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I N T E R S E C T I O N O F G A Z E S

The example of National Geographic

LL P H O T O G R A P H S TELL STORIES about looking. As part o f a
A t e v project to examine the National Geographic magazine's photographs as

cultural artifacts f rom a changing twentieth century American scene, we have
been struck by the variety o f looks and looking relations that swirl in and around

them.? These looks ? whether f rom the photographer, the reader, o r the person

photographed ? are ambiguous, charged with feeling and power, and are central to

the stories (sometimes several and conflicting) that the photo can be said to tell. By
examining the ?lines of sight? evident in the Geographic photograph of the ?non-

Westerner,? we can see that i t is not simply a captured view of the other, but rather
a dynamic site at which many gazes or viewpoints intersect. This intersection

creates a complex and multi-dimensional object; i t allows viewers of the photo to

negotiate a number of different identities both for themselves and for those pic-
tured; and i t is one route by which the photograph threatens to break frame and

reveal its social context. Some of the issues raised in this chapter are particular to

this specific genre o f photograph while many others il luminate photographic inter-
pretation more generally,

We aim here to explore the significance of ?gaze? for intercultural relations
in the photograph and to present a typology o f seven kinds o f gaze that can be

found in the photograph and its social context. These include (1) the photographer?s
gaze (the actual look through the viewfinder), (2) the institutional, magazine gaze

(evident in cropping picture choice, captioning, etc.), (3) the readers? gaze, (4) the

non-Western subjects? gaze, (5) the explicit looking done by Westerners who are

often framed together with locals in the picture, (6) the gaze returned or refracted

by the mirrors or cameras that are shown, in a surprising number of photographs,

in local hands, and (7) our own, academicgaze.
[ . . . )
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Many gazes can be found ina n y Photograph in the N
: eN,

w h e t h e r the p i c t u r e s h o w s a landscape devoid o f pec "
i at the c a m e r a ; a 3

Sian b u t none at the cai ares S o u p of people, each lookin n e e Person lookin
t i o n mera; Or a person in the distance wh § a different direc.

of focus. In other words, the gaze is not whose eyes are tiny or on
p h o t o g r a p h e d sub jec t . I t i nc ludes seven types ot the look g i v e n by or to a

tional G .

oples a c t o r this is true

The photographer?s gaze

This gaze, represented by the camera?s eye, leaves its clear
and content of the P otograph. Independently OF constrained

rapher takes a posit ion on a rooftop overlookingKhartou

menstrual hut o r in f r o n t o f a funeral parade in Vie

composit ion, vantage point (angle o r point ofv i ew)
color balance, framing and other elements ofs t y l e

choices made by the photographer o r by the invitatio;
photographed (Geary 1988).

S o n t a g argues t h a t photographers are usually profoundly alienated from the

people they photograph and may ?feel compelled to put the camera between them-
selves and whatever is remarkable that they ,

: Y encounter (1977: 10), Geographic
photographers, despite an often expressed and fundamental sympathy with the third

w o r l d people they meet, confront them across the distancesof class, race, and some-

t i m e sg e n d e r . W h e t h e r f r o maf e a r of these differences or the more primordial (per

Lacan) insecuri ty o f the gaze itself, the photographer can often make the choice to
insert technique between self and his or her subjects, as can the social scientist

(Devereux 1967).

Under most circumstances, the photographer's gaze and the viewer's gaze

overlap. The photographer may treat the camera as simply a conduit for the reader's

look, the ?searchlight? (Metz 1985) o f his/her vision. Though these two looks can2! ) g

be disentangled, the technology and conventions of photography force the reader

to follow that eye and see the world from its position.? The implications of this fact

can be illustrated with a photo that shows a Venezuelan miner selling the diamonds

he has just prospected to a middleman (August 1976; see Fig. 33.1). To takehis

picture, the photographer has stood inside the broker's place of business, shooting

out over his back and shoulder to capture the face and hands of the miner as he

exchanges his diamonds for cash. The viewer is strongly encouraged to share the

photographer's interest in the miner, rather than the broker (whose absent ond

may be more available for substitution with the viewer'sthau s me ?hoth e n
to in fact identify with the broker from whose relativeposition thes nd vutside
taken and received. The broker, like the North Americanreader'stan : oun
the frontier mining world. Alternative readings of thisphotograp hk he this

