomies 'as much as the
record of an experience: ‘M. P. Nadar a repro?duit
instantanéement toutes les attitudes et, pour ainsi dire,
toutes les physiognomies de 1'illustre savant, tandis
que, selon les questions par 1lui traitées, son visage

* 68
se transformait, .son allure se métamorphosait.' Two years

later Le Figaro published another Nadar interview, with
General Boulangeb; with 20 photographs of the General

spread over three pages, again in half-tone reproduction.

These poftraits“cannot be said to have established

the use of photographic serialism in news items; the
photographic image itself was not widely used in ﬁeriodical
l1iterature at the time. When photography did become establ-
ished as news 1illustration, however, 1t established a
strong lj:nk with the use of the series. This |1is poésibly
because, despite the notion of 'coverage', the advance
in photo—reprbduction technology coincided with advances
in photographic 1équi'pment* enaibling the rapid regisﬁrati;on

of sequences. In the 1890s the Illustrated Americah had

----—--——-—----——-——-

pioneered the use of groups of photographs on single

subjects, but abandoned the practice because of unreliabil-

ities in the supply of images. Despite the appearance

of the Daily Mirror (the first newspaper to be exclusively
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illustrated by photographs) in 1904 and The Illustrated

Daily News of New York in 1919 which took up the practice,
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it was not until the introduction of the Ermanox and
Leica cameras 1in 1924 and 1925 respectively that the
photographic series was exploited and the concept of

'photo —~journalism' took hold. With the advent of this

kind of pictorial coverage event postcards, which had
flourished in the first two decades of the century, 1lost

their appeal. The introduction of this technology (witness
the vogue of 'detective cameras') had an effect on image

content, leading to +the use of ‘'unposed' and 'candid’

shots. Salomon, noted for +this kind of photography, hgs
indeed been called one of the fathers of modern photo-
journalism. For his part he is said to have been stimulated
by his dissatisfaction with the posed pictures of the

Berliner lllustrierte Zeitung, one of the magazines which
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instigated the notion of photographic coverage along

with other German periodicals, especially Die Dame and

those belonging to  the Ullstein group, and the

Minchner Illustrierte Presse. Such magazines, which had
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inaugurated the idea of building the story from the sequence
of images (cf. Felix Man's 1929 series of photographs

on night time wanderers 1in | Berlin) consolidated the |use

of candid images in the 1930s.

At the same time, photography itself had undergone
a process of democratisation: a result of lighter and
speedier cameras and accessible development processSes.
The period also saw the establishment of the photographic
agency ——- testimony to the increased dissemination of the

photographic 1image. As a result, work on the image was

extensive, witness the use of photomontage, the develop-
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ment of surrealism and the formation of Workers' photography
movements 1in Europe and America in the 1920s and '30s,
all of which contributed to the breakdown of established
photographic form. The result of these practices was
the freer use of experimental, juxtaposed and sequential
images, especially in the press. The Dephot agency, which

was sSet up in Germany in 19829, concentrated on picture

sequences.

Despite these advances, the -‘history of the
'‘nhoto — essay' remains obscure, mainly because of the

unclear definition of ©photo —~— journalistic practice in
relation to the series. Wilson Hicks, who became picture

editor of Life magazine in 1937, not surprisingly credits
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the first issue .0f Life in 1936 as +the birthplace of

true photo-~journalistic form (Hicks 1952, p.38), by which
he means the true ‘'photo —essay' as suggested but not

successfully created by Time in its editions of 1934

and 1935. In common with most commentators on 'the history

of photo—journalism, however, he confuses various types
of series without adequately defining them. As Edey (1978)
noints out, the photo—essay, in as much as it requires

only a good set of pictures, could have been in existence

69

since the inception of photography itself. However, various

other developments were required before the extensive
use of serial 'coverageh' . for ‘example the technical
apparatuses mentioned above, but most importantly the
growth in the importance afforded to the 1image in
visual/verbal combinations allied ¢to the consolidation
of the ideology of photographic 'veraclity' and
'documentation', which the néws media have consistently

exploited, and the concurrent increagse in aesthetic
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realism.

