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ABSTRACT

This Masters of Design by Project is focused on photographic documentary storytelling.
This research is a study of the relationship between a documentary photographer and
two teenage girls. It unpacks how an invitation to collaborate in the creation of a
multimedia documentary exhibition developed into an opportunity to research the
methods of participatory documentary photography. It examines how the use of digital
media, incorporated with collaboration, influences the very threads and textures of the
resulting exhibition.
It is presented in three parts. The first is an exhibition of stills images presented as A0
ink jet posters, a seven and a half minute animated multi-media photographic
documentary, displayed on a 40 inch portrait LCD screen, and a live interactive Blog
site viewed on a 24 inch computer screen. The second is a 30-minute multimedia visual
presentation. The third part is this document, the written and visual exegesis. In this
document I will make reference to the work by its project title, Beyond Documentary.
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INTRODUCTION:

The research conducted for this project looks at two components within my practice
of documentary photography. The first is the use of multimedia technology, and the
second, the collaborative process. In particular Beyond Documentary sets out to
investigate the relationship between the documenter and the subjects, by exploring
methods, both theoretical and practical, of participatory documentary and its impact on
the production of a story. It is important to point out that in existing literature, there
seems to be limited in-depth reference or discussion about photographic documentary
collaboration with subjects involving access to recording devices and content decisions.
Because of this I have partially used a heuristic method in my research. I have
referenced original interviews with practitioners working currently in traditional
documentary photography, and documentary film. I have also included contemporary
projects and social organisations, which utilise participatory photography methods as
key to their project design.
While this research acknowledges documentary film when assessing subject
documenter relationship, it is important to understand this project is a photographic
project. Its main aim is to test new ways the documentary photographer might record
and distribute/display their work. The photographic essay in this research focuses on
the lives of two teenages from Manurewa/Mangere, in Manukau City, South Auckland,
New Zealand, spanning a period of 12 months.
“The key objective of the documentary photographer and film maker is to give
people the right to have a voice.” (Q.Wong, personal communication, May 12,
2008)
According to Denise Keim ‘Purity and freedom’ are words used by the documentary
photographer to describe what the medium means to her. Purity, being the relationship
between the photographer and the subject, and freedom relating to the creation of
images as life. (Keim, 2001)
‘Social Documentary’ is used to promote empowerment, self-reflection, and new
understanding of an individual and community within society. (B. Evans, personal
communication, July 2008)
7

From the mid 1800s and through to the present, socially responsive
documentary photographers and film-makers have worked towards representing
the voices of individuals, groups and communities using visual story telling to
empower and educate toward creating positive social change. The recent
introduction of digital technology, particularly the use of mobile phones and
compact digital cameras, has facilitated the voice of those that have traditionally
been under represented in the media, providing them with the potential to tell
their own stories.
I am interested in the various relationships within a documentary project. This
has spurred the following questions: Can participatory, collaborative interaction
with the subjects of the documentary bridge communication gaps between
documenter, subject and the audience through distribution, thus providing better
representation? Can the process provide a significant experience during and after
the production for the subjects?
These issues are explored by focusing on the teenage subjects and their
engagement with the self-reflective potential of photography. I examine the
interaction between the collaborators, the documenter’s role and actions in the
relationship with the subjects, the exchange of power, and sharing of authorship.
The aim as in Griffith’s words, was:
‘To encourage the use of documentary photography by enabling those
that have traditionally been the subject of such work to become its
creator—to have control over how they are perceived by the rest of the
world, while simultaneously learning a new skill which can enhance their
lives.’(Jones, 2008).
To contextualise the participatory approach, I look at specific aspects of subject
self-representation as it occurs in both traditional and contemporary
documentary photography and film. As stated by, Collier and Collier:
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“An observer’s capacity for rounded vision is certainly related to the
degree of involvement with environment.” (Collier, p. 5)
As documenter I engage in a conversation, which investigates the ethics of the
subject/documentary maker relationship. I use ‘in the field’ experiences with the
subjects to provide possible solutions to the documenter’s proposed project
outcome. While working with different groups the challenge of technical and
situational communication is evident. As Deborah Lawler-Dormer, Director of
the Moving Image Centre Toi Rerehiko in Auckland and convenor of the MIC
digital story telling project explains, “Each group has its own level of sensitive
social issues to be considered”. (D. Lawler-Dormer, personal communication,
August 2009)
In addition, for the subject, interest in and access to digital technology also plays
an important role in understanding the process of story telling.
Throughout the project I cite ‘one on one’ situational interviews with the
subjects, providing the context for analysis of my position as the documenter,
my relationship with the subjects and how digital technology within the
environment might contribute ‘to allow the whole person to speak’.i ( Barclay,
1990, p. 12). These interviews are central to the direction of the project as the

journey progresses, while challenging the perception and interpretation of
communication for the documenter.
Distribution will be effected through new media: commercial LCD billboards,
(Out-of-home-advertising)ii a blog site specifically designed for this work, as well
as posters for placement in the community within which the subjects live. While
the project premise frames the work within the codes of traditional
documentary photography, for example a photographic documentary record of
two teenagers living in a suburb of Auckland, the aesthetic style of this work
undercuts conventions of documentary photography’s distribution. I discovered
through my practice in recent years that clients expect stories shot in digital,
delivered quickly and sometimes through the Internet. This project tests these
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alternative modes of distribution by utilising multimedia. Since 2004 I have used
film production and distribution to support my photographic images in the story
telling process. While this method has enabled the work to reach a wider
audience, there are limitations due to production costs.
0.1 The Setting.

My 15-year career specialises in documentary and advertising photography as
well as moving image. During this time I have developed and retained particular
ethical values pertaining to my practice. Documentary photography for me must
be about the celebration of human uniqueness and difference, resulting in unity
and understanding. The value of any project I undertake is therefore only
successful for me with empathetic interaction with the subject/s,iii the people,
community, or group photographed. This approach enables me to record a
diverse range of social and cultural personal situations and relationships. For each
project I challenge my values, by asking the questions, “Am I communicating my
observations from an objective perspective? +How can the subject/s be better
represented?”
With the above questions in mind, along with my interest in the development of
digital multi-media technology within community, I decided to go back to the
community, where I spent the first 20 years of my life in Manurewa, South of
Auckland.
South Auckland – The community.
The current social identity of ‘South Auckland’ is largely governed by media,
often unfairly.
‘And I suggest when writing about them, journalists in particular should
stop reaching automatically for their cliché dictionary (“mean streets”,
“trouble in the hood”, etc). These are lazy, careless phrases.
They stereotype and demean the large majority of people who
live there, who are not hapless and helpless ghetto-dwellers, but
whose main aim is to try to lead decent lives’. (Ringer, 2008).
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Upon reflection of this stereotype I was driven to find a way to challenge
the general ‘image’ of ‘South Auckland’.
Meet Nikki and Annie:
It’s a Friendship is a multimedia photographic essay, forming part of this
Masters research project. It documents two teenage girls and their dayto-day lives spanning a 12-month period.
My relationship with Nikki and Annie started on the 16th of March 2008
when I was photographing the process of Ta Moko (Maori Tattoo) in a
garage of a friend’s home in Manurewa, Manukau City. Nikki and Annie
lived in the neighbourhood, and both, at the age of fifteen had recently
become school leavers. They were hanging about looking after the
neighbour’s babies, smoking cigarettes and talking with friends. They
asked me what I was doing. They seemed interested, so I asked them if
they wanted to be part of a photographic documentary project? They
replied, “Oh, yeah! What do we have to do?”
In many ways Beyond Documentary’s key protagonist’s Nikki and Annie
are just “ordinary” teenagers. Indeed it is a celebration of the normality
of their lives that I attempt to portray and which paved the way for the
collaboration and resulting multimedia exhibition.
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CHAPTER 1: What was gained/learned by the participatory
approach?
1.1 Research past and present methods of documentary photography
It is important to understand the origins of documentary photography in the
context of social reform, its impact on society, and the history from which the
medium emerged. I research past methods of documentary photographers to
measure the photographer’s approach to his or her subject/s. Vicki Goldberg
determines how Jacob Riis a Danish photographer is the first to report on
poverty with articles and photographs. (On Housing conditions, (Goldberg, 1991,
pg. 49)). In 1890 this made an enormous impression on the country’s leader,
Roosevelt who read the article, and as a result closed down the unliveable
housing, while continuing to support Riis with his courses.
“Photographs gave Life (magazine) its power, but Life knew how to use
them” (Goldberg, 1993, Pg 49).
An early example of the use of photography to sell products and political
messages was the images of Guerrillero Heroico (translated in English to “Heroic
Guerrilla fighter”) commonly know as the famous Marxist revolutionary Che
Guevara image made by Alberto Korda on March 5, 1960. The Maryland
Institute College of Art called it the most famous photo in the world and its
impact socially, politically and commercially stands to gauge the effect images
came to have on the greater world at large. (Goldberg, 1993 p.52)
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©Dorothea Lange Fig 1.1
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In the 1950s a need to rediscover human dignity after six years of war motivated
many photographers to become more empathic than intrusive. The introduction
of the small camera paved a clearer path for those who wanted to photograph
human emotion. Photographers employed the image as social observation,
facilitating insight into the subjects intellect or feelings. (Goldberg, 1993, p. 163)
Time is a contributing factor to the relevance of photography as service to
society. As history repeats itself with continued human rights violations,
photography plays a key part in bringing about awareness of these atrocities. An
example is the 1971 book Vietnam Inc, produced and published by the Magnum
photographer Philip Jones Griffins. It became one of the most powerful books to
come out of the Vietnam War and contributed to changing the public’s
perceptions of the war.
The environment in which documentary photography is situated has evolved
since its introduction to the world. Digital media has changed the way in which
material is recorded, the distribution of the story and the expectations of the
public. Markets have changed drastically with the introduction of television,
changing patterns in print, and the technological revolution of the Internet. As a
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result societies concept of photography has changed. Gerry Badger (G. Badger,
2008, p. 118) put it succinctly when he said:
“Reportage has become the poor cousin of Art Photography, since the
advancement of post modern thought and the digital revolution, the very
idea of the photograph as concrete witness to events is regarded with
suspicion.” (G. Badger, 2008, p. 118)
Nan Goldin states for a journalist of the UK Newspaper the Telegraph:
“I didn’t think anyone had the right to photograph a stranger. But now I
know that there are other ways that people photograph strangers with
compassion, either as a reflection of themselves or where they go deep
into a relationship in some way or help people.”(Beyfus, 2009)
This statement from an artist who photographs her own world supports the
notion of an empathic approach from the documenter. The digital age has given
increased access to a wider variety of tools with which to create and share
stories, including recording direct, subjective experience. To do this,
documentary makers are giving subjects the cameras and technical knowledge to
shoot their own imagery. The film Voices of Iraq is a good example, made
through collaboration between the people of Iraq and the producers.
For me the heart of ‘documentary photography’ is the practitioner’s intention to
be objective in the representation of the subjects, and to engage its audience in
the human emotion, each with their own method. One of the key objectives of
this research is to test the participatory method and its potential for the
‘objective story’.
“Concurrently there is a movement toward the individual conscience and
personal voice. It has grown ever stronger and more pertinent since
ordinary people in the rebellious 1960’s began writing their own history.
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The person in the street, long the subject of documentary, can now
author it”. (Rabiger, 2004, Pg. 44)
Other photographers and academics have reflected on the advance of
technology and its contribution in allowing the subjects voice to be heard. In the
commercial sectors this developing medium contributes to the media opening
up to accepting content. And audiences know this and respond in the
expectation of personally recorded stories.
So then how does this affect the quality of story? What is the role of the
traditional documentary photographer, both in the techniques used, and the
relationship between practitioner and subject?

