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INTRODUCTION 

The role of photography in the academic world is 

something of an enigma. The application of various rules 

of chemistry and physics along predetermined procedures 

to produce a photograph hardly seems worthy of study among 

the intellectual community. With the possible exception 

of investigation into the rules of the physical sciences 

governing production of a photograph, study of the mechan

ical processes involved in photography are, by themselves, 

probably not worthy of study in the academic realm euid 

should be relegated to a vocational school as any other 

craft such as typing or the building trades. 

What brings photography onto the academic plane is 

not the mechanical process through which a photograph is 

produced but rather the use to which that photograph is 

put and the content of the photograph. This communicative 

aspect of photography is only a portion of the discipline 

referred to as mass communications, but in a visually 

oriented world, it is an increasingly important portion. 

A child must learn to crawl before it can walk and 

walk before it can run. Using such logic, the teaching 

of the mechanical processes of photography in the basic 



classes of mass communication can be justified. The tech

niques of photography, however, cire not an end unto them

selves. They remain the means in such a course of study. 

As cin architect must leetrn the mechanics of building, as a 

novelist must learn the rules of grammar and syntax, the 

photographer must learn the basic techniques of his work 

before he can take it beyond a craft and into the realm of 

expression. 

The purpose of this project, then, is not based on 

the technical aspects of photography, but rather in the 

expression of a point of view through the pictures. This 

project will use these photographs to illustrate various 

lifestyles in a given geographic area and their relation

ships to the world as a whole. More specifically, the 

photographs will show the lives of the residents of the 

Texas Panhandle and, through them, mankind as a whole. 

The geographic area encompassed in this project is 

the Texas Panhandle as defined by Frances McNeill Alsup in 

"A History of the Texas Panhandle," a master's thesis for 

the School of History at the University of Southern Cali

fornia, 1943. According to Alsup, the Panhandle region 

consists of twenty-six counties in the northern part of the 

state. They include Dallam, Sherman, Hansford, Ochiltree, 

Lipscomb, Hartley, Moore, Hutchinson, Roberts, Hemphill, 

Olciham, Potter, Carson, Gray, Wheeler, Deaf Smith, Randall, 

Armstrong, Donley, Collingsworth, Parmer, Castro, Swisher, 



Briscoe, Hall, emd Childress. 

Primary interest has been placed on photographs of 

people pursuing daily routines. Special emphasis will be 

given to family life and interpersonal relations. The 

photographs are of actions and circumstances common to all 

people rather than just the residents of this geographic 

area. 

While in one sense, this project could be construed 

as a documentary, it actually goes well beyond that realm, 

for in its simplest form, a documentary is a statement of 

the way a subject was at a particular time. This project, 

however, is an essay undertaken with a point of view. 

While the total number of photographs taken throughout the 

twenty-six counties of the Texas Panhandle may create a 

record of the way the people in the region appeared during 

the time spent assembling this work, the editing and 

placing of these photographs in a specific order moves this 

work from a strict documentary to an essay. 

The significance of this thesis lies in its point of 

view. It provides a commentary on mamkind. Unlike the 

headlines of the newspapers of the past decade, the time 

period in which most of these photographs were taken, which 

depict turmoil and chaos, this thesis is a reflection on 

the people of the world as shown through one geographic 

area. Steichen's Family of Man exhibition, which greatly 

influenced this work, was assembled a quarter of a century 



ago. In a world of change and flux, it is significant that 

man as pictured in this thesis is not that different from 

man pictured twenty-five years ago nor will he likely be 

much different twenty-five years from now. 



CHAPTER I 

PHOTOGRAPHY IN MASS COMMUNICATIONS 

Pictures as a means of communication predate the use 

of written language. Crude paintings on cavern walls and 

Egyptian hieroglyphics stand as mute testimony to meun's 

attempts at visual communication. Visual records of cen

turies long past can be found on walls of caves in Spain, 

France, Italy, and India. For years man could communicate 

through pictures only by using drawings or paintings. The 

first mechanical means of producing a permanent image, that 

is, a photograph, was exhibited by Louis Daguerre in Paris, 

France, in 1839, but it wasn't until the invention of the 

halftone some forty-one years later that photography was to 

be used in the mass media. 

As with the written word, it took a mechanical pro

cess beyond the simple writing of the word to produce mass 

reproduction for mass consumption. While the printing 

press enabled authors and reporters and scribes to repro

duce words in such numbers that it could be distributed to 

a mass audience, it was not until a hundred years ago that 

The History of Photography (New York: Museum of 
Modern Art, 1949), p. 10. 



printing technology advanced to a state that allowed the 

reproduction of a photograph in large numbers. Up until 

that time, printers used photographs from which to make 

carvings or woodcuts that could be printed as line drawings 

or illustrations. The photograph while reporting the news 

or showing man to himself was limited in the audience it 

could reach. 

Despite the lack of capability for mass reproduction 

of photographs, photography became increasingly popular in 

mid-nineteenth century Europe. Reportedly, within hours of 

Daguerre's announcement of his photographic process, opti

cians' shops throughout Paris were crowded with people 

wanting photographic equipment. By 1847, 2,000 cameras and 

over 500,000 photographic plates were sold in Paris alone. 

In 1853, there were approximately 10,000 American daguerre-
2 

otypists producing am estimated three million pictures. 

The booming popularity in daguerreotypes, however, 

was not to last. Just a few weeks after Daguerre's an

nouncement, cui Englishman by the name of William Henry Fox 

Talbot claimed that he had created pictures on paper rather 

than the copper plates required by Daguerre*s process. Fox 

Talbot's process, which became known as the Ccdotype, em

ployed a negative-positive process which was the basis for 

modern photography. The major advantage of Fox Talbot's 

p. 12. 

2 
Great Photographers (New York: Time, Inc., 1971), 



process was that any number of prints could be made from a 

negative. Each daguerreotype was an original and could not 
3 

be reproduced. 

The popularity of photography led to further improve

ments in the field. By 1851, Frederick Scott Archer had 

invented the wet-plate process using viscous liquid that 

could be smeared on a glass plate and coated with light-

sensitive material. The major drawback to the process was 

that the plate had to be exposed while moist and developed 
4 

immediately. Despite the serious drawback, the process was 

widely used by such photographers as Matthew Brady and his 

peers. 

