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Becoming a Visual Sociologist

John Grady
Wheaton College (MA)

ABSTRACT

The classroom provides a very useful site for developing the skills and
sensibilities of visual sociology. This paper outlines a step by step
process by which the visual novice can begin to introduce the analysis
of visual materials into the classroom and, in the bargain, become
more accomplished in creating and interpreting images for research
purposes. The “cash value” — as William James would say — of
following such a program would not only be a more vigorous,
exhilarating, and insightful sociology, but also an academy full of
more versatile, and happier, sociologists.

During the last decade interest in visual sociology has been growing. Diana
Papademas has edited Visual Sociology and Using Film/ Video in Sociology Courses
(1993); Doug Harper (1994, 2000) has written a review article for Denzin and Lincoln’s
The Handbook of Qualitative Research; the International Visual Sociology Association
(IVSA) now has over 300 members and Just under 60 papers, videos, slide-shows and
computer presentations are delivered at each annual conference, Also, Doug Harper has
transformed Visual Sociology, the Journal of the IVSA, from an offset printed newsletter
into a peer-reviewed bi-annual journal that meets art magazine standards for
photographic reproduction and design. By now, a careful library and on-line search
would yield hundreds and hundreds of articles, monographs and visual essays that could
be used to construct a curriculum or flesh out a syllabus. This material includes edited
volumes like Jon Wagner’s Images of Information (1979) and, more recently, Jon
Prosser’s Image-based Research (1998). Some of these works, like John and Malcolm
Collier’s Visual Anthropology ( 1984) — the closest thing to a textbook in the field —
and Doug Harper’s Working Knowledge (1987), arguably have become classics in
contemporary social science. In spite of all this activity, however, there is little evidence
that other sociologists are integrating these materials into their teaching and research.

For visual sociology to be thus marginalized is unfortunate because working with
images has much to offer the field of sociology as a whole. First, visual media and
messages increasingly dominate mass communications in contemporary society. Not to
study how these messages are produced, what they encode, and how they are consumed
ignores an important phenomenon that contains a rich source of easily available
information.
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Second, the image is a unique form of data. It is, Qn the one band, tarigill)lly;);ieztz;/e;
What you see is what the camera got and so, everything else being egua R r jt}ll er 1gon
physical record of something that either was, or‘ happt?ned,.at some time ; ° Cu; -
the other hand, the image is irreducibly subjective. It m\'farlalbly reflects the rl?h o
attention at a particular moment of the one holding or @rectmg the cargera. ) t::l i im§ .
quite often also captures important aspects of the experl.ence of t.he subj.ect 0 :n ge.
This is especially true with film and video. Put summ%ml}{ and §1mp1y, f1mage;ocr o
represent complex subjective processes in an extra.ordmarlly Ob_]f:C.IIV(j orm. o g
many questions and arguments, then, images provide the r.nost Ydlldl ata f)o.;eam .about
Learning how to manage and interpret images, therefore, 1s. an ideal way to
data in general and to introduce students to the craflt of 'soc1ology. )

Third, thinking, writing and talking about and w1tt.1, lmag.es no’t only carl1 ma ke; o
arguments more vivid, but also more lucid. Quantitative sociologists have ' ong oenCe
that the clearest way of organizing material is to lay tables and (fhar'ts out. ina sefflu !
and then write an account that explains what is in each one, beginning Wlth the first an
ending with the last. The same applies to maps, I.Jhoto'graphs anF1 ﬁl'm clips. .

Finally, documentary production — whether with still oF moYmg 1ma.ges - 1
of communication that can be easily modified to treat sociological §ubje'cts 1nha b

sociological fashion. There is simply no reason, t.lleréfore, why sociologists s 2;11 tOn
producing path-breaking work in this genre. But if Ylsual sociology has. so mlcjl o
offer, then why hasn’t there been more of a rush to include the production and analy

i ials into research and teaching? .
" \;’I\j}lllﬁle rz:la:reer 1:rle many reasons for a reluctance to work with ?mag?s, I believe that
currently the most important obstacle is a form of s.hyness. Sociologists who Zre -
interested in incorporating visual materials into their work but have never use a c y
or are unfamiliar with the conventions and sensibilities of art history and film criticism
are like wallflowers. The more they want to get out on the ﬂoor, the more they arfi1
paralyzed by, well, performance anxiety. The pgrpose of this es.say, th'erefcc)lrz, 1ihz; it
insistent, and I hope irresistible, invitation to join the dancef. It is motivate yh ‘
that it is a lot easier to get on the floor than most people think and that, once there, 1t’s

i i i s a representation that
LsEverything else being equal” is, of course, neverdthe cas.fi. T};et ﬁrenff:dlii rz;lv;sz o ;)mem aion fat
i i amer. ition and capacity o ,
is mediated by the camera holder, the condi : ; '
i the subject to those
i t the time of the shooting, the response o
(natural, social and personal) a of : e sbiectiothoe
iti i i ble and prepared for display. There is als .
conditions, and how the image is made visi : fo . 18 lso much room for
ischi he distortions and misinterpretations that most c
mischief at each phase of the process. T . ost concem social
ienti i i h out of context, or not bothering to understan
cientists usually involve taking a photograp _ : : : :
f)f the photo opgortunity in the first place. More technical distortions can often be 1dept1ﬁelzld oquacy
iti i i the adeque
i ” i hotograph itself. Most questions concerning
“internally.” by an informed critique of the p . ;
ofare re}s]entzi]tion can be resolved with a little elbow grease in the fgrm of scholarly attention anq _
technicpal skill. It is important to note, however, that the reason there is such concern about .dlstorﬁon is
because of the' power of the image. This power is rooted in its capacity to represent something other
than itself on something that is experienced as close to that other’s own terms.
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Just a matter of taking one step at a time. The following guidelines should provide the
novice with a manageable itinerary to developing skill in the art of visual sociology both
in the classroom and in the conduct of research.

I have organized this paper into four major topics. The first emphasizes how narrow
the gap is between traditional modes of sociological analysis and working with visual
materials. The second points out that learning how to produce and evaluate visual
materials is a form of craft knowledge that the sociologist can learn on the job and, most
importantly, in the classroom. The third argues that visual sociology is only a “more
visual sociology” (Chaplin 1994) and shows how existing courses can be transformed in
small steps. Finally, the fourth topic explores ways of creating a more supportive milieu
for working with visual materials in your department and institution. Each topic is
divided into three separate sections that are numbered sequentially. Thus, the argument
as a whole will be made in the form of twelve propositions.

1. Images Must Be Treated as Data and not as an Instructional Aid.

Visual sociology integrates the analysis and production of visual representation into
the disciplined study of social relations. At its core is the “image,” which, for all intents
and purposes, is no more than a picture, however manufactured, of something that has
human significance, Generally most images — beginning with Lascaux through
yesterday’s Polaroid snapshot — represent some person, object, place or event in the
image-maker’s psychic landscape. Thus, whatever else they may be — ideology, personal
statement, or even an accident - images can always constitute data for one set of
purposes or another.

All images have complex histories. Somebody, some group, or social network
produces them with a given technology under varying conditions for different purposes.
In addition, all images are often consumed by other groups of people who may have a
completely different set of interests and expectations. As a rule, the more that we can
learn about how specific images have been made and used, the more informed wili be
our understanding of the many meanings that an image can sustain. What this means is
that images are forms of data that require the same kind of care in their production and
interpretation that surveys, interviews, ethnographic observations, and archival records
do. It is important, therefore, for the novice visual sociologist to appreciate that the
skills and techniques used to produce and interpret the kinds of data that are more
familiar to social scientists and humanists can, and must, be transferred to the study of
images. Once we know what they were made and used for, we have a handle on
defining what they could be data for. At that point, we can begin to do what we always
do with data: sample, count, and compare; always being ready, of course, to modify our

techniques to whatever kinds of information we determine might be able to be extracted
trom the images themselves.
What makes pictures so valuable in human communication is that they encode an
enormous amount of information in a single display or representation. This information
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Figure 1. Between 1968 and 1972, Bill Owens in Suburbia(1973) photographed people and
events in three suburban communities in the Livermore Amador Valley in northern California.
The photographs and accompanying text is a remarkable portrait of an unremarkable, yet
Jascinating, way of life: middle-class America.

is framed contextually in space and time on a flat surface and so all the bits of
information produce, in combination with each other, a synergistic effect that generates
even more information. It is, therefore, an inevitable by-product of the material
properties of an image that makes it possible for any one picture to contain many
meanings and sustain multiple interpretations. In a sense, images cry out to us to imbue
them with meaning and it is this, above all, which provides them with their unique
capacity to engage us.

Unfortunately, because images can so completely capture our attention, instructors
often will only use them for illustrative purposes: to make an argument come alive so
that it will be firmly imprinted on students’ minds. Images used in this way function as
little more than a highlighter, vividly enhancing those points in the text that the
instructor wants to underscore. But, like a highlighter, using images in this way may
push from consciousness those parts of the text that have not been illuminated.