. ade : w e make identification with hin: and

possible; the visibi l i ty of the miner's gaze may +. important here is the question

Precarious posit ion more likely. Ultimately what is impor _ in a photograph.

of h o w a diverse set o f readers respond to such points-of-view photog

mark on the structure

b y others, thep h o t o g .

m o r inside a Ulithian

tnam. Photo subject Mat te r ,

sharpness and depth of focus

are the result of thev iewing

ns o r exclusions of thosebeing
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F igu re 33.1 Photo: Robert Madden © National Geographic Society

The gaze of the camera is not always exactly the same as the gaze of the viewer, but in most

National Geographic photographs the former structures the latter in power fu l ways. In this August

1976 photograph o f a Venezuelan diamond transaction, the viewer is strongly encouraged to
share the photographer?s interest in the miner rather than in the broker.
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This is the whole institutional Process by which .

aze is chosen for use and emphasis (Lutza n d Cale n t of the Photographer's
It includes (1) the editor?s decision to t i d e cE

?apters 2 and3 ) ,

rt icular locations

from the volumi-

commission arti
issues; (2) the editor?s choice of a small cles on pa

o r a number ofPictures
nous number ( 1 1,000 on an average assignment)the phot

(3) the editor?s and layout designer?s decisions about cro w esphet has taken; and,

i t w i th other photos on the page to bring out the desited me © picture, arrangin

in a certain size format to emphasize or do lay its impo vanes , Teproducing it

the picture. The reader, of course, cannotdetermine whether d a n even alterin,

the last t w o choices are made by editor orPhotographer Th Ccisions relating to

more evident and accessible in (4) the caption writer?s verbalf i x i n e e r S gaze is

the picture?s meaning. This gaze is also multiple and sometimes ng of a vantage on

t h e d i v e r s e p e r s p e c t i v e s a n d p o l i t i c s o f t h o s e w h o w o r k f o rt h e G e a r a p h a B i ren
IC.

w n p

The magaz ine reader?s gazes

As Barthes has pointed out, the ?photograph is not onl

read, connected more or less consciously by the

tional stock o f signs? (1977: 19). Independently of what the photographer or the

caption w r i t e r may intend as the message(s) of the photo, the reader can imagine
something else or in addition. The reader, in other words, is ?invited to dream in

the ideological space o f the photograph? (Tagg 1988: 183). Certain elements of

composit ion or content may make it more likely that the reader will resist the photo-
graphic gaze and its ideological messages or potentials. These include whatever

indicates that a camera (rather than the reader?s eye alone) has been at work ?

jarring, unnatural colors, o f f center angles, and obvious photo retouching,

W h a t National Geographic subscribers see is not simply what they each get (the

physical object, the photograph), but what they imagine the world is about before

the magazine arrives, what imagining the picture provokes, and what they remember

afterwards o f the story they make the picture tell or allow it to tell. The reader?s

gaze, then, has a history anda future, and i t is structured by themental work of

inference and imagination, provoked by the picture?s inherentambiguity (s t t
woman smi l ing or smirking? What are those people inthe background ?oing?) nae

its tunnel vision (What is going on outside the picture frame? What is ou s e
the picture, that she looks at?), Beyond that, the photo permits fantasy . ach

are in love, in love l ike I am with Stuart, but they?re bored there on that bench,
, ? : , iful. She should be minebored like I have been in love.? or ?That child. How beauti

? : the reader's gaze and that of the maga
to hold and feed.?). Such differences between king a number of people to
zine led us t o investigate the former directly by asking

interpret the pictures (Lutz and Collins 1993).

