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Sheffield then and now: myths of placein local history picture books

Abstract

Onesignificant way in which daceisrepresentedis throughbooks based onold phaographs and mstcards.
Recornextualisedin such books, historical photos canbe wsed to create mesmeric myths abou a locality. This
pape exploresthe gare throughfour works abaut areasin Steffield, acity in the north of England. Thebook for
thewell to do suburb, Crosspod, corstructs a queint rural past. Two represertations of a working classdistrict
are perhaps alittle more successful in recovering a persondly significant past. The history of alocal steel firm
avadsisaues of social conflict and exploitation byadopting a cocumentary tone. The gare trades ontheactive
interest of seeng familiar scenes astheywerein thepast , but failsto devel op interpretative strategies, such as

asking abaut the context of phaos’ original credionor reflecting on hav theyhave ben reused.



The dominart images of acity —theway in whichlifeis characterised and popularly undestoodis partly the
result of a process of medation through forms of popuar cultural representation. Oneinfluertial form isthe
pictorial bodk through which local identity and‘serse of place’ are affirmedthrough cdl ections of archive
phaographs ard postcards, suchas the bods in the Tempus’ “Images of England” series or Sutton publishing's
“Britain in old photographs’. Suchtexts raise interesting questions abou the canstruction of placein public
corsciousness. This pagper will arguethat these books present compdling ‘myths abou the placeswelive, but in
their willingnessto ‘fix’ interpretation they might also disguise aher ‘home truths especially wherethereisa
sodal and mlitical reality of deprivationand exploitation. Thirty yeas ago Umberto Eco madethe mint that: “A
democratic civili zation will saveitself only if it makesthelanguage d theimage into astimulus for criticd
reflection —not aninvitationfor hypnasis.” (Eco 1979: 12).

Argually, bodks like the dcture bods examined rere, exet, if not an invitationfor hypnasis, at least awilling
suspension o disbdief, thestudium of passive, vicarious study which provides particular views of the socia
history of place. Plotographic images are always ambiguous; a once explicit, material traces of the‘red’ and the
objects of illusory spectacle. Indeedthefluidity of the image makes them idedly placed as pat of ahegemonic
processby which the redlities of everyday lif e are expressed through aform of ‘depadliticised speech’. (Barthes
1984 142). “Myth does not deny things, onthe contrary, its functionisto talk abou them; smply, it
purifies them, it makes them innacent, it gives them a natural and etemal justification, it givesthem a
clarity which is nd that of an explanation bu that of a satement of fact.” (ibid)

Of couse, phatographs are anided vehicle for this processof ‘hiding in plain view’. They have aspecificity and
appex to provide aserse of verisimilitude. Thedebete abou indexicality of the image is never going to go away,
becaise a acertain level, photographs really do patraythe corfiguration of rea objectsin front of the canera.
However, this capacity of the plotographic image must betreatedwith constart suspicion because athough what
isseenis not hidden or ‘untru€ it can (and has frequertly bea) manipulatedfor idedogical ends. Not only this,

but they are also open to multiple interpretations.

At amore material level posterity receives ahighly edtedand partial view of wha the pat was likein theway
images are selectedandsurvive. Themost fundamental limit, of couse,isthelate emergence 6 photograpty
itself. To tell thehistory of a dacesolely by phaographs immedately limits the time frame. Futhermore for a
hunded yeas after itsinvertion it was a danain of professionals andserious enthusiasts. What was photographed
and hav, deperded oninstitutions andtheir specific needs from phaography (betha for publicity or for
documentation), limits of avail able technologies, corvertions of what it was appropriate to phatograph- as well
asthe mary critical decisions andchdces made ly aspedfic photographer ona spedfic oaasion. Our view of
what photograpty canshow from the past is further limited by what has survived and hav it is accessible,
determined ly evolving criteria d selection andindexing by individuds andaso institutions like achives.
Methods of accessto photos limit our ability to find or undestand relevant images. The vast body of historic
images that survive for acity are then “repeatedly recontextualised” (Crang 1996 in nevspapers, books,



museums or pubdecaation. In produdng a publication like alocal history picture bodk market forces and

pubishers policies andedtoria choicefurther shape a paticular selectionfrom wha is available.

Y et masking these processes of seledion andattrition, popuar pictorial history images present a spectacle of
history that canseamingly be experienceddirectly. “Awarenessof history as an interpretation of the fast
succumbs to afaith in history as represerntation. Theviewer is confronted, rot by historical-writing, but by the

apperanceof historyitsef.” (Sekula1999,187 aiginal emphasis)

Sortag goes evenfurther in questioning thevalue of photograpts as historical evidenceand hav we view the
past:
“Photography implies that we know about the world if we accept it as the camerarecordsit. But thisis

the opposte of understanding, which garts from not accepting the world as it looks.All posshility of
uncerstanding isrooted in the abili ty to say no.” (Sontag 1977, 23 aginal emphasis)

Thisisan extreme paition, for thevisud isoneroute to understanding theworld, and @ arecord of how the
world did look like in the past a ptotographmight bea source of knowledge. But sheisright in identifying that it
is hard to say “no” to a plotograph, ly virtue o the way it represses interpretation.