Still, as the mechanics of photography progressed, 

there was no way to reproduce the photographs in sufficient 

number to meet mass communication requirements. Photo

graphs still had to be turned into woodcuts before they 

could be printed as illustrations such as Roger Fenton's 

pictures of the Crimean War which appeared in 1855 in the 

London Illustrated News. During the War Between the States, 

Matthew Brady's photographs appeared in the media in a 

similar manner. Despite the use of actual photographs as 

frontpieces in the monthly magazine The Philadelphia pho

tographer, mass production of pictures would not come about 

Ibid., p. 13. 

^Ibid. 
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until 1880. The mainstay of the illustrated press would 

be the artist and the woodcut. Using photographs tipped 

into publications such as The Philadelphia Photographer 

proved to be too costly amd time consuming.^ 

From a mass communications viewpoint, changing a 

photograph to a woodcut was not good enough. While the 

photograph was a tool of communication, that is, it trans

mitted 2U1 idea, information, or an attitude from one person 

to another, it could not be produced in large enough cjuan-

tity to reach a sizeable and diversified audience through 

the printed media. 

It was not until the invention of the halftone that 

photographs could become a part of the mass media. In 

June, 1879, Frederic Eugene Ives published the first half

tone in his Cornell University laboratory. Less than a 

year later, on March 4, 1880, Stephen Horgan published a 
7 

halftone in the New York Daily Graphic. It was several 

years, however, before photographs began to appear in a 

variety of publications with any kind of frequency. 

The halftone, however, did make possible the repro

ducing of photographs in large numbers for use in news-

5 
Clifton C. Edom, Photojournalism (Embuque, Iowa: 

William C. Brown Publishers, 1976), p. 3. 

Edwin Emery, Phillip H. Ault, and Warren K. Agee, 
Introduction to Mass Communications (New York: Dodd, Mead, 
and Company, 1973), pp. 4-5. 

Ibid., p. 272. 



papers, magazines, books, pamphlets, and posters. By the 

turn of the century, numerous newspapers, primarily tab

loids, and magazines had begun using photographs on a 

regular basis. The publishing of photographs in these 

various journals for mass consumption created vast new 

opportunities for pictorial reporting, or as it was later 

to be known, photojournalism. 

Journalists were now able to show their readers a 

news event through photographs rather than simply describ

ing it with colorful adjectives. Where the authenticity of 

words might be questioned by the reader, the photograph 

lent an air of reality and immediacy to reporting. The 

populace, the environment, the tangibles of news events 

could be documented for perusal and study. The photograph 

showed the reader what was happening. 

The photographic reporting documented news events for 

publication. With the demauid for pictures developing so 

rapidly, a great many photographers lugging around their 

still cumbersome equipment found themselves shuttling 

around the world in search of news stories. The end of the 

nineteenth century saw the published works of photographers 

such as Jimmy Hare and his pictorial documents of the 
Q 

Spanish-American War. As Hare moved to Eastern Asia fol-

Q 

Lewis L. Gould and Richard Greffe, Photojournalist, 
the Career of Jimmy Hare (Austin: University of Texas 
Press, 1977), p. 29. 
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lowing the turn of the century to cover the Japanese-Russo 

War, sociologists such as Jacob Riis and Lewis Hine used 

cameras to document the need for slum clearance and child 

labor laws. Alfred Stieglitz pushed during the eeurly 

decades of this century to get photography recognized as an 

art form. But while Steiglitz and his Photo Secessionist 

movement championed the photographs as works of art, others 

were using cameras as instruments to change, or at least 
9 

document, the human condition. 

Eugene Atget dedicated himself to documenting his 

beloved Paris. He showed his city in a clean, straight

forward style typical of the photographic documentation. 

Hine, on the other hand, was a restless man who travelled 

widely to expose in pictures the exploitation of workers, 

particularly children and immigrants, nine's work went be

yond that of a true documentarian. Although not a true 

photo essayist in the modern sense, nine's pictures never

theless told a story. Hine was one of the photographers 

who began a tradition of the social critic, a tradition 

that was to peak three decades later. 

By the 1920's, the world's innocence had been lost to 

a global war. Edward Steichen returned from World War I 

vowing to devote himself to photography. His training as a 

p. 114. 

9 
Great Photographers (New York: Time, Inc., 1971), 

•*-̂ Ibid., p. 115. 
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painter and his experience in the army with aerial photog

raphy gave him a fresh insight to the world of photog

raphy, an insight that would lead to the documentation of 

World War II and exhibits in recognized galleries. 

Photographic equipment and processes were refined 

during the early part of the century so that picture taking 

was easier and less costly. The wet-plate process became 

obsolete. Kodak introduced roll film. The Speed Graphic 

press camera became standard equipment for news photography 

11 after it was introduced in 1912. Despite its bulk, it 

was easier to handle and carry thcin the large view cameras 

that preceded it. By the 1920's, still smaller and more 

convenient cameras were introduced. Dr. Erich Salomen, a 

German lawyer, began shooting candid pictures of European 

nobility using a 35mm Leica. It was about the same time 

that the Rolliflex twin lens reflex camera was introduced. 

Two other Europeans who were changing the direction of 

photography during the 1920's were cin editor for German and 

English publications, Stfan Lorant, and an Associated press 

12 photographer in Berlin, Alfred Eisenstaedt. The latter 

of the two went on to become one of the original photog

raphers for Life magazine. 

11 
Edwin Emery, Phillip H. Ault, and Warren K. Agee, 

Introduction to Mass Communications (New York: Dodd, Mead, 
and Company, 1973), p. 271. 

•^^Ibid. 
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With the 1930's, came a monumental undertaking by the 

United States government. In an effort to keep Congress 

from destroying programs that were designed to help share

croppers and tenant farmers, the Agricultural Department 

created the Farm Security Administration (FSA) photographic 

unit. Economist Roy Stryker, who was in charge of the 

group, decided that only the clarity of photographs would 

13 defend the prograims to be saved. 

Borrowing from Riis and Hine, the FSA photographers 

became social critics searching for truth. The pictures 

taken by the FSA photographers documented the plight not 

only of the farmer but that of the nation as well. Pic

tures from the FSA files were made available to the public 

at little or no cost. With low cost or free photographs 

available to them, publications began to run more and more 

pictures. Consequently, with more pictures of the events 

around them being published, readers demanded more pic

tures. 

publications that were cilready established began to 

run more photographs. Picture magazines such as Life and 

Look were developed. The commercial markets for documen

tary photographs as well as hard news pictures, that de

veloped in the 1930's served as a showcase not only for the 

FSA photographers such as Russell Lee, Arthur Rothstein, 

13 
Roy E. Stryker, In This Proud Land (Boston: New York 

Graphic Society, 1973), p. 4. 
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Dorthea Lange, Walker Evans, and Marion Post-Walcott but 

also for photographers such as Eisenstaedt and Margaret 

Bourke-White. 