Whatever the aetiology of photo — journalistic

serialism, the use of the sequence of images and the
written text Dbecame a standard, especially in weekly

news magazines like Time, Life and

IThe Illustrated London News. A typical Life essay would
extend over eight to ten pages, the end result of a complex
collaborative process involving the photographer,
departmental editor, picture editor, designer, researcher,

writer, managing editor and others. It is difficult,

however, to pinpoint what exactly separates this 'essay'

from a collection of images. For Edey (1978) y the essence

of a photo-—essay 1s contained in the prfi.mary motivation

of the piece having come from the picture .content. For

Edey, essays with a ‘'story 1line' are to be separated

from ess;lys displaying only thematic coherence ( 'mood
7

essays'). Thus ‘'essay' seems to 1include . both narrative

and non-narrative sequences, bearing in mind the difficulty

of establishing a non—sequential series (see Chapter

2). Both Edey and Hicks discuss an earlier period before

edition of 1918) where the use of groups of photographs

did not‘ constitute the photo—essay  because . 'the form
of the layout was not dictated by the content of the
pictures' (Edey-1978, p.3) or. because 'the "picture story"
was a grouped miscellany rather than an ordered and photo-

graphic narration' (Hicks'. 1952, p.34). Morgan (1974,

p.14) employs a similar basic distinction between the
sequential and the  thematically 1linked essay, but follows
W. Eugene Smith (who is credited with coining the term

'‘photo~€’say') in dividing the latter into shots reinforcing
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an overall point and those linked by subject matter only.
Although there 1s not space in the present chapter to
discuss these theoretical distinctions, suffice it to
say that the result of the development of all types of
photo—essay was an 1increase 1in the importance afforded
the visual in such combined texts, allied to a strengthening
of semantic coherence and a use of multiple perspectives
which underlined the idea of a fuller 'coverage'.

Later, the evolution of television as the main

disseminator of the photographic series in reportage

had an effect on the content and style of the photo essay.
Technical advances in the 1950s, especially the increased
portability of camera equipment and better sound synchronis-
ation, allowed the television feature +t0 g0 <closer *to
the subject in movement. This encouraged the photo-—essay
magazines to go for more 'in depth' stories and articles,
exploiting the tendency of the static 1image <collection

to add a meditative, or contemplative, quality to the

text, something which film transmitted on the television
screen could not immediately provide. The photo-—essay
magazines tended, too, to emphasise their sophisticated
colour reproduction, the aesthetic qualities of their
images, 'the particular ﬁision of the photographer and
discriminations more associated with stylistic features,
This tended to push the photo—essay away from the immediacy

of the instant news item, and it was not long before

television was felt to usurp most of the photo—essay's
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functions, with the result that many periodicals ceased

publication. Life responded by increasing the 'in depth'

or 'investigative' feature, but the result was a decrease

in the emphasls on the image, and increased concentration
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on the written text. This signalled, according to Edey,
_ 72
a return to the 1illustrated article, and the heyday of

the photo—essay was felt by many to be over.

Television has also become one of the main
sites of photographic advertising, which before its advent
had been limited to printed material. Although the photo-
graph still plays a central role in the idealisation
of the commodity in capitalist society, the use of the
extensive series is rare, except as a collection of object
representations., However, the underlying transformational
matrix which +the promise of consumerism exploits is
also one which 1is basic to the establishment of visual
narrativity, and a certain type of revealed transformational

series has always been a popular type of reduced series

in advertising.

Until the 1954 Television Act set up the Independ-
ent Television Authority and ushered in commercial televis-
ion, the press was the leading advertising medium, as
it had been for at least a century. Illustrated advertising
had been. known from the early nineteenth century, but

it was forced out (especially from the metropolitan newspap-

ers) by the introduction of stamp duty, and it did not
really get going again until the last decade of the century,
at a time when other major disseminations of (photographic)
imagery were achieving notable success. A remarkable
feature of the photographic advertising images of this
early period 1s the cross—contamination of domains which

are now regarded as quite separate; the use of identical
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images 1n different discourses is common, and there is

much duplication. The intentional construction of
'advertising imagery’ is a practice which developed
gradually.