1.2 Participatory photography, the practitioner’s role.
One wet day in June 2008, while visiting a friend in South Auckland, I met Nikki
and Annie. They live a five-minute walk from each other, and spend most of
their days together. They were both hanging out at an older friends place,
smoking, drinking cups of tea, and talking. I very easily became part of their
conversation, talking casually about day-to-day happenings. My ease with the two
teenagers subconsciously supports the fluidity of this new relationship. The
Russian actor and dramatic theorist Konstantain Stanislavski notes that what we
think has a visual outward effect. (Rabiger, 2004 p. 349). Or, that our thoughts
create the way our communication is received by the outside world. The
photojournalism students I currently teach frequently question their ability to
create authentic imagery. My reply is: you need to know yourself and be relaxed
about the way you choose to interact. Each of you will have a different approach
because you all have your own unique character. So when communicating with
your subject, do so, in a way that is most natural for you. Insecurity of any kind
leads to loss of focus. If you feel uncomfortable then your subjects will also.
The first task in this project was to establish my role. To begin I collected,
15

recorded and observed the environment and subjects with a series of images
and sound recordings. This method was used to compare the traditional
approach of documentary photography with a participatory one. In the case of
Nikki and Annie and the environment, I am comfortable that I understand their
language, and with ease, communicate without being self-conscious.
Participation or joint decision-making was used to make photographs of the
‘girls’ vwho asked if I could do some photographs of them hanging out. Upon
reflection, I realise, the most natural way for me to photograph is to give the
subjects the control to decide what feels most natural to them. In the case of
this first shoot, we initially made the decision to go outside in the street, and the
girls would continue to ‘hang out’. It was mutually agreed that I would
photograph them. Once outside however the girls asked for direction so, I
positioned them in the middle of the street, suggesting an idea. With the
intention of showing their friendship and environment, I suggested they stand in
the middle of the quiet cul de sac, and with body gestures show their closeness.
I chose a wide focal length to include the background. In doing this we can see
them (their friendship) in their own environment. They agreed and we made
suggestions together about where they might stand.

Fig 1.2 Nikki and Annie at the end of Nikki’s street in Clevedon, Manukau City. 14 June, 2008.
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Popular culture theorist and artist, Janet Lilo researches the way in which we
represent ourselves and how we edit our own identities in reference to time
context and place. Focusing on social networking sites such as Bebo, Myspace
and Facebook, Lilo in a personal interview describes an interest in how people
portray themselves publically on the Internet. (J. Lilo, personal interview, 4 April,
2009). The girls likened our time together as an opportunity to make good
‘Bebo’ vi portraits. Striking pouted lips and hand signal poses which they directed
and controlled, it was their own photo session. Lilo suggests the use of the
Internet for an individual is a platform for fame. The girls take on this directorial
role easily due to the natural approach in photographing, a style not too
dissimilar to the casual pose in front of the snap shot camera when being
photographed by friends. They trust my intention at this stage in our relationship,
which is to make them look as good as I can.
Serena: How is life here?
Nikki: Things are okay at home. I don’t do much during the day
Serena: What do you want to do with your life? How do you see yourself?
Nikki: I don’t know what to do with my life. I like music and dancing.
Serena: Is it good living in South Auckland?
Nikki: Yeah, I feel safe because I have a safe house. Knowing people here makes it easier.
But because we live in South Auckland we are seen as criminals and thieves. I’m not a criminal. It would be good for people to see me as I am, as a good person. It’s scary that I am
misrepresented. SMG ‘Strictly Maori Girls’ I am proud to be Maori. Maori Hard. (Stevenson,
2008, Transcribed from a sound recording)
It feel’s like I have less opportunity, cos everyone thinks we are bad. I’d like to show we
are not bad.

When a person speaks openly, particularly for the first time, it can make an
impact on the documentary relationship. Rabiger describes a sense of sharing, as
a “privileged moment”, resulting in closeness. (Rabiger, 2004, p. 181). When
examining the role of the documenter in the above conversation with Nikki, my
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aim is not to study the identity of ‘a teenager living in an isolated suburb’ as the
visual anthropologist,vii or, the ethnographers scientific description of individual
cultures. My aim was to give the subject an empathetic introduction to the project.
Before I asked Nikki the above questions, I told her about myself. In his 1996 essay
Georg Simmel affirms that all social interactions are guided by a quality of faithfulness,
where a commitment is established in which intimate sharing is exchanged. This
faithfulness he explains is the key to the unity of social community. (Simmel, 1996,
p.41). The comfort generated in my relationship with the girls can be attributed to my
knowledge of the area. As Collier and Collier suggest.

Fig 1.3 Serena and Nikki 13.07.08 Manurewa, Manukau City

The use of a small high-resolution compact digital camera supports the intimacy
of the relationship. I include myself in the picture ‘taking’ as I am a part of the
goings on. Without intention this action develops trust. Nikki sees me in the
picture, as a collaborator in our relationship.
Collier and Collier (Collier Jr, 1967 p. 75) write:
“The concept of photography as a “can-opener” into human
organizations has proved to be a sound one, if the research opens in a
logical and sympathetic way, in terms of values of the native culture”.
This concept helps me to emphasise the need for my interactions with subjects,
to be as open as I can. The action of sharing, collaborating, putting myself in the
firing line of the camera, determines my role in participatory photography as a
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facilitator and collaborator on shared terms. This is illustrated in the diagram
below. The role of the practitioner becomes that of the facilitator, photographer
and collaborator. The roles Nikki and Annie experience are those of subject,
collaborators and photographers.

Fig 1.4 Hand drawn diagram, Serena Stevenson

1.3 Relationship between documenter and subject.

To experience social interactions between people as visual anthropologists do,
we must observe the various relationships between people. For example:
“Who speaks to whom? Who goes where? And when. (Collier
and Collier 1967, p. 77).
In the case of this project, an analysis of how Nikki and Annie choose to
communicate helps the documenter to gauge the appropriate time to
contact his or her subjects. It is observed that Annie gets out of bed at
around 10am each morning, then spends the next 2 hours cleaning the
house. It is best to call or text her around 12 noon and make a time to
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see her at around 1pm. This leads to an easy and ‘true’ result. Collier and
Collier explains:
“Juxtaposition must be recognized and memorized in a flash, and
personalities must be accurately perceived.” (Collier and Collier,
1967, p. 78).
The method used to explore the value of a greater degree of input
made by subject participation, was the careful record of dialogue
between the girls and myself. Using mobile phone text messaging, Bebo
messages and the telephone, I was able to keep track of the girls and their
photographic progress. Working with teenagers can be challenging. Liz

Thomson explains the biggest challenge is motivation:
“Some of them would much prefer to sit under a tree and drink a
cup of tea”. (L. Thompson, personal interview, September
2009)
Thompson, along with Gavin Spokes, both documentary photographers,
have designed a program for indigenous youth of Australia called Sharing
Stories. Thompson and Spokes go out into isolated indigenous schools of
Australia and teach the children how to use photography, video, and text
to tell their own stories. They describe their roles as facilitators and
teachers. They say Sharing Stories enables them to gain usually very
difficult access to the stories in the communities. For example the Wind
Song is a story made by the children, about a smoking ceremony the old
men of the community came to do when their teacher passed away.
This ceremony was not seen by the parents until they saw their
children’s clip work which was posted on the Sharing Stories website.
With this in mind, I can reflect upon my position as a photographer in
Beyond Documentary and the relationship with the subjects. There are
many roles I take in this relationship. Collier states the movement of the
photographer must be slow and unobtrusive; he or she is essentially a
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public figure and must use tact and diplomacy when in the field. This
manner contributes to the access the photographer gains in a
community, which in turn consolidates the role of the photographer.
With Sharing Stories the facilitators take on similar values in their
approach to being in the community. They are communicative at all
times, making sure they are constantly respectful of the children’s needs.
Whether they are behind the camera or teaching the skill of
photography, the approach in both roles is one and the same.
When editing the pictures the girls have made, I am in constant
communication, giving reasons why an image may be the better one to
use, while at the same time hearing their suggestions. This form of
communication leads to shared input toward the final exhibition. An
example of this can be seen in the decision Annie made to photograph
her shopping area. The following image is printed as a street poster with
a quote from Annie, “We go for walks to the shop”. The hand in the
bottom left side of the frame is Nikki’s hand. Although this image is
made by Annie (photographer), we worked together (collaboration) to
decide on the final treatment of the image, including the text. We then
decided it would be printed and exhibited as one of the street posters.
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Fig 1.5 We go for walks to the shop – Annie Latu.