Photographs, or more appropriately, the use of photo

graphs began to change. VThile most newspapers still ran 

single pictures of news events, some newspapers and many 

magazines began to cluster photographs so they would tell a 

story. As tensions grew in Europe prior to World War II, 

publications began to send correspondents to cover the de

veloping stories. Some of the corr'espondents carried 

cameras. Others were there solely to take pictures. In the 

war proving grounds of Spain in the late 1930's, more than 

tanks and planes were tested. Photographers such as Robert 

Capa learned of the bitterness of combat, a bitterness that 

showed in their photographs. World War II brought new con

flicts to document on film. The photographers set the 

horrors of war before the eyes of the public. While Capa 

covered North Africa and the invasion of Europe, EMgene 

Smith island hopped with the allies in the Pacific. Smith 

was almost killed in battle on one of the islands while 

Capa survived the war only to step on a land mine in Viet

nam ten years later. 

In addition to the war coverage by working photog

raphers overseas, the 1940's were significant in photog

raphy and higher education. Frank Luther Mott assumed the 

duties in 1942 as Dean of the School of Journalism at the 
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University of Missouri. One of the first things he did was 

to enlarge the school's photographic studies program. Per

haps, more significantly, he gave the studies a one word 

name for the first time in academic history. That word was 

photojournalism. The introduction of a new word is not as 

importauit as the recognition of the field to which it re

fers. It signified the recognition of photographs as an 

important part of the communications field, recognition 

which has since grown. 

Following the war, this recognition became more 

widely spread with more and larger markets for photographs 

which included exhibitions at major art galleries and 

museums. The use of pictures in newspapers continued to 

grow, particularly with more sophisticated development of 

the wire services' photo networks. What had started as an 

experiment by trainsmitting a photograph over a telephone 

line in 1924 had by 1935 become a wire photo network run by 

the Associated Press. By the post wau: era, almost every 

major daily newspaper in the country could receive pictures 

15 of news events happening thousands of miles away. 

The war, however, had brought changes to the publish

ing world. Not only had it improved communications systems 

14 
Clifton C. Edom, Photojournalism (Dubuque, Iowa: 

William C. Brown Publishers, 1976), p. 25. 
15 
Edwin Emery, Phillip H. Ault, and Warren K. Agee, 

Introduction to Mass Communications (New York: Dodd, Mead, 
and Company, 1973), p. 273. 
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and advanced photographic technology, but it had brought 

about changes in the way of doing things. In the 1930's, 

both Life and Look magazines emphasized research and plan

ning. Photographers were briefed thoroughly on their story 

and told what pictures would be expected. Editors exerted 

a great deal of influence over which pictures would be 

taken aind how a story line would be developed. Following 

World War II such planning diminished as photographers 

covered stories that changed rapidly and did not neces-
1 fs 

sarily fit an editor's preconceived plan. 

Still, the post war era saw the production of some 

classic picture essays and in-depth coverage of the world's 

events. Smith recovered from his wair wounds and went on to 

produce such photo essays as "A Spanish Village," "A Coun

try Doctor," and "Nurse Midwife." Henri Cairtier-Bresson 

defined his "decisive moment" during this period. Many 

photographers, particularly European photographers, were 

torn from their homelands by the war such as Capa and 

David "Chim" Seymour. They became truly citizens of the 

world living out of a camera bag, heading for the next 

story they were to cover. 

With the outbreak of hostilities in Korea, photo-

journalists from around the world headed toward the battle

fields. Among them was a young photographer just out of 

^^Ibid. 
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the Marine Corps, David Douglas Duncan. In Korea, he found 

himself back with the Marines, but this time he was not 

fighting but rather recording combat on film. His pictures 

were among the most memorable of the Korean conflict and 

were not to be matched again until the photographs coming 

out of Vietnam in the mid to late 1960's. Even then, some 

of them were shot by Duncan. 

One of the major achievements in photojournalism 

consisted of several exhibits at the Museum of Modern Art. 

Steichen, who had headed up the Navy's photographic section 

during the war, returned to New York to become the director 

of photography for the museum. Falling back on his war 

experiences, Steichen assembled photo exhibits on the war. 

At first, he used photographs from World War II, then, 

later, from the Koreain conflict. The manner in which they 

were assembled, the exhibits were in reality essays in

dicting warfare. Steichen also was responsible for an 

exhibition of photographs on human rights, but he claimed 

to have failed in his attempts to incite people to take 

action on the issue of human rights or against war. This 

led him to a different approach in the mid-1950's. He 

tried to show not what was wrong with the world, but what 

was right. This approach resulted in the Family of Man 

exhibit. Where the exhibits concerning human rights and 

war had failed to capture the imagination of the public, 

the Family of Man proved to be a success. Commenting on 
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the exhibit, Steichen said: 

I came to the conclusion that I had been working 
from a negative approach, that what was needed was 
a positive approach statement on what a wonderful 
thing life was, how maurvelous people were, amd, 
aibove all, how alike people were in all parts of 
the world.17 

The exhibit, later printed in book form, was edited 

from over two million pictures down to 503 photographs 

representing sixty-eight countries. The exhibit opened in 

Jamuary, 1955, and broke all records for attendance for 

contemporary art shows. It was later circulated throughout 

the United States and taken overseas by the United States 

Information Agency. Since the initial printing of the book 

from the exhibit, more than two million volumes have been 

sold. Although he was responsible for forty-four exhibi

tions in his fifteen year tenure as director of photography, 

Steichen never equalled the success of his Family of Man 

exhibition. Since it was released, the exhibition has 

served as a benchmark of photographic statement. 

Photojournalism did not stop with the Faimily of Man 

exhibition in the mid-1950's. In the 1960's, photo-

journalists brought home the vivid horrors of war from the 

undeclared conflict in Vietnam and of political chaos here 

and abroad. While the major magazines gave way to a new 

electronic media's version of photojournalism, it was the 

17 
Edward Steichen, A Life in Photography (New York; 

Doubleday and Company, 1963). 
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still photograph and groups of photographs both in color 

and black and white that filled the magazines and news

papers. Photojournalists like Eddie Adams for the Asso

ciated press showed in his picture of a Viet Cong suspect 

being executed on the streets of Saigon the violence of 

war. Photojournalists such as Larry Burrows whose essay 

"Yankee Papa 13" published in Life magazine showed the 

death and frustration of the men caught up in the war. 