Thus the same 1imagery often played a variety
of roles in the early period. The 1illustrated song series,
for instance, which coupled <the projected photographic
sequence and the singer, shows the use of an established
form for the promotion of new material. The reproduction

of such series 1in post card form doubtless. helped 1in

maintaining the popularity of the product. Similarly,
Dr. Barnardo, who instigated the use of the minimal pair
as a newspaper advertisement, made use of a practice
already in use for documentation 1in his children's homes.
The latter kind of series, which exploits the transformation
between 'before' and 'after' shots, has a 1long history
(witness the miraculous transformations thus signified
in medeval imagery), and the use of such photographic
pairs had already been established in the medical profession
(in 1852 Dr. Behrendt, a Berlin orthopaedic surgeon,

had begun photographing all his cases before and after
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surgery) .

| The action of Barnardo, however, had serious
repercussions which involved him in a lengthy legal battle.
In 1877 an attempt was made to prosecute Barnardo for
‘artistic fictions' in using specially constructed images
for advertising. The images Barnardo used, which were
meant to reveal the transformational power of his work,

were 1n fact specially made for promotional purposes,

although Barnardo insisted they were merely ‘'typical’
T4

images. The Prosecution (which was motivated by wider
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political 1issues) further maintained that the <charge
of 'fictions' could also be applied to claims concerning
conditions at the homes. Despite this latter charge,
there 1is no doubt that the use of specially constructed
images for advertising purposes deeply offended a public
sense of photographic propriety relating to the ‘'veracity’
of the 1image, and the offence was strengthened by the
use of the transformational pair. Nowadays such practices
are accepted 1n advertising discourse. - The case shows

Barnardo as something of a pioneer at a time, preceding

the growth of the advertising industry, when promotional

and documentary spheres were negotiating the same perceptual

space.
Present~day cinema advertising occupies a space

first established by the static images of the magic lantern.

1891 saw what was probably the first projected photographic
sequence advertising a commercial - establishment, the

use of single slides being already well established.
The novelty of this sequence is accredited by its being
reported 1in the Optical Magic Lantern Journal (Vol.2,

No.2, March 1891, p.89): 'A Yankee chimney sweep is saild
to do a thriving business by advertising with a magic
lantern. 'On a screen he projects a picture of room and:
fireplace (labelled, before sweeping); smoke and flame

ijssue from the fire. After a while the same view, with
o comfortable fire burning, is projected (labelled, after
being swept by ——— ).' What 4is interesting here is the
closeness of the content to the Diorama and effect slides
of much earlier. It shows how the transformational effect
underlies the construction of the visual narrative sequence

in a variety of discourses. Even now the minimal pair
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is a common advertising practice intended to reveal the
desired transformation that the commodity will produce,
particularly prevalent 1in the advertising of slimming
products (primarily aimed at women) and body building
devices (primarily aimed at men). Its popularity testifies

to the promise of transfiguration which forms the Dbasis

of the consumerist myth.

Photoroman

With <the establishment of cinema and television
as the main photo-—narrative forms, the moving image may
be said to have ousted +the static 'photographic series
in a number of spheres. This 1is true both of major public
visual narrative spectacles and more private consumption
in the home. The effect of the growth of these industries
has been first to peripheralise the photographic series,

or at least to bring about its containment within certain

types of discourse, and to influence the content of the
images themselves. Apart from news journalism and advertis-
ing the remaining major post—filmic sphere incorporating
the use of photographic sequences is that of the Fine
Arts. This sphere represents one of the most extensive
domains of photo—narrative practice. Apart from these
major discourses, however, there are still survivals
of more mainstream and traditional forms of photographic

narration in popular culture. One of the most notable

of such forms is the photoroman.
Developed mainly on the continent in the 1950s(and
still surviving), the photoroman represents the resurgence

of traditional narrative techniques under the influence

63



of film and television drama. This form-- a photographic
story of magazine or book length (sometimes serialised
in a weekly periodical or similar) wusing captions and
speech balloons—-— doubtless has 1its historical eqivalents,
as a full and complex photographic narrative text, in
the extensive picture plays of Alexander Black and the
life model magic lantern series. As a printed text for
personal consumption, however, it bears a strong relation

to the stereoscopic series from the 1860s onwards and

the sets of postcards, where a similar relation of visual

and verbal texts is found. Zeyons (1976) who has made
a study of the latter during the First World War, calls
these sets 'Le Roman—photo de la Grande Guerre'. Both
the stereo~ and post card sets show, 1in their use of
balloons and captions, their employment of actors and
actresses specialising 1in character types (rather than
the amateur models of the lantern slide) and their emotional
and often propagandist content, that the later photoroman
was not a  strictly new form. Yet -equally, the general
layout, use of a large number of images .and expressive
style of the photoromans owes much to film drama and
the comic strip. This is particularly likely in view
.0f the 'photoroman's popularity during the heyday of the
Hollywcgaod studio system, when cinema was established
as the most popular public visual narrative form. The
continental .photoromans from this period (in England
the photoroman was not as popular, although English coples
were made) betray a strong Hollywood 'style', particularly
in characterisaton, the organisation of the 1image, the