In an insightful article, Undoing Documentary written by art critic, Robert Graham
on the work of photographer Donigan Cumming, Graham explains how
Cumming asks his subjects to collaborate in his project; to present themselves
and their surroundings in ways they would not themselves have chosen. His
subjects become actors in a theatrical production where the community and
photographer are in agreement, but not in unity – as a contract. This makes the
viewers uneasy (Graham, 1984, p. 01) It can be seen here that the subject/
photographer ‘relationship’ in this work is determined by a strong direction of
the projects aims from the documentary photographer. The collaboration is a
fabricated reality intended to exaggerate the ‘real’ reality. The photographer and
subjects relationship is not one of collaboration but of a contractual agreement.
This in my opinion is not a unified relationship that cares for the representation
of the subject, but one carefully manipulated by the photographer for the sole
purpose of an art statement. When making decisions with Nikki and Annie, I
must give them the space to generate ideas for themselves. If I do not do this I
22

am in danger of breaking the boundaries of the project we agreed on from the
beginning.
Later in chapter three I discuss Beyond Documentary’s collaborative
relationship between both parties and the balance of power. In
Cumming’s work the power is heavily weighted towards the
photographer. In Beyond Documentary the power-relationship attempts
greater balance through constant communication and understanding.
1.4 Quality of story when using collaborative methods.
Collaboration in documentary story telling can be seen as early as 19934 emerging in its early days from Dana Atchley and Joe Lamberth’s
Centre for Digital Story Telling, (see appendix) in a strong new movement
known as ‘Digital Story Telling’. viii This focuses on engaging marginalised
people, groups and communities as producers of the stories that matter
the most to them – (McWilliam, Pervizpour, 2009, p. 245). In an essay
about digital story telling with youth LoraTaub-Pervizpour says:
“I believe our efforts help local youth raise their public voices and
contribute to the development of their “agentive selves”.
(McWilliam, 2009 p. 245)
Nikki and Annie live in an isolated part of Manurewa, without regular
school or community support, and are shy when communication is
needed outside their own environments. It can be seen in a video clip
made using the compact camera, when Nikki decides to call the youth
prison to speak to a friend. She asks Annie, “What should I say?” (Nikki
often asks Annie for support). This is a self-reflective moment for Nikki
when the clip is played back to her. It reveals her shyness on the
telephone and she admits she needed to be more confident. My focus
here is on quality of story for the participants as it happens. Through
reflective analysis of the digital story telling objective, I can acknowledge
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the result of positive empowerment. In the case of Nikki and her
telephone recording this, has a positive effect on her development
toward being more confident.
In order to set up the framework for the participatory method, where
subjects themselves conceive and record their own images, I note how
important it is in the collaboration to always show the participants the
images I have made. I show the girls the visual diary I have compiled, with
images and hand written notes. They respond in a way that surprises me.
My first impression was that they would be shy about seeing their
portraits with personal notes. But instead they are both happy and like
the notes. They express a feeling of elevation to see someone had made
an effort to write notes about them, and then openly share them.
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Fig 1.5 Visual diary – Serena Stevenson.

Miller (Miller, 2006) explains how images are shared in the Images from
the Streets exhibition, where homeless people photographed their own
community. The images are used as tools to explore and communicate
the experiences and identities of the participants, which create a sense of
belonging. The photographs show the expression of their hopes, angers
and visions. A participatory project titled ‘Images from the Streets: Art for
Social Change from the Homelessness Photography Project’, (used the
participatory method to generate social justice for the homeless), took

participation another step, by adding to a visual diary up on the
community wall. It became evident in the Beyond Documentary, project
that by showing the girls my images, it resulted in self-reflection. In
addition to this, it became a photographic teaching tool, contributing to
the knowledge the girls needed to make their own images.
When using photography as “A Tool for Organizing Sociability in
Neighbourhoods and Organizations” trials found that taking photos within
a group and the enhanced access to viewing pictures provided by
technology, received an enthusiastic response that bridged gaps and
broke down barriers within a group (Resnick, 2002, p. 4).
When Nikki explains in an interview that youth from South Auckland
feel misrepresented by the national media, I reply with the offer to teach
her to use photography to show what South Auckland is like for her.
Lora Taub-Pervizpour explains how digital story telling provides youth
with a powerful tool to express themselves (McWilliam, 2009, p. 246).
Producer of Sharing Stories, (working with indigenous youth in Australia),
Liz Thompson says that without giving the kids the cameras to record
their own stories, the Australian public would not have this information
about these communities. Through trial and error, I discovered my
original ideas agreed on with the girls didn’t always come to fruition. For
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this process to be powerful for the subjects, they have to control the
story ideas. Thompson explains:
“The development of story idea and the input we might have really
depends on the kids needs. We have had some kids who come and
say, (one girl) “I want to do a story about ….. and I’m going to go to
the old lady and I’m gona get the traditional story…” We give her a
camera, and she come back with a story, a series of images. We show
her, but she basically compiles the whole thing….they may need help
with structure, it is really varying degrees.” (L. Thompson, personal

interview, September 2009)

Talking with Thompson about her very recent experiences of Sharing
Stories excited me. Her findings supported my investigation when
assessing the value of story compilation when collaborating. It is the
experience of the collaboration for the participant that enhances the
story quality for them. Alexandra Halkin, (Halkin, 2006) in an article
about the importance of indigenous media states, it is both in terms of
product and process that offers a “best practice” model of cooperative,
transnational indigenous media making. ix
The involvement of oneself personally in a project has to be considered.
Lora Taub-Pervizpour (McWilliam, 2009, p. 246) describes there are
certain situations that have forced her to look into her own social
identity when working in digital story telling. In Beyond Documentary
when I am recording the conversations’ with the girls I am also recording
myself. The play back of our communication is insightful for me, as I
observe my attention to detail, while at the same time assessing my
desire to create an interesting story. In the beginning of the project I find
myself directing the conversation slightly. As time progresses, I release
this need, so I free up the conversation and hand over more control to
the girls, while only giving direction when I can see the need for
guidance.
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There are times in making a documentary story when the practitioner
doesn’t have the control to direct the content. When discussing the
development of story ideas, Rabiger (Rabiger, 2004, p. 47-8) illustrates
possible scenarios to keep in mind when filming. Anticipating the
‘stakes’x your protagonist(s) will face. It is likened to a game of poker:
what are the odds on something exciting happening for the subject that
may evoke suspense or sadness. The ‘story’ is essential to the success of
the documentary in a traditional context.
One photograph with a caption can tell a story. For example: The fruit
bowl made by Annie. It tells a story of her family and her creativity. The
image is posted on the Blog xi site as follows.

The Fruit Bowl is full!
Fig 1.6 Fruit bowl is full, text and image by Annie Latu, posted on Bebo.

Today is Wednesday, mums payday, and food shopping
day. I go with mum to help her. We shop for the
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week’s food. I am the one who always puts the fruit
in the bowl because I like it done a certain way.
I made this photograph because it’s colourful & the
fruit bowl itself is a unique shape. It is not full
that often. I think we got the bowl from a garage
sale.
When Annie showed this image to me she said she liked it because it
was colourful. I asked her to tell me the story about this fruit bowl, and
this then became the caption on the site. The fruit bowl experience for
me was the foundation on which I modeled the rest of the
communication about editing I had with Annie. The strength of the
collaboration in relation to the story quality is not only in the product
but also in the process.
CHAPTER 2: How did the new media tools help to facilitate
the project?
2.1 Multi media in the South Auckland youth community.
Joe Lambert writes:
“Digital story telling, like other community- or activist-based film
and video projects, speaks a language that is attractive to vast
numbers of people raised on screen culture.” (McWilliam, 2009,
p. 79-90) xii
Without the advancement of technology and access to the Internet,
cheap digital cameras, mobile phones with recording devices, Beyond
Documentary could not have been produced. This was evident from the
outset; in the first interview with Nikki and Annie a Sony PD170 video
camera was used to record our conversation. Initially it was intended to
be used to record picture and sound. But because of the intrusive size of
the camera (including the camera microphone, 300mm in length), it was
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used only erratically. It gave the impression that the subjects were to
perform for the camera which made the casual approach almost
impossible. I asked the girls if it would be better if I photographed them
and only use the video camera for sound. They agreed. We were in
Nikki’s bedroom, so I placed the camera on her bed next to where I was
sitting, and continued to chat. Barry Barclay (Barclay, 1990) uses a long
lens so that the camera is out of view when filming. Barclay’s technical
premise is one of great importance—the camera is considered a
personality, one that must remain patient, unobtrusive and calm. xiii
“The camera can act with dignity at a hui (Maori
Gathering)”(Barclay, 1990, p. 9)
I chose to use technology that is unobtrusive. To test this I researched a
variety of equipment, starting with compact digital cameras. My
experience has proved that the bigger the camera the more obtrusive it
is. The focal length I chose, 28mm, is testament to my style, as I feel it is
wide enough to tell a story in one frame without lens distortion. The
compact camera must be of a high resolution to ensure good
reproduction quality. To cover all these aspects including a video
function I chose the Canon G10. (14)

xiv

Digital Story telling was developed in the early 1990’s in California after
the home computer became accessible. Some 10 years later the digital
camera made the process even more popular (McWilliam, 2009, p 79). I
photographed on the G10 with a focal length of 28mm with a wide
viewing screen, this made it easy to get in close and use the screen to
show the girls the pictures as we progressed, evoking excitement for
them. Proof of this becomes evident when Annie sends me a text
message asking when they could start using the camera.

xv
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Fig 2.1 Text message from Annie Latu

Annie: When wil you be teaching us how to use camera and stuf like
that?
Serena: I will bring you a camera next week.
Annie: Will the thing include wot we do when we aren’t together? Like
the things we do when we kick it by ourselves?
Serena: For sure you can photograph what ever you want.