Certainly, wars make interesting photographs with the 

action and violence lending themselves readily to interest

ing images, but the 1970's saw a younger breed of photo-

journalist. Young men and women recording life auround them 

on film, documenting the world as they found it. Even the 

outlets for such photojournalistic efforts began to change. 

The big picture magazines were replaced with smaller, 

special interest publications. Even though the magazines 

were smaller, there were more of them. There was a revival 

among newspapers for more and better pictures, for more 

sophisticated layouts, and for better picture editing. 

Photojournalists begain and stayed with small town weekly 

newspapers and medium sized dailies. Photographers such as 

Brian Lanker produced picture stories that were given space 

and layout treatments that drew readers. Most notable was 

Lamker's picture story on natural childbirth which won the 

Pulitzer prize in the early 1970's. 

Even the federal government began to realize the 
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importance of photographs as historical sociological docu

ments. Grants were made available to photographers by 

both governmental agencies and private organizations. 

Perhaps the most dramatic documentary undertaking was by 

David H. Kinnerly when he was hired to document President 

Ford's term in the White House. 

Throughout the short history of photography there are 

four events which remain as marked influences in photo

journalism: first, the reliable means of producing a last

ing photograph by Daguerre in 1839: second, the introduction 

of the halftone in the 1880's which made the photograph 

available to the masses; third, the FSA project of the 

1930's which evidenced photography's role as a method of 

documentation; and fourth, the Family of Man exhibition 

assembled by Edward Steichen for the Museum of Modern 7\rt. 

It is the fourth event, the Family of Man, that served as 

the basis for this thesis. The significance of a socio

logical document is in itself important, but it becomes 

more significant when displayed with a point of view. The 

pictures included in this thesis are unto themselves 

historical documents showing people at a paurticular time 

and place in their lives. However, assembling them into an 

orderly series, comparing them, and combining them together 

with a central theme goes beyond the historicail signifi

cance and into the realm of an essay. This essay follows 

the same theme as the Family of Man. That theme emphasizes 
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the similarities among people rather than the differences. 

Where differences can keep people apart, the similarities 

unite people with common bonds. Although this thesis does 

not cover nearly so broad a spectrum as the sixty-eight 

countries covered in Steichen's exhibit, it does show 

mankind as a whole using a small cross section from one 

geographic area, the Texas Panhandle. 



CHAPTER II 

THE PHOTOGRAPHIC ESSAY 

Photography fills many roles. According to Otha C. 

Spencer, retired professor of photojournalism at East Texas 

State University, photography fills three basic roles as a 

paurt of the communication process. They are photography as 

representation, photography as form, and photography as 

expression. The first of these, representation, is the 

most common function of photography. It provides an accu

rate picture of what was in front of the camera at the time 

the photograph was made. The second role, form, is often 

referred to as the modern art of photography because the 

emphasis is placed on line, texture, shape, tone, and color. 

With representational photography the subject is the major 

concern. In form, the subject does not matter; the photog

rapher is more interested in the abstraction of the subject. 

Expression, however, combines the first two roles to help 

the photographer express or communicate an idea or atti-

tude. 

18 
Otha C. Spencer, Ph.D., The Art and Technicrues of 

J o u r n a l i s t i c Photography (Wolfe City, Texas: Hennington 
Publ ishing Company, 1966) , pp. 8 -20 . 

21 
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To draw parallels for the use of these photographs, 

the documentary photograph can be looked upon as a simple 

representation. In this respect, the documentary photo

graph has been in existence since Daguerre first produced 

the photograph over a hundred and forty years ago. The 

amateur photographer is perhaps the best documentarian of 

the world around him. The photographs he makes of babies, 

graduations, weddings, and family reunions are intended to 

preserve the experiences of life. Photographers since 

Daguerre have shot various facets of life and the world 

around them. Few of them considered the historicail sig

nificance of their work until Roger Fenton's coverage of 

the Crimean War. This combat coverage and later the cover

age of the Wau: Between the States by Matthew Brady are 

generally considered to be the beginnings of documentary 

photography as it is known today. Another milestone in 

documentciry photography was William Henry Jackson's photo

graphic record of the west. Jackson's efforts were instru

mental in convincing the United States Congress to establish 

19 a National Park system. 

While the documentary image of photography was de

veloping something else was being developed along with it. 

Fenton's work, Brady's work, and Jackson's work verged on 

the edge of showing a point of view. With the selection of 

19 
The Encyc lopedia of Photography, (1963) s . v . 

"Documentary Image," John C o l l i e r , J r . 
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subject matter, the photographers began to make a statement 

about what they saw. As the documentary photograph de

veloped new photographers added to the progression of 

photography as a communicative force. Riis and Hine added 

a new dimension of sociauL consciousness. Although it was 

not to be named for three more decades, the groundwork had 

been laid for the photo essay. 

Pictures for a photo essay had been available since 

Fenton's coverage of the Crimean War and since Brady's 

coverage of the War Between the States. What was lacking 

was an apparent point of view, an orderly display, aind, at 

the time the photographs were taken, the ability to repro

duce them in a format that would most effectively put forth 

that point of view. It might be argued that any photograph 

of a battlefield showing death and destruction could be an 

indictment of wau: and, therefore, both Fenton and Brady 

presented a point of view. These photographers may have, 

indeed, had a point of view when they took their pictures 

on various battlefields and soldiers; however, there was 

still a lack of orderly presentation and post exposure 

editing. Certainly, these photographers displayed some 

editing judgement in the scenes they chose to photograph, 

but, of course, the limitations of their bulky equipment 

may have also played an important role as to what was photo

graphed and what was not. Certainly, though, the documen

tary photograph had its beginnings in Fenton's and Brady's 
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work. 

While documentary photographs of Fenton and Brady 

provided the background for the photo essay, it was not 

until the turn of the century and the work of Riis and Hine 

that the photo essay begaû  to form an embryo. These two 

sociad critics undoubtedly had a point of view when they 

chose to photograph child labor practices and slum clear

ance problems; however, the photographs they took still 

tended to be published individually with little respect for 

order or editing. They were used more to illustrate 

stories written in words and set in type than to tell the 

stories visually. While Riis with his photographs of 

children working long hours at dangerous occupations showed 

the need for child labor reform, the photo essay had still 

not developed into a viable form of communication. 