Ilustrating an argument, therefore, is Jjust what an instructor should not do because it
devalues the very thing that makes the image important as data, which is the
simultaneity of the relations that exist between the various elements represented in the
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an barbecue. Why are we so certain that this photograph is

is right side up? Ts it not possible that the ca
id he . mera was
positioned so that this is the view that the photographer intended to take? What cognitive

:eslsautfnpn;ns ~ and perceptual patterps -- do we rely upon to orient ourselves to this scene? What
10onship do they. have.to the social constructs we use to regulate our everyday lives? Just how
much of our world is socially constructed anyway? '

frame. It is the fact that it is information that is contained in the image, which

ultimately accounts for its bower to engage us. And while the emotional response to that

31?;; c:nr;}; t?snc:ggieél::ftlt 18, at best, an unsure guide to identifying that, which makes

Figure 1 depicts a ceremonial occasion in American suburban life: a neighborhood
barbecue. Tables have been set up, grills lit, swing-sets pulled from the backyards, and
people are'socializing in small groups in a residential cul-de-sac. A focus on this s’ocial
cvent provides data that should be considered in a discussion of the public life of
suburban communities. Such a discussion would undoubtedly mirror what has caught
the attention of the photographer; restrict itself to what is depicted in the foreground

consider the nature and quality of the housing stock, the automobiles and their garages,
and the absence of pedestrian traffic on the sidewalks in a study of neighborhood
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yte in The City:

photographs interesting? Well, to a social scientist like William H. Wh

» who is concerned with what makes an urban environment user

-placed ledge can serve.

vendors and the like all play a far more impo

Figure 3. What could possibly make these
Some things, howeve

Rediscovering the Center (1988)

purposes that a well

-friendly, these photographs show some of the

, adequate sun

-light, interesting window displays,

Ledges, in combination with wide sidewalks

han many urban planners ever imagined.

rtant role in making a city a habitat for vital communities t

passerby to take a snapshot; was he sitting there first; or, did

1, these photos cannot tell us. Has the woman in white asked a

pecting her package using the ledge because it is a convenient height or because it

swers to these questions mi

the encounter proceed the photograph? Is the woman ins
conceals the contents of the bag from passersby? The an

ght tell us about how we close or open ourselves to others in

d, of course, more pictures.

, 1998), but for that we would need more data an

a community of strangers (Lofland

sociability, the trained sociologist should still notice all this. These elements of the
image might become, for example, useful variables in a comparison between suburban
barbecues and urban block parties and festivals,

Like an interviewer’s transcript or an ethnographer’s field notes, the photograph is a
record of that to which attention has been paid. But the photograph also includes
extraneous material that, becausé it is an actual part of the fabric of its subjects’ lives at
the moment of record, might turn out not to be so extraneous the more that world is
studied. A dramatic example of how much more information is embedded in the image
than we might think is found by contrasting Figure 1 and Figure 2.

When students in the classroom are asked to make an inventory of what they see in
Figure 1, they mostly make lists of the people and things that are visible in the
foreground of the photograph. When they are requested to do the same for Figure 2,
they first identify the horizon line and the shadows that are cast by various objects,
which they never mention when viewing Figure 1. In other words, they notice what
Gibson (1982) calls the ecological properties of the “ambient array,” or the visually
experienced world: mostly shapes, textures and different intensities of reflected light.
This information was in the image all along, of course, but it is so taken for granted that
it only becomes evident when we display the inverted image.

Used in the traditional manner of the audio-visual aid, the display of images in the
classroom well deserves the disdain it often receives from serious academics, Mere
illustration simplifies complex subjects, trivializes events and issues, and may induce a
cognitive passivity that precludes the exercise of analytic reason. But used as a source of
data — which must be assessed judiciously, examined carefully, and interpreted
thoroughly — images provide a kind of material that encourages analysis, especially in
conjunction with data from other sources and, of course, texts that work through the
data. So, the first, and most important, step to becoming a visual sociologist is to realize
that images are, above all else, data and should only be used as such in the classroom.

2. Images Must Be Viewed Seriously

Establishing a professional tone in the viewing of images is easier said than done.
One of the legacies of the audio/visual tradition of illustration is that students come into
our classes expecting either to be amused or to be edified by the images we display.
Their experience is that viewing is a break in the action that enlivens the pace of normal
instruction. So as soon as the projector and screen are set up or the monitor turned on,
students know that it will be time either to relax or to view something so serious that its
interpretation of events and society will be beyond question. Steven Speilberg’s films
about the slave trade (Amistad) and the Holocaust (Schindler’s List), for example, are
often shown to junior high and high school students to elicit an emotional response that
makes the students amenable to a moral instruction they might otherwise resist.

In addition, because students know that teachers will expect them to discuss what
they have seen, they have developed very effective ways of deflecting the kind of
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personal scrutiny by both their teachers and their peers (and especially the latter) to
which a too candid response might expose them. The effect of these practices and
conventions is that joking and the solemn expression of outrage are two of the common
responses that undermine taking images seriously as data. What is particularly insidious
about both humor and the judgmentalism that usually flows from pious rage is that they
tend to reduce all discussion of the image to a familiar and unthreatening script.
Unchecked these responses can easily “blinker” a class and dissipate the kind of
attention that is necessary to analyze images fruitfully.

One rule of thumb in dealing with inappropriate humor and knee-jerk outrage is to
flush them out into the open and then, if necessary, neutralize their negative impacts by
a conscious attempt at sublimation. This can be accomplished by deliberately eliciting
personal responses with the understanding that, within the bounds of propriety, any
response will be acceptable so long as the student is prepared to expand on why they
might feel the way that they do. If no response is forthcoming and yet the teacher
believes that something is being suppressed you may find it useful to probe: “You
seemed to be smiling, what was it that struck you as funny or odd?” Write the responses
down on the board. After a few minutes of this, tell the students that it is time to move
on and to understand in a more focused way what else can be seen in the image. Advise
the students that they should keep their responses in mind and suggest others but that an
adequate analysis requires a more dispassionate and reasoned inquiry. In fact, the
rationale for viewing and analyzing images in a professional manner should be made
explicit and distributed to the class as a preliminary to the first round of viewing images.
It should be possible to establish a professional tone for discussing images within the
first several weeks of the class although the class may need to be explicitly reminded of
the importance of looking at visual materials more maturely during this period.

One of the most effective ways of encouraging students to take images seriously is to
integrate their viewing into the class on a regular basis. It is not very difficult to insert
brief periods of fifteen to twenty minutes in duration for viewing and discussion into a
class. It is important, however, that the images either document or challenge arguments
in the text or lecture. It is this dramatic context that makes it possible to identify them as
data.

Sociology is often defined as a field that studies the deeper and wider significance of
what, to the uninitiated, might appear to be mundane or banal. One way of helping
students develop a sociological imagination about everyday things that they might
otherwise take for granted is to show them how photographs and video clips of these
everyday things are rich repositories of information that can be used in theory and
analysis. If Bill Whyte can find much to talk about in photographs of building ledges on
a busy city street (Cf. Figure 3), just imagine what you and your students could discover
with different concerns in your own surroundings. Once a pattern is established of
finding extraordinary things in the ordinary, it then is much easier to convince students
that the really interesting thing about viewing exotic images is to identify the more
general social processes they represent.
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Figure 4. These three pairs of photographs are taken from the 1937, 1967, and 1997
yearbooks of a woman’s college that became co-educational in 1988. Can you tell
which pairs are taken from which years? What continuities and changes can you notice
in how young women are represented in these images?
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Finally, the more that viewing images adequately and professionally is rewarded, the
more that students will come to value the exercise. It is very useful, therefore, to
integrate the careful analysis of images into the course’s grading system. Brief exercises
where students analyze the social content of a few images can be conducted as in-class
quizzes or as short take home essays. Four or five of these, if each were worth 5% of
their final grade, could easily be integrated into most courses,

Creating a serious tone in the study of images is well worth the effort. First,
possibilities for collaborative learning are significantly enhanced because displaying the
image in a very public forum permits a collective viewing that encourages dialogue and
debate. Second, it is also important to realize that the more that visual materials are
explored in the classroom, or as assigned research topics, the more possible it will be to
devise interesting assignments and research projects as course requirements. Students
who are either more motivated or better prepared tend to thoroughly enjoy working on
these projects and can thus become enthusiastic research assistants in more ambitious
projects,

3. Always Think Sociologically

There is much that we sociologists can learn about the uses of imagery from other
disciplines. Art history, anthropology, psychology, and marketing studies have lIong
analyzed images as sources of information about human behavior. In fact, one of the
most exciting things about becoming a visual sociologist is that it gives you a reason to
explore their findings and insights. Nevertheless, there are at least four ways in which
sociology is invaluable in visual inquiry. These include defining questions,
operationalizing variables, developing methodology and providing insight.

A. Defining Questions.

Imagine that you are idly thumbing through a college yearbook, looking at a
compilation of images that are as banal as they are prolific. These include photographs
of each member of the graduating class, pictures of various categories of formally
defined events, as well as a series of ostensibly “candid” shots which usually focus on
students’ leisure time activities and sometimes hint at mildly illicit pursuits. Consider
what you might see displayed in many of these shots. How are the graduates
represented: close-ups or full-body shots; with an indeterminately generic background or
posed somewhere around the campus; are they smiling or not? What kinds of events are
displayed? Who is in the shot and what are they doing? How are students’ rooms
decorated and with what? How are students shown using their rooms and so on?