The reader?s gaze is structured by a re ?bout racial or cultural difference.

m o d e l s , many more than those used to reasor ret gestures such as the thrown

Cultural models that we have learned help us i n h e i v e o f confidence, strength and

back shoulders of an Argentinean cowboy as indica

Y perceived, received, it is

publ ic that consumes it to at rad i -

e number o f cultural elements or
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?ng o f a picture o f a mother w i th a child
bravery. Models of gender t a r a v e d relationship as one o f loving, relaxed

as a natural scenario, i e the scene might have been read as underlaid w i th tensions

nurturance;alternative Y> interpretation thatm i g h t be more common in societies
and emotional distance, an interpre however, not one reader?s gaze; each indi-

with high infant mortality. There na l cu l tu ra l , a n d po l i t i ca l background or set

vidual looks with his o r her ownp e r s o ; . eo speek nf t h e[s ingu lar ) vader? only

o f interests. It has eee d s o n entity with a single determinate meaning that

s0 long 3s tre n e n R dway 1984) and only so long as the agency, enculturated

i simpy divers o f e arience of readers are denied.
nature, and diversity o P Geographic reader is also structured by photography?s

The gaze of the Nationdl o o eral aradox. On the one hand, photographs

techno lo form i n ney. Western ene through vicarious viewing. On the

other trey may also alienate the reader by way o f the fact thatt hey create OF require

a passive viewer and that they frame outm u c h o fw h a t a n actua viewer of the scene

would see, smell, and hear, thereby atomizing a n d impeveris n g <xperience
(Sontag 1977). From another perspective,t h e photographhas e n s a i Q s t e )

to necessarily distance the viewer by changing t h e person P otogrePi ed in © a n
object ~ we know our gaze falls on a t w o dimensional object ? an p r o m o t i n g
fantasy. Still, the presumed consent of the person tob e photographed can give the

viewer the illusion of having some relationship with him or her,

Finally, this gaze is also structured by the context o f reading. Where andh o w
does the reader go through the magazine ? quickly o r carefully, alone o r with a
child? In a less literal sense, the context of reading includes cultural notions about

the magazine itself ? as high middlebrow, scientific, and pleasurable. TheNat iona l
Geographic sits near the top of a socially constructedhierarchy o f popular magazine

types (e.g., highbrow, lowbrow) that runs parallelt o a hierarchy o f taste in cultural
products more generally (Levine 1988). Readers? views of what thephotograph says

about the subject must have something to do with the elevated class position they
can assume their reading of National Geographic indicates. I f 1 the reader am educated

and highbrow in contrast to the reader of People magazine or the local newspaper,
my gaze may take the seriousness and appreciative stance a high-class cultural

product requires.

The n o n - W e s t e r n subject?s g a z e

There is perhaps no more significant gaze in the photograph than that o f its subject.
How and where the photographed subject looks shapes the differences in the

message a photograph can give about intercultural relations. The gaze o f the non-
Westerner found in National Geographic can be classified into at least four types; she

or he can confront the camera, look at something or someone within the p i c t u r e
frame, look off into the distance, or not look at anything at all.

Thegaze confronting the camera and reader comprisesn e a r l y a quarter o f the
photos that have at least some non-Western locals in them.* What does the look

into the camera?s eye suggest to readers about the photographic subject? A number
of possibilities suggest themselves,

Portant component

Meets our gaze. The

?annot steal that look.?

w l e d g i n g t h e v i e w e r ,

Ot contest the right o f

sent tob e i n g watched

of most photography: there can be no peeping if the subject

gaze can be confrontational: ?I see you looking at me, so youc
Others, however, have argued that this look, while ackno

simply implies more open voyeurism: the return gaze does n

the viewer to look and may in fact be read asthe subject?s as

(Metz 1985: 800-801).
This disagreement hinges on ignoring how the loo

discounting the effects o f context inside the frame and in

and cultural ly variable interpretive work. Facial expression

local person looks back with a number o f different faces, i

hostile glaring, a vacant or indifferent glance,curiosity,
o f these looks, f r o m various ethnic others, are unsettlin

avoided. In National Geographic?s photos, the return lo

confrontational or challenging one. The smile plays an important role in muting the

potential ly disruptive, confrontational role of this return gaze. If the Other looks

back at the camera and smiles, the combination can be read by viewers as the

subject?s assent to being surveyed. In 38 per cent of the pictures of locals where

facial expressions are visible (N = 436) someone is smiling (although not all who
smile are looking into the camera), while a higher 55 per cent of all pictures in

which someone looks back at the camera include one or moresmilingfigures.
The camera gaze can also establish at least the illusion of intimacy and commu-

nication. To the extent that National Geographic presents itself as bringing together

the corners of the wor ld , the portrait and camera gaze are important routes to those

ends. The non-Westerner is not distanced, but characterized as approachable; the

reader can imagine someone is about to speak to him or her. Thephotographers
commonly v iew the frontal shot as a device for cutting across language barriers and

allowing for intercul tural communication. The portrait is, in the words of oneearly
Geographic photographer ?a collaboration between subject and photographer

