thee gospel. they esugerly took up milkgy and buresuorate todeds ot onganisation;
thay enltwaterd  stabstios” o arder o messue siecess el thoy certidinly
smployed all knds of ‘methods” whan b caine to assis thee economie Bises
10891158, 161).

Also m e anteoloniahst vein, VY. Mudilmbe s gests that the nissionary. in his

dovotion 1o Givilisation, Christianty and Frogress. best symibolised the colonial

Hiterprise:

The more careful'v one studies the history of missions m Africa. the more dithcult
1 becomes not to identify it with cultural propaganda. patriotic motivations, and
cammercial interests. since the nussions’ prograname & mdesd more complex
than the simple transmission of the Christian faith [ JWith eyual enthusiasm. he
[the missionary] served as an agetit of a political empire. a representative of a
civilisation, and an envoy ot God. There is no essential contradiction hetween
these roles. All of them implied the same purpose: the conversion of African
minds and space (Mudimbe 1988:47).
Drawing upon F. Eboussi-Boulaga's charactensation of the discourse of Chiristianity
a8 both ridiculing and refuting African traditions, and didacue in its revelation of, and
caniormity to, a single Truth based on Faith, Mudimbe identifies ‘three
maments]...Jof viglence in missionary language].. Jexpressed in the concepts of
derision refutation-demonstration. and orthodexy-con‘ormity” (Mudimbe 1988.52).
Annig Coambes, in Reinventing Attica (18843, not only makes reference o, but also
endorses Mudimbe's approach to missinnaries and colonialism. arguing that the
nansionaries posiftons o Africa “ultimately sorved impotial interests” (1694:161).
Cochrane oo, m Bounty 1 Bondaye (1987), sees the inissionary enterprise as a

pawn ot secular poliical hogemany (1937160 162). Mission photography . was

imphcated In wiping African religic us practice “off e ep of Attica”. mostly by

1w



Secdlansation: Apo Atncan Viewpoint',  soaggessts that CJifhe deid obyectivee of
missionaries was to wipe Afncan Traditiona! Rebcron, my which Afncans biad been
tinding  spiritual  consolation for conturies. completely  off the map of Ahica’
(1979.268). Like Comaroff and Comaroft. who charactense Chnstanity as a "'master
narrative of o universal owilisation” (1911:246), Ayandeis argues that secular
maotives of missions - to introduce Furopean  Itural practes. cducation systems
and economic models - were nextricahbly tied up with, and essential w. the
introduction of a new religous epsteme  (1078:256), and that colomal
administrations used Christianity as a tactwal project to justfy and control the

system:

the white masters used the Church to lord it over the Alrican, a logical thing in the
colonial set-up: they strengthened the ecclesiastical impenalism they had
established in the nineteenth century and frowned at the attempts of Africans to
institutionalise Christianity in a way diffarnnt from that of the Western-established
churches and beyond the control of white rulers (Ayandele 1979:265).
Similarly. Johannes Fabian emphasises the complicity of missions in the political
administration of the former Belgian Congo, as part of 'the famous triad” - political.
comraarcial and religious interssts - which set up and maintained the noipnial system
14983169 - In a later essay in Time and the Wik of Anthropoloagy (1691). Fabian

refines his approach to the politicai-rehgious relationship, but is none the less

adamant about the complicity of religious and political interests:

v finds striking agreement between missionaries and impenalist agents with
eygard to conceptions of space (routes are ttaced, tenitories to he mapped) and
movement (attack. ponetration occupation)] - iwhen nussions began o spread

1



I'he following sechions of this introduchon deat wath the descursive assuniptions
and parameters of the fches of nussotsation ond photagraphy, fecusimg on
wntings about the: missionary's  encounters  with  other missionanes,  eolonial
administrators, athnographers and Aftican indegenes, as well as the hhotographs
tnat were either producad at the time of the encounters o as a result of these
ehicounters. This contextualisation s intended to hughlight the tact that mission
photagraphy, as defined in this project. s a discordant and varied gerre  and
thereby dispel the myth that such photography is « generic entity within the histories

of colonialism and photography.

From the late fifteenth century. when the Portuguese first established mussions in
northern Angola (Neill 1966:285). historicising oiscourses of missionisation have
established wide-ranging, and often confradictory, positions on the role nussions m
Africa, most specifically their differing refations to religious and secular forms of
colonial. as well as indigenous cultures. In this section on the missionary encounter,
I would like: to explore some anti-colonialist, sentimentalised and context-specific
approaches to the missionisation. of Afnca.

The anti-missionary thrust of some recent writings on mission history i based on
anargument that heavily implicates mssions in acts ot colonialism. EA Ayandele.

tor example. in an essay entitled Mission i the Context of Religion and

Y



While tie imperalistic bent i photograptie: practice = ity consistent, the wiil to
dominate and control is not silways realised in colonal phiotegaphy

Calonisation s about the simultaneous elimination and proeduction of old and naw
spaces: ‘it is not a space of cohabitation, but of mterdiction and intersechon”
iBurhanan 1994 1293, Mission photography. (e one torm of colomal photagraphy. 18
but one practice used to delineadte & poltics of mclusion and exclusion  The various
‘complementary’ practices of colonialism seek to orgamse and arrange “the
domination of physical space, the reformationt of natives’ minds, and the integration
of local economic histories into the Western perspective’ (Mudimbe 1988:2).
Missionisation and photography were (and are) two complementary practices which
attempted to dis/re-locate the physical and visual spaces of Africa. Photographic and
mission practices attempled to be essentialised versions of an 'ideal’ colony -
photographs are often abbieviations of space, just as missionisation s often
concerned with the simplification and essentialisation of wen ies.

Missionisation and pk stography are both implicated in colonial encounters that
are differently affirmaiions and disruptions of power An exploration of encounters of
bower requires, to some exient, a revaluation of both the termis and relationships of
power {espacially n discourses of photography).  The modes of articulation of nower
toutside of the limited paratneters of writer and photographen, as well as exchanges
hetween colonising groups {(e.g. missionaries and adminstrators) an! between
colonised groups (e.q. traditional leaders and Christian converts) inform no‘ions of

uncounter in the contact zone



Introduction

If ipedalism s about the hegemoric extension ot power and contiol. then
colomalism, as the forms of anperialism. 15 about the ideslogical occupatior =nd
settlement of physica! and metaphysical space. Tne overriding strategies  of
imperialism contain the palitical, economme and cultural tactics of coloniaism that are
enacted to meet the neads of imperialism. While Edward Said, in Cufture amnd
imperialiam (1993), acknowledges that impenialism’ ie "a word and an idea today so
controversial, so fraught with all sorts of questions, doubts. polemics, and ideological
premises as nearly to resist use altogether” (19¢3:3). he nonetheless makes the

folfowing distinction between imperialism and colonialism:

mperialism’ means the practice. the theoy, and the attitudes of a dominating
metropolitan centre ruling a distant terntory: ‘colonialism’, which s alniost always
a consequence of imperalism, is the innlarting of seltlements on distant
territory.f.. JIn our tme.  direct  colonalism  has  largely  ended,
imparialismi.. Wingars where it has always been, in a kind of general cultural
sphere as well as in specific political. ideological. econonie, and soclal practices
110193:8).

Photograpty. generally. mirors impenolisn i that the wilt to dominate and control
the subject of vision 18 a kay component of taking. making and dissemmat |

phntograptis. In line with the defimition outined above. colonial photography. more

specfically, conearns the actual determinatior: of a vision abowt a distant territory.
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Abstract

A burgeomhg academic interest in mission photagraphy has generated a fairly small
body of literature that often perpetuates stereotypes and dicholomies about the
photographic colonisation of Africa by missionanes. Within this literature, little, «f any,
conhsideration has been given to the mission photographs camoui‘aged by
inadequate inventolies in South African archives. This dissertation. in attempting to
account for a *history’ of Church: of the Province of South Africa (henceforth CPSA}
tmission photography in southern Africa, is an exploration of the role of ~uch
photography in the demarcation of colonal spaces and the inscription of celonal
identities. Theoretical discourses of space and identity are not only useful to the
framing of CPSA nrssion photography within the visual discourses and idectagical
practices of colonialism, but are also valuable to an exploration of the varipus uses
and practices of photography within mission space, the role of photography in the
swabilisation of space. and missionanes’ attempts to inscribe both setf-identity and

the wentity of other peoples.
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After sense, i which photography s an eftect of o1 parhcukr ivexd spethal
arganisation  Thus, the aser of speace i thes dissertation is et so aseh o deliberation
upon agsues such as perspectivitl llusionism espoecilly smce porspechve 15 S0
often, by virtue of the mechanical app.iatus of the samera, a given i photographic
images - and more a focus on space as A hved, politicised concept that accounts for
the social processes that cocasions certain kinds of tmission photographs.

More than just providing a framework for the assessment of both CPSA nussion
photographs from Ovamboland and the eastern Gae 2 this chapter 1s an attempt to
make certain links between theanes of space and theoties of phatography. links that
will hopefully provide a more nuanced framewark for the assessment of coloral
photographs. In this sense. it .» theoretical in focus and does not pretend .. offer a
detaled visual account of CPSA mission photographs. The first section of this
chapter 1s limited to theoretical perspentives that provide insights into both coloniai
photographic practice and the ways in which mission spaces are conshituted and
made meaningful through the use of the photogiaphic medium. The exploration of
the these theoretical positions 15 thematic rather than chronological in order te
=mphasise their points of meeting and departure. and focuses primarily on Heni
Lefebvre's The Production of Space 119811 Key 1o this chapter is the dovelopment
uf a nation of photograrhic space based on these theones of space. The temaining
sections of this chiapter explore photograpine space i relation t other photographic
ssues and debates. including the refationship  betwveen  photographer  and
photographerd. the photograph as an inftesvention in space and fime, the photoaraph

as spratial nartatve. the ‘arbibradness of the photographic image. and linked to this,



Space and Colonial Photography

Taking as its impetus certan aspects of Marxist poitics. space theory has evolved
as a range of paticularly acute understandings of abstract and  physical
geoyraphies. Space theory, as a body of thought. s not a cohasive perspective to
which any number of metaphors or adjectives cun simply be attachod. Authors
nonsistently emphasise and contest different, and often contradictory, notions of the
canstitution and meaning ot space.” Against this, traditional art historical notions of
space usuaily refer to ti..: occupation and ordering of a two-dimensional picture
sutface. and more specifically. to the creation of a visuzl illusion of depth through
conventions of Renaissance perspective. ™ Used in this traditional sense. space is
largely ahistoncal and depoliticised. Little or no attempt 15 made to critically assess
the contexfs and motives that coverlly and overtly mform persanal and cultural
articulations of visual space. So where traditional art historical space is concerned
with the ordering of a three-dimensional reality ot a two-dimensionai suiace through
the organisational use of perspective, more politicisad conceptions of space are
concerned with the particudar soca@t elationships that factitate and/or hinder the
pruduction of a particular space. Within the dumain of photography. the fotmer s a

prencoupaton with photography as A wprasentation of space. as opposed to the



meanmngs. The tlaidity of mieaning foins an aopeottant theoretiod tocos o this
chapter, specitfically my relation to both the constroctend delimeation botwesn, and
ieanitig of ‘nission’, frontier. prvate’ and public’ spaoces. and the extent to which
the mission photographs are impaicated in the shifis between these vanoos spaces.
The photographic material for this project has been kgaly denvexd from the
CPSA archive, University of the Witwatersrand. JJohannesbury  Photographic
matenal in the CPSA archive at Wits University has nethinr hesn mdexed i any
cohetant form, nor warked with it any academic project. The location of the
photographs for this dissertation thus required an oxamination of all the GPSA
mventories. Out of this process emerged a list CPSA miss'on photographie matenal
that formed the basis of this study, a Iist that s included as Appendix A in this
dissenation. The lack of a ‘photegraphiy) entry within the mission archive's index
suggests a rather passive atlitude to the protographic holdings in tha archive. There
i no archival photographic policy, nu special procedure for the preservation of the
photographs, and no systematic process for the collection of CPSA mussior
photographs. In addition to the CPSA archive, the following archives were visited:
Cape Archives (Cape Town): Caty Library (Rhodes University, Grahamstown): Local
History Museum (Durban}. Killie Campbell Afticana Libraty (University of Natal,
Durhan). MuseumAftica (Johanneshury). Natal Archives Denot (Pirtermaritzburg),

and South Afnican Library (Gape Towr,,



annotated 1 a notebook attributed 1o o lay wiorker at the raesion, Alec Grosby The
natebiook is an attempt ta orgatese the frontier spice of Ovambeland region through
snapshot phiotographs and weitten annotations. The photographs play an tnportant
ole w producing a particular narrative about the frontier space of Ovambeland.
Frontier space s, importantly, concerned with notions of communicated difference,
as well as the re-negotiation of space and place. The notebook s about the
neqotiation of this frontier space i an attempt to produce a concrets nusswonary
place. The frontier is transformed. hoth visually and verbally. from the openness of a
hostile place into the ciosure ot a tamed place, thereby effecting the rentegration of
the fragmented and uncertain space of the frontier into the safe place of the mission.

In looking at posteerds produced by and for CPSA missions in the gastern Cape.
nne has to negotiate at least two phofographic histories, namely a history of ‘public’
posicard views ind a history of nmission photographs. and through an exploration of
alements n these histories. come K some understanding of the creation of mission
dentittes through the selective visualisatton of content and the uce of a specific
form. As such, Chapter Four is not so much an expleoration of representative’
oxamples of either mission or posteard photographic histories. as an inquiry into the
tragments of a spatialising mocess. This examinaton of fragments of mission
phatographic production is part of a conscious attempt to obfuscale any fixed
ientity for mission photography. The failure to constitute full and complete identity is
central to the attenpt to revision the spocific contents of photographic colonialism as
wedl s @ history of that cofomaiism. The stratified nature ot mission photograpghic

hstories 15 also a product of the nhotograph's fluid and distuptive path between



The cunvergence of spatial and identity politics. as outlined in Ghapter One and
developed in Chapter Two, lakes place at the point of the  Mfusal of the spatial
metaphor (o completely encompass or fix a particuhs noban o identity. Space and
entty are mutually inclusive in that an dentity politics of space and a spatiatisation
of identity both involve a lack of fixity. The appiication of this lack of fixty' to
missionary and phofographic practices, forms part of an attempt to evaluate the
extent to which mission photographs are used to fix particular identivas, and the
axtent tu which the genre of mission photographs can be fixed with its own identity.
If a politics of representation is concernad with “how politics ie inscribed within the
form and act of representing itself” (Giroux and Simon 1994:95), then space and
identity are crucial theoretical moments for particular understanding of mission
photographs. The place of mission photography in processes of colonisation need to
he politcised to more adeqguately reflect the numerous permutations of a
colonisation of vision. In looking at the photographs themselves. only fragmented
moments in the history of CPSA mission phatographic practice will be explored. That
these moments are not ‘reprasentative’ of the genre of mission photography is part
of A conscious attempt {o spatialise the genre as largely fragmented and without
cahesive identity.

Taking up the 1ssue of space. Chapter Three vxplores a set of photograph:. from

S5t Mary's mission in Ovamboland. The photographs have been collected and
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Fig. 1

'Waler Carriers Natal, 8. Africa’, n.d.
Killie Camphbell Africana Library, Durban
Brunckner Papers, Fig 4



inchide: studio and locaton phatographs such as 'Water Carmers Natal 8, Africa
thg. 1. ovenlealy, a highly posed. pictaresgue, protessional photograph in the
vollection of an Amernican Board missionary from Natal, alohgside mote amateur
photographs taken by missionaries or lay workers.” While photographic meaning is
often genre-specine, the opening up of the parameters of the genre altows for an
assessment of how secondary readmos (e.g. a tmissinnary's reading of a tourist
postcard) often re-invent wider uses tor photographs. © To suggest. as Pierre
Bourdieu does, that “the ordinary photograph[.. Jhas no meaning, value ot charm
axcept for a finite group of subjects. mainly those whao took 1t and those who are its
nbjects” (1990:87) is limited exactly because it doss not take cognisance of the
telacation of photographs in different genres.

The existence of different genres within mission photography raises the
importance of the difference between encounter and strategy. The photographs
need to be assessad primarily in terms of both an encounter hetween photographer
and photagrapihed and the photographis strategies reflected in the actual images
and their genres. These emphases on the encounter and strategy are meant to not
only dispei the myth of the inactive African subject and introduce the possibitity of
African resistance to and protest against mission photography. but also {ucate
mission photography within a process of transculturaltion  asking what African
culture took from mission photography. Thus, what needs to be estabiished. from a
veallal perspective, is the role of photographiy in it mant2nance and/or denial of

coloniz! and eoltural ideologies



contributions of African Christians and nt Afijcan cosinolngies” (10890058, 6l)  Giray
lists various interests and emphasaes which not only distinguished missionaries from
colonial administrabons, but i some cases brought them into conflict with colonial
rule: the tinancial independence of missions, thear role in instituting various forms of

education and their ahilty to he unrestricted by national boundanes ( 1900:58;. "

One of the most important applications of space theory to photography, and one that
15 central to this project. is a definition of mission photography (as distinct from
missionary or church photography). By ‘mission photographs’ | mean more than just
photographs taken hy missionaries. This notion of the term prioritises the spatial
use valyes of the photographs rather than necessarily the producers of the
photographs (while not ignoring the latier), so that its scope embraces all
photographic imagery that was used to generate and perpetuate certain ‘missionary’
positions. Thus the term includes photngraphs ‘*aken by professionals and
missionaries themselves, hoth on 'location’ at mission stations and in studios. In this
regard, the word ‘mission’, especially in the South African context, is significant as it
refars to an institute which setved African rather than Furopeas interests (Japha et
al 1893:3). This racial connotation is important to the kinds of photographs that were
produced. specifically the emphasis on photographs that separated out 'mussion’ and

African’ idenbties.  The wide scope of ‘mission photographs’ 15 thus ntended to



cause of the varying posstions of missionaries - the soco calturid charecter of the
colony with its diversity of groups on both sides of the colonid encounter
(rapresenting a wide range of ethnic, religious, commercial and poliical interasts)
ahigenders a context of contraacction, inconsistency and  husperception in
missionising (Wyllie 1976:187-98, 2( 2)." The suggestion that the nussiohary project
in Africa was not a unified strategy of colontalism is nat to unply that iissions were
not a pant ¢f the colonial thiust into Africa, but rather that they were not as nigidly
embedded in a particular kind of colonial practice. ™

Beidelman's paosition has subsequently been superseded by a rnofion of
missicnaries as “anticolonial militants” (Fields 1982:96} In an essay entitled
‘Chrigtian  Missionaries as Anticolonial Miitants' Karen Fields suggests that
missionaries and colunial adminisirators waged an ideclogical batile over Africa
customary law - the former rgjacting it as 'neathemism’ and the latter harnessing it as

a means of indirect rule over the colony:

Missionaries had to part company with the colonial regime on the matter of
custom. To missionaries custom was a stumbling block. to the regime a prop.
Attacking custom, therefore, missionaries attacked indirect rule at its foundation
(Fiekis 1982.106).
Richard Gray, in Black Christians and White Missionaries (1980), acknowledges that
the missionaries insistence on the value of “regular kbour, vbedience, mdivigual
=ffort and responsibility” was not out of kilter with commercial and political interests.

hut points out that "the argument that Chnstiactity in sub-Saharan Africa has been

maerely the ideolngical superstructure of Western capitalism ignores the fundamental
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presentation of hergis missionanes. inportantly. though, steh anages mrely depint
the 'struggle” against antthetival practces. The talsity of thoest muages lios i the
presentation of g liner missionisation of Atiea, deveid of any uneven or contested
developmert.

One of the most important features of the history of Christi= - & Africa is the
sheer diversity of missionary practices, a degrer at vanance that resulted in the
many contrasting and contradictory positions of different mission groups. T.0.
Beidelman’s Coinnial Evangelism (1982) 1s premised on a notion of anthropological
racovery. Using the localised enccunter as the basis of his research, Beideiman
ascribes these contrary positions to the different sacred and secular foci of mission
groups, in terms of issues such as the contrasting cullural backgrounds of
missionaries (ethnic, class and economic differences). the differing ideological
approaches of mission groups (to such things as an African clergy. levels of literacy
and African beliefs and customs). contrasting approaches to the implementation of
Chnstianity (extent of coercion, vse of western clothing, language of teaching, etc.),
the ¢hanging roles of missionares as nussion stations developed, from being the
lone. romantic, spiritual here to being an administrator and manager; and the
nierging of sacred and secular affays (1982:9-28) 7 lronically. where Ayandele
argues that the secularisation of niissions made them a firm agent of colonialism,
Haidelman uses this fink to argue for the diversity of missionary approaches RW.
Wyllie, In an essay entitted Some Contradictions in Missionismg’.  endorses
Beidelman's ascription of contradictory missionary positions to diffenng sacred and

sgoular interests. but sugoeasts that it is the nature of colonial society itself that is a



expansion and control (189G6:712), and paints insteqad 2 pretiie of pissionanes &8s
detenders of humanitarian vall: s (slavery. compuisory fabour, education, alcohol,
racism. land rights. etc.) which either saw them in accordance or in conflict vith the
political goals of the colonial administration (1066:414-15). In addition io this, it must
be acknowledged, missionaries clashed with official imperialism over the sacularism
of governments,” missionary defences of converts agamst colonial exploitation {and
customary law}, and control over land not officially ocoumied by Euwopean states
{Strayer 1976:10).

While Neill's position is sometimes over-simplistic and romantic, he does
introduce a variability factor to the relationship between religious and secular forces,
one that takes cognisance of the geographical. historical and denominational
diversity of Christian missionisation in Africa.” This variability is what Strayer
ntroduces to his other strand of .african mission historiography, suggesting that
efforts in the 1970s focused on the encounter of African and Christian religious
systems (as myths, ritual, beliefs, ete.) rather than a socio-political or economic

assessment of the expansion of Christianity in Africa;

There can be no linear description of modern Afrivan religious histary which
points to the steady erosion of traditional systems in favour of Christiamty. An
unaven interaction hetween the two. coupled with a recognition of the capacity
for persistence, renewal, and change within tadittonal belief systems offers a
less elegant but more interesting context for future research in mission history
(Strayer 1076:4),

This approach is, of course, premised on the recovery of an anthropology and

histary of African religious practice. Mission photography is often about tha romantic



exciudimg tertain subjects from phintographic view, Photagraphy wias @ powerful tood
used to institutionalise wastem controtled Christiziity in Afica. This visual mapping
of colonial space by missionaties was underpinned by a notion of ‘civibsation”. and in
this sense. the photographs are as much about the dension and refutation of a
‘heathen’ space as about the canstruction of a conferming “civilisation'.

In a less anti-missionary vein. Robert Strayer, i an essay entitied ‘Mission
History in Africa: New Perspectives on an Encounter. louates the origing of such
anti-mission sentiments in the ambivalence of African nationalist perspectives of the
19580s and 1960~. Or the one hand, this nationalist literature focused on African
responses and resistance to missions. the fundamentatly wr~ it Lant of mission
activity. and the negative impact of missions on African selfidentity and seff-
tonfidence, while on the other hand. it saw 8s positive missionary efforis to
modernise. and also their unwitting contribution to African independence (Strayer
1976:1). Strayer's historiographical distinctions between different perspectives n the
writing of mission history also outlines an earlier perspective on missions. These
early accounts of missionisation, undertaken by missionaries and their supporers,
focused on the strategies and heroics of the missionaries who implemented
Christianity in Africa: "this terature hardly spoke of the theme of encounter at all. in
this respect, it resembled the early colonial history which saw Africa as a stage on
which Europeans of aill kinds played out their interests and their fantasies”™ (Strayer
1976:11.° An example of this approach is Neill's sumetimes conservative analysis in
Cofontalism ard Ghristian Missions (1968) which keans towards missionary heroics.”

Neill disputes the clamnt that missionanes were marely government ugents of calonial
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refationships . of power implicated o e photageaphie: elatonstep botwesen
photographer and  phetographod e otten supetseded o tine space of the
reproduciion of the photographic image, making the space outside of the bunted
frame at least as important (in the construchon of photographic medmmg as the
photograph itself This extemnal space, where photograph and text meet, “loads the
mage bhurdening it with a culture. a moral, and smagmation” (Barthes 1977 26}
Here. the production of space is the narration of space.

The abstract place of the photegraph is a namative w the sense that it recounts
(harrare) a known (gharusi - The ability of the photograph to capture a complete
stary. or even an incident, is limied by the static frame of the camera The frame in
photagraphy is physical, unlike the alludeu to, or suggested, frame mn ritten
digcourse, creating immediate boundaries that summarily confrant - e viewer with an
dbbreviated cight. Photography “nly communicates that which is communicable -
spatial element . ide of what is permitted by the lens remain uncomniunicated,
and by implication non-exigtent, and in this sense, missions usad the camera tp
veflect as much as to capture certain subjects. The photograph is a spatial fragment
{Bontag 1977:105-6, Jeffrey 1992:351) and as a consequence. it invariably reqguires

a (context:

While they can have a fonn of coherence. even a senes of photographs requires
language or text to il in the gaps in the marrative. Active participation in the
narrative 15 thus not inherent i the photograph, depending rather on its
relationshap with ather photographs or texts (Edweards 1992113



Gorteau's idea of ‘space’ stops shot of a coneoapt of phe o Pe Ceorbevgs sepanahion
hetwednt ‘Space’ and ‘place’ attempis to doenunt tor the difference: betwesssy the
processes of stasis and mability m everyday practee Where “placer’ 1 location,
stasis or seeing “something dead”. 'space’ 15 mtersecton, movement and action
upon the ‘dead: space s in short “practsed plane” (1984: 1171181 In this
separation hetween ‘space and place’. De Certeau not only effertvely accounts for,
but also acknowledges the co-existence of politicised and ron-politicised spatial
domains, a dualism rejected by Doreen Massey. In that ‘place’ offers a resistance to
tiie corrosive effects of fime, it becomes a “tiumph]. jover time” {De Cencau
1984-37). Similarly. the photograph "embaims time” (Bazin 1971:14), and it is not
only plausible but also important fo focate ihe photographic image as a ‘place to

harbour the atemporality of colomal vision.