The mobile phone also became a mode of communication for us doubling as a
recording device. Mobile phones have reached new heights of technical
capability in the last 10 years, they have become entertainment portals and
channels for the exchange of information, multimedia and email all personalised
and edited. (Hearn, 2005). The mobile phone is a locus of reminiscence and
nostalgia amongst teenagers and, the multi media functions on this portals device
are key to recording memories as a sort of visual diary. While adults have
traditionally kept family snap shots or picture albums teenagers now have visual
portable, instantly communicable albums. (Schwarz, 2009). The mobile phone
acts as a mode for storing memories, some shared and some held in the depths
of emotional experience. Teenagers are familiar with the tools accessible to
them, Schwarz’s article on camera phones and technologies of self among Israeli
youth argues the usage of mobile phones is to record not just for memories but
to give new life to the experience recorded. In the case of Nikki and Annie the
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mobile phone is used to record our conversations, providing a clearer
understanding of the situation when later played back. Annie is amazed when I
read over some of our transcribed conversations as I share with her notes on
my interpretation of her emotional state at various stages of the project.
Research on a mobile-phone quit smoking cessation program for youth in New
Zealand found that young people expressed an interest in the idea of a mobile
phone program to support them in dealing with any particular issues they may
face. (J Med Internet Res. 2008 Oct–Dec; 10(5): e 49). The mobile phone is a
source of communication for Annie. She uploads images she has taken from her
digital compact camera to her phone, then to her Bebo site. Bebo for youth in
South Auckland is popular; most of their pages are full of branded hip-hop, or
Rhythm and Blues imagery. Bebo and text messaging proved to be the best
mode of communication with the girls, it is their world, and for teenagers to feel
comfortable in ‘their world’ is important to the interpersonal and ethical position
of the project. It is the culture that they build around them, with their own
language. Danah Boyd (Boyd, 2008, p. 119-142) from Berkeley School of
Information writes that persistence, ease of searching and replication as well as
certainty, and invisible audience properties, “fundamentally alter social dynamics”.
I found Annie and Nikki to be somewhat shy when interacting, while the social
networking sites gave them the opportunity to express themselves more freely.
It was not surprising then that the introduction of the Beyond Documentary ‘Blog
Spot’ Blog site to upload and share their stories proved also to be a comfortable
platform, or tool for the girls to use in Beyond Documentary. Nikki was less
persistent with the use of technology, as two compact cameras went missing
during our time together. Nikki lives in a less stable environment and unlike
Annie, she has little faith in herself to make decisions. Watching television,
smoking, and interacting with her boyfriend fill her days. The use of media is
difficult for Nikki, so I helped her in the process by photographing with her as
she directed me to photograph what it is she likes around her home. The G10 is
very successful in this process as the wide viewing screen presents images clearly
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and immediately. Nikki is very direct in her communication of what she likes and
doesn’t like so this method of photographing with her worked well, as evidenced
in the following image. It is a wall in her bedroom on which artwork from her
and her friends are pinned. We framed the shot together.

Fig 2.2 Nikki’s art work on her bedroom wall, photographed by Serena Stevenson

There are difficulties with using Multimedia however as Liz Thompson
explains:
“There are huge challenges with internet access in the
communities. The digital technology, some of the kids find it
difficult to grasp. We need to spend the time to walk them
through it. We have funding but we need more people on the
ground. With 15 kids who we have to work closely with, we are
completely stretched, we run till midnight when with these kids”.
(L. Thompson, personal interview, September 2009)
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Being self-funded, all computers and cameras used in Beyond Documentary were my
own. Four cameras were purchased for the project including replacements for the two
stolen cameras. This proved a challenge when working solo without financial support.
As the project progressed it became evident that the success of the project depended
on dedication and flexibility from myself. There is little access to computers in South
Auckland, most families do not have PC’s, televisions taking preference. Annie say’s she
could go to the closest library but it is too far to walk and the buses are expensive. I
drive to South Auckland during our project and pick the girls up, and take them to the
library to edit pictures on my laptop. It can be concluded from these facts that a mobile
studio is the key to working with youth in isolated communities who are not connected
to an education provider. The youth do have the ability to learn when resources are
provided.

2.2 Distribution of story in participatory method using multimedia
The definition of multimedia in the context of Beyond Documentary is to
use many forms of media to record and distribute, while supporting the
narration of the photographic story. Here I discuss the use of multimedia
distribution in the context of a community arts festival.
The freedom to control ones own ‘power’ in the story distribution
process is challenging when working as a photographer in mainstream
media. Constant budget constraints and the ongoing clashes with story
verses advertising space is a regular occurrence. This notion is supported
in the discussion from the book ‘Reclaiming the Media, Communication
Rights and Democratic Media Roles’ (Carpentier, 2007. p. 169). To lessen
these constraints Beyond Documentary’s key approach to distribution is to
use non-traditional media.xvi My initial intention for the project was to
search for a publicly exposed platform within Nikki and Annie’s
community, to distribute the story, thus giving them a ‘voice’xvii within
their own community.
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This platform became the Manukau Festival of Arts (I discuss the festival
in detail later). The project was accepted as part of the Festival of Arts,
in the form of a multi-faceted exhibition: as street posters in the city, a
live interactive blog site and two ten second animated stills with text
which loop on vertical LCD commercial advertising screens.
As a platform for distribution it became evident the Festival had both
advantages and disadvantages. One major difficulty is working with a City
Council without funding. Although I did not get a direct response as to
why the project was not funded, I speculated that it was because the
distribution of cultural content on existing advertising LCD screens in a
public place has not been done before in New Zealand so it was not a
considered to be within their existing funding norms.
Jessica Clark and Patricia Aufderheide argue that the self-indulgent
consumer culture is dictated by commercialism, where the motivation is
to satisfy advertisers and entertain rather than bring about the discussion
of vital issues. (Aufderheide and Clark, February 2009). So when
designing ideas for Beyond Documentary’s distribution I decided the best
option was to utilise commercial platforms. A catalyst for this was ignited
when Nikki, Annie and I agreed that to some extent the national Media
here in New Zealand often negatively represents the youth in the
Manukau City community. The girls wished to have the opportunity and
power to share a small piece of their ‘normal’ lives, with the intention to
give a new experience of the identity of local youth to the public. The
mixed commercial and comfortable visual environment for the arts
festival proved to be a great tool to achieve this.xviii
Clark and Aufderheide support an evolution I experienced in the last 10
years from working in media when they say:
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“Not only is much more content now available free, but advertisers are
migrating online with it, supporting new media players, such as search
engines and social networks. Open platforms for sharing, remixing, and
commenting upon both amateur and professional media are now
widely popular—hastening the demise of print subscriptions and
“appointment television”. (Clark and Aufderheide, 2009, p. 48)

The platforms are there and have been for sometime, Beyond
Documentary tested these waters with some degree of success when
EYE Media (owners of the advertising LCD screens) accepted the
proposal to screen the images during the Manukau Festival of Arts.xix
Carpentier suggests participation ‘in’ the media and ‘through’ the media is
a human right, a right that extends to distribution. (Carpentier, 2007, p.
89) Realising the strength in the term ‘community project’ within the
commercial sector and marrying it with the inclusion of the project in the
arts festival provided strength during the planning of the exhibition, and a
good distribution outcome. The publicity supplied by the festival
organisers, which resulted in media articles and the advertising of the
project, included an advertisement in the festival catalogue, which was a
significant advantage.
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Fig 3.1 Page 30 from the Manukau Festival of Art 2009

While there were some funding issues, the challenge of multimedia distribution
through the Manukau Festival of Arts held many rewards for the project. (Each
platform advantages are further broken down in (chapter 4).
To conclude, the use of multimedia distribution and the partial control of the
distribution by the participants of the project gives empowerment not only for
the subjects, but also contributes to a licence for creative freedom within the
project, a very desirable situation for many documentary practitioners. Although
this creative control is limited by LCD screen formats, the time frame of the
festival, Blog site design, poster placement and costs, the festival offers much
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more freedom of exposure of story than the conventional methods of
distribution.

CHAPTER 3: What issues came up unique to collaboration and subject
participation?
3.1 Exchange of power, ethics and authority.

In Sarah Pinks book, Doing Visual Ethnography, she quotes Barabash and Taylors
who say:
‘ Documentary filmmaking is by nature collaborative. Quite simply, it’s
impossible to make film about other people completely on your own’.
(Pink, 2001 p. 188)
Barabash also notes that in film, the filmmaker will remain the real author, and
the notion of collaboration becomes an ethical contractual line. This certainly
could be said for the genre of television documentary where the production
company controls the edit, and the subject has signed a release form that hands
over the rights to the producers of the film to use the person’s voice and image
in any way within the limits of the law. This reference is also noted in,
Documentary and Collaboration: Placing the Camera in the Community. In it
Elizabeth Coffman suggests that:
‘It should not be surprising, then, that most documentary filmmakers and
educators have not embraced the lessons from “marginalised” or
“alternative” collaborative media but rather draw from the more
professionalized history and language of filmmaking—authorship seems
to be in question with collaborative work (Coffman, 2009, p. 66)
This is also evident in an interview with commercial filmmaker and photographer
Bryn Evans, who states that he would not give the control to his subjects, as it
could create all sorts of authorship problems. Evans claims the creative freedom
would also be challenged if one handed the cameras to the subjects. However
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he agreed that if the treatment (visual style) of the project required this kind of
subject participation to contribute to the story then he might consider handing
over the power to record to the subject/s. The tradition that Evans’ practice
exemplifies, translates the subject’s story to facilitate a commercially saleable
product. Evans sees the collaboration existing in the context of careful
consideration of the subject’s objective voice by the practitioner. (Stevenson,
2008) Coffman closely examines community media to find the general
reputation is low quality, unprofitable and distributed poorly, therefore to
collaborate with subjects and share authorship is not favourable.
My methodology is to cite ‘one on one’ situational interviews with Nikki and
Annie, providing the context for analysis of my position as the documenter, my
evolving relationship with them and how digital technology within the
environment might contribute to allow the whole person to speak. In the first
chapter of his book, Our Own Image, Barry Barclay emphasises the relevance for
him as an indigenous filmmaker to connect with the people he is filming (Barclay,
1990, p.11) To do this he engages on an intimate level with all involved in his
film productions to ensure all the subjects have the power to speak, and to be
heard. When I communicate with the subjects in Beyond Documentary I make
reference to the situation in discussion engaging the subjects in the decisionmaking process while documenting and recording our interaction.
Coffman quotes findings from Barbash and Taylor who acknowledge that some
critics state that the idea of collaboration is a mysterious practice. They also
address the issue at the heart of subject/maker tensions:
“The danger is that the filmmaker may remain the real author, with the
participants simply being brought in to legitimate a collaborative rubber stamp.”
(Coffman, 2009, p. 66)
Coffman’s ideas reflect some of my own thoughts particularly with regard to the
question of power and ethics and its connection to authorship. A traditional
perspective is typified by the documentary photographer as the observer and
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emphasises the importance of singular authorship. This perspective challenges
the practice of collaborative media, and therefore the Beyond Documentary
project risks misinterpretation. The biggest challenge, when presenting this
project as a multimedia collaboration, is the subject of authorship of the ‘work’.
This issue generally producing the most discussion and criticism. As I reflect on
this, I realise the importance of an appropriate contextual background in
community media. There has been a significant rise in collaborative documentary
in the professional sector exemplified in projects such as the Chiapas Media
Project, Indy media, Videofreex, Raindance Corporation, Ant Farm, and Born Into
Brothels. These are important historical examples connected with community or
“guerilla” media. Many of these projects have not yet been extensively critically
examined in studies, but are practical testament of the increasing acceptance
from documentary professionals of collaborative media. Coffman’s article on
placing the camera in community reminds us that there should be more research
in this area.

