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Chapter One

Picturing the Thesis

Travel becomes a strategy for accumulating photographs 
Sontag, 1977: 9

Introduction

Tourism and photography are ‘modern twins’. From its early invention photography 
became associated with travelling. At a time when steamships and railways made 
the world physically more within reach, photographs made it visually at hand. 
Photographers travelled to faraway places, photography soon became a ritual 
practice of tourism and photographic objects roamed the globe, which, in turn, 
engendered a train of ideas, objects, places, cultures and people. The modern 
world’s lust for visuality and geographical movement accelerated tremendously 
with these inventions; by working together they caused a profound multiplication 
of images and sights, an unprecedented geographical extension of the field of the 
visible. Photography is very much a travelling phenomena – a constitutive part of 
modernity’s ‘travelling cultures’. 

Contemporary tourism is intrinsically constructed culturally, socially and 
materially through images and performances of photography, and vice versa. 
Of the estimated sixty billion photographs taken each year (Crang, 1997: 361) a 
substantial amount of them is made in the spaces of modern tourism: it is caught 
up in a whirl of photography. The tourism industries ‘invest’ enormously in 
photographic images to choreograph desirable place-myths, desiring bodies and 
photogenic places. But nowhere is the ‘frenzy’ more visible than in relation to the 
tourists themselves. It has become almost unthinkable to embark on touring without 
taking the mobile camera along, writing postcards and returning home with many 
snapshot-memories. ‘The camera’, as Hutnyk puts it, ‘is the international signifier 
of tourism’ (1996: 145). Yet, whether in everyday talk, in art or academic writing, 
tourist photography is ceaselessly ridiculed. Camera-wearing tourists are laughed at 
while walking our own domestic asphalt worlds, but somehow the embarrassment 
evaporates when moving in and through touristic soils. We know that we reproduce 
a cliché, but photography performances are pleasurable and our holiday photos that 
celebrate the world’s famous places, our achievements and personal relationships 
are precious belongings.

Despite the fact that photography is an emblematic tourist practice and tourist 
studies have been dominated by a visual paradigm, paradoxically little sustained 
research has explored the general connections between tourism and photography 
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and especially the roles and works of photography within tourism. While the 
crossroads are copious, in practice there have been very few intellectual encounters 
between tourist studies and visual studies (the major exception being Taylor, 1994; 
Urry and Crawshaw, 1997; Crang, 1997, 1999; Osborne, 2000; and Crouch and 
Lübbren, 2003a). 

This thesis explores tourism’s multifaceted visual culture of seeing, writing 
and picturing with a particular eye on practices of performing photography. This 
focus on performance – inspired by the recent ‘performance turn’ within tourist 
studies1 – enables us to rethink the role and work of tourist photography in modern 
societies (as argued initially by Crang, 1999). In the following, I tour the ‘cultural 
’ (e.g. as opposed to the ‘economic’) literature on tourism’s ‘visual culture’. The 
conventional portrayal of tourist photography as an omnipresent visual economy 
of disembodied and somewhat passive spatial encounters in dematerialised 
‘imagescapes’ or ‘visionscapes’ is rejected, and one of embodied, active and mobile 
seeing, multi-sensuous experiences and tourists, and ‘mobile’ heterogeneous places 
are crafted. 

Tourist Studies and Visual Culture

The first work that actually touched upon the relationship between tourism and 
photography was Susan Sontag’s On photography (1977). She made the case that 
photography dramatically transformed the perception of the world by turning it into 
a ‘society of spectacles’ (Debord, 1983) where circulating and instantaneous images 
overpower reality: ‘reality’ becomes touristic, an item for visual consumption. This 
is a society where the consumption and production of images become all-important, 
and participating in events becomes tantamount to seeing and capturing them as 
spectacular ‘imagescapes’:

It would not be wrong to speak of people having a compulsion to photograph: 
to turn experience itself into a way of seeing. Ultimately, having an experience 
becomes identical with taking a photograph of it, and participating in a public 
event comes more and more to be equivalent to looking at it in photographed 
form … Today everything exists to end in a photograph (Sontag, 1977: 24). 

Thus, tourism is one social practice that simultaneously shaped and was shaped by 
the ubiquitous photographic culture of cameras and images: ‘it seems positively 
unnatural to travel for pleasure without taking a camera along. Photographs will 
offer indisputable evidence that the trip was made, that the program was carried out, 
that fun was made’. This observation leads her to the more speculative statement 
that ‘travel becomes a strategy for accumulating photographs’ (1977: 9). According 
to Sontag, the very essence of late modern tourism is a gazing upon, and a picturing 
of, the already pictorial. In a similar fashion the influential human geographer 
Relph argued that the mass media created ‘placelessness’, and that ‘the purpose of 
travel is less to experience unique and different places than to collect those places 

Performing Tourist Photography

2



(especially on film)’ (1976: 85). Running through both works, is an assumption that 
mass media destroy authentic experiences.   

Sontag’s sweeping assertions were transported into tourist studies by John 
Urry’s extremely influential notion of the ‘tourist gaze’ (1990) that brings out the 
fundamental visual and image-saturated nature of tourism encounters. Reflecting 
modernity’s hegemony of the visual and postmodernity’s lust for spectacles, Urry 
argues that tourism essentially is a ‘way of seeing’ and its pleasures thus grounded 
in the eye, in the enjoyment of ‘consuming places’ (1995) visually and semiotically. 
Together with Dean MacCannell’s equally influential The Tourist ([1977] 1999) 
that portrayed tourism and sightseeing as almost synonymous, Urry has been 
instrumental in constituting and enabling a powerful hegemony of the ‘visual’ in 
tourist studies. 

The ‘nature’ of the ‘tourist gaze’, as Urry portrays it, would be very different 
if not virtually unachievable without the massive flows of photographic images and 
the kind of (post-modern) ‘culture of signs’ sketched by Sontag (and by Lash and 
Urry in Economies of Signs and Space, 1994). Despite being only briefly discussed 
in both the first and the second updated edition of the Tourist Gaze (1990: 127-130; 
2002: 127-130, 148-149), Urry clearly regards photographers and photographic 
images as crucial in constructing and disseminating objects and subjects of the 
‘tourist gaze’, in constructing our gaze as tourists. He dates the ‘birth’ of the ‘tourist 
gaze’ to the same year – as among other things – the invention of photography. 
‘This is the moment [1840] when the ‘tourist gaze’, that peculiar combining 
together of the means of collective travel, the desire for travel and the techniques 
of photographic reproduction, becomes a core component of western modernity … 
tourism and photography came to be welded together and the development of each 
cannot be separated from the other’ (2002: 148, 149). Photography, the ‘tourist 
gaze’ and tourism is an ‘ensemble’ where each derives from and enhances the other 
(for a similar argument, see Sontag, 1977: 9; Osborne, 2000: 70).

The power that Urry (and many others, see in particularly Taylor, 1994; 
Osborne, 2000; and Schroeder, 2002) ascribes to photography in shaping gazes and 
tourism more generally is indeed massive: 

The objects and technologies of cameras and films have constituted the very 
nature of travel, as sites turn into sights, they have constructed what is worth 
going to ‘sightsee’ and what images and memories should be brought back 
(2002: 129).    

Photographs do not only make places visible, perform-able, and memorable, places 
are also sculptured materially as simulations of idealised photographs: ‘postcard 
places’. To cite Osborne: 

All tourists, whether or not they take photographs, consume places and 
experiences which are photographic, as they have been made or have evolved 
to be seen, above all to be photographed … Such places are often photographs 
materialised in three-dimensional form (2000: 79). 
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Image 1.1, Martin Parr (1995), ‘Golden Temple, Bangkok, Thailand’

Such framing explains the many empirical studies that tourist researchers 
have conducted – predominately by engaging in textual-pictorial examinations 
of postcards and brochures – in order to expose the tourism industry’s skillful 
and ‘manipulative’ employment of semiotic codes to stage and script places as 
aesthetic objects and fictions for the ‘tourist gaze’, to induce tourist desires and 
to choreograph appropriate tourist practices2. Of course, studies like these ascribe 
evidence to Urry’s argument.  

 Echoing Sontag, Urry states that ‘photography gives shape to travel. It is the 
reason for stopping, to take (snap) a photograph and then move on … Indeed much 
tourism becomes in effect a search for the photogenic; travel is a strategy for the 
accumulation of photographs…’ (1990: 139).  Like Albers and James (1983, 1988), 
Osborne (2000) and others, Urry (2002: 129) uses the metaphor of hermeneutic 
circle to portray the ‘performed nature’ of actual photographic-sightseeing. It is 
speculated that mobile commercial images induce where to go and frame what to 
see, how to look at, and ‘snap’, it. To cite Osborne:

In tourism the distance between the promotion and the promotion’s object has 
been all but abolished. With photography and photographic seeing as prime 
commodity forms in tourism, the photographic image that promotes it is in 
many instances the very item consumed – the advertisement has become its 
own commodity (2000: 84). 

Thus, effectively people travel in order to see and photograph what they have already 
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consumed in image-form: thus, mobile reproductions are far more important than 
the sight itself that, in turn, is reduced to nothing but (another) picture. This structure 
is well captured in one Martin Parr’s (1995) slightly derogatory photographs of a 
tourist that reproduces (I presume!) a postcard (Image 1.1). This model essentially 
portrays professional, or commercial, photography as all-powerful machinery that 
turns the photographic performances of tourists into a ritual of ‘quotation’ where 
they are framed and fixed rather than framing and exploring (see Osborne, 2000: 
81). 

Normatively, it epitomises the ‘alienating’ nature of tourist photography and 
tourism more generally (Albers and James, 1988: 136). Recalling his experience 
as a tour guide for a group of well-educated tourists that shortly after arriving at a 
ritual wished to move on, Bruner voices his contempt of modern tourism’s visual 
nature in the following fashion (1995: 235-236, my italics):

‘But we have seen it’. These words still haunt me. The touristic mode of 
experiencing is primarily visual, and to have been there, to have ‘seen’ it, only 
requires presence. The tourist ‘sees’ enough of the Balinese ritual to confirm 
his prior images derived from the media … To ‘see’ a ritual is comparable 
to collecting a souvenir … The tourist has ‘seen’ a strange thing, a token of 
the exotic, and there is no necessity to go further, to penetrate to any deeper 
level … [than] to capture[…] … the ceremony in photographs…

Particular in the work of Sontag, photography is condemned as a way of refusing 
experience. It is too visual, brief, image driven and technological: passive and 
impure (for a more recent example of such ‘picturing’ of tourism photography, see 
Osborne, 2000). Cameras and images have speeded up and mechanised the tourist’s 
vision: ‘thick’ places are consumed as lightweight pre-arranged photo-scenes and 
experiencing is akin to seeing, seeing reduced to glancing and picture-making 
to pressing-the-button. Much of the normative critique of modern mass tourism, 
beginning with Boorstin (1964), revolves around scorning the (camera-)tourist’s 
encounters with ‘otherness’. Therefore, it is not surprising to see that the infamous 
and unproductive tourist-traveller dichotomy positioned around photography. 
The otherwise astute Taylor (1994: 14) divides, out of the blue it seems, tourist 
photographers into ‘travellers’ (who gaze contemplatively), ‘tourists’ (who 
accumulate shallow glances), and ‘trippers’ (who see everything in blinks, blurs, or 
‘snaps’).

Analytically, it renders up an image of tourist photography as an over-
determined stage that permits no space for creativity, self-expression and the 
unexpected. Thus, in very same movement of describing photography as an 
extremely crucial tourist performance, the tourist is trivialised and debased. It is 
a complex system comprising artful ‘advertising industries’ and pre-programmed 
tourists: the former produces inert places that are passively and uniformly consumed 
by the latter. 

To sum up, the writers discussed here have established some crucial links 
between tourism and photography. They have shown that their critical modern 
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power is developed in tandem: they must be analysed as related phenomena. 
Photography has thus been instrumental in shaping the very ‘nature’ of modern 
tourism. They ascribe awesome power to photographic images in shaping tourist 
geographies and place encounters. In other words, images are crucial in shaping the 
very realities that tourists consume. Photographic images are inherently productive 
in the spaces of tourism. Yet, the soundness and productivity of these accounts are 
somewhat plagued by their speculative nature. No empirical work has for example 
explored the validity of the ‘hermeneutic circle’ model. More to the point, this 
‘productionist’ approach to consumption essentially effaces tourists. 

The popularity of the ‘hermeneutic model’ explains not only the many 
studies of commercial visual imagery, but also, even more significantly, the blatant 
neglect of empirical studies of photography performances enacted, and the images 
produced, by tourists themselves. In a recent edited book titled Visual Culture and 
Tourism (Crouch and Lübbren, 2003a), not a single article (with the light exception 
of the one by Sandle) examines contemporary tourist photography empirically. 
This is not something unique to tourism’s visual culture. It reflects tourist studies 
general inclination towards over-generalisation and to grasp places and practices as 
meanings systems that can be decoded through authoritative readings of texts and 
images. Tourism is about meanings and it is the task of the knowable researcher to 
communicate to the reader what it means and how it is socially constructed (Squire, 
1994: 6; Crang, 1999; and Crouch, 1999) 3.

The insights of this paradigm ‘rapidly pacify tourists – that is they tend to 
experience, perceive and receive but not do’ (Crang, 1999: 238). A too fixed focus 
upon already produced images and already inscribed sights and places render the 
tourist a passive sightseer – ‘all eyes, no bodies’ – consuming sights in prescribed 
fashions and places become lifeless, predetermined and purely cultural (Crang, 
1997, 1999; Couch, 2002; and Crouch and Lübbren, 2003b). To treat the tourist as 
nothing but ‘end user’ and tourist photography as forming a ‘hermeneutic circle’ 
make invisible that tourists are busy producing personal and precious photo-
narratives with significant others and that photographic gazing is an active, often 
communal, practice that partly transforms the places where they take place (Crang, 
1999). Analysing photographs ‘without looking for practices can only produce a 
mortuary geography drained of the actual life that inhabits these places’ (Crang, 
1999: 249). Implicitly at least, too often real places and their images are conflated 
(see also Crouch, 2002: 212-213). In other words, this paradigm produces ‘lifeless 
tourists’, ‘boring photographs’, ‘eventless events’ and ‘dead geographies’. 

  
  

Performances of Photography

While tourist studies have privileged seeing and visual imagery it has not studied 
and theorised practices of seeing and picturing thoroughly and seriously enough. 
Indeed studies of seeing and picturing have turned out to be investigations of 
the production of visual consumption. Tourist studies have predominately been 
preoccupied with ‘dead’ images and static vision, thus excluding from analysis 
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the ‘lively’ social practices producing tourism’s mobile economy of signs and 
images (for an exception in relation to commercial photography, see Crawshaw 
and Urry, 1997). To put it very bluntly, tourist studies have been satisfied with 
‘registering’ that tourists are busy accumulating images of endlessly reproduced 
sights. Paradoxically, it almost appears as if snapshot photography’s very ubiquity 
in modern tourism has fostered its invisibility as a worthwhile object of sustained 
study. On the one hand, there is a profound need for ethnographic and qualitative 
research that meticulously explores how photography makes tourism, how it is 
practiced and why it takes place in tourism, yet on the other hand, this requires, I 
will argue, that tourist studies must ‘move on’. 

Firstly, to research a notoriously ‘light’ yet normative-ridden phenomenon 
such as photography and tourism, one needs to be curious and seek grounded 
understandings rather than waving (often) pre-emptive, normative denunciation 
that has plagued tourist studies for such a long time (Crang, 1999: 247). For a 
start, if viewing a specific practice as a superficial and inauthentic substitute for a 
genuine existence one is not very likely to take it serious or learn anything from it. 
More rewarding it is, in the tradition of cultural studies, to view consumption as 
a meaningful and productive practice (du Gay, Hall, James, Mackey and Negus, 
1997). Only through such approach will one potentially grasp the weightiness of the 
light, the meaningfulness of the banal, the extraordinariness of the ordinary and take 
pleasures and emotions seriously and accept them as pleasurable and significant for 
social life respectively. It is sad that Franklin and Crang can state so correctly that 
the tourist literature reveals very few clues that ‘pleasure, fun and enjoyment’ are 
central features of tourism (2001: 14). It is equally sad that tourists’ photographs are 
portrayed as stereotypical and indistinguishable when most people regard them as 
precious and unique material objects full of memories, stories and emotions. Rather 
than, or at the same time as being banal, this thesis makes the claim and shows that 
making photographs is not only integral to, and vital for, enacting tourism, but also 
for performing friendship, intimacy and love, spatial belongings and identity.

Secondly, studies of photography and tourism (and for that matter ‘visual 
culture’) must take flights from the theoretical straitjacket of the monolithic cultural 
paradigm of the ‘visual’ and representation, and instead understand tourism through 
an ‘non-representational’ (Thrift, 1996, 2000, 2001) inspired performance ontology 
of doing and acting, of mobile objects, places and people (this is developed in 
chapter two). In short, to conceptualise tourism as a system of ordinary and 
extraordinary networked performances. Such an approach enables materialising, 
socialising and embodying tourism’s visual culture without abandoning traditional 
cultural issues of representations, imaginative geographies and fantasy (Crang 
and Franklin, 2001; Coleman and Crang, 2002b; Crouch, 2002; and Bærenholdt, 
Haldrup, Larsen and Urry, 2004). Inspired by Löfgren, we can understand tourist 
photography as a ‘theatre of life’ where people are ‘able to experiment with new 
aspects of their identities, their social relations, or their interaction with nature and 
also use the important cultural skills of daydreaming and mindtravelling. Here is 
an arena in which fantasy has become an important social practice’ (1999: 7). Such 
paradigm move necessitates a new perspective and new methods. 
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Firstly, ‘rather’, as Crang argues, ‘than thus seeing pictures as symbols of 
some hidden meaning, we can think about the practices involved in producing 
them. Restoring some sense of eventfulness to the pictures can then be achieved 
without being seduced by the amnesiac geographies of flows, where the experience 
of the actual tourist seems all too easily erased’ (1999: 244; Coleman and Crang, 
2002b: 8-9). In other words, we need to conduct ‘ethnographies’ of photography as 
a performance, a lay-artistic practice. At this point it is sufficient to say that ‘mobile’ 
methods of observing objects, places and tourists in ‘action’, and interviewing 
tourists-while-performing become crucial (Edensor, 1998; Crouch, 1999; and see 
chapter two).

Secondly, instead of understanding photography as an essentially visual 
phenomenon that unambiguously feeds the power of the ‘tourist gaze’ and transforms 
lived places into fixed and identical sights, we must grasp practices, objects and 
places of photography as means to articulate not only visual consumption but also 
friendship, sociality, embodiment, identity and narratives. ‘Seeing the pictures as 
thus embedded in time-spaces of self-(re-)presentation and narration seems to offer 
some mileage beyond the world of circulating images so often suggested’ (Crang, 
1999: 252). This requires bringing in the sociological literature on ‘intimacy’ 
(Giddens, 1992; Beck and Beck-Gernsheim, 1995; Chambers, 2001; and Bauman, 
2003) and ‘family photography’ (Chalfen, 1987; Bourdieu, 1990; Spence and 
Holland, 1991; Kuhn, 1995; Hirsh, 1997, 1999; Barthes, 2000; Holland, 2001; and 
Chambers, 2003) into tourist studies. While the former can help us to understand 
intimate social life, family life, as an accomplishment of performances, the latter has 
long argued that the ‘home’ of ‘ordinary’ photography is the mobile and ‘private’ 
modern family and that it works through personal geographies of emotions, desires 
and memory: through an discursive economy of what we can term ‘imaginative 
families’.

Edward Said once briefly observed that ‘the very idea of representation 
is a theatrical one’ (1995: 63). This thesis takes this observation seriously be 
approaching photography as a ‘theatrical’ performance. I am intrigued by the 
associated metaphors of performance and theatre for several practical and analytical 
reasons (the theoretical assets are discussed in chapter two). 

Firstly, they bring attention to the places of production and enable us to grasp 
photography as a lived and expressive practice rather than just a distanced economy 
of representations with a ‘life of its own’. Humans do and enact photography bodily, 
creatively and multi-sensually in the company of significant others (one’s family, 
partner, friends and so on) and with a (future) audience at hand or in the mind. We 
not only bring our bodies with us on holiday, but typically also ‘loved ones’. The 
humanly performed aspects of photography are visible in relation to practices of 
taking photos – discovering and framing views, exhibiting and directing people in 
front of the camera – posing for cameras, choreographing photography (typically 
the work of guides), and doing memory-work at ‘home’. It is a social, often 
communal, practice in itself. Such framing allows understanding the creativity, 
embodiment and sociality of photography. 

Secondly, whereas picturing practices conventionally are portrayed as 
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entailing a separation between the observer and the observed (particularly in 
relation to the notion of ‘landscape’, as discussed in chapter two), the performance 
and theatre metaphors bring to attention that places, as sites of production, not 
only afford distanced spectatorship (as sights do), but also directing, and acting 
upon, stages. Tourists are not only subjects of the ‘tourist gaze’, but also objects 
of it. Hence, these metaphors question the dichotomy between acting and gazing, 
experiencing and picturing: making pictures are part of, not ‘outside’, the event. 

Thirdly, just as the stage of the theatre, the production sites of photography 
have a dense materiality of coulisses, set pieces and so on that crucially not only 
signify and stir the imagination, but enable things to happen. For example, the 
physicality of photographic scenes make it possible to escape the role of being a 
mere spectator and enact the scene – to step into the ‘landscape picture’. To grasp 
tourist landscapes through a theatre metaphor – rather than the established ones of 
‘image’ or ‘way of seeing’ – brings forth the crucial roles of objects in tourism and 
the thing-ness of tourism’s social practices: tourism’s material culture can no longer 
be left out of the picture. The production of photographic images is far from purely 
a human accomplishment. Photography is a hybrid practice. It is a hybrid because 
it comprises social practices, images, texts, technologies, chemicals, natures and so 
on; it is this ‘network’ of performing entities that together produces photographs. 
Performances of tourist photography comprise many other ‘actants’ than just 
tourists. 

Fourthly, as discussed in the previous section, photographic enactments are 
choreographed. As in the theatre, albeit on a lesser scale, the stages upon which 
photography takes place are inscribed, although to varying degrees, with cultural 
scripts and social regulations that can be crucial in choreographing tourists’ 
performances and cameras (Edensor, 1998). Humans (guides, guards, tourists and so 
on) and nonhumans (markers, fences, pamphlets, guidebooks, postcards, transport 
technologies and so on) exercise such choreographing. Photography performances 
are scripted by, and acted out, consciously and not least unconsciously (habitually), 
in response to dominant discourses and mythologies, present and new, that circulate 
in photo albums and the ‘imagescapes’ of television, films and magazines.

Finally, these metaphors liberate the study of photography and tourism from 
long-running discussions of realism and truth, consumption and authenticity. For a 
start, they suggest that all ‘social worlds’ and ‘material worlds’ indeed are continually 
performed, staged and produced through flows of hybrid practices in present time. 
Everyday-worlds – like the space of the theatre – fuse, and certainly undercut, the 
fixed distinctions between ‘realism’ and ‘imagination’, the ‘real’ and ‘trickery’, 
and the ‘staged’ and the ‘authentic’. But in certain activities, the performed nature 
of personal and social life is accentuated. This is painstakingly clear in relation to 
photography. For instance, when faced by a camera, through posing, most people 
inevitably make another body for themselves. It is often argued that the machinery 
of photography affords humans the power of capturing the world-as-it-really-is. 
Yet, photographic pictures are effects of humans and technologies working upon 
‘social worlds’ and ‘material worlds’. They do not portray – ‘document’ – a pre-
photographic event in a place, as much as producing new realities: photographic 
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events, pictures and imaginative geographies. 
To sum up, these metaphors permit us to enliven the study of tourist 

photography by writing dynamic and complex accounts of it as a multifaceted, 
‘eventful space’ producing not only images, but also memories, social relations, 
places and so on. Performances of tourism photography are a complex amalgam of 
materiality, technology, discourse and practice, by nonhumans as well as humans, 
and they are tied up with both ‘corporeal mobility’ and ‘imaginative mobility’ 
(‘mind-travel’ through texts, images and memories). When we understand gazing 
and photography as theatrical practises it becomes clear that it is not a question 
of ‘gazing or performing’ (as suggested by Perkins and Thorns, 2001; see also 
Franklin, 2003) but of understanding gazing and the making of photographs 
as multi-sensuous performances (see also Urry, 2002a: Ch. 9). Most, if not all, 
tourist performances involve the sense of sight, but vision and photography are 
embodied and, more often than not, happen with, or alongside, the other senses, 
the imagination and, crucial too, technologies. Performances of touristic gazing 
involve the invisible and prosthetic technologies that make things see-able that the 
mere eye cannot see. 

This thesis explores why and especially how tourism photography is 
performed and what effects such performances produce. In the acknowledgement 
that tourist photography is multifaceted, I speak of practices of performing 
tourism photography. Professional image-makers (photographers as well as people 
working within the advertising industry), tourists and tourism staff (in particular 
guides) are the major humans performing tourist photography. Furthermore, not 
all sightseeing requires corporeal travelling, because photographs afford what 
Urry (2000a) have termed ‘imaginative travel’, that is, ‘armchair-tourism’. Thus, 
we need to distinguish between corporeal and imaginative performances of tourist 
photography. Partly because they have been so overlooked, the main focus is upon 
‘ordinary’, contemporary tourists. Therefore, the work of professional imagery and 
guiding is primarily analysed in relation to how it choreographs tourists’ cameras.      

In relation to how it is performed, at tourist sights – through archive work 
and especially ethnographically-inspired methods – it is explored how tourist 
photography making is performed, in particular in relation to how it performs places 
and social relations (this bears some resemblance to the work of Edensor, 1998). 
The spatiality and temporality of tourist photography becomes an object of study. 
The cultural scripts, the technologies, the social choreographing, the stages, and the 
bodily enactments comprising them are examined. In other words, this investigation 
privileges neither the social, nor the cultural or the material, but relations and 
connections between them. Through interviews, I explore photographers’ accounts 
of what they do and what they make of their performances, ‘their tactics, imagination 
and movements, in relation to cultural texts and other recourses on which they may 
draw on’ (Crouch, 2001: 61).

 Photography performances (potentially) produce photographs. Photographs 
are not only images (representations), but also material objects with certain 
specific physical characteristics that make them powerful in constructing, inducing 
and disseminating the worlds of tourism and travelling. The work that tourist 
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photographs do is examined. Photographs imply ‘memory travel’ and ‘imaginative 
mobility’. They enhance, substitute and revive ‘corporeal mobility’ in complex and 
contingent ways and they must be analysed as related entities (Urry, 2000a). 

Firstly, photographs are crucial for performing tourism advertising; a 
tourism brochure without glossy photographs is unthinkable. I discuss what 
makes photographs so attractive to the industry and explore how they are skilfully 
employed in practise. In particular, it is discussed how cameras, posters, brochures 
and postcards are effective in producing desirable and desiring tourist bodies, 
inscribing places with myths and choreographing tourist performances. 

Secondly, in greater length, the work that personal photographs do for 
their owners when engaging with them, is examined. The literature has failed to 
investigate not only how tourists practice photography, but also why they are doing 
it, what photography and their images do for, and represent to, them. I collect 
photographs produced by tourists and examine them quantitatively and qualitatively. 
This provides a unique insight into how and what is pictured. Moreover, I am 
concerned with explaining what makes photographs so obviously fascinating to 
tourists, or better put, modern people. Which desires animate tourists’ camera 
actions and what roles do holiday photos play in the owners’ homes? How are such 
pictures connected to, or part of, performing memory and life-narratives? Tourist 
studies have been slow to recognise that the social importance of holidaymaking 
exceeds that of the ‘two-week holiday’.

For several reasons, the main part of the ‘ethnographic work’ was conducted 
at the Danish island, Bornholm. Firstly, in spite of being a major tourist place for 
the last 150 years, little ‘cultural’ work has explored the history of Bornholm as a 
tourist destination (but see Jensen, 1993, 1995). Secondly, it is an exemplary tourist 
place in many ways. Marginal places often invoke fascination (Shields, 1991). With 
its ‘rocky’ and ‘dramatic’ landscapes ‘far out’ in the Baltic Sea, Bornholm became 
early ascribed as Denmark’s exotic ‘other’. Furthermore, the island is very much 
the product of mobility. The first Danish tourists ‘discovered’ its sublime nature 
through ‘imported’ landscape models: it is indissolubly related to other tourist 
places. Lastly, its place-myths and tourist flows have altered significantly with, 
among other things, the ‘democratisation’ of tourism and the dramatically reduced 
travel time. The early place-myth of exoticism and sublime grandeur is increasingly 
displaced by a more ‘ordinary’ one of family vacationing and cosy second-homes 
and holiday houses. Tourist studies have been drawn to exotic and spectacular 
places, and little sustained research has explored more laid-back forms of tourism 
and tourism’s commonplace places. It has struggled to grasp how much tourism 
revolves around performing everyday relations and routines in a pleasurable 
fashion (for the major exceptions see Löfgren, 1999; Bærenholdt, Haldrup, Larsen 
and Urry, 2004). Because, and not in spite, of Bornholm’s (relative) ‘ordinariness’ 
today, the studies have the potential of cropping ‘extraordinary’, new and surprising, 
knowledge. 

This thesis seeks to understand how and why tourist photography is performed 
to achieve pleasures here-and-now and for a future time. That is far from saying 
that all tourist enactments are satisfying or ‘make sense’ to the participants, but 
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tourism, no matter how ‘ordinary’, is fuelled by desires, a desire for pleasures, and 
tourists enact tourism if it is instantaneously pleasurable or because it is believed 
to crop pleasures at a later stage. The possible pleasures of tourist photography are 
many; it affords ‘artistic’ creativity, stylised looking, the collection of places and 
people in image-form, fixing and transporting of the elusive and the fixed, family 
picturing, the making of a visual diary, and, when at home, the construction of an 
ongoing life-narrative and memory-work. 

Chapter Outline

Chapter two discusses the theories and methods that the thesis draws upon. I 
argue that aspects of ‘performance theory’, ‘non-representational theory’ and 
‘actor-network-theory’ make possible theorising tourist photography as the kind of 
hybrid performance sketched in the above. The second part discusses the methods 
employed for producing, collecting and analysing the empirical material. It is argued 
that capturing and examining tourist photography in action requires performing 
ethnography-like visual (observation and picturing) methods that can follow and 
fix flows – human’s and nonhuman’s (technologies and objects) mobile ‘doings’. 
To bring further life into the accounts, to picture the fantasies, imaginations and 
meanings ‘governing’ tourist photography, qualitative interviews are required. 
Lastly, I discuss how one can analyse personal holiday images meaningfully in a 
scholarly context.     

Chapter three theorises tourism. Firstly, the major paradigms of tourist studies 
are discussed: authenticity (MacCannell, 1999) and gazing (Urry, 1990, 2002). Their 
major achievements as well as weaknesses are identified. I bring out how we can 
understand tourism as a set of performances and tourist places as scenes affording 
various enactments. Partly through my notions of the ‘tourist glance’ (Larsen, 2001) 
and the ‘family gaze’ (Haldrup and Larsen, 2004, see also Bærenholdt, Haldrup, 
Larsen and Urry, 2004: Ch. 5 and 6), the next section elaborates on Urry’s concept 
of the ‘tourist gaze’ by embodying, socialising, mobilising and materialising 
it. Lastly, drawing on these discussions, I suggest three ideal-typical ways of 
performing tourism – sightseeing, inhabiting and playing – that, among other 
things, enact vision and photography in unlike fashions. Hence, they are productive 
in illuminating that photography plays different roles within different forms of 
tourism. 

Chapter four traces and establishes significant ‘moments’ and ‘connections’ 
between photographs/cameras, (corporeal and imaginative) travelling and visual 
consumption. Firstly, photography’s early history is analysed. It is shown that 
picturesque tourists were very active in articulating the desires for ‘photography’ 
that later caused its invention. Drawing on the work of Slater (1991, 1999) and 
West (2000), the second crucial ‘moment’ examined is that of Kodak’s launching 
of the Brownie camera in the late 1890s that revolutionised photography. I argue 
that Kodak invented tourist photography by producing a network of user-friendly 
cameras, developing industries, mobile families and light journeys. In relation 
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hereto, it is argued that family photography and tourist photography are intrinsically 
wedded into each other, and I make attempts to understand why families are so 
drawn to photography. Lastly, contemporary photography is examined in a context 
of commercial photography and digital photography.