To speak of space in relation to photographs is to speak of a number of spaces
which vanously impact on the social meanings of visual images. Photographic space
encompasses poth the photograph itself, and the external spaces of praduction (of
the photograph) and re-production 1of the meaning ot the photograptn. While the
photographic act is a spatial intervention in the lived expernences of historical
subjects, the photograph itself s dead. a ‘place’ wating to be spatialsed. mnst

commaonly. by the textual anbotations of g ttle. capbun o essdy  Here, the



of the: photograph s aretudable pothos as a0 message o e et (1977 Bdy
lexacks her to emphasse the role o S photograph me coflapsing spsiee and e “lijo
the real world. something is happening aod e obe -oows wiiit s gaing to ikppern.
In the unage-world, it has happened, ad i will torever happen m that way'
(1977:168). These photographic disjuhchines hatween the past. present and future
mtroduce: what Roland Barthes cails o new space -time category spatial itnmediacy
dd temporal antenonty. the phatograph being an diogical conpunution butweean the
hera-riow and the there-then” (Barthes 1977:44) As . 1esult of the photograph's
mnsistent dislocation of time and space” it "perpetuates the past n an insidious
fashion. denying time, presenting a timeless vision, an ‘ethnographic present”™
(Edwards 1992:7). The ‘frozer moment’ of the photogiaph fixes time, distorts the
volumetrie motion of astual spatial relations, and thereby negates the possibility of
Doreen Massey's fourth dmension’. But while photographs themselves maght not
permit a temporal progression through tustoncal space - since they collapse this
space into a seamless, depoliticised and ahistorical continuum - a sense of
photographic ‘spatialisation’ s activated in the ‘reading’ of the image. Within
phoiographic space the photograph gains a sense of both spauaity and temporality,
the latter of which can be rationalised thiough an sppeal 1o Michel de Certeau's
distinction between 'space’ and place’

Massey argues for a totton of space that involves movement. “[sleeinyg spaceo as
a moment in the intersection ot configured social elations (rather than as an
abisaiute dimension: means that o sannot be seen as statie” (1992.815. But where

Massey's noton of space’ is pushed to the #mits of ncwsiveness, Michel de



mpontant to acknowledage the ole of photograpby mowitiat Letabvoe miote gemaally
mghlights as “the: antaganism between a knowletdige which serves power el o form
of knowian which refuses to acknowladge power” threingh cnticism and subverston
tLofebvre 1991:10). And more specifically. to locate the photographic relationship
hatween photographer and photographed as a refationship having the r 2 antial to be

s much about ‘taken from as about ‘taken back’

Like Henn Lefebvre, Dareen Massey insist on the inseparability between spree and
time: for Lefebvre, ‘space implies time. and vice versa” (1991:118), and sinilarly,
Massey insists on “the inseparahiiity of time and space[..Jon the necessity of
thinking ir. terms of space-time" (1992'84)° By arguing for an element of time in
space. Massey is able to insist on space having a polilical dimension. Rather than
attempting to either implode space and time or maintain their nutual exclusivity,
Massey arguec for a space-tima tension "within an overali, and strong. concept of
four dimensionality[ . ]Space is net static, nor tme spaceless” (1992:77. 80). Like
Lefebvre. Massey joins two maxims - “space is socially constructed” and “the social
i spatially constructed™ (1992:70) - to sugyest that lived, experienced space
interacts with representations of space, that the spatial 1ealm is implicitly political
Mast photograptuc  thaory emphasises the varyiny oxtents to which the

photagraph separates itself trom space and tin- @ Husan Sontag's surrealst’ neading



o

photagaptne act Gaind s atendant olationstupy Vhey e peswaaily e e o
produce, tabulate and imipose 4 distourse i the way that the pirotsagrapher can
make a strateqic intervention with a camera. In refation to the indegene. the camera,
i1 the hands ot the missionary, was taken up 25 it tool of stratedy, whete strateqy s
nat ot "an effart to delimit one's own place in A world bewitched by the invisible
powers of the Other” (De Certeau 1984:3th - But as part of the colomial order, the
“wnera 1 seen as a tactical insttument  the chek ot *he camera a mere whisper in

‘warison to the larger noises of change.

Th. hegemonic a~prcach to the photographic act within the mission space thus
nex.0s t0 be interrogated to test the dommant subnussive characier o the self-other
dichotomy. &pace theory. it that tt concerns the lved relations of production.
provides a more nuanced notion of the power relations of photographic production
than the simple opposition between the taker (ofy and the taken (from). CPSA
mission photographs from southern Africa probably constitute the most inconsi aent
hody of colanial and mission imagery i the upholding of a dichoctomy betwearn the
powerful, photographing 'self and tha powerless. photographed other. This
inconsistency might have to with the fact that. on the one hand, CP3A mussion
photographers, unlike many other tolonial makers and takers of photographs {such
as explorers, anthropologists. and commercial photographers), were often untrained
amateurs with no photographic mstructions from a ‘higher' autharity. This lack of a
formmalised system of photographic production and  gejproduction allowed  the
possibtlity of spitce that was not solely about the complete domination of the

phatographic subject Thus, in assessing the pholographic space of missions. it is



capture people oft guatd, with the photographie studio portrait or thies quaditer view,
which genaally demands the facial tronfadty ot the siter The powenr ot the
consumer of that image can sndorse, neutrabse. or raverse the intentions ot both the
photographer and the photographed, thus shifting what might be one soctal meaning
to another social meaning.

The application of Michel de Ceiteau's notion of a reapnropriated space -
ovutlined in The Practice of Everydmy Life (1984 - fo a concept of photographic
space, quite importantly, disrupts traditional notions inplicating the photographic act
in the powerful subjection of the photographed.” And the photogtaph, as a
representation of space, is testament to the lived expetience of space. |h certain
colonial spaces, most notably the mission space. there is a reappropriation of the
space of the photographic act that does not necessarily disrupt the photographic act
itseit The power of a photographed alterity lies in an ability to “reappropnate” an
already organised space. but in a wav that establishes invisible differences that do
nat actually upset the organised space of gomination: here, reappropriation as
“silent production” (De Gerteau 1984:xiv.xxi). " It is the 'silence’ of re-production that
1s cricial to De Certeau's understanding of space, and it is this silence that 15 most
notably absent in assessments of colonial photography.

The kind of photographic space being fornulated here mirrors De Ceiteau's
distinction between strategy and tactic: “strategies are able to produce, tabulate, and
mpose these spaces|...Jwhereas tactics can only use. manipulate, and divert these
spaces” (e Certeau 198430 The actions of the photographed within a

phutographic space are factical mn that they can only manipulate and divert the
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refaationshipes” L etebvie THUTHZ-H3Y s mperkant wr the sonse that it aceounts b
fhe paricular links hetween photographic spaces and photographic: elattonships.
Mission spaces, intormed as they are hy discowrses of colomalisim,  engetider
phatographic spaces that imply a number of photographic refotionships of power.
Implicated in power shifts are shifts i the social ineanings generated by individuals
ar graups Involved in the photographic act and process  The power of the sitter 18
often associaiad with a consciousness of the camoem, with an awarengss of being
photoyraphed. This ‘power” appears to manifest itself most obviously when the sitter
is able to directly confront the camera. This confrontation is summed up by Pierre

Bourdieu as follows:

It is certainly true that the spantaneous desire for frontality is linked to the most
deep-rooted cultural values. Honour demands that one pose for the photograph
as one would stand before a man whom one respects and from whom one
expects respect, face on. one's forehead held high and one's head straight. In
this society which exalts the sense of honour, dignity and respactability, in this
closed world where one feels at all times inescapably under the gaze of others, it
is important to give others the most honourable, the most dignified image of
oneseif. the affected and rigid pose which tends towards the posture of standing
at attention seems to be the expression of this unconscious intention (1965:82).

The problem with this correlation between power, ‘confrontation’ and "honont 15 that
the photograph itself, while commonly used as the basis of such correlations, often
gives na clue of the extent to which this compasttional structure was the result of the
photographed negating or complying with the desiwes of the photographer nor,
indeed, tn issues of culturally specific expectations (such us those raised by

Hourdieu). In making such rationalisations ahout photographs, one cannot. for

axamnple. simply eguate the snapshot photograph. with s charactenstic capaoity to



teladonship, and in the context of mission photogeraphy. s relationstup wits largely
mformed by the linked weological dichotomies between both Givilisation” and
‘harbarisny, and ‘Christianity’ and ‘heathenmstm'. Within the context of volonial
photowraphy, this formulation of the photographie relationship is forcefully and
powerfully argued in books such as Malek Alloulas The Colomal Harern (1986)
Alloula’s thearisation of French colonhial postcards of Algerian wamen is however,
simphistic 0 its conformity to a rigidly dichotomised photographic relationship.
specifically in its reduction of photographic subjects and objects to polarties of
power and anonymity respectively. White it is not the intention of this dissertation to
refute the existence of powerful discourses of colonial domination, such discourses
should not simply be assumed in the space of the colonial photographic encounter.

Phatography, as a tool of ‘'mastery’. 1s used to conceal the contradictions of the
photographic space and relationship, thereby creating a homogenous space devoid
aof differences or peculiarities.” This homogenised space of the photographed (i.e.
the objectified space), especially in colonial photographs, is the paradoxical,
ambivalent space inhabited by what is the focus of both vision and interest, and
marginalisation and prejudice. The static view of the photograptuc encounter, where
“the authority i1s cerain, the hierarchy clear and powaer 15 situated at viewer focus in a
confident. controlled fashion” (Faris 1992a:214). neither acknowtedges the power of
the sitter, nor the power of the consumer of the vnage. both of whom can shifi as
cohorts or rivais 10 the pursuit of photograpiue power.

The intrnduchion of space fheory to a notion of the photoyraphic relationshin,

specifically the dea that “any space mplies, contans and dissimulates  social
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space i which certain refations of production have allowed wr neuessitated the
taking of photographs.

Thus. photographic space 15 the space v which an attempt has been made to
either siceessfully or unsuccessfully (for climate, geographical. technieal, seeial or
political reasaons) produce andior reproduce photographs . While the term refers
more to what happens outside »f the nnotographic frame. it does not exclude what
happers, visually, within the frame of the photograph. Contemporary theoretical
conceptions of space are thus particularly appropnate to the study of colonial (and
more specifically. mission) photographs. Within photographic space. there are
certain parallels between space and photagraphy, mest notably around issues of the
photographic relationship, time. and narrative, as well as arbitraringss and evidence.

It is these issues that now need to be explored more fully.

The relationship between the photographer and the photographed. between the
subjact who largely envisions and produces a photograph and the main object of
that wvision and production. constitutes the photographic  relationship. The
photographic telationship s commonly framed in terms ot a rigid self-other
dichotomy. Within this dichotomy, the photographar. as self. is the powerful taker
ot and the photographed. as ‘other, is the powerless taken (from) The

photographer-photographed  reiationship  traditwnally  wnplies  a toaker-taken



utteomes ot that production Gin mssue that wit bey Bhety apoat o later pomt n this
chiptearn),

While Letebvre ig ordical of those who emphasise representations of space aver
the production of space (1991:38), his argument that the former 13 not to be trusted
because of its illusionism. s a redundant dead-end. in that most cultural experiences
of space take the form of visual and/or non-visual representation - Whila space
"aannat be reduced to a [visual] text” {Buchanan 1984-129) one also cannot ignore
the photograph as a product of the visualisation of space. That the photographic
image: becomes yet one more ‘prop’ on a changing spatial stage, 1s important to an
understanding of the extent to which lived experience is based on, and distorted by,
representations of space such as photographs. The crucial task. especially in the
context of a dissertation such as this. is to critigue the representation of space as the
outcome of particular spatial relations. The photograph is thus important to an
agsessment of the impact of photographic practice (as one mode of producticn) on
the constriction of mission space, and vice versa.

Photographic representations of space are important exactly because they
hecome part of lived relations subsequent to re-presentation. As a distortion, the
photograph is an important social tool used in the (re)negoiiation of ypace And if
‘[slpace can only be read. as far as 1t can be read at all, via the vehicle of its signs”
(Buchanan 1894:135), it is important at kaast to approach the photograph as a sign
of & particular kind of space. Both the indentations ot tripods in the ground (replaced,
today by discarded speol boxes) and tiwe images produced are also important

spatil traces or signs. Photographs are the traces’ of a photographic space. of a



to natitainess, to substantiabity” (Letebvie 19812730y The pnpheation of this
emphasis on the artiticiality of space, most notably the iden that spice divolves @
series of re-productions, is important to the deconstruction of photography's status
as ‘real’ and mseparable from its referent. Lefebra's problematic belief in a single,
e’ understanding of space notwithstanding. The Production of Space 1s important
in its emphasis on the spatialising practices, i.e. those practices which give a space
its particular form and content.

Lefebvre's formulation of space is important to photography. specificaily to
notions of photographic space and photographic practice. An emphasis on histurical
and political contexts makes the use and meaning of 'photographic space’ in this
dissertation different from the notion of photographic space pur-ued by the authors
who conttibuted to Steve Yates' Poetics of Space. A Critical Pholographic Anthology
(1995). In Yates' anthology. photographic space refers primarily to the content of the
photograph, to the ordering of the visuai Jzace within a frame.” In contrast to this,
the polticised notion of photographic space being formulated here is one that refers
to spaces that facilitate and hinder the production of rot only photographs, but
certam kinds of photographs. In this sense. photographic space is a form of
photegraphic practice, whare the fatter is seen a¢ the ran,, actice.  impheated
n the taking, making and meaning of photographs. Fhotographic space, as a
uaheept. thus encompasses production and product. While taking photographs
mvolves the lived production of a space (in the sense that space is physically
ungaged), the photographic image is a product. a static representation of space The

photograph is ‘evidence’ of a particutar kind of production as weli as being the



tha spatial senses in which photographs are: invoked as evidenns

Tha title of Henri Lefebvre's seminal work on space - The Production of Space -
alludes to what he sees as the essential character of space, namely, the idea of
production.’ Space is, first and foremost, produced. A produced space is a social or
ived space manufactured in different, but not necessarily new ways, to meet the
needs and demands of a society (Lefebhvre 1991:31; also Foucaull 1986:23). Spatial
practices, in their various ways, structure and organise spatial possibilities that are
conducive to particular practices of everyday life {De Certeau 1984:96). While
Lefabvre suggests that an understanding of the product is inseparable from its
production (1991:18, 36). he nonetheless emphasises that space is not 50 much
about the product as about the relations between products, hence his declaration
that it is important to “analyse not things in space but space itsalf, with a view to
uncoveting the social relationships embedded in it" (19¢ ' 89)."

I taking up a notion of space as produced or manufactured. Lefebvre rejects the
wen of there being an ‘original’ space, on the hasis that the production of a ‘new’
spar . always takes place in an afready-produced space.” in this thoroughly Marxist
framework, products conceal production through the illusion of transparency -
‘wverything can be taken in by a single glance from that mental eye which

emmnates whatever it contemplates” - as well s the illusion of realism - “its appeal



AN assessment of politcised easual idoentibes Vo odetermisie phodoanpste (nage, one
huas to be cowate: of the o oten? to which the photograpd aree 0y et e eyadenee
of i particulan subject malter and the wxtent torwhich it s now Beang L aod s paet ot
svidence of g particolar kind of photographie pachee, ceo wht has beene called
‘mission photography’

Tapping into the evidential value of photographs meares bemyg aware of the
extent to which the personal mntivations tor taking photegraphs  the gquest for
memones, the assertion of power, the dacument of personal achievemeant, or simply
“a means of escape or a simple distiachon” - averlap with prarhicular seciad functions
and meanings of photography (Bourdieu 1955:14 15) 1t is important to determine
the imits of what actors on the colomial stage can and must photograph and to see
the phetographic act as the ontological choice of an object whichi is percewed as
warthy of being photographed. which s captured, stored, communicated. shown and

admired” (Bourdieu 19G5:.6).

The dominance of representations of space ovor drectly lived  space. or
“representational spaces”  (Lefebvre  1D891-38 5319 15 especially  important  in
phatography. where we live’ history thiough images, and uneritically  substitute
et for actual expernenea. i mapping space #vough the artdicial borders of the

lens photographs document space Bud the photogtaph Iides the acts of
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the photographer discovers o trath (805 15 gt photonggraphy. eespreaally i the
celoniai context, s o0 pweh about inventon s oo abont disiovery Newly
diseoverad lands are re-mvented ta conforny to straterpes of codoninlsm

While Bourdieuw's rationalisation. along with those of Sekula (1978 ad Hate
1843y s part of a mone widespread  dismissal of the evidential value of
photographic matenal as a purely positivist ob:sesston with the petceptual certainties
of historical evidence. an increasingly self conscious  cniicalty  towards  the
vonstruction of photographic content has. especially within the sphere of aalonial
photographic practice, to some extent. mitigated this approach. While there is &
heed to critically “disentangle ourselves from the[. limplict  positivism”  of
photography (Sekula 1978 236), there must remain at least a modicum of post-
mortert value which ¢an be extracted rom the photographs. In the secomd form of
‘avidential’ use-value, the photographic image stands av 'evidence’ of the existence
of a particular photographic practice or usage. To see how photographs might have
iunctioned in a particular social spate, ona has to lock to those photographs and
search for 'evidénce' of that particular use. It is this evidential function ot
rhotographs that is all too often ignored by advocates of a history of photographic
usage.

Where the first form of photographic evidence’ is directed at the photographic
image as a coniainer of material culture. the second form of photographic ‘evidznce’
15 directed at the photograph tself as the material culture or a cortain social process.
Hoth forms use the photogiaph as touls of histoneism. as evidenoe for the re-

construction of social pravesses. Tins dissortation encompasses both proceduras in

4t



- T

The wse of photography Js evadehee 10 the wriiting of a tistory of niswon
photography has its own partcular problems. One has B reman conscious of the
tact that "the oidinary photograph, a private produet tor private use. (which] has no
imeanin:g, value or charm except for g tinite qroup of subjects, mainly those who took
it and mose who are ks objects” (Boutdiea 1980:87) can suddenly enjuy widespread
imeaning and interest through publication as a typical’ view of a particular subject,
The selectiveness of the use of the photographic imagery becomes more apparent
when one compares the vast quanttes of loose photographs with images that fit
particular epistemic models, or were fited into such models subseguent to their
taking.

The fluid meanings applied to photographs have a bearing upon the use of
photographs as ‘evidence’. This evidential value takes on at ieast two different
torms. In the first, and what is bath the more immediate and problematic form. the
photograph becomes “avidence’ of an unmediated “truth'. as objective proof of a
given reality. The ‘naturalness’ of photographic language 15 ascribed to the belief
that the photegrapn s sesction from visible reality “is logically perfectly in keeping
with the representation of the world which has dominated Europe since the
uattrocento”  (Bourdieu  1980:74). Bourdieu suggests that “[plhotography s
considered to be a pertectly realistic and objective recording of the visible worid
because (from its origin} it has bean assyned social uses that are held to be
redlistic’ and  objective’™ Bourdieu  1965:/4) B s such a perception  that
presupposes  Rudolf Ambemn's  problematic distinction  between  painter  and

photographer as the distinction betveen what the painter invents as fiction and what

A



gystems of power and donunation. Fie abstract spatedf nhnk gselt b g the
photograph), along with s social Symibole meanmg . must be seen ds coexistent, so
that ohe may trace the develonment of the photagaph: process i the context of
ditferent matenal publics. © The nation of photography as “vapturing bght has an
impartant implication for the status of the photograph as variously true and real, and
inked to this, its status as incantrovertible ‘evidence’. The photagraph becomes the
praof of s content: “there 18 always a presumption that something exists, or did
exist, which 1s ke what's in the pictuse” (Sontag 1977:5). The photograph, as a
representational and experienced space, conceals its production and it 5 this
conceaiment, this ‘lack’ which becomes the stumbling block i the use of
photographs to re-represent histoncal colonial space.

As a process implicated n the discursive construction of colonial experience,
photographs can make a particulal confribution to an understanding of the colonial
encounter. What needs to be clearly established. though. is the toie of photography
(as a medium of 'truth’) in processes of colonialism. It is important to sea mission
photagraphs in the context of a belief in the naturai and mechanical veracity of the
photograph. a visual veracity that bas its origins in the Renaissance quest for a
seientific pictorial vision: “Perspective 1econfirmed reality far the two-dimensional
surface. Photography's capacity tu record the light-refiected world reconfirmed
varacity while preserving literal spatial representation as a primary arlistic purpose”
(Yates 1095:213). Photography. with s ready made perspective appears as the
natural evolution and  refimement of Renmdgissance space. This  character  of

photography has certan imphcations foi nohons of illusionism. reality and truth.

4.4



poggible  Balbbngy ot photographic ppachce s sappeossed throwegh binth the
conventions of realisn’ and the conhol over the ariittaniess of the photographie
image. These conventions and controls reinforce the parbiculas nuances of the social
function of photographic practice, which i3 seen as the production and collection of
souvenirs’ ot social importance (Bourdieu 1890:8¢ The perceived realism’ of
phatographs, as wall as the arbitrarmess’ of sach mages, contnbute to the
production of particular notions of importance. The 1ssue of realsm’. most notably,
the "myth of photographic truth” (Sekula 1987:86). has occasioned debates around
the use of the photographic image as ‘evidence’ of a particidar space. Realising the
potential of the mission photograph as hustorical matenal is dependent on a critical
difference between the photograph, as an instance of history. and the photagraph in
combination with taxt, as the mscrptions «.f a 'secondary’ historical practice. -

The basis of the (misjuse of the photoijraph as evidence 18 its construction as a
semiplogical index, a status held bacauvse if is seen to he “the result of a physical
imprint transferred by light reflections onto a sensitive surface” (Krauss 1985:203).
The film negative and photegraphic paper are seen 1o capiure and hold directly
reflected light. just as sand captures and holds the imprint of 2 foot. or paper
captures and holds the ink from a down pressed finger. The configuration of a
photograph as indexical sign - as "space, mark, trace” (Faris 106520h:225) - dees not
preclude the photograph standing as an won or symbol. Gu in terms of this
Gassunan tramework, thie photograph is meore than just an indexical sign. The
phatograph i, at the same time, an iconic sign tin that there 15 a ditect resemblancs

between the object and its representation). and a1 sytabolic sign. denoting certain



spheres hias mplications for the waiting of photoaniphie histornes most notably the
rupture of a single historical pincess. ' Outside of textality, photrgraphs remain
arbitrary records, a “floating cham of signifieds” (Rarthes 14977:39), in which a single
siptfied’ 18 deferred or postponed in favour of diffenng meanmgs. While this position
flies in the face of authorial intentionalivy. it does pronuse at keast a funchional history,
which 15 an important mdicator of how the photograph's arbitrariness has aftected its
shifts between vanous discourses. The different spatially-speciic discourses which
describe photographs allow images to straddle ideological positions and positioning.
Languages of description locate the aesthetic’, ‘hstorical’ or ‘scientific’ space of the
photegraph (Krauss 1985:139-143).

The apparent ‘arbitranness’ of the photographic image. its discontinuty within a
narrative framework, 1s thus an important factor that informs phaotographic usage. In
assessing photographs, it is important to separate out tha various uses of mission
photographs, to focus, as Allen Sekula suggests. on the contingent rather thar the
mmanent meanings (1978231 and establish the extent to which secundary

readings Invent’ wider and more ‘profound’ uses.

This “arhitrariness’ of the phatodaaptae image 1s most crucial to the evidential value
ot photographs within pho graphic space. As part of a poltics of wisual

representation, photogranhy i 2 powerful tool of documentation and wootd  Any



spuce. These factors are aspeots of photogiaphne space thoay Subitranity’ sopact on
the construction of the sovial impartance: of thes msage
Busan Sortag (1977 71 hids at the arbabrariness mo photographs. when she

stggests that

[pJhotographs turn the past nto an objec. ot tender regard, scrambhing moral

dhstinctions and disarming histoncal judgements by the yeneraised pathos of

looking at time past.[...JA photograph is only a fragment. and with the passage of

time s moorings come unstuck. It dnfis away intou a soft abstract pastness, open

to any kind of rez g (or matching to other photographs).
This positon towards the photograph is not without s cntics John Tagg, for
example, rejects the prvileging of verbal over visual codes, particularly the
perception that the photograph is foo ‘woolly’ and needs to be ‘cropped’ by a
caption. Tagg ascribes this perception to an "unden imation of the degree to which
the photographic image itself alteady needs to be tead as a rhetorical construction”
(1086:188). ° But while the photograph might function as an powerful agent of
ideology, it nonetheless remains easily manipulated to suit particular idaological
postions As Tagg himself admits. the photographic medium, as a neutral vehicle,
can be used to both entrench and undermine the: power of a ~ocial group (John
Tagg 1988:12).