(National Geographic Society 1981: 22). In published form, of course, the

photographed person is still ?subjected to an unreturnable gaze? (Tagg 1988: 64),

in no posit ion to speak. ;

The magazine?s goal o f creating intimacy betweensubject and reader contra
dicts to some extent its official goal of presenting an unmanipulated t r u c h f l slice

o f life f r o m another country.V i r t u a l l y all the photographers and picture e tors

we spoke wi th at the National Geographic saw the return gaze as problema o t
believed that such pictures ought to be used sparingly becauset h e y are clear?

. : . hotographer. They might also be ?almost
candid, and potential ly influenced by the p grap f direct gaze is
faking intimacy? one editor said. Another mentioned that the use oF §

g Y : cial and less ?gritty? values. The
also a question of styles suggesting more commer d invisibility by taking
photographer can achieve both the goals o f e h ck aze angles off to the side

portraits which are not directly frontal, but in which the gaze ang

of the camera. amina
To face the camera is to permit close examiné

including scrutiny of the face and eyes which are in common sense pa

k is returned and on

the reader?s histor ical ly
i s obv ious l y crucial. The

inc lud ingf r i end l y smiling,

o r an ambiguous look. Some

g, disorganiz inga n d perhaps

ok is, however, usually not a

tion of the photographed subject,
rlance the seat
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ality i s a central technique o f a ?documen-
: ; i the stage for either cri t iwee hy (Tagg 1988: 189); i t sets 2 que

tary e o inp o e r v e ee uation of the othera s a person or type. Editors

atthe magazine talked about their search for the ?compelling face? in selecting photos
a

for the magazine.
Racial, age, an

gaze is returned an nd

gaze. T o a stat is t ical ly signif i

of soul, personality or character. Front

d gender differences appear in howo f t e n a n d how exactly the
d lend substance to each of these perspectives on the camera

cant degree, women look into the camera more than

men, children and older people look into the camera more often than othera d u l t s ,
those who appear poor more than those who appear wealthy, those whose skin is

very dark more than those who are bronze, those who are bronze more than those

whose skin is white, those in native dress morethant h o s e in Western garb, those
without any tools more than those using machinery.? Those who are cu l t u ra l l y

defined by the West as weak ? women, children, people of color, t h e poor, the
tribal rather than the modern, those without technology ? are more likely to face

the camera, the more powerful to be represented looking elsewhere. There is also

an intriguing (but notstatistically significant) trend towards higher rates o f looking
at the camera to occur in pictures taken in countries that were perceived as fr iendly

towards the United States)*
To look out at the viewer, then, would appear to represent not a confronta-

tion between the West and the rest, but the accessibility of the latter. This

interpretation is supported by the fact that historically the frontal portrai t has been
associated with the ?rougher? classes, [. . .] Tagg (1988), in a social history of

photography, argues that this earlier class-based styling was passed on from portrai-
ture to the emerging use o f photography fo r the documentation and surveillance of
the criminal and the insane. Camera gaze is often associated w i th fu l l frontal posture
in the National Geographic; as such, i t is also part of frontality?s w o r k as a ?code of
social inferiority? (Tagg 1988: 37). The ?civilized? classes, at least since the nine-
teenth century, have traditionally been depicted in Western art turning away from

the camera and so making themselves less available.? The higher status person may
thus be characterized as too absorbed in weighty matters to attend to the photog-

rapher?s agenda. Facing the camera, in Tagg?s terms, ?signified the bluntness and
?naturalness? of a culturally unsophisticated class [and had a history which predated

photography]? (1988: 36).
These class coded styles of approach and gaze before the camera in gestures

have continued to have force and uti l i ty in renderings o f the ethnic other. The twis t
here is that the more civilized quality imparted to the lighter skinned male in