Through first-hand archive research, chapter five investigates the material 
and representational scripting and choreographing of Bornholm as a tourist place 
over the last 150 years by professional writing and picturing, texts and pictures. 
By analysing early paintings, photographs and especially travel literature, the main 
section explores how early tourists and guides ‘invented’ Bornholm as a tourist 
place through re-imagining it within a romantic frame of the mobile picturesque. 
The last part discusses the contemporary staging of the island through texts and 
pictures by the tourism industry. This is partly done to understand how its ‘place-
myth’ has changed over time and partly to grasp the semiotic choreographing that 
picturing tourists are framed within.

Chapter six presents two ‘ethnographies’ of photography performances 
within sightseeing stages. The major one explores photography performances 
enacted, and pictures produced, at Bornholm’s major sight, Hammershus. This 
study enables us to examine how tourists, through their own particular laid-back 
choreographies, picture a ruin castle that nineteenth-century tourists scripted and 
exhibited as a typical object of the ‘romantic gaze’. The other one studies how 
sightseeing takes place on a sightseeing bus-tour, the so-called Viking Land Tour, 
in and around Copenhagen and Roskilde. This tour allows us to look at how gazing 
and photography are orchestrated and enacted in a highly regulated social space and 
sheltered material space where movement and collective performances are crucial. 
To grasp how performances of tourist photography involve more than practices 
of tourists, this analysis puts much emphasis upon how the guide and the bus 
choreograph sightseeing/photography and stage places. 

Chapter seven argues that people are drawn to and perform tourist photography 
in order to accumulate memory-stories. It explores just why tourists are so busy 
with accumulating memories and why the production of memories has gained 
such an important role for modern people. It is shown that tourist photographing 
revolves around fixing elusive moments, to make the fleeting a lasting part of life-
narratives. Tourists’ own photographs from Bornholm are analysed quantitatively 
and qualitatively, and through interviews the meanings and desires tourists inscribe 
and ascribe to such productions are examined. These analyses question the validity 
of the metaphor of tourist photography’s ‘hermeneutic circle’.  

In chapter eight, the final one, I summarise and elaborate upon the major 
conceptual and ethnographic ‘discoveries’ that this thesis has cropped and the 
future research that it suggests.

Endnotes
1 See P. Crang, 1997; Edensor, 1998, 2000, 2001b; Desmond, 1999; Franklin and Crang 2001; 
Perkins and Thorns, 2001; Coleman and Crang, 2002a, b; Franklin, 2003; and Bærenholdt, Haldrup, 
Larsen and Urry, 2004. This turn, as will be discussed in length in the following two chapters, grasps 
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tourism as a practice, and therefore, a scholar like Crouch that prefers to speak of practice (1999, 
2002) can be associated with it.  
2 See Albers and James, 1983, 1988; Dilley, 1986; Goos, 1993; Dann, 1996a; Edwards, 1996; 
Markwick, 2001; and Waitt and Head, 2002.
3 There are exceptions. Markwell (1996) has studied how students on a leisurely field trip abroad 
practised photography in a ‘spatial, temporal and social’ sense, employing various methods 
such as observation, post-tour interviews and above all content analysis. To my knowledge, this 
is the only published work by a tourist researcher that examines tourists’ own pictures. As part 
of a wider ethnographic exploration of sightseeing performances at Taj Mahal, Edensor (1998) 
studied the spatiality and temporality of photographic choreographies (guides) and enactments. 
Yet substantial work has studied historical high-cultural and ‘artistic’ tourist photography, or more 
broadly, picture-making and seeing, as the above Tourism and Visual Culture also indicates (see, 
for instance, Lenman, 2003). Art historians have explored how late eighteenth-century and early 
nineteenth-century picturesque tourists in England and abroad artfully pictured and consumed 
landscape ‘pictures’ (Andrews, 1989, 1999; Ousby, 1990; Buzard, 1993; see also Urry, 1995). 
Cultural geographers, in particular, have come up with accounts of how late nineteenth-century 
tourists consumed the desired imaginative geographies of the Orient through textual, picturing and 
seeing practices (Duncan, 1999; Duncan and Gregory, 1999a; and Gregory, 1999, 2001; 2003). That 
it is not only ‘tourist researchers’ that are ‘obsessed’ with historical picturing is the equally recent 
geographical collection titled Picturing Place: Photography and the Geographical Imagination 
(Schwartz and Ryan, 2003a) another lucid example of: ten out of twelve articles are concerned with 
late nineteenth-century photography (see also Jackson, 1992; Schwartz, 1996; and Ryan, 1997).  
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Performance, Photography and Place

Chapter Two

Performance, Photography and Place 

I have been photographed and I knew it. Now, once I feel myself observed by the 
lens, everything changes: I constitute myself in the process of “posing”, I instantly 
make another body for myself, I transform myself in advance into an image. 

Barthes, 2000: 10

[I]nstead of seeing places as relatively fixed entities, to be juxtaposed in analytical 
terms with more dynamic flows of tourists, images and cultures, we need to see them 
as fluid and created through performance. 

Coleman and Crang, 2002b: 1

Introduction

In the previous chapter metaphors of theatre and performance were employed to 
visualise tourist photography as a complex set of mobile performances bridging the 
social, the cultural and the material, the human and nonhuman. In this chapter, the 
theories and methods that enable me to ‘picture’ it in such fashion are discussed. 
Partly in line with the ‘performance turn’ in tourist studies, it is shown that parts 
of ‘performance theory’, ‘non-representational geography’, ‘actor-network theory’ 
coupled with elements of cultural theory of discourse and semiotics can help me to 
do so.

I take a modest ontological stance rooted in everyday practices that sees the 
‘social world’ as continually produced through performances of doing and acting 
and acknowledges that ‘the ‘material’ and the ‘social’ intertwine and interact in 
all manner of promiscuous combinations’ (Thrift, 1996: 24). Rather than picturing 
the social agent, the human body, culture, technology, nature and so on as discrete 
entities, they are seen as interconnected and ‘tied up’ with each other. In the words 
of Michael: ‘a particular technology emerges out of the relations between social, 
natural and technical actors. So does a social entity, and likewise a given nature’ 
(2000: 18). Human societies are heterogeneously made up of humans, technologies, 
cultures and natures. Thus, human practices or performances are never purely 
social; they are always tied up with tangible nonhumans (technologies, nature, 
buildings, pictures and so on) and cultural scripts that afford and restrict certain 
actions and expressions. Human practices are thus hybrids, and the technological 
and the natural are always coupled with the cultural and social. 

This thesis, in Crouch’s non-representational theory-inspired words, ‘seeks 
an engagement of the material and the immaterial and the metaphorical, rather than 
seeking to displace one with the other’ (2002: 210). In stressing tourism’s ‘material 
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worlds’, we avoid crafting dematerialised geographies, as much cultural geography 
has been prone to. In other words, non-representational theory is not opposed 
to representations and imaginations as such; it seeks ‘critically to complement 
interpretations of the world that prioritise representations by engaging a path 
through which those representations may be negotiated in everyday life’ (Crouch, 
Aronsson and Wahlström, 2001: 258). Texts and pictures are material and poetic 
objects of mobility that are produced through embodied and poetic performances, 
and they influence everyday practices through peoples’ active engagement with 
them. 

The performance metaphor highlights that tourism is a practice and that it 
is made in process. In the first section of this chapter, I discuss what implications 
there are in speaking of tourism as an embodied practice. This necessitates complex 
discussions of the body in relation to (dis)embodiment, the senses, technologies 
and cultural scripts. It is argued that when viewed through a theatre metaphor 
tourist bodies must be seen as at once inscribed (choreographed) and inscribing 
(choreographing and acting); bodies are transform-able and transformed through 
performances. 

The next section outlines my theoretical approach to photography (and 
technology more broadly). Conventional accounts of photography are criticised 
for giving too much weight to either the discursive or mechanical aspects of 
photography. The notion of ‘material semiotics’ is employed to portray photography 
as a networked performance of humans and nonhumans that together produce 
semiotic and material ‘realities’ and objects. It is argued that photographing is an 
embodied performance and that photographs are material objects rather than airy 
images. ‘There is’, as Michael argues, ‘the complexifying role of culture to bring 
into the ANT account’ (2000: 35). While dead images, personal photographs are 
‘full of life’ and they engage the owner bodily: with pleasure, grief, horror and so 
on. ANT cannot capture this, and I therefore turn to the late Barthes’ (2000) poetic 
and emotional writing on photography.

The last section theorises place. Instead of grasping places as fixed and already 
inscribed containers for tourist performances, I want to argue that places are mobile 
and fluid and that they are partly constructed through heterogeneous – that is, 
material and semiotic – performances and ‘travelling objects’. Thus, there is more 
to the construction of places than ‘social construction’. That places are materially 
and culturally mediated and constructed is illustrated through a discussion and 
elaboration of the notion of ‘landscape’.  

Performing Bodies

…We need to escape the constructionist notion of the body as simply an inscribed 
surface, in which the body is reduced to … a ‘body-image’. This interpretation is 
mistaken in a least three ways. First, the body becomes a static signified to be filled 
with signs of society. Second, the body is divorced from other things, from the object 
world. Third, the body is located in space, it does not produce space (Thrift, 2001: 
39).

Performing Tourist Photograhy
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Tourism is essentially a bodily practice; it begins and ends with the body. Tourists 
necessarily bring their gendered, aged, sexed and racialised bodies with them and 
they inescapably see, hear, smell, touch and taste the places they travel in and 
through. Tourism involves corporeal movement and tourist performances take place 
in and through multidimensional spaces. Tourists are ‘surrounded by place’ (Crouch, 
2002) and their encounters are complexly sensual; they are embodied. Places and 
experiences are physically and poetically grasped and mediated through the body. 
This is the basic corporeality underlying all sensuous experiences of tourism. It 
is through our bodies-in-motion that we perform, and ‘make sense’ – physically, 
semiotically and poetically – of spaces and places in tourism: 

…[T]he essential character of space in tourism practice is its combination 
of the material and the metaphorical. Once we acknowledge the subject as 
embodied and tourism as a practice it is evident that our body does encounter 
space in its materiality; concrete components that effectively surround 
our body are literally ‘felt’. However, that space and its contents are also 
apprehended imaginatively, in series and combinations of signs. Futhermore, 
those signs are constructed through our own engagement, imaginative 
engagement, and are embodied through our encounter in space and with 
space (Crouch, 2002: 208).

Once the classical Cartesian dualism of mind and body is rejected, it follows 
that imagination and fantasy is embodied, and part of, embodiment. ‘Embodiment 
presented as only a physical phenomenon is incomplete. It is necessary to relate that 
physicality to imagination, to social contexts and to a ‘making sense’ of practice 
and of space’ (Crouch, 2002: 209-210). 

Thus, ‘non-representational geographies conceptualise the body as sensuous, 
sensitive, agentive and expressive in relation to the world, knowing and innovating 
amongst contexts and representations that be become reconfigured in practice’ 
(Crouch, 2001: 62). It valorises all the senses, embodied skills and bodily 
enactments and is concerned with ‘performative ‘presentations’, ‘showings’ and 
‘manifestations’’ rather than merely ‘representation’ and ‘meaning’ (Thrift, 1999: 
127; see also 1996, 2000, 2001). The latter is seen as a momentary product of the 
former and not the other way round; our grasp of the world is primarily practical. 
‘Rather than representations being the primary focus of understanding, they are 
islands in the sea of our unformulated practical grasp of the world’ (Taylor in 
Thrift, 1996: 10). Or to cite Merleau-Ponty: ‘Consciousness is in the first place 
not a matter of “I think” but “I can”’ (in Simonsen, 2003: 160). The subject is 
basically derived through practical enactments with and through his/her own body, 
tools/technologies/texts and other humans. 

To stress that tourist practices are embodied and spaces are multidimensional 
is critical because the visual and representational hegemony in tourist studies (and 
cultural geography more generally) has made this somewhat invisible. As discussed 
in the previous chapter, to exaggerate a little, it has reduced the tourist body to a 
disembodied ‘travelling eye’ and tourist places to dematerialised ‘imagescapes’. In 
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contrast to the ‘one-way’ ‘hermeneutic circle’ model that portrays tourists’ picturing 
and the tourist body as prefigured in discourses and images, a performance approach 
must explore how tourists, moment by moment, practically and skilfully conduct 
photography as part of their everyday affairs and how they figure and refigure 
the scripted scenes that they enact. It must highlight that tourist photography is a 
practical practice that is conducted multi-sensuously and imaginatively.

We need a circuit of performance model that blurs the distinction between 
production (choreographing) and consumption (acting) and instead see them as 
interrelated and overlapping in complex ways. Tourist performances do not exist 
independently of structures of ‘production’ and wider societal discourses. Surely, 
as Edensor says, ‘when tourists enter particular stages, they are usually informed 
by pre-existing discursive, practical, embodied norms which help to guide their 
performative orientations and achieve a working consensus about what to do’ 
(2001b: 71). Such ‘norms’ are guidelines, blueprints, and nothing more (or less). 
‘Bodies are not only written upon but also write their own meanings and feelings 
upon space in a continual process of continual remaking’ (Edensor, 2001a: 100). 
Conclusively, by portraying tourists solely as consumers disregard that they 
produce photos and place-myths; in the act of consuming, tourists turn themselves 
into producers. The act of ‘consumption’ is simultaneously one of production, 
of re-interpreting, re-forming, re-doing, of decoding the encoded. Likewise, 
performances of production are partly shaped by, and respond to, performances of 
consumption (du Gay, Hall, Janes, Mackey and Negus, 1997).

Moreover, that many tourist performances are ‘replete with unconsidered 
habits’ and ‘fashioned by culturally coded escape attempts’ (Edensor, 2001b: 61), 
do not necessarily indicate that tourist performances are other-directed and pre-
arranged, but rather that most ‘everyday’ practices take the form of habit, derived in 
practice. Much social life is conducted unintentionally and habitually (Thrift, 1996; 
Edensor 2001b). 

The Cultural Body

The traveler’s body, as the literal vehicle of travel art, has been subject to historical 
construction and stylistic constraint. The very senses through which the traveler 
receives culturally valued experience have been molded by differing degrees of 
cultivation and, indeed, discipline (Adler, 1989a: 8).

The body is more than flesh, muscles, bones and blood, biological machinery 
affording corporeal action and perception; it is also a social and socialised product 
that is embedded culturally. ‘The body is therefore both a physical entity with 
an immediate geography and culturally defined in terms of a style or body use’ 
(Rodaway, 1994: 35). Sensing is never ‘pure’ or purely biological, but filtered 
through discursively mediated ‘sensescapes’. Furthermore, the senses are in 
themselves geographical in the sense that they are ‘a kind of structuring of space 
and defining of place’ (Rodaway, 1994: 4).

In the following I exemplify this by discussing how the sense of sight is 
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culturally mediated and performed through specific cultural ‘techniques’. This will 
also shed light upon why the visual sense has had such a significant position in 
tourism experiences for the last two hundred years. 

The power of vision in tourism reflects modernity’s ‘hegemony of vision’ 
(Levin, 1994; see also Adler, 1989a; Hibbitts, 1994; Rodaway, 1994; Urry, 2000, 
2002). In science, art and popular culture the eye has long been regarded as the 
noblest, most reliable and delightful of the senses. According to Evans, ‘Rorty has 
characterized the whole tradition of Western epistemology as equating knowledge 
with representation which are judged according to their adequacy as ‘reflections’ 
of an external reality’ (1999: 12). In the Birth of the Clinic (1976), Foucault shows 
that in nineteenth-century medical discourses and practices, ‘the eye becomes the 
depository and source of clarity’. ‘This sovereign power of the gaze’, science’s 
empirical gaze was said to have a ‘marvellous density of perception, offering the 
grain of things as the first face of truth’ (1976: xiii). The world of art and aesthetic, 
from the Renaissance to now, has valued vision and images. John Ruskin claimed 
that ‘the greatest thing a human soul ever does in this world is to see something … 
To see clearly is poetry, prophecy, and religion’ (in Hibbitts, 1994: 257). Visual arts 
and mass media are crucial features of contemporary western societies where the 
most advanced and pervasive technologies are visual based. The visual sense is that 
of the senses that most people fear losing most (Rodaway, 1994: 119).   

Drawing on Foucault’s notion of discourse, Foster makes a revealing 
distinction between ‘vision’ and ‘visuality’ that highlights that looking is a learned 
ability and that the pure and innocent eye is a myth. Vision is what the human eye 
is competent in seeing, while visuality refers to the ‘discursive determinations’ of 
socially constructed seeing, or ‘scopic regime’: ‘how we are able to see, allowed or 
made to see, and how we see this seeing or the unseen herein’ (1988: ix). Discourses 
do not reflect an already existing reality so much as they organise, construct and 
mediate reality; they make certain visualities legitimate and visible, while other 
ones are ‘kept in the dark’. To depict vision as natural or the product of atomised 
individuals naturalises the social and historical ‘nature’, and the power relations, 
of looking. Thus, what the medical gaze saw, and made visible, was not a simple 
pre-existing reality just waiting ‘out-there’. Rather it was ‘an epistemic field, 
constructed as much linguistically as visually’ (Jay, 1994: 393). In his famous 
study of the construction of the Orient, Said (1995) shows that scientific vision and 
representing are not purely cognitive operations, but equally animated by fantasy, 
the play of desire and power relations. 

Just like language, our eyes are socio-culturally framed and there exists various 
‘ways of seeing’ (Berger, 1972). ‘We never look just at one thing; we are always 
looking at the relation between things and ourselves’ (Berger, 1972: 9). People gaze 
upon the world through a particular filter of ideas, skills, desires and expectations, 
framed by variables such as class, gender, nationality, age and education. Now we 
can properly understand seeing as a performance that orders, shapes and classify, 
rather than reflects the world. To cite Jencks (1995: 10, my italics):  

The world is not pre-formed, waiting to be ‘seen’ by the ‘extro-spection’ of 
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the ‘naked eye’. There is no-thing ‘out-there’ intrinsically formed, interesting, 
good or beautiful, as our dominant cultural outlook would suggest. Vision is 
skilled cultural practice.

 
Individual performances of touristic seeing at a particular sight are 

conditioned by personal experiences and memories and framed by rules and styles 
as well as circulating images and texts of this and other places. Such ‘frames’ are 
critical resources, techniques, cultural lenses that potentially enable tourists in 
seeing the physical forms and material spaces before their eyes as ‘interesting, good 
or beautiful’. They are not the property of mere vision; without these lenses the 
beautiful order found in nature would slowly vanish. 

In a historical context, the picturesque ‘way of seeing’ is of particular 
significance. As I will discuss in detail later, this ‘visuality’ was instrumental in 
constituting tourism as a visual performance of framing, composing and imagining 
nature as landscape-pictures through a distanced spectatorship that gave full reign 
to the imaginative and creative power of the eye (Andrew, 1989; Ousby, 1990). 
Vision is never disembodied, but picturesque seeing illustrates how much touristic 
gazing has revolved around freeing the eye and the imagination from the weighty 
and troublesome body.

This way of seeing also illustrates that seeing in general and tourism gazing 
in particular involve more than what is immediately visible: it is tied up with 
imagination, with the human capacity of seeing the invisible. “Vision’ is’, as 
Cosgrove says, ‘at once the physiological function and an imaginative capacity in 
which non-material phenomena are somehow witnessed’ (2003: 253). While the 
sense of sight affords geographies of instant surfaces (Rodaway, 1994: 117-118), 
people do not face them head-on or passively. To sum up, they see them through 
cultural lenses, remote memories and images of elsewhere, mediated through their 
multi-sensuous bodies.  

Hybrid Bodies 

We are never faced with objects or social relations, we are faced with chains which 
are associations of human (H) and non-humans (NH). No one has ever seen a social 
relation by itself … nor a technical relation … Instead we are always faced with 
chains which look like this: H-NH-H-NH-H-NH (Latour, 1991: 110).

The tourist body is ‘impure’ in another sense too. Bodies and technologies are 
intimately connected, fabricated in and tied together by networks. As Thrift writes 
more generally: ‘the body produces spaces and times through things of nature which, 
in turn, inhabit the body through that production’ (2001: 47). Tourist performances 
involve, and are made possible by, objects, machines and technologies: umbrellas, 
walking boots, trains, cars, visa-cards, cameras and so on. The idea of a ‘pure’ 
relation between humans and nature must be rejected because it ‘writes out’ issues 
of technology. Most bodily performances in tourism would be un-performable 
without such nonhuman components or quasi-objects. In a sense, then, we only 
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know the worlds of tourism through/with tools. Yet the social life of things and 
the crucial roles that the materiality of things plays in enabling mobilities and 
performances of tourist life have been neglected (Franklin and Crang, 2001: 15; 
Franklin, 2003: 97).

Rather than mere ‘things’, ANT advises us to acknowledge the agency of 
nonhumans, to see them as ‘actants’, that is, as acting entities within networks 
that, in turn, make actions and things ‘happen’. Things and technologies can be 
understood as ‘orthopaedic prostheses’ that enhance the physicality of the body 
and enables it to do things and sense realities that would otherwise be beyond its 
accomplishment (Parrinello, 2001: 210). Thus, ‘the pair human-nonhuman does 
not involve a tug-of-war between two opposite forces. On the contrary, the more 
activity there is from one, the more activity there is from the other’ (Latour in 
Hinchliffe, 2003: 216).

The power of the visual sense in modern tourism is crucially tied to, and 
enabled by, a vast range of technologies. Even before the invention and later 
popularisation of photographic cameras, seeing in tourism was mediated by 
technologies – hybridised, prosthetic. To realise the desired picturesque – that 
is, ‘picture-like’ – scenery that the unassisted eye struggled to form and posses, 
pre-photographic tourists’ employed technologies such as camera obscura and 
especially Claude glasses (Andrews, 1989; Ousby, 1990; see chapter three). Today 
tourist cameras are widely employed not only to choreograph nature as landscape 
scenery, but also to fix the elusive – to stop movement and time. Wilson summarises 
how photography permits humans to take ownership of nature as graspable objects: 
‘the snapshot transforms the resistant aspect of nature into something familiar and 
intimate, something we can hold in our hands and memories. In this way, the camera 
allows us some control over the visual environments of our culture’ (1992: 122).    

In this sense, nonhumans ‘empower’ humans (and vice versa) and they enable 
‘agency’. ‘People possess few powers which are uniquely human, while most can 
only be realised because of their connections with … inhuman components’ (Urry, 
2000a: 14). Humans increasingly derive agency from their connections with and 
use of machines and technologies. Against the ‘linguistic turn’ and ‘cultural turn’ 
within social sciences, ANT (and non-representational theories) refuses to equate 
agency with intentionality and linguistic competences, and see it instead as ‘the 
capacity to act or have affects’. ‘The privileging of language as a precondition and 
hallmark of social agency rests on and reproduces a worn-out distinction between 
language and the world, in which the world is treated as an external referent and 
language as a medium which represents ‘it’ in a more or less transparent manner’ 
(Whatmore, 1999: 30). The focus upon language and intentions exclude the work of 
objects. Social agency is instead seen as a relational achievement between humans 
and nonhumans, ‘involving the creative presence of organic beings, technological 
devises and discursive codes, as well as people, in the fabrics of everyday living’ 
(Whatmore, 1999: 26; see also Bingham, 1996: 647). 

Yet this does not move us beyond ‘meaning’ and ‘semiotics’. Rather, 
ANT proposes a much more complex semiotic process. What they call ‘material 
semiotics’ is concerned with not only how texts (discourses) but also bodies, 
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machines, objects and places are choreographed together to build heterogeneous 
orders. For ANT, semiotic becomes:       

The study of how meaning is built [where] the word ‘meaning’ is taken in 
its original nontextual and non-linguistic interpretation: how a privileged 
trajectory is built, out of an indefinite number of possibilities; in that sense, 
semiotics is the study of order building and may be applied to settings, 
machines, bodies and programmering languages as well as texts (Akrich and 
Latour, 1992: 259).  

The point is that nonhumans, as actants, are actively involved in this ‘construction’ 
and that none of these bites and pieces are given priority. This notion enables us 
to grasp how tourist bodies not only are fabricated in language but also in various 
liaisons with objects, machines and environmental places. In other words, how 
humans are fabricated across networks of humans and nonhumans. Lastly, it 
liberates the study of language from the purely textual and semiotic. Language 
can now be seen as more than a sign: ‘[we] can read not only what the language is 
saying … we can also read what the language is doing, its material deployment, the 
social intervention it is making’ (Lenoir in Hinchliffe, 1996: 667).

 I am buying into most of this. I am certainly not arguing that humans and 
nonhumans are basically alike. Surely ANT tends to neglect specifically human 
capacities of expression, feelings, intentions, fantasies and daydreaming (Thrift, 
2000: 215). While most everyday practices and enactments are predominately 
habitually driven, tourists potentially perform tourism reflexively and with specific 
intentions in mind. As discussed shortly in relation to photography, the limitation 
of ANT is that it has little to say about the cultural aspects and constitution of 
human and nonhuman life (Michael, 2000: 35). But I am arguing that humans and 
nonhumans are much more alike and mutually connected than most social and 
cultural theories acknowledge. Modern tourism is full of hybrids and nonhumans 
are crucial for producing the agency of tourists and performances of tourist life.  

      
Acting Social Life

It is probably no mere historical accident that the word person, in its first meaning, is 
a mask. It is rather a recognition of the fact that everyone is always and everywhere, 
more or less consciously, playing a role … It is in these roles that we know each 
other; it is in these roles that we know ourselves (Park in Goffman, 1959: 30).  

Tourism is often portrayed as the antithesis of the grey and boring everyday life. At 
first glance, to view tourism through a vibrant theatre metaphor could be seen as 
fitting into the conventional dualism of ‘ordinary’ everyday-life and ‘extraordinary’ 
tourist-life (see chapter three). Rather, I use it to highlight that tourism-life is closely 
connected to roles, scripts and objects of everyday-life. Against ideas of fixity, 
rootedness and stability, I argue that all ‘cultural worlds’ and ‘social worlds’ come 
into temporary being through hybrid performances. Culture is fluid and in process. 
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All cultures continually invent and reinvent themselves through mobile discourses, 
touring objects and social practices. 

Not least Goffman (1959) has shown that conducts and social relations of 
everyday-life are experimental, staged and performed: ‘it is in these roles that we 
know each other; it is in these roles that we know ourselves’. For Goffman, people 
as everyday actors, are reflexive and conscious agents moving between different 
socio-spatial settings requiring and allowing specific performances. Central to 
performance is the idea that ‘a correctly staged and performed scene leads the 
audience to impute a self to a performed character, but this imputation – the self – is 
a product of the scene that comes of it’ (Goffman, 1959: 252). ‘Front stages’ ask 
for concentrated ‘impression management’ while ‘back stages’ allow masks to be 
lifted temporally. 

This has important implications for how to grasp ‘the family’ and to establish 
connections between family life and photography. For late-modern families to 
exist, they must ‘perform familism’ (Chambers, 2001: 27, 60). Living in a de-
traditionalised modernity of ‘pure relationships’, ‘confluent love’ (Giddens, 1991) 
and ‘liquid love’ (Bauman, 2003) families are in constant need of performing acts 
and narratives that provide sense and stability to their relations. Chambers (2001) 
views family life as a scripted, performed and staged theatre, and family members 
as actors in plays that constitute them as families. Such understanding means that 
‘family’ becomes something that relational beings do, rather than have:

In order for families to exist, as practice and meaning, they must be acted out 
through performed roles of sex, coupling, caring, parenting within intimate 
relationships confirmed publicly by specific codes of behaviour. Family 
scripts are internalised by family members so as to reproduce continually the 
essence of familyness. In this sense, there has to be a continuing dialogue 
between families themselves and the public representations of them in 
constructing the meaningness of familyness (Chambers, 2001: 61).

While the family in traditional accounts are seen as epitomising a private sphere 
clearly separated from the worlds of objects and the public sphere, families’ perform 
‘familyness’ – their ‘private’ family life – through ‘public’ scripts. One of the ways 
that moderns make sense of themselves and their relationships are through self-
(re)presentation and narratives (Giddens, 1991, 1992; Gergen, 1991, 1994; Shotter, 
1993; and Chambers, 2001, 2003). 

Photography and Performances

I have already argued that a given technology emerges out of relations between 
social, natural and technical ‘actors’. There is no such thing as photography, 
but only dynamic networks of photographies. Tourist photography is performed 
through heterogeneous actor-networks of photographers, actors and spectators, 
technologies, materials and pictures, scripts and practices (for a similar definition 
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of tourist photography, see Gregory, 2003: 196). Yet, photography studies – as has 
been case with so many technology studies – have been haunted by an unproductive 
dualism; photography’s nature is determined as a consequence of either nature/
technology or the social (see Batchen, 1999: Ch. 1). 

On the one hand, there is so-called ‘realism school’ that theorises 
photography itself; they are concerned with understanding the ‘naked’, pre-
discursive nature of photography (Bazin, 1967; Barthes, 2000). In The Ontology 
of the Photographic Image, the French film critic Bazin argues that photography’s 
nature is its ‘essentially objective character’ derived by being an inherently truthful 
and unbiased technology: ‘For the first time, between the originating object and its 
reproduction there intervenes only the instrumentality of a nonliving agent’ (1967: 
13). Thus, photography’s nonhuman aspects overpower entirely the human ones: 
cameras ‘do’ photography. 

On the other hand, much work on photography in the 1970-80s drew heavily 
on a ‘social constructionist’ discourse frame (Berger, 1972; Burgin, 1982; and 
Tagg, 1988). Here photography is argued to be social and historical before it is 
technical; the social is constitutive of what photography is and photographs are seen 
as ‘man-made’ – ‘embodying a way of seeing’ – rather than ‘mirrors of nature’: 
they are ideological artefacts (Berger, 1972: 9-10). Tagg (1988), for instance, 
theorises photography through the actual work that institutions and agents put it 
do in the world. His crucial point is that photography’s power is never its own, it 
is discursively constructed and institutional authorised. It is this politicised social 
realm that we must study if we are to understand what photography ‘is’, according 
to Tagg. In such accounts, technologies of photography are portrayed as passive and 
purely linguistic entities that never strike back. While they speak of photography 
as a practice, actual practices of photographing are overshadowed by discursive 
readings. In the end, the nature of photography is derived in discourses.

The problem with these two positions is that they privilege either the technical 
or the social character of photography. In this sense, one way or the other, they 
purify (Latour, 1993) photography. But photography is so evidently material and 
social, objective and subjective – that is, heterogeneous. I have discussed how ANT 
suggests the notion of ‘material semiotic’ to capture how texts, bodies, machines 
and buildings are assembled together in order to build specific orders and identities. 
From this relational perspective, photography should be understood as a complex 
amalgam of technology, discourse and practice. Photographic agency is a relational 
effect that first comes into force when a heterogeneous network of humans and 
nonhumans are in place, as Latour shows in his analysis of Kodak (1991). In other 
words, ‘we need to consider its technological, semiotic and social hybrid-ness; the 
way in which its meanings and powers are the result of a mixture of forces and not 
a singular, essential and inherent quality’ (Lister, 1995: 11). It is thus the intimate 
relation between tourists and cameras that we must study, the combination, the 
hybrid.

One way to illustrate what it means to speak of photography as a hybrid 
is through Latour’s hybrid of the ‘citizen-gun’ (Michael, 2000: 26). For Latour, 
it is neither the person nor the gun that kills, but the ‘citizen-gun’, the hybrid. 
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Similarly, neither the camera nor the photographer makes pictures: it is the hybrid 
of the camera-tourist. Photos are simultaneously ‘man-made’ and ‘machine-made’. 
Humans and nonhumans produce photographs by working together. It follows that 
photographic agency is not only a property of the photographer. While they cannot 
speak or mean by themselves, cameras act in specific fashions – for instance, 
freezing a moment of time on paper. They afford certain actions and viewing-
positions and not others.