The ‘discursive spaces of photography, its breathing “within two  distinct
discursive spaces, as mambers of two different discourses” (Krauss 1985:132). has
certain ramifications for the "discursive spaces’ of colanial photography, most notably

the number of representational adaptations that suited the ideological positions of

differenit colontal enterprises. And the photograph's shift between these discursive
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While there are certainly differences between the visual inage and the witten text,
this distinction is less acute when one lcoks at these media as part of a process of
mark-making. ' As such, image and word are unequal textured ‘anguages that vie
for narrative positions and controi over the meanings of re-production. In contrasting
image and word here, one farm is not beirr set up as more viable than the other,
but rather as having different accuracies related to the different anchorages of their
authority: in place or space” {Hastrup 1992:14). Because the photograph is only a
narrative ‘moment’, it can be adapted and/or manipulated to emphasise a particular
spatial identity. ™

While Sekula (1987) portravs the photograph as  "an  ‘incomplete’
ufterancel,. . that depends on some external matrix of conditions and presuppositions
for its readability” (1987:85). his rationale is one that hinges photographic readability
and meaning on  an “implicit text].. Jor system of hidden linguistic propositions”
(1987:85). This analysis locates readability in an exturnal textuality, in actual words
that flesh out narrative meaning. There is, though, a closer connection between the
‘arbitranness’ of the photograph, as an ‘wharchic’ (or at kast ambivalent: invitation to
randomn knowledyge., and the produgtion and collection of ‘souvenirs’ of social
miporiance. This connection occurs when the social importance of the photagraph
doas hot hecessarily or only lie with the content of the image (i.e. the people,

obiects, ete), but the weofogical place of that content within a particuiae discursive



fixmeg Hean in our own Jenmrating vocatuliny bl mth’ tnbe’ oo
owh tnatities - socedy, Cfamily’, domestie’, pedipon o e owr pattonage -
their sacrifice required for dignity on our fesims, the indgity of speaking for
others’ (Foster 1085:80)%
Thus, in the creation of meaning about *other cultures, through posteards such as
‘Picturesque MHeathenmsm'. the subject is displaced. fostly, hy the taking and
compilation of images. and secondly, by the addition of a caplion to those
photographs
The importance of untext is its capturing ¢ the omissions’ to nhatographic
space: “the what is of photography. like that of anthropology. lies in its what it is not.
its con-text” (Pinney 1892:901 The 'what 1t is not' becomas highlighted when the
photograph is placed before a consumer audience as an 'historical’ photograph, and
where signifying practices encode and decode the social meanings of the images
{Tagg 1988: Pinney 1992). There is. to some exient. a correlation between, on the
nne hand, what the photegraphs ‘admit’ (as text} and what they ‘omit’ {as context)
and, on the other hand, the distinction between the construction of ‘publicly’ and
‘privately’ produced photographs.” In the dialectic between the socially consfituted
spatial and the spatially constituted social (Massey 1992.80). the narrative, and
more specifically the photographic narrative, acts as a conduit and record of the
cimargence of colonial spatial relations. But the relational roles are not statie: in the
dialectic’ between space and narrative, narrative is generated within a particular
condtional sprce (mission space  colamal spacel. a space that in turn affects

narrative form forality. writing. photography etc ).

AR



Fig. 2

'Picturesque Heathenism', n.d.

University of Cape Town Libraries, Cape Town
BC106:1 12 26



Since the visual image is mostly devoid of a compiohensive sdernal narrative
and the written word lacks an immediately accessibie mternal spatialty, it s commeon
tor the nutte voice of the 'speaking’ photograph to be combined with the blind vision
of a 'seeing’ text. The narrative content of photographs s established by context, by
surrounding each photograph with texis, with other photooraphic images and with
writtent captions. paragraphs and chapters. In this way. photographic narrative is
canstructed outside of the photograph itsalf as an act of consumption rather than
production. This combination of photographic 1mages and written captions 18
cammonly known as “talking pictures” (Hunter 1987.21). A culonial photographic
example of this combination of images and text is an undated postcard entitled
‘Picturesque Heathenism' (fig.2. overleaf). This postcard collage of scenes from
initiation ceremonies 15 punctuated by various seated and standing tigures. Visually,
the presentation or controliable, domestic scenes devoid of conflict or labour,
conforms to the ‘familiarising’ conventions of the ‘picturesque’. The written caption.
In emphasising this, also brings the ideology of ‘heathenism' to bear upon the
postcard. The uncivilised, uneniightened barbarism of non-Abrahamic ritual
hecomes the intended. taken for-granted reading of this postcard. But the upholding
of tha discourse and ideology of ‘picturesque heathenism’ in this postcard depends
partly on the photographic images to suppress alternatives. The homogenous vigion
of ‘heathenism’ is conventionahsed (and by mplic.ton, controlledy by the
‘meturesgqueness’ of European vision. Meanings « ! production and consumption are

created by



The: view that the photograph must necessanly be accompatsed by a text fo acquire
meaning depends on the croumstances of produchon a.ad consumption of the
image. This occurs more frequently when the antamifiarity of the captured’ visual
space heeds (o be ‘neutralised’ by the desorptive familianty of the written harrative.

As Faris points out,

for anthropology, photography .neant the necessity of caption - the space of

the photographic prirt could not be trusted to speak for itself. transparency

was not axiomatic, and text had to be added - for content was totally foreign
to viewers {(1492h:255).

The immediate spatial strength of the visual image stanrds in contrast to the
narrative power of the written text. The weakness of the photographic image. as an
independent narrative, does not negate its narrative potential, (a potential which
varies according to circumstances of production and consumption}. The form and
content of the photograph can be prodiuced in such a way that meaning,
independent of written text, is sirengthened. But that same idependent meaning
can vary under different circumstances of consumption. In the dialectic between text
and context. narrative assertions are macde by both the text (photograph) and the
con-text {writing, ¢ther photographs) As such. the photograph is ambivalent: it is
both a neutral, passive vehicle for a multiplicity of agendas, but once engaged, 15
partisan to any number of contexts. Bourdieu's suggestion that the photograph holds

A decisive "harrative symbolism™ or "transcendental meaning” (1965:91) is offen

undermined by context.



Fig. 7

'First Christian Wedding', n.d.

Department of Historical Papers, Uriversity of the Witwatersrand, Johannesbrg
AB1625/Box 15

iy, 8

"Men Working o Vacahion Coursa', nod.
MuseumAdrica, Jolunnesiing
266-Missinhs



bisketty and conkmg | ew darchival phiotoogragbs cbees s divide, and wheses ey
da, e such mages from Bl Missicn Station as Men Workong o Vacaton Course’
{fig. B, overraf § g in the iepresentation of boys and nen ardertaketig tasks that
were ‘traditionally’ s 2en as part of the male domam. The othen comman gender
speciiic subject matter i mission photographs of converts s the maging  of
pathfinders and wayfarers - boy scouts and gl guides for African converts. In
addition to the effects of physiognomy and vlothing. visual samepess i hetrayved by
spatial difference. In early CPSA photogiaphs such as A Native Schoot ifig. 9,
ovarlgati and '‘Mrs Culenso and Family' (tig 10, overdeaty, spatial difference is
reahsed visually in the separation of the seminary women and children from the
mission families. In each of these two photogiaphs the focus s different, but the
saparation is consisternt.

Against the caonvert stands what 15 constituted as the "heathen’. This, the second
form of nhotographic diference, is most commonily invoked as a toal of companson.
The most blatant forms uf this kind of photography are often prodused i the early
stages of a mission station's existence, as a crude visual rebuttal to an as yet
untranstormed space. A photograph from a CPSA mission in Ovamboland tfig i1,
overleaty. for example, cleatly sets up differences i dress. harstyles and facial
markings, all of which are entrenched by the terse hand-wntten title on back of the
imane: Ghnstians on Left, Meathen on Rlight'. Thes kand ot photography is quite
conmon when the camera - - present at o station from ity nception. such as at
CRSA hissions in Ovamt.oland. but s more sl wheie nession andzor polthcat

contrel was estabiiched botore phofography made o eal empast e colonial



Fig. b

‘Father Callaway at St Cuthbsort's’. 1930

Department of Historical Papers, Univeasity of the Witwatersrand, Johaannesturng
ABB1H

Figy. 6

'Beenes from ndustrial Class', nud,

Kille Campbaell Afrcana Library, Durban
ingnda Seminary Bapers



dan Al mesiry. As g tesall, phofographs sach as thes ane Bkare cammuott m
American Boatd archival materiai than in many othen donommnatorsd coliections
CPBA archival photographs from established nmussions. sugh as those in the Fastern
Cape foir eaample, dre conspicuous in therr kick of early images ot an Afncan
ministry. A 1630 CPSA postecard. ‘Father Callaway at 5t Cuthbert's” i) 4. vverieaf),
s an example of the 'whiteness' of the public face of such missions.

Photographic identity is most often based on the most mmediate of visual
ditferences, making physiognomy and «lothing moie easily discernible markers of
visual difference than, for example, ritual balief In each of the above examplas,
difference’ 1s largely eliminated. except for the biackness of the subjects faces
Similarly, dress, as one of the possible (hut pot constanti social signitiers of
conversion, must be seen as part of a "dasire for a refonmed. 1ecognisable Qther, as
i subyect of a difference that is aimost the same but not quite [ JAImust the same
but not white” (Bhabha 1984:128, 1301 In a carefully posed photograph from the
American Board Mission’s Inanca Seminary, entilled ‘Scenes from Industrial
Classes (fig. 6, overleaf), the girls are dressed in frocks and aprons, ready to bare
ginger snaps. They are ieformed and recognisable. except for the diffarence
hetween their bare feet and their shoe-clad teacher. Simitarly, in a CPSA photograph
of the first Christian wedding at St. Mary's mhsion in Ovamboland tfig. 7. averlez*),
the child seated in the tareground (assuming it belongs te the couple) is reminder ot
tamnther kind of marriage. Photogiaphs o converts are mostly gender-specific in
thair represantation of industnal’ skills. Boys are pictured in carpentry and shoe-

makityy classes. while gitls vocational frainmig 5 amaged e the form ot sewing,

i



Fig. 3

‘Result of Pennigs Collectad in Heaven - A Matwe Mission mn Neatal’ n.d,
MuseumAfrica, Johanneshurg

266-Missions-Natal

Fig. 4

‘Rev R.M. Ngoobo Adams, Native Pastor and Wife', ¢.1918
State Archives, Pictermaritzbury

bhd/



natkens of these differences’. ate preldic i mssion teconsds, osh ke ofr at st
foun difterem forms.

Conversion was piabably the trst real measute of success e DUSsionary
attenipts to Chnistianise Advica. and @rchival records abound with photograghs that
1eflect this form of social intervention and change Photographs such as Result of
Penmies Collected in England - A Native Mission in Natal' tfig. 3. overleafs present
the viewer with converts in neat rows, all in ‘westernised’ clothing, each individual a
tostament to constructed notions of change and transtormation  The white women
and children are seated on benches, the black men stand or kneel and the black
women sit on the ground. This arrangement reflects, reinforces and natwrabse
Christianised hierarchies of social difference. [n some senses an African mimnistry
can be seen as an extension of this process of conversion. In Amencan Board
n g on photography. for example, African ministers were the focus of nuch
attention. ‘allowing band-written caption on the reverse of 1 photograph entitled
‘Rev. R.M. Ngeobo, Adams. Native Pastor and Wife' (fig. 4, overleaf) is testament to
the missiomisation of values and the value of African minmisters to the American

Joard Mission:

What is the comparative vaiue to the State ot this couple who shepherd one of
our largest self-supporting Zitu churches. They speak English tluently, have o
neat Christian home and spread their learninn infuence over the large area of
their parrsh arid heyond.

This photograph s implicated in an aggressive pulicy (more so than most other

south Afrcan mission groupss on the part of the Amenean Hoatd Mission to develop



cloomagand Christian baptismal meanses Thiose svaeies wineh did nest rascoeed mth s
sk, which succumb ) the contested] rodine: of oSl attee s fetiie nt
spmething other than just disposable wisual egaticolations. Ty ane ndioss of the
interconnectedness of cultural interactions. This is et to say {8 nessions were net
interested in Afnican material and ntual culture. but sather that the photocraphs of the

finck” were not so easily separated trom an indigenous context

While the end of the nineteenth century saw a revolution in the avatlability and
aceassibiity of camera equipment to @ mass market, this technalonical advancement
was stunted in colonial enviromnents. Ownership and control of the camera
remained largely in the hand:. of Europeans. especially in outlying areas of the
colones.”™ Photography was taken up by a number of mission groups and societies
in southern Afnica, and while their specific use of the medium varex]. it was most
otten invoked to serve the various nterests of ‘entity and dentification This
context of control afforded missionaries the opportunity to tepresemt themsehaes In
the geographical space of Africa and create an image of *Africa’, without the threat of
ssual counter-narratives. [n this material sense of ownetship, the phowographed
ware unable to shap’ back. | arly mission photogranhie prisctice.  ~ attempting to
control the ‘nussion” spkce. set ap several tohions of difference’ thiat made the often

hagile mussions desiimet. as much as it made Atoca different Photographis, as ennae



composite experience of ndividual spaces. exists oy because snposed its oftect
the contnuous reformulation of dversites nto "aggregate torms” (Noyes 1862:08)
Tiese aggregate (iv. agreed upom forms in mission space shift according to the
needs of particular mission groups Where imposed fimits o not effected. toxt 1s
otten used as a tool of intervention in photographic space. Discourse, as a
spattalising practice. is a tool to achieve the "mythical mastery of space” and turn the
colony into “a stage upon which coloniai desire may produce its phantasies [sic]”
{Noyes 1992:211, 182). In the mission context, the camert s employed as a
discursive tool of ‘mastery’. It was often used very selectively, not only to master
space. hut more importantly. to master particular spatial moments n a mission's
histo, y.

In establishing identities for the various players in culonial space, mission
photographs were commonly used to establish rigid dichotomies through. for
axample. the selective suppression of the converts ‘difference’ and the active
soiicitation of its nemesis, the difference’ of the unconverted. But i conversion
idealistically involved “the removal of difference and distinction”, and its proponents
assumed, guite problematically, on the nne hand that the significance and character
of the transformation was the same for bo a Africans and Europeans and, on the
nfher hand. that ‘belief systems” were “free ot all cultural embeddedness” (Comaroff
and Gomaroff 1991:244. 251). then s teleolopoal conclusion was not always
reflected in the photographs. Bn many mission photographs attompted to tear the
Atncan convert free from any culhural embeddedness’ and estahlish the entities of

‘otharness’ througbh a tocus on the dormmant nsrkers of conversion - westeny
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to examplas other than just those trom the: CHSA

Separating mussionaty  and Afhean  poadions s not meant to either fIX.OI'
dichotonuse the identities of the parhicipants, but rather to explna the extent to
which colonialism concerns “the displacement of one foom of interconnection by
another’ (Gupta and Fergusun 1992:8), and on this basis, examme the different
interconnections played out with the introduction of photography to Africa. Thus,
taking up photography as the visual cutcome of the interconnection between groups
in the colonial space. and drawing upon the different evidential values ¢ the
photograph, this chapter discusses attempts by mission groups to delineate colonial
space, the exient to which such attempts were thwarted, becoming instead
‘docurnents’ of a mediated colonial space, and the implications this has for a nation

of 'mission photography'

In the unfolding of an uncomplicated narrative, colonial space would be about the
simple de- and re<erritorialisation/senption/culturation of a foreign landscape i a
wiy that was conducive to vanous forms of productivity and control. In Colonal
Space (1992), John Noyes attempts to uncover the forms implesd by colonial
practices. suggesting that colonialism is about the reconciltation of  individual
#xperiences i the social realm. in a way that “render[s] the space of the colony as

lucrativer and easily admintstered as possible” (Noyes 1992:54) Social space, ae a
I



miss.onary and anthropologist  This diversitied use ot the camera, as well as the
manipulative use of the photographs themsehves, b made cven a nanowly defined
subject-orientated notion of mission photographs a shipperv fish® However, the one
subject that does hold even a lwosely-defined aoton of mission photographs
together is a concern with the mediation of the identities of mission’ (missionaries.
nigsion stations and converts) and ‘Africa’* In reflecting upon this theme, however,
it 1s important to emphasise the contested nature of both missionary attitudes and
mission photographs, and as such, this chapter encompasses two different, but
related issues.

Firsily, this chapter is concerned with a specitic kind of interaction within colonial
space, namely the photographic outcome of late nineteenth- and early twentieth-
century contact between missionaries and African peoples in southern Africa. The
colonial photographic image has been implanted as a powerful tool of identity
formation in the “contact zone” and was used to invoke vanous permutations of
‘difference’ to visually map the id~ntity of the mission space ™ But, while the camera
nften excelled at this task. it (and the phoiographer) were often unable to rlearly
reflect separate identities for ‘missions’ and “Aafiica. This, the second issue. will
explore the extent to which missionaries were, in fact, in control of the
representational act (by holding and then directir.g the camera at certain objects).
and the extent to which the photographed subjects, trrough vanous means. not only
obviated a smooth delineation of difterenca, but also disrupted the traditionally
uhequal power relations ot the photographic at. In explonny thesa wo ssuss, this

rhapter outlines the forms of misston space m southern Africa, and makes reference
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2

Forms of Mission Space

A form' of space mplies circumscription - "a hody with contours and boundaries”
(Lefebvre 1991:181) - and in this sense, space and photography share 4 concern
with frontiers and borders. As Michel de Certeau suggests. “[tlhere is no spatiality
that is not organised by the determinotion of frontiers” (1984:123). Photegraphy, as
a spaiial practice, marks particular contours, frontiers, bordets and boundares by
what is inciuded and excluded as 2 subject of facus. The frontier, paradoxically. 1s a
point of both sharing and difference (De Certeau 1984:127),

The principle spatial focus of thie dissertution is the mission cnhvironment, and
within this enviranment, the difierent photographic forms used to delineate the
mission space. Where the last chapter dealt with a generalised interface between
theories of space aid photographic practice, this chapter is cancerned with the use
of the camera, as one kind of spatialising practice. to (re)produce various forms of
space. It 1s specificaily concerned with the extent {o which southern African CPSA
nmission photographs raflect. engender or undeimine parti ular forms of coioniat
MIssion space,

Missionaries not only used the camera to serve the interests of exploraton and

destheiics, but also held 'one’ camera 1o se've the some umeas contradictory roles of

4R



spatiahsation of both the photographer (whe reprodiises spaces wishis thie inptatioms
of a4 camera) ard the photographed (who & capturcd an the aet of producing space).
In the realm of the colomal visual maginaton, the distinction between (historical)
documentary’ and (imaginary) tiction’ s veiled by the deol Jgical constraints of
colenma discourse. While realism’. in assowation with documentary’. nught imply an
accurate. knowable and complete expenence, and an avoidance of dramatised
fictional forms (Loizos 1993:9), this percaption is too often tied up with beliefs about
the medium of photography. In looking at notions of the real’. one has to negotiate
tealism’ at the level of perceptions about the photographic medium tself, and also
as a series of different kinds of photographic representation. each ot which attempts
to further enhance the existent status of the medium.

The irony of representation, or more speciically colonial photographic
representation, is that the visual equivalent of reality i producad in the interests of
difference’. The arbitrariness of the photograph, specifically its "mutability by caption
ind context” (Giroux and Simon 1994:98), makes the photograpa, to a large extent,
a pawn in a much grander politics of representation. It is a tool of useful production
as much as it is a convenient vehicle for the re-production of meaning. It is this
character of the photograph that upsets the formalised role of the photographic
image in the production of a hensmonic colenalist discourse, and allows for the re-
casting CPSA mission photegraphy in this dissertation thraugh an ovaer-writing of the

inages used to parpetuate colonial visions of Atrica.



rontlictual (successtully adopting a controntauonat approach because thee witter
Joes not have to actually negotiate the suwjectr and photography miore often
transactional’ (operating through negotiation of subjects it spacey.’  Locating
photographic meaning in the domain of tha subjpect avertuins and supplants bath the
African subject as an object of ditterentiated rlentdication and the power of the
pragtograph (o construct and signify patticular forms of pule difference. In this sense.
the photographs become no different from Bhabha's notion of ambivalent signs,
where “difference retwns as the same” rather than as the 'difference’ intended by
the image-maker (1£490:305). Bhabha's notions of mimicry atd hybndity are hoth
relevant to a discussion of colomal photography in that they inform an alternative
politics of power and representation. 1t is important to emphasise that while these
iwo formulations are more absent from, than present in. colonial photographic
discourse - the first section of this chapter being an adeqguate enough reminder of
the limits of the application of Bhabha's theorstical models - thay nonetheless inform
a borly of photography that is often overlooked.

In his assessment of Bhabha-speak, Robert Young contextuahises hybridity’
as an extension of the disavowal of the colanial system implied by ‘mimicry’ - where
the mimicry of domination fosters an uneasiness on the part of the colonial authority,
the discursive condition of hybndity facitates ‘resistance’ (1990:148-149). For

Bhabha, mimicry 15

At once resemblance and menace(. Jthe look of surveillanze rotums as the
displacing gaze of the discipiined, where the observer besames the observed
and the ‘partial’ representation rearticulates {iw whole notton of wontity and

g

ahenates d from essence” (1004127 120



significaton. The Wentty of culturai difference] . s constituted throudgh the focus
ot thee Cther shich suggests bath that the object of dentficaton s aminvalent,
did. more significantly. that the agency of identification s never pure or holistic
hut always constituted in o process of substifution, displacement or projection
{Bhabha 1890:312-313.
The introdustion of Homi Bpabha's parbcula brand of rolonial discourse theory to
this discussion of misaion photographs s meant as part of a guestioning nf the
production of meamng in phatographic practice, and more specifically, the
canstitution of the objects and agencies of identification within the phoetographic act
The idea that colonial photograpty 18 consistently an act of controlled selecton and
wholesate manipulation (LaGamma 1992 39) assumes + th that the photographer is
always able to control the intersection of inabile elerments in the picture, and that the
basis of control is the holding of the camera. Similarly, the suggeshon that “[t]he
penpheral lacks order because it lacks the power of reprosentation” (Ashcroft ef af
1089901 presupposes that dialogue i based oniy on shared representationat forms,
and does not acknowledge that negotiation can take place on ifferent
representationat terms  In  assessing photographic discourse {and while

acknowledging its role in silencing ‘other” voices). it is important not to privilege this

discourse as the only form of expression and representation:

This space of questioning [the frame of representation] - ~elf an effect of
colonialist discourse - is for Bhabha the space where colonist! subjects
become agents of resistance and change. 1t is the space within which Bhabha
lacates the condition of post-unloniality itself” (Slemon 1994.24).

Bhabha's ineilysis allows for a distinction between the different operational modes of

cotorigh representation. and the exient to which. for example. writing 1s more easily

g



convert within this noession space. But, whike they were tarly saccesstul in
demareating these and other forms of difference. ot s important to acknowledge that
“the signs of identity and of ditforence are always a matter of mvention and
construction” (Ashcroft ef al. 1989:55) While such views are accepted as the (often
siereotypical} norm of the genre of mission photography. the artificiality of
photographic inventions and constructions within particustar genres cannot sustain
this facade of ‘naturainess’. There remains a body of archival material that stands
outside of these discursive formations, photographs which point to the negotiated
{and not only the forced) nature of identity formation within the mission space, a
bndy of photographs which hias escaped the retoucher's tailor-making tools | uch as
scratching, over-painting. ‘fading’, and etching) that were available at the end of the
nineteenth century., These photographs as unintended markers of negotiation
(outside of being markers of ‘difference’), not only upset and expand traditional
notions of the ‘mission photograph’, but also raise the issue of the way photographs
are used as 'evidence’ of historical constiuction and interpretation.

The role of African subjects in aspects of photographic practice. most notably the
photographic act, also needs to be read from the perspective of the subject that
disturbs totalising identities and does not simply mirror the intentions of the
photographer. It is about, as Soja and Hooper suggest, the "disordeting of difference
from its persistent binary structure” (1993:187). Reading mission photographs as a

negotiated space allows a reading of the African subject where their

adding-fo |in this instance. the phatograph] doas not add-up but serves to disturb
the calculation of power and knowledge. producing other spaces of subaltern

5y



Fig. 17

'Marabioon Mission Station', n.d.
MuseumaAdrica, Johannesbury
266-Missions

Fig. 18

*Mission Station, Jululang', n.d.
wrseumAfrica, Johannesburg
266-Missions



surfaces. indices of the topugraphical vontext of dusrichs i two numbered, tithad
and ‘signed’ photographs - ‘Manaboon Mission Station dig 17 overleahl and
‘Mission Station Zululand® (hg. 14, averleaf) - Aftican people signify a continent The
farmer photogragh, rather than displaying converts before the camera. employs
pthiinographic. conventions to present the viewer with twa frontally posed men
carrying shieids. two seated women, and six children ot various sizes ined up in
profile with pots atop their heads. The sense of Africa. temparanly elininated by the
'western’ architecture, is (re)introduced to the continent by . & African people.
Similarly, the latter image makes use uf two boys as repoussoir figures deflecting the
spactator's eye on to the African stage’. lronically enough, this latter photograph,
while archived as a CP3A mission. fails to identify the station in any substantial
form. The selected use nf African subjects in mission photographs also oncurs in
published works where, for erample, an image of a Zulu man is ‘displayed’ on the
outside cover of Mary Tyler Gray's Sfories of the Early Amencan Missionaties
South Atita, but the inside of the book is illustrated only with portraits of European

missionaries and their wives.*’

Missionaries, in their appioaches to the use and collection of photographs. not only
attempted to visually demarcate differences betwaeen Christians and non-Chrigtian

and Europe and Africa, but also articulated an ambivalent position for the African



Fig. 16
'Keeping Cool’, n.d.