Sortag quaes Bredt to the effed that a photographof a Krupps works cannever say much abotithe
organisation and social exploitation. Again, this could be seen & an aggeration, for it cansay something,
although Krupps themselves would be likely to have astrong handin controlling what is said. The danger is
trying to readoff ‘information’ from theimage without taking into aacourt the puposes for which it was
produced and the limits placed onwhat is represented, especially those limits arising the paver of orgarisations
to cantrol their own image a of wegker groups not to cortrol their own (as in the way docunertary phaography
was used persuasively to arguethe @seto clear sums, without any involvemert of the poplation itself (Tagg
1988. Sontag says tha photography imagines a “past that is unrea,” certainly it is afragmert of reality.
Phaographs never spe& for themselves:

“Despte the powerful impresson d reality phaographs]...] in themselves arefragmentary and

incomplete utterances... Meaning is always drected by layout, captions,text, and ste and mode of
presentation.” (Sekula 1999, 18J.

For the historianthefallacy that image baed history commitsis of not asking Marwick’s (2001) question: why
was the documert written and so what biases it may have?(Seealso Tagg 1988, 119. In mary cases the catext
canrot ever be recovered.Of couse al histories are partial andproneto hiasrefleding arestless disparity
between the paition of observers andimplicit institutiond biases (class, gende and ehnicity to name orly the
most obvious ones). The aitical visual aralyst will be concenedto tracetheflow and drculation of social
mearings rather thanaccepting compartmentaisedand patia constructions of place,recanising: “...that the
ingtitutional sites of discursive productivity are both social andsemiotic, both actions of peqle and
representations in meda, and that sodia institutions over which semiotic struggle ocairs are much more widely
diffused thanthe olwvious kinds, with walls around them.” (Hartley, 1992 34).



This paper explores theconstruction of visual myths about some dacesin thecity of Sheffield in Northern
England,through picture books. The patial characterisation of Sheffield districts which are examinedin the
currert paper include: idyllic images of agerteel ‘i magnedcommunity’ (Crosspool) —approaches tingedwith
nostalgia, personal celebration of narrow local knowledges (the Attercliffe texts) and arofficial compary history
which seems dmost legiac in its chace of imagery and oliviousnessto the harshnessof working experienaesin
thesteel industry (Firth Brown).

Crosspool

Farly typical worksin the phaographic local history gerre ae the Tempus bodk onthesuburb of Sheffield,
Crosgool (Harson 20@) and he later colledion (Hanson 20D) published by Amberley. The more well-to-do
suburbs onthe Western fringes of Sheffield, such a Crosgpool, eachhave their own phdo history in the series,
theeastern industrial suburbs such as Attercliffe a Brightsidedo not. Doubtlessthis reflects alarger market
among more wedthy sububs, for whom part of property ownership isthe desireto find roots locally. Lading
other mears (actual roots, actual memories, a ®@llective corsciousness to corstruct such ahistory, printedworks

suchas this supply suitable material to imagine an gpropriate past.

Aninitial problem for Hanson's first bodk, however, isto establish that Crosgool isaplaceat all. Asshe
adknowledgesit is “an urdefinedarea’ laking thevillage aigins claimedfor mary Shefield suburbs. Her
solution, rhetorically, is to use establishing shots around a farticular road crossing. Out of the first four photos
three picture this from differert argles. This hintsthat it is a place through which peogde pass, more than a
locality. Sulsequent photosin thefirst section d the book fix animage d alargely rural past with pictures of a
“traffic freeroad” (like today but lessbusy), asnowy scene(aneramore vulnerable to theclimate), ablurry
picture of amanmaking addivery from a hase drawn cat (a charmingly artiquatedecaromy). This servesto
establish (accurately) alargely rural past for the area.Thisis contrastedat the endof the sectionwith a doble
page spread arial view showing themodean hausing developmert in situ. Virtualy thewhole area has suddenly

now becane alarge suburb.

That the secand section of the bod, “Houses and hames” is thelargest suggests astressnot on physical bricks
andmortar (what is actually visible in the photos) but bourgeds domestic values, symbdlisedby the haise. There
isamix of cottages and afew more moden howses. The uppr class hals, nov demolished,are, damocratically,
demotedto somewhere in the middl e of the section, though presumahlly in the @d they were aentral to local
sodio-econanic structures. Shops and puls are resumably central to the bodk asthe only real pulic spaces
through which asense d locdnesscanbe costructed.An emphasis onschool refledsthe arrent character of the
locality, awell-to-do suburb with many yourg famili es. Mary of the photos of “peogde”, primarily children or
family groups, seem to bechosento represent thefamily as aninstitution, with some referenceto voluntary

adivity.

Aswith mary suchlocal history works thereislittle direct referencing of sources either for the photos or to

suppat any fadud claims made abotthe huildings or everts pictured. Plotos are rarely even aroximately



dated. A central task isto identify, to name things. The auhor adknowledges the problematic nature of the sources
for her as anauthor, but without problematising it as anisaue for thereader (Hanson 2003,8). Although there are
appoximately a daenseemingly moden phdos of old things which survive to the present (their originis
masked ty bang reproduced like the other photosin the bod in bladk andwhite), thestressison wsing avail able
old imagesto picture the past. Thus this approad to constructing a history oftenseemsto exdudetheidea d
geneating relevart, more representative moden material of surviving buldings or landscapes, which might

courterbalancethesurvival of contemporary imagery.