Furthermore, both positions assume a realm of representation and a realm of 
the real. Instead of understanding photographs as reflections or distortions of a pre-
existing world, photography can be understood as a technology of world making. 
‘Images are not something that appear over or against reality, but parts of practices 
through which people work to establish realities. Rather than look to mirroring as 
a root metaphor, technologies of seeing form ways of grasping the world’ (Crang, 
1997: 362). In other words, rather than mirroring or representing geographies, 
photos partly create them, culturally, socially and materially. They produce what 
Said (1995: 49-73) coined ‘imaginative geographies’ (this is discussed later).

 ‘The eye of the camera … [is] monocular, neutral, detached and disembodied, 
it views the world at a distance, fixes it with its nature, and separates observer from 
observed in an absolute way’, according to Adams (1995: 8). This conventional 
portrayal of ‘hybrid’ photography is far too static and generalising, and it omits an 
understanding of photography as a bodily performance. The eye of the photographer 
is predominately binocular: walking around looking out for ‘pictures’; s/he invests 
passion, creativity and desires in choreographing scenes and staging actors; s/he 
is actively engaging with space. The body of the ‘hybrid’ photographer is mobile, 
creative and intentional and it performs space multi-sensuously (see chapter six).

Likewise, the object of the ‘hybrid’ photographer is not just ‘static’ scenery, 
but also performing actors. As Barthes makes clear above, the act of being 
photographed – perhaps more than anything else – makes one acutely aware of 
one’s body and its appearance, and by design one poses and acts for the camera. In 
performances of posing, the body is brought into play as a culturally coded sign – of 
happiness, attractiveness, intimacy and so on: ‘a form of mask or adornment rather 
than holding a subject in place’ (Ahmed, 1998: 27).

Tourist photography as a hybrid performance is inherently shaped by culture 
and concerned with cultural work – making spatial narratives of social relations and 
identities, places and experiences through creative enactment. We can view culture 
as performances that inscribe ‘material worlds’ and ‘social worlds’ with meanings 
and produce objects with rich symbolic meanings. Culture is interpretation and 
world making. The problem with ANT-inspired analyses is that they tend to grasp 
technologies as exclusively performing practically, and they therefore neglect that 
most technologies enable a wide range of ‘function-expressions’ and ‘opportunities’ 
for performing ‘taste and self-identity’ (Michael, 2000: 35-36). 

Furthermore, the ‘function-expressions’ of photography are intimately 
emotional. Personal photography is very much a technology of embodied emotions. 
People do not engage with, and ‘make sense’ of, their photographs and photographic 
memories through detached semiotic readings, but expressively, through the 
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‘feeling body’. We can call this ‘embodied semiotics’. This insight partly prompted 
Barthes’ amazing Camera Lucida: 

I realized with irritation that none discussed precisely the photographs which 
interest me, which give me pleasure or emotion. What did I care about the 
roles of composition of the photographic landscape, or, at the other end, about 
the Photograph as family rite? … Myself, I saw only the referent, the desired 
object, the beloved body … I wanted to be primitive, without culture … So I 
make myself the measure of photographic “knowledge”. What does my body 
know of Photography? (2000: 7, 9).   

In this piece, in a phenomenological fashion, Barthes theorises photography with, 
and through, his own lived body and a few private photos, including one of his 
diseased mother. Tagg – reflecting that much academic writing is based upon a 
‘male’ universe of reason and intellect – implies that Camera Lucida was merely 
an emotional response to the death of his mother (1988: 1). Yet this is precisely 
Barthes’ point: people respond emotionally to their own photographs. Such 
photographs are not mere images, but objects ‘full of life’: a corporeal extension of 
a dear moment or person.  

Places of Performances

Simultaneously moving in a physical terrain and in fantasylands or mediaworlds, 
we create vacationscapes. Personal memories mix with collective images (Löfgren, 
1999: 2).

Tourism places are constructed through diverse networked performances and 
mobilities. Places are not like islands, they are not rooted in one place and they 
do not exist autonomously. Places are travelling, constructed through, as Clifford 
(1997) would say, routes as well as roots. The modern dichotomy between the ‘static’ 
pre-modern and the ‘mobile’ modern is an imaginative construction, rather than a 
simple empirical reality (Said, 1995; Clifford, 1997). As Appadurai says: ‘Natives, 
people confined to and by the places to which they belong, unsullied by contact 
with a larger world, have probably never existed’ (1988: 39). The fundamental 
problem with treating places as sovereign ‘societal’ entities is thus that it makes the 
global, the fluid and the malleable local, solid and rooted (Urry, 2000a). 

Hetherington (1997) speaks of places like ships. Tourist places come into 
existence through relationships. They float around within global networks of 
material environments and objects, human meanings and practices; places are about 
the placing of people, materials, images and the system of difference and similarity 
that they perform (Coleman and Crang, 2002b; Bærenholdt, Haldrup, Larsen and 
Urry, 2004: Ch. 1 and 8). As Massey puts it: ‘what gives a place its specificity is 
not some long internalized history but the fact that it is constructed out of particular 
constellation of relations articulated together at a particular locus’ (1994: 217, my 
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italic). Places are always in a state of becoming: impure, porous and travelling 
(Crick, 1989; Clifford, 1997; Rojek and Urry, 1997; and Urry, 2000a). Because of 
the flows of tourists, images, objects and cultures, places are not given and fixed, 
but continually constituted as they are performed by mobile ‘hybrids’. 

Tourist performances are thus not separate from the places where they 
contingently happen; they are not taking place in inert, fixed cartographically 
coordinated spaces. They are performances of place that partly produce, transform 
and connect them to other places through ‘spatial stories’ (de Certeau [1984]) 
materialised in, and disseminated through, photos, postcards, souvenirs and so on. 
Places are always part and parcel of performance events and narratives. Drawing on 
the literate theorist Miller, Coleman and Crang argue that space ‘is less the already 
existing setting for such stories, than the production of space through that taking 
place, through the act of narration’ (2002b: 10). 

Tourists perform places corporeally, culturally and imaginatively through 
bodily engagement and movement, by using tools, reading signs, daydreaming and 
employing poetic skills. ‘We discover and encounter the world in tourism ‘with both 
feet’ and figure sensual and mental and imaginative evidence together’ (Crouch, 
2002: 213). Place encounters are simultaneously discursive and pre-discursive, 
and places exit on the ground, in ‘mental landscapes’ (Löfgren, 1999) and material 
objects (books, paintings, pictures and so on). Hence, tourist performances take 
place in and produce materially and culturally constructed places. Thus, the 
‘construction’ of tourist places involve more than ‘social construction’. It is a 
heterogeneous process where nonhumans play their part. In this perspective ‘social 
construction is not an amaterial process … it entails, at minimum, the circulation of 
paper and bodies and manifold other materials’ (Michael, 2000: 50). For the sake of 
analytical clarity, the following examines the ‘material construction’ and ‘cultural 
construction’ of places and place-encounters separately.

Material Construction
While places are fluid, they also have a dense materiality of roads, bridges, buildings, 
restaurants, monuments, cornfields, woods and so on. Tourist performances are 
not only conditioned upon capabilities of bodies and technologies, but also by the 
very ‘nature’ of the environmental places where they take place. In this specific 
sense, performances take place in places. The very physicality of a given place 
‘affords’ certain performances and not others. ‘Affordance’ is a term coined by 
Gibson to develop an ecological theory of perception. He defines ‘affordance’ as 
‘what it (the environment) offers the animal [including humans], what it provides 
or furnishes’ (1979: 127). Thus, affordance is relational: it is a product of a given 
material make-up and the physical capacities of a given animal’s body. To humans, 
a flat surface – say a lawn – affords, for example, walking, running, jumping and 
lying, while a deep sea only makes swimming possible. This notion indicates that 
most tourism stages are ‘polymaterial’. That is, they permit a wide range of bodily 
enactments. Of course, ‘affordances’ only choreograph possible enactments, they 
do not produce them. It is basically an acultural notion. Cultural conventions restrict 
what performances are ‘in’ and ‘out’ of place in specific environments. 
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I have already discussed the crucial role of technologies in mediating human 
encounters with places, and increasingly ‘affordance’ involves not only material 
environments and bodily capacities, but also technologies. Technologies afford and 
affect subsequent affordances (Michael, 2000, 2001; Ingold and Kurttila, 2001). 
They are material surfaces that afford increased bodily capabilities and as such they 
expand the ‘affordances’ that nature permits the otherwise ‘pure’ body. Michael 
illustrates this with the mundane technology of walking boots (2001). They ‘afford’ 
more pleasant walking and they make certain surfaces walk-able that would be 
painful, if not impossible to traverse barefooted. Photographic cameras empower 
the eye and afford ‘virtual’ experiences of nature: for instance, cameras with 
zoom-lenses allow close-up inspection of surfaces from a distance; the camera-eye 
permits the framing of one’s vision; and photographs provide the consumption of 
nature in image-form.  

Cultural Construction
Material surfaces are not just potential bodily affordances. To turn Crouch’s 
Aronsson’s and Wahlström’s argument on the head: we live places not only bodily, 
but also culturally (2001: 259). Representations – images, texts and travel-tales – 
are equally crucial in shaping the geographies of performances of tourist places. 
We partly ‘make sense’ of places through representations, cultural scripts. ‘People, 
places, and experiences can always be described by a book, so much that the book 
(or text) acquires a greater authority, and use, even than the actuality it describes’ 
(Said, 1995: 93).  

Said has famously shown how books, pictures, and ‘ways of seeing’ far from 
reflect pre-existing geographies, but produce new ones: ‘imaginative geographies’. 
For Said, the Orient it is a projection, a fabrication, of the Occident’s imagination 
fuelled by ‘his’ desires, fantasies and wants. ‘That Orientalism makes sense at all 
depends more on the West than on the Orient, and this sense is directly indebted to 
various Western techniques of representation that make the Orient visible, clear, 
“there” in discourse about it’ (Said, 1995: 22, my italics). The Orient is ‘a theatrical 
stage fixed to Europe’ (1995: 63). A theatre of ‘romance, exotic beings, haunting 
memories and landscapes, remarkable experiences’ (1995: 1). 

Through performances of writing and picturing material environments and 
tourist performances, most tourist places have over time been inscribed with 
distinct imaginative geographies or place-myths (Shields, 1991). Places are full of 
circulating myths, desires and fantasies that are materialised and mobilised in and 
through books, brochures, postcards and photo-albums. Such geographies are, in 
principal, fluid and fickle. They can travel fast and at a long distance and they go 
in and out of fashion over time. Thus, places are ‘polysemic’ too. Places are not 
given or fixed, they can appear and disappear, change in size and character, and 
move about according to how they are constructed and interpreted, reproduced or 
contested, in and through texts and images, and subsequently, objects, buildings, 
natures and bodily performances. 

Thus, imaginative geographies are not purely cultural or solely an airy 
product of the imagination. For a start, as Michael says in relation to the sublime: 
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‘… the sublime might be culturally constituted, but the dissemination of the ideas 
of the sublime relied upon the paper on which are printed the tales of the sublime, 
and the silver that was used in the making of photographs of sublime nature’ (2000: 
50). Imaginative geographies are dependent upon and circulate in material forms. 

Secondly, imaginative geographies are powerful in attracting tourists and 
choreographing performances in places, and they are crafted through material 
and embodied practices within the represented places (see also Gregory, 1999). 
Willems-Braun discusses the construction of British Columbia in Dawson’s 
writings and argues (1997: 16):

Dawson’s surveys and journals did not invent objects and landscapes in 
flights of fantasy. These were material practices that engaged material worlds. 
Rather, in rendering the landscape visible, the surveys constructed from what 
was encountered an ordered scene that could be read. Such practices … were 
not simply textual, but highly material: they did not leave the land untouched. 
Instead they actively displaced and resituated landscapes within new orders of 
vision and visibility, and within regimes of power and knowledge that at once 
authorized particular activities and facilitated new forms of governmentality. 

Thirdly, books and pictures shape not only imaginative geographies but also 
material geographies. For instance, the aesthetic of landscape architects is crucially 
derived form the visual arts (Cosgrove, 2003: 258). Picturesque and romantic gazing 
requires, for instance, viewing-stations, promenades, paths, balconies, panoramic 
windows, hotels with a view and occasionally a little gardening of nature. Gregory 
(2001) describes how new buildings in late nineteenth-century Cairo were shaped 
in the image of Arabian Nights while others were built to unfold the city as a 
realisation of this fable in the distanced eyes of tourists (see chapter three).

Fourthly, the notion of imaginative geographies destabilises the distinction 
between ‘real’ and ‘perceived’ places, between ‘factual’ and ‘fictional’ places. This 
separation is extremely porous and fluid. People are constantly folded into a world 
of texts and images when gazing in and upon places. ‘Real places’ are fictional and 
imaginative, and ‘fictional places’ are concrete too, they have a dense materiality, 
and indeed ‘reality’.

Landscape and Stage
Tourist photography is performed upon various ‘scenes’: sights, beaches, second-
homes, nightclubs, bedrooms and landscapes. Visual consumption in tourism has 
always been closely associated with landscape pleasures and landscape is one of 
geography’s most central, and indeed contested notions. By drawing upon the 
above discussions, I argue that metaphors of performance and theatre can help us 
to overcome the dichotomy between landscape as a ‘social construct’ and ‘material 
construct’. Landscape as a ‘way of seeing’ is far from an amaterial or disembodied 
process as often claimed. While ‘landscape as vision’ can be re-imagined as a 
heterogeneous performance it is not a fitting concept for understanding many 
photography and tourism experiences: it is too tied up with ‘distanced’ spectatorship 
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and directing and not enough with acting. We need to accompaniment it with a 
notion of stage: ‘landscape as stage’.

   American and British art historians (Andrews, 1989; 1999) and cultural 
geographers (Cosgrove, 1984, 1985, 2003; Daniels, 1993) have now for a long 
time made the case that landscape essentially is, among many, a ‘ways of seeing’ 
(Berger, 1972). To cite the influential Cosgrove (1984: 128):

Landscape is a social and cultural product, a way of seeing projected onto 
the land and having its own techniques and compositional forms; a restrictive 
way of seeing that diminishes alternative modes of experiencing our relations 
with nature.    

Thus, in such definition, ‘landscape’ is a strictly human way of forming – through 
cultivated eyes, skilful techniques and technologies of representing – the material 
surfaces of a given physical environment visually. Hence, ‘a landscape is a cultural 
image, a pictorial way of representing, structuring or symbolising surroundings’ 
(Cosgrove, 1984: 1). ‘Landscape as vision’ is not about what nature ‘affords’, but 
about how humans’ take control and possession of, and derive pleasures from, 
‘nature’. It is a specific way of relating to ‘nature’ that fuses ‘reality’ and images 
and representations.

This ‘landscape’ is a way of performing stylised vision and consuming places 
visually. It is about appearances and looks of places; it de-materialises place: it 
becomes ‘wallpaper’. It can be distinguished from land that is a physical, tangible 
resource that is ploughed, sown, grazed and built upon by human hands: land 
involves bodily proximity and physical engagement with, or ‘dwelling within’ 
(Ingold, 2000), the environment (Milton, 1993)1. Landscape, on the other hand, 
implies separation and individual observation (Williams, 1973: 120). ‘Landscape 
as vision’ ‘is what the viewer has selected from the land, edited and modified in 
accordance with certain conventional ideas about what constitutes a ‘good view’. 
It is land organized and reduced to the point where the human eye can comprehend 
its breadth and depth within one frame or short scan’ (Andrews, 1999: 4). In 
other words, this ‘landscape’ is a skilled, learned performance that visually and 
imaginatively works upon nature that, in turn, is rendered passive and submissive. 
But when understood in this way, in principal, ‘landscapes’ do not exit prior to 
the work of the eye nor are they awaiting ‘discovery’ (as argued by Law and 
Benschop, 1997: 160-1; Mitchell, 1998: 9; and Hinchliffe, 2003) as much as they 
are ‘produced’ through being performed.  

As various writers have shown, ‘landscape’ as a ‘way of seeing’ is a recent 
‘invention’. Cosgrove (1984, 1985, 2003) argues that this landscape grew out 
of Renaissance’s desire for realism in art and map-making. This landscape was 
archived through the technique of linear perspective that enabled the lifelike 
rendering of three-dimensional spaces to two-dimensional surfaces or images. 

A more emotional and aesthetic landscape vision developed in the late 
eighteenth century with picturesque tourism (Adler, 1989a; Andrews, 1989; Ousby, 
1990; Urry, 1995; and Ring, 2000). Nature was no longer perceived as hostile and 
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worrisome or as a productive land to be ploughed, sown and grazed upon or to 
‘dwell-within’. It was now seen as potentially picturesque and pleasing for human 
eyes. Bites and pieces of nature had to be choreographed and staged as landscape 
and as properly picturesque: nature was seldom picturesque in itself. Humans had 
to give it limit, symmetry, proportion and fixity: to put it into perspective.

Picturesque tourism developed a specialised visual sense that was based upon 
technologies of the Camera obscura, Claude glasses and later photographic cameras; 
techniques of sketching, picturing and gazing contemplatively and with reference to 
visual art; images and texts, drawings, paintings, photos, guidebooks, roadmaps and 
so on; and material environments of idyllic villages, serene natures and man-made 
environments of vantage-points (viewing-stations, balconies, etc.) and walking-
paths (Andrews, 1989; Ousby, 1990; and Löfgren, 1999). This landscape vision 
depends upon various objects and mundane technologies and it undercuts ‘simple 
dichotomies of what is natural and unnatural, what is countryside and what is urban, 
and what are subjects and what are supposedly objects’ (Macnaghten and Urry 
2001: 2). ‘Landscape as vision’ is thus not without a material ‘reality’: it circulates 
in cultural objects, it is built into the environment and landscape performances take 
place in, and have an affect on, places.     

This way of performing vision and nature deliberately revolves around a 
distanced gaze aiming at separating the body of the gazer from the observed space: 
a framed, distanced gaze unfolds fitting environments as pictures and it positions 
the gazer as simultaneously instructor and spectator, producer and consumer. The 
gazer is moving his/her body to the ‘outside’ of the scene and is looking in. S/he is 
still ‘surrounded by space’, but the body is not part of the crafted ‘picture’. This is 
a ‘disembodied’ vision from afar that is possessive and abstract. It is momentary 
and purely aesthetic, a performance of mobility, distance, aesthetic skills and 
reflexivity.   

In the previous chapter, I argued that tourists are not only spectators, but also 
actors. In addition to looking at landscapes, tourists enact them corporeally. They 
step into the landscape picture. A ‘romantic’ landscape affords spaces for picnic, 
running, sex, a football game, river-rafting and countless other activities. A beach 
is not just distanced scenery but surfaces and liquids affording bodily pleasures. In 
other words, the notion of ‘landscape as vision’ – of directing and spectatorship – 
must be complemented with an idea of ‘landscape as stage’, as material sites that 
‘afford’ various bodily enactments. ‘Landscape as stage’ involves a lack of distance 
between humans and objects, between observers and observed, and it not so much 
concerned with looking at the world as with using and performing social and 
material worlds actively. ‘Landscape stages’ are often ‘ordinary’ visually as, for 
example, the lawn of the second/holiday home. 

Whereas ‘landscape as vision’ renders the object of the gaze ‘passive’, 
‘landscape as stage’ makes people play, act and pose. ‘Landscape as vision’ is too 
entrenched with the observer’s ‘way of seeing’ to capture the complexity of tourist 
photography performances. Much tourist photography revolves around picturing 
and posing intimate social life and capturing moments of bodily actions taking 
place upon various stages. People and situations are pictured in cars, restaurants, 
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swimming pools, holiday homes, airports and so on. Photography is as much a 
‘way of acting’ as a ‘way of seeing’ and it often involves intimate relations between 
observers and the observed. 

Methods

Theories and methods must be seen as related entities. Above I have discussed a set 
of theories that accentuate the performed, mobile, heterogeneous and networked 
character of cultures, family life, places and photography. Now I discuss how then 
to research tourist photography as a ‘lively’ performance that bridges the social, 
cultural and material? How can one research tourist photography’s mobile ‘doings’ 
within places and the products and ‘meanings’ that they produce and carry? How 
to bring ‘life’ and ‘eventness’ into accounts of tourist photography? What methods 
enable us to grasp tourist places as simultaneous ‘landscapes’ and ‘stages’, scenes 
for seeing and acting? How to capture the crucial roles of objects and ‘scripts’ 
in making tourism happening? I want to argue that we need to develop methods 
that can follow and fix flows on the one hand, and visualise and communicate 
performances on the other.    

Obviously this requires bringing various methods, technologies and 
objects into play. This thesis produces ‘ethnographies’ of performances of tourist 
photography within sites by performing ethnographic-inspired ‘observation’, 
picturing/filming and qualitative interviews. It generates ‘semiotic-ethnographic’ 
knowledge of objects, texts and photographs, through the creative employment of 
‘techniques’ of ‘reading’ images. 

Research methods are shaped by theory and epistemology. Empirical work is 
not a matter of (more or less) transparent methods’ discovering ‘truth’ and ‘reality’ 
as much as it is a performance – of using methods and technologies and employing 
interpretive and imaginative skills – producing partial knowledge, partial because 
it is produced through specific ‘ways of seeing’. When denouncing the idea of 
transparent, passive and pure language and vision, it follows that ‘ethnographic 
seeing’ – observing, picturing, writing and talking – partly make the cultures and 
performances that it observes. The ethnographic field is ‘a construction site of 
knowledge’ (Kvale, 1996: 42) where the tourism researcher through engaging 
visually, corporeally and orally with tourists and tourist objects, construct rather 
than ‘dig out’ hidden knowledge. Ethnography is a mobile performance of ‘world 
making’ that embraces the rhetorical, the artistic and the fictional. It is for these 
reasons that Clifford argues that all ethnographies are constructed versions of truth: 
narratives or fictions. They ‘are built on systematic, and contestable, exclusion’. 
Thus, ‘ethnographic truths are ... inherently partial - committed and incomplete’ 
(1986: 6, 7). Each are, in Haraway’s words, a ‘wonderfully detailed, active, partial 
way of organising worlds’ (1991: 190).

Inspired by Pink’s photo-essays on bullfighting (2001) and Martin Parr’s 
(1995) captivating photographic work on snapshot-tourism’s Small World, my 
particular ‘way of observing’ is one of performing mobile ‘picturing/filming-while-
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observing’. To examine how photography is staged and performed at Hammershus 
and the sightseeing bus-tour (chapter six), I pictured-while-observing the ‘stages of 
production’ (signs, surfaces, objects, viewing stations and so on) and photographing 
tourists. 

At Hammershus, for four weeks, I walked quietly in the heels of picturing 
families/couples and ‘rested’ at crowed prospects to register how bodies’ enacted 
photography socially and creatively: how they were erecting, kneeling, bending, 
leaning against, and lying on, surfaces; posing, acting, choreographing and so on. 
The material and semiotic production of Hammershus as a ‘theatre for tourism 
performances’ was ‘mapped’ through observing markers, viewing-stations, paths 
and so on, and by ‘tracing’ its ‘place-myth’ in early and contemporary texts and 
pictures (chapter five).  

On the sightseeing bus-tour2 where motorised movement, prosthetic mobile 
vision and oral guiding were crucial, my body – like the other participants’ – was 
‘moved’ rather than moving, and a sound recording video camera rather than a 
still camera was used. This tour comprises complex relations between humans 
and nonhumans, tourists and guides, acting and choreographing. The spatiality 
and temporality of the moving bus, and the visual sensations it – as a prosthetic 
technology, a ‘vision machine’ – produced were registered: the places driving in 
and through, the roads taken, its alternating speed, the ‘cinematic-like’ landscape 
experiences. The verbal and corporeal acting of the guide was recorded too: how s/
he directed gazes and cameras, and fictionalised the traversed places. Of course, the 
participants’ camera performances were also scrutinised: how they photographed 
through the windows, how their picturing complied with, and occasionally 
subverted, the choreographing of the ‘guide-bus’. I participated on three tours at 
different times of the year. 

Since cameras and photographers were ubiquitous in both places, people 
seldom noticed that my camera was aiming at them and not the attraction. I 
portrayed photography performers that were unaware of my presence: they did not 
pose for my camera, and I never asked them to do so. I aimed at ‘documentary’ 
photography. Altogether I have produced more than 400 pictures and two videotapes 
of photography stages and performances.

Cameras are useful research tools for my work because they enable 
easy and ‘realistic’ capturing – through fixing (photography) or following 
(video) – of otherwise short-lived and fluid performances. They make it possible 
to ‘re-experience’ (a moment of) a performance at a later time and another place.  
Secondly, when incorporated into the final ‘text’, they provide visual ‘evidence’ of 
how photography performances actually happened. Thirdly, photographs are very 
good at structuring and prompting ‘ethnographic fictions’. The three empirical 
chapters (especially chapter six) take the form of photo-essays where the text is 
structured around pictures.

 I am certainly not arguing that the photographs I produced are passive mirrors 
of ‘reality’. In line with my outlined approach to gazing and images, I take a reflexive 
approach to visual ethnography that acknowledges the subjective, constructed and 
partial nature of the photographs presented and the knowledge produced through 

Performance, Photography and Place

33



them (Pink, 2001; Rose, 2001). Firstly, their slices of ‘reality’ are something made, 
shaped by my particular ‘way of seeing’. I have chosen what to photograph and which 
photographs to include in the text. Secondly, photographs can only ‘document’ a 
split second of a performance: the before and after is always missing. In this sense, 
they are evidently only partial and incomplete ‘documentation’. They authenticate 
a moment of a performance, not the performance itself. Furthermore, cameras can 
only ‘record’ those aspects of performances that are visible or observable. They can 
reveal the bodily aspects of performances but not the imaginative ones: fantasies, 
daydreaming and interpretation. Thirdly, their meanings are not inherent within 
in them; they need interpretation to become meaningful and they can be analysed 
meaningfully in many ways.

Partly to escape the tradition of authoritative readings, I made qualitative 
semi-structured interviews with ‘photographers’ at Hammershus about why and how 
they perform tourist photography and what they make of it. They were conducted 
at the ‘exit area’ so that people had their photo performances fresh in mind. Here 
I managed to find a quiet and secluded spot where we could sit conformably in 
the grass. That put a hold to their desires for ‘moving on’ and made ‘personal’ 
conversation possible. Recruiting interviewees was rather tricky. When asked for 
a interview, many said that they would like to participate, but that family members 
were waiting for them or that somebody was tired, hungry, in need of a toilet and 
so on. Other people that rejected me seemed perplexed that someone wished to 
interview them about holiday photography, while others appeared unsympathetic to 
the idea of spending their holiday being ‘questioned’ by a university scholar. Since 
most tourists at Hammershus (and Bornholm in general) are from Denmark and my 
Swedish and German are not fluent enough to conduct interviews, the vast majority 
of the interviews were with Danish tourists.   

Twenty-three – tape-recorded3 and transcribed – interviews were conducted 
here (see interview list in chapter six). The interviews lasted from around five 
minutes to almost half an hour. Most of them were obviously group-interviews and 
children were often present and partly participating. This made some of them rather 
chaotic and a little unfocused at times.

The interviews were structured in such way that space was allowed for 
exchanging and elaborating ideas, insights, experiences and meanings. While 
‘directing’ the interviews, I attempted to make them informal and conversional. 
I was thus an active part of the conversation, and occasionally, I expressed ideas 
(rather than just asking questions) about tourist/family photography and people 
were asked people to comment and elaborate upon them. This was partly because 
most people needed a little ‘help’ to think reflexively about the topic. As one 
middle-aged woman said:   

It is actually rather difficult to say and answer things like that; it [taking 
photos] is not something that you think much about at all ... I’ve the joy 
of taking the pictures. I’ve the joy of making the album and in a distant, 
distant future I’ve the joy of bringing forth the album and saying: “wow” and 
re-experiencing.
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This quote is emblematic in the sense that it highlights that enactments of tourist 
photography – like most other everyday practices and rituals – are embodied and 
habitual rather than reflexive. It is something that people are competent in doing 
and deriving pleasures from, but rarely reflects upon. Seldom do we ask: ‘How are 
we doing this?’ ‘Why are we doing it?’ ‘What does it mean?’ We just do it! Humans 
seldom ‘think-to-act’ (Thrift, 1999: 297).

However, saying this, as the interviews progressed and we got used to each 
other and talking about the topic, people were keen to reflect upon it and they came 
up with reflexive accounts of how they photograph and why it is pleasurable and 
important for them – as couples, families and tourists – to photograph and store 
photographs. Conversations about modern family life, the passing of time, memory, 
and even of death and mortality took place. However, far from all the interviews 
reached such intensity and some never went further than affirming that photography 
is all about memories. At the end, several expressed that they had found the exercise 
interesting and that they would now look at their camerawork and photographs in a 
new light. Together we produced interesting ‘personal geographies’ of the doings, 
meanings and emotions of tourist/family photography. 

Yet, snapshot photographs are full of ‘family secrets’ (Kuhn, 1995) and only 
on a few occasions did we manage to get inside these secrets of pain and grief. 
There were questions I was eager to raise, but was too uncomfortable with asking. 
For example, at two times – by a twist of fate – it was revealed that the interviewees 
had been married before, and I had a burning desire to know what happened to 
their family albums when leaving one family and moving into another. To discover 
such ‘family secrets’ require longer time, more trust and perhaps a more ‘private’ 
surrounding than we had at hand at Hammershus. 

Books, paintings and especially photographs play another critical part of 
my ‘ethnographic’ research material. As discussed in chapter one, tourists’ own 
holiday photographs have been kept as a ‘secret’ to tourist studies. Amazingly, only 
Markwell (1997) has thoroughly scrutinised photographs produced by tourists. I 
gave a theoretical explanation for this in chapter one, but, perhaps, this may also be 
explained by the simple fact that it appears unlikely that tourists will give away their 
private photographs – their ‘visual diary’ – to a researcher that they do not know 
beforehand. I have spent many, many hours wondering how to get hold of tourists’ 
photographs from Bornholm. One possible solution was to provide a number of 
selected tourists a disposable camera. Yet this solution is somewhat unsatisfactory, 
because people would have to travel with an extra camera and be aware that these 
photos were to be scrutinised by a researcher. Instead I opted for getting peoples’ 
photographs produced by their own cameras. 

At the end of the interviews – where people had an idea of my project and me 
as person – they were asked if they would make an extra copy of their photographs 
(maximum three films) from this year’s holiday at Bornholm for my research. 
Ten out of the twenty-three families eventually did so – making a total of 650 
photographs (their set and the extra one for me was paid by a research grant). I 
deliberately stressed that all kinds of photos were of interest and that they should 
only leave out the ones they did not want me to see and make public in academic 
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publications. Extremely few photographs were left out.
The collection of commercial photographs was obviously more straight-

forward. Some 100 postcards were collected by buying every second one on display 
at three different locations (two newsagents and one tourist office). The early 
travel literature was collected through many days of archive work at the Library 
of Bornholm and the Royal Danish Library in Copenhagen, while the analysed 
paintings were exhibited at the Art Museum of Bornholm.  

How then to analysis tourists’ private photographs meaningfully? Inspired 
by Lutz and Collins (1993: 39), a double analytic strategy of quantitative and 
qualitative methods is employed. A ‘content analysis’ is conducted as a necessary 
first step in an analysis proceeding with qualitative readings. When dealing with a 
great number of photographs, such quantitative analysis can discover patterns that 
would be invisible on a causal inspection. It allows a systematic quantification of 
an otherwise bewildering number of visual impressions (Bell, 2001; Rose, 2001). 
It provides a systematic method for ‘picturing’ what places, events, objects and 
people that these tourists pictured much and rarely. 