Western dress and to adult exotics who turn away from the camera is only a rela-

tive quality. Full civilization still belongs, ideologically, to the Euro-American.
Whether these categories o f people have actually looked at the camera more

readily and openly is another matter. I f the gaze toward the camera reflected only
a lack of familiarity with it, then one would expect rural people to look at the

camera more than urban people. This is not the case. One might also expect some
change over time, as cameras became more common everywhere, but there is no

difference in rate of gaze when the period from 1950 to 1970 is compared witht h e

ter period. The heavyedi tor ia l hand at the Geographic argues that what is at work
et of unarticulated perceptions about the kinds o f non-Westerners who make

T H E P H O T O G R A
P H A S A N I N T E R S E C T I O N O F G a

2 E S 3 6 1

c o m f o r t a b l e and i n t e r e s t i n subject

select f r o m a vast array o f s osibte i c o n Magazine. Nation

the soc ia l /power relations are between thet e re basis of so

being photographed. These aestheticchoices ae . a n d the P

po l i t i c s nonetheless. A ?good Picture? is 4 picture a e explicit Politics but encode

preva i l i ng ideas about the other, including ideas" h o y . makes sense in terms of

e n c e . a s . ut both accessibility and differ.
In a second form of gaze by the photo :

at someone Or something evident w i th in r e p b l e the hon- Westerner looks

the Other is are often read of f f rom thisgaze which ne ideas readers get about who
attention, o r goals. The VenezuelanProspector who f o e as an index of interest,

are being weighed by the buyer is interested in sellin, om i tt h e diamonds as they

than in the Western viewer or other compatriots. The & , making Money, rather

hard-won money usually flies fast in gambling and n e ion supplies details: ?the

diamond camps where,riches-to-rags tales abound.? And i n e e n s at primitive

Ferdinand and Imelda Marcos happily staring at their child 6 picture showing
thereby assured of their family-oriented character. rem» the audience is

A potential po int of interest in many photographs is a Western traveler. In 10

per cent of these latter pictures at least one local looks into the camera. Yet j

per cent o f the pictures in which only locals appear, someone looks intet h et in 22

Toa s ta t i s t i ca l l y significant degree, then, the Westerner in the frame draws a look
away from those Westerners beyond the camera, suggesting both that these .
kinds o f Westerners might stand in for each other, as well as indexin st

they are believed to have for locals.

T h i r d , the Other?s gaze can run of f into the distance beyond the frame. This

behavior can suggest radically different things about the character of the subject. It

might por t ray either a dreamy, vacant, absent-minded person or a forward looking
future-oriented, and determined one. Compare the October 1980 photo of three
Argentinean gauchos as they dress for a rodeo with the November 1980 shot of a

group o f six Australian Aborigines as they stand and sit in a road to block a govern-
ment m in ing survey team. Two o f the gauchos, looking out the window at a point

in the far distance, come across as thoughtful, pensive, and sharply focused on the

heroic tasks in f ront of them. The Aboriginal group includes seven gazes, each

heading o f f in a dif ferent direction and only one clearly focused on something within

the frame, thus giving the group a disconnected and unfocused look. It becomes

harder to imagine this group of seven engaged in coordinated or successful action;
that coordinat ion would require mutual planning and, as a corollary, at least some

mutual gaze dur ing planning discussions. Character connotations aside, the out-of-

frame look may also have implications for viewer identification with the subject, in

some sense connecting with the reader outside the frame (Metz 1985: 795).

Finally, in many pictures, no gaze at all is visible, either because the individ-

uals in them are t iny figures lost in a landscape or in a sea of others, orbecauset h e
scene is dark or the person?s face is covered by a mask or veil. We might read this

kind of picture (14 per cent o f the whole sample) as being aboutthelandscape or
ac t i v i t y rather than the peop le or as communicating a sense o f nameless 0 ers

or group members rather than individuals. While these picturesd o not increas in

number over the period, there has been a spate of recent covers in which the face

al Geographic editors
m e hotion about what

articular ethnicsubject

g the interest
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hed are partly hidden (November 1979
on- Western a Pest 1987, October 1987, November 1987, July

3, October o r 1991). Stylistically, National Geographic photogra.