Same phdos create and quickly hdf solvetiny historical mysteries, such & wha was the Wesley tower? (Hanson
2003, B) Locdl history trades onsuchpuzzes, curious facts, but which harg outside any red historicd
framework. Mary local history picture bodks (such as Vickers 1973, Howse 2000) are structuredsimply around a
“then” and “now” dudlity, a pcture from the pat and the sceneasit istoday. Hanson (2010 fitsinto this genre.
Sepatonedold photos are set alongside modern colour photos. “Spatting the diff erence” betweentwo images has
aninherert enjoymert, inviting anactive ergagement beyondsimple spedatorship. These are dten,as Crang
suggests, aninvitation to notice“an dsernce” (1996,442) what has been lost, but we canal so notice continuity or
evengreder comfort, prosperity and ader. Harson (2003) too asksto beread in thisway, with frequent
commerts in the captions inviting us to canpare the photo before us to what we know today. This has agenuine
fascination for thelocal residert inviting them to imaginethings differently. Far the younger reader the
imaginative conrectionfrom now to thenis suppated Same reades may genunely remember the places; or have
some memory of old styles of fashion or street furniture. Viewing such plotos often dicits active reminiscence,is
a “provocaionto talk” and corstruct a“reall ective pali mpsest” (Crang 1996, not hypnasis. The processhby
which an author callects photographs from locd residents and researches images with them, is often itself an
adive practicein which alocd community is brought into consciousness if teruously. Sane o the picture books
in the series from Shdfied were createdas projects of local history groups (e g. Sanrington Local History Group
(2009)).

However, thetotality of the 2003 bo& seemsto corstruct aunitary, largely rura, ealy C20th ‘then’ to be
contrastedto alargely ungdcturedsuburbanpresent. The pat isthe past of parents’ or grandoarents memory or
just before. Fams, trams and hase dawn vehicles, quaint fashions, acoronation celebration or a carnival. A
longer unfolding of historical processesisinvisible. The cagtion to the map on pge 8 cgturesthis
dichotomisation whenit says “the areawas poised for future developmert.” Thustheasaumed pesent isreal
badk asimmanert in the past. By cdlapsing down canplex historical charge, such asthe qoeration d ecanomic
forces arising from the goximity of a hige industrial city and canpeting passible futures, to athen now dudity,
between a“family friendly”, comfortalde present (so obvious, so permanert that it does not needto bepictured)
and apicturesquely poa rural past, themarny chdlenges of history are defused. Evenwhy and hav Crosgpool
was madeinto asuburb is not explored- we ae ot told exatly whenit occurred,which tuilders or council
officials were involved or who profited. Rt of theeffed isto fix the present asinevitable, sincewe aly glimpse

it onceor twicein the processof being made(Harson 2003, 16, B). Whereas desaibing theindustrial East, Hey



et a (1997,7) stresscharge asthe wnstart factor, in this suburb history does sean to have ended.Occasionally
wider evertsintrude, such as whentwo hauseslevelled by bombing in world war two (Hanson 2003, 2). But the

scde of theimageis of asuburban tragedy: a howse fire a car crash.

To thecurrent suburban pulation, whose grandprents or parents probably did not live hee, who are recert
immigrarts (from the Dsto the 70s), the pat is one they codd have wished for and hae literaly bowght into:
Rural, cleanand peaceful. Thereis no trace in the pictures of Sheffield's industria past (eventhe light stedl trades
which gerated in thevalley battom close by) nor the caastrophic collapse of the steel industry inthe 1980s. It is
aworld withou government institutions, without politics (the mayor only appears ceremonially opening a sports
hut) evenwithout aneconomy (beyond afew antiquefarms, shops and acharming veterancar restoration
business). Theonly classcorflict hinted at is with the aristocratic rich (who like the Americanindian, having
beensafely liquidated, can bethe doject of nostalgic reget). Pictures of childrenare prominert, for example on
the cover andthefirst photo andin the schod andpeople sections. The ambiguity of the dating and alesssuggest
that these could beour grandpaents', parents’ or evenour own childhodd (in redity it istha of others). This
stresses the continuity of the suburb simply as a dacewhere childrengrow up heppily, go to school, visit a corner
shop and atherstravel throuch. The ook is rather like a canpasite family abum, poded from mary famili esand
offeredup to the reader to appropriate for their own pseudofamily history. Like dl family phaographsiit
“situates human subjects in theideology, the mythology of thefamily as institution andprojeds ascreenof

famili al myths beween camera andsubject.” (Hirsch 1997.11). Through the familia gaze we might vicariously
engage with the signs of family lif e these ‘ mutually constitutive' relationships, looks andglances ‘traversed by
desireand dfined ty lack’ (ibid). Thefamily fedl isnot surprising, for the origins of many of the photos are
precisely in family dbums, phaos shot by local families: of the hause, sports day at schodl, a churchfete - with a
few items that cauld have beerclippedfrom aloca newspayer. It enad¢sthesepaation o family life fromwider
soda presauresin asuburban guarter. Thereisnosense d wider social or ecanomic processes shaping the family

or life chances.

Thisway of represerting Crosgool canbe casideredas anarchetypal example of the construction of Sheffield
asa'City of Villages —“a place that, despite its size, has retainedthe fed of a series of intercormededvillages
making upthewhade” (Street 2010). Hencetheappeal of these imagined canmunities, separately perceived

thereislicenceanddesire for are-imagined and hmansed (famili arised) if indistinct, facet of the coll ective past.