use of dramatic lighting and gesture and so on. Hollywood

practice also affected the subject matter and working
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method, with the use of 1locations, shooting scripts,
and the employment of famous actors and actresses. The
first issue of the English magazine Photo Romance which

was printed in Italy and appeared in November 1956, contains

the story The_ Merchant of Love , ‘'complete in more the;l
360 dramatic photographs' and 'featuring Gina Lollobrigida'.
It contains preliminary and final credits, cast list
and establishing shots, and owes 1its general style to

the ¢type of film this actress normally appeared in. In

fact, the practitioners of the art of photoroman, from

director and cameraman to main actor and extra, mostly
regarded the art as a direct equivalent of the film.75

The photo.roman in magazine or book form has
remained popular .on the continent, although its popularity
has probably been rivalled by that of the adult comic
book. In England, where the photo._-roman was never as

popular, 1t has recently made an appearance in periodicals

aimed at the teenage girl., The serialised photecroman

probably owes much to the general style of the cartoon
narratives they have replaced in teenage magazines, but

there are also numerous short complete photoromans which

continue this +tradition from <the 1950s and '60s. The(Fig.10)

main producer of these texts is the notorious D.C.Thomson

T6
empire, and it 1s not surprising that the <content of

these stories 1is more parochial and heavily moralistic,

closer to the Victorian life model lantern slide series

than to the heyday of the photoroman.

G S G S S S G AP A— e S

In the sphere of established Fine Art practices
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photographic serialism has a 1long history. It 1is allied
both to serial works 1in general and to the documentary
impulse within other types of art work. The duality
underlying these two aspects has shadowed photography
from 1its 1inception. At first struggling to establish
itself as an artistic practice, photography was
simultaneously used within creative work as a documentary
tool. This ambivalent position has persisted, such that
photography is seen on the one hand as a valid aesthetic
object in 1its own right as well as a wuseful documentary
tool within conceptual or non—tangible practices.

It has already been noted that there are 1long
and well established traditions .of <the use of serial
imagery in the Fine Arts, particularly in painting. Whether
the series was developed as a set of illustrations,
recﬁunted a life story, traditional tale or consisted
of thematically linked images, with or without a verbal

text, these traditions have survived. Many artists still

employ the series, and even the pc;lyptych (connected
most strongly with medieval and renaissance church imagery)
has been revived (notably by Bacon and Beckmann). Thematic
linkage, whether through the repetition of the same scene
at differ:ent times (as in Monet's paintings of haystacks,

Rouen Cathedral etc.), preparatory . sketches, repetitions

of the same subject (Dubuffet's 'VWomen', Matisse's portraitl
series etc.), or multiple imagery (Warhol, ‘'multiples’

and the 1like) remains a significant validation in itself

of the need for the set. Although many of these series
are formed on a comparative matrix, narrativity 1is evident

in sets which display any kind of chronological and/or

progressive aspect, the latter often under the influence
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Tl
of filmic form. The response to popular forms ¢pf communica-

tion is a significant trend which, along with the develop-
ment of conceptual and selfmreferéntial art practices,
has done mnuch to encourage the use of the photograpic

series.

One area which has exploited the use of serialism
from its inception and still continues to do so 1is the
exploration of abstraction. The work of Kandinsky, who
connected serialism to the unfolding exploration in musical

form, shows the importance of the concept of linearity

in the reading. Various of Xandinsky's works show the
use of the progressive line and the fragmented series,
where the gradual nature of the reading temporality makes
the series at once an effective analytic and expressive
tool. Some of his works (eg. Succession, 1935 and Egy_f_p_,(Fig‘ll)
1943) show how the idea of progression 1is <central to

the unfolding of the 'conglomerate' and particularly

to the mobilisations of certain figuratidns. The actions

of the artist present an almost literally successlve
actantial model within the picture frame and increase

the anthropomor—-phic nature of the image.