A college yearbook is actually an idealized representation of a complex, yet bounded
social world that, when examined carefully, reveals much about what those who put the
book together value. In addition, because only just so much can be contrived, yearbooks
are also catalogues of that world’s mores. Students wear wristwatches, have certain
kinds of hair-dos, are clothed in certain styles, and either have or don’t have members of

s
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Figure 5. The picture on the left is taken from Erving Goffman ’Tv Gender Advelrlstlsertr;lertlt‘s‘ \;/Ngizn
the one on the right is from the October 1998 issue of Vanity Fazr.. Goffman tells us tha

more than men, it seems, are pictured engaged in invo!vements Wth.h remove them o
psychologically from the social situation at largf:, leaving them unerented init a;ld t(;el (,Oe;nmi o
presumably, therefore, dependent on the protectiveness and goodwill of others who a gl

come to be) present...” ' .
“Just as covering the mouth with the hand can be attenuation of covering the face, so a finger

brought to the mouth can be an attenuation of sucking or biting the finger. Thg m}pfressm:lrll 1?11 i
given that somehow a stream of anxiety, rumination or whateve.r, h.as been'sph’f oft from ?979'
source of attention and is being sustained in a dissociated, unthinking fashion.” (Goffman, :
7 ?l?e photograph of the male biting his thumb is separated b}/ at least tv.vent'y y;.;;s iron:) It]f:leu(je
photograph of the woman selected by Goffman and had lead Rlchard‘Gub1t0s1‘(l )l 0 ¢
that: “This advertisement modifies Goffman’s thesis because the s.ubject bere is a ma ;:h et
performing a ritualization of licensed withdrawal commonly assomated with wom:l:n. t e SLil H{ \
is biting his thumb and hiding part of his face in the process. His lowered eyes an gdes flre xioi Sy
that his mind has wandered. Perhaps he is thinking, or, .morle? acz.curettely, disappointed or an .

i le subject has adopted a more female ritualization. . '
Elth?ulﬁ?ééﬁs??lliﬂi sgudent, Jamig Gomatrlo, seriously questions his 'interpretatlon of thef1mag§.
“The man in this image is biting his thumb, but he has a completel)'f different look on h1ls a;:e .t an
women in similar poses... (T)he man in this advertisement is.deep in thOl’lght and comp.e;e yt t11nt
the moment. This advertisement is in complete agreement with Goffman’s rl,l’les of the roles tha
men and women are portrayed as having in advertisements (Gomarlo, 1998).

What would your students think?
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the opposite sex in their rooms. They may display some items on their walls and on
their desks, and not others. And much of this can be detected in the photos with, or
without, a magnifying glass.

For sociologists who are interested in social and cultural patterns and change,
therefore, the visual images in something as mundane as a college catalogue can
provoke a myriad of questions (Cf. Figure 4). Some of these may be comparative and
historical. To this day colleges in America vary in their social composition — whether
ethnic, racial, religious, class or region -— and institutional identity. Furthermore,
college yearbooks have been produced since the turn of the century if not before, so they
document changes over time. Other questions may be suggested by anomalies visible in
the images. Why do some students appear to decorate their rooms differently than other
students? Is it because they are first year students and not upperclassmen? What about
day students who often remain in the rooms they have occupied since early childhood
and who live in the same household as their parents? We never see their rooms in the
yearbooks. These questions can be explored differently, in the present and
ethnographically, with camera in hand.

But why should we bother? Because as sociologists we're interested in things like the
life cycle and identity formation, occupational cultures, the quality of gender
relationships, the lived significance of symbolic forms, and the like. With the kinds of
questions we routinely entertain, we should be able to find fascinating, useful and
important information even in seed catalogues. Imagine how much information can be
extracted from, and produced by, visual representations of social worlds full of people
and their products. In other words, just about any question for which an observation
might provide an answer can be elicited from a visual image.

B. Operationalizing Variables

All questions entail either a hypothesis or suspicion about the nature of the
relationship between one thing and another. All answers usually take the form of stories
that purport to tell us what that relationship may be. As sociologists we are seldom
surprised to find out that most human stories concern loss or gain and that certain
factors affect how likely it is that, in any given situation, we will experience one
outcome rather than another. Gender, race, class, age, size, strength, beauty, birth order,
group cohesion and so on are all variables that we use both in interpreting behavior and
in explaining how lives are organized the way they are. What’s more, social distance can
be measured, norms of deference identified, settings categorized, and all of these can be
correlated with certain mores as opposed to others.

Never be surprised at how much sociological knowledge can illuminate an image.
The same is true of the images that you create with a camera. Experienced interviewers
who begin to work with video, for example, will find themselves noticing layers of
meaning in an interview that a journalist or filmmaker often will overlook. More
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importantly, what is noticed often suggests other factors or issues that should be

Cxpéor:: tf the most insightful examples of what a good sociologist can do with v1.sual
imagery is demonstrated in Erving Goffman’s Gender A.dve‘msements (1979). This book
is probably the single most important sociological cont.nbu'non to the study 9f o
advertising. It is also one of the most penetrating examinations of the ways in Wh.lc.
gender expectations shape how we live in our bodies. Goffmz'm a_rgue;s that advertlsmg as
:Nell as vernacular photography should best be seen as “ideahzat.lons‘ “of conduct..Whlle
it is unclear just how closely people approximate these idealizations in everyday life,
they certainly would like to. So, the fact that these poses are exaggerated does not melell’nt
that they are unrelated to what we do. Rather, they serve as model§, p‘rototypes, for w hd
we are trying to become. In this context, Goffman points out.the s1gn1ﬁcancc? of Wh.at e
calls “the feminine touch,” which refers to a tendency to depict Yvomen.hc?ldmg .the1r
hands in a way that accentuates an insufficiency for decisiye action. This is .partlcularly
noteworthy when women are displayed with men. In addition, Goffman no“tlced 2’1’ :
tendency for women to be displayed in a way that suggested that they ?re away,” or 30
consciously connected with the action in the scene where they‘are depicted. He name
this variable “licensed withdrawal” and suggested that it is an immensely c.ostly'
privilege that women are afforded by protective males who are, of course, invariably
displayed far more alertly, hands ready for action. I have .talked about Gender.
Advertisements at some length because Goffman models in an exemplary fashion what a
good sociologist can find in the visual image. ‘ .

If anything characterizes the sociological approach to res.earch it has l.)ee.n its .
attention to methodology, to devising ways of collecting reliable and valid mformz?tlon.
At its simplest, sociological method should be envisioned as a tl.lree—stage process:
defining a universe of meaning, sampling that universe, and coding the data. _—

Perhaps you or your students wonder whether the rules o'f gender representat@n a
Goffman has identified in Gender Advertisements are historlcauy specific (Cf. Figure
5). Maybe, with continued changes in women’s roles ?nd consciousness, these rules
have changed in the 20 years since his book was published. Perhaps men and women
were different in the distant past? Either is a testable proposition. The ﬁrst step would be
to define the kinds of venues to be examined. Magazines? If so, whe.xt kmd?‘Those
aimed at homemakers? Young women? High fashion? Mass circulation family
magazines like Life or Look? Various kinds of men’s magaz1n§s? Perhaps ne.ws;.)apers',
illustrated books, catalogues or posters might be more appropriate? The crucxél issue in
defining an appropriate universe of meaning, in this case, would be to (?etermlr?e what
markets these venues exploited. In the absence of a particular research imperative, a
cross section of those magazines with the widest circulation will usunally do.. .

The second step is to extract a representative sample of the images contal'ned mfthe
selected magazines. The easiest way to do this is to establish parameters. Thlrt?/, ﬁ.teil
or ten images from one, two or three specific issues a year, chosen at ten-year 1nterva
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would provide a sample of 300 images covering one magazine over the course of a
century. Random sampling of an issue’s tmages can be restricted to images of a certain
size — larger images provide more space for thematic embellishment — or other
specifications required by your hypothesis. After counting the total number of
acceptable images in any given issue; it is merely a question of using an appropriate
sampling technique to select the images for the sample. A table of random numbers like
those that are included in most research methods textbooks (Cf. E.g. Babbie 1992:
Appendix D; Bernard 1995: Appendix A) might prove useful. The number of images
sampled, of course, depends upon the number of variables being tested.

Sampling, of course, is also important in case studies as Howard Becker so ably
establishes in Tricks of the Trade (1997: 85-88). Videographed interviews for a
documentary about a certain event must encompass all of the major social roles that
contributed to the event: not just union leaders and managers in a strike, but also rank
and filers, non-union members, foremen, the wider community, and so on. The concept
of a shooting script, first developed by Roy Striker in collaboration with Robert Lynd as
a guide for the FSA photographers during the Great Depression, also constitutes a kind
of sampling procedure. It served as an inventory of basic shots that a photographer
needed to take in order to establish a context for whatever is chosen as a focus (Suchar
1997: 36).

The third methodological step is coding the data. Usually, it is advisable to develop a
coding sheet in advance of the sampling process, but there is nothing to stop the
investigator from adding or modifying categories during the process of research.
Goffman provides the reader with some explicit advice on what should be considered in
coding rules of gender representation. Nevertheless, he tells us little about other things
that might concern a student interested in gender issues like, for instance, variations in
the kinds of activities men and women are depicted doing, or the settings they occupy,
and whether they are “eroticized” or not. The key in coding images is to identify just
what the presence or the absence of some element in an image may indicate. Length of
hair and hem may be significant variables in one investigation, but not in another. The

strength of any research project depends on the significance of what is coded and how
well the actual coding can be replicated.

If, for example, there is concern that the image of women is being increasingly
eroticized as most contemporary feminist criticism suggests, then “nudity” should be a
good indicator of the erotic. But what constitutes nudity? In contemporary Western
culture we should begin with any unclothed display of primary and secondary sex
characteristics. These would include genitals, buttocks and breasts. But what about a
photograph of a woman taken from the waist up who is unclothed, yet facing away from
the camera so that her breasts are not visible? I would argue that this is a “nude” shot
because we can easily imagine what should be on the other side. It would follow,
therefore, that my criteria for coding “nudity” should include no evidence of clothed
primary or secondary sexual characteristics. While others might argue with this coding
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instruction, they certainly should be able to replicate it and arrive at comparable

findings.