Lambert (2006) argues that whil e ‘ descriptive’ genealogy seeksto canstruct well documnented, aithenticated
accounts of family history, equdly important are “narative and experiential” engagements, which are
emotiondly significart identifications through visiting paticular places or touching oljects dso touched by an
ancestor. These are persondly very significant ercounters, evenif they go beyondthe evidenceasit would be
interpreted by ahistorian.Photos canalso pay a pat in imagining the claracter of an armestor andestablishing a
powerful sense d conrectionto that person. Harson can beseenas off ering easy acaessto acollective pseudo
family history. The problemis perhgps not itsladk of literal truth, morethat it is aninherertly eff ortlessand safe
engagemert with a history. The effort required to research ane’s own history, the disappointmerts of gapsin



evidenceandtherisk of discovering uncanfortabde or even dsturbing truthsthat are resent in real genedogy

(Gudke & Timothy 2008, are simply exdudedfrom Hanson's myth.

Having suggestedthat underlying thebook is athennow narative, something of the quality of the visua image
defies sucha stabde ordering. Phdograpty aomises redlity, invitesthe arbitrary recombinaion o images and
adually makesthe st opaque(Sontag 1977,23). Photographs sean to wish to be puled aut of context and
repurposed. Thevariable qudities of photo (from poa amateur to journalistic) and multi ple types of image
(phao, pastcard, drawing) in thebook limit our ability to readthem as a wherert colledion anddefy thearnyway
loose explicit structure that Hanson (2003) presents them in, producing a sense of fragmentation. It is difficult to
readthebodk through be@use it is aseries of sngpshots, withou an plicit narrative dive, bggondtheimplicit
then now cortrast. Sothebodk is arather unstable wnstruction, patly becase of the reture d phaos, partly
becaise of the reture d thesubub & a nonplace(eg. in Vaughanet a 2009). A subub awaysrelies onwhat is
happeaing e sewhere, onthe fate of the econamy which employs the canmuting wage eaners. Peofe are dways
passing through andmoving away. This space d flowsis beyondthe boundaries of the locd, so canbe excluded

within the gerre.

Attercliffe

Crosgool’s pseudofamily history may betypicd of the represertation of thewealthier suburbs. But thisvision is
scarcey representative o al Sheffield’'s history: particularly itsimmedate urban,industrial past. To explore
these the authorslookedfor similar visual local histories on Steffield’s “East End” with itsindustrial past ard
strong working classcommunities (surviving at least until the 1%0s). As has beensuggested, these are najlected
within the Tempus series, but oneexample published by alocd Sheffield publisher, Pickard, is Attercliffe: a
wande upthe ‘ Cliffe (Liversidge 2003). The purpose and quality of the bodk is quite dfferent. His compilation
of photos andtext, cambines pesona memories, asmall amourt of historical reseach (eg. Liversidge 2003 54)
and adiredory structure to describe Attercliffe’ s shops and pus particularly in the 5@ and 6G. Theinspiration
for thework was looking at a 5G tradediredory andnot being ale to recall the businesses described triggering a
serse of loss (Liversidge 2003, 5. So the work isfairly specificaly locatedin aperiod of living memory, a a
time whenAttercliffe was ill a poplous suburb, by many accours, avibrant working class community, before
itscleaanae in the 19605 and the catastrophic failure of the steel industry in the subsequent two decadks. The
result isawork that follows theformat of adirectory, detaling premises along aroad. Thus atype of historical
document partly governs the shape o thewriting. Y et persond arecdaes act as aleavento wha could beadry
listing of loca businesses and shops. Thus Liversidge mixes very personal anecabtes primarily of childhoodand
in early working life, of particular shops, of playing football andvisiting pubs, with factual material. It is arather
male viewpoint (asthislist of activities suggests), ard writtenwith much hunour. The small details of hisand his
family’s life, such as buying furniture oncredit, fishing andfoatball, were probably suchgenea experiencesthat
for a particular local audiencethey have a poverful reonane. At times heis open abou the subjectivity of his

account, aswhenhewrites “1 recdl with noreal authority” (Liversidge 2003, 6). It isinteresting for theway that



a puely pesona account is seenas valid. Opportunities to ched facts or seek other sources of authority are

positively resisted.

Notwithstanding his claim that the“pictures stand onther own merits’ (Liversidge 20035), actually the phatos
are very muchsubardinated to thetext. The photos are rather small, and are mostly preserntedwithin the flow of
thetext. Theweight of text andthe way that the plotosladk the integrity of their own bader, incresse aur sense
that these are lessdocumertsin their own right thanillustrations of theargumert in thetext. They are mostly of
buildings, with some dctures of the author’s friends and sometimes paticular shopkeepes. None of the images
are dated. On animage on pae 71 an adert for his own work has been alited into anadvertising display,
suggesting a dayful disresped of thetruth and integrity of the ghotograph. Thelarger photos and pictures are
chiefly paintings anddrawings by locd artists, further detracting from a sense that theillustrations might beread

as factud.