Killie Campbell Africana Library, Durban
Brueckner Papers, File 6

Fiy. 16

'Persona Cleaniiness - A Zulu Virtue', n.d.
Kittie Carmpbell Africana Library, Durban
Brueckner Papors, Fite 6



—

Fighting. Civilised Fashion' - verbally reconstructs the acton e a mote manageabie
and familias form ™

The thad mode of 'difference’ in mission photographs perpetuates vonventions of
‘otherness’, more hroadly than the distinction between Ghristian and non-Chnstian,
in the ariculation of o difference hetween Europe and Africa. In a photograph
entitied 'Dr Colenso and his Son’ (fig. 14, overleaf). Colenso's son, long-haited and
dressed as a sailor boy, is surrounded by mostly naked doys. as wel as African men
and a woman in various stages of 'undress’. Here, ‘dress’ is denoted by Western
tlothing alone. Similarly. in two contrasting, and almost seguential. photographs
from an afbum belonging io American Board missionary, Kard Robert Brueckner, the
difference hetween Europe (in Africay and Africa, is quite clear. In the first, more
intimate photograpt, captioned 'Keeping Cool’ (tig. 15, overleaf). young white boys
and girls, all clothed in formal bathing suits, swim in a lush, waterfali-fed pool. Some
chifclrey  are oblivipus of the camera and others confidently confront the
photographer. In the second, more distant photograph. enfitled 'Persona (sic)
Cleanliness -~ A Zulu Vitue' (fig. 16, overleaf), a young, naked Zulu boy coyly
contronts the camera ai a sandy riverbank. Not only do the photographs establish
differences batween a clothed, confiden: Furope and a naked. ‘innocent’ Africa, but
thie captions also differently make statements of simple description and patronising
udgement.

Related tn this third form of difference’ is the use of the constructed identity of
Aftica primarily as a too! of mapping rather than as only a marker of otherness. In

this form. African photographic subjects becoine natural leatures of the earth's



Fig. 13

'Pondonese Fighting - Civilised Fashion', ¢.1910)

Department of Historica! Papers, University  § the Witwatersrand, Johannesburg
AB894

Fig. 14

'Dr Coletiso and his Son', n.d.
State Archives, Pietermaritzburg
840



Fig. 12

Zulu young women at a school opening...", n.d.
Kit'e Campbell Africana Library, Durban
Inanda Seminary Papers



whvironmeants. At some CPSA stations in the eastermn Cape, for example,
photography came when the spatial wentites of these stations had been clearly
defined by buildings. an administrative infrastructure and a body of converts, and
there was not a strong imperative tu establish the distinctiveness of missions
through the visual demarcation of the ‘difference’ of Africa. What one dowes find in
photographs from well-established missions 15 a more subtle distingtion between
‘convert’ and 'heathen’. For example. in a photograph taken at Inanda Seminary.
captioned 'Zuly young women at a school opening. Except for Christian Missions all
Zulu women would be like these’ (fig. 12, overleaf), the Zulu women are lined-up
against a wall (either accidentally or intentionally), staring curiously at the camera.
while the school girls wander about freely, oblivious of the taking of a photograph. In
addition to this, the caption alludes to a single. definable non-Christian Zulu women's
identity. These tweo conventions both confribute to spatial divisions between
Ghristian and non-Christian. The writing on the back -+ photographs becotnes a
means of inscribing identity on tne 'backs’ of the subjects in the images. While this
might conform to “the well-known category of [missionary] images emphasising the
alien nature of the stranger. the Other” {(Jenkins 19583:100). and also to conmtmon
forms 2f before-and-after ‘propaganda’ used to garner support from home countries
(Webb 1982:52), it is by no means the only variation on this strategy of invoking
'difterence’ A photograph from an CPSA mission in the eastern Cape (fig. 13,
nverleaf), ¢.1910, re-presents an image of the ‘traditional’ methods of combat of the
Pondo people, but within the confines of a mission station, ‘controlled” by the

buildings that engulf the actioii. The hand-wrtten title - ‘Fencing. or Pondonese {sit]

6



Fig. 11

'St, Mary's Mission, Qvamboiand, SW.A,, Christians an the Left,
Heathen on the Right', n.d.

MuseumAfrica, Johannesburg

266-Missions-Annlican



Fig. 9

‘A Native Schoal', 1879

Local History Museum, Durban
H.55/314

ot

Fig. 10

'Mrs Colenso and Family', n.d.
State Archives, Pietermaritzburg
B42
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that E M. Wolte. in Bevarnd thee Thirsthedt: The Stony of the Ovannholangd Mission
(1935), described as primarily concerned with “the knotty problems of buildings and
transport, two of the worst worries of the Mission” (1935:36G) Wolfe's
characterisation corresponds with the abundance of photographs i the scrapbook
that are concemed with btiildings in vanous stages ot construction and completion
{for example, fig. 23, overleah. and the development of a successfu system of
transpartation from St. Maty ' mission to Ondangua and Tsumeb (for example, fig.
24 overleaf).” Against this. images of religious activities (for example, fig. 25,
averieaf). medical endeavours (for exampie, fig. 26, overleaf), sporting events (for
example. fig. 27, overleaf), and local peoples (for example. fig 28, overieaf), are all
minor subjects in the scrapbook.

A record of a 'ple .2 iL the description of inert objects that co-exist within a field of
vision {De Certeau 1984:117). The photograph is a ‘place’ in that frozen or static
objects are distributed within the photographic frame. In both the group (for example,
fig. 29. overleaf} and individual (for example, fig. 30, overieaf) portraits. in Crusby's
scrapbook, people have been made inert within the pholographic frame. The
photograph is thus a location ar place. The domain of 'space’ is characternised by
movement that causes the “intersection of mohile elements” (De Cerleau 1984:,17).
by action upon the inert, frozen or static obiects 1n a ‘place’. Space is how une
proceeds in an interaction with located objects - it is "practised place” {(De Certeau
1884:117) In the evolutior T visuai meanngs, Crosby engages the physical
enviranment or place through his movemeart. and in this sense. the places through

which he moves are ‘practised’. o ths spatmlisation of engagement of space,
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Snapshots in the Desert

In August 1924, the CPSA's Reverend George Tabias, along with Bishop Fogarty (of
Damaraland) and Reverend White (Organising Secretary of the Cape) secured a
site for St. Mary's mission in the Ovamboland region of South West Africa, some
55km north of Ondangua. just south of the Ang.wan border. * St. Mary's was the first
(PSA mussion in the region. but a relative latecomer to an ethno-linguistic terntory
already occupied by Finnish Lutherans, German Rhenisht and Portuguese Roman
Catholic missur nes.  According to Tobias, the nussion originated fiom «» “desire”
{AB206.37) on the part of the chief headman of the Qvakuanjama, Hamkoto
Wakaluvi, to have a CPSA mission in the area, as well as his readiness to grant the
CRSA missionatries a site with water.™

Alec Croshy, Tobias' brother-in-law. joined St. Mary's mission in September 1924
45 a lay worker, taking up a position a. “agricyltural and mdustrial instractor”
(AB206.70" He came from a background in surveying and mine management (with
Moodie's Gold Mining and Expioration Company. as well as Sabie Rand) and held a
qovernment certiticate m agriculture (AB20G:3%. Between 1924 and 1931, Alec
Grsby compiled a scrapbook of 191 chronologically arranged and  annotajed

photographs.” These unages reflect a preccoupation with his designated task, one

(12



‘other i nussion photographs, bas generated many of the deas around hybridity
and bordetlands. This theoretical kminal zone. rather than being o space of
‘otherness’. should be seen (specifically in phiotography) as a space of utterances
ihat are directed at the located metropolitan tnipod (with ts camera) The irony of
colsmal photographic representation 1s that its superficial similarity to the real workd
1s 50 often produced in the interests of difference’ The escape routes out of a
politics of visual representation are imitad. since the powerful ideciogical position of
the maker is often not undermined by either allowing an vppressed voice to speak or
represent iself. or by making this relationship between maker and ‘made
transparent (Faris 1992:171). But. as a genre. mission photographs cannot be seen
as visual markers of one paricular fixed view or version of difference’. where
spaaking and silence are rigidly dichotomised. Archives are constantly turhing up
images that subvert generic models of the missionary medium at the tuin of the
century. While the notion of difference’ is an acknowledged subject in mission
photographs, the permutations of. .and control over such imagety. have been far
less frequently debated. The meaning generated by 'difference’ is put to a variety of
uses, as much as this usage generates different meanings about 'difference’. The
place of the CPSA missionising project. and more specifically, the photographic
output of this project. nseds to be polticised to more adedguately reflest the
tmearous permutations of the colonisation of African culture. If the inhabitants of an

early twentieth-century empire cannot write back. at least they can laugh back.
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Hyhndity's usefulness jo mission photography s s a afgue ot the attempts
by colenial discourses there, mission photography) to entrench oppositional torms.
Missions oid attempts to cleatiy picture a number of oppositions, but a reading of the
disruptive process of visual articulation 1s a reading of cultural differences of
hybrdity, particularly. the dea that the negotiation of differences was an
unintentional element m colonial visual representation (as it is an intenhonal tactic of
host-colonial representation). The key element which s transferred back is the
disruption enacted fram what has been constituted as a margin. The addition of this
disiuptive element is meant to ‘equalise’ the participation of photographer and
photographed in the spave of the photographic act (but not necessanly 1y the uses
to which the resultant images are used). In this way. a notion of hybndity disrupts
standardised pesceptions of the photographic encounter (and the way we read such
ehcounters), but by no means fragments the system of colonial representation.
whitt arry nghtly challengss the view that such disruption in any way undetmined
or endangered the enduri=g, rolling action of the colonial miachine (1994:11), this
formulation of hybridity allows for a reassessment of traditiona! formulations of the

photographic controf of space.

The risd for a mare thearehcally nuanced politics of photographic representation.

specifically around the problematic opposition petwean centred self’ and paripheral



Fig. 22

‘A Happy Group', One Hundred Yoars of the American
Board Mission in South Africa, 18351934

Local History Museum, Durban.



hrieflyt This dislozation is furthered by the lack of dating of the photaipraphs  they
are stuck in the ‘other’ space of the historical present  which contiasts with the
copinus dating and chronalogy used in the written text. Togather these photographs
present an abbreviated history of mission success - nonverts, an Atncan priesthood,
educational and social activifies, and mission buildings. And in character with such
nompressions, no visual elemenis allude to either the disruptive” breakaways by the
Ethopianists and African Congregationalists (although these events ar@ mentioned
in the written text) or the persistence of 'tribal life". Instead, the viewer is reassured
by images such as ‘A lappy Group’ (fig. 22, overleaf). a pretend-view of African
tamed by sentimentality (but disrupted, perhaps. by the young age o e qrls
carrying babies on their backs).

Bhabha's notions of decentred power must be seen in the context of a
criticism of strict binarisms. In his critique of Edward Said's Orientalism, Bhabha
suggests that “[fJhere is always, in Sawd, the suggestion that colonial power is
possessed entirely by the coloniser which s 3 histcrical and theoretical
simplification” (Bhabha 1983a:200). If. as Bhabha suggests. cultural difference is
'the momentous. if momentary extinction of the recognisable object of culture in the
disturbed artifice of its signification, at the edyge of experience” (1994:126). such
difference’ is not necessarly about the evicton of "the antagonistic paing of
uoloniser/colonised” as a mode of oppression in favour of "a placid continuum,
unhinged from the planned inequalities of actually existing social regimes and
poiitical struggles” - as is suggested by Parry (1594:158) - but rather that the attempts

to reinforce such strategies of domination were not always so midly enforced.

ity



Fig. 21

‘Missionary Station, Esthowe', 1889
MuseumAfrica, Johannesburg
266-Missions-Anglican



necessarily endorsing such forms ot difference’y Thas, the dea of despatialising
difference: is meant as an attempt to reformulate the spatial teoes by which mission
photographs constructed difference’. These theorias attempt to overturn the
dichotomies by addressing their very terms. There are actual and conceptual
counter-narratives  “that disturb those deological manoeuvres through  which
imagined communities’There, Chustian converts and cantrolling missionaries] are
given essentialist identities” (Rhabha 1880:300). The singie woman not in 'western’
clothing and with calabash atop her head in a CPSA image, ‘Missionary Station
Esthowe Zululand' (fig. 21, overieaf), distupts the ‘cleansed’. oppositional
photographic space of converts, clergy and church buildings. Discarded bodies in
snapshot visions - symbolic in their 'lack’ of interest - are commion in many amateur
mission {and coionial) photographs.™

The dislocated character of hybridity. and its usefulness to an assessment of
mission photography, takes an interesting turn in the photographic representation of
mission identity in illustrated comimemorative histories of mission societies. Ong
Hundred Years of the Ametican Board Mission in South Africa 1835-1935 is a good
example of the genre.” What is important - photographically - in such publications 18
the use of photography within the narrative structure, and more specifically, the
extent to which such imagery has littie or no bearing on the written narrative,
pmesenting instead a dislocated, abbreviated and sometimes anecdotal story of
migstart histary. A photograph of the first convert - the "archetype’ of mission success
- dislocated in a chapter that deals with the politica) context of early missions. and

it 15 only some three chapters ater that this initial baptisi is discussed (albeit very
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spitce of everyday life, the space of “culiurdl differencess and dentitications” that
subvert, translate and resist the “hieraghial or binary structuring of  sogial
antagonisnt’. i.e. cultural meaning as & torm of totalsation (Bhabha 1880:292, 314),
Hybridity, here conceiveu os the space of ambivaient power, is thus a theoretical

response to the strictures o binarism:

Cultural difference marks the establishment of new forms of meaming, and
strategies of identification, through processes of negotiation where no
discursive authority can be established without revealing the difference of
itself (Bhabha 1880:313).

in this later sense, hybridity can be clearly differentiated from, for example, Mary-

Louise Pratt's notion of transculturatizis the latter being the process whereby

subordinated or marginal croups select and invent from materials transmitted
to them by a dominant or metropolitan cutture. While subjugated peoples
cannot readily control what emanates from the dominant cuiture, they do
determine to varying extents what they absorb into their own. and what they
use it for (Pratt 1992.6).
Wherc Pratt's transfers between centres and margins maintain these binarisms
{albeit in new forms), Bhabha's formulation of hybridity argues towards the
interruption of binarisms, concernad as it 5 with strategies that subvert such
binarisms and their paticula: locations of culture (Bhabha 1994.6).
Theories of hybridity, however formulated, must be seen in the context of a
response 10 the ngid dichoiomies established by colonmalism. I thai mission

photographs consciously and unconsciously attempted to enforce clear dichiotomies.

uhe neads to qat least critique these photographs in terms of that dichatomy (without

Fid



A number of aritics have problemifised this eaily formulation of ‘hwbndily” in that it
entertans t possibility of arficulating clear differences betwecn two pure. original
cultural form (Young 1990:150. Asheroft of «f 1989:188. and Parry 1594.5).

According to Benita Parry. for example,

[flor alt his castigation of binaries. Bhabha posis essentialism or difference.

nativism or casmopolitanism, the claim to purity of ongins or the immersion in

transnational cultural flows. as the only possible positions for a posteolonial

perspective (1994:19),
But while Parry is criticai of Bhabha's binarisms, she is equally critical of the lack of
an oppositional character in his formulation of colonial relations. Parry rejects what
she sees as Bhabha's apolitical agsessment of colonial relations, "enclosed as they
are in a theoretical mode that subdues the continuing explotation of the Third World
and the growing dispanties of resources and opportunities within the First”
{1994.21}). Parry thus invokes binarisms to critique Bhabha's lack of binarisms. For
Parry. Bhabha “dispense[s] with the notion of conflict - a concept which certainly
does infer antagonism, but contra Bhabha, dues not posit a simplistic, utitary and
closed structure to the adversanal forces” (1984.6).

Parry. whether consciously or not, ignores Bhabha's rationalisation of
hybridity in Nation and Narration (1980), one which is inscribed against notions of
unity and closute. In Nation and Natration, Bhabha's formulation 1s less rigid in that it

1 concernad with “the perplexity of the living as it interrupts the representation of the

fuliness of ife” (Bhabhi 1990:314). Mybridity becomes the characterisation of the



Fig. 19

'‘Missionary Lady Entering Hut', ¢.1916
Killie Campbell Africana Library, Durban
Brueckner Papers, Fie 6
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Fig. 20

Basuto Converts, n.d.
MuseumAirica, Johannesburg
266-Missions-Pans



The ‘mirror’ that refledts the image of the coloniser, rather than bemng flat and
duplicatve, 18 concavelvex and distorting: “[tlhe swvellling eye is suddenly
confronted with a returning gaze of atherness and finds that its mustery. its
samaness. 1s undone” (Young 1990:147). And it takes an odd turn in images such
as ‘Missionary Lady Entering Hut' (fig. 19, overleaf), where the half-swaliowed
woman is curipusly watched by an African woman and children, one of whom
appears to be laughing at the ‘curiosity’. Rather than being about more orthodox
forms of resis‘ance, mimicry simultaneously ‘'lbcates’ and ‘dis-ocates’ colonial
conirol. The visual content of the photograph ¢=<*'~ a narrative that is
oppositional to totalisation and closure. The dynamic nature of photographic space,
its ability to be menacing in its resemblance. is reflected in a photograph of a family
of ‘Basuto Converts' {fig. 20, overleaf). In this heavily retouched photograph from a
Paris Evangelical mission, the man, as well as his hat, are on African stools, while
his wife and children are either standing or sitting on the ground. Here. resemblance
Is menacing only because two ‘western’ folding chairs lie discarded in the
background. ign..ed in favour of carved stools and ‘mother earth”.* Mimicry is about
an imitation hoping to gratify but only managing to dis-ease by virtue of its
‘impoverished' imitation (Bhabha 1384 126-127).

If hybridity’ is an extension of ‘mumicry’. its evolution is realised in

strategies of subversion that turn the gaze of the discriminated back upon the
aye of power].. if] reverses the effects of the colonialist disavowal, so that
ather ‘denied’ knowledges atter upon the dominant discourse and estrange
the: hasis of its authority (Bhabha 1985154 156).



fig 23), annotated with o caption detaiing the plysaceal gresenos of the baidding in
trms of the thickness of walls anu sizes of ooms a2 ed) The scrapbook
photegraphs retlect an almost obsessionai preoccupation with recording each and
every stage in the construction of the nussion as i retabilocation of the: frontier 2one.
Each photograph becomes an important marker and reminder of the delineaton ot
the place of the mission and the extension of the boundary of the fiuntier zonge.

Ttus early preocoupation with the organisation of a genetal, ever-changing space
into a familiar, fixed place extends to an engagement of local peaples only within the
context of the missionary place. For example, "The Witch Doctor’ {see fiy. 30,
whose practices were rejected by the missionaries, is engaged by the photographer
within the controlled confines of the mission rather than the unknown. uncontrofiable
space beyond the immediacy of the mission. The frontally posed figure. lopsided by
misjudged production. is isolated against a missioh bui'ding (an icon of the fixity of a
place). Unlike many of the scrapbook photographs, this close-up. aimost three-
guarte i view of an awkward, out-of-place figurs not only allows for the scopic
nbservation of the details of dress. but also creates a sense of the powerless
miseast This snapshot vision underscores the attached caption: "Christianity is
gradually undentnining their power” (AB20E:22). Through the combination of imane
And text. n instances such as these, the seraphook’s natrating takes fragments from
the unknown space beyond the frontier and absorbs them into the familiarity of the
fixed place of the mission.

CPSA mission photography has mostly suppressaed s vanous contradictions -

the photographic material that entered  the public domain conforms to the



Fig. 33

"A view of the mission from the East."

Department of Hislorical Papars, University of the Witwatersrand, Jehanneshurg
AB208:21



Fig. 31

"The first well sunk on St Mary's Mission side, anu at 60 foet gond water was struck,
The site in the summer proved unsuitablel ... jhaving been sunk in a depression, jand
it caved in during the rains, | supplied the necossary water for the bricks fur the
first buildings.®

Department i Historical Papers, Univarsity of the Witwatersrand, Johanneshurg
AB206:8

Fig. 32

“The start of making green bricka. Although al.. Jbrick is obtinable, the wastoge 18
so Inuch that it is not a payabtle proposition, unless for special work. The lime content
makes tho brick fragilo. Ar exporienced man might by mixiteg the soits oblain hottor
results.”

Department o7 Histoncal Papers, University of the Witwatersrand, Johanneshburg
ARZ06:11



1176, Coe and Gates 197593, but also stand an wisual secords and proot of
different spatial piactices. For examiple, in a photograph albsum attributed to Bishop
Fogaity of Damaraland (AB2099), the ten annolated photographs of 8t Mary's
mission in the early stages of its development act as a 'summary” of both the
CPSA’s initial armival in Ovamboland and Fugarty's direst and indirect involvement in
that time-space. As a visual sequence. edited from everyday practice. the snapshots
reflect Fogarty's role and interest in the production of a CPSA missionaty place 1n
Ovamboland. As the newly appuinted Bishop of Damaraland (1924-1939), Fogarty
was the ‘caretrker of an evolving mission in his diocese, and the selection of
photographs not only visuailly summarises the establishment of a 'safe’ place i the
desert. but also immortalises the mission in the fluctuating frontier space. Most ot
these photographs also appear in Crosby's scrapbook.

Unlike Fogarty's generalised overview of the start of 8t. Mary's mission, Alec
Crosby's scrapbook is a copious visual and verbal record of the details of the
missionisation of space and is focused on his part in the building of the mission as a
negation of the uncertainty of the frontier. The initial photographs. such as digging a
well (fig. 31, overieaf) and brick making (fig. 32, overleaf), represent mere scratches
on the earth. vulnerable to collajse and crumbling at any time.” But the narrative
quickly turns to images of missian buildings, which constitute just under a third of the
total number ot photographs in the scrapbook. Typical shots ihclude both general
views of the mission station and its perimeter (tig 33, overleaf), accompanmed by the
peographically-spacific caption, "A view of the Mission from the Fast” (AB206:20),

ant views nf specific buildings under construction, such as such as the hostel (see



rmdertaken through an assessment ot the debates aromsd cosd phontessdion ot the
aforementioned three ssues, As well as o catisrdetation of tho oxtent o which thise
wiues differently impact upon the mterpretation of the ndeative it the serapbnok
Lansby's scrapbook. as a trontier nanrative. incorporates photograptie snapshots
A textual annotations as conventional devices to organise and integrate an image
and vision of St Mary's mussion it the uncertanty ot the frontier zone ' * Thase
conventional devices are used to reintegrate the fraymented space’ ot the frontier
itto the place’ of the mission. with the result.int narrative sequence being as much
about the construction of a missionary ‘place’ as about the extent to which
‘napshots reain and relinguaist their autonamy i image-text refationships. This
explaraticn and explication of the snapshots and taxtual annotations i Grosby's
scrapbook 15 grounded in notions of snapshot photography outlined by Bran Coe
and Paul Gates in The Snapshot Photogrenh. The Rise of Popufitr Phofography
1988-1939 (1977) and Graham King in Say ‘Cneese’ The Snapshot as Art and
Sovid History (1. 86), as well as a reading of Rolanu Barthes' writings « n the image-

text relationship in Image-Music-Text (1977) and Camera Lucida {1951+

ih logating. fixing and sumnarsing everyday practice. shapshots immortalise
people. places and events (King 1986:xi). These undying photographic summaries

are not anly keepsakes and remndwis of particular everyday practices  (Baldwin



[s]oft wax is to form whist black 15 to colousr. what wlolatry 15 to rehgion, what

nakedtiess s to clothing. o nullity Fach of these Afncanmst creatons must be

citlied by a4 name that is tiwreby negated: fornn s undone by soft wax, religion by
idelatry. etc. But to be joft with a real’ nullity 1y to tall siient, to cease reading and
writing. to die. Sn the nullity takes on a concrete torm. of rather oy forme that you

wish. 50 that it reflects any desire (1085:44)

The photographic medium net only stands as a powertut and largely uncontested
moulder of the 'soft wax of Afican space. but also reflects differing wvisual
ubsessions with, and desires tor, the negation of the honter space and the
production of a concrete nussionary place. Place nullifies space The abject of the
phatographic view is not so much a silent void, as a nwalleable form.

The photographs in the scrapbook are chatacterishe of the shapshot genre.
Taking the ariginal use of the word, first ~cined in 1808 as hunting ferm fo describe
"a hurried shot. taken without deliberate aim” (Kouwenhoven 19741073, one can
vharacterise the snapshot as an informal photographic record of daily social life. In
this sense, snapshot photography 15 a practice of everyday life. Snapshot
photography. as a fragmented gerine in a fragmentary medium, I1s a partic 'arly acute
form of nodal fragment or seguence, and more than most other genms of
vhotographic practice, Is open to textual manpulation. As such snapshot
photography often results in the presentation of a ‘reality’ different to the reality’
presented by other photographic genres. While the snapshot photograph. kke the
stutho portrait or ethnographic pho.cgraph, is prmarily concerned with visualising
peaple. i can be distinguished fiom these other genres in terms of ntentionality.

maduction and content Since most definitions of the snapshot genre are contested,

any uxploration of the scrapbook phetographs n terms of this genre needs to be



photographs at that mission sonke 30 years kater, photogaphy wits used at 5t
Mary's mission from s moeption s 162477 As g sesiait, 3t Mary's  nussion
photography, in the 1820s. informally focused on the mdial penetration into an
uncivilised' and “hostile’ frontier, while St Cuthbert's mission phatoqraphy, at the
same time. was more cohcerned with the formal representation of the trts of an
autive ‘civilising’ process, in both work and leisure ™

In The: Road to Botany Bay (1989), Paul Carter suggests that the frontier is the
space of "communicated difference” (1968:163). In this sense. Croshy's scrapbook
photographs reflect an attempt to visually and verbally communicate and
differentiate a missionised version of the Qvamboland frontier. The photograph is an
important tool that not only communicates ‘difference’. but also focuses and fixes
difference’ in a particular place. Photographic difference’ is most commaonly
articulated 1n tarms of what is photographed and not photographed (where the latier
pertains to what is neither desired nor allowed). The photographs in Crosby's
scrapbook are implicated in attempts to transform the fientier from the openness of
'space’ to the closure of 'place’.”” The frontier, however. is not so much a clearly
discernible bhoundary as an indistinet realm or zone within which diffetences’
between coloniser and colonised are constantly (reinegotiated.