1991,D e c e m ? experiment with elements of the classical portrai t
have seen he beonce o f any such shots before 1979 can also be

ttitude about thepossibil it ies o f cross-cultural commy-
an tell a story of a boundary erected, contact broken,

o r eyes o f a n

February 198

1988, February

hers may now hay

e t h its full-face view, but

read as a sign of a changing @'

nication. The covered face ¢

A d i r e c t Western g a z e

rticles on the non-Western world, the National Geographic has f requent ly
w a Western traveler in the local setting covered in

the piece. During the post-warperiod, these Westerntravelers have included adven-

turers, mountain climbers, and explorers;anthropologists, geographers, botanists,
and archaeologists; U.S. military personnel; tourists; and government officials or
functionaries from the U.S. and Europe from Prince Philip and Dwight Eisenhower

to members of the Peace Corps. These photographs show the Westerners viewing

the local landscape from atopah i l l , studying an artifact, showing a local tribal person
some wonder of Western technology (a photograph, m i r ro r or the camera itself),

or interacting with a native in conversation, work or play. The Westerner may stand
alone or with associates, but more often is framed together w i th one or more locals.

These pictures can have complex effects on viewers for they represent more

explicitly than most the intercultural relations i t is thought or hoped obtain between
the West and its global neighbors. They may allow identification with the Westerner

in the photo and, through that, more interaction with, o r imaginary participation
in, the photo. Before exploring these possibilities, however, we w i l l speculate on
some of the functions these photographs serve in the magazine.

Most obviously, the pictures of Westerners can serve a validating funct ion by
proving that the author was there, that the account is a first-hand one, brought f rom

the field rather than from the library or photographic archives. In this respect, the
photography sequences in National Geographic articles resemble traditional ethno-

graphic accounts, which are written predominantly in the third person but often
include at least one story in the first person that portrays the anthropologist in the
field (Marcus and Cushman 1982). For this purpose, i t does not matter whether
the Westerner stands alone with locals.

hel To serve the functiono f dramatizing intercultural relations, however, i t is

elpful to have a local Person in the frame. When the Westerner and the other are

Positioned face-to-face, we can read their re la t i

featuresasGoffman (1979) has identified in his s

presentation of women and men ?

In its al

included photographs that sho

onship and natures from such

tudy o f advertising photography?s
° their relative height, the leadi d inb | me ight, the l e a d i n gand guying

Pea re heun more often in pictured males, the greater emotional expressive-

doing, th omen and thelike.* What the Westerners and non-Westerners are
expressions ve Vantage points from which they are photographed, and their facial

PThe m e other cues to their moral and social characters.

who has the vishtood j a n mutuality of the gaze o f the two parties can also tell us
8 or need to look at whom. When the reader looks out at the

F i g u r e 33.2 Photo: Lowel l Thomas, Jr. © National Geographic Society

Photographs in wh ich Western travelers are present encode complete messages about intercul-

tural relations. The nonreciprocal gazes in this February 1960 picture encode distinctly colonial
social relations.

wor ld through this proxy Westerner, does the other look back? Here we can look
at the February 1960 issue showing two female travelers looking at an Ituri Forest

man in central Afr ica (see Fig. 33.2). Standing in the upper left hand corner, the

t w o women smile down at the native figure in the lower right foreground. He looks

towards the ground in front of them, an ambiguous expression on his face. The lines

o f their gaze have crossed but do not meet; because of this lack of reciprocity, the

women?s smiles appear bemused and patronizing. Their smiles are neither returned
fr iendly greetings no r can we discern any reason for their smiles in the man's

behavior. In its lack o f reciprocity, the gaze is distinctly colonial. The Westernersd o

not seek a relationship but are content, even pleased, to view the other asan ethnic
object. The composit ion o f the picture, structured by an oblique line running from
the women d o w n to the man, shows the Westerners standing over the African; the

slope itself can suggest, as Maquet (1986) has pointed out for other visual forms,
the idea of descent or decline from one (the Western women) to the other. .