Liversidge (200B) is aware that hemay beseenas preserting arose tintedview of thelife of Attercliffe, through

focusing onleisure relatedadivities, suchas shoppng and pulgoing. In theintrodudion he refersto

Those big black steelfirms, that seemed to be atthe end of every Attercliffe Street Dangerous places. (Liversidge 2003
5)

Infad it isquite easy to missthese looming presenesin the plotos as presentedand there is only one oto from
inside aworks (Liversidge 2003, 4). Theauhor adknowledges the limitation, but thenmoves quickly on.ltisas
if the avareness of the dangerous andtiring burdenof work isto berepressed.But it may besimply refled the
failure of contemporariesto realise the mint of recording how things were so that there are few photos of

workplaces.

Liversidge dbes, however, focus onastaggering array of images of distart andmore recent past, the images are
presertedwith lovingly blurredoutlines (seefigures 1 and 2. Theaffed of Liversidge's avalande o borderless
archive images of commund pointsis not only to makethem pemeable to thetexted stories but to corvey a

cornvindng warmth, intimacy and natalgia.

Whereas Hanson offers resources for afictional family pest, Liversidge is concernedto recapture the happier
aspects of aworld o his own past, of childhood andearly adult hood. Sich memories are dwaystingedwith a
serse of loss, but anaddedevel of emotion arises here from theway that eventhe material world in whichthis
pat of hislife happenedhas disappeared. It isinteresting theway that the working classexperienceseans more
truly lost andunavailade, whereas the midd e classvision of Hanson, though in a sense more factitious, continues
to beaccessible. Hanson' swork islesspersonal more conernedwith delineaing the historical contours of place
andthe genealogy of theareg its family dynasties andthe past andpresernt measured upalongside onearother.
Hanson' s work prefigures the olsession with examining the pat remains adongside the present; seeing the
previous incarnations of local streds ard their lost architectural fegures with (pre-programmed geo-spatial
information downloadedas an apfgn amobile device). Liversidge's work has amore anecdbtaly dialectica
appoach,theserse d placeisimmanen ard pesonad, following the urpredictable trajedory of memories he

suggests alessorderly ‘imagined canmunity’ (Anderson 198).



Ancther attempt to represent the experience of the “East End” of thecity is An east endcamera (Wrigley 2006).
Wrigley’s bodk corsists of his own phatographs takenfrom the @sto the 80s, with dso dd photos and postcards.
They are all of buildings and streets that nolonger exist, the audience being those who doremember: “Developers
who dear the stones canrot dso clea memories. Aswe get older we oftenrecall more dearly our distant pag
thanrecert evens. [...] In an g@e whenwe aretold never to look back [...] | say we dder ones have hadthe best
of it ard they carit take that away from us.” (Wrigley 2006, )

In fad, to others, thebodk is amost unreadable, for it seemsto have no ¢ronologicd, thematic or spatial order.
Astheindex makes clear thereis no very rigorous spatial order (cf Liversidge 203) though some related photos
are clustered. His own phaos are mixedwith dder onesin no sort of temporal order, eg. 28isfrom 1930, 29s
from 196G, 30(Unknown), 31 197432is 1988 33is1981, 34date is unstated. There is no thematic ordering,
except that perhaps some d themore interesting phaos ocaur a the beginning. Colouredphaosfill the certral
pages, probahlly for tecical reasons. Perhaps thereisa pdtern known to Wrigley andthat canbe discerned by a
more knowing reade, but it defiedtheauhor of this paper. The principle of selection seems merely to represent

sceres tha have nav been destroyed, hut with apreferencefor previously unpublishedimages.

One carhave some sympathy with Wrigley's enterprise, for exampleit is argually socially more heéthy than the
“Lost howses’ gerre whichtriesto dhart lost country homes of theupper classes (e g. Neave & Waterson 1988).
Yet if the plotograpghs lad order, they also resist any readng of them as “art”. Few of the photos have much
techical merit or are particularly interesting. Fa example, 31lisa banal image of acar turning at traffic lights
with afew blurry figuresin theforeground ad in the badkground arow of shops and a bs. Pehagsthe choice o
pictureis simply abou auherticity, the photograph's very lad of apparent purpose béng proaof of its
auhenticity, andthis erough for it to bethought to have avalue. Thethird picturein the bod is aremarkaldy
indeterminate image d a nonplace, a passage somewhere between Amberley Street andJarson Street”. We see
an dley way, a pakedcar. A large huil ding in the backgroundistentatively idertified by the caption. Thisis
esentialy aspace ketween buildings mary of whichthemselves nolonger exist, therehy aso abdlishing the
pictured negative space. Thereader’'s mystification arises partly becaseit israrely exdained why the
phaographs were aiginally taken.One excetionis that Wrigley does reproducetwo phdos that were theresults,
he exlains, of hislooking for the gibbet usedto hang afamouslocd highwayman. He explains that the search,
conduwctedin 1962, was unsuccessful because the gibbet hadbeenrecertly removed fromits spot, dumped ly a
wall andthenfinally disposed d. We are given aphato of where the gibbet had once stoodand aphato of the
place where it had been dumpedtemporarily. But by thetime d the photo, of caurse, thereis nothing in either
place. Thenostalgic frisson cames from thefact that now nat eventhe streets where the gibbet had been exist. In
some serse this does toucha pcetic sense of the urgraspalility of the pest.

Unlike Liversidge's, Wrigley's (2006) commertary isband, never more thanafew sertenaes, sometimes
recaunting relevart facts (e.g. dae d building of Bamers departmert store, %), jokes (e g. abait abicyclist
getting under abridge (21)) or trite moralising:
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Note the priceof a padet of 10cigardtesin 19653/6 (17p). This makes cigarettes 15times more
expendgve than they were then. Y ou could never find a savings accourt to equal swch arise - thus
doesinflation ea away at savings and encourage us to spend, sgend, sgend.