A content analysis is only concerned with registering manifest surfaces. It 
cannot explain the frequencies of the patterns nor ‘make sense’ of them. To unveil 
the cultural universe of photographs and examine single images we have to employ 
qualitative methods of semiotics (Barthes, 1997a, b; Van Leeuwen, 2001) and 
cultural studies (Lutz and Collins, 1993; Lister and Wells, 2001). In contrast to the 
step-by-step world of content analysis, these are imaginatively and theoretically 
informed: they do not offer guidelines but clues and ideas. They can help to identify 
the dominant cultural codes governing and constituting such tourist photography. 
Since photographs are polysemic it follows that there can be no absolute readings, 
only partial ones mediated by specific ‘ways of seeing’. Rather than discovering 
their meanings my readings partly construct them. In part because the collection 
of them is significantly smaller, the commercial photographs are only analysed 
qualitatively. 

Endnotes
1 In fact, Ingold speaks of ‘dwelling’ in relation to landscape. Yet his notion of landscape resembles 
what Milton refers to as land (see Urry, 2000a: 137) and it is – intentionally – very different from 
‘landscape as vision’. For Ingold, a ‘dwelling perspective’ means that ‘landscape is constituted as 
an enduring record of – and testimony to – the lives and works of past generations who have dwelt 
within it, and in doing so, have left there something of themselves’ (2000: 189). Landscape is a 
‘taskscape’. 
2 I participated on this tour as a ‘disguised tourist’. The guide was aware of my identity as a 
researcher.
3 Because the interviewees would not give permission, three were not recorded.   
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Performing Tourisms

         Chapter Three

Performing Tourisms

Don’t tourists swim, climb, stroll, ski, relax, become bored perhaps, or all; don’t they 
go to other places to taste, smell, listen, dance, get drunk, have sex? 

Saldanha, 2002: 9

Tourists are not merely searching for authenticity of the Other. They also search the 
authenticity of, and between, themselves.

Wang, 1999: 364

Introduction

Building upon the previous chapter, this one theorises tourism as a set of 
heterogeneous performances that comprise relations between touring humans, 
touring objects and mobile cultures, bodies and technologies, meanings and 
materiality, everyday life and tourist life. In a modern world organised around 
everyday mobility and travelling cultures, tourism is not an ‘exotic island’ 
but everywhere and nowhere. It is a significant set of relations through which 
personal biographies, social life, cultures and places are recursively formed and 
reformed in a mobile world. Tourism is an experimental ‘theatre of life’ where 
people – corporeally and imaginatively – perform various roles, stages, objects 
and technologies. They explore places, experiment with identities, conduct social 
relations, picture memories and so on. Modern tourism has many meanings and 
‘doings’ and tourists are both ‘spectators’ and ‘actors’. I capture this complexity by 
showing how tourism is both a ‘way of seeing’, ‘way of doing’ and ‘way of being 
together’. 

The chapter begins with a brief discussion of the two major works of pioneer 
tourism theorisation that have directed the course of tourism research and teaching 
since. These are MacCannell’s The Tourist ([1976] 1999) and Urry’s The Tourist 
Gaze (1990) (both have been reprinted several times and the latter came as a 
second edition with a new chapter in 2002). These two books were instrumental 
in fashioning the tourist experience as a ‘way of seeing’ and constituting tourist 
studies’ visual paradigm. Some of the fundamental criticisms that writers have 
recently waved against it are then outlined. It is said that this visual paradigm 
represents a male, individualised, static and disembodied account of tourism and 
that it cannot capture many ‘new’ tourism performances. 

My contribution to these debates is twofold. Firstly, rather than discarding the 
‘tourist gaze’, I develop it through embodying, socialising and mobilising it, partly 
by arguing that gazing is a performed vision that involves humans, objects and 
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technologies and partly through introducing the notions of ‘family gaze’ (see also 
Haldrup and Larsen, 2004) and ‘tourist glance’ (see also Larsen, 2001; for a different 
use of the notion of glance, see Chaney, 2002). The ‘family gaze’ brings out that 
tourists not only gaze at, and photograph, the ‘extraordinary’ and ‘material worlds’, 
but also significant ‘social worlds’: friends and family members are objects of the 
‘tourist gaze’ too. The ‘tourist glance’ accentuates the fact that mobility machines 
are simultaneously vision machines. It is developed to theorise motorised mobile 
vision. Secondly, to illuminate the complexity of tourism and shed light on how 
photography and vision are performed in unlike ways, three cultures of tourism 
performance are constructed. These are ‘sightseeing’, ‘inhabiting’ and ‘playing’.

Tourism Theorises

MacCannell theorised tourism as an emblematic modern search for vanished 
authenticity. Nostalgia, understood as mourning for an authentic past, thus emerges 
as a formative theme of modern tourism and modernity as a whole. Tourism is 
portrayed as a side-product of modernity’s dominating logic of inauthenticity: 
modernity’s ‘other’ that transports alienated people back to places of authenticity. 
‘Modern man has been condemned to look elsewhere, everywhere, for his 
authenticity, to see if he can catch a glimpse of it reflected in the simplicity, poverty, 
chastity or purity of others’ (MacCannell, 1999: 41). Tourism represents a utopian 
search and desire for what modernity destroys and keeps out. Tourists search 
authenticity because their everyday is superficial, contrived and artificial. They are a 
kind of contemporary pilgrimage that leaves their home to seek out for authenticity 
in other ‘places’ and ‘times’. The tourist quest is a very serious one indeed.

MacCannell’s work has striking similarities with the thinking of Said (1995) 
(see chapter two). Both argue that western modernisation causes inauthenticity 
and desires for authenticity: the Orient, tourism and authenticity are modern 
‘inventions’ – modernity’s ‘others’. As MacCannell says: ‘The deep structure 
of modernity is a totalizing idea, a modern mentality that sets modern society 
in opposition both to its own past and to those societies of the present that are 
premodern or un(der)developed’ (1999: 7-8). In Said’s terminology, tourism is a 
theatrical stage fixed to modernisation: a theatre upon which disenchanted modern 
people project their yearnings for a ‘golden age’ of pre-modern authenticity.

MacCannell basically equates tourism with sightseeing. Tourism is essentially 
a ‘way of seeing’ sights and objects made famous and authentic through circulating 
images. MacCannell defines ‘a tourist attraction as an empirical relationship 
between a tourist, a sight, and a marker’ (1999: 41, italics original). Markers are any 
piece of representation labelling an object as a sight to the ‘tourist gaze’. They are 
both ‘on’ and ‘off’ the attraction’s location and they take many forms: guidebooks, 
souvenirs, postcards and so on (1999: 41, 110-111). According to MacCannell, 
this ‘mechanical reproduction’ process is absolutely crucial in turning places into 
sacred sites, and tourists consume places visually through participating in a sign 
relation between markers and sight. Sightseeing involves the consumption of signs: 
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‘... the important element in (pleasant?) sightseeing need not to be the sight. More 
important than the sight, at least, is some marker involvement ... a tourist may elect 
to get his thrills from the marker instead of the sight’ (1999: 113, 115). Markers 
instruct what to see, how to see it and value it. MacCannell thus brings attention to 
the social-semiotic staging of tourist reality – of seeing, objects and places. Tourists 
desire authenticity and aura but they often only encounter ‘staged authenticity’ and 
fabricated signs.

Urry’s Tourist Gaze (1990) has many similarities with The Tourist, but it also 
departs from it occasionally. Like MacCannell, Urry made the case that tourism’s 
identity is formed in opposition to work and everyday life, the grey and ordinary. A 
‘key feature would seem to be that there is difference between one’s normal place 
of residence/work and the object of the tourist gaze … Tourism results from a basic 
binary division between the ordinary/everyday and the extraordinary’ (1990: 11). 
The distinction between home and away is the identifying regulator of what can 
become constituted as an extraordinary and worthwhile place or moment of the 
‘tourist gaze’.

Hence, Urry departs from MacCannell by substituting the inauthenticity/
authenticity couple with the more embracive ‘post-modern’ one of ordinary/
extraordinary. That the Tourist Gaze is framed by the post-modern theory that 
questions the distinction between authentic and contrived experiences, real and 
staged places, referent and signs, gives it a critical distance from the The Tourist. 
Many tourism places are ‘inauthentic’ in a MacCannellian sense. What makes 
them pleasurable is their ‘extraordinary’ nature. The ‘extraordinary’ is relational: 
it depends on points of view, beliefs and perspectives: it has many faces. To push 
Urry’s argument to the extreme, ‘it is not what a country is, as Warburton said in 
1844, ‘but what we are that renders it rich in interest or pregnant with enjoyment’ 
(in Gregory, 1999: 145). 

Like MacCannell, but much more explicitly, Urry made the case that visual 
pleasures constitute tourism’s nature: ‘… the minimal characteristic of touristic 
activity is the fact that we look at, or gaze upon, particular objects such as piers, 
towers, old buildings, artistic objects, food, countryside and so on’ (1995: 131). 
Tourism is an essentially visual phenomenon comprising learned visual practices 
(gazes), relations of signs and sets of visual technologies. It was historically given 
power by the dominance of visualism in western societies. The ‘tourist gaze’ brings 
out that the visual sense is the organising sense within a typical (multi-sensuous) 
tourism experience. In the new chapter of the second edition Urry argues that ‘it is 
the gaze that orders and regulates the relationships between the various sensuous 
experiences while away, identifying what is visually out-of-the-ordinary, what are 
the relevant differences and what is the ‘other’’ (2002: 145). The sense of sight is 
the master sense of tourism. 

According to Urry, the tourist is a camera-wearing semiotican that gazes 
upon and collects ‘extraordinary’ places in the anticipation of ‘intense pleasures’: 
geographical ‘otherness’ ‘pull’ people to ‘faraway’ places. ‘The gaze is constructed 
through signs, and tourism involves the collection of signs. When tourists see two 
people kissing in Paris what they capture in the gaze is ‘timeless romantic Paris’. 
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When a small village in England is seen, what they gaze upon is the ‘real olde 
England’’ (Urry, 2002: 3; see also Culler, 1981). Desmond (1999) has described 
how the ‘tourist gaze’ has scripted the ‘Hula girl’s’ body as the sign of the authentic 
culture of Hawaii; ‘she’ is both a sign of herself and of the real Hawaii. Gazing is not 
merely seeing, but involves the cognitive work of interpreting, evaluating, drawing 
comparisons and making mental connections between signs and their referents.

Various authors have recently criticised tourism’s visual hegemony. Female 
tourist writers argue that there is a male basis to it. The gaze and the flâneur signify 
men’s visual and voyeuristic mastery of woman (Veijola and Jokinen, 1994; 
Wearing and Wearing, 1996; Pritchard and Morgan, 2000a, b; and Johnston, 2001). 
Some claim that female tourists derive pleasure from social interaction and from 
touching (Wearing and Wearing, 1996). More generally, the crucial role of sociality 
in tourism, of being together with one’s friends and family members in a playful, 
slowed-down and intimate fashion, has been largely ignored. This explains why 
so few researchers have explored ‘second-home tourism’ that revolves around 
performing ‘familyness’ and a ‘home-away-from-home’ (but see Jaakson, 1986; 
Williams and Kaltenborn, 1999). Much family tourism is about being together as 
one social body, to be face-to-face in an era of fragmented and liquid family-life 
(Löfgren, 1999; Bærenholdt, Haldrup, Larsen and Urry, 2004). 

Related hereto, it is widely argued that the emphasis on gazing and images 
has excluded the other senses and embodiment more generally (Crouch, 1999, 
2002; Franklin, 2003; see chapter two). Since cognitive work is central to gazing 
it is often claimed that it is a predominately-disembodied exercise (Franklin, 2003: 
9). But, as Saldanha (2002: 9) asks: ‘Don’t tourists swim, climb, stroll, ski, relax, 
become bored perhaps, or all; don’t they go to other places to taste, smell, listen, 
dance, get drunk, have sex?’ The bodily ‘doings’ of hedonistic vacationing in the 
sun have received very little scrutiny compared to its significance (but see Löfgren, 
1999; Littlewood, 2001). It is said that tourists have become bored of being 
mere spectators and that many tourism activities – adventure tourism – explicitly 
provide active, multi-sensuous bodily sensations and actions (Cloke and Penkins, 
1998; Franklin and Crang, 2001: 12; Bell and Lyall, 2002; and Franklin, 2003). 
Numerous tourism ‘stages’ are effectively ‘playgrounds’ where disciplined ‘work-
bodies’ through engaging actively with humans, objects and places transform into 
vibrant, self-indulgent, playing and juvenile ones. We can call this tourism a ‘way 
of doing’.  

By grasping objects and places as semiotic carriers of signs and meanings 
tourist studies have tended to ignore their materiality (Franklin, 2003: 97-98). 
Objects and technologies, such as cameras and cars, are crucial for making tourism 
happening (see Urry, 2000a, b). Without material surfaces such as lawns, sand 
beaches and dance floors that afford croquet, barbecuing, tanning, beach volley, 
dancing and countless other performances, tourism would be ‘lifeless’. 

Lastly, the distinction between everyday life and tourism has become severely 
blurred. Urry has stimulatingly argued recently that ‘social life’ is organised around 
mobility and that travelling has become an integral part of modern living (2000a). 
For a great many people, long-distance mobility is necessary for sustaining 
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national identity, friendships, family relations, ‘dwelling’ and so on. Urry quotes 
the American scholar Kaplan (1996: ix) for whom travel and tourism were 
‘unavoidable, indisputable, and always necessary for family, love and friendship as 
well as work’ (2002a: 157). Social and geographical displacement, whether forced 
or chosen, is integral to the modern experience, and to the living of many families 
(Chambers, 2001). People increasingly travel to meet up with displaced family 
members, friends, partners, and revisit former places of residence and work. Such 
tourists are in a sense travelling home rather than away.

Visual pleasures only partly explain why people go travelling and the 
dichotomy between home and away, ordinary and extraordinary, are now too fluid 
to explain modern tourism. ‘Once traveling is foregrounded as a cultural practice, 
then dwelling, too, needs to be reconceived – no longer simply the ground from 
which travelling departs and to which it returns’ (Clifford, 1997: 44; see also 
Franklin and Crang, 2001: 6). Tourism produces what Sheller and Urry (2003) have 
coined ‘hybrids of private-in-public’. It is often when vacationing that the modern 
family is most at ‘home’, ‘dwelling-in-tourism’: intimate and tender. Moreover, in 
Urry’s words, ‘according to Bauman the good life has come to be thought of as akin 
to a ‘continuous holiday’ (1993: 243). There is thus no separate tourist gaze since 
according to Bauman this is simply how life is lived at least for the prosperous one-
third within the new global order’ (2002: 160). For many western people, everyday 
life is in fact packed with sensations and actions; tourists may increasingly seek 
‘ordinariness’ (Franklin and Crang, 2001; Franklin, 2003). 

To sum up, tourism has become complex and overlapping with other mobility 
forms, mundane technologies and everyday practices. It is increasingly difficult to 
capture its essence because there are in fact many tourisms. While tourism involves 
tiring repetitions, mundane work, failures and obligations, it is nonetheless practised 
for pleasures and it remains somewhat extraordinary. However, the extraordinary 
must be extended to encompass not only geographical features but also ‘ways of 
doing’ and ‘ways of being together’. This means recognising how much tourism 
is concerned with performing ‘ordinary’ activities, routines, roles and masks 
differently: to experiment a little with one’s identity, body and social relations. 
Tourism is an ‘extraordinary’ mobile theatre of everyday life where reality, fiction 
and fantasy coexist. ‘The extraordinary’, as Rojek says, ‘spontaneously invites 
speculation, reverie, mind-voyaging and a variety of other acts of imagination’ 
(1997: 53).

While the visual sense is crucial in identifying the extraordinary, tasting, 
touching, smelling and hearing can also produce it (Franklin and Crang, 2001: 14). 
Tourists eat exotic food, smell new odours, touch each other, are touched by the 
sun, dance to pulsating ‘soundscapes’, talk with friends and drink themselves blind 
drunk. Kinaesthetic pleasures are omnipresent in tourism: walking a mountain, 
cycling in nature, diving in the sea, playing on the beach, skiing down the Alps, 
raving through the night. Acting as much as gazing make extraordinary moments. 
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Gazes and Glances

The above have shown that there are now limits to the ‘tourist gaze’ as a general 
theory of tourism. There is clearly more to tourism than gazing, but gazing is 
still critical in tourism and the ‘tourist gaze’ has still much too offer studies of 
tourism’s visual culture. The major achievement of Urry’s notion of the ‘tourist 
gaze’ – inspired by Foucault’s writing on the medic gaze (see chapter two) – is that 
it draws attention to the organised and systematised nature of vision and picturing 
in tourism. While not authorised by a knowledge-monopoly institution, many 
professional tourist experts and language mediums such as film, television and 
photography attempt to construct and regulate our gaze as tourists (1990: 1). The 
‘tourist gaze’ is not a matter of individual psychology but of socially patterned 
and learned ‘ways of seeing’ (Berger, 1972). There are several ‘ways of seeing’ in 
tourism and different tourists look at difference differently. Obviously, this means 
that a given ‘destination’ can contain many ‘vacationscapes’ (Löfgren, 1999).

As Urry makes clear in the second edition, the ‘tourist gaze’ comprises 
relations between discourses, images, practices, bodies, buildings and objects. 
Each gaze ‘depends upon a variety of social discourses and practices as well as on 
aspects of building, design and restoration that foster the necessary ‘look’ of a place 
or an environment. Such gazes implicate both gazer and gazee in an ongoing and 
systematic set of social and physical relations’ (2002: 145, my italics). 

The different gazes suggested by Urry and others (2002: 150-151; 1999a: 
39-40) are now discussed and elaborated upon through historical and contemporary 
examples. My two suggested visions are subsequently introduced. I emphasise that 
gazing is a performance that involves corporeal enactments, technologies, physical 
objects as much as mental work and images. The ‘tourist gaze’ is inherently 
productive: it constantly produces remarkable buildings, views, identities, 
photographs and places. While lavishly imaginative, it has dense material 
consequences. 

The romantic gaze involves a sustained spectatorship of privacy and a 
semi-spiritual relationship with historical attractions and auratic landscapes (Urry, 
1999a: 39; 2002: 150). 

Historically, the ‘romantic gaze’ can be said to have developed with the 
formation of picturesque tourism in the late eighteenth-century in England. As 
touched upon in chapter two, picturesque tourism radically re-imagined nature and 
travelling. It promoted the beauty of nature and travel as a leisurely performance 
of taste, aesthetics and individual pleasures (Adler, 1989a; Andrews, 1989: 89; 
see also Löfgren, 1999). The rules of reason and scientific observation were de-
thronged and embodied visions of emotions and imaginations were glorified. ‘We 
rather feel, than survey a landscape’, Gilpin made clear (in Andrews, 1989: 44; see 
also Löfgren, 1999: 19). The tourist body became disciplined to ‘connoisseurship’ 
and stylised leisurely walking. Ruskin famously declared that: ‘a quiet walk along 
not more than ten or twelve miles of road experience a day, is the most amusing 
of all travelling. All travelling becomes dull in exact proportion to its rapidity’ (in 
Schivelbusch, 1979: 60). Interestingly, the cult of ‘recreational walking’ flourished 
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and became fashionable in the very same period that the first trains began to roam 
(on the cult of Romantic rural walking, see Jarvis, 1997; Edensor, 2001a). 

The ‘hybridised’ picturesque eye of skilled ‘connoisseurship’ and Claude 
glasses derived pleasures from landscape features possessing resemblance to 
known works of writing and painting. The picturesque tourist searched for, and 
valued, ‘that kind of beauty which would look well in a picture’ (Ousby, 1990: 
154). North European tourists’ constantly consumed and pictured ‘local’ places 
through imported landscape images, and the distinction between nature and art 
dissolved into a ‘beautiful circular’. Landscape became a reduplication of a picture 
which preceded it. A very illustrative example of the conventions of picturesque 
sightseeing is provided in Thomas West’s highly influential guidebook to the Lake 
District (in Andrews, 1989: 159):

By this course, the lakes lie in an order more agreeable to the eye, and grateful 
to the imagination. The change of scenes is from what is pleasing, to what is 
surprising; from the delicate touches of Claude, to the noble scenes of Poussin 
exhibited on Windermere-water, and from these to the stupendous romantic 
ideas of Salvator Rosa, realised on the Lake of Derwent.

This is West’s much-loved route as the Lake District in this perspective imitates 
the Italian landscape paintings of the leading painters: Claude, Poussin and Rosa. 
As Joseph Addison said as early as 1712: ‘… we find the Works of Nature still 
more pleasant, they more they resemble those of Art’ (in Andrews, 1989: 39). 
The physicality that picturesque tourists moved through never determined their 
responses; if the actual landscape was not picturesque enough they would conjure 
up their, say, Claudeian quality imaginatively. 

Now and then, romantic gazing is intimately tied up with visual technologies 
and aesthetic seeing, making mental connections between physical scenery and 
visual art: ‘landscape as vision’. The only difference being that photographic 
cameras have substituted Claude glasses. It involves private contemplation, leisurely 
walking and picturing-while-at-rest. This gazer is moving around searching for spots 
and vantage points to unfold nature as picturesque landscape. The art of making 
romantic photographs is to frame and fix landscapes in their ‘pristine’ beauty and 
capture it on paper. Other tourists spoil this work: they are a blot on the landscape. 
The photographer has to ‘empty out’ humans and inappropriate modern objects and 
signs. Thus, patience and framing become crucial (see chapter six). The ‘romantic 
gaze’ is endlessly (re)produced in brochures, on posters and postcards; it is clearly 
one the favourite promotional visions of the tourism industry today (Crawshaw 
and Urry, 1997; see chapter five). Our age is one of ‘industrialised romanticism’ 
(Duncan and Gregory, 1999: 7-8).

The other major gaze is the collective gaze. In contrast to the ‘romantic 
gaze’s’ quest for solitary spectatorship and ‘empty’ landscapes, this gaze involves 
conviviality: ‘series of shared encounters’. It gazes at recognisable sights together 
with people who are also familiar (in the sense of being similar). 

Seas of other people – whether tourists or ‘locals’ – do not spoil the scene, 
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but rather make it: they produce the place’s atmosphere of carnival and liveliness 
(Urry, 1999a: 40; 2002: 150). A ‘happening’ place full of bustling life pleases the 
‘collective gaze’. It is drawn to moving and busy scenes where remarkable things are 
displayed, spectacles take place and fantasies are acted out. Spectacles and shows, 
rather than ‘authenticity’, seduce it (Bruner, 1996). Places exist to derive visual 
pleasures from at a distance and leave at will. In this sense it shares characteristics 
with the nineteenth-century Parisian flâneur who went ‘botanizing on the asphalt’. 
This ocular ‘male’ walker desired to see the crowd and yet to be hidden from it, to 
be a distanced spectator rather than actor (Benjamin, 1973; Gleber, 1999). 

Yet the ‘collective gaze’ breaks with the individualised character of nineteenth-
century flâneurie. It is a communal and often organised way of performing vision-
in-walking. The ‘collective gaze’ is the major vision of organised tourism (Edensor, 
1998). Martin Parr captures perfectly the social organisation of this gaze when 
performed photographically at sightseeing tours in a photo titled The Acropolis 
(Image 3.1). It shows how immobilised and posing bodies-to-bodies produce one 
social body that holds visual proximity with the camera-eye that, in turn, faces and 
captures this world famous sight and the intimate group head on within a single 
picture. The ‘collective gaze’ produces intimacy among ‘strangers’ and inscribes 
sights with life and social relations. 

Tourism vision is increasingly media-mediated and Urry suggests the 
mediatised gaze (2002: 151). It is virtually impossible for western people to visit 
places where they have not travelled ‘imaginatively’ sometime ago if not many 
times. We have all been to New York countless times through New York Blues, 
Hill Street Blues, Spin City, Seinfield, Friends, Sex in the City, Woody Allen, Spike 
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Leigh, Wayne Wang and many other series and film directors. When walking the 
streets of New York one is almost automatically folded into an ‘imagescape’ of 
books, photographs and films: it triggers the memory of infinite images. 

The ‘mediatised gaze’ celebrates places made famous in dazzling media-
worlds of global popular culture. Increasingly people travel to actual places to 
experience virtual places. Major films and soap operas often cause incredible tourist 
flows where few roamed before the ‘location’ was made visible on the mobile silver 
screen (Tooke and Baker, 1996; Rojek, 1997; and Riley, Baker and Van Doren, 
1998). This free tourism to invent an infinitude of new destinations. 

In 1996 the British Tourist Authority (BTA) launched a Movie Map and Movie 
Map Web Site to promote Britain’s cinematic geographies as tourist geographies1. 
This ‘movie map’ reflects, in their own words, ‘that an increasing number of visitors 
to Britain come in search of the locations featured in their favourite films and TV 
shows’. Their latest campaign utilises the tremendous global success of Harry 
Potter as the lens to ‘discover the magic of Britian’ – its ‘magical and mysterious 
attractions’. The Australia Rough Guide describes the landscape of El Questro 
Gorge as ‘straight out of an Indiana Jones film’ (Waitt and Head, 2002: 326). 
Edensor shows how ‘Masala’ films shot at the Taj Mahal choreograph how many 
Indian tourists perform the place: ‘Masala’ dances and scenes are re-performed and 
captured on film (1998: 127). This illustrates how this gaze not only is a ‘way of 
seeing’ place as ‘imagescapes’, but also a way of acting them bodily.  

The novelty of this vision should not be overstated. As I have shown, tourism’s 
first visual performances were made possible by, and popularised through, images. 
Yet today there exist far many and more widespread representations that tourists 
drag upon – consciously as well as unconsciously – when framing and seeing a 
given place, and tourists therefore consume places in increasingly idiosyncratic 
fashions (Rojek, 1997). 

The spectatorial gaze is a vision that has much in common with the ‘collective 
gaze’. It represents a communal way of consuming places, but it is distinctive by its 
‘series of brief encounters’ with ‘many different signs’ (Urry, 1999a: 40; 2002: 150). 
It is a fleeting look that consumes spectacular ‘signscapes’ (metropolis, shopping 
malls and so on) in disconnected ‘snaps’ (perhaps this gaze could also be labelled 
an MTV gaze). Similar to the ‘romantic gaze’, the anthropological gaze is a learned, 
contemplative and penetrative look; yet the object of this gaze is ‘cultures’ (Urry, 
1999a: 40; 2002: 151-152). It is the vision of the rising so-called ‘cultural tourism’ 
(see for instance Craik, 1997) and the ‘alternative’ vision of back-packer tourists 
(Edensor, 1998), but it was born with the nineteenth-century scientific expeditions 
to the ‘dark corners’ of the world. The environmental gaze involves a didactic 
environment-friendly way of performing place; it is fashioned in opposition to the 
other gazes’ apparently harming effects. This is the gaze of ‘eco-tourism’ (Urry, 
1999a: 40; 2002: 152).

While the above gazes are directed at ‘extraordinary’ bodies, objects and 
places, the family gaze is concerned with the ‘extraordinary ordinariness’ of personal 
social relations, one’s partner, friends and family members. It brings questions of 
sociality and social relations into discussions of tourist vision and photography. This 
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vision makes the boundaries between the ordinary and extraordinary, everyday-life 
and tourism-life, fluid. It represents what Wearing and Wearing (1996) would call 
a ‘feminised gaze’ as it stresses interactions, relationships and active embodied use 
of space. Thus, by being performed through a communal spectatorship, it resonates 
with the ‘collective gaze’. Yet, for this vision, it is family members and their 
performances that make experiences and places extraordinary and full of enjoyable 
life: an attraction does not appear lifeless if populated with one’s family only. 

The next chapter shows that this gaze developed in tandem with Kodak’s 
‘remaking’ of photography in the late 1880s. It is bound up with user-friendly 
cameras and mobile but inwardly-looking families. ‘Family gaze’ photographs 
are formed in opposition to the empty ones of romantic picturing and public, 
crowded ones of collective picturing. It revolves around producing social relations 
rather than consuming places, reflecting that tourism and photography are social 
practices through which people ‘story’ identity and social relations. It produces 
photographs that first and foremost capture and celebrate family members and 
friends. The literature has overlooked the importance of picturing and memorising 
one’s friends and family. The above ‘tourist gazes’ are too tied up with geographical 
extraordinariness.

Material places are not unimportant to this vision. Rather, it performs places 
differently from the other gazes, places become scenes for acting out and framing 
active and tender family life for the camera. It is bound up with ‘landscape as 
stage’ and it produces photographic events typified by dense corporeal and social 
performances of acting, posing, directing and so on. In this sense, it amounts too 
much more than just a ‘way of seeing’. It is an embodied and performed vision per 
se (see chapter six).

Glances
The ‘tourist glance’ explores what is characteristic of looking at places when 
driving/being-driven in and through them with ‘speedy’ mobility machines. We 
have seen that gazing is tied up with walking and static vision. Since the ‘tourist 
gaze’ can be mobilised and accelerated by various mobility machines – trains, 
cars, busses, airplanes, bicycles and so on – vision-in-walking and picturing-while-
resting are insufficient in explaining tourist vision. 

Historically the train, and later on the car, created a new vision based upon 
speedy motorised mobility in which the tourist’s body was moved rather than 
moving. Thus, one major consequence of such mobility machines was to change the 
nature of touristic vision. They are simultaneously ‘vision machines’ that ‘afford’ 
new perceptual experiences of ‘nature’. The train’s and the car’s mobilisation of the 
spectator’s body undermined the dominant touristic practice of stationary gazing 
at landscapes as ‘photographs’ by transforming them into an elusive panorama of 
distant ‘travelling’ images.

The emergence of the ‘tourist glance’ can be seen in relation to Crary’s general 
thesis of the spatial reorganisation of the observer in the early mid-nineteenth 
century. Vision became uprooted from the fixed relations incarnated in the camera 
obscura and a new valuation of vision occurred in which visual experiences were 
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given unprecedented mobility (1998: 14). Schivelbusch (1979: 63) illuminates the 
basic mobility experience and viewing-position of the ‘tourist glance’:

… [P]erception [in the train] no longer belongs to the same space as the 
perceived object: the traveller sees … through the apparatus which moves him 
through the world. That machine and the motion it creates become integrated 
into his visual perception; thus he can only see things in motion.

The train (and the car) facilitates and imposes a distinct ‘way of seeing’ the 
now ‘exterior’ world. Mediated by the framed speedy screen, the tourist’s visual 
perceptions multiply, and become mobile, dynamic and chaotic: ‘a rapid glance in 
magic glass’ (Retzinger, 1998: 216). In Gleber’s words:

By multiplying the number of different visual impressions, the train transforms 
the gaze usually cast on a static scene into an ongoing, continuously shifting, 
progressively varied observation of ever-changing details within an entire 
panorama of movement (1999: 38).

The new landscape vision that these machines imposed provoked very 
different valuations. For romantic souls, as we have already touched upon, the 
train’s rationalised and coercive temporalities, its excessive velocity, its mechanical 
movement, its rational slicing through the landscape on level, straight tracks, 
bridges and tunnels turned landscapes into non-places of pure perpetual mobility 
and destroyed the former close relationship between the traveller and the travelled 
space. Ruskin, for example, lamented the view from the train in the following 
way: ‘It matters not whether you have eyes or are asleep or blind … all that you 
can know, at best, of the country you pass is its geological structure and general 
clothing’. And he continues: ‘a man who really loves travelling would soon consent 
to pack a day of such happiness into an hour of railroad, as one who loves eating 
would agree … to concentrate his dinner into a pile’ (1904: 370-371). The tourist 
who sat inside the train ceased to be a traveller, a sensuous subject, and became a 
mere ‘parcel’, untouched by the space traversed2.

 Picturesque tourists and the flâneur accentuated the foreground of landscapes 
and it was exactly this space that was blurred due to the train’s velocity. Throughout 
the nineteenth-century people complained that its pace made it impossible for 
them to fix their attention due to the immense number of passing objects and 
visual impressions: everything became like a blurred painting or photograph 
(Schivelbusch, 1979: 62; Retzinger, 1998). Such speed machines transformed 
landscapes into a fragmented metropolis-like experience where the eye is 
overwhelmed with disparate objects and images (Simmel, 1971).   