D. Providing Insight o . o
Our sociological training also provides us with rich resources for interpreting images.

Not only is the history of sociological theory a repository of illuminating .1n31g_htsl, but
that quality of mind we prize and try and develop in our studentsr th.e sociologica
imagination, is, at its simplest, an alert consciousness poised for insight. As Everett

Hughes has said:

The essence of the sociological imagination is free associatio'n, guided
but not hampered by a frame of reference internalized not quite m.to
the unconscious. It must work even in one’s dreams but be where it
can be called up at will. When people say of my work, as they often
do, that it shows insight, I cannot think what they could r?qean other
than whatever quality may have been produced by intens1ty.of '
observation and a turning of the wheels to find a new con}b1nat10n of
the old concepts, or even a new concept (Hughes 1971: vi).

Appropriately enough, the volume in which H.ughes made this remar? 1st ;:ntltled The
Sociological Eye. Hughes is not alone in using vxsu.al 1m.agery to stand “or e
interpretative moment in sociological analysis. Sociologists commonly “see, oo
“illuminate,” “view,” “display,” “uncover,” patterns, processs:s and structures.. ight,
more than any of the other senses, puts the thing perceived in thg context .of its "
environment. Sight, therefore, situates its objects ml.]Ch as .ana.lym? se':eks to io fw .
propositions. It shouldn’t surprise us, then, that the image invites 1ns1g.I;F. A yddéfhers‘
people close together, while those are apart? Why are some people sm1.1nghan e
not? How are the people in the frame related? What roles do they plz'1y m_t e eriln.d o
has been photographed? Trained sociologists will find themselves brimming with 1de

i lp explain what is going on in an image. o
thaitnilslikll;: 6;)(I))ssibl:;e to create, or search for, images with s'ociologi?al concefts 1;11 ar?;nd.
For example, it is well known that areas of racial and E.:tth transition are often 1 ,in
points of conflict between different groups. Yet, interv1.ewers. often find tha.t peop e‘ "
these areas may accentuate the positive aspects of relatlon.shlps and stress ‘mstancerzzh
civility, neighborliness and the like in their responsesi Various phot.ogm.phlct kjzsea
strategies could provide a richer and more complex picture ot." the sxtu.atlon yt
describe. One approach could be to take photographs of specific public places 2}11 .
significant time intervals. Public streets, parks, or coffee shops are all pl;lcei, \ixt/h .
people go about their business and as a matter of course do things togetder N hing of
people. The photographs should reveal just who those others may pe an S(; nethine
the quality of the exchanges. Another approach would be to take pictures o

>

observe,
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kinds of thoroughfares and access points in the neighborhood, like sidewalks, yard
doorways, windows, and so on. Are they inviting, or do they warn the stran (;ry ff. i
Fe.:nces, locks, “no loitering; police take notice” signs, “neighborhood crimeg (t) H”
stickers and bars on windows are all measures of social control whose incide‘;va y b
compared .with that in more stable or homogeneous neighborhoods. The hotoCe len .
Oll’.ll}-/ cons.tltute data in themselves but can be used in conjunction vx;ith inlt)erviei]jvrsa It)OS "
:alscillty Festlmony about the neighborhood that residents otherwise might not talk about

Hughes continues his aforementioned remarks by saying:

I think I even do my reading by free association:
Durkheim, Weber, Mead or Marshall, or someone
that point?’
(Ibid.).

‘Didn’t Simmel, or
> say something on
0 a great deal of my reading by starting with the index

The visual sociologist does the same thin,
something glanced at in passin
link to a theory.
full-blown inte

g with images. Something in the picture, or
it g that could be pictured, will suggest an idea or hint at a
is from insight i
. such moments that insight is born and from such insights that
: : Tpretative and research strategies can be constructed.
It is also important to note that other kinds of vi

. 0 in sual narratives imi
mined for insight. Theda Scokpol tells us that: o be simitarly

... I'learned a lot from the hundreds of political cartoons that T
collected during the health reform debate..
f:artgonlsts have to capture social truths - and pinpoint political

lronies. So cartoons are an excellent source for a scholar trying to

understand and write vivid] i 1
y about the deeper mean
events (1997: xiv). P s of curren

. To make people laugh,

4. Becoming Visually Proficient Means Learning a Craft
iy I\;I;;: 9f the. first visual sociologists were' closet photographers. They loved the craft
‘ p .cmg pictures as much as what the pictures themselves represented. For
Zoc1§loglsts who weren’t. photographers, however, the technical challenge o.f makin
;;):io,l ;); evIer:lnradequate, Images constituted the biggest obstacle to developing a visfal
o fori/ﬁ imee:tzn;ny;ars the development o.f Increasingly user-friendly technologies
important (e a0 ptl;rposes., r.emoved this obstacle. Nevertheless, it is extremely
wpprant to rem T that, as idiot-proof as these new technologies may be, working
ges 1s still a craft and that many of the rules of any system of apprenticeship, or

good workmanship apply in full force. Th i
‘ , - 1he most import.
guide the novice are the following: Pt e fthumb that shoul
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1. Respect and care for your tools. In visual sociology these can include cameras,
camcorders, scanners, computer software, developers, film and video stock, computers,
printers, projectors (slide or digital) and so on. This equipment either works well or it
doesn’t, and that usually depends on how well it is cared for and how appropriately it is
used. Proper maintenance, good carrying cases and many other details are all necessary
concerns and require space in either your office or your home and, certainly, always in
your mind.

One corollary of this rule is always check your equipment to make sure you've got it
alf and that it is in working order before you go out to use it. A checklist is always
helpful and in some cases you need to ensure that you bring replacement equipment.
Having enough batteries and film is always a concern. This rule also applies to the
equipment you plan to use in the classroom to display images. There are few situations
more embarrassing than having planned a class around viewing slides or video clips and
then discovering that the projector or monitor doesn’t work.

2.Take one step at a time. Every craft process has its logic and rhythm and involves a
sequence of steps. Once you know what the major steps are and then execute them
deliberately, most frustrations will be minimized. For example, load the camera before
you ask permission to photograph. Your subjects will not appreciate standing around
while you fumble with the equipment. What's more, not having equipment ready is an
invitation for disaster, because the investigator’s attention is preoccupied with technical
details rather than focusing on the analytic complexities of a photo opportunity.
Equipment should always be ready to use.

If there is some aspect of technical preparation that is unavoidable, however, then
inform your subject that it may take a few minutes to set up the equipment and either let
them go about their business or engage them in conversation about what you are doing
and why. A discussion of the technology being used is an invitation to share your world
and can build rapport. It is important to avoid discussing substantive issues that more
properly belong to the purpose of the interview itself while you are unable to devote
your full attention to those matters.

I've described this situation at some length to provide a flavor of what managing even
the few initial steps in a process might be like. The more that these steps can be
anticipated and executed in sequence, the easier the process will be. If there is a
corollary to this rule it is this: Always allow more than enough time! A useful rule of
thumb here is to make a reasonably conservative estimate of the time needed to
complete a process and then double it.

The most important reason, however, for taking a step at a time is that each step is
not just a part of a mechanical sequence, but is also very often a point for making
important choices. The kind of film you use, where you set up the interview site, the
types of establishing shot you make, can all have significant consequences for the final
product. You want to be able to be aware of what your options are, and have time
enough to give them a bit of thought.
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Figure 6. Godfrey Frankel photographed scenes like this in Washington DC in 1943, In 1993
they were used to elicit testimony from people who had lived there as childre |
Frankel and his collaborator, Laura Goldstein, captioned the photo as follows: “In that awfi 1
place where T lived there was so much love and affection — not just in m hou.se but ; aﬁ/ uf
Southwest. We had a real community (Frankel, 1995: 48-49). ¢ nmene

n at the time.
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3. Everything proceeds by trial and error. Be prepared to fail at even some of the
simplest tasks. You may not have noticed that your subjects were so backlit by a bright
sun that they have become little more than silhouettes and so an entire role of film and a
shooting opportunity is wasted. That happens! That’s why it is important to practice
with new equipment and to allow plenty of time to set up shots. Be reassured, however,
that some failure is not only inevitable but also valuable preparation to learn from those
mistakes so as to minimize their chances of recurring. The more important a particular
operation may be, the more that we make sure we’ve covered all our bases. Using a
brand new super-duper camera, for example, on an important shoot without having
tested it is a recipe for disaster.

But, as sociologists we should be familiar with this rule of thumb. It’s no different
than the one that has us pretest surveys. Practicing shooting and then carefully viewing
the results is an important way of identifying flaws. If work in the classroom entails
displaying student work, be sure to have a “critique” of how well technique is realizing
content as a component of any discussion. Identifying what it is that makes one
student’s work strong, and having them talk about what they did, is one of the very best
ways of having the rest of the class improve their performance.

4. Start simply. While there is much to be said for shooting lots of film, you should
only do so if it doesn’t distract you from the substantive goal of your project. As a rule it
is probably better to aim for ten good photographs rather than one perfect one or a
hundred hasty ones. The important thing is to allow yourself enough time to shoot at
least several photographs for each item on your shooting script. For screening in the
classroom, however, it is often better to display a few good images rather than show lots
of images. Properly chosen, one image or one video clip should be able to provide you
with all the material you need for a thoughtful discussion of the image and the issues it
raises. Nevertheless, a carefully chosen contrast with one other image or clip can really
focus a discussion. You don’t have to have a slide-tray overflowing with slides to have a
rich encounter with visual data in the classroom.

There is an additional advantage to starting simply (and remaining there for as long
as you can). It enables you to pay sufficient attention to the rich information in the
image and socializes your students into developing the kind of patient concentration that
working with social information in general, and images in particular, requires. Too many
images force you to rush through the material and inevitably trivialize it as source of
information.