The captions are often placed onthe hoto itself, intruding the barel commentary directly, anddisrupting further
ary attempt to readthe phatograpts aestheticaly.

Inadvertently, Wrigley does corvey theway that the past islargely ungraspable through imagery, as bah Satag
(1977) andSekula (199) have agued.This does not make it anenjoyable or even canprehersible read,lacking
thestructure Liversidge (2003) finds in the street diredory and his more roundedself revelation, hut the author’s
lad of control alowstheinhaent incomprehensibility of the photographic record to reved itself.

Theindustrial past

Like Harson (2003,2010), neither bodk onthe East End dwells onworking life. In seach of some treamert of
this aspect of Sheffield’s history, we turn to Hamilton's (2000) book on asteel company, Frth Brown. Whereas
many of thebooksin Tempus’ Images of England series are multi-source photo works that construct the history
of aspecificlocality, Hamiltonisreatively unusua in beng abait a particular company. Theloca nessof the
topicis stressed by the sub-title “A Sheffield sted compary” (though some images are nat from Shdfield). The
bodk isvery largely basedon phdostaken by thefirm’s own photographic unit, which qoerated betweenthe
193Gs and 7Gs (Hamilton 2000, §. Therange d topics covered by the unit is stressed and the desisionto produce
the publication is further justified ly theclaim that the archived ollectionis of “national importance”. The
validity of constructing ahistory of the compary from onesource is underwrittenby the supposedly objective
chaader of photograpty itself. In truth, the viewpoint avail able from this onesourceis radically circumscribed
by the ndure of thesource,bath itslargely promotional purposes andits very limitedtime frame. The style d
capioning reinforces asense d objectivity, however, by its focus on predse dates, locations and names of people
pictured, for example:

A tube and dum produced for a campet company in Melboune, Audralia, April 1955. Tke man in

this phdographis Arthur Pugh. (Hamilton 2000, 58
Suchinformation guides us to readthe picture & of aconaete evert being documerted. Unlike the other books
discussed here the photos in Hamilton are oftenvery precisaly daed. Theinformation may or may nat be wseful
to usasreaders, bu by focussng purely onfactsit reinforces theimpressionthat the photographs can beread &
objective documerts. The withdrawal from ary commertary projects afastidious conarn with thefactua that
evades the truth that the archive has itself beenproduced for specifi c purposes andinterests, ill ustrating Sekula's
(199) point abaut the redacemert of interpretation by representation. The seductive, appeent indexicality of
images in Hamilton present arationdist account which largely removes the production process from thelives of
individual workers stressing the monumertal scale of the production process anddetailing alitary of heroic
suceesses dependent on skill of workers, but with no mertion of the everyday realities of those who workedin

these ervironmerts.
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Thereis no real corsiderationin Hamilton of how or why theimages reproduced were created. Thus the section
onthephotographic unit itself is postponed to page 95andthe text never seeksto capure anything of the
purposes or terms of referenceof the wnit, merdly to describe whenit was set up and who was a member. By

settling on a ascriptive, seemingly fadud presentation of photos, processes of interpretation are ait off.

The bodk isdividedinto 10 sections ard anintroduction. The introductionis entirely textual, andunlike @ther of
Harson's bodks the sedions dl have afairly derse textud introduction. The first chaper, “Thomas Firth and
John Brown”, is alout thefoundes of the canpary andthe compary history isthe oy onethat draws onimages
from outsidethe phatographic archive, wing line drawings of thetwo founders, adverts of early products ard a
dramatic lithograph from thelllustrated LondonNews. Pehgps the doice d type of representation canbe seen &
mirroring the mythologizing of thefounding fathers of a canpary. It impliestha thisis a past that can aly be
imagined,whereas the period coveredby the bod can be drectly experienced,through phdos. “Making sted”,
chaper 3, produces dramatic phdograplhs of blast furnaces, but which still fail to cagure the sublime haror,
noise, heat of the industry. The * Shapng steel’ section corntains the most auhentic feeling images of work, in
conrast to the stagedrather static imagery of the next two sections ‘ Products and * Firth Vickers and Stainless
Sted’ . Thefina chapter, ‘ Staff, Visitors, Exhibitions and Pamomimes’, asthetitle suggests, is arather
miscdlanes section of pictures, enacting asort of release from the disciplinedorder of work at Firth Brown, but

also within thebook. Fictures of sportsteams predaminae.