To appreciate what the Futurists came to call the ‘beauty of speed’ or the 
‘panorama of movement’, new perceptual equipment and ‘mental landscapes’ were 
required that did not try to fight the new machine hybrids but assimilated them. The 
futurist movement was one of the major supporters of the car: ‘the world’s splendour 
has been enriched by a new beauty – the beauty of speed … we shall sing of the 
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man steering the wheel’ (Moholy-Nagy, 1965: 248). This new hybrid ‘landscape’ 
became discursively described in a language that combined romanticism’s 
aestheticism of the picturesque and the panoramic with futurism’s speed aesthetic: 
motorised romanticism. For Gastineau, a nineteenth-century French travel writer, 
glancing typified this way of seeing. The art of glancing is ‘the ability to perceive 
the discrete, as it rolls past the window, indiscriminately’:

In a few hours, … [the railway] shows you all of France, and before your eyes 
it unrolls its infinite panorama, a vast succession of charming tableaux, of 
novel surprises. Of a landscape that it shows you only the great outlines, being 
an artist versed in the ways of the masters. Don’t ask it for details, but for the 
living whole … [it has] charmed you with painterly skills … all visions that 
disappear as soon as they are seen (in Schivelbusch, 1979: 63, my italics).

The possibility of experiencing a landscape’s ‘living whole’ is facilitated by 
the speed of both the train and car, which this quote from a 1934 car-driver clearly 
illustrates (in Löfgren, 1999: 59-60, my italics):

A modern person traveling in a car on a newly laid concrete road can also 
be seized by the beauty of the landscape through which he passes. Why, the 
very speed itself, the swift way of traveling, contains the potential for new 
and powerful impressions of beauty. You drive through a large forest. It takes 
less than an hour to get through it. If you had traveled the same road on foot 
it might have taken two days. But that brief time has in a mysterious way 
reinforced the impression of the depth and mightiness of this forest. Distance 
is shortened, yet it grows! Your ideas of the proportions of place grow in 
clarity, your feeling for this grows in strength. The quick journey constantly 
opens new perspectives, you have large, wide views, but in all this variation 
the sense of distance lies vibrating like an undertone.

Speed affords unique visual perceptions of places’ materiality, of their rhythms, 
shapes, colours and magnitude. Whereas vision-in-walking and stationary 
photographing bring attention to foregrounds, details, particularities and orderliness, 
hybridised mobile vision affords vastness, totalities and fluid rhythms, ‘living 
wholes’. For tourists that masters the art of panoramic perception, of seeing the 
‘discrete indiscriminately’, this is not a ruined landscape but a novel one unveiling 
fresh aesthetic panoramas. 

Like the optic of the camera, the window of the train and car offer a framed 
relationship to the world. Seen in this perspective, these vision machines (re)produce 
the most fundamental way of seeing and understanding landscape within western 
societies. Technologies of framing are deeply embedded in the subordination of 
land as landscape and the power of the observer over the perceived (Andrews, 
1999: Ch. five). The importance of the frame as a condition of this vision links the 
train and the car with painting, photography, cinema and ‘landscape as vision’.

The dominant aesthetic of cinema is movement, and it is in this sense 
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that we can see the obvious aesthetic affinity between cinematic and motorised 
vision (McQuire, 1998: 64). The ‘tourist glance’ offers a perceptual experience 
that resembles a (proto)cinematic sensation of ‘mobile’ landscape images, rather 
than, as with the ‘tourist gaze’, a still image. The train has historically acted as 
a ‘mechanical double’ for the cinema, an affinity based on speed, experiences of 
disorientation and shock, mobile visual perception, and the promise of a touristic 
journey, of being both a ‘vision machine and an instrument for the conquering of 
time and space’ (Fielding, 1983; Kirby, 1997). The cinema is, as Friedberg argues, a 
machine of virtual journey, representing a ‘mobilised virtual gaze’ (1993: 2-4). The 
train and car spectator tour places as an ‘armchair traveller’ – similar to the cinema 
spectator. While the train and the car provide human mobility and mobile vision, 
the passengers’ and drivers’ bodies are immobilised within these moving machines. 
Thus, simultaneous mobility and stillness typify the viewing-position of the ‘tourist 
glance’. 

With the growth of train and bus travelling and the ownership of flexible 
private cars throughout the twentieth-century, motorised sightseeing – glancing – 
became a significant mode of choreographing and exploring cityscapes and 
landscapes. Wilson describes how landscapes and roads in post-war America were 
constructed so that they were ‘pleasing to the motorist … using the land in a way 
that would “make an attractive picture from the parkway”’ (Wilson, 1992: 35). 
Touristic transportation, unlike ‘coercive’ everyday mobility, is not only a trivial 
question of overcoming distance and reaching, it is also way of experiencing and 
producing landscapes though mobile sightseeing. Mobility machines are vision 
machines that have been instrumental in enabling the hegemony of the visual in 
modern tourism. Once inside them, the sounds, tastes, temperatures and smells of 
the countryside are to a large degree “reduced” to a framed, horizontal visionscape. 
Mobility machines and cinemas are enclavic spaces of visual experiences cut off 
from the surrounding society. 

There are several types of the ‘tourist glance’. The tourist can glance at 
panoramas of sights in passing from a railway carriage, through the car windscreen, 
the steamship porthole, the jet-plane’s bird’s-eye aperture, and, not least, the 
voyeuristic sightseeing bus. This vision is a hybrid of humans and nonhumans that 
both act to make it ‘happen’ (this is developed empirically in chapter six). Modern 
tourism vision is comprised of a variety of ‘tourist gazes’ and ‘tourist glances’ 
that involves specific cultural discourses, technologies, places and humans. Thus, 
while they represent two different ways of being in and consuming places, most 
tourism experiences involve a circuit of resting, walking and driving and, therefore, 
of ‘gazing’ and ‘glancing’. Moreover, as chapter six shows, when sightseeing a 
particular sight most tourists consume and picture it through more than one gaze. 
The next section discusses how the different ‘tourist gazes’ and ‘tourist glances’ are 
tied up with specific ‘performances of tourisms’.   
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Sightseeing, Inhabiting and Playing

The following proposes three emblematic cultures of performing tourism. These are 
‘sightseeing’, ‘inhabiting’, and ‘playing’. While ‘sightseeing’ obviously confirms 
the enduring popularity of tourism as a ‘way of seeing’, the other two show the 
limits to this paradigm. Respectively, they are more concerned with tourism as a 
‘way of being together’ and a ‘way of doing’. The idea is not to identify tourists 
(as Cohen, 1979; Smith, 1989), but possible performances to be enacted (Edensor, 
2001b: 59-60). Thus, tourists may perform each of them at some point during a 
holiday. ‘A main attraction of being on holiday’, as Löfgren says more generally, ‘is 
that there is a possibility to choose among a great many activities or mental states, 
between sightseeing, shopping, dozing on the beach, going for a walk, reading a 
novel, or having too many Tequila Sunrises’ (1999: 267).  

Sightseeing
This tourism is essentially a ‘way of seeing’. Desires to see the wonders of the 
world – famous attractions – fuel it. ‘I had no great desire to come to India at all, 
except to see the Taj and see another Wonder of the World’ (tourist cited in Edensor, 
1998: 121). As a tourist at Bornholm says: ‘We want to see as much as possible. We 
knew already at home what we wanted to visit … all the attractions: Hammershus, 
Almindingen, the round churches, and the small towns. And of course, taste the 
smoked fish’ (in Gyimothy, 2000: 73). It epitomises the energetic and curious tourist 
that are constantly on the move to see, learn and collect as much as possible. Places 
are valued for their painterly, theatrical and spectacular ‘natures’. While writing 
this, a billboard in Copenhagen depicting a typical picturesque English village 
reads: ‘Experience living paintings’. Another one states that: ‘Wales is a treat for 
the eye’. Echoing the modern tradition of praising sight over the other senses, the 
sense of sight is seen as the most delightful and pleasurable of the senses. 

Performances of seeing constitute this tourism. As the above-discussed 
picturesque tours indicate, ‘sightseeing’ tourism revolves around seeing and 
imagining ‘real’ places through tracing resemblance to their images. Another 
example of this ‘vision’ is late nineteenth-century western tourism in the Orient. 
Drawing on Said (see chapter two), Mitchell describes how travellers and tourists 
inevitably ‘tried to grasp the Orient as though it was an exhibition of itself’ 
(Mitchell, 1989: 233). Tourist Orient became constructed as an extended sideshow 
of the Great Exhibitions (see also chapter four). In a similar fashion, Gregory 
(2001, 2003) shows how European tourists consumed Cairo as an Orientalist space 
of fantasy in which it was made visible as the timeless city of the Arabian Nights. 
Cairo became a place of real fantasies where the space of the image and the space 
of the city were constantly folded into one another. One tourist wrote: ‘Egypt is an 
open-air museum where temples and tombs are arranged like shop windows for 
public inspection’ (in Gregory, 1999: 134). Sailing up the Nile in 1948, another one 
wrote: ‘One had to rub one’s eyes to be sure that one was not in the theatre … [it] 
was like a sublimated opera scene’ (in Gregory, 1999: 115).

Whereas nineteenth-century tourists derived visual delight of places if they 
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simulated the brushes of Lorraine, Poussin, Rosa or a ‘sublimated opera scene’, 
contemporary sightseers, when walking and driving foreign asphalt worlds, 
are constantly folded into a ‘multimediascape’ of books, magazines, paintings, 
postcards, ads, soap operas, movies, video games and music videos. While 
mediatised gazing traditionally required significant knowledge of ‘high-cultural’ 
literature and painting, it has a democratic flavour to it today.

‘Sightseeing’ is not passive looking or staring from everywhere. The tourist 
industry and tourists constantly work – materially, imaginatively and corporeally – 
upon places to produce pleasing scenery and views. Landscapes and cities are 
seldom pleasing on their own; they have to be put into visual and spatial order as a 
framed and distanced picture. As Gregory shows, a powerful viewing-position of 
simultaneous immersion and standing apart enabled tourists to gaze upon Egypt as 
though they were visitors to an exhibition, a theatre show or inside Arabian Nights. 
As one tourist writes:

… viewed from a distance, this metropolis might really bear out … the 
enchanting pictures sketched out with true Eastern warmth in the Arabian 
Nights … [this] fancy may be captivated by a distant view of the city, a nearer 
acquaintance with it effects a sad reverse. Once entered, the spell is dissolved 
(in Gregory, 2001: 9). 

The anticipated theatrical Egypt was produced by searching out for elevated 
positions and open vistas, by sailing down the Nile in a dahabeeah (a large luxury 
houseboat with cross-sails) and by looking through the camera. Distance was 
essential to order and eradicate Cairo’s turmoil. Better keeping one’s distance, to 
avoid being touched and enjoy the safety of the view and shielding machines. As 
one glancing Kodak-wearing dahabeeah passenger wrote:

A vision of half-barbarous life passes before you all day and you survey it 
all in the intervals of French cooking: Rural Egypt at Kodak range – and you 
sitting in a long chair to look at it (in Gregory 1999: 131, my italic).

Another example of how the ‘tourist glance’ produces a ‘possessive gaze’ 
relates to the sightseeing bus. As a late nineteenth-century London guide stated:

There are many ways of seeing London, but the best is to mount to the top 
of an omnibus and drive through its streets. From this elevated position not 
only the great buildings can be seen, but the life of the streets, the roar of the 
traffic, the ceaseless movement of the people, and the many incidents and 
excitements that go to make up a day in town can be appreciated ... (Gilbert, 
1999: 291).  

By separating passengers’ bodies from the passing world, modern mobility 
machines function as protectionist ‘iron bubbles’ (Morse, 1998) providing 
convenient and safe ‘voyages of voyeurism’ (Dann, 1994: 780). Their very 
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material make-up produces what Edensor calls ‘enclavic space’. Here, ‘tourists are 
characteristically cut off from social contact with local populace and are shielded 
from potentially offensive sights, sounds and smells’ (Edensor, 1998: 45). Above 
all, tourist enclaves are designed for gazing. While Edensor predominately talks 
of ‘enclavic spaces’ in relation to fixed spaces such as sights and hotels, mobility 
machines and movement are potentially enclavic too. By this Edensor means ‘that 
passage from attraction to attraction, or from enclave to enclave, exists in an air-
conditioned vacuum of travel buses, planes and trains in which contact with, and 
bodily experience of, external conditions, such as temperature, humidity and dust, 
are eliminated as they are at the hotels and restaurants of fixed tourist space’ (1998: 
51). 

For many ‘sightseeing’ tourists, driving the countryside is as rewarding as 
walking it. The pleasures of motorised flâneurie perhaps explain why the average 
tourist to the Yosemite Valleys only spends a few minutes out of the ‘glancing car’, 
while driving around over a two-hour period, according to a survey (Rowell, 1997: 
258) and that ‘package’ tourists mention bus-driving as the highlight of a trip to 
India:  

The best bit of the holiday so far was the drive from Delhi to Agra, seeing the 
countryside (in Edensor, 1998: 158-159).

I think the highlights have not been the monuments but what we’ve seen on 
the bus travelling along: people going about their business, waving, smiling 
at us (in Edensor, 1998: 159).

Attractions seem to be reduced to photographic scenes on a journey that would 
otherwise be totally shapeless and destinations are performed as routes for the 
‘travel glance’ (see also Rojek, 1997). All ‘sightseeing’ practices and experiences 
take place within a dialectic context of travelling and ‘dwelling’, of movement 
and stopping, of touring and transporting, of driving and walking, and, hence, of 
‘gazing’ and ‘glancing’.

‘Sightseeing’ tourism expresses a strong compulsion to perform photography. 
The idea that travel is a strategy for the accumulation of photographs has much 
validity here. To quote another sightseeing tourist at the Taj Mahal: ‘my camera’s 
overheating but I can’t help it. You can never say you’ve took enough photo’s 
‘cause if you miss one scene you’ll regret it forever’’ (Edensor, 1998: 130). Making 
photographs serves two major functions for such tourists. First, it is through the 
camera-eye that attractions are framed as pleasing ‘pictures’: photographing is a 
pleasurable ‘way of seeing’ in itself. Secondly, cameras take possession of sights as 
enduring and mobile images: status symbols and objects of memory. Such tourists 
picture attractions solemnly. Fellow travel-partners are sometimes placed in front 
of the attraction, but it is the sight that is the true attraction of the picture. 

Inhabiting
People also travel to perform intimate family life and friendships and inhabit 
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place. ‘Inhabiting’ tourism is bound up with performing social life and building 
an alternative ‘home’, a utopian performance where everyday routines, doings 
and roles become extraordinary: relaxed, jointed and joyful. This performance is 
simultaneously a ‘way of being together’ and ‘way of doing’. 

Often it seems that families are most at ‘home’ when away-from-the-home. 
When on holiday they are actually together, not separated by work, institutions, 
homework, leisure activities and so on. They are face-to-face, body-to-body. In a 
time of fragmented family life and sequential clock time, much tourism is fuelled 
by a desire to be together, to experience social proximity and have ‘qualitative time’ 
together. ‘Tourists are not merely searching for authenticity of the Other. They 
also search the authenticity of, and between, themselves’ (Wang, 1999: 364)3. They 
desire and are indeed expected to perform like a real loving family, doing things 
and activities together the day long as a tender and joyful unit. Holidaymaking is 
very much (a myth of) family therapy. ‘Getting away from it all might be an attempt 
to get it all back to together again’. Escape becomes an escape for home, a ‘utopian 
alternative to the humdrum of everyday life’ (Löfgren, 1999: 269). 

‘Inhabiting’ tourism takes place upon stages and utilises objects affording 
‘dwelling’ and the enactment of ‘proper’ family life, to develop a ‘sense of family’. 
This performance constructs hybrid places of home and away. As a Bornholm 
tourist says:

It is a beautiful island, lovely nature, nice, calm environment, the kids can 
play freely with other kids. But most of all it is just like any other holiday 
islands far away, we did not especially come to this place [Bornholm]. We 
could have as well travelled to Øland or Gotland [Sweden]. Bornholm only 
provides the frames, we make the programmes ourselves … What I like is 
that you can be alone and you can be with your family (in Gyimothy, 2000: 
75, 79).

Places are not valued for their scenery or symbolic qualities, but for their ability 
for ‘framing’ safe and private family life. This tourism takes place in enclavic, 
individualised family spaces with little contact to locals and other tourists4. 

The paradigmatic place of ‘inhabiting’ tourism is second homes5 (Löfgren, 
1999; Williams and Kaltenborn, 1999: 15). Cottage owners are emotionally very 
attached to their second homes. It is here that they feel at home, a ‘sense of place’ 
(Löfgren, 1999: 139). For instance, while most people inhabit several ‘first-homes’ 
over a lifetime, it is uncommon to buy or sell one’s second home. ‘The cottage 
provides continuity across generations within the family and across the life course 
within a generation’ (Williams and Kaltenborn, 1999: 223). Cottage life is typified 
by continuity over the years; historical stasis is celebrated: ‘The past is thus 
constantly present in the material and routines of summer’ (Löfgren, 1999: 139). 
In midst of the flux, uprooting, fluidity, it seems that people crave for peace and 
quietness, stable belongings anchored in a place.

It is far from only second-home owners that perform ‘inhabiting’ tourism. 
Much of Denmark’s domestic and international tourism takes place in rented 
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second homes, normally for a period of one to three weeks6. It is a very popular 
way of vacationing among families with young children (Tress, 2003; Bærenholdt, 
Haldrup, Larsen and Urry, 2004: Ch. 2; see chapter five for figures for Bornholm). 
Employing time-geography combined with diaries, Haldrup (2004, forthcoming; 
see also Bærenholdt, Haldrup, Larsen and Urry, 2004: Ch. 7) shows that such 
tourists perform places as material scenes for acting-out and building leisurely 
family life: barbecuing, playing games, bathing, hiking, cycling, playing cards and 
so on7. They are ‘dwelling-in-travelling’. ‘Cottage cultures idealize the time “when 
families were families”’ (Löfgren, 1999: 269). To cite one of the diaries: 

19/8
Up for an early morning bath, at the beach all day, bathing, building castles in 
the sand, collecting mussels at the beach, the children tumbling around in the 
sand, had lunch on the beach. Walked to our house, decorated the house with 
shells and stones, played cards with the children. 

Diary entry by a German woman
 

Humdrum beach life becomes a pleasant alternative to the humdrum of everyday 
life. Heidegger’s (1993: 347-363) equation between building and dwelling 
is evident here. The family is domesticating the vacation stages by building 
sandcastles and decorating the rented house with the collected shells and stones: 
building a home and family through playing together. Performances of ‘inhabiting’ 
represent a ‘laid-back modernity’ per se (Löfgren, 1999; Haldrup, 2004). A ‘way of 
life’ characterised by ‘glacial time’, that is, slow-moving, weighty and undivided 
time (Urry, 2000a: 157-160; Franklin, 2003: 57). 

Camping is another telling example of ‘inhabiting’ tourism. Caravans are 
mobile homes, but they are performed more as homes than mobility machines. 
Caravan cultures are little ‘nomadic’. Often they revolve around re-inhabiting the 
same camping site(s) year after year and many are permanently residing at one site 
(Southerton, Deem, Shove and Warde, 1998). Smaller hotels and even resorts can 
also afford inhabiting. Many tourists – albeit this may be a declining trend – return 
to the same destination year after year. The B & B where I stayed during my 
research at Bornholm has many regulars who have ‘lived’ in the same room at the 
same weeks for twenty and thirty summers. 

The typical ‘inhabiting’ photograph portrays blissful and intimate family 
life taking place upon a wide range of stages – the place of residence as much 
as attractions (see chapter seven). The tourism industry reproduces this way of 
photographing in their promotional work of ‘inhabiting’ tourism’. The typical 
front-page of a charter-tourism brochure portrays relaxed, healthy and happy family 
bodies in close bodily proximity (Collage 3.2). The message is clearly that your 
family becomes as fulfilled and bonded as the pictured one if you buy a holiday 
(developed in chapter four).

  

54



Collage 3.2, Commercial photographs, ‘Family bodies’.

Image 3.2.2, ʻVingʼ

Image 3.2.1, ʻThinggaardʼ
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Playing
‘Playing’ tourism exalts energetic, hedonistic bodies and performances resulting 
in massive stimulation of the senses. Metaphorically speaking, this tourism is 
using and imagining places as stages, playgrounds. We can talk of two major 
performances of ‘playing’. 

The first one is ‘adventure tourism’: river rafting, bungy-jumping, rock 
climbing, skiing and so on (Clock and Perkins, 1998; Lewis, 2000; Perkins and 
Thorns, 2001; and Bell and Lyall, 2002). Such tourism has a history. In 1932, Tom 
Stephenson organised trips to the Peak District, England, ‘not to see landscape, 
so much as to experience it physically – to walk it, climb it or cycle it’ (Cosgrove, 
1984: 268). Adventure tourists are physically engaging with nature’s physical 
powers. Landscapes are energisers. Material surfaces and fluids are experienced 
directly through the active, moving, hybridised body. They are touched with all the 
senses and pulsating rushes of adrenaline runs through the body. ‘Nature, for many 
tourist consumers, has evolved from something to look at, to something to leap 
into, jet boat through, or turn completely upside down in: ‘the inverted sublime!’ 
(bungee jumping)’ (on the sublime, see chapter five). Yet the visual sense is still 
crucial: ‘Nature tourism as kinaesthetic experience – paddled through, jumped into, 
trekked across – is still dependent on the glorious vista’ (Bell and Lyall, 2002: 27). 

The other ‘playing’ tourism is ‘dionysian’ tourism that celebrates sensuality, 
abandoning and intoxication (Rojek, 1995: 80; Maffesoli, 1997). Rather than sights 
and seeing, it carves for five other S’s orchestrated around bodily gratification and 
a libidinal economy of desires: sea, sand, sun, sex and spirits (Löfgren, 1999: 155-
209). It started in extravagant Brighton and vibrant Blackpool where the ‘collective 
gaze’ held sway. ‘The worktowner goes to the places where the crowds are … 
Blackpool is the most crowded and noisiest resort…’ (Lash and Urry, 1994: 268). 
In the 1960s and 1970s, it moved to southern Europe in the form of charter-tourism. 
The rational and regularised modern ‘production’ body transforms into a playing 
and displaying one: a homo ludens (Maffesoli, 1997). Tourism’s spaces become 
‘playgrounds’ where adults are acting-out self-indulging roles of sunbathing, 
flirting, drinking, drug taking, partying, clubbing, dressing out, dancing – bodily 
‘gratification’. The visual aspects, especially among younger tourists, of such 
performances are essential. People partly perform in order to be gazed upon by 
(proper) tourists. This tourist body is highly tuned, moving at great speed towards 
the next hedonistic, corporeal (and perhaps chemical) rush.

‘Dionysian’ tourism is intimately bound up with the ‘cult of the sun’. The 
heating sun and sexual luddism go hand in hand, as discussed by Littlewood 
(2001). In the Northern imagination, (semi-)exposed bodies and ‘sultry climates’ 
stimulate sexual desires and practices. Oscar Wilde, the champion of hedonism, 
said: ‘I no longer want to worship anything but the sun. Have you noticed that the 
sun detests thought’ (in Littlewood, 2001: 190). When white tourists strip of their 
cloths in liminal spaces such as pools and beaches they simultaneously disrobe their 
workaday selves. Moreover, getting a tan inscribes ‘savage’ sexuality onto one’s 
body. The bronzed body is still a powerful sexualised sign, reflecting a western 
tradition of equating sexual potency and availability with ‘dark skin’. The sensuous 
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Image 3.3, Photographs by author, ʻGrotesque bodiesʼ
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experience of the sun touching one’s naked, sweating skin can in itself be a sensual 
experience, having ‘sex with the sun’, as Littlewood puts it (2001: 194)8.

The tourism industry has long made use of ‘sex’ in advertising (Cohen, 1995; 
Dann, 1996b; Pritchard and Morgan, 2000a, b, c). Idealised and attractive female 
(bodies) are endlessly exhibited in brochures and on postcards (Image 3.3.1). This 
is an example of how the Caribbean Island Negril is scripted as a male, heterosexual 
and white Garden of Eden by the Jamaican Tourist Board (in Morgan and Pritchard, 
2000a: 127):

Rugged cliffs give way to pure white beaches, making a luscious mixture 
of seductiveness and innocence. The sun is so warm it’s almost sinful. As it 
melts into the tranquil Caribbean sea, tempting sunsets appear as girls with 
cinnamon-coloured skin walk the beach wearing bikinis the size of butterflies. 
This is your Eden. Welcome to the Negril. 

This is a good example of how sexualised ‘place-myths’ are inscribed into places 
where the sun holds sway. Yet, even a sun-starved place like Reykjavik is now 
scripted as a place of ‘dionysian’ sexuality and sociality. In a special guide to Island 
produced by a trendy Copenhagen based magazine, the chic musician Damon 
Albarn (Blur and Gorillaz) describes the people of Reykjavik in the following 
words: 
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They come out at midnight,
drink all night, dance like bastards

and then run through the streets
shagging each other senseless. Its brilliant.

Modern tourism has a long tradition of ‘comic’ sexualised postcards. In contrast 
to the scenic postcards of ‘sightseeing’ tourism, exuberantly they depicted people 
playing around, having a laugh: drinking, eating, flirting, dancing and so on. Heavy 
beach bodies dominated these postcards that celebrated everything that sober 
‘sightseeing’ tourists (have learned to) despised (Löfgren, 1988). Today, fat, vulgar 
and sexualised tourist bodies are endlessly exhibited on postcards that rejoice in 
their own tastelessness, vulgarity and irony (Image 3.3). In that sense, the body 
of tourism is positioned in a complex interplay between grotesque and idealised 
bodies.

Conclusion

Since tourism is increasingly central to social life and tied up with many mundane 
practices, objects and technologies, it has become complex to theorise. Tourism’s 
former ‘small world’ of ‘authenticity’ and ‘gazing’ has spread tremendously. 
Tourism takes many forms and is produced through various ‘hybrid’ and social 
performances. I have argued that tourism is simultaneously a ‘way of seeing’, ‘way 
of being together’ and ‘way of doing’ and that it fuses distinctions between everyday 
life and tourist life. I have illuminated that tourism’s visual culture – seeing, 
picturing, images – is performed differently within different cultures of tourism 
performing.  

The knowledge and notions produced in this chapter will be structuring for the 
remaining chapters. In the next one it is shown that performances of ‘sightseeing’ 
and ‘romantic gazing’ were instrumental in producing desires for photography 
and that Kodak revolutionised photography by popularising it as a straightforward 
social and material practice of the ‘family gaze’ and ‘inhabiting’ tourism. Chapter 
five shows that the making of Bornholm as a tourist destination took place through 
the ‘romantic gaze’, ‘landscape of vision’ and ‘sightseeing’ tourism. Through the 
‘family gaze’ the contemporary industry simultaneously inscribe it with qualities of 
‘inhabiting’ tourism. In chapter six the gazes tourists employ to picture attractions 
are explored ethnographically. The ‘tourist glance’ is employed to analyse the 
sightseeing bus-tour in chapter six. 

Endnotes
1 http://www.visitbritian.com/corporate/links/visitbritian/campaigns.htlm.
2 While attracted to bustling street life, the flâneur shared with his romantic contemporaries 
the somewhat anti-modern position that one see less the more one accelerates one’s exposure 
to the world, and his ‘slowness [was] a deliberate reaction against an age of acceleration’ and 
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technological domination (Gleber, 1999: 39).
3 Wang refers to Selwyn (1996) who has argued that such subjective, emotional feelings of 
authenticity can be understood as ‘hot authenticity’ as opposed to the kind of ‘cool authenticity’ of 
knowledge associated with MacCannell (Wang, 1999: 351).
4 As we have seen, Edensor (1998) speaks of ‘enclavic space’ in a somewhat different fashion. He 
uses the notion in relation to organised mass tourism; they are ‘tourist bubbles’ – resorts – that are 
clearly demarcated from local spaces, and it is contrasted with the fluid ‘heterogeneous’ space of 
individualised tourism.    
5 25 per cent of the Swedish and 10 percent of the Danish households own a ‘summer cottage’ in 
the countryside while it is only a few percent of the English ones (Löfgren, 1999: 131; Bærenholdt, 
Haldrup, Larsen and Urry, 2004: Ch. 2).
6 Almost 40 per cent of all tourist overnight stays in Denmark take place in second home/holiday 
homes (Bærenholdt, Haldrup, Larsen and Urry, 2004: Ch. 2). 
7 The presence of – especially very young – children has profound consequences for how adults 
perform tourism and destinations. Based on a space-time budget survey, Thornton, Shaw and 
Williams (1997) show that adults vacationing with children performed in Cornwall differently from 
adults travelling on their own. For example, they are less mobile – both in terms of walking and 
driving – and they spend more time at the swimming pool, beach, amusement park and place of 
residence. Children’s preferences determine to a large extent how and where adults are vacationing 
(1997: 294).
8 Littlewood’s argument is that sexual desires to some extent energise all tourism, and he shows that 
the unofficial story of the noble ‘Grand Tour’ was the long string of sexual ventures: ‘letters home 
commonly tell of the churches visited, not the brothels’ (2001: 4). Sexual fantasies are an integral 
part of cultural tourism as such, not a perverted deviation from it (2001: 1-7).
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Chapter Four

Connecting Tourism and Photography

By our fireside we have the advantage of examining them, without being exposed 
to the fatigue, privation, and risks of the daring and enterprising artists who, for 
our gratification and instruction, have traversed lands and seas, crossed rivers and 
valleys, ascended rocks and mountains with their heavy and cumbrous photographic 
baggage.

Claudet, 1860, cited in Gernsheim, 1989: 66-67   

The longing provoked by the brochure was an example, at once touching and 
bathetic, of how projects (and even whole lives) might be influenced by the simplest 
and most unexamined images of happiness; of how a lengthy and ruinously 
expensive journey might be set into motion by nothing more than the sight of a 
photograph of a palm tree gently inclining in a tropical breeze. 
I resolved to travel to the island of Barbados. 

de Botton, 2002: 8-9

Introduction

This chapter analyse the technical, semiotic and social hybridness of significant 
moments of ‘tourism photography’. It traces and establishes connections and 
relationships between tourism and photography. How travel, tourism and 
photography became historically wedded together, and the significant networks of 
tourist photography that later developed, are explored. The complex connections 
that exist between photography and mobility are thoroughly analysed. How 
touring photographs and mobile photographers both have enhanced and substituted 
corporeal/imaginative travelling and sightseeing is discussed in an historical and 
contemporary context. I make attempts to explain why and how engaging with 
photographs implies experiences of mobility.

Firstly, photography’s early history is analysed. It is shown that the invention 
of photography is closely linked to picturesque ‘sightseeing’ tourism, and to 
touristic landscape representation more generally. Photography reflected and 
constituted a period characterised by an unprecedented frenzy of vision, exotic 
images and rapid mobility. At this early stage, travelling and photography were 
connected through ‘professional’ expeditions to faraway places that objectified the 
world as an exhibition that, in turn, enabled large scale imaginative mobility. The 
nineteenth-century’s popularity and seductiveness of photography and imaginative 
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sightseeing is discussed.
The second crucial moment examined is that of Kodak’s launching of the 

Brownie camera in the late 1880s that popularised photography tremendously. In 
contrast to the old photography actor-network of male explorers, expensive, skill-
demanding technologies and ‘heavy travelling’, Kodak produced one of cheap, 
straightforward cameras, processing industries and female family picturing – ‘light 
travelling’. It is shown that Kodak explicitly popularised photography by 
‘connecting’ it with tourism and the modern family. They produced desires for 
tourism and touristic ‘ways of seeing’ as much as for photography. I discuss why 
and how tourist photography and family photography are so intimately connected 
and why family life and photography are wedded into each other.    

Lastly, connections between the tourism industry and commercial 
photography are discussed. It is argued that tourism industries ‘invest’ in 
photography to produce desiring tourist bodies and script destinations with alluring 
fictions and place-myths. I suggest that commercial tourist images work through a 
very seductive mix of reverie, reality and fiction. 