In the 1930's, the photo essay came one step closer 

to being with the Farm Securities Administration (FSA) 

socio-documentation of the rural life of the United States. 

The FSA, as a part of the U.S. Department of Agriculture, 

created an historical section under the direction of Roy 

Emerson Stryker in order to photographically record the 

relationship between rural poverty and improper land use. 

The photographers who executed this project followed 

Stryker's admonishment to document rural poverty, urban 

blight, improper land use, and the declining farm economy. 

Stryker defined documentary photography for his photog-
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raphers as striving ". • .to link people and things—their 

20 clothes, houses, land . . . " 

While the FSA collection is more strictly a docu

mentary project, it could be construed when taken as a 

whole to be a photo essay of massive terms since there aire 

some 70,000 prints in the FSA archives. But at the time of 

their production the photographs were still used individ

ually in most instances. Still, Stryker had a point of 

view when ordering his photographers out into the field. 

In speaking of the FSA collection, he said: 

There is in this collection an attitude toward 
people. To my knowledge there is no picture in 
there that in any way whatsoever represents an 
attempt by a photographer to ridicule his subject, 
to be cute with him, to violate his privacy, or to 
do something to make a cliche. However they might 
have differed in skill and insight, our photog
raphers had one thing in common, and that was a 
deep respect for human beings. . . . There's 
honesty there, and compassion, and a natural re
gard for individual dignity. These are things 
that, in my opinion, give the collection its 
special appeal.21 

It was not until 1936, with the founding of Life 

magazine that the photo essay truly came into being. Those 

involved in putting together the first issue of Life were 

apparently not aware of the historic moment. As commented 

upon by Maitland Edey: 

20 
Ibid., s.v. "Documentary photography," Roy Stryker. 

21 
Roy E. Stryker, ^ This proud Land (Boston: New 

York Graphic Society, 1973), p. 7. 
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They did not realize it at the time, nor did 
anyone else in the excitement and turmoil attend
ing the birth of Life, but they had just created 
the first true photographic essay ever made; a 
collection of pictures on a single theme, arranged 
to convey a mood, deliver information, tell a 
story, in a way that one picture alone cannot. 
Selection and arrangement are all-important. A 
successful photo essay is always greater than the 
sum of its parts. It has a life of its own. It 
says more, has a greater impact than any single 
picture in it.22 

The photo essay to which Edey referred was on the 

frontier atmosphere at Fort Peck, Montana, as photographed 

by Margaret Bourke-White. Initially, the story was to be 

on a dam being constructed at Fort Peck, but Bourke-White 

had gone beyond the architectuaJ. photographs that she had 

been assigned to shoot for the cover of the first issue of 

Life amd had recorded life as she found it in the western 

boom town. The essay showed life in the small Montana 

town as frontier life, raw, raucous, and with all the rough 

edges. It was a statement, not just about a dam being 

built in Montana, but about the frontier, the expansion of 

the nation. 

The big picture magazines that began to be published 

in the 1930's such as Life, Look, Pic, Click, Picture, 

Peek, and others, served as a laboratory for the photo 

essay. It was defined and refined into a viable medium. 

A large audience of magazine readers had become used to 

22 
Maitleind Edey, e d . . Great Photographic Essays From 

Li f e (Boston: New York Graphic Soc i e ty , 1978) , p . 1 . 
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seeing the works of such photographers as w. Eugene Smith, 

Carl Mydans, George Silk, David Douglas Duncan, Alfred 

Eisenstaedt, Lairry Burrows, Robert Capa, David "Chim" 

Seymour, and Dmitiri Kessel. During the next three and a 

half decades Life alone would run such classic photo essays 

as Leonard McCombe's "The private Life of Gwyned Filling," 

W. Eugene Smith's "Country Doctor," Henri Cartier-Bresson's 

"A Last Look at Peiping," and Larry Burrow's "Yankee Papa 

13." 

One of the earliest Life photographers who helped 

develop and refine the photo essay, indeed, has been 

credited with coining the term "photo essay," was W. Eugene 

Smith. He described the person who attempted the photo 

essay as: 

. . . a photographer who manages to comprehend a 
subject, whether it's coal miners in Appalachia, 
or love, or mercury poisoning of human beings in 
Minamata—and gives a lot of thought to weaving 
the pictures into a coherent whole in which each 
picture has an interrelationship with the others.23 

But photo essays were not limited just to the printed 

page. The interest shown in photography and in the photo 

essay in particular by the New York Museum of Modern Art 

gave the communication form legitimacy. Photographic 

pioneer Edward Steichen as director of photography for the 

museum organized forty-four exhibitions during his fifteen 

23 
Tom Moran, The Photo Essay (Los Angeles: Alsog, 

Inc., 1974), p. 14. 
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year tenure. The early shows were in essence essays con

demning war, first using photographs taken during World 

War II amd, later, the Korean War. He was also responsible 

for a photo exhibit on human rights, but claimed to have 

failed in his attempts to incite people to take action on 

the issue of human rights or against war. He turned to a 

different approach in the mid-1950's and tried to show not 

what was wrong with the world, but what was right with it. 

The result was the Family of Man exhibit which was later 

published in book form. 

The photographs of the exhibit emphasized the common 

bond of mankind. They were pictures of lovers, of husbands 

and wives, of children, of groups and individuals at work 

and play, of life and death. The images in the exhibit 

were photographs of people involved in daily living. It is 

representative of mankind as a whole. Each picture con

tributes to the whole, but the whole is greater than the 

collection of pictures. In the Prologue of the book. The 

Family of Man, Carl Sandburg wrote: 

There is only one man in the world 
and his name is All Men. 
There is only one woman in the world 
and her name is All Women. 
There is only one child in the world 
and the child's name is All Children.24 

24 
Edward Steichen, ed., The Family of Man (New York: 

Museum of Modern Art, 1955), p. 3. 
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A photo essay which focuses on human beings is 

socially significant. It tells man something about himself 

whether it be man's inhumanity to man or how wonderful life 

can be. A photo essay, like most essays, is a search for 

the truth. A photo essay on mankind is a self-examination 

in seaurch of truth. Steichen perhaps worded it the best 

when he wrote of the Family of Man exhibit: 

The exhibition . . . demonstrates that the art of 
photography is a dynamic process of giving form 
to ideas and of explaining man to man. It was 
conceived as a mirror of the universal elements 
and emotions in the everydayness of life—as a 
mirror of the essential oneness of mankind 
throughout the world.25 

The photo essay is one of the most complex, yet one 

of the most effective forms of visual communication in the 

printed media. Photographically, the essay entails more 

time and effort than simply taking a series of pictures 

with a camera. In addition to the planning of the photo

graphs, or at least planning the circumstances surrounding 

the photographs, the pictures must be carefully selected 

and put into some sort of order to be fully effective. It 

is not enough to simply group them without order. 