The ordering of the work by theme olscures historical charge. The ordering is rather unhistorical, with little serse
of how things might have beerdifferert at different times, eg. some pasng reference is madeto changesin the
labaur force duing World War Two, but essertidly thereislittle evidenceof developmert of the bisinessin the
imagery itself. The story of thefirm is further incomplete, for though we are givenits pre-history, nahing is said
of itsdedine, fal anddisappeaance

Thereisatersion ketween the purpose of the alitor who is attempting to construat a systematic account of the
compary andthe daracter of the archive itself, whichis acallection basedon mary purpases, most of which we
can ally guessat, a catext whichislost (Sontag 1977, 106. To acertain extent one caruse internal eviderceto
suggest a passible purpose that wasin themind d the phaographer. Within the ‘shapng steel’ section there are a
range d types of photograph. Fa example, the subject matter (womenworkers), inferior focus and informality of
composition suggest that 38 was for news or official propagandapurposes. 35 represents agerre of workshop
interiors. 44 0r 47 corvey heroic figures of men d work (to quote thetitle of Hine's most famous 1930s photo
bodk). Itisdifficult to urderstandhow these various images fitted organisational needat thetime. Whereas many
individuals are naned onthe phdos, these seem to bemostly manayement figures The individual workersin 44
or 47 are unnaned, onecould say raising them to the level of Everyman. Argually the effect of this functionsto
diminishindividud agenoy and rarrative and enbdlish theworking history as pure and @ a teroic scde.
Elsewhere,andmore wsually, humanfigures are pimarily usedto estalish a sense of scale (39). Through the
bodk one carsuggest that some ae promotional, some atistic (64, 66), some navs orientated (38,117), some

sodia documenrtary (47) others more like personal records (79). Themixing of the formsis disorientating.
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This construction of the rarrative & factual and its disguise of thelivedhistories of those who workedthere
corstitutes a semiotic system which focuses considerable time and eergy to the daboration of systems as these
are designedto “make theworld heary with meanng” to corvert objectsto signs (Culler 2002,46). Y et the
nature of myth for Barthesis onein whichits socialy constructed nature is hidden andinsteadit is presentedas

natural or commonserse.

Paticularly the sections on products, stainless sted and research have astrong sense d being promotiond
images, with astresson recision engineering, the scientific base ard superhumanscale (58, 6l). The pefection
of theimages (eg. 60 in terms of focus ard composition reinforce the claimed quality of the product. This
presumally relatesto aparticular market positioning of thefirm at that time. Interestingly, the scale of plant and
machnery is oftenstressed, but we rarely get asense of amassworkforce- just as cortemporary street
phaograpty rarely capures asense of the crowd. Often the photos capture record sizes of products, mirroring an
imperial discourse of record productionfigures. Of course, thisisin cantrast to some expeiences of steel making,
whichtook placein corditions that were “dark, dark, dirty, smelly, dargerous’ (BBC Rado 2 2M6). Photos
canrot easily cagurethesmell, dedening sound and dirt. “Here are officia pictures, matter-of-facdly committed
to the dharting andcdelration d progress.” (Sekula 1999, 19)

Sekula suggests tha thereis atendancy to readsuch photographs either as nautral documerts or as art. Sane o
theimages tha use thetrope o repeated shapes (e g. 64, 65 or mirror contemporary sculpture (66) seemto invite
a pimarily aesthetic response. There are some very powerful heroic images of work (eg. 44, 47. For Sekula if
taken & art there is either a needto place the works in theromartic discouse of the adeu by claiming tha the
phaographer isanartist (there is a nodtowards thisin some d the phaographic unit section) or take them as
“fourd” art, where it isthe viewer’s superior taste that discoverstheartistry. Pehgos we are being invitedto do

thisin section 5,though this seemsto be partly theintention dso of the plotographer.

The editor invites usto read the book as anobjedive account of the firm, hawever, amoment’sthought reminds
us of what the chaceof sourcefor the bodk excludes, that cauld have beersupgiedfrom other sources or

commerted onin thetext (e g. see Frnsworth):

» Strikes andacts of resistance

* Acddents

» Therdevane of women's domestic labaur to sustaining male work. The cattinued exlusion of womenin the
direct workforce evenafter World War Two isonly briefly mertioned (capion p.19).

» Thewedlth of the avnersin cortrast to therelative poverty of the workforce

e Pdlution and ervironmenal impad

» Impad of weapary madeby the canpany

» Colonia andimperid effeds

For example, some d the images present workersin high risk tasks, yet accourts of the damer andtheacciderts

are significart by their absence.lronicaly whenone of the authors of the paper borrowedthe bodk from hislocd
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library the personwho served hm recainted aseries of arecdotes abaut his family's expeiences of working in
sted mills and‘the storieswhich don't get told’. He related hav hisfather would sit at the dinner table with ‘big
welts' onhisfacefrom theburns routinely received. Accidents were frequert. One exanple was the job of
pouring the metal in its moltenform andthe frequengy of spillages with life threatening corsequerces. Similarly,
local history welsites like the Steffield Faum chat pages indudestrands of discusdon abait work at Firth
Brown. Same d these stories seemedto ercapsulate the very mundarity of visions which so easily escape
documertation. In oneinstance aretiredworker recall s having encourered aMedicd Officer with alimp (who it
transpires hadhimself been the victim of aserious work acédent) who was very proficiert a removing metal
splinterswith a pair of long-handedtweezers. Theeveryday naure of these acciderts andinjuries seem to

suggest awork cuture in whichinjury were commongace ad not to be canplained abar.

By taking theimagery produced ly the compary itself at facevalue,never probing the purposes behindtheir
creation or questioning alsences from therecord or askng a substantive Hstorical question, Hamilton

inadrertently paforms history as transparernt represertation andsuppresses interpretation.