In Blank Darkness: Aftfeanist Discourse in French (1985), Christopher Miller
hghlights the extent to which Africanst discursive practice engages Aftica as 'soft
wdx' that can be fransfeimed at will. As a vanation on the Foucauldian themne of the

silent’ Othor. Miller evolves the foliowing usage of soft win



Crosby takes photographs. The photoqraphs become o documentation of hig
patticular spatial engagement. but ot the same tima, the photographs themselves
become static places through the fixing of the negative as a posiive prnt The
photographed location or place is then further secured through the written text that
annotates the photographs 1t the scraphook In this chapter, it s the security and
manageability of place that wilt he explored i relation 1o the uncontroliable changes
of space.

The camera inscribes space in various ways. In the early stages of
missionisation (if the cantera is at work}, photography is offen used to spatialise
various farms of 'otherness’. But this focus on a ‘hostile’ space eventually becomes
a deliberation upan a ‘tamed’ place, and is commonly realised in photographs of
converts and countless images of buildings (churches, schools, etc)” While
mission phatographs are representational re-articutations of ‘4t already articulated
physical space, the relationship b aween articulation and re-articulation is not always
consistent. Some mission photographs are conscious efforts to duplicate an existing
piace (e.g. mission huildings), while others are deliberate attempts to reformulate the
space of the frontier (e.g. the space of 'traditional’ practices).

Spatio-temporal discrepancies amongst CPSA mission atations resulted in
differences in the content, meaning and effect of photographs produced at these
missions. differencas that pertain to both the iitid photographic output of the
missions, and their respective pheotagraphic outputs at similar points in time. For
exaniple, where there is a substantial time gap between the formation of 5t

Cuthbert's mission in the eastern CGape in 18685 und the first appearanca of



Fig. 29

"The headman's wives and daughters, just after bringing in bundies of grass in exchange for
sait, This headman is a heathen and has over 20 wives. His household consists of about 76
people. He is considered wealthy, owning &t ieast 800 head of catfle. The women do all the
cultivating, although the men dn a portion of the work occasionally”

Department of Historical Papers, University of the Witwatersrand, Johannesburg

AB206:15

Fig. 30

"The Witch Doctor'. Christianity is Qraduelly under, iing thoir power One of the greatest evils
in the past was the murdering of twins and the outcasting of the mothet The superstiion being
thal the father was fathor of ane of the children and the devil the other Killing therm both made
sura of the dovil. Now however it is still considared a disgrace, and g heavy payment has o

bt madde to witch doctors to appeaso the devil, and the woman may nnt exit from her hat for
a year. This particutar witch doctor had twins fast yoat®

Department of Historical Papers, Unversity of the Witwatersrand, Johanneshirg

AB206;23



Fig. 27
"Bridges at the winning post. The rate was 40 feet and the prizo a mouthiul of sugar”

Department of Historical Papers, University of the Witwatersrand, Johannesburg
AB206:85

Fig. 28
"Sume of the guests."
Department of Historical Papers, University of the Witwatersrand, Johannesburg

AB206.161



Fig. 25
*1st wedding."
Department of Historical Papers, University of the Witwatersrand, Johannesburg

AB208:197

Fig. 26
"Tobias extracting a tooth. He was heard to say 'l give them nain, but | get the tooth."
Dapartment of Mistorical Papers, University of the Witwatersrand, Johannesburg
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Fig. 23
"The new hostel is 35" x 20' x 13.5"' with 18 inch walls divided into two classrooms

17'x 17.8', 2 hostels 17" x 17.5', a long room 17’ x 39" opening into a chapel 17
X 17.9', ao that the hall can be used as a church, and curtained off for smali
services. The hall can be used as a school or entertainmert hail."

Department of Historical Papers, University of the Witwatersrand, Johannesburg

AB206:25

Fig. 24

*the full crawler with trailer foaded 2.5 fons in difficutties in the heavy sand 50
miles in the thirstbelt. The steering gear of the tratlor broke down and gave a lot
of frouble and was impossible for the load being so hoavy”

Department of Historical Papers, University of the Witwatersrand, Johannesturg

AB206:217



snapshot s mnocently’ used as a moe aceurate representafion of ity

[ assessing responses o photogaphs, Reland Barthes, in Camera Luckdi
{19811 divtincuinhes hotween “skuafivm and ol where the former s a
nenerat interast in. and enthusiasm fir a photograph. @ -7 me atter 1o disturbance
on the photographic surface. an “accident which pricks me” (1981:26-27) - The
importance of punctian lies in the fact that "whether or not § [punctum] s triggered, it
is an addition’ it is what 1 add to the photograph and what s nunoetheless alteady
there [ ]JThe punctum, then. is a kind of subtle beyond” (1981.55) While Barthes
voes not acknowledge the relativity of punctum, for example. in s suypastion that
the “stadium is ultimately always coded, the punctum is not” (1981:61) # is
nonetheless an important notion in the construction of meaning. The snapshot does
not necessarily reveal more, it only reveals differently, and it is this different
revelation that is exploited by the written narrative in Crosby's scrapbooh.

The power and influence that the snapshot photograph might have as evidence
does not reside with the photograph itself. but in the context of the production and
re-production of the photograph. As John Tagg suggests, the power wielded by
photographs "belonged to the agents and agenvies that mobilised them and
interpreted them, and to the discuisive, instilutional and political strategies that
constituted them supported them. and validated tham” (Tagy 1082:143). The ease
with which the photograph itself becomes soft and subsetvient to the dictates of the
written text depends in part upon the extent of fragmentation in the photegraph, o
framientation  determined by the pature of ihe photographic mediumm and the

compuosition of the imane.



guendered  compositional ke of standing amd seatedy ekt the bl seatecd
positions of the ‘heathens' i the backaromad  Hews, the cordoxt ot prodoction,
spentdioy the attempt to delneate a boundary between nussionsed and non-
missionised peoples, withi the mission space, plays an mpot o role in the extent
of formaiity and informality inn the photographs. However, images of ‘hoeathen' local
peoples (from ‘outsicde the missiom tend to be prearramged. while snapshaots of
mission workers and "converts’ trom nside’ the missiond are muore often (ol not
always) quite spontaneous. Hes, visual practices are implicated m processes of
dichatamisation.

As an everyday practice. the snapshot oiten contains "excess’ information not
nacassarly found in textual referances Snapshots are seen to “show sockty's
lighter moments. its ‘off-duty face. revealing so much mare than its ctficial one” (Coe
and Gates 1977:18). This perceived absence of pre-arrangement in the snapshot is
otten the reason for 15 special status as evidence: “[flhe casual crcumstances of the
snapshot, taken in familiar surroundings and m familiar company. could relax the
subject and elicit & more natural pose and expression” {Coe and Gates 1977:11). In
this sense, the studio portrait is the visualisation of aspirations, while the snapshot 18
seen as the visuanoation of 'real’, everyday conditions: "[tlive shapshot portrait also
may gain an additional element of documentary valug from the extraneous and
welevant  detall which the professional photographer would have  rnithlesssy
axcluded from his portraits  (Coe amnd Gates 1977:11) Snapshot photography .
however, s ust as constructerd as any otivir geore of photography. but because the

construstion is not Az readily apparant in the form amd content of th2 mage. the



Fig. 40
"A group of Ovambos taker un Xmas Day 1924. The natives on the right are Finnish

converts and those sitting down are heathens.”
Department of Historizal Papers, University of the Witwatarsrand, Johannestiig
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aspects nf the frontier that is absent m Duggan- Cromin s photograph gthe batter beang
a careful attempt to construct a front-and-back visual knowledge about its subjech.
But the poerception that the shapshot is A record of spontaneous rather than posed
production not only raises cerain issues regarong the different histoncal vatues of
such photographs (to be exploted kater), hut more 'mportantly. bere. raises at least
three problems associated with attempts to distinguish between spontaneous and
hosed photographs.

Firsily, how does one clearly differentiafe between 'spontaneocus’ and posed’
images? {nterpretations of snapshot productioh make no attempt to establish the
parameters of ‘spontaneous’ and ‘posed’ within the genre af shapshot photography
Linked to this problem is the presupposition that the ‘spontaneuus’ snapshot
necessarily reveals more to the viewer and historian than the ‘posed’ snapshot.”™ A
third problem with spontaneity is the extent to which one can, with any cer*ainty.
determine whether the actuai conditions of production were ‘spontaneous’ or
'posed’, hased solely on a reading of the visual image, especiaily since the
photograph only captures the photographed, without much trace of Hhotographer
and/or the photographic space.

The space of production, particularly in mission photographs, plays an important
rele in determining both the nature of the photographic event and image, and the
perceved formality or informality of the mage. ” For example. the distinction
hatween ‘convets' and heathens’ in Crosby's scrapbook tfig. 40 overlaah, in
iddition io being marked by the use of different elothing. is accentuated by the

formal standing and sentad poses of the ‘converts’ in the foreground (again the



Fig. 39
Alfred Duggan-Cronin, 'Bate at Moitsupeli's', The Banitu Tribes of South Africa,
Kimberley, Alexander McGregor Memorial Museum, 1942.



Fig. 37
"8apt Neison sent a team of donkeys to pull us through as the water was so deop

that the ot and magneto had to be removed.”
Department of Historical Papers, University of the Witwanersrand, Johannesburg

AB206:159

Figy. 36
*Native women drezsod aps fo partake i a native marreege custom.”
Department »° Higtoneal Pe pers, University of the ‘Witwatorsrand, Johannesburg
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end (Ondangua amd Tsumel) of @ ey Thes movenrient throoagh mi cmpbness
. 37, overieat) is made vyver meve fragie by the haet that the track s beaimg padied
by « team of donkeys The hagiity of the joumey & constantly rmnforced in
annotations that make retarence to the menhanicat talures ot trucks and ractors ™
The conscious engagement of the people i ther landscape 15 not retlected in the
photographs: only one - (hg 3¢ overleal) - engages non-colonsed Iite at a visual

level

The photographic act 15 an important part of snapshat phototraphy. The ides that
the production of a snapshot is a she  wstant act (Baldwin 1991:76; Coe and Gates
1977:9. King 1986:1) is often the basis for the perception that snapshots make "na
attempt to manipulate the subject or wait for ieal conditions’ (Coe and Gates
1977:11). For example. the initiates carefully lined up in Alfred Duggan-Cromn's "Bal
at Moitsupeli’ (fig. 39, overdeaf. taken from The: Bantu Tribes of South Afiica, stands
in contrast to ‘Native women dressed up tu partake in a native marriage custont’
(saee fig 38) irom Crosby's scrapbook. The scrapbook photograph is more a record
of expenence taken in passing. with not much attention to detail. While the group of
six women are anthropologically lined-up, one of them 1s distracted, looking at the
two women on the side instead of at the canera. This photograpt: suggests a failure

to ramtegrate the fragmentary space of the frontier, sungesting a lack of control over

Hi



iver in Ovambolad. of that 1 am qiste sure” (192059 - and nsuntabed thioughowt

har nanative, 1In descnptions such as this:

As there are no streams or rivers, no hills or even a stone in Ovamboland, the
flatness of the couittty 1s anly braken by the paln trees and the great earth and
sand castles of the termites. who are the real and rightful owners of the country.
It was just made for them and suits them to pertection. Like the devil therr master,
they hate the hght of day and iove darkness because their dewds are evil
(193613,
Crosby places transportation at the heart of Ovamboland's underdevelupment. in &
way that emphasises tha development of an uncontested piace:
The transport problem is of considerable interest to the Mission. us they desire to
develap the native industrially and train him agrculturaily. so that when he goes
out to work he is of immediate use, and to do this satisfactortly it is necessary to
have means to transport the goods he mav produce .. |Natives are urgently
required for the development ot mines, and if a reasonably priced method of
transportation can be devised. it would probably help recruiting to a great
extent.’
The transport photographs in Crosbys scrapbook. in demarcaing space and
defimiting the frontier. visualise the nissicnisation of the frontier spuce, 1e. tum a
space of “communicated ditference” into & space of differentiation. ntp a selt-
contained and uncontested missionary plane
in engaging tie landscape. Crosby penetrates an empty space that does not
extend beyond the immediacy of his own traveiling party. The photographs reflect a
vision ot travelling in a vdcuum. in a space wihout cleatly articulated frontiers,

focused only on the problems of the tuctors. '« o space’ that 1s traversed rather

than oueupied. a space m botween the ‘places’ of baginning (5! Mary's mission) and



Fig. 36

*The road along the Etosha pan is excelient and large herds of various game are
to be seen. About 39 miles from the Police Pest, a water hole is passed. There are
two wells here within 100 yards of each other, One gives drinkable water most of
tha year round and the other is brak."

Department of Historical Papers, University of the Witwatersrand, Johanneshurg
AB206:133

Fig. 36

"Mr Woom(...Jfixing propeller shaft with the: aid of nails and wine. Lions approached
to within 30 yards during the night.*

Department of Hislorical Papers, University of the Witwalorsrand, Johanmesburg
AB206:181



missions, Where the chatanter and action are foresan’ (do the Laropeain viewaaery, fia
axample, the narrative breaks down, and the intorvention of the witton text becomes
paramount. This reliance on the wntten word for natrative unity aliows for greater
matipulation of and divergence from the narrative structure self The plotograpis
of "The Witch Doctor (see fig. 30) is testament to this feature of elaboration. The
wntten text - mentioned above - becomes the statting point for spectacie rather than
representaton. In terms ot the creation of namrative belween photographs and
wntten text, the narrative is formulatad through the written engagement andfor re-
contextualisation of isolated photographs. When Crosby visuahses an empty
landscape (fig. 35, overleaf) or a landscape inhabited only by the transport party (fig.
36. overigaf), his record of spectacie is generated by accompanying texts that make
no reference to local peoples. but are particular in their mention of “large herds of
various game” (AB206:130} and lions that “approached to watch” them in their
ehcampment (AB206:181).

Snapshots of atterpts to develop an effective transportation route through the
desert constitute the most prolific subject matter in the scrapbook, at just over a third
of the total numbe: € images, and raise similar issues concerning the frontier
space.’’ The new focus on transportation not only mplies the completion of pressing
struciural v ork at the mission, but also marks an engaccment with the land in terms
of the technical possibilities and Iinntations of the further outward extension of the
colonial place. As the photegraphic focus widens, Crosby’s scrapbook becormes a
fixation o tho nhospitability’ of the landscapy:. an attitude purrored in .M. Wolfe's

upening sentence of Beyand the Thirst Buelf 10705y - "God nevet meant anyone to



Fig. 34
"Two of the native preachers and the Chieftain and Nicodemus' wife."
Department of Historical Papers, University of the Witwatersrand, Johannosburg
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convenbians o frontahty and distanee o thesr rncointers with tiee gnknown',
specifically African culturad) traditons’, ooth ssrde nd outside: of the boandanes of
the migsion station, CPSA nussionanes were can td to either eframe (in instances
where the unkiiown’ thremtened the organsed space of the missien statiom) or
exclude contradictions (ih mstances where missiondnes encountered disruptive
practices outside of the mission space). The Witch Doctoy” (see fig. 30) immage 16 an
example of this kind of refre iing Sunilatly. photographs of the fastivities to
celebrate the rebuilding of an Ovambo kraal (see fig 28, and fig 34. overleaf) focus
on Finnish converts and exclude any views of ‘heathemsm'. Southern African CPSA
mission photography is peculiar in its very limited ‘capturing” of noun-missionised
spaces. Here John Noyes' notion of an ‘empty’ space it crucial - ‘emptiness’ is a
"qualitative emptinegss”, a space devoid of human ‘gualty rather than human
ibabitants (1992.19G). In the space of colonial missionisation. 'quality’ 1s governed
by conversion and the upholding of missionised valuss. Because African ‘tradition’
lacks “quality’. it lacks a pholographic space. Instead. CPS8A mission photography is
mastly about the reclething of the subject.

ks Camera Lucida (1981). Roland Barthes suggests that

[rjat only is the Photograph never, in essence. a memeryl.. Jbut it actually blocks
memary, quickly becomes a counter-memory.[. .]The Photograph 1s violent not
hecause it shows violent things. hut because oh each uccasion i fills the sight by
force, and because in | npthing can be refused or fransformed” (1981:91).

This valonsation of the autonomy of the photograph’'s mternal meaning - a feature of

Camera Luciks - s difficult to justify in terms of the snapshot cutput of colonial



chnstian foa, v oentod sstie sty missiorategy ot sadonid spuces The
cultivishion ot an oificacious pabhe’ fiee for sdivefual | wssai stations ond the
denominations to which they weie aftihated (the number of conversions beemg e
principal barometar), was an mportant jot of the nussiorsation of colorial space.
Photograg.y was one of the means whereby GPSA missians in the eastern Cape
nublicly’ managed the issue of heathensm. I oevery photograph s mdeed a
“prvileged momertt” to which one can repaatediy ot (Sontag 1478 T8, ther the
posteard pnotograph, as a disclosed public view, 1w a pariculaly acute kind ot
privieged moment.” St Cuthberts and 5t Matthew's mussions  produced ana
disseminated photographic postcards that bore withess to the transformation” of a
‘heathen’ space into a 'Christian plage ™ Golonial domination demanded ideologreal
forms such as mission postcards to ensure the establishiment and devalopment of
mission spaces as agents of ‘civilaation’ and ‘progress’. Mission posteard produr’ 'on
was an important cultural apparatus used to conttol the visual meaning arnd
understanding of mission spaces, thareby establishing a Utopian vision of 'collactive
solidanty” and acting as one of the socal cements that held colonial nussion spaces
together. The power of the photcaraph was carefully capitaliced upon iy the ‘public’
version of the posteard.

Making. sending and receiving pusteards was a common social practice durnng
ther first half of the twentieth century. While it has Heen used by various African
missiong fmost notably the Pans Evangelical imission in Barotsiland), it only makes
up A smill part of the history of the posteard gente. In their asspssment of

photogriphs from Africa in the  wised Mission Archive. genkms and Geary sugyest



4

Postcards from a Fallen Frontier

By the turm of the century, the CESA had divided the pastem Cape region af South
Africa into the Dipcese of Grahamstown. covering the region frum Port Elizabeth to
the Kei River, and the Diocese of St Johi's, situated baween the Kei and
Mtamvuna Rivers. In the first hat of the twentieth ceatury, St Matthew's
(Grahamstown) and St Cuthberts (8t John'st were probably the most well
esablished CPSA missions in the eastern Cape. Osmund Victar, in Fhe Safient of
Huuth Afriea {1848), not only suggesss that St. Matthew's is "one of the most famous
nf South African nission stations” ¢1948:120). but is also quick to paint an Arcadian

vision of the St. John's territory:

Here. as almost nowhere else, a visitor to the diocese will say the Atrican is free
to live Lis own life, in his own way, settles peacetilly 1n his own village:. owning
tis own land and untouched by the fretfyl fevers of race troubles without
(1848:122).
In spite of the pervasiveness of the missiomsing project m the eastein Cape,
however. Viclor laments 7 unwithigness - nany to give up heathen ntes”
(hadg 126).

This contest over “heathenstn,. speciticaliy the attemipt to garner converts to the

41



ther narative as a constrietion of o mussion peie o sk o e faddy of o eal
space For Barthes “[elvery photograph is @ cefieate of presence” (1981 875 but
this prasence s the presence ot 4 referent ad oot mpartantty, thoe eesence of
power of 1eprasentation.

Crosby uses photographs m his notehook 1 articuiate and vabdate cenan
notions of missionary places and frontier spacer. In presenting the photographs, the
act of written narration overrides the formal arrangement of the photographs nat only
because the photographs are fragments, but also because snapshots are
particularly acute forms of fragmentation. As fragments. and even as lnked
sequences, they ailow themselves to be easily nterspersed and ditected to
communicate a missionised version of the Ovambaland frontier.

The kind of space thal the photograph is made into by wirtue of its use.
determines the spatial character of that photograph. Thus. while the photograph
might have been taken as a passing snapshot. that spatial character is denied by
virtue: of a particular writen engagement with the photograph, by the power of the
re-production which turns the photograph into a ‘documentary place. The
photograph 18 & commodity of fixed production. but also an entity of anarchic
consumption. The relationship betwean image and text in Grosby's notehaok is an

dtteinpt to cantrol the anarchy. to hamess the images for a particolar kind ot place.



notebuok nentralise the shontcominegs of the sonopsbot view an teenes ot pegating the
tragmentaton of the frontien The photograpil olten elies on an accompanying
written text - 1 caption or essay - to drect the viewer to thes partenlar kind ot spatial
sngagement at work m the photographic image.  Whete the photograph has faded’
te contre the subyect n the picture frame, the addiion ot et condextualises the
appatent iack of knowiedge n the photographs. Hete. for example. ‘balf-bodies’ (s 2
tig 29) becomes the most characteristic example of the tragmented snapshot.
Because of the relative speed of the production of this paricular kind of photograph,
hodies extend to the houndanes of the photographic space When the visual
narrative is broken or fragmented like this, the written narrative steps 1 to mvoke.
through the same process. the narrative umty. The 20 wives. and daughters of a
‘heathen' headman {according to the caption}, it this photegraph. have just brought
bundles of grass to the mission, to exchange for salt. and are posing for the camera

{AB206 14).

A problem in photography is the apparert vseparable one-ness’ of the image ornd
s referent. asaf the Photogtaph always carmes its referent with itseif]  Jthe referent
aibiores. And this singular adherence makes § very difficult o foous on
Photography” (Barthes 19845, 6. Coming fo terms with Croshy's scrapbook

means sepatating the image front s referent. therety enabling an assessment of

B



suparate: captions both bring o1 tome of Pussionaty emperanes o an aderstainding
af two guiter snrelated images, rentbier of which, by thasnselves tevenals such mional
attitudes. A separation between spontaneous and forimal phatogrephs based on an
appeal to the coirtent of the image, pauntises the event contained witin the mage
over the place o context of production of the Image.

liv charartenising the textual annofation as a “parasitic message” (147720 with a
nascent “repressive value” (1977 40, Barthes establishes this natihive elemeaent as
one which is invested with ideclogy (in its epistemic sense) “the text directs the
ieader through the signifieds of the image. causing him [sic] to avod some and
raceive mhers: by means of an often subtle dispatching. it remote-gontrols him
towards a meaning chosen in advance (Barthes 1977:40). This process of textual
annntation thus anchors ‘correct’ meanngisy "in every suciety vanous techniqueas
are developed intended to fix the tloating chain of signifieds in such a wey as to
counter the tertor of uncertam signs; the linguistic message & one of these
tachniques” (Barthes 1977:39). Crosby's terror is the terror of the fronter, whare the
unatticulated nature of such spaces has {o be ‘placed’ in the mind of the volonist
The textual annotation ‘loads the image. burdening 1t with a culture. a moral, an
imagination” (Barthes 1977.26) The wnaginary moral culture of colonial
mussiarusation is the dominant tone in Crosby's frontier narrative. In all this, the
photograph is "arbitrany . 2 weak uiterance open to any number of cultural codings. -

Where: the greater sense of fragmentaton in the uncomposed snapshot allows
for greater spatial intetvention, the greater sense of compoesitional arrangement in

the formal print directs that spatial intervention. The witten texts in Crosby's

iy



Fig. 44

"Cooking. &, hefore the kitchen was buill. The tree 1s aiso a fruit tree, fram which
the natives .. .« beer It is a strong drink and during the fruiting season is responsible
for & good deal of drunkenness. Tha Finng maka it a rule that their converts must
not drini it. We shall also {ake a strong line over it

Department of Historical Papers, University of the Witwatersrand, Johanhesburg
AB206:17



Fig. 43

"The sub-native headman with 'us five wives and 2 children. He is a neighbour and
a very decent fellow, bul dur:g two months when the maruta beer flows freely, he
is liable to be far from sober"

Department of Historical Papers, University of the Witwatersrand, Johannesburg

AB206:157



between photographs and wntten antotations, & asetal gy thaat st attempts to aceount
far the introduction and impact of the witten text as o structural elensent in the
nhderstanding and meanneg of photographs Thie power of the wiitten annotation n
the stuctural relationship is that [ Jthe fext produces dnvents) an entirely new
signified which Is retrpactively brojected into the image. 50 much su as to appeal
tienoted there” (Barthes 1977.27) The denoctative quality of the: photograph lends its
analogous guality to the text. and the annotation takes on the attributes of the ‘truth’
ut the photograph. This process is made that much easier by *he photograph that, in
iself. lacks an explicit connotative message. such as the ‘snapshot

Not only does the notion of the candid. spontanecus snapshot imply the
containment of an essential ‘truth’. but it also ignores the extent to which such a
fruth” nught be determined by, or reside n the photograph's written context If
anything. the ‘cntical truthg’ in Crosby's scrapbook lie in the moralising annotations
that negate any threat to the displacement of the mission. This is apparent i two
unrelated images that are annotated in similar ways in order to offect the presence
of the missioh by negating local practices This negation 1s formulated in the
captions that accompany the photographs. The annotation to » photograph of a
"sub native headman™ and his family fig. 473, ovedeaf), for example, claims that the
niEn is A neighbour and a very decent fellow, but dunng the two months whern the:
marula beer flows freely, he iy liable to he far from sober” (AB206:154) Similarly, a
formal photograph of the makeshift kitchen at the mission thg. 44, overleaf) is
annotated with a text about the Jruit tree in the background. from which beer is

brewed. and which results in g good deal of drunkenness” (AB20G 161 These two



Fig. 41

*The Dodge Van, with the back portion of tne van remaoved. Croshy and 2 Ovaniwos
after his first trip to Outjn. Taken at Ondongua. This car has had very rough usage and
inexperienced driving, but came through with colours flying. It helped to ease the way
very much in the beginning."