Early Photography

The ‘birth’ of photography can formally be dated to around 1839-1841 with Talbot’s 
and Daguerre’s almost simultaneous announcement of two distinct photographic 
processes, the negative/positive process and the Daguerreotype. Both ‘discoveries’ 
rested upon two fundamentals of chemistry and physics to project and fix images: 
the reaction of particular chemicals compound to light, and the creation of an 
image when light passes through an aperture in a dark room. However impressive 
these ‘discoveries’ were, their scientific basis had been established for some time. 
The optical principle of the camera had been known for at least two thousand years. 
That certain chemicals are light sensitive were established as early as 1727 by the 
German natural philosopher Schulze (Batchen, 1999).

Gernsheim states that ‘the circumstance that photography was not invented 
earlier remains the greatest mystery in its history’ (1982: 6). This is less of a mystery 
if social desires rather than know-how are understood to prompt technological 
innovations. By adopting Foucault’s method of ‘archaeology’, Batchen shows that 
it was first in the late eighteenth-century and early nineteenth-century that desires 
for – something that we retrospectively can call – ‘photography’ emerged and 
manifested itself as ‘a widespread, social imperative’ among scientists, writers, 
painters and tourists (1999: 36). Pre-photographic photography desires revolved 
around an apparatus that could fix, make permanent, the elusive landscape images 
of the camera obscura and Claude glasses. 

Named after the picturesque painter Claude Lorraine, this lightweight, mobile 
convex mirror that fitted into a pocket quickly became standard equipment among 
pre-photographic tourists around Europe (Andrews, 1989, 1999; Ousby, 1990: 155; 
and Löfgren, 1999: 18). The gazer stood with his back to the scene and consumed 
it through the petite mirror: the reflected landscape was neatly trimmed and 
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recomposed in accordance to the eye’s movement. One tourist explained: ‘Where 
the objects are great and near, it removes them to a due distance, and shews them 
in the soft colours of nature, and the most regular perspective the eye can perceive, 
art teach, or science demonstrate’ (in Ousby, 1990: 155). Another one stated: ‘my 
convex mirror brought every scene within the compass of a picture’ (in Batchen, 
1999: 73). Nature was tamed, put into perspective with, and by, the human eye, 
as a landscape picture: a single vision of order and boundary. Special light effect 
a la Lorraine was created through the use of filters. Such glasses perfected nature 
sincerely.

While Claude glasses were celebrated for producing beautiful ‘pictures’, 
their inherently airy, immobile and transient nature increasingly caused frustration. 
The yearning for making the Claude glass image permanent and transportable is 
strikingly evident in the writing of Gilpin in 1782: 

A succession of high-coloured pictures is continually gliding before the 
eye. They are like the visions of the imagination; or the brilliant landscapes 
of a dream. Forms, and colours in brightest array, fleet before us; and if 
the transient glance of a good composition happens to unite with them, we 
should give any price to fix and appropriate the scene (in Batchen, 1999: 
93-94, my italics).  

Half a century later, while touring Italy, Talbot Fox’s failure in sketching 
with the camera obscura made him desire a technology that effortlessly would 
fix nature’s beauty on paper. Pelizzari goes as far as arguing that ‘photography 
was born, from Talbot’s sense of inadequacy as an artists when faced with an 
attractive, foreign scene (2003: 55). In the Pencil of nature (1844-46, unpaginated) 
he writes:    

One of the first days of the month of October 1833, I was amusing myself 
on the lovely shores of the Lake of Como, in Italy, taking sketches with 
Wollaston’s Camera Lucida, or rather I should say, attempting to take them: 
but with the smallest amount of success …
It was during these thoughts that the idea occurred to me … how charming 
it would be if it were possible to cause these natural images to imprint 
themselves durably and remained fixed on paper.

Thus, the desire for photography was also bound with overcoming the technical 
difficulties of sketching and painting picturesque views. Talbot longed for a 
technology that would allow non-artists to collect mesmerising foreign views 
in a quick and reliable fashion. Just by pointing it at the scene nature should 
imprint itself on paper. People with a love for travelling and foreign scenes but 
without artistic skills were among those that most eagerly awaited the invention 
of photography. A French magazine reported that ‘above all travellers – and we 
know of more than one who has delayed his voyage to distant countries – await 
impatiently the demonstration of the Daquerretype’ (in Schwartz, 1996: 18). 
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 These desires animated the invention of photography and produced its cultural 
identity. As Talbot wrote in Some Account of the Art of Photographic Drawing: 
‘to the traveller in distant lands, who is ignorant, as too many unfortunately are, 
of the art of drawing, this little invention may prove real service’ (1839: 24). He 
described his photographic invention in the following fashion:  

The most transitory of things, a shadow, the proverbial emblem of all that is 
fleeting and momentary, may be fettered by the spells of our ‘natural magic’, 
and may be fixed for ever in the position which it seemed only destined for 
a single instant to occupy ... Such is the fact, that we may receive on paper 
the fleeting shadow, arrest it there and in the space of a single minute fix it 
there so firmly as to be no more capable of change (1839: 25).

Photography’s ability to fix the ‘pictures’ of nature, to arrest time and space on 
paper with unprecedented realism, is described as a ‘natural magic’. Even for a 
scientifically accomplished person like Talbot, photographic images appeared 
perfectly magical. The term ‘natural magic’ thus describes how modern science at 
its height of rationality produces appearances that appear as wonderful supernatural 
effects (Slater, 1995a). 

Whereas, as discussed in chapter two, most contemporary photography 
accounts picture photography as a product of either nature or the social, in Talbot’s 
and Daquerre’s writing, photography is simultaneously natural and cultural, 
mechanical and arty (Batchen, 1999: 67-68). Photography’s status and identity were 
formed in relation to painting. ‘The first man who saw the first photograph … must 
have thought that it was a painting: same framing, same perspective. Photography 
has been, and still is, tormented by the ghost of Painting …’ (Barthes, 2000: 30). 
In the Pencil of Nature (1844-46, unpaginated), Talbot wrote of photography as a 
new ‘art of photographic drawing’ that is practised ‘without any aid whatsoever 
from the artist’s pencil’. Thus, photography is an art of drawing where no drawing 
actually takes place. So while similar of appearance, paintings and photographs are 
nonetheless of different worlds: the former is the product of human hands while the 
latter is produced by a ‘hybrid’ of technology and nature. According to Daguerre:

The DAGUERREOTYPE is not merely an instrument which serves to draw 
nature; on the contrary it is chemical and physical process which gives her 
power to reproduce herself (Gernsheim and Gernsheim, 1968: 81).   

Talbot reaches exactly the same conclusion: ‘And this building I believe to be the 
first that was ever known to have drawn its own picture ... [by the] boundless powers 
of natural chemistry’ (1839: 27). Photography is portrayed as a ‘magical’ hybrid 
of nature and technology, of ‘auto-mimetic agency’ (Smith, 1998: 17). The world 
‘out there’ represents itself through a nonhuman technology rooted in ‘universal’ 
and ‘natural’ laws of geometry, physics and chemistry. According to Talbot and 
Daguerre, photography negates entirely the agency of humans. It ‘affords’ agency 
to ‘material worlds’ to draw themselves with great ease and speed. 

64



Performing Tourist Photography Connecting Tourism and Photography

Photography became rooted within, and constitutive of, an era where 
positivism became the dominant cultural outlook and the hegemonic scientific 
vision. Comte published his sociological positivistic manifesto in 1939, 
and throughout the nineteenth-century, photography and positivism were 
epistemological modern twins (Berger and Mohr, 1982: 99). Positivism was 
instrumental in establishing photography as a machine of modern truth and vision 
per se. The way that the photographic process traded the subjective hands of the 
drawer with the universal laws of optics and chemistry suited perfectly positivism’s 
emphasis upon machine generated objective facts. Positivism reduces all possible 
knowledge to the visible, to surfaces, appearances. ‘The proposal was (and is) that 
when something is visible, it is a fact, and that fact contains the only truth’ (Berger 
and Mohr, 1982: 100). It represents a certain attitude towards knowledge that can 
be understood as a ‘doctrine of immaculate perception’ legitimised by an ideology 
of ‘pure perception’ (Jenks, 1995: 4-7). Photography, like modern vision, ‘reduces 
the world to objectively described surfaces with no inherent meaning: to facts. It 
sees only what is there – not values nor supernatural entities’ (Slater, 1995a: 223).

Sciences of positivism ‘invested’ much faith in photography as a 
‘demythificating’ technology to modernise science by its own privileged vision. 
That is, vision as a carrier of truth and a vehicle of knowledge (Slater, 1995a: 221-
222). A paper ‘On the application of Photography to the Physiognomic and Mental 
Phenomena of Insanity’ illustrates how photography became a scientific ‘regime of 
truth’ within knowledge institutions of the expanding modern state (in Tagg, 1988: 
78):

Photography is so essentially the Art of Truth – and the representative of 
Truth in Art – that it would seem to be the essential means of reproducing all 
forms and structures of which science seeks delineation.

Positivism’s, as well as Talbot’s and Daguerre’s applauding of photography 
as an ‘art of truth’, is based upon a ‘reading’ of the photographic process that 
stresses, what Slater (1995a: 222) calls, its ‘trivial realism’. 

This realism has three components. Firstly, its ‘representational realism’. 
Since the photographic camera is designed to reproduce the geometrical perspective 
it is said to mirror human vision. 

Secondly, ‘ontological or existential realism’. Photography, unlike all 
previous arts, necessarily depends on the real existence of the object in front of the 
camera. As Barthes insists: ‘… in photography I can never deny that the thing has 
been there. There is a superimposition here: of reality and of the past. And since 
this constraint exists only for Photography, we must consider it, by reduction, as 
the very essence, the noeme of Photography’ (2000: 76-77). 

Lastly, ‘mechanical realism’. Through the sovereign agencies of light and 
chemistry, photography allows nature to draw itself impartially. To cite Bazin: ‘For 
the first time, between the originating object and reproduction there intervenes only 
the instrumentality of a nonliving agent. For the first time an image of the world is 
formed automatically, without the creative intervention of man’ (1967: 13).
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When photography’s ‘nature’ is understood through its ‘trivial realism’, it 
becomes a representational medium that holds a unique proximity to the world 
as-it-really-is: a universal and impartial vision that has escaped the ghosts of style, 
culture and human subjectivity. It embodies the very essence of modern scientific 
vision: objective, detached and neutral.

World-as-Exhibition

The second half of the ninetieth century lives in a sort of frenzy of the visible. 
It is, of course, the effect of the social multiplication of images: ever-wider 
distribution of illustrated papers, waves of print, caricatures, etc. The effect also, 
however, of something of a geographical extension of the field of the visible and the 
representable: by journeys, explorations, colonizations, the world becomes visible 
at the same time that it becomes appropriatable (Comolli, 1980: 122-123).

Yet, as Slater so thrillingly shows, photography’s ‘trivial realism’ is just as capable 
of making spectacles and magical worlds. Sciences and technologies constantly 
produce wonderful and amazing realities that people desire to be seduced by 
rather than to understand the principals behind or be critical about. ‘In form of 
magical representation, the technical accomplishment of realism is the basis not 
of knowledge of the world but the production of simulated worlds, worlds that 
we can pleasurably inhabit through the very opposite of the modern attitude – by 
suspending our disbelief’ (Slater, 1995a: 232). 

This section shows how mobile photographers and touring photographs were 
instrumental in visualising and mobilising the globe by putting it on spectacular 
display that astonished and seduced the eye. Western photographers pictured and 
exhibited faraway worlds in dramatic, fantasy-ridden and inherently partial ways 
and their imaginative geographies caused reveries, desires and imaginative travel. 

The late nineteenth-century’s ‘frenzy of the visible’ was produced by 
technologies and performances of mobility and visualisation. Movement and 
visuality became modern twins and by working together the caused a profound 
‘multiplication of images’ and an unprecedented ‘geographical extension of 
the field of the visible’. Photography was just one of many nineteenth-century 
technologies that simulated mobility and amazed the eye. Dioramas, Panoramas and 
World-Exhibitions likewise compressed the globe and annihilated spatial distances 
through imaginative travel. The early Dioramas and Panoramas – through the use 
of lightning and projection of paintings – provided simulated mobility experiences 
that brought the countryside, ancient times and exoticism to modern metropolises 
and city-dwellers. The imported objects and cultures from around the world that 
the World-Exhibitions’ assembled and exhibited made virtual tours to faraway 
countries possible (Friedberg, 1993: 82). Yet the latter part of the nineteenth-
century also saw a vast explosion of corporeal vision-in-travel. Scientific travellers 
explored exotic ‘otherness’ on a grand scale and the ‘tourist gaze’ was born with 
the inventions of tour-guides, guidebooks, trains, cameras and tourists ‘on the 
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move’ (Urry, 2002).
As Mitchell argues, the later nineteenth-century conceived and arranged 

the world as an exhibition. The era of ‘the world as exhibition’ ‘set the world up 
as a picture … [and arranged] it before an audience as an object of display’ – to 
be viewed, investigated and experienced’ (1989: 220). The so-called ‘real’ world 
became thought of as one spectacular exhibition. Mitchell draws here upon 
Heidegger (1993) that famously argued that modernity is ‘the age of the world 
picture’. The modern world-as-exhibition/picture means not only that the world 
became exhibited but that it was conceived and grasped as a picture. The rapid and 
sophisticated technologisation of the visual sense made the world-as-exhibition 
possible and seeing the master sense (Jay, 1994: 65-66). Thus, a clear ‘separation 
of the senses’, of severance of the eyes from the senses of touch, smell and hearing, 
took place. For instance, Foucault describes how the ‘sovereign power of the 
empirical gaze’, with its ‘marvellous density of perception, offering the grain of 
things at the first face of truth’, meant that ‘madness no longer exists except as seen 
(1976: xiii, 250). 

The ability of photography to objectify the world as an exhibition, to arrange 
the entire globe for visual consumption, is particularly stressed by Sontag: 

[Photography’s] main effect is to convert the world into a department store or 
a museum-without-walls in which every subject is depreciated into an article 
of consumption, promoted into an item for aesthetic appreciation (1977: 
110). 

Writing as early as 1859, the American Oliver Wendall pointed out how photography 
as a commodity-form reduced the world to ‘cheap and transportable’ surfaces: 

There is only Coliseum or Pantheon; but how many millions of potential 
negatives have they shed – representatives of billions of pictures – since they 
were erected! Matter in large masses must always be fixed and dear; form is 
cheap and transportable. We have got the fruit of creation now and need not 
trouble ourselves with the core. Every conceivable object of Nature and Art 
will soon scale of its surfaces for us. We will hunt all curious, beautiful grand 
objects, as they hunt the cattle in South America, for their skins, and leave 
their carcasses as of little worth (in Wells, 2001: 20).
  
Prior to photography, the visual texture of objects and places did not travel 

geographical or social space well. Painters have always been keen travellers and 
long before photography’s invention, they lifted particular places out of their 
‘dwelling’ and transported them into new spatial and temporal contexts as objects. 
However, they were time consuming to produce, relatively difficult to transport 
and one-of-a-kind. 

The real multiplication of circulating photographs took place with the 
introduction of the half-tone plate in the 1880s. This made possible the cheap 
mechanical reproduction of photographs in newspapers, periodicals, books and 
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ads. Photography became coupled to consumer capitalism and the globe was now 
offered ‘in limitless quantities, figures, landscapes, events which had not previously 
been utilised either at all, or only as pictures for one customer’ (Benjamin, 
1973: 163; Osborne, 2000: 11). With capitalism’s arrangement of the world as a 
‘department store’ ‘the proliferation and circulation of representations … achieved 
a spectacular and virtually inescapable global magnitude’ (Grenblatt, 1991: 6). 
Thus, gradually, photographs became cheap mass-produced objects that made the 
world visible, aesthetic and desirable. All experiences were ‘democratised’ by 
translating them into cheap photographic images (Sontag, 1977: 7; Tagg, 1988: 55-
56). Light, small, mass-produced and highly visible in public spaces, photographic 
objects travelled smoothly across geographical as well as social space. 

The lust for ‘mechanically reproduced’ images, as Benjamin argued, 
represents ‘the desire of the contemporary masses to bring things “closer” spatially 
and humanly, which is just as ardent as their bent toward overcoming the uniqueness 
of every reality by accepting its reproduction. Every day the urge grows stronger 
to get hold of an object at very close range by way of its likeness, its reproduction’ 
(1973: 225). Transported to tourist studies, Benjamin’s work suggests that 
sightseeing no longer require corporeal travelling and bodily proximity with sights. 
Paintings and attractions were now travelling to the spectator as photographs rather 
than the spectator travelling to the painting and attraction.

Imaginative Mobility
The last chapter demonstrated that mobility machines are vision machines too. 
Now I show that photographs are simultaneously mobility machines. For the 
general public for whom foreign travelling remained a figment of the imagination – 
expensive, risky and fatiguing – photography’s ‘department store’ or ‘museum-
without-walls’ were immensely spellbinding. The photo book and the armchair 
provided delightful world tour tickets that released the bourgeois body from tiring 
and daunting travelling:   

We need no longer embark upon perilous voyages: heliography [the early 
French term for photography], entrusted to a few intrepid practitioners, 
will make the world tour on our behalf, without ever needing to leave our 
armchairs (in Schwartz 1996: 34).

One nineteenth-century travel photographer stated the common belief that ‘the 
faithfulness of such pictures afford the nearest approach that can be made towards 
placing the reader actually before the scene which is represented’ (in Ryan, 1997: 
25). In other words, photographs’ realism makes travelling through them extremely 
real and seductive. The co-presence that ‘armchair tourists’ could experience with 
faraway places was no pale imitation of actual ‘face-to-place’ encounters:

[Photography] … introduces us to scenes known only from the imperfect 
relations of travellers, it leads us before the ruins of antique architecture, 
illustrating the historical records of former and lost civilians; the genius, 
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taste, and power of past ages, with which we have become familiarized as if 
we had visited them (in Schwartz, 1996: 16, my italics).

Photography’s ‘natural magic’ transported people to faraway places and while 
inhabiting the space of the armchair these places were fully ‘familiarised’. As 
we have seen, Barthes (2000) argues that the photograph’s ‘ontological realism’ 
invokes a sense of ‘being there’, of literally being transported ‘back’ to the pictured 
scene. Thus, an imaginative journey is in fact always activated when looking at a 
photograph. 

Yet the power to invoke a sense of ‘being there’ was also culturally 
constructed; it was animated by the faith in the medium’s superior realism and 
modernity’s visual culture that privileged ‘form’ over ‘matter’. To cite another 
armchair traveller:

The photograph, however, cannot deceive; in nothing can it extenuate; there 
is no power in this marvellous machine either to add or to take from: we 
know that what we see must be TRUE. So guided, therefore, we can travel 
over all countries of the world, without moving a yard from our own firesides 
(in Schwartz, 1996: 18).

Framed by such a cultural outlook, it required little imagination for people to place 
themselves in front of the sight; to accept the substitution of sights’ singularity with 
a ‘plurality of copies’ and actual travel with armchair mobility (Schwartz, 1996: 33). 
No longer did people need to embark on tiring travelling to experience the world’s 
wonders or invest faith in dubious traveller tales: photographs provided perfect 
visions of them. Sitting in the armchair one’s eyes can go sightseeing without 
being troubled by the body. The problem with corporeal tourism, now and then, is 
precisely the body, according to the contemporary de Botton: ‘… it seems we may 
best be able to inhabit a place when we are not faced with the additional challenge 
of having to be there’ (2002: 23). At this early stage, imaginative travelling 
satisfied, rather than promoted, desires for travelling, for bodily experiencing the 
‘real’ thing (Schwartz, 1996). 

 Travel Photographers 

Despite claims for its accuracy and trustworthiness, however, photography did 
not so much record the real as signify and construct it. Through various rhetorical 
and pictorial devices, from ideas of the picturesque to schemes of scientific 
classification, and different visual themes, from landscapes to ‘racial types’, 
photographers represented the imaginative geographies of Empire. Indeed, as a 
practice of representation, photography did more than merely familiarise Victorians 
with foreign views: it enabled them symbolically to travel through, explore and 
even possess those spaces  (Ryan, 1997: 214).

The many ‘exotic’ photographic images exhibited and consumed in the spaces 
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of armchairs, World-Exhibitions, books and lecture theatres were produced by 
‘professional’ photographers with aesthetic as well as scientific preferences. As 
Gregory (1994), Schwartz (1996) and Ryan (1997) have shown, late nineteenth-
century geography – similar to anthropology (Edwards, 1992) – was a distinct 
visual and travelling discipline that ‘invested’ much faith in travel photography 
as a positivistic vision machine. Travel photography embraced a way of seeing 
and knowing the world that offered a new way to obtain, order and disseminate 
geographical visions that fitted perfectly geography’s two-dimensional world-
view. England’s Royal Geographic Society (RGS) said in 1885 that ‘no expedition, 
indeed, now-a-days, can be considered complete without photography to place on 
record the geographical and ethnological features of the journey’ (in Ryan, 1997: 
43). Travel and photography were significant constitutive elements of nineteenth-
century geography that took the exploration of the spaces of the globe as its raison 
d’être. The camera’s lighting of the world’s ‘dark corners’ would bring mankind 
total knowledge of nature and society. 

Generally speaking, photography has always been haunted by two 
supposedly antagonistic visions: science and art. However, as Ryan shows, the 
identity of ‘geographical travel photography’ was a hybridised ‘art-science’, of 
positivism, realism and the picturesque (1997: 22, 77). The photographer Thomsen 
was described in British Journal of Photography as ‘an artist, a photographer, a 
geographer, and a man of general scientific attainments’ (Ryan, 1997: 64). Curtis, 
famous American travel photographer, explained that he aimed at ‘scientific 
accuracy’ and ‘artistic merit’ (Jackson, 1992: 94). This is one example of RGS’s 
admiration of ‘artistic’ travel photography:

Every view in the series is not only a beautiful specimen of photography, but, 
from a geographical point of view, gives a more accurate idea of the physical 
features and grand mountain scenery of Sikkim than could possible be done 
by either a verbal or written description (in Ryan, 1997: 61, my italics).

An expression such as ‘grand mountain scenery’ illustrates how their ‘scientific’ 
vision was folded into the picturesque one of landscape aesthetic. Such mobile 
artists were widely regarded as explorative geographers too, and their landscape 
photographs were exhibited and consumed in various institutions: geographic 
societies, museums, exhibitions halls and stately homes. 

Elaborating upon on Mitchell and Said, research of geographers (Schwartz, 
1996; Ryan, 1997; Gregory, 2003; and Schwartz and James, 2003a, b) demonstrates 
that the supposedly objective worlds pictured in faraway places – the Orient in 
particular – reflected the desires, fantasies and projections of the photographers’ 
cultures. This tie into Mitchell’s fundamental idea that the ‘world-as-exhibition’ 
refers to a way of grasping the world as if it was an exhibition: the exhibition is, 
so to say, everywhere. Even when setting out for distant places, tourists and travel 
photographers never ‘escaped’ the European exhibitions. ‘Although they thought 
of themselves as moving from the pictures or exhibits to the real thing, they went 
trying on … to grasp the real thing as a picture. How could they do otherwise, 
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since they took reality itself to be a picture … The so-called real world outside is 
something experienced and grasped only as a series of further representations, an 
extended exhibition’ (Michael, 1989: 228, 233).

Travel photographers had already been taught how to see the place – before 
the rise of photography, by travel writing, prints, book illustrations and painting – 
as a picture and exhibition before they arrived there. Hence, much photographic 
voyaging to the Orient formed an inescapable cycle of pre-texts, itineraries and 
representations: ‘acts of confirmation’. As Schwartz makes clear: ‘Perceived to 
be a tool by which to explore new lands and foreign ways, the photograph was, in 
reality, a cipher by which to reconcile what was new or strange or different in an 
ever expanding world’ (1996: 31-32).

This particular process of imaginative domestication was particularly clear 
in Bourne’s picturesque expeditions to India, 1863-70. For Bourne, the way to 
discover India was equivalent to find typical English scenes within this landscape 
of ‘otherness’. Western landscape ideas, particularly of the picturesque, were 
transported to and inscribed upon this foreign and unfamiliar territory. By capturing 
this potentially antagonistic foreign place through the lens of ‘English scenery’ it 
was familiarised, domesticated and beautified for a western audience (Ryan, 1997: 
47-61).

Travel photography was often asked to save the ‘vanishing’: authentic 
cultures, primitive people and ancient traditions that modernity ‘destroyed’ in the 
quest for progress (Edwards, 1992; Taylor, 1994; Schwartz, 1996; Gregory, 2003). 
Photographs are particularly apt at serving this nostalgic desire to stop time and 
conserve objects, as they freeze time and make a moment permanent: they always 
document ‘that has been’ (Barthes, 2000). They are ‘clocks for seeing’ (Taylor, 
1994). 

Yet the recording camera was in need of guiding to capture proper bodies and 
landscapes of ‘otherness’. The photographer instructed the camera to turn a blind eye 
to certain features and shine beautiful light on others. The irony is that the ‘hybrid’ 
camera overlooked what the human eye at the scene could clearly see and captured 
what it could hardly see. By erasing contemporary signs, modern-looking humans 
and connections to the modern world, western travel photography imprisoned 
the Orient in a timeless ancient space of architecture and monuments: the desired 
authentic Orient (Schwartz, 1996). Once fixed in the imagination, even when the 
encountered reality diluted the picture, they persistently attempted to photograph 
the imagination. Yet if the quest failed, one could always work upon, not only 
the place, but also the photographic image itself. Curtis, for example, employed, 
among other ‘manipulative’ techniques, retouching to fabricate ‘authentic’ native 
Indian landscapes; signs of ‘European’ influence were seamlessly airbrushed away 
from the original (Jackson, 1992: 95).

Pictures by such travel photographers can be regarded as ‘real’ and 
‘objective’, not in the sense of mirroring the represented places’ complex 
lived realities, but because they reflected and reinforced stereotypical western 
imaginations and images of these worlds. In other words, they were ‘accurate’ 
from a specific western perspective: far-away facts were transformed into western 
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fictions and imaginative geographies. As a technology of cultural imperialism, 
the photographer employed – consciously and unconsciously – the transparent 
camera to picture the world through ethnocentric filters. Widely believed to be 
natural and innocent, the camera naturalised spectacular bodies and landscapes 
that the photographer had drawn with the recording camera (Schwartz, 1996: 
30-31; McQuire, 1998: 39). The rhetorical power of photography has always been 
grounded upon the photographic image’s ability to naturalise, to make innocent, 
its cultural messages and connotations. Even though professional photographs are 
partial and constructed, there nonetheless remain in such photographs’ ‘staged 
realities’ kinds of natural being-there of objects, as if the scene had spontaneously 
drawn itself (Barthes, 1977a, b).

To see and photograph places admired in image-form became widespread 
when the ‘social organisation’ of tourism began to take place and made it easier, 
more reliable and cheaper. Whereas the English tour-operator Thomas Cook began 
arranging excursions to the World Exhibition of Crystal Palace, years later he 
transported people to the Orient itself: the real thing, the referent (Brendon, 1991). 
Travelling was no longer a perilous endeavour of the insipid few and wealthy, or 
something only to be experienced in the armchair and at exhibitions (Lash and 
Urry, 1994). 

Mechanically reproduced images did not in any simple sense destroy the aura 
of a place, as argued by Benjaman (1973) in his troubled account. For Benjamin, 
the frenzy of mechanically reproduced photographs caused a profound withering of 
aura, because aura according to him is ‘the unique manifestation of distance’. Thus, 
always involving distance and corporal mobility. Yet reproductions also produced 
appetites for seeing places at their unique place of residence: to be bodily co-present 
with them. In direct contrast to Benjamin, MacCannell argues that mechanically 
reproduced markers are ‘most responsible for setting the tourist in motion on his 
journey to find [and picture] his true object. And he is not disappointed. Alongside 
the copies of it, it has to be The Real Thing’ (1999: 45). Travelling reproductions 
produces ‘place bound’ sights importance or authenticity. The sight becomes first 
‘authentic’ when the first copy is produced1 (see also chapter three). 

Kodak and Tourist Photography

It was first in late 1880s with Kodak’s launching of user-friendly, lightweight and 
cheap Brownie cameras that ‘ordinary’ tourists began to practice photography on 
a significant scale. Early photography was a skill-demanding practice performed 
by professionals, wealthy amateurs and very dedicated travellers with inclinations 
for scientific expeditions or art: taking photos was resolutely elite and male. In 
America, but also in major parts of Europe, Kodak was the major institution that re-
made and re-scripted photography as a leisurely, light family-centred performance 
and invented tourist photography through heterogeneous engineering. Kodak 
worked upon social relations and technical materials at one and the same time. A 
whole new photography actor-network was assembled (Latour, 1991: 111-121). 

72



Performing Tourist Photography Connecting Tourism and Photography

With great speed ‘Kodaking’ became a hugely popular leisurely practice and 
family object. As early as 1890, Kodak cameras were common among tourists in 
Egypt (Gregory, 2003: 211). Photographic News reported in 1899 that ‘thousands 
of Birmingham girls are scattered about the holiday resorts of Britain this month, 
and a very large percentage of them are armed with cameras’ (in Coe and Gates, 
1977: 28). By 1910, one-third of the American households owned a Kodak camera 
(West, 2000: 75). Kodak made photography a ‘mundane’ technology (on ‘mundane 
technologies’, see Michael, 2000).

Similar to Thomas Cook in relation to tourism (see Brendon, 1991; Lash 
and Urry, 1994), Kodak realised that the birth of ‘ordinary’ photography had to be 
socially and materially invented and organised by an expert (Slater, 1991, 1999). 
The company ‘invested’ enormously in the new middle-class family and tourism 
as the spaces where ‘Kodaking’ could be at home and expand within. ‘Loved ones’ 
and tourism fitted perfectly Kodak’s overriding goal of teaching people and families 
‘to apprehend their experiences and memories as objects of nostalgia’ – avoid 
painful and unpleasant things (West 2000: 1). Acts of overlooking and forgetting 
thus became integral to – the ‘other’ of – this photography. As with early travel 
photography and tourism in general, nostalgia became a defining character of 
‘ordinary’ photography’s cultural viewpoint (see also Taylor, 1994)2. 

One step was to mobilise and simplify photography materially. Early 
photography required extensive technical and quasi-scientific (chemical) 
knowledge. Since the whole chemical process had to be executed right on the spot, 
the photographer had to carry all the cumbersome instruments with ‘him’. The 
photographer (and his assistants) had to put up with ‘travelling heavy’. This was 
how Eastman, the founder of Kodak, put it in 1877: ‘In those days, one did not “take” 
a camera: one accomplished the outfit of which the camera was only a part … I 
bought an outfit and learned that it took not only a strong but also dauntless man to 
be an outdoor photographer’ (in Ford and Steinorth, 1988: 14). Despite that Talbot 
and Daguerre celebrated photography for allowing nature-to-represent-herself, 
to perform this magic was in fact daunting and difficult work. Eastman clearly 
envisaged that making photography widely popular depended upon manufacturing 
cameras suitable for mobility; it had to be designed for movement, for ‘travelling 
light’ and effortless ‘drawing’. Whereas Talbot desired a technology that simplified 
landscape drawing, Eastman craved for simplifying photography itself: to make 
landscape picturing completely automatic, that is, magical. Eastman’s quest was 
thus a logical progression of Talbot’s desire.      

Kodak achieved the simplification of the photographic process by ‘packaging’ 
it – the so-called ‘Kodak system’. This ‘package’ consisted of a relatively light, 
mobile hand-camera (Kodak No.1) pre-loaded with a 100-frame roll film that 
was only to be sent back to a Kodak factory for developing and re-loading. Once 
cumbersome, technical demanding and messy, the making of photographs was now 
organised as a straightforward, user-friendly practice. As the enclosed Brownie 
manual – the Kodak Primer – said: ‘The Kodak system removes from the practice 
of Photography the necessity of exceptional facilities, so that anyone may take 
photographs without need of study, experiment, trouble, dark room, chemicals and 
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Image 4.1.1, ʻKodak, as you go (1910s)ʼ

Image 4.1.2, ʻKodak Memories (1920s)ʼ

Collage 4.1, Commercial photographs, ‘Kodak ads’
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Image 4.1.3, ʻKodak (1920s)ʼ

Image 4.1.4, ʻKodak Time (1920s)ʼ
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without even soiling the fingers’ (in West 2000: 51). Whereas Cock ‘packaged’ 
the tourist experience to reduce risks (Lash and Urry, 1994: 254), Kodak did it to 
eliminate the knowledge and dirty, smelly work previously required for making 
leisurely photography. So successful was this industrial ‘packaging’ that the 
‘Kodak Primer’ announced that nothing but ‘sufficient intelligence to point a small 
box straight and press a button’ was necessary for ‘Kodaking’ (in West, 2000: 49). 
As their slogan that came to identify the company said: ‘You Press the Button, 
We Do the Rest’. ‘Mundane’ photography was borne the day that people were 
freed from the task of doing photography and could just enjoy taking delightful 
pictures (Paster, 1996: 10). The Kodak network enabled people without any prior 
photographic skills to take photographs. 