The possible increase of anthropomorphic tendenc-
jes which arises from the use of succession and mobilisa-
tion can be seen clearly 1in the famous abstract narrative

work of El Lissitzky A Tale of Two Squares (1920, publiéhed
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in Berlin 1922), which Lissitzky himself compared to
film. Here, the symbolic is allied to the directly repre-
sentational (eg. circle=world) in such a way that the
main protagonists 1in the narrative hover On the edge
of abstraction. The story unfolds conventionally, Lissitzky

making use of 'filmic' movements (especially movement



towards the subject and the close-up). This kind of fluidity
also stimulated a number of abstract artists, notably
Hans Richter and Viking Eggeling. The latter progressed
towards abstract film by means of earlier researches
into succession and abstraction, notably by means of

the unfolding scroll.

Abstract serialism enabled many artists to
articulate imagery in particularly analytical ways,
gradually allowing the more investigative 'reading' of

form relations, rhythmi¢c effects, linear contrasts and

temporally expressed harmonies in a way not possible
within the single static work. Serial linearity (whether
visually 'pieced out!' or not} allows for direction and
movement to signify transformations in progress in ' a
way similar to music. The result was often felt to be
more contemplative, or analytical. It was as a response
to this kind of desire that Richter and LEggeling actually
instigated the use of the scroll (in 1919 to '25, and
again in 1943 to '46). These works, made with and without
interstices, often betrayed a more directly representational
thrust similar to El1 VLissitzky. For Richter, " who saw
the use of scrolls as a prelude to the 'use ‘of film, the
scrolls ‘were particularly useful as analytical works;
he concluded that they made the beholder experience process

78
not fact, finally realising the inevitability of narrative

in works which 1involved +the use of succession, either
because the isomorphic basis of abstract expression tends
+o narrativise because of the humanised actants, oOT because
the form itself stimulates a narrativised reading as

an awareness of expressed transformations.

A number of artists in the early twentieth
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century reveal an interest in succession and fragmentation.
This can be seen even 1in the static cubist 1images of
Picasso and Braque, which show the articulation of different
viewpoints. Many artists, however, particularly Futurists,
Surrealists and abstract artists turned to filmic form
as the expression of this interest. As early as 1908/9
Kandinsky and Schoenberg began work on Der Gelbe Klang,

and film sequences formed part of the Bauhaus experiments.

The most notable practitioner of the use of non—filmic
abstract serial form, though, was Kurt Kranz, who has

continued to produce the abstract sequences he began

producing in 1927. These sequences are, again, usually

79
described in terms of anthropomorphic actions, although

the themes are officially formal. Unlike Richter, however,
Kranz had no difficulty in adopting photographic 1images
for his sequences, even directly representational images
as in the Profiles and the

Self Portrait in Defensive Postures of 1930/31, although

Leger had pioneered the use of photographic representations

as plastic form in his film Ballet Mécanique of 1924.

Leger insisted that his film was ‘'objective, realistic

and in no way abstract' although .it emphasised formal

relationé, and -was billed as 'The first film without
RO

scenario'.

Many uses of serial form in. the arts tended
towards the comparative rather than the; transformational

matrix. This is true especially of the work of the Surreal-

ists and Dadaists who exploited the incongruity of juxtapos-
itions. Although it is possible to see, as does Ades,
close parallels between photomontage and dynamic film

81
montage, particularly of the early Soviet cinema, the



photomontage of the Surrealists, like the word '"montage"
which the Dadaists produced, seems rather to have been
motivated by the notion of surprising or significant
incongruity or confrontation, in keeping with Lautréamont's
famous 1image .82Photomontage, furthermore, is more a product
of combination, rather than an investigation of serial
progression. Only Moholy—Nagy se ms to have successfully

combined the series with photomontage techniques, as

in The Law of the Series, or The Shooting Gallery,

minimising, by means of repetition, the particularity

of the single artefact. His emphasis on repetition as
a formal device betrays a different emphasis from that
of photomontagists like Heartfield.83