Department of Histarical Papers, University of the Witwatersrand, Johannesburg
AB206:5

Fig, 42

"Tobras and Croshy undor the camp trae with a wiraloys set on Tobias' nght. Lack of
knowledge of how o manipulate the wireless rosuliod in having it sent back 1o Windhoek.
At windhoek the Bishopr oblained excellent results, and he intends rettirning it alter
tiving a demonstration.”

Department of Histoncal Papers, University of the Wiwatersrand, Johantesburg
AB206./



aditudes of the photogiapbets to the photagraphied. The sense of abiguty i
nnapshots 15 exacerbated both by the unknown stubyect matter and croumstances of
production (King 1986:60), and by the image beinn one small fragment of reality.
devaid of contextualisation,

This brings me to the 1ssue of the spatialisaton ot these fragmented
photographs, to the creation of a narrative through the linking ot both photographs
with other photographs and photographs with written texts. The linking of disparate
photographic sequences partly overcomes the solation of the fragment. At an initial
level, the recovery of nanative neaning occuts through the repeated focus on
gestures and motinns of comman peoples and objects. The recurrence of the Dodge
van in photographs from Crosby’s scrapbook (fig. 41, overleaf, fig. 42, overleaf), for
exampie, rtesults in the overapping of photographic sequences, and the
strengthening of the narrative of a missionised place. The different episodes that
make up Crosby's scrapbook, while at times depicting a wide ranges of actions, are
unified at the level of gesture. motion and character associated with the construction
of buildings and the development of transport routes. The integration of seguences
at the narrational level generates an ennan~ed raeanings: ‘[tihe narration.  level is
thus nccupied by the signs of narrativity, the set of operators which reintegrate
functions and actions in the nartative communication articulated on its dono: and its
addressee” (Barthes 1993:285). Together, the photographs form & nodal sequence
and the unfamiliarity ot a photographed space s finked by any numbet of
commanalities fo makea up the fanilianty of missionised place.

Barthes™ image-text stiucturalism, as an attzmpt to understand the elationship



particular nodal view. from one paint @ arange of spatiol possialitions, thus retlecting
the limitatons of the lensed ‘gaze’ of the photographer. Photographcay, the
enciosure of a sequence. or nodal space. is watied aut by the photographie frame
that demies 3 contextual amtecedent and consequent. In addition to the merhur,
fragmentation aliso oocurs in the formal composition ot the photographic image. The
formally and carefully arranged photograph 15 generally not as fragmented as the
shapshot photograph. and as such. each can be differently spatalised Here,
fragmentation is not so much about the dispinctre of a boundary. as the
‘incompleteness’ of informafion.

Snapshot content 1s conventrwealised, rather than aestheticised. The hurred
quality of many of the mission phot~ .~aphs in the scrapbook reflects the short time
given to pondering aesthetics, suggesting that the scrapbook exists as an aside to
more pressing religious demands. ~ In terms oi the compaositional devices that frame
a definitive content in snapshot photographs, King highlights "a tatalogue of the
Haws and foibles that characterise e visual surface of the shapshot genre”
{1986:60). " These flaws are mostly rationalised in terms of the amateurism of the
photographer.™ But the use of unconventional cropping in the photographs from
Crosby's scrapbook, rather than necessarily heing unintentional, reflects a
dismissive attitude tc: what 1s constituted as penpheral to calonial vision. Half-bodies
dbound in the Ovamboland snapshots (see fig. 28), not only emphasising the
fragmentary nature of the mages. Lt also the extent to which ‘anonymous' local
peoples exist buyond the frontier of the mission Like the spontaneousAorma;

distinction. flaws coggest meanings outside the physical image. and allude to



Tie snapshot's content ranges from the visuahsation of any “ubject in the pubtic
domain (Strand 1974 49}, tu an emphasis on people (Coe and Gates 1977 47), and
sometimes even a special focus on family affairs (Gree . 14743 Cown 1974 R). The
photographs in Crosby's scraphook are mostly concerned with the public domain,
with the general envirgnment of the everyday practice of the mssion. In these
photographs, the people mark the space of the frontier. They are frozen, upright
‘pillars’ that demarcate the colunial oceupation of a place. not unlike the polas of the
perimeter fence (see fig. 33). But the visual ‘prasence’ of the pillars is oiten guided
by ideological notions of privilege. The upright, formality of the Finnish converts in
the foraground, and the ‘lower’ presence of the seated ‘heathens’ in the hackground
(see fig. 40). is testament to a different kind of spatial presence in that this image is
a document of the bordertand where the reintegration of the fraomented space of the
frontier into the place of the mission remains unresolved and ambivalent.

In terms of effecting the transformation of a fragmented space into a unified
place. the photograph is ‘handicapped’ by being a fragmentary moment m a much
larger and longer sequence of events. The photographic frame creates a natural
border between objects inside and cutside the field of the camera's wision. What is
seah by the photographer as a con-text. as a subject sturrounded by an environment,
5 turned into a visual taxt. into a cut-out version of the naked eye's expansive

anviromment. The: photographuc lens is only able to envision H.e fandscape from one



Fig. 46
No Titie, n.d.
Depariment of Historical Papers, University of the Witwatersrand, Juhannesburg
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itlegate the immation cedonony to s crneen povabee nealn o the penphiesy of
‘publics’ vision Phe: pubhe prvitte distinehon s o problemati: o iwo senses I the
first and more general instance, what do povdte’ and public’ acdadly mean’? How
‘private does something nave to be in order that if be privite ™™ And i the second
tstance. once ohe has established the artiheiat parametars of thoge groups. how
ies one account for the shifts betwesn these two wcalmsy What these two
mstances suggest is that idenlogical pressutes infiltrate the constitubion ot oublic-
private as much as they maintamn the opposition batween these categones.

This distinction needs to be :e-charactenss to mora propery reflact the
spatialisation of postcard practice, to give credence to the generalsed and ocahsed
disiributtons and movements of photographie posteards Such & conception and
analysis of the postcards is directed at the deman tion of ‘privilege’ rather than
‘public-ness’. and hopefully aceounts for the travelogue of the posteard from
availability to the public-atlarge, to locahsation through personal collection or
mscription. and finally reintegration into the general domain through preservaton in
an archive with public access. The postcard moves in and out of 'public;’ and ‘private’
realms, but in each of these realms the privileged' status of the view remains
constant. The notion of ‘privilege’ in posteard priactice is emphasised by the inclusion
of elements such as a chalkhoard highhghting the teants stos as "Inter-insttution
tuptball champions™ tfig. 46, overleaf. It is hot only a posteard of "5t Matthew's X1,

but also i image of a team that triumphed aver other missionary institutions.

T



(1898479 Tha mission posteand s bt ones velrels dor tie prodenction of consent in
he public sphere: “The: pubhc sphera prodises consett vio cgoniation of tiscoarses
that construct the ‘common sense of the day el epesent the existimg ordor as
natural and/or jst™ (1994:95). Within the otheal’ public sphete of cotomial Sotth
Afniga, mission posteards ‘naturalised’ conversion as part of a ‘civilising process,
and thereby acted as veiiicles far the production of cotsent about the mussionising
process.

This particular connotation or  signification, 15 problematically onposed to the
‘private’ image. to the persena album for example, whose access and availability 1s
limited or restricted The problems raised by a spatal distinction between public and
private s;aces raises the question of the plausibility of a similar distinction between
public and private identities, between personal snapshots and public postcards. The
public-nrivate distinction not only implies a strict divide hetween the two categories
and some sort of control aver the mamtenance of those categores. but also that
movement between these two categones is a transgression or violation. Between

the public and private spheras,

there are no haturally given, a priott boundaries]...]These terms, after all, are not
simply straightforward designations of soowetal sphetes: they are cultural
classifications and rhetorical labels. In political discoursa, they are powerful terms
that are frequently deployed to delegitimate sume interasts, views. and topics
and to valorise others (Fraser 199488 88).

The: opposition between ‘public and private s an deologcal oppustion (Jameson

1992:£2; fashioned and metashioned by the particular use to which a photographic

mage s put. Mission posicards. tor exampie. through  cultural classifications.
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This notion 5 refined by Fredic Jamesan in s distneoon edwesns sich an
maginary representahon’ and ns narrative conditons of possibiity . where the
former s the “tantasy text” and the after “as those conceptual conduions of
possibibty or narrative presuppositions which ane must ‘believe] . ki order for the
subject successfully to teli itselt this particulat daydrean, (lameson 1981 181182y
The narrative condition of possibility in the postciud of the housemaster, pretect and
staff (see fig. 45) 15 a hebef that the tigures in the photograph do not have an
existence outside of the context of the photograph. and taat they, as cohverts. are
wholly different from the rest of "heathen’ Africa. bnages of converts e thus the
fantasy texts reproduced for public consumption in postcards.

As maternial culture. the postcard is most commonly (and quite problematically)
ngsociated with the 'public’ sphere. The posteard itself is conventionally denoted by
what appears on the reverse of the nhotographic image by combinations of words
and phrases in one or * ¥o fanguages. such as '‘post card’, communigation’ address
only’, and ‘foreign postage - 1d'. The connotation that the posteard is a public’
image 1 partly due to these marks oh the reverse side of the photograph. marks
which implicate the genre in the sending of a diserosed mage artd message from
unn person to anether.

The power of the mission posteard, over and above being a phatogqraphy. es in
ks pconstruciked place as a public’ epresentational practice Nancy  Fraser
establishes the Cofficial public sphere as the prime mstdutional site for the

construction of the consent that defines the new. heduemanic mode of domination”
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Fig. 45

No Title, 1931
Department of Historical Papers, University of the Witwatersrand, Johanneshurg
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honsemaster. prefect and staft ihig. 45, ovetleab optommees thi ananged group
parttait 1 a outdoor setting, and valonses the 1ole of the nussion m the
dissemination of GChristian education. At the same tine, the posteard funchons to
meets the needs of any wsitors i providing o “1elic of ther migrenane” (Meard
1992:519). This postcard has the following hand-wotien message mscnbed on the
ieverse of the image: “To the Warden with the compliments of the HM. Prefect and
Capts 14317 (AB1290/E2). While the warden was probabiy neithar a visitor hor a
pilgrim, tie posteard nonetheless stands as a remunder of a parbcular historical
moment,”" as well a5 the coloniser in the coloniset space and & validation of the
Warden's efforts.

The contested spages around postcard production are, however, silent. Like

Holang Barthes. Althusser suggests that

the peculiarity of ideology is that it 15 endowed with a struciure and a functioming
such as to make it a non-historical reality. i.e. an omm-historical reality, in the
sense i which that structure and fungtioning are immutable. present in the same
torm throughout what we can call history™ {1993.35).
Mission posteards, in therr presentation of a subject. give no sense of thair history
within ptiotegraphic practice; they are despatiahsed This sient space of the

posteard 15 an deological practice. ldeology s used to "enslave other minds by

dominating their imaginations” (Althusser 1593 37%), and as such

represents the inaginary relationship of ndwduals o their real condtions of
existence|.. Jthese 'wotld outlooks” are largely imaginary. 1.e. do not correspond
to reality [ Jthey constitute an illusion (Althusser 1943:36).

Y



ldeplogy effects appearances of coherance without actually achevmg idny real
voherence - 1t 15 deceptive. or as Fradre kwveson. i The Pofieal Llmeonserous
(1981}, suggests. ‘Utopian’ "msofar as # expresses the uity of o vollectivity {1l
such collectives are themselves fiznaes for the ultimate concrete colinctive life of an
achievad Utopran or classless society’ (Jameson 19812817 While posteards,
mportantly. affirm the ‘collective solidarity’ of the missionanes’ Utopian wisian of
Africa, it is photographic practice which ensures the sanse of collective unty within
the image. Here, the photographic act is (he depolticised Utopian monient.

Photographic practice. as an instance of both spatialisation and identity
formation, is 'political’ in the sense that the photographic image 15 not a transparent
reflection of photographic practice. The postcard. as a particular visual expunence of
space |as distinct from. for example, the ‘snapshot). is the nroduct of 4 politicsed
process in which [argely uncontested meanings are established it the interests of
mission identity. Postcards are about a process of redefinition, starting with the
capturing’ of an experience, followerd by valorising of that experience as a worthy of
tand conforming with) a specified mission identitias, and ending up with the re-
senbiing of its identity by the sender of the imague Each of these stages of posteard
practice involves the suppressicr, of uifferences in favour of a ‘master’ namative, to
the extent that representation becomas misrepresentation and the original contoxt of
praduction is hidden behind the image and text.”

if nne approaches the posteard photegraphs as o barometer of mission identity’,
thett i is quite clear that the eastarn Cdpe CPSA missions were concerned with an

wentity underpimned by educabion and its assgomted activities. A posteard of a
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{rather than social belief} 18 developed in Louuis Althusser s Essavs on fdeology
(1483), as the organisation of practices which generaie and perpetuate meaning.
Althusser attempts to shift the notion of ideclugy fram the theory of weas to the
practice of everyday life: “[lijdeoclogy has a material existence” in that # "always exisis
in an apparaius. and its practice, of practices” (Althusser 1993.39, 40). The
photographic postcard is an evetyday practice that involves the production and
dissemination of photographic images on cds of varying sizes. In terms of the
generation and perpetuatinn of meaning, this practice. fairly uniquely, involves the
rescription and reinforcemeni of meaning by ditferent authors - image. printed
caption and hand-written message together act as a powerful (and lamgely
incantestable) conveyor of meaning about the missionisat.on of space.

The posteard view is, on the ore hand, closed, in that visual representation is
fixed, but on the other hand, is opened by the presence of an ‘authorised’ space, on
the reverse of the photograph, to re-mark the image. The ability to ersure
domination depends on a capacity to effact control over the ideological apparatuses
of everyday life (Althusser 1893:11, 20). Within postoard practice, control is deferred
at each of the three stages of authorship. The apparently mediatory line of dominant
ideology ensures “a (sometimes teethgritting) ‘harmony™ between the various
practices of domination (Atthusser 1893:24)." Photography. especially in posteard
form. 18 an impnrtant representational practice that ensures the apparently
‘harmonious’ missionisation of space, without necessarly being an mstrument of

direct oppression.



Ideolugy 11993). The second part of this chapter 15 concermead with mythologising
certain social beliefs about conversion, specifically the way conversion and the
converted body are visually understood in a binary oppasition of 'difference’. This
section is based on Reland Barthes' reading of ideoloyy inh Mythologies (1993). The
use of Althusserian and Barthian notions of ideology in this chapter fortng part of an
exploration of mission pastcard practice as a material manifestation of both the
ideoiogical beliefs and struciures of colomalism and missiomigation and, as such.
nat meant to be a overview of the many and varicus contested defintion of

ideology ™

John Tagy. in The Burden of Representation {1988). connects ideology and
photographic practice by suggesting that “photography is itself an apparatus of
idevlogical control under the central *harmonising’ authority of the ideovlogy of the
nlass which. openly or through alliance, holds state power and wields the state
apparatuses” (1988:166)." Ideclogies of missionisation are constituted and
repraduced in representational practices such as photography. In the social form of
the posteard. these representational practices played an important role in effecting
the ‘harmonious’ missionisation of colonial South Africa.

Misgsionisation 15 about the transformation of the social structure of African

suciety. A notion of ikeology that concems itself wiln problems of souial structure
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identity politics” (1993:fn8). this chapter explores the extent to which these images
are implicated in a “field of social identites [that] is not one ot il identties but of
their ultimate faiiure to b constituted” (Lactau 1990:381. 1t 15 an exploration of the
ultimate tailure to propetly constitute an identity for the missien convert. in exploring
the ‘public’ face of CP3A missions, as constructed and refiected 1 eastern Cape
mission posteards photographs, this chapter will, like Gupta and Ferguson who
attempt to “turn from a project of juxtaposing pre-existing differences to one of
evploring the construction of differences it historical process”™ (1992:16), explore the
visual construction of differences between ‘heathens and ‘converts’ in postcard
prantice. Like cultural power that "actively produces and reproduces difference as a
key strategy to create and maintain modes of social and spatial division that are
advantageous to its continued empowerment” (Soja and Hooper 1993:184-185),
mission postcard practice is used to differentiate key aspects of missionisation
advantageous to the maintenance and empow- - nent of missions. By authorising
particular versions of riission life through 'publicly’ acceptable postcards, CPSA
missionaries stage-managed & visual denial of the contested nature of
missionisation, a gontest that centres on the nature of ‘conversion’ (as process) and
the 'convert’ (as social category) as categories of ‘difference’.

This exploration of the construction of visual differences is divided into two
sections. The first section foouses on ideologising difference in the public sphere,
specifically the role posteards. as social practice, played in generating and
perpeivating notions of ‘public’. ‘private’. and ‘privileged’ difference. This section 15

underpmned by a nolion of ideology outlined by Lows Althusser in Essavs on

Ot



(Ruby 1988:327) and for eastern Gap= missions, the posteirds ob converts played
an important rofe in visualising the solidarity of a syimbolic victory over “heathemnsnt’.
Posteards produced and disseminated as part of this public’ face are important
markers of often carefully constructed identities, and as such, raise a number of
ssues concerning both the theorsation of dentity and the deviogical role of
photography in the production of largaly . wontested and static visual identites for
missions.”™

In the various theorisations of identity politics, little. if anything. has been said of
the link between identity and ideology. a peculiar anomaly since deology is such an
integral cog in the machinery praducing unified. stable identties. The primary thrust
in contermparary formulations of identity politics 18 the revaluation of socio-political
and cultural fixities, 10 the extant that ‘identity” has beceme a cultural paradox - it s
at once an affirmation of sameness and a retusal of duplication. it is this paradox
that underpins the negotiation of affitmations and refusals in identity politics. These
negotiations are often {but not altogether) eliminated in photographic practice. due to
the powerful, cuntrolling role of the photographer and his lens. The power of a
photograph lies in the fact that it is not a transparent reflection of a Lolticised
practice - since the image hides the contested space of its original production - but
nonetheless appears == be a 'real retlection of that practice.

In taking up the ‘public’ Wentity of CPSA missions in South Africa ** < chapter
focuses on pre-Worldd War 11 postcards ptoduced for 8t Cuthbetts and St
Matthew's missions in the eastern Cape. Rather than taking up mission postcards as

4 reflection of what Soja and Haoper call the “urge to unity' that pervades modernist



that the catmera was often used to recond both the condions of eoxstence and the
growth of missions (1885:56). CPSA mission photugraphs houserd my e La A
archive reflect similar themes. often starting with the constructions ot stctures
{such as buildings, fences and wetls) amd then tuming to the wotk -t developing
congregations. By the time photography arrived at CPSA nmssion stations in the
eastern Cape in the 1890s, however, many missions had been established for some
30 to 40 years and were well on their way to ‘cultivatery congregations. and the
posteards from St. Cuthbert's and 3t Matthew's reflects this status qua. The CPSA
mission postcards from the gastern Cape are taken fromt photographs made in
‘natural’ rather than studio settings. Amongst the postcards produced for the
mission. there seem to be none of the picturesque landscapes so commaon in
commercial postcards produced in the first half of the twontieth ¢ontury.™ 1t i
possible to ascribe this to the fact that since missionaries (but not necessatily lay
workers like Crosby) were generally concerned with the social cultural and
ideglogical conversian of people, postcards would naturally 1efiect this particular
pregccupation.

Posteards make sense of and stand for, paricular experiences (Beard
1892:521}. and were used by missionaries as visual metaphors for the experiences
and identities of mission groups stations and individuals As the sanctioned source
of “profound symbolic attachment’ (Ruby 1988:328). the postcards bring to the fore
key aspecis of colonial Ghrstian dentity. Mission postcards. as part of colonial
photographic practice, project images of ‘worth’ that bacome the symbolic content of

whentity. Posteards are seen as “symbolic manttestations of].. Jsocio-political identity”
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Conclusion

While 1t cannot be denied that Chtistianity's positon within Ewopean cultune
(ugranteed it a place in the plans of colonial expansion. and that European
Chnstianity was favourable towards colonalistn (Nedl 1966:4 12-13), 1t 1s amportant to
maintain an awareness of both “the nuances involved in missmn interactions with
eolonial politics and[.. those variables that hr e shaped the nature and impact of
missionary attifudes and actions i the political arena” {(Strayer 1976:11) A nuanced
and, to some extent an ambivalent view of missions, as  didferently  and
simultaneously accepte and resented, feared and disregarded, is orn *hat needs to
be taken up in this discussion of Mission photography Locating the photographic
outputs of missionaries and mission groups within the contaxt of colonidlism reguires
careful aftention to the particular spatial circumstances of various nssion groups
and stations. One cannot simply transfer models of missionisation or the particular
gxperiences of missionaries from one context to another. It is problematic, for
example, to simply take .ohanhes Fabian's (1983) hegemonicrlly formulaied
understanding of central African colonialism, as a tightly knitted web of pohticaf,
religious and social imperialism, and ovetlay that formulation on to a southern
African context. Mission photographs cannot simply be stereotyped as either the
nnacent records of missionaries or the powerful tools of colomalism. They exist in
between these two poles as attempts to tix the insecure shadows of a constantly

changing space French and German hissionaries were certamly mora probific in
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threatens a particular spabial position. no matter bow weah that poutios nught be, so
that the oppressor s 4 threat to the survival of the oppressaed, as much as the
working class is a thieat fo the rule of the dommnant class. ldeoiogy. whether as
social behef or socal sfructre. legitimates the pawear of dominant qroups by
promoting. natusabsing and unmversalising same or similar beliefs and obscliring
different beliefs through denigration and exclusion. To say that something 1s
ideological is "to claim that it 15 powered by an ulterior motive bound up with the
tmation of certain interests o1 .1 power struggle” (Eagleton 19451:16)

Notions of power are central in photography "the forms and refations of powet
which are brought to bear on practices of representation or consttule theil
conditions of existence, but also the power which representational practices
themselves engender” Tagg 1988:21). Here photography plays an important role in

the representation of the: dominant, vnlonising culture:

The dominant culture represents itself 2s the culture. It fries to defing and contain
all ether cultures within its inclusive range [...]JOther cultural configguations will not
only be subardinate to this dominant order: they will enter into struggle with it,
segk {0 modify, negotiate, resist or even overthrow its regn (Clarke: of af
1976:12)
it must be stated, however. that ideology is not exclusively about powsr and
domination. ldeolugies co-exist in asymmetncal relations of power. where some
ifeclogies enjoy greatar status aver other dedlogies  Mission posteards are about
the impasition of ideologies of colomalism over deologies of pre-existing Afnican

heflafs and structures. Similarly. the fragrentary nabine of the celonial space

prevented the reign ot a sigle, doninant deology, and one s faced, instead. with a
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photographic inages, a distincton miast be mate hetweon band-weitten and printed
caphons.  Naming is seen as an mportant ekanent of dentity that contibutes not
anly ta the myth of the ‘authentic’ expensnce, hut also to systems of classification

h naming’. 1 am referring not only to the personal names of peopleis), but also to
the naming of amongst other things. social groups dand ceremonies. place-names,

And objects.

What, then, is the role of the ideclogical manifestation of myth m society? Social
contradictions and contests over both the process of conversion and the category of
convert are concealed through distertion in order (o crezte  normmalising’
appearan.es. This introduces the element of power in ideological processes of
missionisation;
normally. a ruling class ideology will explore various strategies of the legitimation
af its own power position. while an oppositional culture or ideology will. often in
cavert and disguised strategies, seek to contest and to undermine the daminant
'value system’ {Jameson 1981 84).
ldeology naturahses the status quo, to tho axtent that “ejfficient weoloyy 15 accepted
and unguestioned” (Staniszewsks 1895:3%:. | weology 15 a tunctional necessity
crucial to sacial conesion, how can sociely live without ideology (Walsh 1993:240)7
ldeolagres. like postoards, function to mediate individual and social understandings

of the world. The form of ideology s an emboedanent of threat. Ideology 1s that wiich
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system has been refashioned in a way that not only retlocts raaad serpegation but
dlso aftempts to make the Pathfindess, for converts. an adeguate replacement for
praclices such as imtiation that he * be 1 elected by missions. A similar posteard
from Grace Dien Diocesan Traning Gollege (hg 449, overleah, more dramatically.
focuses on the Christian bases of the Pathfinder Mavemer In this sense. the Grace
Dieu postcard reflects changes in social prnctny mere directly than the St
Cuthbert's posteard, which s more a display of socal chinge

In an analysis of postcard representations of migsion converts, it is important to
distinguish between the body as subject and the body as ohiect.” Where “the body
shows itself” in individual, personalised photographs (such  as  conventional
gontraiture), “the body 15 shown™ in more aronymous acts of photographic
representation (Prochaska 1891:46) This dichotemy is apparent sn photographic
representations of mission petsonalities ana groups as both 'subjects’ and objects’.
Where the former becomes the characteristic form attributed to members of the
clergy. the latter 15 the c¢haracteristic form attributed to the converts and non-
converts. In postcards of eminent members of the mission staff, such as Father
sallaway from 8t Cuthbert's mission (s2e fig. 5), the body shows itseif as a subject,
whereas in posteards of converts, stich as a football team or group of Pathfinders
isee fig. 46 and fig. 48), bodies become objects of conversicn and advertisements of
a weil advanced missionising programme. ™ Sinuslarly, the narmng of individeals, as
part of a process of creating personal entities. takes on an intaresting tom o the
CHSA posteards from the gasiern Cape. vspecially i the context of a politics of

identity around converts and conversion. in examniming the weitten context of the
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Fig). 48
‘Pathfinders', n.d.
quggt{rpent of Histuncal Papers, University of the Witweitersrand, Juhannest,

Fig. 49

Miocesan Training College, Grace Dicw, Pistersburg. Pathfinder Service in Camp.’
Department of Historcal Papers, University of the Witwataersrand, Johannestureg
AB7H0



consttuted in ways that deny the histoncal character of both the proaass and the
cLiegory.