As with written essays, photographic essays aire not 

simple to define. It is not easy to draw a line and say 

where a documentairy picture story ends and a photo essay 

begins. As with visual communication, essays date to clas-

^^Ibid., p. 4. 
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sical antiquity. The speeches of Socrates in the Memora

bilia of Xenophon have been referred to as essays, other 

speeches in essay form are to be found among the writings 

of the Sophists and the character of Thucydides. Even the 

Bible contains essays on poverty, riches, and friendship as 

found in Proverbs, Ecclesiastes, and Wisdom. The germ of 

written essays first appeared in the interpolated reflec

tions of Greek and Latin historians. Oration superseded by 

a literary production which reached perfection in the letter 

essays of Cicero. The Orations of Demosthenes, the Disser

tations of Epictetus, the Meditations of Marcus Aurelius, 

the letters and treatises of Dante, Theophrastus's Charac-

ters, Caxton's Prefaces, Chaucer's "Tale of Melibeus," 

Gosson's School of Abuse, Sydney's Apology for Poetry, the 

Marprelate Tracts of Thomas Nash, are all excellent essays 

antedating Montaigne, who is normally considered to be the 

creator of the modern essay. 

Michel De Montaigne (1533-1592) earned this distinc

tion as the father of the modern essay by publishing the 

first volume of his Essais in which he gave the world a 

well-defined literary organ of personality. In the literary 

sense in which Montaigne employed it, the word essais means 

a triad, attempt, or endeavor. Etymologically, the word 

essay indicates something tentative, justifying incomplete-

96 
Sister M. Eleanore, The Literary Essay in English 

(Boston: Ginn and Company, 1923), p. 16. 
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27 ness and want of a system. Incompleteness aind tentative-

ness were felt by the inventor of the essay to be charac

teristic. 

Even with a historical perspective, it is difficult 

to narrowly define an essay. In writing about essays. 

Sister M. Eleanore noted: 

The essay is a fairy creature who can assume the 
role of philosopher, scientist, critic, friend, 
gossip, courtfool—anyone who can write prose 
amd who wishes to express his opinion about some
thing or somebody.28 

She further notes that the true essayist is graduated from 

the school of experience. 

The conception of the literary term "essay" is lack

ing in scientific exactness. Mamy scholars in the literary 

community try to define the essay by telling what it is 

not. R. D. O'Leaury in discussing essays writes that 

literature is of man while nature is of nature. Nature is 

governed by natural laws which brings it into the realm of 

science. Literature, if it is to be worthy, must be dif

ferent from previously written pieces. The writing in 

literature must be new and fresh in its impression and 

sensation. Science, however, must be exact in dealing with 

natural laws. Sciences can be expressed in hard fast 

statements. Because science deals with natural laws, it 

27 
Hugh Walker, The English Essay and Essayists 

(London: J. M. Dent and Son, Ltd., 1915), p. 3. 
28 
Eleanore, The Literary Essay in English, p. 3. 



32 

perpetually repeats itself. A writer or artist dare not 

29 
repeat his work. 

O'Leary defines the essay as a short piece of prose, 

expository in general character, literary rather than 

matter-of-fact or didactic, and necessarily, therefore, in 

a style that departs from plain assertion. He goes on, 

however, to note that the term essay can be applied if a 

piece has some but not all these characteristics. He con

tinues by writing that of all classical essays, few have 

much in common. He, therefore, concludes: 

There is perhaps no term among all the terms 
employed in the discussion of literary matters 
that is more vaguely used than the term "essay". 
It may almost be said that any piece of writing 
that people find it difficult to locate in amy 
other catagory they usually dispose of by call
ing it am essay.30 

Lexographer Sammuel Johnson defined the essay as "a 

loose sally of the mind, an irregular, indigested piece, 

31 

not a regular amd orderly performance." Alexander Smith 

in his paper "On the Writing of Essays" states, "the essay 

as a literary form, resembles the lyric, in so far as it is 

moulded by some central mood—whimsical, serious, or satir

ical. Give the mood, and the essay, from the first sentence 

to the last, grows around it as the cocoon grows around the 
29 
R. D. O'Leary, The Essay (New York: Thomas Y. 

Cowell Company, 1928), p. 11. 
30 
-^^Ibid., p. 1. 
31 
Walker, The Literary Essay in English, pp. 3-4. 
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32 silkworm." Essie Chamberlain, in her book of essays. 

writes "the essay is a brief prose composition which treats 

of one subject in such of a way as to give free expression 

33 to the personality of the writer." Marie Hamilton Law, 

in reviewing essays from the nineteenth century, concludes 

that the most distinguishable mark of an essay is its 

subjectivity. 

It is interesting to note also that essays become a 

part of the communicative process as a society matures. 

According to Hugh Wailker: 

The essayist does not usually appear early in the 
literary history of a country: he comes naturally 
after the poet amd the chronicler. His habit of 
mind is leisurely: he does not write from any 
special stress of passionate impulse; he does 
not create material so much as he comments upon 
material already existing.35 

It is not surprising, therefore, that the photo essay would 

come into being almost a hundred years after the invention 

of photography. Nor is it surprising, in view of O'Leary's 

assertion that some essayists are glorified journalists, 

that the photographic aspect of the profession would de

velop visual essays. O'Leary also goes on to note that in 

^^Ibid. 

Essie Chamberlain, ed., Essays Old and New (New 
York: Harcourt Brace and Company, 1934), p. xxii. 

O /I 

Marie Hamilton Law, The English Faimiliar Essay in 
the Early Nineteenth Century (New York: Russell and Rus
sell, Inc., 1965), p. 8. 

35 
Walker, The Literaury Essay in English, pp. 3-4. 
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many cases involving literary essays the message encoded 

within is affected by the publication that prints the 

message. O'Leaury describes the essayist as a person who 

is observant, reflective, has a keen sense of values, amd 

sympathetic powers. This description would seem to fit a 

great mamy journalists and photojournalists. 