The complex photographic processes that the first generation of amateur 
photographers had to understand and practice themselves were made completely 
invisible. Kodak deliberately turned photography into something perfectly magical. 
By just pressing-the-button and then delivering the film for processing, hyper-
realistic photos magically materialised. People had no substantial knowledge of, 
nor any desire to know, how this ‘natural magic’ actually worked, because it did 
perform. 

Through their extensive marketing campaigns, Kodak attempted to 
choreograph the meanings and performances of new photography, to produce it 
socially (Slater 1991, 1999; West, 2000). To illustrate the simplicity of Kodak 
photography and to conquer a whole new group of potential photographers, their 
early adverts portrayed primarily women photographing: the way to simplify it was 
to feminise it. They ‘exploited’ the, at time prevalent, derogatory image of women, 
as representing technological illiteracy (West 2000: 40). Later also, children were 
used (and targeted as potential users). One ad made clear that: ‘Any school-boy or 
girl can make good pictures with … Brownie Cameras’ (West 2000: 97). Kodak 
attempted to inscribe new photography with children’s universe of play, spontaneity 
and untrammelled freedom (West, 2000: 75, 82).

Especially in the early years, Kodak stressed that the new simplicity turned 
photographing into a convenient and pleasurable leisurely performance, a form of 
play in it self. The ‘Kodak Girl’ – their primary advertising icon for almost eighty 
years – was in this period typically depicted ‘on the move’. She was driving, riding 
on trains, immersing herself in beautiful landscapes and exploring exotic cultures, 
often with the loaded camera as her only travel partner. She emphasised ‘the 
sheer pleasure and adventure of taking photographs … the delight of handling a 
diminutive camera, of not worrying about development and printing, of capturing 
subjects in candid moments, of recording travel to exotic places’ (West 2000: 13). 
Her explicit function was to promote cameras as standard equipment of tourist 
touring and photographing as the touristic thing-to-do. This is particular clear in 
one ad where she has stopped her car in order to photograph (a picture of) landscape 
scenery (Image 4.1.1). Unlike picturesque ‘teachers’ who taught tourists how to 
transform ‘nature’ into pleasing landscape pictures, Kodak promoted landscapes as 
photogenic in themselves: ‘Wherever the purr of your motor lures you, wherever 
the call of the road leads you, there you will find pictures, untaken pictures that 

76



Performing Tourist Photography Connecting Tourism and Photography

invite your Kodak’. Nature is abundant with ‘untaken pictures’ and your camera 
captures them for you. This ad illustrates how ‘Kodaking’ was initially connected 
to ‘sightseeing’ tourism, romantic gazing and glancing on move. Captions such 
as ‘Take a KODAK with you’, ‘Kodak, as you go’, ‘Vacation Days are KODAK 
DAYS’, ‘All out-doors invites your Kodak’ were common at this time (West, 2000: 
plate 2, 8, 9, 16). Kodak’s ‘simplicity’ motto signified freedom, ceaseless travelling 
and light picturing. 

But Kodak’s advertising soon began to revolve around family life (West, 
2000: 13). The charm of ‘Kodaking’ became increasingly scripted as one of 
recording pleasing ‘home stories’ and fixing ‘social worlds’. ‘Let Kodak Keep The 
Story’ became a new dominating slogan. The ‘Kodak Girl’ became ‘motherly’ and 
women were put in charge of ‘storying’ their families. People had long expressed 
desires for having their ‘loved ones’ fixed eternally in their own shadow. Elisabeth 
Barrett wrote to her friend in a letter that:  

[I]t is not at all monstrous in me to say … that I would rather have such a 
[photographic] memorial of one I loved dearly than the noblest artist’s work 
ever produced … it is not merely the likeness which is precious in such cases 
but the association and sense of nearness involved in the thing … the very 
fact of the very shadow of the person lying there fixed forever (in McQuire, 
1998: 14, my italics).

One ad from 1926 stated ‘children are always little, and the scenes just as they 
used to be – in your Kodak album’. Photography became culturally constructed as 
a machine for the production of memories far superior to airy human memory. This 
ad from 1920 makes this evident (Image 4.1.2):

The only holiday that lasts forever is the holiday with a Kodak … Few 
memories are so pleasant as the memories of your holiday. And yet, you 
allow those memories to slip away! How little you remember, even of your 
happiest times! Don’t let this year’s holiday be forgotten – take a Kodak and 
save your happiness. Make Kodak snapshots of every happy scene. The little 
pictures will keep your holiday alive – they will carry you back again and 
again to sunshine and freedom … (in Holland, 2001: 145).

Kodak lectured that while few memories are so pleasant as holiday memories they 
first become proper memories when eternalised and materialised as photographic 
images – otherwise they just ‘slip away’. The camera keeps ‘alive’ airy moments of 
joyfulness by transforming them into enduring objects that transport the owner back 
‘to the sunshine and freedom’ – again and again. Photography charms by affording 
imaginative travel in embodied memory-landscapes.

When ‘on the move’, Kodak now portrayed the ‘Kodak Girl’ having a joyful 
‘laid-back’ time together with friends and family within landscapes (Image 4.1.3, 
4.1.4). Tourists were ‘instructed’ that landscapes were not only picturesque scenes 
to be photographed nakedly, but also afforded stages for enacting and capturing 
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delightful social life and home-stories. In this sense, Kodak was instrumental in 
promoting ‘landscape as stage’ and the ‘family gaze’. The camera became promoted 
as an indispensable object of touring and tourism because it enabled the family to 
‘story’ their own communal experiences away-from-home. One ad taught that: 

The Kodak Story of summer days grows in charm as the months go by – it’s 
always interesting – it’s personal – it tells of the places, the people and the 
incidents from your point of view – just as you saw them (in West, 2000: 
179). 

While requiring only a light touch on the shutter-button, Kodak assured the 
tourist-photographer that ‘her’ images will be unique and full of aura, no matter 
how similar they look to other tourists’ ones, because they show her ‘loved ones’ 
and the world through her (family’s) eyes. Thus, ‘Kodaking’ was said to capture 
each tourists’ particular vision of the world. Rather than nature drawing itself, 
photography was now made the property of the individual family.

Kodak was extremely powerful in re-making and re-imagining photography 
as a ‘mundane’ technology of modern family life and tourist life. This photography 
network was moulded and took force within the melange of the nuclear family, 
consumerism and tourism, representing what Williams (1974) aptly called ‘mobile 
privatisation’. ‘What holds these subjects together is the theme of domestic leisure: 
the modern family at play ... blind to the everyday life’ (Slater, 1991: 57-58). 
‘Ordinary’ photography became formed in the mobile space between home and 
away; between extraordinary places and events and familial faces. It is a hybrid of 
private life and public life. Family photography and tourist photography became 
inseparable. 

The following examines the social basis of the ‘family gaze’ and tourist 
photography in context of modern family life. Various marketing reports indicate 
that the birth of a baby and vacationing are the two main reasons for purchasing 
cameras (Chalfen, 1987: 75). The ‘snapshot literature’ has shown that making 
photography for most people is intricately bound up with social relations, in 
particular with ‘family life’. ‘Photographic practices only exist and subsist for most 
of time by the virtue of its family function’ (Bourdieu, 1990: 14). As a ritual of the 
domestic cult, families use the camera to display success, unity and love; it is put to 
work to immortalise and celebrate the high points of family life. The typical image 
is of ‘loved ones’ taken at special occasions such as births, weddings, parties and 
holidays. Ordinary everyday-life and strangers have no place in the photo-album 
and the snapshot photographer does not seem to work (Chalfen, 1987; Paster, 
1996). Like tourism, family photography produces a ‘small world’ of ‘positive 
extraordinariness’.

In all its triviality this ‘small world’ is meaningful and valuable to people. My 
piles of hundreds of photographs are indeed trivial; conventionally they picture my 
family, friends, girlfriends and myself during precisely what all other ‘Kodakers’ 
do. However, I feel an extreme affection for them. It is after all my (former!) ‘loved 
ones’, my holidays and my life-story. As Barthes (2000) has shown so poignantly, 
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personal photography works via sentimentality, through love and death: it is an 
‘order of loving’. In all their funereal immobility, photographs are ‘full of life’, 
they keep alive. They not only fix, but also produce ‘nearness’. People do not see 
a photograph of a ‘loved one’; they only see the person. The photograph becomes 
a corporeal extension of the pictured person (Sontag, 1977; Paster, 1996: 104; 
Barthes, 2000: 7). When showing photographs, people say, ‘This is my girlfriend 
and my kids’, rather than ‘This is a picture of my girlfriend and my kids’. Personal 
photos are predicated on this slippery relationship, or illusionary co-presence, of 
the represented and its referent. The photographs that touch us – with pleasure or 
grief – are transparent: the viewer is face-to-face with the person. This explains 
why there appears ‘to be an almost insuperable desire to touch, even stroke, images. 
Again the viewer is brought into bodily contact with the trace of the remembered. 
We can say that the photograph has always existed, not merely as an image but in 
relation to the human body, tactile in experienced time’ (Edwards, 1999: 228).

Cameras and albums are powerful cultural tools enabling families to 
narrativise their heritage, intimacy and spatial belongings, their ‘familyness’. 
Rather than an alienating superfluity, photography is an integral component in the 
production of family life and social relations. When ‘doing’ tourist photography, 
families are actually in the process of making their experiences and performing 
‘familyness’. Photography is part of that theatre that modern people enact to 
produce family narratives, their desired togetherness, wholeness and intimacy 
(Hirsch, 1997: 7; Smith, 1998: 16). In this optic, tourist photography becomes a 
drama of acting-out and capturing ‘perfect’ family life in an era of ‘fragmented 
families’ (Smart and Neale, 1999). Photography’s logic of irreversibility and non-
erasability serves as the perfect medium for the modern desire to ‘construct an 
identity and keep it solid and stable’ (Bauman, 1995: 81). It immobilises the flow 
of family life into a fixed series of eternal snapshot identities. 

Family photography performances are not enacted for the camera in a social 
vacuum. They are scripted by, and acted out, in response to dominant mythologies 
of family life. The distinction between the private and the public are blurred in 
snapshots: people perform the ‘private’ through ‘public’ codes. Family images are 
thus never simple records of ‘real’ family life, but are shot through with desires, 
fantasies and ideals of family life: imaginative families. Yet I do not wish to make 
a simple comparison between ‘real families’ and ‘imaginative families’, as all 
families are ‘fictions’ in the sense of something made.

Seducing Images

The power of photographic images to produce imaginative mobility and memorised 
travel has mainly been examined so far. This section examines how commercial 
photos are desire-producing machines caught up with the workings of consumer 
capitalism. In addition to a particular ‘mode of production’, consumer capitalism 
requires a specific ‘mode of information’ (Poster, 1990) to transform ‘material 
worlds’ into ‘cultural beings’ and people into consumers (Falk, 1994). The subtle 
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art of commercial photography is one of crafting images that stimulate – surely not 
substitute – desires for ‘transporting one’s body’ to the pictured place. Imaginative 
mobility is clearly poor business for the tourism industry. 

It is explored how a ‘photograph of a palm tree gentle inclining in a tropical 
breeze’ can trigger a ‘lengthy and ruinously expensive journey’. Commercial 
photographs play a twofold operation in contemporary tourism. Firstly, they must 
mobilise desires for bodily travelling. Secondly, they are assigned power to script 
destinations with desirable imaginative geographies. In reality, these two tasks are 
intertwined as bleak everyday geographies and pleasing faraway places potentially 
produce ‘needs’ for tourism. I start by discussing how advertising moulds 
consumer desires and proceeds by examining the production and consumption of 
photographic dream places in tourism.

Consumer capitalism has ‘invested’ in photography to fabricate volatile 
consumer needs and desiring bodies: bodies disciplined to consume (Berger, 1972; 
Baudrillard, 1998; Bauman, 1999; and Sturken and Cartwright, 2001). Advertising 
promotes consumption as the route that will make people desirable and unique. 
People are made conscious that identity and communities increasingly are acquired 
through displaying commodity signs. Advertising works through a ‘therapeutic 
ethos’ (Sturken and Cartwright, 2001: 196). Commercial images expose anxieties, 
shortcomings and lacks before offering instantaneous relief and a road to betterment 
through consumption and fantasy places. It persuades by showing people that 
consumption has transformed into envious bodies: we too can become as happy, as 
beautiful, as fulfilled as the photographed people (Berger, 1972: 133). 

But this is an imaginary static world that modern people never experience, 
partly because consumers are not allowed to be satisfied for long. Consumers are 
constantly exposed to new temptations that almost instantaneously emasculate 
the previous ‘satisfaction’. Advertising arouses a constant chain of temptations 
that produce new desires. The contemporary consumer body is a seduced body 
and a body that wants to be seduced; it is constantly craving for being ‘on the 
move’, restlessly searching for new sensations, experiences, identities and places 
(Bauman, 1999: 83). ‘Desire does not desire satisfaction. To the contrary, desire 
desires desire’ (Taylor and Saarinen in Bauman, 1999: 83). The perfect consumer is 
a mobile body for which ‘the good life’ is akin to a ‘continuous holiday’ (Bauman, 
1993: 243):

For the consumers in the society of consumers, being on the move – searching, 
looking for, not-finding-it or more exactly not-finding-it-yet-is not a malaise, 
but the promise of bliss, perhaps it is bliss itself. Theirs is a kind of travelling 
hopefully which makes arriving into a curse (Bauman, 1999: 83).

Advertising in tourism works through a ‘therapeutic ethos’ that constantly 
points to peoples’ need for an escape. The paradigmatic commercial image in a 
brochure for ‘playing’ tourism shows an exultant and affectionate youngish tourist 
couple: their bodies are tuned, tanned, attractive and attracted to each other. Such 
couples signify that a holiday-in-the-sun transforms jaded and pale working bodies 
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into happy, loveable and aesthetic ones. Or take an advertising poster from the 
Danish tour operator Dansk Folke Ferie. The picture on the left side is a greyish 
black and white image showing a melancholic-looking man lost in an anonymous 
crowd of strangers. He is wearing a winter jacket. The picture on the right side, 
now in colours, portrays the very same man having a blissful time in the sea with 
his daughter and son. They are playing, laughing and smiling together. The caption 
makes the intended meaning crystal clear. It reads ‘From here – to there’. 

Commercial tourism photography picture place greatly. Through 
embellishment, erasing, exaggeration and repetition they produce the kind of 
imaginative geography that Shields calls ‘place-myth’: ‘the various discrete 
meanings associated with real places or regions regardless of their character in reality. 
Images, being partial and often either exaggerated or understated, may be accurate or 
inaccurate. They result from stereotyping’ (1991: 60).

Since images and cameras crucially frame tourists’ experiences of places, the 
distinction between the advertising photo and the advertised object is often blurred 
(Osborne, 2000: 84; see chapter one). This is particularly the case with ‘sightseeing’ 
tourism where real places are consumed through the frame of ‘markers’. Place-
images arouse tourist desires by ‘staging’ geographies that thrill and seduce the 
eye. It creates duplicate places that are aesthetically more compelling than then 
seen through mere human vision. Tourism brochures tend to overpower human 
vision rather than resemble it. They are more theatrical, better lit, sharper, and more 
highly coloured than seeing itself. Advertising photography seems as real as the 
original – only more cleanly composed, livelier, more authentic and aesthetically 
pleasing. Through interviews, Crawshaw and Urry examine how professional 
photographers working in the Lake District improve upon the appearance of the 
place through ‘gardening’ and a selective vision. In the anticipation that potential 
tourists would consider them out-of-place, diluting its place-myth of romantic 
scenery, they maintained that the following signs had to be erased (1997: 187):

Vehicles, cars, anything that would date a picture ... Anything that is obtrusive 
and jars. People with bright clothes on, people carrying plastic bags ... dead 
trees, barbed wire ... derelict buildings, scaffolding. Road signs, litter, car 
parks, crowds, traffic jams, low-flying planes, Bermuda shorts.

In addition to erasing, the photographers explain the meticulous work that they 
invest in capturing the landscape in its right light, frame and composition. The 
art is one of capturing scenery when it actually ‘performs’ its anticipated grace. 
Patience thus becomes crucial. 

While such photographers turn a blind eye to undesired things and people 
when making the scene to be pictured, art directors subsequently work upon 
the image itself. While photographers improve upon the reality of the place, art 
directors improve upon the reality of the pictured place. While retouching always 
has been part of the history of photography, the recent digitalisation of photography 
has made photographic images fully compliant. Now that computer technologies 
are shifting photography from its original chemical and physical basis towards 
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mathematics and the virtual, humans have the ‘ability to reach into the guts of a 
photograph and manipulate any aspect of it’ (Ritchen, 1990: 29; see also Willis, 
1991; Mitchell, 1992, 2003). 

Elements within single images can be deleted, moved, emphasised, 
juxtaposed and jointed with other photographic fragments – ‘real’ or ‘virtual’ – in 
increasingly seamless fashions; different times and places are jointed within 
the image’s traditional single time and space. Computer programmes transform 
photographs into collages with a fully elastic sense of time, space and referent 
(see Lister, 2001, for a technical discussion of various forms of photographic 
digitisation). If an eyesore plagues a Lake District image it can easily be erased 
by a ‘computer-hand’. This revolution is perfectly invisible, as it is precisely the 
capacity of the new technology to carry, mimic and simulate photographic images 
in an increasingly undetectable way.

Therefore it is impossible to know to what degree the tourism industry works 
upon photographic images. But the power to stage destinations in their desired 
image has increased tremendously. Undesired humans and nonhumans can be 
removed, desirable ones are perhaps ‘imported’ and they are surely shined up with 
additional light and colours. It does not take much imagination to see how alluring 
it must be for photographers, editors and art directors to give the places of tourism 
a ‘face-lift’: to make a beach’s sand crystal white, seas and skies deep blue, beach 
bodies tanner and trimmer, to empty people and cars out of landscapes and so on. 
A little ‘surgery’ and careful ‘make-up’ have surely perfected photos of glossy 
brochures and postcards (see Image 3.2.1 and 3.2.2).

Discussions about the digitalisation of photography often revolve around 
‘manipulation’. Ritchen argues that it ‘allows for this [manipulation] to be done 
better than ever before … the reader, unable to detect the alterations, can be 
deceived most of all’ (1990: 142). While this is an important discussion in relation 
to photojournalism that always has been surrounded by an aura of ‘objectiveness’ 
and ‘truth’, the situation is different with advertising photography. Commercial 
photographs do not work through myth – naturalising – and deception3: they seduce. 
This is partly because people are perfectly aware that such photos are artfully 
constructed, their realities staged and their messages intentional. Advertising 
photos work through an economy of desires: people desire to be seduced and 
such images are artfully constructed to seduce. Advertising images are structured 
around, and work through, mobilising and triggering the spectator’s desires and 
fantasies through ‘spatial fictions’.

Commercial photographs are fictions and they ask spectators to engage 
with them ‘as if’ they were real: to suspend disbelief and instead dream into their 
pictured heavens – as if in the theatre or cinema (Osborne, 2000: 77). In order to 
seduce, they need people to buy into their fantasies and fictions: to accept them 
as ‘real’. Fictions depend on some authenticity and reality, and the pleasures of 
all fictions lie in accepting fantasies as real (Slater, 1995a). It is photography’s 
realism that provides such fantasies with (some) authenticity. Tourists can treat 
tourism’s fictional image-worlds as real because they are building upon convictions 
of ‘actualities’ – views, national types and buildings. Tourism’s desires and 
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fantasies are located within a palpable visual grammar that looks real and invites 
identification. Here we have a very seductive mix of reverie, reality, and fiction – of 
simultaneous ‘naturalisation’ and ‘fictionalisation’. What digitalisation allows for 
is the production of ever-more seductive representations that are simultaneously 
magical and real. 

Commercial photographs are normally composed to make the viewer dream 
into the ‘empty’ picture, which in fact awaits the viewer’s desires and pleasures to 
be completed. ‘A typical example would show empty beaches where the waterline 
or a run of tress or a pier pass diagonally into and across the image. The diagonal 
introduces into the image the tourist’s excited anticipation, a hedonistic rush, the 
line of the viewer’s desire entering into, being entered by, the tourist scene and its 
pleasures’ (Osborne, 2000: 85). Another common strategy is to produce images 
with (proper) tourists in the picture; they make it possible for the reader to imagine 
herself/himself physically in the landscape. They guide the reader’s fantasies and 
make them seem realisable: this could be me! 

These two examples illustrate how commercial tourist imagery achieves 
it effects by provoking the workings of the viewer’s unconsciousness. ‘The 
photograph causes the viewer to, as it were, dream into it, causing it to become 
subjectivised by the viewer’s desires, memories and associations’ (Osborne, 2000: 
77). Photographic fictions can arouse strong bodily desires, which pornography 
(at least for men) is a telling example of. However, unlike pornography, tourism 
promotion offers the aroused viewer ‘practical transcendence’: ‘it transports us in 
fantasy but to places that appear to exists’ (Osborne, 2000: 88). People are seduced 
to believe that they will become happier and can experience the pictured place by 
buying an ‘expensive journey’. That de Botton perhaps realises that the ‘gentle 
palm tree’ in the ‘tropical breeze’ is less alluring in ‘reality’ is another story. The 
image has performed its magic for the tourism industry and de Botton is exercising 
his restless desire for being on the move. 

Conclusion

Many connections between mobility and photography have been traced and 
established in this chapter. Firstly, it was shown that photography entered discourses 
of tourism before photography was even invented. Sketching and image-hunting 
were central to pre-photographic tourists and they voiced passionate desires for a 
machine that could easily fix the airy and elusive image of the camera obscura and 
Claude glasses. The difficulties that Talbot experienced while drawing a foreign 
prospect with the camera obscura made him invent photography, while Eastman 
reinvented photography after realising on his own body that holiday picturing 
meant ‘travelling heavy’. The early history of photography is intimately linked to 
travel and tourism: pre-photographic tourists desired photography and it became 
designed with the tourist in mind and later for ‘travelling light’. 

Lightweight and reproducible, photographs were designed for movement 
too. They were crucial in putting the world on display and globalising the ‘tourist 
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gaze’. At a time where travelling was associated with fatigue, hassles and risks on 
the one hand and visual pleasures on the other, seamlessly they transported distant 
places to the convenient and safe armchair. They allow touristic visual consumption 
where no actual tourism takes place.

I showed how Kodak invented tourist photography as a network of user-
friendly cameras, developing industries, mobile families, light journeys and 
personal photographs within a mobile space of familial faces and distant places. It 
was argued that a key characteristic of modern family life is its ‘storied’, reflexive 
nature; in the search for security, intimacy and meaning, families produce narratives 
and memories that partly construct them as families. Tourist photography and 
family photography are thus not two separate worlds, but bridges that are constantly 
traversed in the spaces of tourism. 

Another crucial actor-network of tourist photography is commercial 
photography that involves highly skilled photographers, art directors, computer 
programmes, glossy magazines, seducing images and desiring consumers. This 
photography network works through an economy of desires and spatial fictions. 
Advertising images are structured around, and work through, mobilising and 
triggering the spectator’s desires and fantasies through spatial fictions that are 
simultaneously real and illusory.   

The chapter has shed light on much of the work that photographs and 
representations more broadly play in modern tourism. (1) They afford touristic 
consumption without mobilising the body (imaginative travel). (2) They are 
powerful in stirring up desires for actual tourism. (3) Imaginative geographies 
and imaginative families are produced and sustained through them. They make 
‘ordinary’ places and social relations spectacular. (4) They keep holiday memories 
alive. (5) Photographs partly sculpt peoples’ fantasies and beliefs of places and they 
are important in choreographing how tourists perform – bodily and imaginatively – 
places. The distinction between reality and image is severely blurred in tourism’s 
image-driven cultural economy of fantasies, desires and fictions. The relationship 
is circular as the case of early travel photographers picturing the Orient as seen 
in the Western exhibitions were one indication of. Thus, photography and place, 
photography and family life, are not disconnected worlds. 

Endnotes
1 This is the paradox of touristic authenticity – and of MacCannell’s writing. MacCannell argues 
that authentic objects need to be institutionally authorised and communicated as authentic before 
they can be commonly perceived as such by tourists. Hence, after such cultural work, they are not 
authentic in the sense of being untouched and beyond modernity (Culler, 1981: 137). 
2 Kodak’s cultural scripting amounted, in fact, to a radical rewriting of domestic photography. In 
the early years of photography, professional post-mortem photographs of ‘loved ones’ were more 
popular than images of marriage and birth (West, 2000: 139). 
3 The rhetorical power of professional photographs is often explained as one of ‘naturalising’. That 
the pictured scene seems to represent itself disguises the photographs constructed nature. This 
mystifies the reader: they consume them as innocent messages (see for instance, Barthes 1977a, b). 
Lutz and Collins (1994) have, for example, documented ethnographically that National Geographic’s 
photographs are perceived by American readers to be bathed in a heavy wash of objectivity and 
authenticity.
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Choreographing Place

I chant about an island so nasty
as any island on this earth.

Good gracious every mother’s soul from it
in particularly, those in the North living.

It lies in the middle of the wild sea, is shaped by the rocks.
No one here gets to the grave with unharmed arms and legs.

Andersen, 1780

I spoke the other day with one of my friends, a young writer, who has not only visited 
all Europe’s sights worth of seeing, but also sailed with the steamer along Bosporus’ 
beaches, walked the pilgrim-route to Jerusalem, passed through the old land of the 
Faeroes with the Nile-boat; in a few words, roamed the length and breadth of the 
Orient. ‘And which of all the places you have visited is deepest in your memory 
printed’, I asked him? ‘The Deep Valley at Bornholm’ was the answer ... A painting 
of nature, at the same time so grandiose and smiling friendly, so harmonically perfect 
and well-balanced in its shape that I am not disinclined to believe my much-travelled 
friend’s reassurance that he has never seen a counter-part anywhere in world. 

Kaufmann, 1871-72: 17, my translation  

Introduction

This chapter explores the choreographing – scripting and staging – of Bornholm 
as a tourist place in and through performances and objects of painting, literature, 
postcards and brochures throughout the last 200 years. I have argued that texts 
and images are producing geographies by shaping and sustaining a circuit of 
place-myths, touring objects and ‘ways of seeing’ that, in turn, shape bodily 
performances-within-places and material landscapes. Movement and connections 
are crucial in making place. Rather than seeing Bornholm as a unique, bounded and 
fixed island, I grasp it as a ‘place of movement’ that comes into existence through 
relationships; it floats around within mobile, trans-national networks of humans, 
technologies and images that continuously connect and disconnect it to other places 
and place-myths1 (see chapter two).

The first part explores the ‘discovering’ and initial choreographing of Bornholm 
in the nineteenth-century and early twentieth-century2. Well travelled – corporeally 
as well as imaginatively – Danes with knowledge of tourism’s European circuit 
of places and gazes primarily crafted these texts and paintings. I show how they 
constructed it as an exotic and sublime ‘landscape of vision’ by performing – gazing, 
walking, painting and writing – the northern ‘seascapes’ and ‘cliffscapes’ through 
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‘imported’ picturesque scripts and by erasing the ordinary horizontal agricultural 
landscape in the south part of the island. It is discussed how their inscriptions 
attempted at choreographing appropriate tourism performances, and how they were 
instrumental in a series of profound changes in the physical fabric of Bornholm. In 
other words, it is explored how these representations were tied up with producing 
geographies, not only culturally but also bodily and materially.

Place-myths are not set in stones; they can, in principal, go in and out of 
fashion. Even seemingly ‘rooted’ ones are in need of careful breeding to stay 
alive and new ones can be sowed. The second part of the chapter examines the 
contemporary scripting of Bornholm in brochures, postcards and a guidebook. It is 
shown that a remarkable continuity and re-imaging of Bornholm’s place-myth takes 
place. While the longstanding place-myth of picturesque grandeur is reproduced 
and refigured over and over again, Bornholm is now also pictured as a delightful 
place for ‘inhabiting’ tourism and the once erased southern part is now a crucial part 
of its tourist-map. This reflects that the island has become popular among families 
with young children and reduced travel-time has made it ‘closer’ to Denmark and 
Sweden. 

The Early Making

Like the Lake District and Swiss Alps (Urry, 1995; Ring, 2000), Bornholm’s ‘wild’ 
and ‘rough’ landscapes and seascapes were little praised before the arrival of 
tourists in the nineteenth century. In the late 1790s, a young Copenhagen-born poet 
described it as the most horrible and frightful island on this entire earth (see above). 
So awful was this wild and rocky place that he prayed that no single soul would 
have to walk in his footsteps. 

Bornholm’s re-imagining gathered force around the very beginning of the 
nineteenth century with the publication of the topographical travel works by 
Copenhagen-based Skougaard (1804) and Rawert and Garlieb (1819) At this time, 
Bornholm was little known and no regular ferry connections to Zealand were in 
place; their books and sketches transported Denmark’s marginal place per se across 
the sea to the mainland where it could be consumed in the armchair. While they 
belonged to a well-established tradition of scientific travelling aiming at meticulous 
surveys and objective descriptions, their writing and picturing were certainly not 
without poetic dimensions and an eye for aesthetic reflection. 

Sketching formed an integral part of Rawert’s survey technique, and he was 
the first to picture the island on a great scale3. His sketches – just as his writing – 
were of two minds. Rawert was struggling with basic perspective techniques and 
there is no evidence that he considered himself as an artist (his drawings were never 
signed). He would have loved to substitute his pencil and canvas with a camera 
(Dupont, 1985: 14). While he clearly aimed at crafting factual representations 
that always had documentary information about place and time, many of his 
sketches had a touch of the imaginative and the poetic. Rawert was particularly 
eager to sketch what he described as the ‘wild romantic’ landscape of the north. In 
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Image 5.1.1, ʻRawertʼ

Image 5.1.3, ʻDrachmanʼ

Collage 5.1, ‘Paintings of Hammershus’

Image 5.1.2, ʻKieldrupʼ
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these sketches the cliffs are somewhat monumentalised as awe-inspiring sublime 
landscapes (see Image 5.1.1).

The following two quotes illustrate how a romantic way of writing sneaked 
into Skougaard’s and Rawert’s unemotional scientific language and descriptions of 
the topography, geology, trade and industry of the island. To cite Skougaard first:

With regard to the beauty of landscape, Bornholm is the most charming of all the 
Danish provinces. We have tried to make our fellow-countryman aware of this island. 
Everyone that travels to explore the diversion and pleasures that the landscapes of 
mountainous countries afford, he should seek Bornholm and he will not leave the 
place unsatisfied … All the diversions that the landscape painter desires are found 
here: the transition from the plains’ charms to the rocks’ gloominess (1804: 18-19, 
my translation and italics).

And then Rawert and Garlieb some ten years later:

Such landscapes, such powerful and clear-cut formations are very few, and 
none are to be found in Denmark. Bornholm has such a great abundance of the 
most romantic natures, pleasant and delightful as well as very mountainous, 
frightful, gloomy and so on … that aesthetic souls and poets craving romantic 
landscapes … should rather travel to Bornholm than Switzerland (1819: 56, 
my translation and italics).