A related function of this type of photo lies in the way it promptsthe viewer

to become self-aware, not just in relation to others, but asa viewer, as one who
looks or surveys. Mulvey (1985) argues that the gaze in cinema takes three orms
~? in the camera, the audience, and the characters ast heyl o o k a t cach ° ° or out

at the audience. She says that the first two forms have to be invisible or obscure '
i f the f i lm is to fol low realist conventions and bestow on itself the qua es ol

?reality, obviousness, and truth.? The viewer who becomes aware ofh i s b a n a

own eye or that o f the camera wil l develop a ?distancing awareness rather
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Figure 33.3 Photo: Volkmar Kurt Wentzel © National Geographic Society

A surprising number of Geographic photographers feature mirrors and cameras with Westerners
offering third-world peoples glimpses of themselves. In this August 1956 picturea staff artist in
what was then French Equatorial Africa shows a woman ?her look-alike?.

redundant caption: ?His first mirror: Porter?s boy seeing himself as others see him.?
By contrast with the later photo, the explorer?s gaze is not at the African but out

rowers we c a m e r , indicating m o r e in te res t in the camera?s reception o f this

demoninstes the i m p o s e S e m a n s face f o r clues to his thinking. It also
communicate dominanee Int h e manipulating relative height between races to

mirror up to a baboon M a s a m e genre, a Westerner in safari clothes ho lds a

boundary between nature i ) Here as well, the Geographic plays w i th the
Occupies that boundary in the culture. The baboon, l ike Th i rd -Wor l d peoples,
1989); its response 2 the X Popular culture of white Westerners (see Haraway

engaged in the ultimately human and only seem humorously inadequate when
© mirror sometimes serves most adul t o f activities, self-reflection.

o f forming national identity, Nat; as a device to tell a story about the process
ty. National self-reflection is presumed to accompany
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development, w i th the latter term su, estin .

a n d psychosocial .T h e caption t o a 1980pictere f a T e m e is bo

a mi r ro rp lays w i th this confusion between the individual and i i a looking into

the developing self awareness of mature adults and historical] € nation, between
identity: y emergent national

t h technological

A moment for reflection: Mahbouba Sassi

her headband. A wife and mother in the vi]

g a r b sti l l typical o f rural women in the regi
by any standards, quiet ly but steadily brou
o f developing nations.

glances in the mirror to tie

lage of Takrouna, she wears

on. Stepb y step. Tunisia has,

ght herself into the front rank

(National Geographic 1980)

Cameras break into the frame of man

some, a Westerner ish o l d i n g the camera and showing a local group thephotograph
he has just taken o f them. Here the camera, like the mirror, shows the native to

himself. Frequent ly thep i c t u r e is shown to children crowding happily around the

Western cameraman, Historically i t was first the mirror and then the camera that
were thought t o provet h e superiority o f the Westerner who invented and controls

them (Adas 1989). In many pictures of natives holding a mirror or camera, the

magazine plays w i th what McGrane (1989) identifies with the nineteenth-century

European mind that is, the notion ?of a l ow threshold of the miraculous [in the non-

Western native], o f a seemingly childish lack of restraint? (1989: 50).

In o ther pictures, the native holds the camera. In one sense, this violates the

prerogative of the Western surveyor to control the camera as well as other means

of knowledge. From an early point in the history of photography: its users recog-
nized that the camera was a form o f power. In an analysis of photographs of

Middle-Eastern women, Graham-Brown (1988) provides evidence that colonial
photographers were motivated to keep local subjects ?at the lens-end of the camera?

(61), and quotes one who, in 1890, complained. ?It was a mistake for the first

photographer in the Pathan [Afghanistan] country to allow the natives to look at the
ground glass screen o f the camera. He forgot thata l i t t l e learning is a dangerous

thing? (1988: 61). The camera could be given to native subjects only at risk of giving

away that power.
Suggesting l i t t le peril, however, the pictures in National Geographic which place

the camera in other hands create an amusing or quaint scene. A broad smile graces

the face o f the Aiv i l ik man above who uses the camera lens to view the landscape

wi th a companion November 1956). At least one caption suggeststhat, although
the subject goes behind the camera ? in 1952 a young African boy looking through

the viewfinder ? what he looks out at is the imagined self at whom the Western
photographer has been looking moments before: ?Young Lemba sees others as the

hotographer sees him.?
: S u c h p i c tu res were more common in the 1950s. We can detect a change > ?

decolonization proceeded, in the simple termsw i t h which the problem mk e e

in an amazing photograph August 1982 (see Fig. 33.4). It sits ny the i e Frome

o f the page in an article entitled ?Paraguay Paradox of South e r i c a , i a e
is nearly filled w i th three foreground figures ? white female tourist standing

y National Geographic photographs. In
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Figure 33.4 Photo: O. Louis Mazzatenta © National Geographic Society