3.2 Question of Authorship?
Consider the work of documentary maker Lauie Clark and presenter Pam
Corkery in “The Gangs” which constitutes a negative media perspective of
South Auckland youth. In this case a presenter’s scripted narrative controls the
audience’s experience of South Auckland youth. I share the authorship with
Nikki and Annie, the control of how their stories are represented, by providing
them with cameras, skills in visual story telling and editorial involvement, while
teaching them how to visually narrate their own stories. An example of this can
be seen in a visual statement they chose to make about themselves, focusing on
the intention of their graffiti art. Considering this, Nikki and Annie become the
contributing authors of Beyond Documentary, ‘authors’ as the subjects, the
participants and the audience.
Within the theoretical framework and my practice as an ethical documentary
photographer, I assert that by using the method of shared authorship and
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collaboration I facilitate greater value in the project for Nikki and Annie. In an
interview, Quijing Wong, a documentary producer, stated:
“The key objective of the documentary photographer and filmmaker is to
give underrepresented people the right to have a voice.” (Wong,
personal interview, 12 May 2008).
Nikki and Annie have authorship of their stories, they control how they are
represented, Rabiger points out that the ethics of documentary include the right
of privacy, and the potential violation of “using a human being to make a point”
Liz Thompson of Sharing Stories explains further:
“We teach and facilitate young people from marginalised indigenous
communities here in Australia how to tell their own stories using
photography, they learn how to express themselves creatively”. (L.
Thompson, personal interview, September 2009)
When travelling into the moral terrain of representation, complex questions
surround the practice of documentary, questions of truth, purpose, difference,
relationships and power. On what grounds is ‘truth’ xxrecognised by filmmakers,
film theorists, critics and historians when considering the interpretation of the
data they collect? An image made by the photographer of a subject unavoidably
introduces his or her subjectivity into the situation. In my experience, with
respect to this and other projects, it is shared whether the subject has the
camera or not. The audience will interpret the story with guidance from the
creator, but in the end they are also authors to the story in terms of their own
interpretation. I play my part, and so do the subjects. In this case Nikki and
Annie are authors of their own representations as participants, as photographers.
This approach has highlighted the potential advantages of shared authorship for
all those involved in the project. Nikki and Annie are acknowledged as artists in
all printed and electronic material related to the work, with myself
acknowledged as another artist and the overall project director. The three of us
share authorship of the project, as the creators, editors and distributors of the
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project
CHAPTER 4: Story distribution. New Media.
4.1

Manukau Festival of Arts:

As stated in chapter two, one of the key aims in positioning Beyond
Documentary in the Manukau Festival of Arts was that it allowed the
audience to receive the narrative in the context of the documentary,
while also giving Nikki and Annie the opportunity to share their stories
within their own community.
“We are entering a new age of narrative chaos, where traditional
frame works are being overthrown by emergent experimental
and radical attempts to re-master the art of storytelling in
developing technologies.”(Zapp, 2002, p. xxv)
The arts festival is held in the Manukau City area, featuring works by
performers, musicians, visual artists and curators, from the region. The
Festival is an exchange of cultural and creative expression, which is
shared amongst its community. Beyond Documentary fits into the medium
of documentary media arts, with the objective of exploring a variety of
technologies that exist within the specific environment. The festival is
about a ‘sharing of story’ through creativity within its own environment.
With an emphasis on youth the 2009 festival was the ideal outlet for
Beyond Documentary.
Over the past 10 years the platforms of distribution for documentary
photo essays in print media have lessened. Documentary practitioners
constantly express the pressures they face, of the constraints of
advertising, lack of funding, stylistic preferences, and pressure from
program producers to attract the masses. One of the key challenges in
New Zealand is the market size, providing a lack of outlet for stories. I
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am constantly asked by young emerging photojournalists, and
documentary makers to give advice on the best methods of ‘selling’ a
story. A saleable story is achieved by good content, and a good business
head. Without a good sense of business the ability to have work
published let alone paid for is almost impossible (Heller, 2005, p. 163). I
will not discuss the business of distributing documentary stories, it is
sufficient for this discussion to appreciate the general challenge of
working within the commercial sectors to understand my reasons for
exhibiting Beyond Documentary within the arts festival.
The editor of the book New Screen Media states:
“Traditional narrative has been augmented by the advent of new
media, not just through the revolutionary distributive aspects of
the technology, but principally through the changed relationship
between audience and author.”(Zapp, 2002, p. xxv)
Essentially the goal for the narrative of Beyond Documentary is that the
images give the audience a new experience of South Auckland youth. It
is difficult to gauge the reception of the work, as it is an unconventional
documentary experience in the form of a multi faceted presentation.
Involvement in the festival the previous year enabled me to gain an
understanding of the environment, making it the first forum considered
for the work.
One of the benefits of inclusion in the festival is free local advertising.
This meant I did not have to be concerned with exposure of the festival
to the public. Another advantage is the festival catalogue, which doubled
as publicity and became a tool to engage the participants and their
families. It is important to note that up until this moment I had no
tangible proof that the work would be part of the festival. The catalogue
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directly results in Annie’s Mothers expression of increased interest in the
project and her daughters photography. Nikki who had become difficult
to contact up until this moment, engaged in the project again.
Furthermore an increased hype took place. The next step in the
collaboration took on a life of its own, the editing of the images with
text. (See more reference to this process in the multimedia visual essay
presented in the Beyond Documentary exhibition).
The arts festival had no control over content editing or story direction,
enabling the freedom to set the terms and conditions of the work for
the girls and myself. This environment also supported the three layers of
the exhibition distribution, and created a wider scope for exposure of
the work in a safe public sphere for the participants. The primary goal of
being involved in the festival was to give the girls the most exposure with
the most freedom within their own community.
The festival at its best is the podium for the distribution of information
for Beyond Documentary. It works from the ground to give the project
the room to grow, a diversity of expression not permitted elsewhere. Its
accessibility gives both Nikki, Annie and the audience the ability to
become active in the process of creation and reception of the work. An
arts festival has few creative restraints, providing the practitioner with the
stability to negotiate the terms to complete a successful creative
documentary project within an exposed commercial environment as
explained later in this chapter.
I consider the inclusion of the work in the festival to be a meeting of two
worlds, community media subverting the corporate sector to facilitate
the story, rather than the other way round.
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4.2

EYE Have a Heart – Commercial LCD screens

The decision to show Beyond Documentary in a new media commercial
environment is unconventional, when considering the documentary
tradition with all its heroics and socialist romanticism in maintaining its
resistance to commercialism. Poynor discusses how many are now
waking up to the coercive power of commercial culture. Poynor’s book
Obey the Giant shows how designers and image-makers both collude
with and resist, corporate control of the image world.
“Brands now see themselves as alternative providers of content.
They can shape the environment in which their message is
delivered, enabling them to further reinforce the brand.” (Poynor,
2001, p. 115)
Multiplatform public media is shaping the future of democratic public life.
If we are going to engage in the potentiality of this, we (digital story
tellers/practitioners) have to commit to trying it out, sharing its
significance, and engaging new investors.
The design of a projects distribution is crucial to the way narratives will
be interpreted. Although one cannot completely control the viewer’s
reception, it can still be delivered in a way, which provides guidance for
the viewer.
Eye Corp (EYE) is a globally branded, multi-format, Out-of-Home
(OOH) media supplier that owns LCD screens in public locations. These
screens as described by managing director Cameron Taylor, from Eye
Corp New Zealand, are digital billboards. Digital billboards set up in
commercial centre’s, like bus stops, airports, shopping malls, and
commercial settings.
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The presentation of Beyond Documentary on this digital platform was a
first in New Zealand. The motivation for this decision came from years
of working in commercial advertising, while using the income to fund my
personal documentary projects. Voices of dissent on various social issues
have utilised advertising environments for decades, graffiti artists like
Banksy from the UK for example. He most recently writes in red ink (as
described by the Guardian), Banksy added his voice to the
condemnation of the summit with one of his most rudimentary works
yet. He spray-painted the words ‘I DON'T BELIEVE IN GLOBAL
WARMING’ in red capitals on a wall beside Regent’s canal in Camden,
North London with the words disappearing below the water.