In painting, the use of the series 1is both
varied and long standing, and there is room in the present
work only to outline a few general tendencies. More recent

uses of serialism still appear to be dominated by abstract

and minimal form, and still appear to be following the
Richterian notion of the analysis of process. A recent

example, Derek Hirst's Kyoto series (1972 to '73) shows
the image undergoing some kind of 1linear transformation,
while simultaneously maintaining the notion of thematic

variation. On the ' other hand, Gassiot-Talabot claims

an explosion in- the use of serial imagery in the 1960s,

which he explains by a widespread rejection of the
limitations of filmic form.84The artists he ‘'champions,
like Fahlstrdm, seem to me to betray more of a direct
response to popular narrative forms like comic strip,
in line with the general tendency to adopt popular 1imagery

which was taking place at the time (cf. Lichtenstein)

Throughout the present century photography
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has played a traditional role within art practices; and
1t has been established more recently in more conceptual
categories. The use of photography within the Fine Arts
seems to relate to two general tendencies: 1) the tendency
to use the photographs as documentation of another artistic
event or process and ii) the tendency. to offer the
photograph itself as art object. There are numerous examples
of combinations of the above. The first category could

be said to be motivated by the need to document a creative

event which does not produce directly marketable artefacts.

In such works, for example Christo's - projects,
documentations of land art, body art, performance art
and other practices involving non-~tangible art objects,
the photograph not only takes its place as prefigurement
alongside preliminary plans, drawings, models etc., it
also is used to provide a serial narration of the artistic
85

event itself, and it is offered as a product on the market.

With some artists, however, the taking of the photographs
becomes part of . a more - constant and integrated
documentation, and the photographs. produced during the
event become signs of the act as .object. In this respect
the works of Hamish- Fulton and - Richard Long point: to(FigS-igj
the fluidity of the categories. If the act of walking,
for instance, is the art activity, then the photographs
can play a traditional post—event documentary role. However,
since the photographs are taken on the walk and not of
it they become intrinsic to- the creative act. In the
exhibitions and printed texts presented by these artists,

the manner of -presentation, the size, design and force

of the images serve to sacralise the act of seeing itself,

and the photographic images become tokens of this act,
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while simultaneously documenting the context in which

86
the act took place. Both Fulton and Long show their concern

to sanctify their vision, rather than simply to document

in the traditional sense, by their use of minimal and/or

cryptic texts - in Fulton +this 1is particularly apparent
in the use of either one or two images with a minimally
informative or evocative caption; in Long it is apparent
in the concern for imagistic transfer onto objects created

for the gallery. A work such as Fulton's Grims Ditch, (Fig.13,

for instance, presents us primarily with a narrative

relating to the act of transformation which the photographer

has witnessed, but Fulton's concern to 'enigmatise' |is

revealed 1in the minimum narrative =significatory ©power
of the text as a .whole, coupled with the artist's fondness
for traces, tracks, ripples and so on.,. Furthermore, while
Long is possibly more interested in the use of photography
as post— event artefact alongside other tokens of
intervention in the! natural world (piles of stone, plans,
maps etc.), his use of minimal texts of various types
serves to point out both the possibility of. narrative

signification across a few coherent signs, as well. as
the possibility of cryptic and evocative messages created

at the frontier of serial narrativity.

Fulton and Long are distinguished by  their
use of photography to represent the fragmented texts
of their own vision within the event, and frequently
the photographic 1s reduced to single 1images, alongside
other artefacts. With other photographers, however, the
use of the photographic series has formed part of a more
developed photographic expression. Related to both vision

and documentation, these works seem to fall into three



broad categories depending on the wuse made of the

photographic series. In some works, the series signifies
successively (such succession being of necessity temporal);
in others, the relation between the images in the series
is not felt to be succesﬁive, although there 1is some other
(generally thematic) 1linkage; a third category must be
reserved for those works which appear to Joperate sel f-
analytically vis a vis the photograph. It 1is only those

series which appear to operate successively (i.e. according
to a transformational matrix) which present any

straightforward narrativity; the other categtories operating
comparatively and analytically respectively. At a recent
exhibition devoted to the use of the ﬁ}hbto’g‘raphic series

37

(only the second this century), Jacqubes”" Py and Bernard
Xavier Vaillhen for‘mulate‘d a similar distinction between
the 'suite', the !'série' and the 'sequence'’ : in the ‘'suite'
spatial factors are paramount, and the fragments form
a composite image, in the ‘'série' the images form a
comparative collécfib;n, and in the ‘'sequence' the series
is temporally progressive. Although“ one might question

¥

the appropriateness of the tﬂerminology, these distinctions

'-?.