The practice of usurping traditonal farms by mstifuting an equivalent Ghnstian
practice (¢f. Comaroff and Comaroft 1991.234), and the effect that this expropriation
has on the missions, finds resonance i the farmation of the Pathfinders. ™ Here. the
image capturad and fixed by the mission postcard is often as much a tetlecton of
the changes in the structures of missions themselves as it v of the changes
undergone by convers. As Gupta and Ferguson suggest, “the cultural certainties
and fixities of the metropole are upset as surely, if not in the same way, as those of

the colonised periphery” (1992:10). Impontantly,

People who are ultima‘ely disadvantaged by the social construction of consent
nonetheless manage to find in the discourses of the public sphere
representations of their interests, aspirations, iife problems, and anxieties that
are close enough to resonate with their own lived self-representations. identities,
and feelings Their sonsent fo hegemonic rule is secured when their culturally
constructed perspectives are taken up and articulated with other culturally
constructed perspectives in hegemonic socio-political projects (Fraser 1994-65).

The posicard emphasises one public sphere over another because i is a controlled
form of cammunication. By excluding cerfain views. postsard practice draws a
distinction oetween public and prvate, foregrounding the former and pushing the
latter into the background. The often-repeated posteard view of Pathfinders from St
Cuthbert's mission {"g. 48, overieaf) - essertally raci iy segregated ‘black’ scouts -
i% A marked of 3 dua! adaptation by both Africian boys and missions - the boys. as the

‘calomsad perishery' iave undergohe conversion. but at the same time. the soouting
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Fig. 47

"Heathen Dancies”, n.d.

Depariment of Histoncal Papers, University of the Witwatersrand, Johamnesburg
AB815/CAN



structuring of absenees, bat Also conceals any contradictions 1 the meaning of the
two poles of this opposition Aa mmporant ciement of mssionisation s the
recuperation and remvention of the cuitural signs and practices of othwrness . sinee
the Other 1 a scandal wiich threatens his [petit bourgeoss] existence” (Barthes
1093:161). This threat s neutralised by denial {nvialised. naturalised and/or
domesticated in a way that induces sameness’) or exoticisation itransformed into a

spactacle). Exoticism is & mechanism for dealing with the irradunible Other:

[tihe Other becomes a pure oblect. a spectacte, a clown. Relegated to the
vonfines ot humanity, he no ionger threatens the security of the hame[. JFor,
even if he is unhable to experience the Other in himself, the bourgeois can at least
imagine the place where he fits in (Bar*hes 1993:152).
An exception to this postcard norm. which comes by the hand-wntten title, "Heathen
dandies who came to the Jubilee” (rig. 47. overleaf). might be an anomaly simply
bacause it is not a real’ posteard ™ While the unconvered are not photographed,
and therefore not visually experienced by the viewer, they are nonetheless
recuperated in an imaginary place outside the photograph that frames the converts.
Here. immporaritly. the unconverted are transformed into cultural signs that signify the
potential that has been realised in the converts represented in the mission
posteards. Cuhverswon and converts are stages in the process of recuperation and
reinvention of Africa as “civilisation’. Colorualism and missionisation. as polifical and
cultural ingtitutions. teproduce ih concrete terms prevaling ideologies about the
meang  of vivibsation'. 1o the exent that ocwilisaton’ is taken for granted.

Mythologies around the provess of conversion and the category of converts are

106



and ‘convents’ disappear. niyths anly hde andd distort the process and category, to
the extent that the liminality of converts is the mimicy of nussiotsation Iy the
posteard of the pretects and housemaster (fig 45). the prefects are the camouflage
around the housemacter - the prefects are part of a ‘resemblance that
differs/defends presence by displaying it in part, met-:. wcaly’. making the
posteard a visualisation of "a colomal encounter b tween the white presence and its
black semblance” (Bhabha 1984 131) The converts in the photograph are the: ‘third
men’, different from both the missionaties and the community from which they came.

Myth

is a language which does hot want to die: it wrests from the meanings which give

it its sustenance an insidious, degraded survival, it provokes in them an artificial

reprieve in which it settles comfortably. it turns them irfo speaking corpses

(Barthes 1993:133).

In the mythologising of colonial space, postcard subjects become ‘speaking
corpses’. And when rmssionisation is presented both photographicaily. and in the
postcard form, the 'normalising’ vision of ‘speaking corpses’ becomes ever more
convinging to a public audience.

One of the most conventional ideclogical tools used to conceal contradictions
around ‘conversion’ and naturalise a Chnstianised status guo s the binary
opposition. which attempts to clearly demarcate an uppositienal rather than a shared
space. The opposition between ‘converts’ and heathens' s one of the most

conmonly theorised binarisms in histories of missionisation. The use of binansms

not only mystifies the contested process of conversion itself through the sareful
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‘tonversion’ any problematic status. - The abstraction of  cotversion” m thase
pasitards 'makes spintual ommitment into a choice ;anohy competing faiths, and
‘belief systems’ into doctrines tomn free of all cultural embeddedness” (Geinaroff and
Comaroff 18991:251). It also denies the interconnectedness of change amongst
competing groups.

Roiand Barthes' Mythologies (1993} focirses on the mivthologising of bourgeois

culture as universal nature:

| resented seeing Nature and History confused at evary turn, and | wanted to
track down, in the decorative display of what-goes-without-sayitg, the idenlogisal
abuse which, in my view s hidden there.l...]What the world supplies to myth is
an historical realityl...]Jand what myth gives in return is a natural imadge of this
realityf...Jmyth 15 constituted by the loss of the historical quality of things: i i,
things lose the memory that they once were made (199311, 142).
The codes and conventions of myth distort and conceal the historical character of
‘Nature’. and thereby create ‘universal' meanings suitable to a socially powerful
bourgecis class. The mission postcard erases the memory that the convert is
'‘made’, presenting instead a photograph whose memory is a natural image of a
Christiarmised Africa. Importantly, though, “myth hides nothing: its function is to
distort. not to make disappear” {Barthes 1993:121)." The CPSA mission posteards
distort the contested nature of conversion by presenting an image and vision that
takes ho cognisance of. for example. the continued practice ot circumeision amongst
ronverted’ boys.

Converts are thus presented to the outside world 4s a naturat present. without

Any sense of an histoncal past. But rather than making the lustones of conversion’
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As a tool of vision, mission photographs ate notabie for thes pursuit of both a
sameness that is different {the recogrisiably other '} and a difference that 1s the same
(the convert). Mission posteards raise cerfain issues regarding ‘cohverswn’ ana the
representation of the 'convert’, including the presentation of an uncontested process
of conversion, the spatial location of the ‘convert’ i the mission envirgnment. and
the system of signification that supports the convert's social status (language,
naming and clot*-ing). Most of the CP&A mission posteards from the eastern Cape
depict ‘converts’ to the Christian faith, isolating the actual ~ntev’ ot conversion #nd
presenting the viewer with an 'uncomplicated’ scene of teiigious transformation.
Such 'uncomplicated’ images perpetuate a "nonappositional completeness” devoid
of any contested cultural struggle over meaning and identity (Clifford 1981:240-241),

Telaologically, conversion is “a process involving the removal of difference and
distinction” (Comaroff and Comaroff 1881:244). where concurence means
conformity to Christian ideals. So where conversion is, ideally. an uncontested
process of the d-.- and re-ferritorialisation of identity. the mission postoard only
captures and fixes the product of this process. The dominant markers of this prucess
are often clothing and naming, of wearihg ‘western' clothing and being baptised with
a Christian first name. These significations are cominon in posteard views from the
eastern Gape, whare college, Pathfinder or sport uniforms, and the inscription of
Ghristian first names on the reverse of some posteards. point to the changed status

of the individuals represented (see fig. 45 and 46). This visual umformity demnies
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Appendix A

No index, list or nventory of photographic materiai in the Church of the Provinge

Archive {Deparnment ot Histotical Papers. University of the Jitwatersrand.

Johannesburg) exsted when this dissertation was started. What follows here is a

comprehensive list of GFSA photegraphic matenai in the archive, with accession

numbers and dates. compiled from the individual inventories of all the archive's

holdings.

AB188 (1931-32)
AB207f (1865-1910)
AB247f (1893-1959)
AB359 (1950)
AB534 (1935-48)
ABB36 (1874-1931}
ABT50 (1906-69)
AB7GO (1888)
ABB15 (1908-34)
ABB46 (1971-73)
AHBS1 (1924-73)
AB894 (1865-18970)

ABIDOT (1895-1961)

AB206 (1024.31)
AB219f (1864-1923)
AB307 (1904)
AB382 (1878-1917)
AB590f (1968)
AB749 (1025-27)
AB762f (1908-09)
AB799 (1876-1971)
AB831 (1961.72)
ABHASE (1973)
ABBID (1869 1907)
ABY34 (18821970}

AB1081 (178919743

11



of photographic practice and colomalist discourse torms the bisis of the tmission
pholograph's particular confribution to the spatial detarcation of colorial imssionary
and African identities. In weaving togather these two spatial imarkers - phot  graphic
practice and colomialist discourse - a politics of wisual representation becomes

properly engendered.
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heing a malleuble discursive entity  the mission photoaraph s offen an insecurely
captured shadow. able (to differentiy;y and unable to awayst constitute  the
geagraphical space of the “frontier’ and the social identity of cultuie” An assessment
of the effect ot mission photographs necessitates a theoretically nuanced politics of
representation.

A discussion of discourses ot photagraphy is important to an understanding of
the status and use of the medium in the colonial context. Colonial photography 15 a
recold of re-dress. a document of the transformation of space through a literal and
figurative re-clothing of the landscape. The indexical realism of photography has two
mounting effects. Firstly, that it 1s a panoptic vision, and building on this, secondly,
that it has a mythical status as evidence. 1t is these two gualities that form the basis
of photographic gractice’s role i the colonisation of Africa. In Foucault's “tegime of
truth”, epistemic delineations determine particular truths and talsehoods (Foucault
1977:13). Mission photography i naturally implicated in the suppression of its own
particular discursive space and is pant of an arbiirated politics of representation that
comes out of the intersection of photographic practice and colonialist discourse.
Mission photographic practice is part of the broad ambit of visual impenalism, where
cultural supremacy

15 commuhicaied by presenting what is natural. normal, and desired in culture

through the dominant culture’s set of racial or gender stereotypes, and what is

unnatural. abnormal and undesire s through the subordinate culture’s  set

{Kuehnast 1992:185).

The: extent to which photographic imagery 1s compticit in ideological representations

of ‘truth’ is kargely dependent an the use-value attached to such images. This nexus

e



the contested nature ot missiorsation

While photographic space migght inciude: two mades of lncking  the expansive
pancramas of the ‘naked’ eye and the enclosed vistas of the camera’s viewfinder - it
is the fatter. the photographic act. that becomes the naturally framed place. limited
by the proscriptions and prohibitions of the lens. Framing "decde[s] Jooking from
lopking at” (Faris 1992k:255). De Certeau’s charactensation of a movement from
space lo place parallels the ghift within photographic practice from site {location) to
sight (looking at) to site {ocation of a view}. Unlike Banta and Hinsley's From Site in
Sight (1986), which imphes the visioning of space. site-sight-site emphasises the
{ogation of physical places within photographic space. It is these limitations that not
only redefine an already produced space. hut also force the photographer to tapture
ang spatce over another. The encounter between the photoglapher and the
photographed, including the attendant strategies of representation, raise the issue of
the rocial relationships that fagilitate or hinder the production of a photographic
space tin the context of the 'uneven’ interactic - hetween missions and Africa). Thus
photography ihvolves a double rescribing of the landscape. The boundaries of a
space are rescribed by both the boundaries of the photographic lens, and the
houndaries of a photographer's narrative desires. Within photographic space. both
the tripod and the lens are unable to either Jocate. infiltrate or capture certain
practices that run counter to the goals and intentions of missionaries.

Particudar languages of description locate the meaning and valug of photographs,
lendiry an arbitrary quality to the phote graphic mage. While colonial space is

mediaten!. the arbitrary qualty of the photoyraphic image negated this imediation by

G



posteirds are an attempt to deolodgically paturalise o socia! amd caitural status guo
in a space that hay baen geographicaily conguered

The focus on photographic usage raisas certain ssuss regaruy @ more genetal
theorisation of photographic piactice. Fach of these issues s cenvemnead with the
passibilities and limitations of the photographic medium within different functionas
spaces. but all point to the narration of maanings that lie outside of the space of the
photographic text This separaiion helween funstional and photogiaphic spaces is
crucial to an understanding of the intersection of volonalist discourse  and
photographic practice. in that it allows for a more effective delineation of the
photographic medium's particular contribution to visual identity. These issues include
the genres of photography prodused and coliected by missionaries; the relationship
between photographic space and the generation of narrative meaning through
(context, the consequences that this relationship has for the arbitranness of
photographic space, and the implications this has for the evidential value of the
photographs. Each of these factors renders a photographic politics of visual
representation different from other forms of visual colonialism.

Mission photographs attempted to pe essentialised versions of an sdeat colony,
ahd as such, many of the genres of photography produced and cotiested by CPSA
missionaries involved the exclusion of certain subjects from view and the emphasis
on certan kinds of 'difference’. As such, these genres ate simultaneously about the
derision and refutation of “heathenism' and a conformist view of ‘civilsation’ Tha
various photographic gentes thus played an important deological rale in the

vonstrastion or largely uncontested wentitios, stage-tnanaging the visual denial of
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postealds and puaisonal snapshots. The selecton of particutan egimples e this
dissertation 15 meant to exploit the hagmented bature of nussion photographic
practice. and highlight the: extent to which nussion’ photagraphs cannot easily and
readily be fixed as a ‘'genre’ in the histary of colornial photagraphy.

One of the more curious features of CPSA mission photography in southern
Africa is that while the GPSA was one of the largest operating mission gr ups at the
turn of the century.™ photographic archival material from this group 18 comparatively
smaller in quantity and significance than from other mission groups In looking at
CPSA mission photography. & distinction needs to be made between ‘tounding’ and
‘second-phase’ missions and the different kinds of photography that were produced
hy these different migsions.

The sequence of chapters three and four in this disseration is meant 1o
emphasise the difference between photographs produced at ‘founding’ and ‘secoind-
phase’ missions. Crosby's scrapbook (admittedly the narative of a lay worker, but
nonetheless an important aspeu of the genre as outlined in this dissertation) is a
frantic overdeliberation upon the agoraphobic threat of the frontier. It reveals,
ultimately, the extent to which the photograph is unable to properiy fix the terror and
uncertainty of the frontier. Photographs are tr= - ¢f a space in which unrtain
relations of production have allowed andfor nec.:.. i the mi. myg of such images,
and in this sense. the overwhelming geographicai character of Grosby's frontier
narrative is directly implicated in the context of a “founding” mission in Ovamboland.
Similarly, the mission postcards from the eastean Cape. in thedr deliberation upon

social identity. are charactansticaily the photographs oF ‘second-phase’ mission. The



thoir documentation of African cultwre: thar sonwes of thenr Endlish roanterpints, and i
15 dificult to solate distingt approaches {o photogeaphy by some of the Enghsh-
spepking mission graups and societies operating it southern Atrica. More offen than
not. it was ether the missionary s personal interest or an associition with an
institution. that resulted in particular or distinctive photographie cutpits

In outtining an approach to photographic history, Abigail Solomon-Godeau
argues for a history of photographic usage rather than a histary of photographic
iJemus, not of “remarkable men” or “remarkable pictures”, but of "‘photographic uses”
{1991:x00vy. Solomon-Godeau's view 1s reiterated by Gitoux and Simon (1994:95),
who insist upon the importance of a ontical photographic practice that can account
for the production and deployment of photographic imagery. The way the
photographic medium was used. in the service of colonal enterprises, has been the
focus of this discussion of representation. Usage is detennined bv both the
prociaimed meaning of the phatograph, and the "the surplus of meaning which it
betrays by being a part of the symbolism of an age. a class or an arfistic group”
{Bourdiey 1990:7).

This confiuetice of indwidual and social visions' is what difterentiates particutar
misston photographic practices. The use of ‘mission -.,otography as a proferned
term of designation in this dissertation is part of an emphasis on the uses to which
nhotography has been put in a mission context. While mission photographs can be
nrouped i terms of religious affiliation, this identity is fractured not only by the uses
to which individuals put photograpiis in the mission gontext and the kinds of imanges

thoy metured. but alsa the production of different photographic formats, such as



Maty W Tyier Gy utidated booktns, Sfoness of thie §oedy Cencan
Missionares e South A o e park of the oed Histery Bosesas - oflectiop
(HATIT30Y in Durban

Farry, in her cntique: of Bhabba, repects Bee fransictionat e fvewr or the
vontlictia view of colonialism (1946412

These Tonga-type stools (from an drea around te Zambez nver that was
ilready operated by French missionanes) nught have been supphed ta the subjects
for the nurposes of the priotograph. This observation wirs made by Protessm Anitra
Nettleton from Wits University's Art Mistuty departenent

While the lone calabash bearer could b s wevd as an wconic mdex of
‘Africa’, deliberately included as ‘heathen in opposibon to the convens, this s
probably unlikely, due to the fact that it s a single bgure (nomally such
dichotonusing practices make use of at least two or three heathens’) As well as her
distance from the main group of converts.

' This iliustrated history is part of te Lncal History Museunvs archival
collection (H.85/847) in Durban.

“ The American Board missionaries were certainly not uninterested in African
culture, and the absence of photogranhs of Atraan fife in ceptenary publications
such as this 15 conspicuous exactly because the sources for such dlustrative
photographs - the missionanes personal collections - often ncluded an amay of
images of ‘tribal life’. Karl Rubert Brueckner's collection of persor.al albums, loose
photographs and professional postocards includes many views of “anthropological
mterest’. mostly of adornment (beadwork) and scarification. And the fact that the
vompilers of the centenary edition made use of some of Brueckners other
photographs (and were thus probably aware of his collection). anly endorses the
view that the photoy aphic focus of the book was based on conscious exclusions.
The exclusion of Afriran culture from commemorative publications is net without
wxceptitna. A bock entiled Qur Free Methadist Missiong i Africir o Aped 1907
ncludes many photographs of Atican cultural prachees, but again, the photographs
are disfocated both i the conte of the written narrative and in tarms of dating.

- Hea. for example, Geary (189071

* Fogarty and White accompanied Tnbias to Ovamboland to taohitate land
negotiations with the Ovakuanjama and onge the bussion st id besn secured,
thay returned to Windhnek (Walfe 1035 28-30.

 The: gradual colonisation of Ovanboland dates back t af least 1851, when
the European explaress Franots Galton and Charles Jobr Andersson made the first
knawn: survey of the region (Kokkotien 1992357 The Finmsh Missionary Society
wids the TSt ussion groupr ta estabhsh tsel i the aegion i 1870 (Shejavali
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asymmetneal selahons ot donunation  «ded subordmaton]. and] coniton: of
cuaercon. fadical megoaity md sitrickable conthot” b e

© This assessment of ssion photogriaphs s basesd on 1 sutvey ot lecal
archival collections and does not include any ot the maot collections e counties
outside of South Afnea (such as the London Mission Society callechon at the School
ot Onental and Afncan Studies, Londoit or the coliesciion ot Gorman Trappst
photographs at the Pitt Rivers Museum, Cambndgey Photoogiaphic maternal from the
following South Afncan archival collechons was exammed: Gape Archves (Gape
Towry, Cury Library (Rhodes University, Granamstowm. Depariment ot Historical
Papers (University of the Witwatersrand, Johannesburgs, Local Hhistory Musewn
iDurban,  Kilie Campbell Africana  Library Unverssty of - Natal, Durbany.
MuseumAfrica (Johannesburgy Nata! Archives Depot thetenmaitzbargy. iand South
Amncan Library (Cape Town).

** The hand-held Kodak Catnera. with its internal ol fim. appeatod on the
market in 138, and through the tum of the century. cametas became smaier. mote
refined and increasingly popular.

* The pervasive use of photography by musswon groups in South Atrica s
ieflacted in the extent of archived photographin materia! from the following migsion
quaups: Amernican Board missions. Anglican missions, Baptst misswons. Berbin
Missionary Society, Dutch Reformed missions, Glasgow Missionary Suziety, London
HMissionary  Soctety, Moravian missions,  Pans  Evangelical onssions.  Rhenish
missions, Roman Catholic missions, Swiss Missionary Socety. and Wesleyan
missions, it should be noted, however, that the extent of the usage of photography
varied atmongst missions, as did the purpose for which the mediuim was wvoked.

* There is often a reluctance, an the part of mission sociebes, to move
oltside the immediate sphere of the mission station. This reluctance to use the
photographic medium as a tool to 'undersiand’ African cultural prachice. stands in
contrast to a general willingness amangst such groups to understand’ and fonnalise
particular Afncan languages. This emphasis supports Jenking' speculation  that
nusstions “place:! a higher value . words than pictures in the past” (19038
Whete such photographic ventures have been undertaken, it bas been mones oin the
part of the welividual, than as a resulf of » specific misson policy to take
photographic records. While thare was an emphasis on the need for ettmographic
traunirig armongst missionanies. litte ot this advice congemad the use of photographic
matenal. The emphasis on an understanding of language. without necessanly
having any knowledge of sacial and culturai practices. nght aceount for the fack of
photographic documentation of culturat prachces onie does not neest g camera to
canyle a Julu dictionary



Vor example, the tear of the camera within oot Spaare v bat ones
axample of how consuming groups didferently conceptualise e wmeatng of the
photograph. For discussions of pateeptions of fha camieta s St mestrument of
magiz spritualsm and/or death, see Jeffroy (1001 GEHE. G4y Pams (1082 21y,
Taylor (19821881 and Warner (1994

White tiese examples of cnticaity de not even attempt 1o meet Adan
Sekulir  mily Marxist call fir a “eoherent opposttienal politics” (1970 034 agy
nonethetars take cogmsance of the mystification of the photagraphic image. See
Edwards (1992, Geary (1486). Geary (1081a), Jenkins and Goeary (1980 Levy
{18980y and Webh {1892)

John Tagg (1988 1092), for example. sanphasises the maimpulations that e
behind socil use of and meaning generated by photographic prasctive. but does not
carry that sense of crticality fv his own use of photagraphs as evidence’ of o
panticulany constructed social process.

© Such an overwnting nunors Walter Hemjamin's  suggestion that the
photograph's real (and revohitionary) potential s often realised through the addition
af ‘subversive’ captions which rescue the mmage from “from the ravages of
modishness” (1987:24-25).

* One reason for the disorder within the ‘mission photograph’ genre nught be
that, uniike the clearly defined ronventiors for the visualisabon of subjects of
anthropological interest in, for example., Notes and Quenes on Anthropology.
mission organisations did not issue embarking missionanes with  organised
nstruction on the use of the photographic medwin For an dassessment of how
William F.P. Burton managed the dual role of missionary and ethnographer, see
Godby (1993).

" A stamp. used by the Natal Archive Depot in Pietenmaritzburg to categorise
nussion photographs, ncludes space for the following categories of information:
‘misson station’, huildings and scenery’ ‘church commumty . nussion work” and
‘native ite’. The stamp makes no provision for the name ot the photographer
underscoring the exient to which these photagraphs are often docimented and
collected for their fare-value wisual evidence. While most nmussion collections include
4t least some photographic material, the number of mages in each of these four
categories varies greatly according to the histoncat and geographical charactar of
eatch mission. 'Ghurch comnunity” and natve life’ are two categones that are mosi
often and strongly dichotomised, hence the foous on these subjects m this
dissertation as part of an exploration of the contest of meaning m misswon
photegraphs

Marty-Lowse Fratt defines contact zones as o socist spaces  where
disparate cultures meet, clash. and grapple with wach other. often i ughly



o this sense a photographie narrative pe not dissinubar to thie tsee of
‘nartative’ in & particular tracition ot European paintings which “dlustriate an nokdent
tfrom Iterature o history, genre scenes trom everyday ite, present or past, and those
in which a story 1s implied” (Digulio 14986 1) Photography presents @ mamentary
vision which implias a wider sequer  f events. Scane authars are adamant about
the hon-narrative quality of the pt aph Lemagny. for example. suggests that
"fa)ithaugh nvolved with issues of wpave. like the theatre and mowvies, photography
15 not an art of movement and of narrative o5 they are .. [The incorrect way to look
at a photograph is to imagine that it is telfing a story” (HBE 136V Thus view, taken to
an extreme, completely subordinates photographs to the text and, s Abiga
Solomon-Godean points oul. simply "guarantee[s] the truth of the text (1951 xav:

© Also important, in thus regard. are: the shifts that photographs uhdeago.
moving between public/admissions and privatefonussions . such as i cases wheie
the informality of the private photograph often seives the pubhic formality of mass-
crreulation and publication.

" Attempts to separate photography and wtiting ignore the essentially read’
character of the photograph - meaning i ¢reated through the text hecause one
learns to recognise the textual substance of the letters F'. A" 'C7 and 'k’ m the
same way that one recognises the granular textual substance of the photograghic
image as a face. Where the text does eventually ‘overtake’ the photograph s when
the volume of directed meaning is at stake.

- Giselle Freund. for example cites a number of examples where the meaning
of pubhshed photographs have been altered through the use of different captions
{1982:162-173).

* Tagg ascribes the power and prevalence of photography in society, firstly,
to the ideclogical encoding and decoding of photographs and secondly, to the
specific and controlled environment in which photographs are produced and
consumed (1988:188).

" Tagy's analysis eniphasises the ‘privileged’ status of the photoaranh ovet
its indexical status, the function of the photograph over 1its representational quality
{1988:189). As within & monetary system. where different currencies have different
villugs, so within photographic prachce photographs generate different values and
have: different statuses [t is this ‘currency of the photograph’ tg varving reologica’
and matenal value' in particular souial pracuces that 1s miportant (Tagy 1088:122)
That there are different photographic currencies implies that there are different
photugraphic histories

© As John Tagy points out. “{the very idea of what consbitutes evidence has a
history[. Jwhich mplies[...refations of power” {1968 4-5)



This position s probably best exempithied man often quoted passadge trom
Susan Sontag's On Photography, where she states at "o photognaph poopie s to
violate thent. by seeing them as they never see themselves, by baving khowledge ot
them they can newver have: t tumns pecple inte obpects that cian be symbolically
passessed” (1877 14).