Fig 4.1 I don’t believe in global warming, Banksy 2009

Fig 4.2 Banksy

Bansky in my opinion has created his own brand of protest art with
millions of people worldwide familiar with this brand. He in my view is a
businessman; he promotes his work and sends his messages out to the
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public within their own environment. The decision to present Beyond
Documentary in a commercial environment followed the same logic.
While researching EYE to search for the best possible tactics for my
proposal, I discovered like many corporations, that EYE associates its
identity with the ‘heart’ of the community.
Saatchi and Saatchi’s Kevin Roberts designed Lovemarks.
“Lovemarks reach your heart as well as your mind, creating an
intimate, emotional connection that you just can’t live without.
Ever.” (Roberts, 2009)
Emotional branding, touching on ones intimate senses to sell a product
has become the new wave of advertising in the last decade. As Taylor
from EYE describes, the public notice our screens, the ads are subliminal
seven-second partially animated images with associated text. While EYE
had not yet ventured into the emotional sell they do embrace the
‘Heart’ through the initiated community support division of their
company launched in July 2009, called, ‘EYE Have a Heart’. EYE Have a
Heart offers free advertising for community based, not for profit
organizations, involving an application process. My research and
approach to the proposal for Beyond Documentary comprised of phone
calls to the Westfield Shopping Centre Manukau, meetings with the
centre’s marketing department, and a confident phone call to EYE’s
managing director in New Zealand.
Beyond Documentary experienced a challenge when considering some
modes of distribution that are undergoing a major transition, for
example, the LCD component displayed on vertical screens in the
Westfield Manukau City Centre were originally designed to be five 45
second sequences. However the reality was that they were to be
displayed in between 7-10 second silent looped ads and because of this
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had to match the same time frame. This might not always be a
restriction, as the prospect of new technology could enhance the time
frame and quality of content shown on these screens for the future.
Advertising in shopping malls has the same percentages and
demographics as television reaching a wide range of audience, says media
econometric researcher Patrick Quinn. Interestingly Quinn also states
that while the screens are without sound, there is the prospect for audio
with the video, this is the proof of a transitional terrain which in the
future could offer better story telling possibilities for documentary
makers. (Quinn, 2009)
“And, for his part, Gibbs of EYE USA, says the digital OOH industry is
limited only by the always-moving vanguard of technology. Asked whether
digital OOH could ever make use of 3D innovations currently all the rage
among HDTV makers, Gibbs initially laughed. But after thinking for a
short time, he reconsidered”. (Quinn, 2009)
“Well, right now that would be prohibitively expensive,” he says. “But I
suppose it could be a possibility for the future. If you asked a lot of
people five years ago if what we're doing today would be possible they
would have said 'no.' But with this industry, there's really no telling what
the next wave of technology will enable.” Gibbs. (Quinn, 2009)
This portion of the exhibition is the most challenging, I doubted the
qualitive potential for Nikki and Annie’s photographic essay when we can
only show ten second loops sandwiched between toilet paper
advertisments. Originally the intention was to design a five-minute
photographic animated story for the OOH screens, but technology and
company policy is not yet prepared to sustain this duration. The design is
to some extent controlled by the media platform. Each clip is situated
between, Lotto, Telecom and Purex advertisements. It is difficult to
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compare this problem with other projects, as this method of
documentary distribution has so little precedent. Arguably similar
constraints for the medium exists in traditional distribution models, for
example; a photo essay about mental health in New Zealand published
next to a condom advertisment in a magazine, or a documentary about
Maori Facial tattoo interrupted by television commercials selling living
room furniture. If practitioners choose exposure in commercial
environments it is almost impossible for our stories to be shared without
compromise.
However to work within the medium and through the time limit
restriction I designed the ten second Beyond Documentary loops as an
advertisement directing the viewers to the Blog site web address.
An advantage of this context is that Beyond Documentary’s two ten
second sequences are played for free every 20 seconds for an entire
week ten hours a day, in a very public place during the Manukau Festival
of Arts. Each sequence ends with direction for the viewer to visit the
projects website address. The use of the LCD screens becomes an
adaptation of the confluence of the commercial and documentary
worlds. Giving access to the story of Nikki and Annie to an audience in a
busy shopping mall, and out into cyberspace via the Blog.
Nikki and Annie were excited, and with pride in their achievement
invited their families to view the clips. Through the faces of these two
local girls the Manukau community saw their own faces on advertising
screens usually reserved for those who represent celebrity and the
fantasy world of fashion and glamour. As if in a dream they could see
themselves there in bright lights reflecting a more positive image of their
own lives. Alex Butterworth and John Wyver, write in an essay on
Broadcasting for the Twenty-first Century:
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“Narrative in a media-saturated age must adopt methods which
reflect this dispersed and parallel system if it is to be accepted as
a valid simulation of real world experience. It is our contention
that only an author with the functional flexibility to adopt
multiple strategies from across that spectrum, from moment to
moment, as the status of the developing narrative changes, can
hope to support an experience of sufficient coherence to qualify
as a compelling participatory narrative. But that flexibility and
those strategies are dependent on the software tools that are at
hand.” (Zapp, 2002, p.72)
My hope for the future is that these types of media outlets will be open
to artistic narrative content as Cameron Taylor, (EYE Managing Director,
New Zealand) suggests may be a possibility but not in the next five
years. Given time the advertisers will be more open to accepting the fact
that this type of content can engage the public.

4.3

Street posters

Contributing to the investigation of varied multimedia distribution platforms with
the intention to give the subjects a voice and freedom of expression, street
posters provide an extension of this project. ‘Street posters’ in the context of
Beyond Documentary are interpreted as ‘street art’.
The youth of South Auckland live on the streets; the streets divide them, and
unify them, these streets form a canvas of self-expression for them, through
spray-paint tagging, or graffiti. Tagging makes them known and famous amongst
their peers. The streets are the galleries they otherwise do not have access to.
The street for French photographic artist JR Art is a gallery with boundless
possibilities. One of his most profound projects titled Faces of the Favelas, are
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displayed as giant street posters. These images of staring eyes appear on
buildings in Brazils oldest Favela in Rio de Janeiro. The purpose of JR Art’s work
is to link two worlds, the people of the Favela and the people of the city, in
other words, the people who frequent art galleries mixing with the people of
the streets. Displayed as a reminder of the beauty of the local people, murals of
staring eyes makes a statement one cannot ignore.

Fig 4.3 JR Art Faces of the Favela

JR Art’s photographs like Beyond Documentary’s have a social purpose;
the environments within which they are displayed contribute toward that
purpose. As mentioned in chapter three the intention to show the
photographs of Nikki and Annie as street posters provides a new
experience of the identity of South Auckland youth to the public using a
traditional mode of communication. Author Lyman G. Chaffe explains
when making reference to Hispanic culture, that because street art is
universal in its reach, street art is used as a means of communication.
(Chaffee, 1993, p. 3) The same can be said for the youth of South
Auckland.
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As I engage in heuristic investigation, I assess the placement of a selection
of collaboratively produced images on the streets as A0 posters, through
the response of the girls. This action provokes excitement for the girls
who see aspects of their identities depicted as large as life on the streets
they personally acknowledge as notorious.
I drive them to each location around Auckland to view the posters this
action enabled me to experience how they feel about seeing their work.
This process of interaction with the work in the environment is crucial to
the success of the collaboration. My observation of the subject’s
response provides measurable feedback of the effects of documentary
for the practitioner. Collaboration is impossible without feedback.
One of the two greatest assets of using street posters is their duplication
and exposure; there were 350 posters displayed for a week in 15
different suburbs around the Auckland area, 150 A3 posters and 200 A0
posters. The A0 posters are printed black and white and displayed in
allocated advertising hot spots.
A colleague mentioned he saw them while traveling on a bus, he said
“Beyond Documentary, is that your project? I noticed it, as it stood out
amongst the advertising, I thought it was great to see good imagery, (art)
on the streets rather than advertising” (Ben, 2009)
While the methodology of this project does not require an investigation
of a response from the viewer or audience, it is useful to know that the
street posters were an effective communication tool.
Like the LCD screen format the street posters have a degree of
commercial control in the distribution, limitations being the pre-ordained
poster placement, and the costs. Phantom Billstickersxxiis a company based
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in Auckland, who distributed the 250 posters in the desired area and in
the time frame agreed. The benefits of using a commercial poster
company meant that there is guarantee that the work will be posted
during the festival dates. The A3 posters are posted using a grass roots
company, who printed 200 posters at a cheap rate and posted them in
illegal areas. The advantage to using this method is the images are
displayed without a time limit or until someone decides to take them
down. The disadvantage is there is no guarantee as to when the posters
will go up; problematic when trying to coincide with festival dates.
This project made me realise that the use of street posters to display the
work is positive for the participants, as they see their own photographs
and stories in their own environment. Street poster-ing also provides
creative freedom for the practitioner without the usual content
restrictions. Like the work of photographer Jim Goldberg who
photographs street kids in Los Angeles and San Francisco, the work is
displayed in various contexts, a book, an exhibition, and a website.

4.4

Blog site

Social networks and online communities are an emerging and powerful
phenomenon. Young people, especially, have familiarised themselves with the
technologies existing in today’s multi—platformed environments. The impact
the Internet has on story telling and how stories are being told is the topic of
discussion amongst media theorists. There is an optimistic notion that the
Internet with its cheap production offers a potential for participatory-democratic
deliberation. (Carpentier, 2007, p.107)
“A blog with a radio show” – is a web-based multiplatform site that
gathers story ideas, information, and feedback from its audience, which it

52

engages via blog, e-mail, and Internet. Host Chris Lydon asks, “Is the
Internet the new public?”
When I started Beyond Documentary I knew little about Blog sites, only that they
exist, one could upload images; include captions, and share knowledge and
opinion. I discovered that a Blog site could act as a website, a discussion forum,
a story telling medium in its own right, and be accessed by any one at anytime
who had connection to the Internet.
The most significant contribution to the key objectives of this project was that
the Blog site enhanced the communication between the girls and myself. It was
instant photographic story telling, from the recording to the distribution. As
stated in previous chapters the ‘control’ of editing is in the hands of the media
producer/picture editor. The Blog site allows the storyteller to go straight from
the street to the online space while protecting the authenticity of the story and
the storyteller’s voice.
There are several key benefits to using a Blog site. As a website the Blog enables
me to set up the identity of the Blog with specific information pertaining to the
project. It assisted me as a practitioner in the immediate transference of
photographic multi-media story sharing. Another benefit is that there are no
funding restrictions, the Blog is free to set up, and also I had control over the
name and identity of the project.