Arthur Rothstein, a former FSA photographer and 

photographic director for the now defunct Look magazine, 

writes of a photojournalist: 

he has the power, duty, and privilege to bring 
light to a darkened world, the light of under
standing . . . they realize that a picture is 
a reflection of what they see and understand, 
amd their job is to mirror the world.36 

Refining the literary form somewhat, the definition 

of a picture essay is not all that different from the 

written essay. The photo essay has been described as set

ting out to prove a point or explore a problem. It has 

also been called: 

one of the most personal and powerful forms of 
narration a photographer can use. Its series 
of images, telling a story along straight
forward literary lines or resonating with each 
other to develop a theme in freer form, offers 
a visual adventure that is at once deep and 
broad.37 

-if: 
Arthur Rothstein, Photojournalism (New York: 

American Photographic Book Publishing Company, Inc., 1979), 
p. 16. 

37 
Tom Moran, The Photo Essay (Los Angeles: Alsog, 

Inc., 1974), p. 8. 
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Nothing is said about complete. In fact, particularly with 

the photographic essays that deal with life, there is no 

way to complete am ess'ay. Lives are seldom complete, even 

at death. So, using the literary definition of essay and 

refining it to fit the photographic circumstance, it can be 

said that a photographic essay is visual attempt at self-

expression in connection with a particular subject or idea. 

It should also be noted that mamy essays, both 

written amd photographic, deal with similar themes. O'Leary 

notes that among the multitudes of themes, social institu

tions, practices, and conventions are the most frequent. 

Great themes he states are inexhaustibly interesting. Such 

themes in photographic circles usually deal with the human 

condition, still life, portraits, nudes, nature, and war. 

While there may not be a great difference in themes avail

able to both the writer and photographer, some themes lend 

themselves more readily to visual display. It is easier to 

show the effects of the wind than to show the wind itself 

in a photograph: however, a series of pictures showing the 

effects of the wind may do more to define the wind and its 

traits than as many paragraphs on the same subject. So it 

is with human life. Such abstract terms as love and friend

ship may be difficult to photograph, but with proper tech

nique, the photographer may be able to make a more graphic 

statement with a group of pictures than the writer at his 

typewriter. 
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This is not to say that words are not important, nor 

that photographs can stand alone. In a great mamy essays 

there must be an introduction or documentation of the 

material considered. There are certain times, however, that 

words will detract from a photograph instead of adding mean

ing. Also, photographs, like words or paragraphs in a 

written essay, must be perused in context. In a photo 

essay each photograph must join together with those around 

it. To look at a photo essay picture by picture is to read 

an essay word by word. A single word may not be exciting 

or informative, but read as an entire entity, there may be 

a great deal of thought involved or information imparted. 

In the photo essay which is part of this thesis, 

there are few if any photographs which will stand alone. 

Certainly, none of them are front page newspaper pictures 

with the impact by themselves to attract a reader. Taken 

as a whole, however, they show a geographic area not as a 

unique region but as a part of the world as a whole. 



CHAPTER III 

THE TEXAS PANHANDLE 

The people of the Texas Panhandle are as unique from 

the peoples of other geographic regions as each individual is 

from another. For the most part, the Panhandle of Texas is a 

flat, treeless plain. There are a few creeks to break the 

monotony of the landscape, creeks which have over time carved 

rugged canyons as they flow toward the Gulf of Mexico. The 

southeastern corner of the Panhandle breaks off from the 

tabletop plateau known as the Caprock and into rolling sand 

hills. North of Amarillo, the Canadian River winds across 

the plateau interrupting the barren landscape with sharp 

breaks eroded by the flowing water over the centuries. 

The weather also creates an importamt factor affecting 

the lives of the people who choose to live in the Panhandle. 

During the winter, strong north winds often bring sub-zero 

temperatures amd the possibility of blizzards. During the 

summer, it is not unusual to record temperatures over one 

hundred degrees with little precipitation. With an amnual 

average rainfall of approximately twenty inches, it is not 

unusuail for the residents of the Panhandle region to experi

ence long drought periods. In the spring, if there has been 

insufficient rain or if the previous winter has brought 

37 
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little snow to soak into the ground, giant dust and sand 

storms are blown into the area by dry southwest winds. 

The Texas Panhandle is sparsely populated with an es

timated population of three hundred thousand within the geo

graphic area which covers approximately twenty-two thousand 

square miles, or about ten percent of the entire state of 

Texas. Almost half of the region's population is centered in 

the metropolitan aurea surrounding and including Amarillo. A 

majority of the remaining population lives in Pampa, Borger, 

Childress, Clarendon, Tulia, Hereford, Dumas, Dalhart, Cana-

diam, and Perryton. With the exception of Amarillo, Borger, 

and Pampa, most of the region is dominated by agriculture. 

While a great many vegetable crops are grown in the south

western part of the Panhandle, cattle and grain crops are 

most widely responsible for the region's economic base. 

Pampa and Borger are primarily dominated by the oil and gas 

industry. With new technical developments in recent years, 

the eastern section of the Panhandle is becoming more depen

dent on the petroleum industry than on its traditional farm

ing practices. Amarillo is more diversified. Because of 

its central location, it serves as a transportation center 

for products produced in the area as well as a banking and 

business center for the region. Amarillo was founded as a 

transportation center in 1887 when the railroad entered the 

Panhandle. At that time, cattle was the major commodity to 

be transported out of the Panhandle. Although areas adong 
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the Canadian River had served as home for prehistoric Indian 

tribes since ten thousand years before Christ, the Texas 

Panhandle was not settled by caucasions until the great 

westward expansion of the late 1860's and 1870's. For cen

turies, the Panhandle of Texas was inhabited only by great 

herds of buffalo and nomadic Indian tribes. There were no 

permanent settlements on the plains. 