5. Always Produce Images.

Even if your interest in visual sociology is restricted to analyzing images produced
by others, you should still produce images for yourself on a fairly regular basis. There
are three major reasons why this kind of experience is important. First, your
photographic experience will give you a basis for understanding what the limits of the
media may be and for appreciating the accomplishments of others. The more that you
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glgure 7. Eugene Richards does not caption each of his pictures in Cocaine ue
?lthe}z, he intersperses them with extended interviews and his own running comm:a
r\zf;t tOet;el)fpelgenced and saw the day he was photographing. The following comment appears to
) 1s photograph: “Corinne, who’s seven months i i i
| , pregnant with twins, takes vitami
goes to McDonald’s if she thinks she’s not i i ’ e s
’ getting enough food, but like the other wo
dloesn t eat Wwhen there’s crack to be smoked (Richards, 1994: 35, 39).” These photo f;;efl‘]:he
shot during the early 1990s in Red Hook, a neighborhood in Brooklyn, New York sreh were

Cocaine Blue.

ntary about
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shoot in an intentional and focused way, the more you will come to understand the
choices that go into the production of images. Second, producing images will help train
and refine your “eye.” You will start to see more in other’s prints than you saw before.
Third, you may find that even simple exercises will provide you with material that can
be used to complement the work being shown in class. Many studies by visual
sociologists and photo or video documentarians can be replicated in the places where
you live and work. In some cases they provide models, or implicit shooting scripts, for
photographing a setting or subject that you are studying non-visually and which will
provide you with material you can use in your research or the classroom. Reduced to a
nutshell, the rule of thumb is: the more you shoot, the more you see.

The following pointers should get you started.

First, start with simple. easy to work technology. For most sociological purposes, a
good point and shoot camera will do just fine. Having a zoom lens is good, but only if it
has a wide-angle capability. Wide-angle shots are very useful because they include more
of the scene than regular or zoom lens. You may end up, in fact, doing much of your
shooting in that mode. If you buy a 35mm standard reflex camera, you will find it useful
to experiment with different lenses, filters and film stock. Generally speaking a good
rule of thumb for beginning is to shoot wide angle (if you can), set the f-stop
somewhere between 8 and 11 and use 400 ASA film.

Second, compose your materials simply. Always frame your subjects so that both
they and what they are doing is visible. As a general rule, try and get as much of their
immediate environment into the shot without losing your subjects in the frame. If you
are using video, the most important thing for novices to learn is to hold the camera still.
As a general rule, movement should happen within the frame, and not by you moving
the camera. Begin by avoiding zoom shots, pan shots and all the nifty things you see on
TV and, if possible, always use a tripod for shots. In fact, after the camcorder itself the
two most valuable pieces of equipment for video production are the tripod and two
kinds of microphone: a lavaliere that can be attached to a speaker who is sitting and a
hand held mike that can be used for street interviews. Be aware that capturing good
sound will be a recurring challenge.

Third, evaluate your shots. Look at what you have produced carefully and note what
is good or not so good about them from both an analytic and aesthetic standpoint.
Keeping notes about camera settings, lighting conditions and other pertinent issues is
extremely useful for coming up with ideas about how to change your shooting strategy
in the future. This is especially true for that which most disappoints you. Figure out an
alternate approach and see if it solves the problem. In this regard, new cameras often
come with manuals replete with pointers that can be very helpful. In addition, there is a
virtual library of guides to photography and home video production that are generally
quite instructive and inexpensive.

Finally, use a film stock that satisfies as many needs as possible. Shoot slides —
unless you have access to digital editing and projection — for the simple reason that
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upon the world —

with the newspaper, a hot cu
16-17)>

Figure 8. This photograph of “Curtis Felton and his son D
exercise” was taken by Jeffrey and is included in Rola
of Black LA. The photograph faces the following text
particular community than to the collective consciousn
Southern California. Black Angelenos reside everywhe
Westwood to Watts, Pasadena to Palms. Some of us livi
suffocating poverty. But all of us rise each and every d

ominic, out for some early morning
nd Charles and Toyomi Igus’ Life in a Day
: “Black Los Angeles refers less to a

ess of the African-American people of

re: from Culver City to Compton,

€ i extreme affluence, others in

ay with a goal: a plan to make our mark

in one way or another. As the sun rises over East LA
. s and heads tow.
ocean, the day begins for most of us the wa ards the

y it does for folks anywhere else in the United States:
p of coffee, or an early morning jog ... (Charles and Igus, 1992:
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projecting a slide on a large screen makes it possible to view small details that might
otherwise be overlooked. In addition, it is easier to share the materials so projected with
a class. You also should feel comfortable shooting color film. Many visual sociologists
prefer to use black and white film and, while there is much that is valuable about its
legibility and permanence, its status among visual sociologists is mostly an aesthetic
inherited from documentary photography. In any event, color is an important dimension
of how we see the world.

6. Look at Other People’s Work.

Looking at, and working with, other’s images is useful for several reasons. First, it
can give you ideas for improving your own work. You can begin to see what can be
done with composition, lighting, cropping, and editing by noticing what the masters
have done. Visual sociologists tend to be aesthetic minimalists and discipline their
choice of effects only to those that emphasize social meaning. But making aesthetic
consideration secondary is not a license for poor craftsmanship. Everything else being
equal, the more arresting an image the better, and there is no better way of learning how
to do that than by looking at what really good photographers and moviemakers have
done.

Second, the work of others can stimulate your imagination in ways that are especially
useful for your research interests or in the classroom. Photojournalists and
documentarians have been particularly interested in exploring the diversity of human
experience and have done remarkable studies of ethnic groups and institutions, deviant
communities, and social issues. They have also been quite interested in exploring the
taken for granted world as well as little known aspects of contemporary history and
culture. Much of their work can be found, with or without the assistance of a reference
librarian, in the art collections of good research libraries. A pleasant way to begin to
explore the limits and opportunities of the craft is to become accustomed to always
having one of these books out of the library. They can be read in installments — one or
two images at a time, if need be. It is also useful to use post-its or scraps of paper to
identify those that are of particular interest and, whenever possible, scan and save them
on a Zip disk using Adobe PhotoShop. That way they will always be readily accessible
for classroom display. It is true, of course, that the quality of documentary photography
and photojournalism is uneven and only rarely is it informed by sociological training.
But this distance from sociology is, in fact, a great opportunity for the sociologist to
identify the frame of reference evident in the work and to define the character of its
implicit sociology and evaluate its adequacy for social analysis. The best way of going
about this is to establish a framework based on comparing and contrasting various
images of the same subject matter.

Recently I asked students to compare three depictions of the African-American
community. Godfrey Frankel’s In the Alleys: Kids in the Shadow of the Capitol (1995) is
a series of images of the Negro communities living in the alleys near the Capital
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building in Washington, D.C. during the 1940s and 50s. Frankel wanted to document
poverty and need in the midst of affluence and power. The photographs are quite
arresting but, apart from some groups of small children and one interior shot of a family
group who appear to be somewhat uncomfortable with his presence, all of the images
are distance shots of exterior scenes. They very clearly show one side of life in the
alleys, but they appear to be photographed by someone who is obviously an outsider and
whose purpose was to document a world composed of victims of discrimination and
marginalization.

Fugene Richards’ Cocaine True: Cocaine Blue (1994) was not intended to be a study
of the African American community and, in fact, one of the neighborhoods he studied is
a white one in Philadelphia. The book, however, explores the world of crack addicts and
most of the images are of African Americans and Latinos. While Richards clearly sees
his subjects as victims of discrimination and poverty, what comes through most strongly
in the images is a picture of chaotic social disorganization. Richards’ shots are mostly
close-ups of people destroying their own lives and those of their children. Cocaine True:
Cocaine Blue is great photography, but it still is a gallery of images that represents the
inner city as a sink of pathology. How representative are his images of the communities
he shot in, or even of the people whose lives he has documented? Is his, perhaps, a
“white view” of the African American comumunity as some of his critics claim?

Life in a Day in Black I.A (Charles and Igus 1992) is an explicit attempt by a group
of black photographers to correct the white image of the ghetto — and especially Los
Angeles — as a world of gangs, drugs, and rioting. Moving comfortably from distance
shots to close-ups, but mostly staying in middle distance, they document a varied
community composed of small businesses, artists, community activists, blue collar
workers, high achieving professionals, good students, and the like. The book has an
explicit black flair and includes nationalists and Muslims as core members of the
community. The narrative that accompanies the photographs is resolutely ideological
and the photographic style is not unlike the Day in the Life of [a Country] series it was
modeled on. But even though the photography is not memorable, this community
version of a yearbook makes a strong point. If you knew us, you would see and
photograph us differently than you do!

Establishing that different people will photograph the same world differently is an
important lesson for students to learn. It is also very valuable to demonstrate that
different types of people may have quite different interests in how the same world
should be depicted. The most exciting and promising challenge, however, is to figure
out what a set of images reliably represents about its subject matter and then triangulate
this information with other sets of images.

7. Visually Transform Existing Courses by Constructing Discrete Modules.

The most elegant, satisfying and easiest way to start doing visual sociology in the
classroom is to create discrete modules, or learning experiences, that have a clear role in
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the syllabus. Nevertheless, small exercises and intervention.s shouldn’t be announced in
the syllabus because the element of surprise might help to 1.ntr0duce a note of
spontaneity that will keep the class fresh. You should.be qu.lte clear, however, about
what you want to accomplish. What this means practically is that you should have an
“eqtrance,” a “plan,” and an “exit” for each module. .

An entrance is a brief introduction that provides a framework for what the class 1§
about to view. You should tell them what type of material will be vieweq, how long it
will take, where and for what purposes it was originally produced, why it 1.s relevant to
the course, and what questions they should keep in mind as the?f view the images.