Fig 4.4 Desktop capture from blog site Serena Stevenson 2009
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The Blog can be edited at anytime, where as other modes of
documentary distribution are set once the story leaves the hands of its
creator.
The girls and I could sit together to build their stories in a very fluid
collaborative situation:
Step 1: We would choose the image to be posted
Step 2: We would choose a text font for the caption
Step 3: Decide on a caption, as explained in chapter 1
Step 4: View post, if we are happy it can be published
Step 5: Share with friends, family, the public
This step-by-step process is natural to the girls; it is open and supports
the collaboration process. It enables me to reflect on the method for this
research with clarity while building the trust and relationships within the
collaboration.
Janet Murray writes in her book Hamlet on the Holodeck: The Future of
Narrative Cyberspace, that no matter what the outlet for stories is, the
author must be able to tell a good story (Berger, 2005, p. 67). The
direction of the text for the captions to the photographs is guided by
me, this method is used because in some cases because one, they don’t
know what to write, and secondly in most cases they expect me to
guide them. Liz Thompson explains that when working with young
people in the Sharing Stories Project the community has more control of
how their stores are told by using the Blog as a mode of distribution,
due to the sharing process.
It is not my aim to discuss the proliferation of Blog sites sweeping the
world, nor the effect on communication between the users. I wish to
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test this mode of communication in relation to documenter/subject
relationships, and its potential to be used as a democratic tool for
collaborative story telling.

CONCLUSION:
This project aimed to generate a reflective analysis with practical suggestions for
using subject participation and multimedia in documentary photography. The
relatively small amount of literature on this topic made interviewing experts of
documentary story telling and participatory photography a critical aspect of the
research.
Past and present methods of documentary photography have always evolved
with technology; technology has allowed subject participation to be more easily
facilitated by the practitioner, while the social responsibility of the practitioner
towards his or her subjects remains unchanged. Through this research project, I
discovered that the most significant development within contemporary practice
lies in the methods available for interacting with the subjects. Facilitated by new
technology, used both in the recording and distribution of the photographic
documentary story. Access to inexpensive recording devices has allowed the
subjects significant input into the documentary and the telling of their own story.
When seeking to understand the relationship between the photographer and
the subject/s in the act of collaboration it is important to recognise that the
photographer’s role becomes multi faceted; becoming facilitator and teacher as
well as director and traditional photographic documentary practitioner. It is
necessary when using these roles to remain flexible within the collaborative
relationship. The inclusion of small unobtrusive cameras, assisted in the strength
of this relationship, while providing an inexpensive method for recording.
Dedication, perseverance and patience are essential to engage the subjects for
the duration of the project. Other community digital story telling projects attest
to this.
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One of the most interesting and useful findings in this project is that certain
multimedia tools actually enable greater subject participation and can facilitate
greater empathy with the subjects. Instant display of images, captions and
multimedia-generated clips are possible with the Internet, in the form of the Blog
site. In this case the engagement with the girls and their own involvement in the
project provides empowerment through exposure, the act of ‘doing’ and ‘being’
a part of something. To keep in touch with the girls I used modes they felt most
comfortable with, the Internet and mobile phones for example, thus providing
safe communication resulting in a constructive working relationship. It is also
important for the quality of the collaboration and the story, that the participants
share their images directly and to provide the subjects with the technical
knowledge needed to make their own images/stories of quality. Over time
Annie’s photographic narrative became stronger, evident in the series she made
of her mother in hospital, each image carefully revealing her experience of the
situation. Sharing the control of the camera and editing with subjects is also
critical in attaining shared authorship contributing to story quality and ethical
practice, the quality of the story lies in the quality of the collaboration.
The community context of the output enabled a more direct engagement for
the subjects with their community; the Arts Festival situated it in their
environment. The installation of the posters and the LCD screens in busy public
spaces made the work accessible to the community from whence it came.
Collaboration with subjects provides greater understanding of the project and
its process for the subjects and their caregivers, allowing for a trusting working
environment for those involved. The use of new media platforms by the
participant allows instant image collection and facilitates distribution of the
images in the most direct form. The use of this technology in this way affords the
subject greater influence in how they are represented and in the story telling
process.
In conclusion, this research project provided insight for my own practice and I
hope will stimulate discussion and further exploration of subject participation in
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photographic documentary. In contrast to traditional ‘objective’ documentary,
subject participation provides deeper insights for photographers, their subjects
and audiences, and especially with the advent of new technology, is likely to
become more common in the future.

ENDNOTES:

i

In the first chapter of his book, Our Own Image, Barclay emphasises the relevance for him as an
indigenous filmmaker to connect with the people he is filming, to do this he engages on an intimate level
with all involved in his film productions to ensure all the subjects have the power to speak and be heard
When I communicate with the subjects in Beyond Documentary I too make reference to the situation in
discussion, engaging the subjects in the decision making while documenting and recording our interaction
using an interview method.

ii

Out-of-home advertising (or outdoor advertising) is made up of more than 100 different formats,
totaling $6.99 billion in annual revenues in 2008 in the USA. Outdoor advertising is essentially any type
of advertising that reaches the consumer while he or she is outside the home. In contrast with broadcast,
print and internet advertising. Out of home advertising, therefore, is focused on marketing to consumers
when they are ‘on the go’ in public places, in transit, waiting (such as in a medical office), and/or in
specific commercial locations (such as in a retail venue). Outdoor advertising formats fall into four main
categories: billboards, street furniture, transit, and alternative. In the case of this project we discuss mall
billboards. http://www.oaaa.org/marketingresources/outdoormediaformats.aspx

iii

Subject (noun. Something that is treated or indicated in a work of art). I find it difficult to use the term
subject, however for the purpose of this exegesis I will sometimes refer to the person/s, community, or
group as the subject of the project.

iv

Dorothea Lange’s works, Migrant Mother, commissioned for the Farm Security Administration. The
work became a model for the future of documentary photography and the value of social change
through awareness of a situation. The images of Migrant Mother made a significant, almost immediate difference to the woman in the pictures. (Goldberg, 1993, p. 52)

v

The ‘girls’ Nikki and Annie. They have been friends for 4 years, they spend most of their days together.
They have a sister, family friendship. Both of Maori and Tongan decent, they have similar beliefs. Nikki is
brought up without parents, and she lives with her Grandmother. Annie lives with her Mother and
Father and siblings, there are 12 people in her house. Nikki finds family with Annie and Annie finds
freedom from family antics in Nikki’s company. In this text at times I will refer to them as the ‘girls’ (they
have given consent to this term).
NIKKI aka Frske, 15 years old turning 16 in Feb 2009, Maori
“I left school in the 4th form, because I didn’t get the support from the teachers. Didn’t feel like they
were listening to me. I live with my cusion and grandma.”
ANNIE aka Anndee, 15 years old turning 16 in Dec 2008, Maori, Tongan
Annie lives with her Mum, Dad, 18 year old sister and nephew in Weymouth South Auckland. Her
father is a labourer and works in a factory. Her mother is a social worker (Maori). Annie likes music, she
sits in her room for hours writing lyrics from songs, lots of Tupac songs. Today is the 14th September.
Annie shows me her room. Annie has dropped out of school because the kids hassle her. I think Annie is
very bright, she loves Nikki but isn’t interested in drinking.

vi

Bebo - Launched in July 2005, has steadily risen to become one of the world’s most popular social
networking sites. Users can create profiles on the site for free, stay connected with friends, watch videos,
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and listen to music. In early 2008 Bebo had over 34 million registered users and 7 billion monthly page
views. Bebo is officially the largest social networking site in the UK, Ireland, and New Zealand, and is the
third largest social networking site in the US behind only MySpace and Facebook
www.bebo.com/Press.jsp?PressPageId=878976403
vii

A potent use of visual records of vanishing ways of life is as a source of information on man and how he has
responded and developed over time in different settings, and under different conditions. Such information, by
increasing our understanding of our own species and its possible modes of response and adaptation, can
contribute uniquely to an increasing and cumulative self-understanding as we adapt into the unfolding future.
E.Richard Sorenson, 1975. “Visual Records, Human Knowledge, and the Future” (Sorenson, 1975, p. 496)

viii

Digital Story Telling is a global movement. It is a workshop-based practice in which people are taught
to use digital media, to create their own short stories, usually about their own lives. (McWilliam, 2009, p.
3).

ix

Chiapas Media Project: Started in 1998 when the people of the Zapatista or Zapatista Army of
National Liberation a group of various indigenous communities. A movement who became known to the
world via Internet when they staged an uprising on January 1, 1994 were requesting access to video and
computer technology. Using technology to demand the rights of indigenous rights be recognised by the
Mexican constitution.

‘Stakes’. In every story there is something at stake for the character or central characters, raising stakes
might mean, Nikki gets kicked out of home. Annie’s father wastes the families weeks food when he
comes home drunk.

x

xi

A blog (a contraction of the term web log) is a type of website, usually maintained by an individual
with regular entries of commentary, descriptions of events, or other material such as graphics or video.
Entries are commonly displayed in reverse-chronological order. Blog can also be used as a verb, meaning
to maintain or add content to a blog. Many blogs provide commentary or news on a particular subject;
others function as more personal online diaries. A typical blog combines text, images, and links to other
blogs, Web pages, and other media related to its topic. The ability of readers to leave comments in an
interactive format is an important part of many blogs. Most blogs are primarily textual, although some
focus on art (Art blog), photographs (photoblog), videos (Video blogging), music (MP3 blog), and audio
(podcasting). Microblogging is another type of blogging, featuring very short posts.

xii

The Digital Storytelling workshops are perhaps most successful at providing a glimpse of a society
while giving the power of local stories told by local people, as a cultural and community development
tool. Participants learn that current communications technologies are not beyond their reach, that in
many cases there are digital resources they can access locally, and that they can make use of digital
technology to a widely disseminate their powerful and important stories. (Pickering, 2007, n.p.)

xiii

Bronsilaw Malinowski developed this approach in 1914 in his famous study of the Trobriand Islands.

xiv

Compact digital still camera Canon G10. Built-in flash, 5x Optical/4x Digital/20x Combined Zoom,
Optical Image Stabilizer System Image Capture Device, Type:14.7 Megapixel, 1/1.7-inch type Charge
Coupled Device (CCD),Total Pixels Approx. 15.0 Megapixels, Effective Pixels, Approx. 14.7 Megapixels.
The Canon G10 is the perfect camera for this project. It is small and easy to operate, giving flexibility to
photograph sensitive social environments. While the size of a camera can sometimes be obtrusive to the
subject this is not the case with the G10, it is compact enough to go almost unseen. It produces high
resolution RAW files, unlike most compact cameras where JPEGS are the norm. Movie: MOV (Image:
H.264; Audio: Linear PCM (Monaural)) Number of Recording Pixels: Movie: 640 x 480 (30 fps), 320 x
240 (30 fps) available up to 4GB or 60 minute. The moving image function is easy to use and reasonably
steady. The sound is mono, which is to be expected with the camera specs. 30fpc VGA movies.