at least serﬁ'é to point out a second t;rpe of non-successive
series whicﬁ coula be added to the ﬁfeliminary list,
where the wor;ks form a composite wﬁole ag the separate
parts are viewedtas one, Yet such ié the variety of present
day photographic practice, that one would also have to
make furt;ier distinctions among temporally successive
series between those which tend toward the greater

interstice and those which are more temporally contiguous;

only in this way can one distinguish the work of Michals

from that of Muybridge: works of quite different character.
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Before going on to discuss e:xamples of the
use o0f serial 1imagery in photography, the works can be
categorised in the following manner:

i) successive, a) contiguous, b) interstitial

ii) non-successive, a) composite, b) thematic

iii) analytic

all categories relating to the type of 1linkage between
the images, except the third which 1indicates a different
type of practice. Such distinctions are not at this stage
concerned with the 1incorporation of the verbal text,
but serve merely to point out the variety of visual serial
significations.

As far as ‘'contiguous' or condensed time lapse
pieces are concerned, Muybridge will remain the earliest
and most notable example, although many photographers
have used similar forms since, particularly, in the art
world, in the past two decades, where the use of the

photographic series has been stimulated by the 1interest

in photograhic signifying practice in general. In this
context, the works range from Dieter Appelt's
straightforward photographing of simple acts, to Alexis
Hunter's condensed temporal sequences embodying highly
politicai symbolism. Such series narrate minimally, 1in
a way which recalls the earliest short film fragments,
l1ike Edisont's film of his assistant's sneeze,88 or the

short cyclical narratives of the Mutoscope parlour.

More extensive narrative successions require,

perhaps ironically, ‘fuller! interstices incorporating
more complex transformations (and in the latter case

there is more likelihood of the use of accémpanying verbal

text). The most notable exponent of photonarrative who
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can most justifiably be said to be continuingi a tradition

relating to Black and Bamforth, is Duane Michals. According (Figs.
20“22,

to Nuridsany, Michals created a small photographic revolu- 40-42)

tion when he introduced his photographic series 1in 1966,
and his or;é;inality has been attested by numerous commentat-
c:)rs...&3 What Michals did was ally the tradition of photo-
roman with vaguely surrealist imagery, exploiting the

evocative power of the interstice in =a way which often

_ Lo s N " ) .
reminds one of the ‘'trucages' of Melies. His serial works

90

Garritt Lansing, 1976) through simple 'supernatural’
acts (in which he exploits traditional 'photographic codes‘,
blur for hovement, light intensity for the supernatural,
transparency for *spirit”tial existence etc.) to more corﬁ;:;]:ex
narratives exploiting the temporal anachronies of the

even if temporally circular in their return to tHe intial

image, revolve around disturbing transformations. His

work also shows the necessity of verbal *incorboration
in order to supply a logic of cér'mection across the larger
interstice; in 1874  he bégan writing his own captions
in long hand: 'Not that ‘the writing actually describes

what you're looking at, but to actually talk about what
you can't see.'nghe in“corpoﬁr“ation of written texts has
encouraged the exploitation of more tliterary' modes,
with freer and wider interstitial connections, as opposed

to the tight organisa€ions needed in constructing the

predominantly visual text (as in photoroman).
In composite types? of non-~succesive images

wve are faced with a kind of montage process where the

single text 1is constructed from the fragmented series.



Jan Dibbets has produced a number of works of this type.
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His Panorama Dutch Horizon, for example, 1is. constructed(Fig.23)

from a non-interstitial series of pictures of the sea
line, and the particular effect of the work comes from
the composite/serial interplay. Gilbert and George and
Hockney have recently shown an interest in the creation
of composite images from a number of non-successive frag-
ments, but Hockney's recent photomontages follow more

closely a cubist aesthetic in which the fragments of
the composition reveal similar images photographed within

temporal progressions, as a way, possibly, of exposing

the false notion of the unitary representative whole.
Hilliard might also be said to have explored

thematic linkages in works such as Black Depths White

92 S TrTTmTmEmmm T T
Expanse Grey Extent, where the differentiations within
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the work can depend on a comparative matrix. 'Comparative’
series more usually entail the photographing of the same

object under different conditions (as in Tom Phillips'
03

20 Sites n Years) or a <collection of similar objects.

The latter type of series can be seen in works 1like the
collected photographs of Bernd and Hilla Becher3+and a
number of collections of images of similar objects. These
thematically 1linked series form the basis of a number
of photographic . books; even here, however, the
differentiations can be provided according to a temporal

interstice (the Phillips work, above, for instance, as

well as Fulton's minimal transformational pairs, WOrks

95 26 |
by Shigeru Tamura, Huebler and so on), in which case

they might be better placed under the category of succes[i've
images. They are distinguished, here, in their depiction

of objects rather than actants.