“In Camerg Lucida, Roland Barthaes articutates ane torm of these diterencas
and peculiarities as Cpunctum’, as those parls of a4 photograph that disturb the
sutface of the image and its attendant meaning: "{a] photograph's puticti is that
acaident which pricks me (but also bruises me, is poignant to mey (1981:27)

This distinction is. as De Certeau suggests, an attempt to "gauge the
difference or simiianty between the production of the image and the seconcgary
praduction hidden in the process of its utilisation” (14984 Xt

“ In his analysis of the oty space. de Certeau ponts to certain tacheal
nvisibilities: “Bepeath the discourses that idevlogise the oty the uses and
combinations of power that have nu readeble identity prolierate. without pomnts
where one can take hold of them, without rational transpatency. they are impossible
to administer” (1984:93).

~ De Certeau's use of the terminology of warfare murtors, somawhat less
forcefully, Susan Sontag's critique of tourist photographs, the act of which “help(s]
peopie to take possession of space in which thay are insecure.l.. [The very activity of
taking pictures 1s soothing. and assuages feneral feelings of disorientation that are
likely to be exacerbated by travel” (1877.9-10).

" The photograph 1s a tactic that recrientates and deflacts existng visions of
space. Importantly, ‘tactic’ implies weakness and othemess {de Certeau 1934.37),
and it is as such that photographic practice must be constituted as much as 1t is
seen as a tool of controlled, pervasive power.

- Muassey's assav. a response to Ernesto Laclau's New Keffections on the
Revolution of Qur Tune (1990). fucuses on the temporal quality of space. Emesto
Laclau denies space a political dimension by distinguishing  betweern time as
poltical. a5 concemed wdth dislocation, freedom and possibility, and space a5
deoviogical. as concerned with closure, stass and detenmination (Laclag 1990-42-43,
68, 9. By overngding dislocation. space demes the headom that & conducive to
politics.

De Certeaus nobon ol ‘space’ is thus an eguivalent ot Lefebvre's
apraseniational space’. in that the fatter s concerned with "space as direstly fived
Hrough tts assocated mages ahd symhbaols” {1 efebvre 1901 39



This approsach s adophed by Bheabeth Bdwinds o Artiiopology anid
Photography, whiete she dethes an amthrapolodgsat photodgiaptt as

any photograph fram wtuch an mthropologist coutd gan asetut. meatnghal
visual inforntation. The defining essence of an antfropologieal photagraph s
not the subject-matter as such, but the consumer's classihoation of that
knowledge or ‘reality’ which the photograph appears 1o convey. Matenal can
mave it and out of the anthropok gical sphere (1902 13

“ The contested natute of space theory 15 acknowledded by authors such as
Lefehvre (1991 %) and Massay (18492 66).

© A notable art lustoncal axception s David Sumimers 19891 ossay. Heal
Metaphor: Towards a Redefinition of the "Conpeptuai” Image’ which attempts to
account for differences between 'perceptual’ and ‘conceptual’ spdces in art.

™ Lafebvre's The Praduction of Space was ongmally published in French in
1074,

This shift of emphasis from product to production is meant to expose the
1le of mental. physical and social spaces s the joint establishment of various
epistemes (Lefebvie 1891:11; Lefebvre drops physical space as a focus of major
attention in his book, and instead concentrates on the dialectic between mental
(wlealy and social (real's spaces as consbuctions., edch of which involves,
underpins and presupposes the other” (Lefebvre 1491:14).

' A similar spatial argument is followad by WL T, Mitch #ll in Londscape 2 xd
Power, where he argues for a notion of landscape poaining not as the uniy ely
ventral medium that gives us access to ways of seeang landscape. but as a
representation  of something that s already a representation i 8 own
ight[.. Jlandscape is already artifice 1n the moment of its beholding, ling betore it
hecomes the subject of pictorial represantation” (1994: 14}, As such landscape (more
gengralty) 15 utiderstood "not as an abject to be seen or a text to be read, bt as a
process by which social and subjective identities are formed [ [as a medum ot
cultural expression, not a genre of painting or fine art” (Mitchelt 19941, 14;

"I Poetics of Space. Juhn Bowlt, for exsample. tocuses on issues such as
viewpoint (1885:45), Rudolt Ambeaint locat . the r' Ltographic explation of space
m the formal language of distance. grac.ar  contiaat, visual counterpoint and the
sompression of depth (19050..3; and el Stemberg s preocoupied  with
transformed mctite planes (1405 Tuay

Letebvre's rejection  represantations of space nct only presupposes i
muore real and true understance o of space o downtall alluded to earier, but it also
undervaities the visual image a e articulation of an anderstanding of space:,



somewhat naive moagrasp of processes of dgectfiation e he shiites Tn
comparatively tew areas baves missmnatiee, dedibenately fed U westeriise then
converts;, but converts are antative, and Bave always been godeted S midie the
same mistakes as thew wasterd fiend. enagmma that things which e merely
wastern trappings cught to be accepted by the new Clnistan as evidence of the
sicerity of his faith® (1966:416) Contrast Neslls view with, for examphe. A
Avandehs wrifing on the relationshin batween mssaons and seculansition

Gonvinced that they were superion to Atn wis e saenee id technotogy, in
guvernment and jutisprudence i five dispiay of bumanity and the practice of
virfug, 1 the mproverment of the qudatiny «nd notdesess of man, ad an the
matenal prospenty of sonwty. an aclievement at ther e attubutesd to
Christianity. the pussionanes were intent an luving Alncans as they loved
themselvas, trul, desinng to see Afncans inhent the kingdom ot God which
they themselves hoped to mhernt through the msttumentality of Chrstiamty
(Ayandele 1979,256)

An example ot the contradictiemns in missionary prachce 15 the general
reluctance of the Roman Catholic Church to ordain Africans into the priesthood, nght
up to the 1950s (Neil 1966:281.92), as upposed to American Board missions which
actively encouraged a local African ministry. Also. Straver adds the fact that
missionaries were sometimes ampivalent with regard - Western cultie - espousing
the pure viues of rural African village hfe (as «  sed to utbanisation and
mdustrialisation), but denouncing the “heathenism' of . - an custom and belief (in
favour of Christian ethics and education) (1976.12).

The relevant chapter in Beidelmair's Colonl Evangelism  onginally
appeared as an article in the journal, Afiica, i 1974, Wyllie is responding to this
uriginal version.

Beidelman himself, for example. while arguing for a muanced apprroach to
missians, is nanetheless adamant about missions being part of . colonial struchure
"[tihe study of missions 1eveals that Europeans responded to alien  ultures in ways
which were callously ethnocentric and mindlessly romantic. at times poignantly
altruistic and contusedly well-imeganing”™ (1982.6).

U This last-mentioned factor is not as ubiquitous as Gray suggests - the
Anghuan effort m Ovamboland, tor example, only gained momentum after the former
South West Africa was wrested from German control,

" White the photogtapher's name s unknowtt, the mchsion of etched antials

m the bottom comer of the mage. the igh gqualty tmish of the prnt and the very
argamnsed composition all suggest that this s a professiwonally-made photograph.

*)



Endnotes

- Mary Louwise Pratts noton of the contact zone’ cliaracterised by - hithly
asymmatrical relattons of dominaton and subedingtion” ¢1992:4), 15 weighted
favour of the colomser because of s particular reading and prvileging of Western
discourses. Not only do Westermn discoumses ot colomalism chere 1 am making a
specific appeal with regard to phutographyy need to be read differently. but their
power also need to be seen as the privileging of writing and phiotogyaphune ovet. tol
example, physical resistance.

- Fabian cites the running of trade schools and the implementation ot the
volonial administration's demand for [anguage conformity as some examples of
nussion complicity in the colomal enterprise (1983 169-181).

Fabian both acknowledges the existence of nussion versus political
administration conflicts (1991: 163}, suggesting that the triad's shared ideology was
not 50 much a conscious programme but rather the result of "deep convicticns held
by our Western culture which served as points of articutation botween mundane and
religious projects” (1991:169).

* Strayer suggests that “the character of the changes as-:&ated with the
missionary intrusion did not always prove as politically and socially distuptive nor as
psychologically traumatic, as common images of the lonely Africa” might indicate”
(1976:12) This division betwecn Chnstian and non-Christian 15, however, strongly
reinforced i mission photographs It s obviousiy diricult to limit, as Strayer seems
ta do. these phases of African misson historiography to particular times and spaces.
Fach of these perspectives has maintained currency outside of the spaho-temporal
limits set by Strayer.

" Neill ventures to suggest that "missions would not have heen dangerous|.. Jif
they had not come in the closest alliance with the physical power ot tiw conguenng
nations” {1966:12). On the topic of Portugal introducing crops to Afnca. Neill
comments that "one cannot but wonder how any Afrcan m~naged to live at all
hetore these life-giving products wete introducerd (196612 Neill 1s also at pams to
poit ot that the primaty concern of almost alb missionanes was the well-ueme of
the people whoit they had come to serve” (16658413).

 Admitnstrators pronesed a new e style aod matonal comtorts, which could
be achieved through a formal educaton. a professionat job in an uthan colonial
environment, the speaking of a Furopean language and the playing of ericket or
tenms (Ayandele 1979 263).

Neull 15 pragmatic m his wderstandnsg of Christieanty as a natural and
nevitable acconpaniment of e cxpansion ot he West” (1856 413, but s
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Association, the Pathlinders became - paialied selt govenuitg otgame PR X &
ADBAYRIPR1 5.2 3). The gir's’ eqievalett, the Ol Waytarers Assouaon, was
founded i 1925 (A345/C43110)

© This distinctian is made by A Rowidhs and B Marbot ey 2o Oorpes e o
Image. Phofographies o Dre-Nomaeme Siocle (19863 and oited by Prochaska
(1441

" While this proress might work in certain nstances. ¢ does become more
difficult to uphokl when white missionaties sit amongst black converts, or when the
angnymous converts suddenly become named. in the case of the former. there
seems to be nu set pattern with regard to the integration of missionary and convert
within the same .mage. And with regard to the latter, the featy ot the distinction
becomes exposed when the posteard moves back to the local level, into the archive
of particular missionaries or mission stations, as it s here that the objechfied hodies
in the posteards are fransformed ino subjects through the hand-wntten inscripfions
of individual names on the reverse of the postcards.

" In making this distincticn, } ».ust acknowledge the hmitations of inoking at
‘unused’ pastcards, and the extent to which ther use in a practical context cati
change interpretations and meanings. James Clifford emphasises the importance of
the context in which postcards are made available to the public. The recognition o«
an incividual personality by one . lience. might be distinet from “the exoticism and
pathos registered by an audienvs of strangers”™ (1991:232). 1t 15 too much oi o
generalisation to implicate a captionless p~~fcard with anonymity and a captioned
pusteard with personal identity. The unicorl hotograph can be just as meanmngtul
tc someone who recognises the subject of L. .nolograph, as the name ih a caption
is meaningless to a person unfamiliar with ie person's identity.

" According to Du Plessis’ statistics in A History of Church Missions in South
Africar (1911), the CPSA was third highest amongst mission groups in its number of
stations and out-stations. and second only to th~ Wesieyan Missionary Society in
terms of numbers of communicants. baptised and .dherents {1911:454).



“ Althusser's nation of ide cogy. duiter problomatcally, estabbshes the State
as a powetiol, monohthic force, agaimst winch thee s Bitte space for indwidual
mtervention (Cormack 1892 11-12: Fagleton 190121 ts reductionst not only inits
precccupation with the unified and co-ordinated operation of the state (at the
expense of more individualised and competing institutional stractures), but also m s
use of essentiahst nohons of class dentity (Tagg 198K 24 O 1E does. howeaver,
provide a framework for understanding the systemaiic reproduction of power @
different social levels.

- Missionary ‘thopia. here. s a Chiristianised Atrica, more than a classless
Africa,

© While postcards ean be re-scribed by those who mark and send them. the
textual annotations are mostly just inscnplions that affirm the wvisual dentities,
making this practice a powerful tool in the naturalisation’ of convernts’ and the
pracess of ‘'convearsion

"' The postcard was hke a ‘specimen’ in a collection - where the ethnographer
collected samples, the visitor collected postcards. In both instances, an identity 15
proposad through collected reprasentation

* Comaroff and Comaroff (1991} puint to “backsliding’ and excommunication
as instances that invalidate ‘conversinn’ as a credible index of spintual comimitment:
'the significance of conversion to Africans themselves cannot be assumed to
conform to Eurapean preconceptions” (Comaroif and Gomaroff 14841.250).

" While Barthes' notions of myth, like Marxist notions of false
consciousness’. guite problematically imply an alternative, ‘true’ realty that is known
ohly to an elitist minority, it nonetheless provides an mportant fool for an
understanding of the generation and perpetuation of 'meaning in colonial space.

© i Mythologios, Barthes makes few direct inks between ‘ideclogy’ and
miyih (adthough his footnoting alludes to the influsnce of Marx and Engels' The
Germiatt deolkygy)y, but he does make at least one didactic connection: deology’ 18
the imphecation of myth in general history and everyday practice (1993 128).

“n 1902, Kodak began pratng the word "POST GARD' on the back of
pemnting paper in order to make the postcard genre more accessille o anyone with a
cameara (Ruby 1988:339), and it is possible that the simple combination of the word
Agta’ and a serins of dividing hnes for @ messamge? and address could in fact be of a
suvalar kind to that used by Kodak.

*othe first tronp of the Pathfinder Movament. establishiod for Aftican and
‘voloured” bavs, was foimed ot Grace Dieu Dhocesan Traig College, Pictershing,
nt 1922 (ADBAYRIPRTEE) Intally o branch of the Santh Aflican Boy Scouts

14,



Prochaskea, fute sonphstically  distinguishies betwesss the cotmmercial value
of posteard photographs and  the  sentmentad valie of pawate photographs
(1991:40;. The production of CPSA niission postears, howevet, was not dnven by
commercial endg, but by the neces.ties of proectittg o pariicuiar mission identity,
While most of the mussion posteards seem to have been produced by missioharies,
the re-production of the loose pholographs as posteards seems o have been
underta™ i by commercial firms.

That the postcard view is "a highly conventionabsed and stereotypical
petonial genre” (Geary 1991b:4% probably accounts for the tavour given to
hosteards by scholars using photographs as historical evidence {Geary 1891a:38).
The uriformity of style in nussion postcards. most notably v group portraits of
‘converts’, can he attributed to at least two factors Firstly. postnards in general
sustain social rather than artistic idenfities (Ruby 1888:340). Mission postoards were
mare concerned with the presentation of a properly constituted mission identity than
with the individual capabilties of the photugrapher. And secondly, postoard
producers attempted 1o present a consistent commercial identity, s¢ that even within
2 range of views on a particular subject. a certain visual approach 15 apparent

“ The idea that "ideclogy’ does not have a single. acceptable definition, but
rather has a range of sometimes incompatible definition, has been highlighied by
various authors, inciuding Eagleton (1991:1) and MoLeiflan {1986:1). Althusser and
Barthes are, howaver. hoth resolute i their insistence on a revolulonary potential
for ideology. In terms of mythologies, Barthes insists that there is

one language which is rat mythical, it is the language of man #s a producer:
wherever man speaks ir order to transform reality and no longer to preserve it
#8 an image, wherever he links his language to the making of things.
metalanguage is referred to a language-object, and myth is impossible. This
i why revolutionary language proper cannot be mythical (1993: 146).

Similarly, Althusser, suggests that

the preletariat roust seize State power in order to Jestroy the existing
bourgeos State apparatus and. in a first phase. replace g with a quite
different, proletanian, State apparatus. then in later phases set i motion a
radical process, that of the destruction of the State (the end of State power.
the end of every State apparatust (Althusser 19973 16

" This position misrors the ‘vulgar, but often quoted axtract from Marx and
Engels” The German fdeology "The olass witeh has the means of matena)
production at its disposal, has control. at the same time. over the means of mental
production. so that, theteby generally speaking. the weas of those who lack the
rrvgians of mientad production are sutyect fo it (1970:64)
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* These melude: tited horzons, wwonventional ceappmeg which cuts out parts
of objects, unusual framing effects m wihicht the aitended  object o focas
unintentionally made penpheral, blurring, the ‘mwvasion’ of the photographer's
shadow info the picture frame, the banality of the subject matter. and an ambiguity
which obscures overt meaning and mvites speculation  TUEG 45 60).

Ih terms of the autharship of snapshiot photograghs, definitons mostly
agree that the snapshot is the wark of casual amateurs with "no particaiar merest
inf. Jacquirmg skilled photographic techmigues™ (Goe and Gates 157790 also
Baldwin 1481.76; Green 1874:3). Paul Strand. however, suguests that the snapshot
r:an be the work of a professional phatagrapher (1974 .49). This allowance. though.
18 based on the presupposition that the snapshots of such photogriphers are at
least similar in production and content to the work of amateurs

" While the strength of Barthes' argument lies in his separatior of the
photograph fiom the text as differant kinds of messages. #1s weakness hes in his
characterisation of photographiu and textual messacss as ‘uncoded and ‘coded’
respactively. The photograph, even ac mechanical prorass, is always coded

Generally. writtery and filim narratives are not as easily ‘colonised’ as
individual photographic sequences hecause they are not as fragmented or nodal as
the shetographic image. Thus, the photograph is not able to transgress s nodalty
in the same way that is possible in the writien, oral or film namratives.

Barthes distinguishes between Photography and the photograph by
suggesting that the former is “that thing which is seen by anyone looking at a
photograph and which distinguishes it in his eyes from any other image” (1981:60).

~ Osmund Victor stresses the joint role of relgion and agriculture in a 'victory'
over certain aspects of *heathenism’ “The two go hand in hand. With the Bible came
the plough, and the Bible and the plough between them have knocked the bottom
out of Lolygamy” (1948:123).

" Rather than being » 'slice of lfe’. which imphes a uigue but everyday
experience. the photograpt, ., here taken as o ‘privileged moment' as it implies an
smphasis on a consetous choice.

 This chapter is based o an assessment of the few eastern Gape postcards
that torm part ot the CPSA uollechion There is nothing to ndicate that postcard
production was a common practice amongst eastern Gape CPSA missions.
RPostcard production at Grace Dieu Diocesan Traimng Colivge, however. was quite
prolific. The decision fo focus on the eastern Gape posteards is based on a wish o
explore these images in the context of what was once i contested frontier zone and.
4t the time of the produchon of the posteards, was o space in wivch African cultutal
prachice persisted ny close proxmity to (and n spiie ofy Ghristianisaton



“ulia Hirseh, in her book Family Phedougroaphs (18810 makes a distinction
behooenn tormal’ and candid’ photographs tormal famidy  photographs etlect the
“vharnter” of o family that appears to be "uied. stable, and dignired”, whide cancid
fanmuly photographs captuie the “personality” of avosxdental displays and chance
mpulses {1981:81-82). For Hirsch. that "wnich destroyls] the decoruns of the formal
portrait give[s] energy to the candid one” (1881:82) leading her to the problematic
ronclusion that the candid photograph has ik a ssgnsd confassion or an hour of
psychoanalysis].. Jaid bare some entical truth to which we can assent” (1981 106).

The distinction between formal and candid photographs s partly
determined by the relationship between photographer and photographed. The
consciousness of the photographer 1s heightened in the caretul organisation of the
camera space., and similarly. consciousness of the photographed is heightened
through an awarenesa of the camera’'s gaze. The heightened consciousness ot the
photographed undermines the reprasentational power of the photographer. allowing
the sitter 1o conceal emotions and deny intimacy. In this sense, the photographer-
photographed relationship, specifically the relative formality and candidness of the
photographs is negotiated (albeit on a somewhat biased playing field).

" The missionaries were in the enviable position of being providers ot
‘western’ clothing, a source of much status amongs! the Ovambo people. !t his
raport for the year 1928, Tobias petitions parishioners to supply sach pupil teacher
with three khaki outfits per year since. according to him, clothing would "encourage”
teachers to stay, "keep them contented” and thus dissuade them from lgaving for the
mings: “They see young men who go to work on the mines returning with neat new
clothing, while they themselves are more or less in rags” (AB851:.Mab). Tobias made
this plea after two pupil teachers had already left for the mines in 1928

~ The tone in Roland Barthes' Camera Lucida (1981) is more emotive and
sentimental than the clinical structuralism in fnmage-Music-Text. The value of Camera
Lucida, as photographic theory, lies not so much m Barthes extensive (and
rapetitive) deliberations upon the personal meanings of individual photographs, but
rather in a number of important assertion he makes about the social impact of
photography. assertions that are mostly antithetical to his earlier positions in fmago-
Musie-Text. The principle difference between the two books is that, where Image-
Music-Toxt posttioned the photograph as a weak structural elemert overndden by
fextual merventions, Camera Lucida displays 4 new found respect tor the
autonomy, influence and power of the photographic mage ay g holder of memories
and ingitor of nostalgia.

- Early snapshot photography was pnmatily seen as an achvty of leisure

(oo and Gates 197715}, a notion that sesins out of place in relation to the context
ut the production of photographs praduced for Srosby s scraphook.



" The development of a ightweight hased helit camera at the end of the
mnetesnth century made the transpurtation o photographse wguipnient, as well as
the takiny of mstant images, much vasier than in the mi-mineteenth ventary

The formality of &t  Cuthhert's mission  photaography s most
characteristically reflected m the postcard photographs hat eémanate from the
mission, & subject that is the focus of the next chapter of this dissertatior.

See Chapter 2 for a more detailed expioration of Michel de Certeau's
distinction between 'space’ and place’.

" Narrative here denotes the “devices, strategies and convenhions govarning
the organisation of a story (hictional or factuab inte a sequence” (LYSulvan ef of
1483.140).

" Crosby notes that the wells were prone ta caving in during the riiny season
(AB206.:8). and that the bricks. because of theair high lime content, weare dquite fragile
(AB20B 10).

™ Croshy wrote and publshed arbcles on tractor hials (beyr 0 January
1426), a series of tests with different tractors and trailers to detannina the best
source of power to transport goods over rough terrain from St. Mary's to Ondangua
and Tsumeb. The ‘resolution of the transport problem is articulated at the end of
Crosby's scrapbook;

Arrival at St Mary's Mission 1927 after a successful hawl of 220 miles
[354km® 1 excellent running time.[ . Jiransport by means of caterpillars in the
sand ©+ 4 is as easy as riding down the main street {of] Johan sburg on a
hicycle (AB206:225.237).

This quole appears in a newspaper article wrtten by Crosby -
‘Motortransport [sic] in Ovamboland’ - that appeared in The Cape Argus, 2 April
1927 and & pasted m his scrapbook (AB206:170 1t is most likely that this view
wheets Crosby's individual background in murting rather than Gharch pobicy towards
lncal popuiations.

" Croshy's unwavering self-invalvement 1s ¢+ t guite so apparent in Wolfe's
Ovamboland - the laiter at least takes cognisance of the region as an inhabited’
space. In a discourse that is pnmanly concerned with nussion history. Violfe is
geherous 0 her written descriptions of traditonal’ housing, elothinn, farming and
nual practices While Waolfe s eager in her descnptions, her deductions are
simplistict to say the least, ascribing the non-musical nature of the Ovambolanders,
fur example, "to the flat country i which they live and the iack of the sounds of
nmning water and singing birds™ (1935 34)



197024 While Germany had established o fuily-tledged colony i the south-
western region of the African sub continent by 1884 they nover managed o assert
direct administrative contrul over the Ovamboland region, and f was only i the
19205 that the South African government finadly brought fiwe reqen under full
colonial rule (Kokkonen 1803:158)

" Wolfe, more passimistically. locates this "desire” in the context of pulitical
expediency,

The natives had agreed cheerfully to the coming of the Mission chefiy
because they understood that the Government was now English (as opposed
to German). and they considersu it guite natural that the: Enghish would send
their awn Mission to teach them to woiship God in ther own particular way
(1935:301.

- Grosby's scrapbook. which alsu includes ncwspaper articles and brochures
on the mission station's activities, 1s housed in the Department of Histarical Papers,
University of the Witwatersrand (AB206). While the scrapbook is attnbuted to
Grosby, this cannot be said of all the photographs. Many of the images include
Crosby as subject, and there are visual and written reterences which suggest that at
ieast Reverend Tobias and Miss Fox {a medical sister) were also taking photographs
at the mission station. A blurred photograph of Tobkias in the act ot taking a
photograph {AB206:115) and a lvose photograph with a written attnbution o Miss
Fox on the reverse of the image {AE20627) are but two examples of differing
photographic authership in the scrapbook.

Wolfe's book 13 one of the few published works deaiing with the
Qvamboland mission. Her bonk describes the geography and people of the region,
the establishment and developiment of the mission, her own arnval and medical work
at the mission. and the development of satellite mission stations. It includes eight
photographs, the majority of which are taken from within the confines of 8t Mary's
mission station and pertain to aspects of mission activity

A number of ‘landscape’ photographs, for the purposes of this analysis. are
inciuded as part of ‘transportation’. since they were taken to iffustrate the
geographical difficulties facing the development nt transport routes between the
mission station and centres of frade.

In CPSA photographs from Ovamboland, the ptedominant focus on
huiidings might have to do with the retenmtonaisation oot of a native:’ spage (as is
the customary appheation of the termn, but of a space once occupred by Genman
Rhenish nussionaries (who left after Sauth Afnica took ever the South West Afnca
mandate) and still occupied by Fintesh missiotanes twho antually objected to the
presence of the CPSA nussionanes).
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