The plan covers what you do once the images are shown. I't is oft'en useful to have
the class freewrite their impressions for two or three minutes m'lmedlately.after thc?
viewing and use these as a basis for discussion. If it is a long plec.e you.m1ght advise .the
class to take notes. Viewing images tends to spark freewheeling discussions, sp there is a
danger of getting distracted by tangential issues. Reminding stud.ents t'hat the images
contain evidence, which will provide answers for assigned questions, 1s' a gF)od way of
maintaining focus as well as developing students’ proficiency in analyzing images as
data. ‘ '

The exit involves summarizing the discussion, linking it to the readmgs,' t(?p1.C or
issue being addressed and then announcing what is next on. the agenda. This is in r.n.any
ways one of the hardest things to do in teaching, although it’s one of the most exciting.
It is always possible, however, to establish a preliminar}.f closure for an en.counter by
telling the class that, while it is time to move on, you will return to these issues léter on.
Then, when you figure out what surfaced in the discussion and what to do about it, you
revisit the issue. o i

There are three major kinds of modules, which I have termed “.appeuz'ers , “entrees”,
and “banquets”. Appetizers and entrees only require one clas§ period while a bgnquet t
may span several. An appetizer is intended to whet the appetite and t(,) use the 1.mages 0
stimulate a discussion about other materials. The images are entered into the d}scourse
as data, it is true, but they are intended to play a subsidiary function .to the topic at hand.
At best they should involve no more than a few images or g Vlfieo clip or two. ‘

In my sociology of work course when I discuss trade unionism, for examp].e, I begin
the class by showing two short video clips. The first is a sc'ene fro_m FIST thhh
Sylvester Stallone, which is a fictionalized account of the life (.)f J1mm¥ Hoffa. T e.
scene is based on an actual event that took place during the Minneapolis gs:nera} strike

of 1934, when the Teamster’s Union fought a pitched battle with the deputies hired by
the companies, and won. Stallone is marvelous ina stunning‘ orat1or.1 as he transéﬁrm: Ifm
aggrieved and demoralized body of union men into a mob of avenging angels. Chanting
“FIST! FIST! FIST!” they storm out into the night to do battle. . .

The second clip is a scene from Norma Rae with Sally Field playing a.vxforkmg class
heroine in a southern mill town who becomes the leader of a union o.rg‘amzmg‘ <‘ir‘1ve.b
The clip opens with her being kicked out of the factory for her organizing activities by
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management and the local sheriff. She eludes their grasp as they conduct her through the
factory floor and, amidst the din of the weaving machines, she leaps on to a table,
hastily scribbles a message on a piece of cardboard, and then stands up and displays a
sign that says just one word: “Union!” Slowly, worker after worker shut down their
machines and the factory finally becomes silent. Finally, and in triumph, our heroine
consents to being escorted from the factory.

Each clip represents a distinct perspective on the constituting myth of the labor
movement: the ethos of solidarity. The powerless can become a force to be reckoned
with, but only when they act in close concert. ELS.T expresses the bestial possibilities
of this kind of mobilization. Stallone is transmogrified into a demagogue and his union
into a mob. Norma Rae’s vision is more idealistic and angelic. Field’s spring on to the
table is an act of exemplary daring that quickly freezes into a tableau reminiscent of the
crucified Christ. She has suffered on behalf of others, Witnessing her passion, her fellow
workers each choose to support her rather than pursue their narrow self-interests and so
begin to create the beginnings of a better moral order.

The pedagogic purpose of the clips is to help the class focus on an assessment of the
accomplishments and failures of the labor movement as well as its organizational and
cultural significance in capitalist and industrial societies generally. In addition, these
films, which were released in the late 1970s, are important cultural and historic
documents. They attest to an emerging ambivalence in American society about the labor
movement in particular and the ethic of solidarity in general. The preoccupations of
these films suggest that the ethic of solidarity — which had played such an important

role in American culture and politics since the Great Depression, World War I and
through the rise of the Civil Rights movement in the late 1950s — was increasingly seen
as problematic. The clips, therefore, are provided to the students as new data that
functions to dramatically frame what they have been, and will be, reading and
discussing.

Visual materials serve as more of an entrée when they become the focus of a class.
Nevertheless, as a rule of thumb their display should never consume more than one half
of the class period. Any more than that makes it difficult to have a thorough discussion
of the information the images provide and the issues they raise. Whereas an appetizer
whets the appetite for the other materials in the syllabus, an entree provides students

with a venue for bringing all the other information together and to come to some sort of
conclusion.

My sociology of work course is planned as a sustained comparison of Japan and the
United States. The idea is to see to what extent cultural variation plays a role in the
ways that work is institutionalized and experienced in late capitalist societies. [ have
found that The Faces of Japan television documentary series hosted by Dick Cavett is a
wonderful resource for this course. Each of the thirteen 26 minute films focuses on the
problems and concerns of a particular person who is invariably defined by the kind of
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work they do. The producers are enormously sensitive to the cultural conte.xt (?f .tcl;elli
‘ uals
subjects’ lives, but they are just as concerned to portray h0\.zv each of these 1n(t1111v1
ﬁandles all the competing demands on their personal situation. Thus., we s(;ae ethey
as
f the same problems that Americans do
Japanese as people who face many o . : ey
mapneuver through a different institutional framework with their own cultur'al scfnp .
One of the films in the series, Leaving the Shipyard, focuses on the c.h011<ces aced by
a middle-aged welder in one of Japan’s troubled shipyards. Faced by s.t1ff tc;r?;m .
i aid o
iti forced to retrench. Mr. Nakimuru 1s no ;
competition, the company has been
he r:ight be in the U.S., but rather is sent to another branch of the parent com;?any.t
ra i its
where he has to be retrained to manufacture auto parts. The company 1s hononr;g
. . . ve
policy of lifetime employment but for Mr. Nakimuru it means spending a yea;r 1 .
hundred miles away from his family, a comfortable seaside home, and his belove
arden. N
- This short film brings together a number of themes: the vulnerability oflbluefcollar
. . e o
workers to economic and technological change, the importance and difficu tzfs ' ellas
. . . . ents. as
ini different kinds of job security arrangements,
retraining, the trade-offs between e e for
i i i ision-making. The film becomes a kin y
cultural differences in family decision-m oL e
i 3 ises in that part of the course. It and othe
all the issues that the syllabus raises in T e oty
i i llabus. T expect students to take the 11 ,
series are an important part of my sy ’ "
to use them as a way of framing the issues of the course, and to account for them
their writing assignments. . . ' ‘
A banquget is a module of one or two week’s duration. Here visual materials z:e used
j d constitute the
i components of the course an
as the centerpiece of one of the major . A
i j is might involve a film festival, sli
i for the subject at hand. This migh ! .
A dent presentations of visual
i toessays, or perhaps student p .
lectures, a focus on published pho ” ity
j leted. In some cases, these materials may g
research projects they have comp e
i i that it is hard to separate them as a
woven into the fabric of the course : . ' I
i t China as I can
i i i lass contains as many materials abou
My introduction to sociology ¢ ‘ D
i is not only to show how the basic concep
work into the syllabus. My goal is no ' e e
i i i ty and culture, but a
be applied to a very different socie e
protocols of sociology can : uture b o
i i “other” of undeniable power and s1g
foster a sustained encounter with an “o ble ' .
begin the course by considering the “great transformation” that tO(()lk plc'lcz fr(t)rrircl11 orid
i ustri
it i i icultural world to what we in the modern 1n
traditional, pre-industrial, agricu . : o
have become. Along with their readings, I require that the students v.1ew a feature
Girl of Hunan by one of China’s new wave of great directors, Fie Xlec.1 riage to
’s troubled life after an arranged ma
The story concerns a young woman s o
small boy. The film is powerfully evocative and clearly shows how the nee;ls o
. . . i
of an individual are subordinated to the vested male interests in a sys(tiem fO ko
i i tside of class,
i that the students view the film ou '
atriarchy. Not only do I require fi : o
fhat they come to class prepared to discuss the film. In addition, their first writing
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assignment for the class is a sociological autobiography (“my life in groups”) that asks
them to explicitly compare and contrast their life and world to that of the protagonist
and her village. Near the end of the course, when we are discussing social change,
modernization and levels of development, I require the viewing of another first-rate
Chinese feature film, To Live by Zhang Ximou, which recounts one family’s experience
of the last fifty years of Chinese history.

The final assignment in this course is an essay comparing the culture, social structure
and social and economic development of China and the United States. In addition to the
assigned written materials, they are required to write a final essay which must
incorporate Girl of Hunan, To Live, and one of the hour long documentaries in the
splendid twelve part British series, The Heart of the Dragon, that treats various aspects
of Chinese culture and daily life. The rationale for choosing these three films is that Girl
of Hunan is a depiction of traditional village life, while To Live is a panorama of the
social changes that have taken place over the last half century, and the Heart of the
Dragon documentaries focus on contemporary cultural patterns.

8. Construct an Entire Course

As your interest in visual information, proficiency with managing the production and
display of images, and success with introducing modules into your courses all increase,
you might find that it is time to construct an entire course on visual sociology. Many of
your colleagues have done this and some of the results of their efforts are to be found in
Diana Papademas’ Visual Sociology and Using Film/Video in Sociology Courses (1993)
which is available from the ASA. You may find that their syllabi provide a useful model
for building a course. The keyword in all of this is to use your imagination to construct a
course to your own satisfaction. You may have particular research and teaching interests
that no one has yet explored visually, and your creativity in this regard could be an
important contribution to an evolving field.