(Fig.24)
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An  increase in interest in photography and
signifying practice has stimulated the production of
works which attempt to analyse or to reveal the processes
of signification at work within photographically based
texts. Victor Burgin, for example, has used the photographic
series accomnpanied by the printed verbal text to show
how the semantic operation of +the message depends . on

97
a particular ideoclogical confluence. His Lei Feng work

juxtaposes a repeated Western image (particularly evocative
of the status quo) with a communist Chinese parable and

an essay on the semiotics of the image. The text thus
'reveals itself' through the resulting  ideological tensions
in juxtaposition. More recently, Sarah McCarthy has been
exploring similar tensions; her - The

a8
Milliner and the Student, a series of 88 photographs
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and captions, attempts +to reveal the 'ideological Dbasis
of the signification through the provision of talternative’

(i.e. non-automatic) readings in the photographs, of

the accompanying vefbal text. In that her text is particular-
1y concerned with women's experience, she could be said
to represent a trend within feminist art practice at
the present time. Indeed, Lucy Lippard has suggested
that fem.inist artists turn to 1long narrative sequences
or performance art 'as if " to express personal reality
we have to incorporate the notion of cyclical time, as
if women need to express their 1life as a sequeéence of

99
instances rather then as moments caught in a single image' .

This is certainly true of the serial photographic works

of Alexis Hunter, who uses her short time—lapse sSequences

as didactic models of women's experience, bringing out

their political symbolism in her use of captions and

77



titles.lo0

Conclusion

Art world practices, while they present the
photographic series 1in the public domain, do so within
the limited confines of a milieu which occupies a strictly
defined socio-cultural space within commodity capitalism.

Yet the photographic series still survives in semi-public

or private spheres. The great age of the public projected

photo~-narrative 1is now past, 1its place taken by film,
and nowadays the projected slide sequence is not seen
as particularly suited to extended and complex narrative.
But the 'slide . show'! still survives in a traditional
educational context, whether it be in school, <college,
business or parochial meeting. Even though the development
of <colour processing and the 1inaccessibility of film

equipment has encouraged the use of the slide narrative

in the home (such a form, which still has its enthusiasts,
has been christened 'diaporama' in France), it is fighting
for viewing space predominantly occupied by television
and video. The paradigm of static visual narratives within
which fillm was developed has now been upturned. A work
which is formed of still photographic images, 1like Chris

Marker's La Jetée (1962) will now be seen within the

context of c¢inema, as it was indeed made 'as' a film,

and projected within a cinematic context, evfh though

it exploits +the suggestibility, temporal vagueness and
frozen concentration of the non-animated form, and even

though Marker himself 1is quoted as saying; 'I1l existe

R 7’
aucune commune mesure entre la photographie et le cinema.
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Il n'existe entre ces deux moyens d'expression également
complets la méme différence qu'entre 1le continu et le

_ 101
discontinu.'

While +the individual will doubtless continue
to construct private photo-narratives in the photograph
album and slide show, and consune photo-serial works
in advertising, the photoroman and the illustrated
periodical, it cannot be denied that most areas of the

public photo-narrative have now been " usurped by the

animated. Television, video and cinema represent such

dominant forms of visual narrative expression that the
use of the static photographic series has largely Dbeen
pushed to the pefiphery. Yet the history of photographic
serialism and allied expressions shows that this subjugation
is a conparatively recent phenomenon, and that any
historical overview has a wealth of examples to take
into account, many of them, like the magic 1lantern, having
received less attention than they merit. The historical
survey undertaken here has hopefully, by outlining the
wealth and variety of related forms, revealed a substantial
corpus, and provided a rich background for the ‘analysis

of narrativity and its operation. Subsequent <chapters

will attempt to analyse Jjust exactly what this operation

entails.
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l1. See Kuhn 1962.
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3., Archaeology vol.9 1956, p.63.
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