Even though Spanish conquistadors explored the region 

within one hundred years of the discovery of the new world, 

their destination took them to the west and the founding of 

cities and towns in New Mexico, not on the high plains of 

Texas. Even as late as 1849, Captain R. B. Marcy, while sur

veying the Panhandle for the U.S. Army wrote of the area: 

. . . the great Sahara of North America . . . a 
region almost as vast and trackless as the ocean. 
A land where no man, either savage or civilized, 
permanently abides. It spreads forth into a tree
less, desolate waste of uninhabited solitude, which 
always has been, and must continue, uninhabited 
forever . . .38 

Within three decades, the Texas Panhandle was settled 

by ranchers moving onto the high plains with large cattle 

herds. Realizing that the grass which supported vast herds 

of buffailo could also support cattle, pioneers like Charles 

Goodnight moved his herds to the Panhandle and began carving 

the grassland into laurge ranches. By the late 1870's, the 

U.S. Army had moved the Indiams which once roamed the plains 

38 
Clara Hammond, ed., Amarillo (Amarillo: George 

Autry Printers, 1971), p. 81. 
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to reservations in Oklahoma, making the Panhandle safe for 

settlers. In 1876, Charles Goodnight established the JA 

Ranch near Palo Duro Canyon. It was about the same time 

that Thomas S. Bugbee established the Quarter Circle T Ranch 

along the Canadian River and Casimero Romero, a Spanish 

sheepman from New Mexico, brought his flocks to what is now 

Oldham County. The frontier town of Tascosa grew around 

Romero's headquaurters. 

These ranches were followed within a year by the es

tablishment of the LX and LIT ranches. In 1881 the Frying 

Pam Ramch was established by Joseph Glidden and Henry San

born, who began the first large scale barbed wire fencing 

with twelve thousand head originally pastured on the ranch. 

Then came the XIT which covered three million acres of state-

owned land that the state of Texas granted in payment for the 

construction of a state capitol building. 

After the turn of the century, most of the western 

frontier had been settled. The Indian wars were over and the 

country was consolidating. The railroad had brought the east 

and west closer together. The Wright brothers had shown man 

how to fly. The automobile was vying for a place on the 

highway, making the horse obsolete. With progress came the 

petroleum industry. Transportation needed oil and gas. This 

led to wildcatting and discoveries in Pennsylvania, Oklahoma, 

East Texas, and, in 1918, the Texas Panhandle. The discovery 

gas well was completed that year in the Panhandle-Hugoton 
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Gas Field about twenty-seven miles north of Amarillo. 

Almost immediately Amarillo, Borger, and Pampa became 

prominent. 

The area prospered in the 1920's with more discoveries 

of oil and gas. Much of the broad flat land of the Panhandle 

was broken by plows and grasslands gave way to seas of wheat. 

Poor farming practices, however, led to soil erosion. With 

the 1930's came economic ills facing the nation as a whole. 

In the Panhandle, the economic problems were multiplied with 

thick, black dust storms caused by the strong winds of the 

region and poor farming practices. By the 1940's, at least 

part of the cropland in the Panhandle had become irrigated 

from underground reservoirs. \^ere once man had to rely on 

nature for enough moisture to raise a crop, now with deep 

irrigation wells underground water could be pumped to the 

crops at optimum times during the growing season. 

By the 1950's more and better crop management had in

creased yields. Farmland, particularly irrigated farmland, 

grew in value despite droughts which hit the area during the 

decade. The 1960's saw another phenomenon. One of the 

basic commodities gro\-m in the Panhandle, cattle, were 

brought in off the range and penned in feedlots where they 

were fed high protein feeds in assembly line efficiency. By 

the 1970's the petroleum industry had again become a major 

economic factor in the Panhandle. New technology and higher 

prices for oil and gas led to new exploration. 
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With the people of the Panhandle only one or two gen

erations off the frontier, the region is still maturing as a 

geographic entity. Less than one hundred years ago the area 

consisted of little more than a few large ranches. In less 

than a century the Panhandle has changed from a rough fron

tier to a complex civilization. The people remain open and 

proud of their fathers and grandfathers. The children of the 

pioneers tend to be independent and hard-working. In mamy 

respects, the people of the Panhandle are as unique as the 

region. 

The residents of the Texas Panhandle are unique as each 

individual is unique; yet, they have common bonds with all 

mankind. It is the purpose of this photo essay to emphasize 

that common bond, not the uniqueness of mankind. This is not 

a new photojournalistic approach. It is not unlike the photo 

essays of Eugene Smith which portray people as archtypes for 

all humanity or Henri Cartier-Bresson's pictures which show 

a great deal about people but very little about the people in 

the picture. Whether in the Texas Panhandle, or anywhere 

else, people vary little once the cultural mores are scraped 

away. This project was conceived "as a mirror of the univer

sal elements and emotions in the everydayness of life—as a 

mirror of the essential oneness of mankind through the 

39 world. ""̂"̂  

39 
Edward Steichen, ed., The Family of Man (New York 

Kuseum of Modern Art, 1955), p. 4. 



CHAPTER IV 

PHOTOGRAPHS 

The following photographs were taken over a period 

from May, 1972, through November, 1980. They are the re

sult of reviewing an estimated five thousand negatives and 

contact proof sheets. They depict the people of the Texas 

Panhandle as citizens of the world. There is at least one 

photograph from each of the twenty-six counties that make 

up the Texas panhandle. 

The photographs in this volume of work were all shot 

on Kodak Tri-X black and white film. Most of the pictures 

were taken using either a Nikon F or Leica M-4 35mm camera. 

A few of the photographs were taken with a Mamiya RB-67 

camera with a 2 1/4 by 2 3/4 format. Depending upon the 

lighting situation, the film was rated between 100 ASA and 

4,000 ASA. It was developed accordingly in Microdol X, 

D-76, HC-110 replenisher, or Dektol, all Kodak developing 

agents. Most of the photographs were taken under existing 

light, although in a few instances an electronic strobe had 

to be used. In those cases where an electronic flash unit 

was used, every effort was made to bounce the flash to give 

a soft, natural light. Unfortunately, it was not always 

43 



44 

possible to bounce the flash, so in a few instances a 

direct flash had to be used. 

The photographs herein presented were printed using 

an Omega D-2 enlarger. The prints on Kodak Polycontrast 

Lightweight paper were developed in Dektol, diluted one 

part Dektol to two parts water. 
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Photograph 1. Sherman County 
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Photograph 3 . Randal l County 
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Photograph 4. Potter County 
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Photograph 5. potter County 
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photograph 6. Donley County 
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photograph 7. Potter County 
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Photograph 9. Potter County 
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Photograph 11. Briscoe County 
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Photograph 14. Hartley County 
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Photograph 21. Potter County 
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Photograph 22. Potter county 
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Photograph 24. Deaf Smith County 
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Photograph 4 1 . Randall County 



86 



87 

Photograph 43. Randall County 
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Photograph 45. Potter County 



90 



91 

Photograph 47. Potter County 
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Photograph 56. Randall County 
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