The following types of courses, however, are the most likely to become part of an
emerging visual sociology canon over the next decade or so. They include the study of
social issues and problems, deviance, most social institutions (especially work, urban,
health and illness), social inequality (especially race and gender), ethnographic field
methods, social research methods, mass communications, and film and society.
Generally speaking, most of these courses are currently an integral part of many
departmental offerings but are taught more or less traditionally with hardly any visual

component. The first step, therefore, might be to visually enrich an existing course or
courses in a sustained way. For some courses this might be easier than for others.
Courses on gender, race and ethnicity, inequality, work and occupations, health and
medicine, urban communities and so on are ones that are not only easily susceptible to

visual treatment, but also are topical areas where lots of relevant visual material has
already been compiled.
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The general rule of thumb for visually transforming a course is to begin ip two ways.
First, cull libraries and archives for any collections of phc?tograph§ and movies that
pertain to your subject. Scan and inventory them for pgsmble us.e in ﬂ.le class@on;
Second, imagine the ways in which any kind of visual mformat1@ might enrlcb the
teaching and researching of your subject. Then search for collections of, or devise ways

ing, such images. o _
i I1)\1;I(Z)dsltlCtziitional cougr;ses on institutions and issues can be “visualized” in Fhls fgshlon.
An alternative or complementary approach is to imagine a treatment of the visual issues
raised by traditional sociological concerns. In this instiance a courge would focus -
exclusively on the social meanings of various kinds of images. Entire courses c.0u 16}
constructed around how a society or different societies represent race, gender, inequality,
wellness and illness, age, and so on. .

The feature film is the signal art form of this century. Going to the rgowes or )
watching videos is a regular routine for the vast majority of the populaﬂon \Jf/ho, for t e1 ;
several hours that it takes to watch a movie, put their engagement .m th‘e w01kaday, ’wor
around them on hold, and immerse themselves completely in an “imaginary world” that,
as it is experienced, often feels more real than the one they .occupy. In rlnz.my wa}1/§,f |
movie watching appears to have claimed many of the functions that rfal}glous be 1§ an
practice played in more traditional societies. Unfortunate?y anc} su@rlslngly, mc()jwes
have not been given the kind of thorough scrutiny by social sc1ent1§ts that they deserve.

There is much that would repay sociological interest. How movies gre produce.d,
marketed and consumed; how celebrities are made and how Fhey function symbohcallly
in contemporary society are all interesting aspects of a very important and enormhous y
influential industry. Perhaps of great significance are the films .themselves and w at
their content reveals about the nature of a society’s preoccgpahqns .and concerns ‘
(Powers et al. 1996). Box office hits are a particularly sensitive indicator of wh.at itis ;
that a society finds problematic about the moral order aT)d often reveal the tensions an
strains that only later surface in open institutional conflict.

A careful look at the depiction of gender roles in post—WWH films c‘i‘emonstrate.st s
recurring concern that anticipates Betty Friedan’s idennﬁcatu?n of the- prob.le}rln w; no
name” by more than a decade. Feature films, in general, proylde us with a rlz : a?mem N
unique repository of primary source materials about the rea'hgnment and rez‘ qus

gender roles and expectations that have taken place over t.h%s century. In aq 1t10n,d atheir
significant number of nations in the world today have .thrlvmg film industries, a;l e
feature films (even if they are not box-office hits) are invaluable sources for studying

occupations of other societies. ,
mOIrtc issa;cgivfsraeble topfocus a course on film and society on the analysis of the cont.erclit a?d
thematic structure of the movies that the industry produces. Other aspects ofd tbe mC (;lusrz
as a system of production, distribution and consumption should be §ubsume n ;S y
that focuses on mass communications. Whether such a course consilders th<.a proc] e
communication generally or specifically focuses on the visual media (movies, tei€ ;
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the Internet), this is a venue for exploring an extremely important part of contemporary
life.

Two other courses that deserve consideration are methodological. While ethnographic
methods should be covered in any methodology course, a course on visual ethnography
really requires its own course. The best way to teach the course is to embed technique
into a discovery process where students are required to produce a final report either in
the form of a photo essay or a video documentary. While some attention needs to be
paid to show students how to use the equipment, much of the course time should focus
on a collective critique of their material and the quality of the theory they are
generating. The most important point in such a course is that students learn to work in a
methodical manner, keep careful and abundant field notes and other data, and routinely
log the result of their shooting schedule. Above all, the biggest challenge will be to get
students to realize that, while there is great latitude for inspiration in handling a camera,
the old saw that all genius is the result of 99% perspiration is only too true. It is, in this
course, especially necessary for the teacher to provide regular required assignments
(scheduled shoots, field notes, brief essays, etc.) which are strictly and toughly graded,
to ensure that they learn that lesson from the very first day of the course.

A very useful course for any department could be entitled “visual research methods.”
Its function would be to expose students to the variety of ways in which visual images
can be used for research purposes. Such a course should be constructed around a set of
exercises that require the application of a particular technique. These techniques should
minimally include: photo-elicitation in interviewing; content analysis of found materials;
photography of discrete behavior and artifacts for explicit research purposes; thematic
and content analysis of cultural narratives like movies, TV shows and comics; and
visualization in the social sciences. It is probably best for the teacher to select the
exercises and provide the necessary databases. To the extent that these dovetail with the
instructor’s interests, then it is possible to create the conditions and climate of a genuine
research community with a vested interest in the quality of their findings.

9. Produce a Visual Essay

There are three major different kinds of visual essay that a sociologist might be likely
to produce: a photo-essay, a video documentary, or an analysis of visual data. These can
be produced in a variety of expositional styles and in accord with different scholarly
conventions. Many social scientific journals are increasingly interested in publishing
analysis of visual data although they are only slowly beginning to publish actual images.
Nevertheless new technological developments in printing make it increasingly cost
effective to produce black and white images as well as text. Currently among peer
reviewed social science journals, however, only Visual Sociology enthusiastically
welcomes articles that contain visuals.

The Internet and various web sites, including your own, are a promising new media '
for disseminating your work. The next several years will surely witness the formation of
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peer reviewed processes for “publishing” various kinds of v%sual work, in.cludmfg .
documentary video. These new venues will initially be looking for materlal,. 1slo it 1s' (I;Ot
too early to begin producing work that could be put or.1 the web. The w.eb will provide a
boon for sociologists in two ways. First, the web provides a.n opport.umty to consthmct ab
workable peer reviewed process for disseminating sociological mov1e§. Second, tde (\;ve
will enable sociological moviemakers to break the hold that commercial TY standards
have had in determining how long a movie should be. It is only the ex.ceptlonal and
acclaimed moviemaker, like Frederick Wiseman, who is abl§ todo a s1x-h0ur' film and
have it shown on television, and few have been able to dist.rlbute very short pieces. ;
Sociological moviemakers will find that many of their subject @atters can be tre;ltets
adequately in ten to twenty minutes and that their colleagues will find these produc
in the fifty minute class format.
mO;eg‘;isif ltlkllfznwatchwf),rd is to begin small. A well conceived photo-essay .of a p(riozetss,
event or setting, or a carefully edited video interview can provide all tk‘lat is nee ?d )
produce a thought provoking argument. Betty Tells Her Stor?z (1972? isa sh01.rt v11 €0
that should be in every sociology instructor’s kit bag. It is quite possibly tbe simplest
documentary film ever made. It is no more than tW(') takes of a wome.m .tellmg tl’{l)e si?e
story about an important event in her life. It is a p.01gr.1ant story — .or is it stories’ .
loss and self-esteem that should be required viewing in many sociology courses. It can ;
be used to discuss the sociological imagination in introductory level cours.es; b.eauty zn
self-esteem in courses that consider gender; status loss in courses on stratlﬁcatlo? an
inequality. Above all, it can be shown several time.s to the san}e class z'as 211 way.?. .
discussing what goes on in an interview and refining students theolrenca'l selrm 1\./113; 0
understanding social process. There is simply no reason wh).r a novice visua so<(:110 g
shouldn’t be able to display professionally significant work in the classroom and at
professional gatherings within months of having first picked up.a camera. ;
But as rewarding as putting energy into classwork, .constructmg nevxf courses, an
producing essays of one kind or another may be, it is 1m.portant to reahze. ttiat yog o
efforts may still be marginalized. Administrators may think that you are little tr‘rioin -
an over paid audio visual instructor; your colleagues rpay .wonder where yf)u '1 e
discipline; and students may worry about where all th.lS @ght lead. T?ere 1§tksllr2f) y
way that visual sociology will ever be fully accepte.:d .m higher .educatlon \.Nl ;)
mobilizing students, organizing colleagues, and building effective professiona

coalitions.

r Students . .
10. grripgfwtizz(i):e things about introducing visual materials into the c:lassroorn1 is that it
sparks interaction with your students. Everyt.hing e':lse being equal, sFudlentvsi xled oo,
spontaneously have a lot to say about a publicly d1sp.1ayed qr collective yd e b
But also, without direction and focus, this discourse 1n relatively short or er‘ e oy
banal. It is important to provide students with incentives that encourage an 1ncr g
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professional attitude to working with them. Visual work makes it possible to empower
your students intellectually, but empowering strategies are an essential ingredient to
reach that goal. Five such strategies are particularly useful: effective classroom roles,
writing assignments, visual research exercises, discovery opportunities, and subsidizing
skill development.