xv

Through an extensive search it seems there is little or no relevant information about youth in South
Auckland and their interaction with digital media, mobile phones, and social networking sites. I have used
a heuristic research approach to support this portion of the research.
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xvi

Non-traditional Media: Traditional media is considered to be historical media resources such as
television, Radio, News Paper, Magazines (print). Non-traditional Media, is considered, Internet, Digital
screens in the public sphere, Mobile phones, etc.

xvii

‘Voice’ is used as a term to describe the message of the images, as ‘true’ to Nikki and Annie’s
experience as close as possible. Voice communicates to us in a series of text, images edited and
organised from a social point of view. (Nichols, 2005, p. 45)

xviii

In The Berkman Center’s Media Re:public project, News and Information as Digital Media Come of
Age. (2008). Persephone Miel and Robert Feris argue that the decline of the advertising-based business
model is leading the disruption in legacy journalism organisations and that support, and collaboration will
be needed to shore up the core civic functions of journalism. They also recommend investment in
intermediaries that build bridges between high-quality information and the public.

xix

Manukau Festival of Arts provides a platform to showcase the artistic talent of the city. The festivals
aim is to celebrate Manukau’s diversity—not only the diversity of culture but in genre as well. The event
enhances city pride. The festival brings together an array of talent in visual art, music, dance, with a new
emphasis on youth events.

xx

My interpretation of the word ‘truth’ can be referenced by the “Correspondence theory of truth” a
belief by philosophers G. E. Moore and Bertrand Russell. When a proposition is true, it is identical to a
fact, and a belief in that proposition is correct. http://plato.stanford.edu/entries/truth/.

xxi

Phantom specialises in the Production & Placement of Street Posters, Shop Posters & Flyers (retail),
Programmes, Brochures, Postcards & Handbills promoting Music, Arts, Events & Street Culture.
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APPENDIX:
SELECTED PAGES FROM WORKBOOK:

Terms and references for the project:
Project centred around a group of South Auckland
Youths:
Why?
I am originally from this part of town.
I wanted to contribute to my own community.
I noticed there were many teenage school leavers
who were simply bored.
To bring innovative story telling to a community
that would benefit the most.
Media attention to this part of Auckland is
traditionally negative. Aim - to counter act the
publics negative perception.
Give youth the skills to collaborate, and
creative and see the results of the time they
invest.
This group lives in the suburb of the largest
city in New Zealand, but are isolated within
their community.
INTENTION:
To come to some understanding of their individual and
collective perception of images, pictures, photographs.
Do they connect to story through these methods of story
telling?
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Discuss mutual benefits for
involvement within project:
Discussion conveying the aims of the project, and
seeking groups willingness to participate:
What discussion has taken place?
The girls want to learn how to make photographs, because
they have anything better to do.
They are very willing to participate.
Annie: We wana be famous.
Nikki: Have a go yeah.
Nikki: Like showing our friendship between us.
Nikki: Aye mate?
Annie: Yeah Mate
Annie: We want to tell the story about our lives and our
weird friendship.

KEY POINTS:
See the ideas with the subjects in place at the beginning
Determine the reasons for making the collaborative
project
Agree on best mode of communication
Agree on time frame
Agree on place
Agree on level of collaboration
Decide together what the story will be about

SUBJECT - PARTICIPANT:
1. Data collection - Record and observe the
environment and subjects within a series of
images, sound recordings and moving image.
Compile personal biographies of individual
participants:

NIKKI AKA Frske

15 years old turning 16 Feb
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2009, Maori
I left school in the 4th form, because I didn’t get the
support from the teachers. Didn’t feel like they were
listening to me. I live with my cousin and grandma.
Things are OK at home. I don’t do much during the day. I
don’t know what to do with my life. I like music and
dancing. Good living in South Auckland. Yeah I feel safe
because I have a safe house. Knowing people here makes it
easier. But because we live in South Auckland we are seen
as criminals and thieves. I’m not a criminal. It would be
good for people to see me as I am, as a good person. It’s
scary that I am misrepresented. SMG “Strictly Maori
Girls’ I am proud to be Maori. Maori Hard. I feel like I
have less opportunity, coz everyone thinks we are bad. I
would like to show we are not bad.

ANNIE aka Anndee

15 years old turning 16 Dec

2008 Maori, Tongan
Annie lives with her Mum, Dad, 18 year old sister and
nephew in Weymouth South Auckland. Her father is a
labourer works in a factory. Her mother is a social
worker. Annie likes music; she sits in her room for hours
writing lyrics from songs, lots of Tupac songs. Today is
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the 14th September Annie shows me her room. Annie has
stopped going to school because the kids hassle her. I
think Annie is very bright; Annie is interested in taking
photographs. She wants to photograph her street.

67

Observational Perspective: Images made by Serena Stevenson.
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SUBJECT INPUT:
Explore the value of a greater degree of input
made by subject participation: A
2. Analysis and evaluation of material gathered
in order to set up the framework for the
participatory method, whereby the next stage can
be executed. The subjects themselves operating
and recording their own images
Miller (June 2006) Explains how images are shared in
“Images from the Streets” Exhibition where homeless
people photograph their community, it is a project
collaboration between Emerson College and Neighbourhood
Action, Inc., The images are used as tools to explore and
communicated the experiences and identities of the
participants, this seems to create a sense of belonging.
The photographs show the expression of their hopes,
angers, and visions.
Initially the images I made for Beyond Documentary were
shown to the kids. They looked at the shots, the shift of
power became evident as I watched this process unfold.
This gave me the incentive to give the teenagers the
cameras sooner than I had planned.
This is how I approached this next step:
A couple of months went by, I photographed Annie and
Nikki one day outside Nikki’s house. I decided to talk
about what I was photographing and how I was
photographing. Looking at the back to the G10 Screen was
great, as it was clear and wide. Annie was very
interested. On this day Nikki was stressed she was
worried about her friend who was in trouble. Nikki was
trying to find out about her friend. I filmed her dilemma
on the G10.

TECHNOLOGY:
Explore the use of a wider range of technology
existing within the specific story environment:
JPEGS from movie sequence: Shot on G10 movie application.
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FIRST PARTICIPATORY IMAGES:

Above - Self portrait - Nikki
Below - I photographed 29th October 2008 Nikki’s garage
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ANNIE’S IMAGES:
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NIKKI’S IMAGES:

KEY POINTS:
Annie is progressing very quickly with photographing
Annie has good composition skills; this can be seen in
her photography and her writing
Annie has her camera on her most of the time
Annie and I discuss what she is photographing and why
Annie is interested in her family, especially the babies
Annie spends most of her time with family and watching TV
Nikki and I talk a lot about her days
Nikki talks about her future with her boyfriend
Nikki likes to make graffiti art

Graffiti Art:
GROUND WORK 1966-71
Graffiti was used primarily by political activists to
make statements and by street gangs to mark territory. It
was not till the late 1960s that writing’s current
identity started to form. The history of the underground
art movement known by many names, most commonly termed
graffiti begins in Philadelphia, Pennsylvania during the
74

mid to late ‘60s and is rooted in bombing. The writers
who are credited with the first conscious bombing effort
are CORNBREAD and COOL EARL. They wrote their names all
over the city gaining attention from the community and
local press. It is unclear whether this concept made its
way to New York City via deliberate efforts or if was a
spontaneous occurrence. DEAL CIA, (1998)

Nikki likes street art, we talk about including in story
her name ‘Frske’, she likes the idea.
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Nikki’s new house.
I photographed Nikki’s house on the 25th June 2009. She
lives with her boyfriend Bruce, her Grandmother, and
cousin.
We talked and decided to spend a few days together with
my camera. I will help her to make the photo’s she wants
to make.
This will work better for Nikki. She feels she needs one
on one guidance.
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Images By Serena Stevenson
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MIXING MEDIA: TOOL – ADOBE AFTER
EFFECTS
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Nikki self portrait,
Layer 1.
My image of Nikki and Annie’s words on
Paper, layer 2

Annie self portrait, layer 1
Screen shot taken from Annie’s Bebo page. This is a
message from Nikki sent to Annie a week ago. Layer 2
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I will show this to Annie. See how she feels about having
her image displayed.
KEY POINTS:
Now is a good time to show the girls samples of ideas of
the end result
Self reflective analysis of my interaction with Niki and
Annie
Mixing the media seems to work for this project, offering
flexibility
Look at the subject’s ways of expression - Drawings,
writings, Bebo
Archive all recorded material
Utilise the multimedia networking platforms the youth use
ie; Bebo
Permission is to be acquired at each stage of project
I communicate with the girls via telephone, most days

IDEAS FOR TREATMENTS:
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Proposal-Westfield Shopping Centre Presented to Arts Coordinator,
Wednesday 24th June 2009.
Leah Poto An eye for Art
http://www.aneye4art.co.nz
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Sample of work shown to Westfield
shopping Centre:

83

84

85

86

BLOG SITE: www.beyonddocumentary.blogspot.com/

A blog (a contraction of the term “weblog”)[1] is a type of website,
usually maintained by an individual with regular entries of
commentary, descriptions of events, or other material such as
graphics or video. Entries are commonly displayed in reversechronological order. “Blog” can also be used as a verb, meaning to
maintain or add content to a blog.
Blurring with the mass media
Many bloggers, particularly those engaged in participatory
journalism, differentiate themselves from the mainstream media,
while others are members of that media working through a different
channel. Some institutions see blogging as a means of “getting
around the filter” and pushing messages directly to the public. Some
critics worry that bloggers respect neither copyright nor the role
of the mass media in presenting society with credible news. Bloggers
and other contributors to user-generated content are behind Time
magazine naming their 2006 person of the year as “you”.
http://en.wikipedia.org/wiki/Blog retrieved 25th September 2009,
5:55 pm.
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