Discussion

Eachof the exanples of picture bodks chosenhererefled dlightly different paradigms of theloca history gerre,
but in each case the narrative use d photographs suggests that a sort of transformation ha takenplace by which
these images, oncethey are cawght upin thewebof myth, ae“reducedto pure signifying fundion” (Hartley
1992. Barthes suggests tha myth corstructs these different codes as mere mears to anend.These attemptsto
presert bounded andrelatively fixedvisual inscriptions abou specific areas of acity, dosean to opeate through
organising principles which are pre-ordained,just as we ae expededto readthem through the convertions which
have been atlined.

One canmon ground béweenthese worksisthat where they rely onthe pimary representation of the past to
avail able historic visud images, they are a the mercy of the limitations of the source.History isimmedately
foreshortened ly the lack of photos or many other types of images from ealier than themid C19th andusually
thereis scant material before thefad of postcards in the Edwardian era (Jones 2004). Those who organised the
taking of photos, be they corporations or newspgpers or famili es had restricted ideas abait what was interesting
or appropriate to photograph andwhat should bekept. Asthetechndogies of reprodudion have improved more
andmore glossy bodks of locd history phaos are published. Far these to bein any way useful forms of history,
clearly they needto aways probeinto hav the source material itself cameinto existenceand open upthe process
of interpretation. The very naure of photographs, however, in cortrast to mary texts, isthat they cansurvive
shorn of any way of recovering thecontext of their produdion. They are frequently authorless anddateless The
phaographer him or hasdf is always starding behind the picture, auit of sight. Photographs are easy to see &

simply presenting the past asit was.
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Morley andRobins write hopéefully of alocalism based on “dhoice, decision andvariahility” but photographic
locdl histories seem to epitomise theway that Gloca capitalism, working with Enterprise adlture creates false
locdl identities “centred aroundthe aeation of animage, d&alricated world, inauthertic identity, afase ara’
(199: 346) spedficaly an“introvertedand rostalgic historicism and heitage fixation” (350). Hanson (2003,
2010 ferces off a safe suburb from thewider world and Hamilton (2000) reaeates a safe wrporate self
mythology. Thereis a patentialy genune anotionin Liversidge's (2003) exploration of aworld lost both through
his own growing up and busing cleaane andindustrial decline, ut heevadesit with humour and hisfocus on

facts. Giventheredlities of indwstrial decline,dispersal of Attercliffe's populationandmigration, this aso seems

a pat that will soon belost. If we were to imagine awork abou alocality to satisfy Morley andRobins, it would

have to beabaut the presert andfuture as well as interpretations of theimmedate and dstart past, by bath

gendes, ethnic and class groups; it would have to be abou the specific ways wider forces andgeographical flows
are worked ou locally rather thanabou some simply boundedspace and adknowledging corflict; it would need

to hemultimogda rather than rely solely on arailable imagerny,

Hg. 1 The Globe Picture Hall, Attercliffe Common
(in Liversidge p37) 1914

Hg. 2 Attercliffe Mart, second hand -dealer (in
Liversidge p31) 1970

Fig. -3 Skating a Crosgpool 1904(in Hanson p4)

Fig.4 Bus outside premises of Harry S Ranson, grocer and
post office 1927(in Harson p10)
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There is some sense that the wse of historical imagesis now evolving online On the onine photo sharing web
site, Hickr, the BBC (2010) invites photographers to “turn bad time” by juxtaposing old and new photos of their
local high street. Historypin.com does something similar with old photos organised in relationto Google
stredview. But anew gerre of photograpty “looking into the fast” referencesthethenand nav gerre through the
phaographer holding up apast image ajainst the presert scene to create anew combinedimage
(http://www.flickr.com/groups/lookingintothepast/). Thisillustrates the refashioning of familiar gerres through

“vernaallar creativity” (Burgess200). Rather than anly corsuming, the Rickr groupinvites usersto aeate ther
own nav imagery. Thememe ha beenfurther refashioned ly Streemuseum, the Museum of London’'s mobile
phoneapp that allows youto seeanimage d your currert location (cadculated wsing GPS asit appeaedin the

past (http://www.museunofl ondon.org.uk/MuseumOfL ondoriResources/app/you-are-here-appindexhtml).

Although user created cantert is not indudedin this case, the phoneapgication expand thepotertial awdienceto
yourger users andthechoice d imagery, such & Emmeline Pakhurst chainedto therailings of Buckingham
Pdace suggest subversive posshilities. Thus the gerresandmemes of local history representation ill have life to
reach new and active audiences. More fundamertaly, massphdography will changewha is availade in the
archive. Although still influencedby cornvertion, the range d what is photographed has and cotinues to expand.
Asthe60s, 70s, 80s andonwards becane Hstory, enter the achive, thediversity of imagery andrarge o

engagemerts with the past will also expand.

These remnfigurations of thetemporal traces surely have grofound consequences for the mearing and exgrience
of place They offer new waysto re-use the traditional genedogy of place identity and eenthe more gurky and
individualistic treatmerts contribute to the accumulated semiotic resource which make upthemyth of a dace.As
De Certeau(1983: 160) suggests. “Stories abou places are makeshift things. Theyare canposed d the world's
delris... thematerias (all therhetoricd details of ther ‘ marif estations’) are furnished ty theleftovers from

nominations, taxonamies, heroic or comic predcdes, €c.,that is, by fragmerts of scateredsemartic places.”

Thus pictorial bodks are part of the accunulated stories; richly indexical, at times misleadngly authoritative,
ideologically blinkered,and a others more hanestly solipsistic, through which we g fellow travellersireaders

medate aur sense of place.
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