Whenever you display and discuss visual images in the classroom it is extremely
valuable to use the blackboard to focus and record student discussion. The more open
ended the discussion and the more that it culminates in an assessment of what has been
seen in guiding hypotheses for future work in the classroom, the better. Students will see
that their good ideas are taken seriously and that these ideas will have a role to play in
the course as it unfolds. Copying down what is put on the board — always a good job
for one of the students — can provide you with notes that you may want to refine for
the next or other subsequent meetings. Of course, being able to refer favorably to good
student ideas makes this process all the more effective. But even relatively pedestrian
ideas can at least be used as a foil of sorts to lead into other discussions. The more
seriously you take students’ good work, the more seriously will they take the entire
enterprise.

It is important to integrate the display and discussion of images into requirements
and grade-producing assignments for the course. This can be done in tests where writing
an answer to a question posed as an image is displayed on a screen or monitor. Take-
home essay assignments that require that students integrate the analysis of specific
images into the paper are especially valuable.

It is very useful to prepare term paper topics based on the analysis of visual data.
This requires a bit of work but the results can be quite rewarding. A useful way of going
about it is to articulate a hypothesis based on traditional sociological concerns and
suggest that it can be tested by analyzing a certain body of material or by actual field
research using a camera. You should assemble the bulk of the materials you want them
to analyze and put them on reserve in the library or provide them with a rough shooting
script for their topic. Investigations of new materials with old ideas, if done in a
disciplined and competent fashion, almost invariably turn up interesting twists that
provide students with a genuine sense of accomplishment while deepening your own
understanding of an issue or a field. In a very real sense the directed research topic can
be a form of faculty development.

For some topics and assignments you can challenge students to come up with new
sources of data that speak to the topic. Often, a direct challenge to try and disprove a
hypothesis will motivate students to use their imaginations in quite creative ways. The
excitement generated by a search for new information often improves the morale of the
class and encourages students to work harder. It can also provide you with interesting
material that can be used in subsequent classes or your own research.

Finally, many students are appreciably more advanced than we are when it comes to
using technology. They often know how to use new technologies we are barely literate
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in and are not afraid of muddling through. It is usually easy to identify the class
“hackers” and provide them with a role helping other students learn how to use cameras,
software programs and the like. In fact, even the slightest incentive to r.naster a new
technology will yield results. Announcing that I would give extra credit to those wt%o
submitted their visual work digitally resulted in a flood of PageMaker documents with
accompanying diskettes. When you provide the will, students often discover the \.)vay.
The most important thing is to make sure that the learning curve takes place outside of
class time. Mastering new techniques always proceeds by a process of trial and errgr
and invariably will use up class time that should be devoted to more focused analytic

activity.

11. Organize Your Colleagues

If there is anything about teaching today, it is that it is being transforn?ed by
technology. More and more of our traditional tasks — like lecturing, talkmg' to stfldents,
helping them with library searches, and so on — can now be done more easily with the
aid of one kind of technology or another. In addition, we increasingly have the
capability to do things in our teaching that not so long ago were eiFher imp(.)ssible or
prohibitively expensive. These include various ways of displaying information as well as
the possibilities for interactive learning provided by a myriad-of new software programs.
Finally, the new technologies are increasingly digitally integrated, which has the long
range promise that a teacher will be able to not only teach class but create a range of
learning experiences on the fly.

Put most starkly, the more technologized the academy and the classroom; the more
opportunities will there be for working with images. There are, of course, magy
complex technical, economic and political choices about which pew technologies should
be brought into the teaching enterprise and how they should be 1mplcmentefd. These are
issues with which you should concern yourself and you should become active in
whatever faculty committees your institution has created to either advise or oversee the
construction of a new technological environment. If your college doesn’t have such a
committee then this would be a marvelous opportunity for you to take the lead in
establishing such a group. What should your program be? .

First, there are a number of specific new technologies that are invaluable to teachxgg
and doing research in visual sociology. These include powerful desktop corr?puter.s with
enough memory to store visual images; scanners, for importing hard coPy visual 1ma.ges
into digital form where they can be modified, assembled for display or incorporated into
a database; and software programs designed for visual work. I have access t.o Adobe
PhotoShop for scanning, I-Movie and Final Cut Pro for video editing and F11e‘1\/_la.1ke.r
Pro for constructing visual databases. On the more costly end of the scale are mmz%tlves
to hard wire the campus so that communication through the Internet becomes. possible.
Your own web site can be used for interactive displays of visual materials.- Wxth
passwords that restrict access to your database, you can have virtually unlimited access
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to found images and still operate within the bounds of current interpretations of
copyright laws. Finally, more and more colleges are beginning to experiment with pilot
classrooms “loaded” with high technology equipment. Cameras and editing facilities for
video production and editing are also a real plus and can start simply as an adjunct to
your campus academic computer center. It is not necessary to know much about
technology or even what equipment you need. That knowledge is a staff function for
information services. What makes you invaluable is that you can define real needs: what
a technology should be used for. Staff members in academic computing or information
services are a medium looking for a message. You are invaluable to them because you
have messages to send.

Second, agitate for visual resources. A good college library should develop a
permanent video collection that can be used for classroom showings as well as for
viewing in the library itself. As a rule of thumb, video is more flexible than film (e.g.
you can easily rewind, if necessary), is cheaper, less costly to store. The DVD format
has all of these advantages and more. As you start to use visual images for data analysis
purposes rather than the traditional audio-visual illustration approach, you will discover
multiple uses for the same video or portions of it. It is cost effective to always have it, or
its equivalent, available. Another important resource includes a growing number of
digitized photo archives.

Third, it is important to build coalitions with other departments in agitating for visual
resources of one kind or another. These include your colleagues in art history and
graphic design; photography and video production; history and all of the natural
sciences who have long used visualization in their curriculum and who now have access
to simply incredible visual resources for modeling phenomena; film studies and, of
course, academic computing. All of these are disciplines that have been in one way or
another either under funded or overburdened by managing visual work on heavy,
unwieldy and inflexible equipment and who have a vested interest in new technological
investment.

The basis for an alliance is a natural one. Academic computing centers want to
expand. They know what the new technologies can do and want to interest faculties in
using them, but don’t really have a clue about specific applications faculty would find
useful. Visual sociologists, anthropologists and the disciplines mentioned above not only
have ideas about what they would like to do, but also have solid track records
implementing these ideas.

Fourth, it is important to put pressure on your institution to support faculty
development in the new visual and digital technologies. Summer workshop stipends,
release time for new course preparation and the like, subsidizing the acquisition of new
hardware and software, are all initiatives that would make it easier to explore visual
sociology in your classroom and department. It should go without saying that concerns
with visualizing sociology in tandem with improving initiatives to improve statistical
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literacy are a way to put sociology and its concerns at center stage in the shaping of new
curriculums and educational programs.

12. Become Active with Other Visual Social Scientists

All knowledge is created in intellectual communities. It is hard to continue in any
endeavor without interacting with co-thinkers and colleagues. Finding people in your
own institution who work with images, whether sociologists or not, is one step in this
direction. Another step is becoming active in professional associations devoted to the
social scientific study of images. These include the International Visual Literacy
Association (IVLA), website: http://www.ivla.org; the Environmental Design Research
Association, e-mail: edra@telepath.com; and the Society for Visual Anthropology,
website: http://www.xensei.com.docued.sva. All of these organizations have annual
meetings, publish newsletters and, in some cases, journals. Especially important for
sociologists, of course, is the International Visual Sociology Association (IVSA).

The IVSA has been in continuous existence since 1983, publishes the journal Visual
Sociology bi-annually, has a web site (http:/www.visualsociology.org) and a listserve.
The listserve provides instant access to a community of over 200 active visual
sociologists. Instructions for how to subscribe can be found on the IVSA website.

The IVSA’s annual conference is scheduled either for the end of June or the
beginning of July. Currently, the organization meets in Europe every third year.
Conferences include workshops on teaching and technique and sessions that reflect the
variety of work that is done in the field. The organization prides itself on its collegiality
and has no concurrent sessions. Special sessions for student work are integrated into the
program, and all conference registrants attend each session. Ample time is allowed for
the critical analysis of papers, the vast majority of which are accompanied by visual
slide presentations or documentary footage.

Membership in the IVSA is quite inexpensive. Membership fees are $55 a year for
regular members whose income exceeds $50,000 and $45 for those whose income is
under that figure. Students and the unemployed are charged $25. Membership entitles
you to voting privileges at the annual meeting, a subscription to the journal Visual
Sociology (soon to be renamed Visual Studies and published by Taylor and Francis), and
other benefits. Most of all, however, it welcomes you into a supportive community of
scholars who are struggling with all of the issues associated with viewing images as
data.

CONCLUSION

The interests of visual sociologists are as wide as the field of sociology itself. The
only thing that distinguishes them from their colleagues is their sustained commitment
to using images as a form of social data and as a medium for reporting research '
findings. Like their colleagues, visual sociologists believe that a well-trained soci9log1st
should be a perceptive observer and sensitive interpreter of the human scene and its
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environs. Their specific contribution has been to argue that sociologists need to expand
their intellectual tool chests to include images as well as words and numbers.

There is no way of avoiding the fact that proficiency in visual sociology requires
developing an extensive knowledge in the craft of image making. Technological trends,
however, have made the equipment needed to produce and display the kinds of images
of most use to sociologists more accessible and affordable. There is thus no longer any
sertous material obstacle to creating a more visual sociology.

This paper has argued that classroom instruction provides a venue for removing the
major subjective obstacle to making sociology more visual: inexperience in the craft of
displaying and analyzing images. The classroom is the primary work site for most
sociologists and is remarkably suited to a step by step introduction of visual materials
into the curriculum. Properly managed this step by step process can also function as an
exhilarating apprenticeship in learning how to make images competently, interpret them
responsibly, and display them effectively. The result can only be a stronger and more
sophisticated sociology.
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