Arare picture from August 1982 draws attention to the presence o f the camera by photographing

people being photographed for pay.

an Amerindian woman and man, both in indigenous dress, both bare-chested. The

three stand close together in al i ne , the tourist smil ing w i th he r arm on the shoulder
of the sober-faced native woman. The tourist and the man, also unsmil ing, face of f

slightly towards the left where a second camera (in addit ion t o the one snapping

the photo that appears in the magazine) takes their picture. T h e poses and the

caption ask us to look at the natives as photographic subjects: ?Portraits f o r pay: A

tourist poses with members of the Maca Indian tribe on Colonia Juan Belaieff Island
in the Paraguay River near Asuncién. The Indians charge 80 cents a person each

time they pose in a photograph Lee

This rare photograph invites us into a contradictory, ambiguous, but in any case,

hen s u r g e d e a It is not a pleasant picture, in contrast w i t h more typical

i d thin ; ef L ecause i t depictst h e act o f looking at unwi l l ing subjects, suggesting
8 process. The first is the voyeurism o f the photograph o f the exotic.

The cam : w a ,
j era gaze is doubled in this picture, not the native subject as in the photos

above where the camera ent

underlines thatW e s t e r ngaze

structure of i

between looker a a attention to the commodified nature o f the relationship

tourist satished r esunbh The Indians appear unhappy, even coerced; the
the diverted gave and i t s y w e her catch, Here too an apparent contradict ion ?

candid appearance Suggest that the National Geographic
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hotographer took this picture without
su: ests otherwise.

T h e photograph?s potential ly disturbin

jg muted when one considers that the cam
enting the returned gaze o f indigenous people as ; i i i

w e e n Western viewer and non- Westernsubject one wan f a t e e t i i w i n g

attention to the photographer (and the artifice) between them. A 5 tom Faliens

ation f r o m the act o f looking even while attention is drawn to i e dthis h o t tney

exempl i fy a principle which Sontag says operates in all photography: een may

T h e photographer is supertourist, an extension of the anthropologist,

visit ing natives and bringing back news of their exotic doings and strange

gear. The photographer is always trying to colonize new experiences,

to find new ways to look at familiar subjects ~ to fight against boredom.

For boredom is just the reverse side of fascination: both depend on being
outside rather than inside a situation, and one leads to the other.

(Sontag 1977: 42)

paying, un l i ke the tourists; the c a p t i o n

gmessage f o r National Geographic readers

€ra has n o t succeeded so much inr e p r e -

Avoiding boredom is crucial to retaining readers? interest and membership as well.
One could also look at the photograph from a 1990 issue on Botswana showing

a French television crew ?i n fu l l camera and sound gear and froma distance of a

few feet ? f i lm ing two Dzu men in hunting gear and ?authentic? dress. The

Frenchmen enthusiastically instruct the hunters in stalking posture, and the caption

critiques them, not ing that they have dressed up the natives (who otherwise wear

Western cloth ing) fo r the benefit of European consumers. While this photograph
is valuable in le t t ing the reader see how images are constructed rather than found,

its postmodern peek behind the scenes may also do what Gitlin notes contempo-
rary journal ism has done: engaged in a demystifying look at how image-makers
control the face poli t ical candidates put forward, they encourage viewers to be

?cognoscenti o f their own bamboozlement? (1990).
Ul t imately the magazine itself is a mirror for the historical, cultural, and polit-

ical economic contexts of its production and use. That context is reflected in the

magazine?s images themselves, but not in a simple reflective way, ase i the rt h e objee

t iv ist myth of the nature o f cameras and mirrors o r as the Althusseriannotion ofa

?specular,? o r mi r ror - l i ke ideology (in which the subjects i m p l y recogniies him or
herself) wou ld have it. It is perhaps more in the form of arippled lake whose many

intersecting lines present a constantly changing and emergent image.

T h e a c a d e m i c s p e c t a t o r

, out of
In one sense, this gaze is simply a sub-type ofthereader 's gare e e o n l

the same American middle class experiential matrix with its ~ y e e veting both
representations, its formal and informal schoolingi n t e e n i e read me National

photograph and cultural difference, and itssocial e e b t h as children
Geographic wi th a sense of astonishment, absorption, and ?
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