The last reference to Switzerland is particularly significant. ‘The [Swiss] 
Alps are not simply the Alps. They are a unique visual, cultural, geological and 
natural phenomenon, indissolubly wed to European history’ (Ring, 2000: 9). The 
re-imagination of Bornholm was connected to, and made possible by, the earlier 
re-imagination of the Swiss Alps in particular. Just as the English made the Alps 
(Ring, 2000), Bornholm became inscribed with the sublimations of the Swiss 
Alps: ‘Denmark’s Switzerland’ (Jensen, 1993). As late as the eighteenth-century, 
wild places like the Lake District and Swiss Alps were described as non-places of 
terrible repulsiveness. Joseph Addison denounced the latter as the ‘most mis-shapen 
scenery’; a travelling Bishop wrote that ‘Every object that here presents itself is 
excessively miserable’. Another said: ‘Lord restore me to my brethren, that I may 
tell them not to come to this place of torment’ (in Ring, 2000: 9, 13). Some hundred 
years later, Ruskin praised the Alps as the ‘link between heaven and earth, the ‘seen 
walls of lost Eden’ (in Brendon, 1991: 81). Picturesque tourism was instrumental 
in transforming the Swiss Alps and ‘mountainscapes’ throughout the globe into 
visually aesthetic places. Löfgren writes how tourists in Norway spoke of ‘Swiss 
views’ and American mountain resorts competed to become ‘the Switzerland of the 
USA’ (1999: 34).

The sublime came to be the notion that taught people how once ‘misshaped’ 
and ‘tormenting’ places could also excite the body through adventurous seeing. 
With the travelling of the sublime from aesthetic theory and paintings of Rosa into 
tourism, places like the Swiss Alps and the Lake District required aesthetic value 
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and authenticity. While crossing the Alps one tourist wrote: ‘Precipices, mountains, 
torrents, wolves, rumblings, Salvator Rosa’ (in Andrews, 1999: 130). Thunderous 
waterfalls, dusky caves, grandiose mountains, dramatic waterfalls and raging seas 
became favourite scenery for sublime eyes and brushes. Sublime writers invented 
a whole new stylised vocabulary. Powerful adjectives like gloomy, overwhelming, 
breathtaking, awesome and frightful were used to link nature’s sublime scenes with 
the pleasant fear that they invoked in the spectator (Andrews, 1989, 1999; Ousby, 
1990). The sublime forced nature’s powers directly upon the body; one described 
it as a ‘pleasing rape upon the very soul’ (in Andrews, 1999: 140). The sublime 
represented an imaginative geography of the powerlessness of humans when faced 
with landscapes of ‘male’ potency. 

It is striking how both Skougaard and Rawert scripted Bornholm within a 
sublime vocabulary. Adjectives such as ‘powerful’, ‘mountainous’, ‘frightful’, 
‘gloomy’ and the nouns of ‘rocks’, ‘mountains’ and ‘Switzerland’ are sublime 
words per se. But through adjectives such as ‘beauty’, ‘charm’, ‘romantic’, 
‘pleasant’, ‘delightful’ and nouns like ‘landscape painter’ and ‘plains’, both texts 
simultaneously ‘engrave’ it with the equally conventionalised language and vision 
of ‘picturesque beauty’ that Claude Lorraine for a long time had perfected in 
paintings. This kind of pleasing beauty that delighted in the softer, harmonious and 
romantic effects of nature was thus also present in midst of this sublime landscape. 
These ‘imported’ visions made the dramatic re-imagining of Bornholm’s nature 
achievable and meaningful. This again illustrates how modern tourism’s early visual 
discourses and performances were mobile – through circulating books, paintings, 
sketches and touring tourist – and enacted throughout the globe, hybridising specific 
places through a European tourist circuit of landscape taste and performances.

Many of the first pioneer tourists to roam Bornholm were city-dwelling 
painters who flocked to the countryside across Europe (Jensen, 1993; Lübbren, 
2001). Skougaard’s and Rawert’s portrayal of it as a Swiss panorama of picturesque 
beauty and sublime drama triggered off an immense desire for Danish artists to 
sketch this ‘foreign’ place in their own country. A local paper wrote in 1857: ‘This 
year artists are visiting our island in unprecedented numbers, recording views at 
different places, and in Copenhagen a considerable number of today’s prominent 
painters have exhibited landscape studies and folk culture motifs’ from Bornholm’ 
(in Jensen, 1993: 52, my translation). Their paintings ‘shipped’ Bornholm to the 
capital where it began to circulate a good deal in various popular media and art 
institutions. In 1911 Lind could claim: ‘What Danish person do not know the cliffs 
of Bornholm from … paintings of Hammeren or from photographs’ (1911: 676). 
This traffic initiated the ‘mechanical reproduction’ phase that is crucial in the 
making of tourism places (MacCannell, 1999). 

The Golden Age of Danish Painting 
When painters began to flock to Bornholm, the period known as the Golden Age 
still dominated Danish painting. It was with the Golden Age that Danish landscape 
painting came into existence and fame, and that Danish land became re-imagined 
as aesthetic scenery – landscape – for visual consumption (Gunnarsson, 1998). In 
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1836, the influential Golden Age philosopher Ørsted stated that ‘the Danish land has 
a friendly landscape, the grandiose is seldom revealed ... and the horrible is almost 
excluded from it; only the sea at times shows the dreadful’ (in Olwig, 1995: 230, 
my translation). Despite its modesty and apparent lack of picturesque attributes, 
Golden Age painters advocated that the characteristic Danish landscape was worthy 
of portrayal. The influential Sandbye proclaimed in 1842: 

What I as an artist have taken as the goal of life work is to paint our dear 
Denmark, in all that simplicity and lack of pretension which is so typical of 
it; what beauty there is in the fine-drawn contours of our hills, billowing so 
miraculously that one could believe them arisen from the sea – that mighty 
ocean from whose beaches our step yellow dunes rise up; what beauty in our 
forests, our meadows, and our heaths (in Gunnarsson, 1998: 43).

Yet at the same time as celebrating the fair, modest and horizontal Danish 
landscape, Sandbye’s landscapes of eternal summer and clear sunlight were crafted 
in a classical idiom bearing reminiscence to Claude Lorraine and the picturesque 
taste of the idyllic pastoral and the rural.

This ‘paradox’ reflects that the quest for national identity occurred through 
strong ties to European impulses, being inspired by the Dutch realism and especially 
the Italian school of classical landscape (Gunnarsson, 1998: 51). Thus, the very 
same painters – Poussin, Rosa and especially Lorraine – that picturesque tourism 
in England was influenced by, influenced ‘Danish’ Golden Age painting. Danish is 
put in inverted commas because the style is a transnational hybrid. Rome was the 
capital of painters and it was the home of Denmark’s most influential Golden Age 
painters, most noteworthy the Lorraine influenced Eckersberg. Ironically, ‘Danish’ 
landscape painting developed when Danish painters moved abroad and began 
to paint Danish landscapes on foreign soils. Imaginative mobility through travel 
writing and circulating reproductions could also make one capable of producing a 
perfect Lorraine pastiche. As one critique said about the Swedish painter Sundwall: 
‘he has never seen anything else but this dreary country, and yet he paints as 
if he had spent his whole life in Tivoli or Frescati’ (in Gunnarsson, 1998: 54). 
As Gunnarsson concludes: ‘If it is possible to discover any common ground for 
[nineteenth-century] Nordic landscape painting as a whole, then it must surely lie 
in this alternation between foreign dependencies and a powerful need to define 
national selfhood’ (1998: 271).

The painters that travelled to Bornholm did not take onboard the Golden 
Age’s national-romantic recommendations. Instead of painting the southern part’s 
‘characteristic’ Danish landscapes, they were lured to its foreign sublime prospects 
so uncommon in the rest of Denmark. This ‘motif’ was not, however, without 
national resonance. The Golden Age was very much a Scandinavian ‘movement’ and 
‘wilderness’ was seen as potent symbol of Nordic strength and vigour (Gunnarsson, 
1998: 79). Høyen emphasised that the Danish landscape and folk culture were part 
of a larger Scandinavian whole and he therefore called for a ‘Scandinavian national 
art’ (Olwig, 1995: 233). In this light, painting Bornholm’s sublime nature could 

Performing Tourist Photography Choreographing Place

90



be seen as part of a larger trans-national project of connecting Denmark to the 
neighbouring North. 

The following examines two significant mid-nineteenth-century paintings that 
exhibited Bornholm. Situated gracefully in the middle of this ‘Swiss’ scenery on 
an elevated spot, Hammershus became one favoured scene for the visiting painters. 
Picturesque painters had long popularised ruins and historical monuments and ‘a 
ruin in a proper state of decay’ was a favourite sight among picturesque tourists in 
England (Ousby, 1990). Yet Hammershus was in an unhealthy state of decay before 
it was preserved as a historical monument, beginning in 1822. For half a century 
locals had consumed it as site for collecting stones and bricks (Jensen, 1995). For 
the eighteenth-century inhabitants of Bornholm, the deserted castle apparently 
represented little more than a valuable assortment of useful building materials. 
The castle gave birth to many new houses, with the result that its former potency 
was disappearing. ‘Outsiders’ and romantics considered that it was disgraceful that 
such a significant national symbol and charming picturesque monument was being 
ruined by vandalism – in peacetime and by Danish hands, into the bargain. They 
initiated the preservation of the castle and years later picturesque painters restored 
its romantic grandeur. 

In 1849, Anton Kieldrup – a student of Eckersberg – bathed Hammershus 
in such a picturesque light and perspective that one feels transported to a timeless 
idealised Italy (Image 5.1.2). The whole picture corresponds to a Claudean 
picturesque schema of the beautiful and theatrical with its perfect harmony 
between nature and people. For a start, the painting is composed of three distinct 
zones – foreground, middle ground and a distant zone, which meticulously frame 
all the elements like sets in a theatre. The foreground is the darkest, yet also the 
most richly detailed part. Rocks, on the one side, and the little native herd boy 
sitting in the grass, on the other, frames and guide one’s vision along the path into 
the lighter middle ground – which is in turn framed by ancient trees – where a 
‘theatre of painting’ literally unfolds. Through the painters’ bodies and gazes, the 
spectator’s eyes are guided directly to the castle in horizon that is portrayed in a 
gentle and slightly dreamy state. The painting has an extraordinary atmosphere of 
serenity, timelessness and romanticism. The painters included in the middle part 
are significant, as they authenticate the place’s picturesque nature. Kieldrup’s desire 
was to beautify the place, to compose it as picturesque, to make it a suitable object 
for tourist sketching and gazing. 

The sublime longed for powerful and dramatic impressions that nature’s 
great upheaval produce: raging waterfalls, rocky coasts and lashing seas. The last 
two features were abundantly laid out at the north coast. Holger Drachmann’s ‘The 
Coast South of Hammershus’ (1879) is an illustrative example of how Hammershus 
was also painted within a framework of the picturesque sublime (Image 5.1.3). In 
the foreground, the sea is raging and waves are dramatically thrown high in the 
air as they clash with the mighty, almost vertical cliffs. The cliffs themselves are 
portrayed with sombre darkness and their completely barren surfaces instil a feeling 
of inhospitality and danger. The low, heavy clouds further add to this atmosphere. 
Yet in midst of the dark skies a fissure allows gentle sunrays to penetrate through 
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to bathe Hammershus in a romantic light; the ruin lies majestically with its entire 
solid grace in a sea of the raging sublime. The whole ‘landscape’ emanates the 
emotional geography of pleasant fear that nature’s sublime theatres were supposed 
to invoke in the distanced spectator. Performing the place with pencil on canvas in 
the styles of the picturesque and the sublime, Kieldrup and Drachmann conjured up 
and displayed Hammershus as a proper ruined castle for the ‘romantic gaze’. 

Choreographing Tourism

Scientific travellers and painters were crucial in the initial choreographing of 
Bornholm as a place of remarkable painterly beauty. Their work lured small numbers 
of artists, poets and ‘ordinary’ people to the island4. As early as 1828 a German 
steamer arrived here and other chartered Danish and German tour boats followed 
it shortly after. From 1841 there were regular ferry connections with Copenhagen 
once a week. However, the travel times (which could be anything between two days 
and one week) and the fare hindered substantial tourist flows. The novelist Bergsøe 
described Bornholm in 1855 as a ‘terra incognita, where a tourist is as seldom as a 
tiger’ (in Jensen, 1993: 52, my translation). 

Yet it was around this time that tourism at Bornholm began to be socially 
and materially organised and that the travelling cultures of North Germany and 
Copenhagen started touring it. In 1855 the first tourist guidebook was published 
(Bojesen, 1855). In the following years exclusive guided sail tours from 
Copenhagen and Germany were touring the Northern ‘Swiss’ landscape; like sailing 
and glancing down the Nile (see chapter three), it was consumed as a succession 
of ‘pictures’ from a proper distance at sea level. The first tourists hardly sat their 
feet on Bornholm’s soil (Jensen, 1993). With the introduction of steam powered 
daily passenger conveyance in 1866, the transport time between Copenhagen and 
Bornholm was down to 10-12 hours, and in the years that followed, the first forms 
of organised tourism in Denmark was developed (Jensen, 1993: 66). While still on 
the very margin of Denmark, Bornholm was now ‘connected’ to the mainland and 
desires to experience this Danish island out-of-the-way became widespread.

This section explores how early travel writers performed the island 
physically and imaginatively and travel writing aesthetically; how the many new 
travel accounts and guidebooks arranged Bornholm as a picturesque exhibition. I 
explore how they ‘mapped’ the appropriate itineraries of moving around, seeing 
and imagining specific places. In other words, how they the made the ‘crooked 
straight and the rough places plain for the tourist’s hesitant footsteps; [how] they 
accompanied the tourist on the path they had beaten, directing gazes and prompting 
responses’ (Buzard, 1993: 75). 

In the spirit of the initial scripting and staging, they were drawn to, and praised, 
the northern scenery: in most accounts the ‘ordinary’ south was systematically 
erased. Being too common and boring in visual terms, it was best avoided. The 
Illustrated Guide (Jørgensen, 1886: 5, my translation) stated that ‘it is in fact only 
the island’s northern part that presents pretty and beautiful scenery worth seeing 
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... The southern part of Bornholm [is] without outstanding views that are different 
to ordinary landscapes elsewhere in this country’. An imaginative geography was 
articulated where the island’s northern part became its true nature and the whole 
place was made visible as Denmark’s exotic ‘other’. 

Bornholm’s first tourism ‘map’ was crafted through a visual economy. This 
is how Rosenkilde described the most pleasing itinerary (1866: 418: my italics and 
translation):    

If you want to visit this peculiar and mythical island one does best by 
following the advice of the experienced native and walk through the country 
to the east coast, and then from Nexø or Svaneke, tour the island in a north-
westerly direction ... It is an aesthetic consideration that has given rise to this 
recommendation, whereby the native of Bornholm who is affectionate about 
his native island intends an increasing effect when its picturesque beauties 
were to be unfolded for the sight-desiring stranger. 

By claiming that it is a product of native knowledge, Rosenkilde authenticates and 
indeed naturalises this itinerary. Whether this is correct or not is impossible to say, 
but it is striking that the route is moulded in the fashion of the tours of English 
picturesque tourism discussed in chapter three. All the texts portray tourism as a 
visual activity of consuming views and stage Bornholm as a picturesque scene: 
‘landscape as vision’. They are permeated with words – metaphors of the ‘tourist 
gaze’ – such as ‘views’, ‘picturesque’, ‘prospects’, ‘towers’, ‘mountainous’, 
‘landscape painter’, ‘nature-painting’, ‘the great artist nature’, ‘sights’ and so on. To 
cite another text: ‘for those travelling for pleasures all that matters is to see nature’s 
beautiful scenery’ (Jørgensen, 1886: 1, my translation)5. These texts are deeply 
embedded in this period’s ‘hegemony of vision’, of privileging sight as the ‘noblest 
of the senses’ and arranging the relationship between humans and nature in such 
way that landscapes unfold with theatrical intensity in the feeling, skilled human 
eye. The other senses are virtually written out. The following lengthy passage is 
emblematic hereof, and it nicely illustrates how the space of picturesque texts and 
the space of Bornholm were constantly folded into one another: 

Everywhere the eye looks except where there is a free view over the sea, 
it meets the cliff. At the right, it raises seventy-feet like an immense tower 
built by human hands; at the left its walls stand with almost vertical rise, 
precipitously cut at the same height. All around lies thrown blocks side by 
side in the most astonishing chaos; the whole is like a theatre, where one has 
taken back cloths, wings, set pieces and everything that one has owned of 
that kind, to arrange a mountain decoration. But there is nature’s impressing 
grandness in this disarray, and next to these enormous rock colossi, or more 
correctly put, in-between, tress and flowers, more vigorous, bigger and 
colourful than anywhere else, grow. Indeed, the archipelago is wild, but not 
naked and barren. There is to the contrary a mild romantic splendour about 
these mountains, and there is a richness of flowers and magnificent colours 
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that always ... remind me of the South… (Kaufmann, 1871-72: 20, my 
translation).

These texts show little interest in Bornholm as a place as such. They are 
concerned with setting it up as a visual spectacle: producing and consuming 
pleasing views. Landscapes and townscapes are constantly described as painterly 
and picturesque, or lacking these qualities. ‘The capital of Bornholm, Rønne, has 
no sights; so as soon as you are refreshed after crossing the sea, you hurry away’ 
(Martens, 1859: 339, my translation). But the old-fashioned fishery villages on the 
rocky north-coast were consumed with great delight from a proper distance. To cite 
Rawert: ‘Gudhjem lies picturesquely beautiful on a rocky mountain, the fishermen’s 
beautiful, adorned and clean residences support themselves by the steep cliff wall’ 
(1819: 24, my translation). Places and their people are transformed into landscapes 
and views that are known about, compared, classified, evaluated and possessed 
visually. Insofar as locals are very rarely part of the accounts, they are not there to 
speak their mind, but to add ‘otherness’ and picturesqueness to the scene. Smit tells 
the reader that it makes little sense to have a conversation with a (old) native, as her 
accent appears ‘almost Hebrew’ (1898: 58). 

A ‘travel letter’ from 1919 makes clear that even the weather is judged 
visually: ‘...if the weather is just reasonable well – here one thinks of visibility 
mainly – the devotee of nature will be faced with a nature-scenery that has no equal 
in the rest of the country’ (no author: 139, my translation and italic). Another text 
said: 

It is particularly favourable to visit Jon’s Chapel when a raging western wind 
is throwing the sea up against the coast. Against the white, vertical rock the 
sea then presents its ultimate power by throwing the foam of the rolling waves 
in the air to the rock’s absolute height (Hauberg, 1879: 23, my translation).  

This quote also illustrates how writing performances were equally caught up 
in a frenzy of the sublime. To cite one of the first ‘real’ tourist guides: ‘powerful 
mountain blocks are like thrown in the sea with wild bewilderment by a giant hand; 
soon they look like cut column, soon like towers, those feet the waves powerlessly 
rush forward against. Within this wild and rather extensive archipelago, the cleavage 
rock, that has given the place its name, arises’ (Grove, 1870: 61, my translation).  

I have argued that seeing in tourism involves imagination and bodily feelings: 
the ‘tourist gaze’ embroils the invisible in the production of dramatic places. The 
sublime is notoriously imaginative. Even when traversing its very heartland an 
unimaginative mind will never face it, which this nineteenth-century travel account 
of a Lake District tour clearly illustrates:

[Guide books and journals] told us of tracts of horrible barrenness, of terrific 
precipices, rocks rioting upon rocks, and mountain tost together in chaotic 
confusion; of stone avalanches rendering the ways impassable … however, 
we found no difficulty in walking along a good road, which coaches of the 
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light English make travel every summer’s day (in Andrews, 1989: 195). 

Performances of imagining-in-vision are strikingly clear in many of the accounts 
from Bornholm. To cite Andersen (1929: 3-4, my translation):

A pedestrian walks the island as on a promenade-deck – also the path 
rocks – or, if he has the fantasy hereto, as on a dragon-ship ... Everywhere he 
is onboard and the sea is just below him; he sees the spray of the foam and 
hears the keel water sing. And the reward itself is a carved work of art; no 
dragon-ship has ever had such a beautiful painted shield on its gunwale.

To experience Bornholm as a sublime mountainous place or a ‘promenade-
deck’ visibly requires the ability to, and desires for, letting the fantasy run wild that 
nature has mobilised in the first place. Sublime experiences are thus not provoked 
single-handedly by nature, they require tourists ‘make believe’. One aspect of this 
is to imagine one’s body to be in danger: ‘thunder skies passed above us, and with 
such a power that we were in danger of being thrown down the mountain’ (Rawert 
and Garlieb, 1819: 25). Elisabeth Martin’s account of the fantasy-ridden sublime 
geographies of the dark and gloomy caves is an emblematic example hereof:

After your first received impression has brought the creator his homage, the 
fantasy begins to stir your soul ... You think of the monster who lives in the 
mountain’s interior, and you find it profane to move further in ... You are 
satisfied with what you have seen, and you respect the guardian that Nature 
itself has placed at the entrance ... : a stone figure. With the help of the 
fantasy it looks like a resting horse in a supernatural size ... You leave this 
gloomy, romantic place. No paddle is needed to bring the boat out – it floats 
by itself. The Lord of the cave, the old monster, sends his servants out ... they 
shout with daring stroke the uninvited guest out in the blank, big sea (1859: 
341-342, my translation).      

What Martin provides the reader with – who is addressed directly with ‘you’ – is a 
guide to see the invisible – illusions and the mythical. Such travel literature not only 
choreographed seeing, but also imaginations and emotions – similar to the role of 
the Arabian Nights in Egypt (Gregory, 2001; see chapter three).

As discussed in chapter three, leisurely walking and climbing became 
popular in the latter part of the nineteenth-century throughout Europe, but walking 
receives little admiration in the analysed texts6. In fact, many are the descriptions 
that portray walking and ‘climbing’ Bornholm’s ‘mountainscapes’ as physically 
demanding and testing. The reward for exhausting walking is the amazing views 
that it produces. As ‘S’ tells the reader: ‘It is very tiring, but at the same time very 
rewarding to climb down here, for one receives an impression that will last for life’ 
(1876, unpaginated, my translation). The sight is Jon’s Chapel and to receive this 
‘impressive’ waiting view one has to climb down seventy-feet by a staircase. The 
artificial staircase was crucial in making the sight’s superior view. It illustrates that 
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views are partly man-made and material; they are product of a proper relationship 
between humans and nonhumans.  

By placing oneself at the feet of a ‘mountainscape’ and by looking up, the 
magnitude of rocks intensified and ‘pleasant terror’ rushed through the body. But 
tourists were mainly advised to seek low and open views. The two above-analysed 
paintings of Hammershus are conventionally low in prospect. Distance and a 
proper separation of the viewer from the viewed are fundamental for ‘seeing’ places 
as theatres and paintings.  A popular distanced view was from sea level. ‘Since it is 
most interesting to see the cliffs from the sea, one is best off taking a boat in Vang 
and sail to Hammershus ... [I] could see all the peculiarities, which were enough to 
captivate the eye’ (Moldenhaver, 1868: 336, my translation). Virtually all the texts 
delight in high points, because they allow the spectator to consume landscapes 
in a single view. Much celebrated was the view-producing tower at the forest of 
Almindingen. It was built for a visit of the Danish king and its sovereign vision 
made the tourist a king. One guide instructed: ‘Most grandiose and extensive is the 
view from that monument ... that is put up on the highest point of Bornholm ... a 
staircase leads up to a platform from where one can survey most of the island ... and 
gaze upon the sea in three directions’ (Moldenhaver, 1868: 335, my translation).

The first proper hotels – peculiar hybrids of the Italian villa, the alpine 
hotel, Oriental decoration and the English garden – were literally view-producing 
machines that faced either the sea or the mountain-scenery (see Collage 5.2). They 
afforded a nicely framed view from the room and a grand sweeping panorama 
from the elevated porches and balconies; sitting safely and comfortably in the 
hotel armchair a painting of nature was put on stage for one. Working quarries in 
Sandvig became screened-off by a fence so that they did not spoil the view of the 
nearby hotels (Jensen, 1993: 35). In one of his novels, Drachmann portrayed how 
the panoramic view of hotels and villas transformed fishery villages into visual 
spectacles:

In the midst of the stuck together Swiss fantasy one could still see the 
fishermen’s cottages ... The villas looked down on them. They needed to be 
down there or it wouldn’t be a fishery village and the picture would miss 
its adornments. The villas wouldn’t miss the huts, the boat with red sail, the 
pigsty, or the dozen half-naked children, but they would be less grand without 
them. The culture was successfully penetrated. But the original inhabitants 
must not disappear completely. They were needed as an assurance that one 
really lived by the sea (1881: 62, my translation).                

Benches and viewing stations, walking paths and promenades, affording 
respectively permanent views-while-at-rest and slow-moving views-in-leisurely-
walking were erected in great numbers (Jensen, 1993). Thus, what began as an 
imaginative geography of seeing, writing and fantasy eventually reconstructed, and 
became part of, the very material make-up of the place.

Nearly every time the writers came across beautiful scenery, they 
communicated – almost like a reflex – their extraordinariness through making 
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Collage 5.2, Professional photographs, ‘View-producing Hotels’

Image 5.2.1-4, ʻHotelsʼ
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references to exalted places elsewhere. Their pen could not help crying out 
Switzerland, Norway, Iceland, Italy, the Orient! In doing so ‘they engaged in an act 
of translation, recuperating the specificity of this place to a series of places on the 
tourist circuit in Europe’ (Duncan, 1999: 155). Spatial ‘translation’ – ‘carried from 
one place to another’ – works through making domestic or foreign (Duncan and 
Gregory, 1999: 5)7. Bornholm was clearly hybridised through a foreignizing model. 
Gazing at the marvellous views of Bornholm transported the spectator to faraway 
places. 

Allusions to the Alps of Switzerland and especially the so-called Saxony 
Switzerland were prevalent. Being geographically close to Denmark and bearing 
resemblance to the ‘real thing’, this German destination attracted many Danish 
tourists. Bornholm became compared to the substitute of the ‘original’ (Jensen, 
1993: 59). But a whole range of other ‘exotic’ places was freely taken onboard. To 
cite Andersen: ‘It looks like one of the Greek Islands ... But not more than it looks 
like Iceland...’ Elsewhere in the text he writes that ‘Bornholm is like a mirror of 
the whole north’ (1929: 19, 3, my translation and italics). The just mentioned caves 
reminded some of the writers of Capri. The Swede Boheman (1937) speaks of it 
as the ‘Capri of the North’. Walking in the woods of Almindingen ‘transported’ 
Kaufmann to the Orient (1871-72, 19, my translation):

I wonder if, even in the jungle where the axe has never cut one single cut, 
trees can stand closer to each other than in this landscape, which seems like 
conjured up by the dictate of a capricious fairy that wanted to move the Eden 
of the Wild East up to our cold North.   

The writers inscribed authenticity and extraordinariness to Bornholm’s landscapes 
through tracing their resemblance to foreign landscapes and by overlooking its 
Danish’s ‘make-up’. Through such cultural work it could be properly recognised as 
exotic. In other words, Bornholm’s authenticity, extraordinariness and singularity 
as a tourist place – like, in principal, all other places – were produced through 
‘copying’ and ‘reworking’ other places. 

But at the same time, Bornholm is promoted as a Danish jewel that Danes 
are obliged to pay a visit to. By being closely associated with landscape, painting 
and monuments, tourism is a central activity of producing and sustaining national 
identity. With the Golden Age’s blooming national romanticism, a Dane should love 
his mountains most and travel his own country mainly (see also Löfgren, 1999: 
35). Touring the native country became almost an act of national citizenship. Bøgh 
(1876) stated in the newspaper of Bornholm that it was inappropriate for a ‘friend 
of the country’ to climb the mountains of Germany and Switzerland without first 
having embarked on Bornholm’s equivalents. Moldenhaver argued that:

Nowadays people travel so much in foreign countries and so much is 
written about remote regions that, now and then, it seems that everyone is 
preoccupied with the foreign and remote; but for everyone who really has 
a sense for landscape and folk life, your native country will always present 
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much of interest, much, that is both new and provide comparisons and point 
of views (1867: 333, my translation).

 Several of texts open with a mild elegy about the few Danes touring the island. 
Bornholm was not shown proper respect for its grandiose landscapes, romantic 
monuments and devoted nationalism despite its geographical ‘disconnection’ from 
the mainland. Skougaard was the first to argue in such fashion. His argument was 
economic: 

The money that Danish people spend in Switzerland and thereabout, so long 
away from the homeland, never comes back again, while not a dime will leave 
the country of those who spend money on a Bornholm journey ... Besides, 
one could do many Bornholm trips for the price of a single Switzerland tour 
(1804: 128, my translation).

Thus, both tourists and the nation lost money by Danes touring Switzerland instead 
of its perfect substitute: Bornholm. Some sixty years later, Stubb argued in a similar 
way: 

If few, of the many, that in the beautiful summer months travel to the 
Saxony Switzerland or adjacent regions knew, or rather imagined, that we 
in our own little country own rocks and mountainous regions that, if not in 
grandness then in picturesque grace, can be aligned with the most beautiful 
of Germany’s attractive places, then it was possible that most people would 
let Saxony Switzerland be Saxony Switzerland and instead ... of squandering 
money to our enemy, travel to, and admire our cliff-landscape, as it appears 
on Bornholm (1867: 202, my translation). 

That Denmark had been at war with Germany in 1864 – the Slesvig-Holstein 
War – and lost substantial land, explains the hostile voice.

Despite complaining about the few Danish tourists, Danes and local business 
dominated the early tourism flows. Yet in the 1880s Germans outnumbered them 
slowly. This ‘Germanification’ triggered heated debate:

Children miss school to carry luggage. In Allinge and Sandvig there are 
numerous German notes and signs without an equivalent Danish one, and in 
the shops you are inevitably addressed in German ... It is disgraceful that such 
a proud race has let itself be demoralised to such an extent. But when you 
consider the fact that presumably five out of six tourists are German, the rest 
of Denmark are simply the people of Bornholm’s accessories (Lind, 1911: 
671, my translation).

Thus, Lind blames both the native population and the travelling cultures of Denmark 
for abandoning one of its (most picturesque) islands to a foreign power. It was the 
First World War that ‘rescued’ the island from German holidaymakers. At the end of 
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the war they ventured back, but now Danes arrived in massive numbers too. 
I have shown how the initial choreographing of Bornholm as a tourism place 

was caught up with the modern ‘frenzy of the visible’. Nineteenth-century and 
early twenty-century travel writers and painters constantly crafted texts and images 
that scripted and staged the island and its proper tourism performances within a 
frame of picturesque gazing: romantic ‘sightseeing’ tourism. The role of the sea 
was to frame ‘cliffscapes’ rather than a place of tanning and swimming8. Touring 
Bornholm became choreographed as an art of consuming sublime ‘foreign’ views 
through distanced eyes. It was by being different to typical Danish landscapes 
and somewhat similar to famous foreign landscapes that the island’s northern part 
became scripted as the place for touristic touring. 

This place-myth was producing, and a product of, Bornholm’s tourist flows 
at the time. In the first part of the twentieth-century, for the vast majority of Danish 
people, long-distance travelling was unusual and a place like Bornholm, not to 
mention Switzerland, were ‘faraway’ places with an aura of the exotic. The world 
appeared so much bigger at that time. My grandmother and grandfather travelled to 
Bornholm in the late 1930s with a newly purchased box camera on an all-inclusive 
tour (cameras began to become common in Denmark around this time). According 
to my grandmother, the many articles and images portraying it as Denmark’s 
Switzerland drew them to the island. While they have travelled much of Europe 
subsequently, my grandmother still regards that particular visit as her most ‘exotic’ 
tourist experience. Their photo album from the trip reflects that: it is abundant with 
pictures of rocks and cliffs and not a single one portrays the southern part (see 
Image 5.3). For people who had never roamed anything but Denmark’s ‘horizontal’ 

Image 5.3, Photo by tourist, ʻClimbing the rocksʼ
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landscapes and only been exposed to relatively few foreign images, Bornholm must 
surely have appeared astonishingly out-of-the-ordinary.  

Beginning in the 1930s, cheaper transport and the development of hostels, 
camping sites and modest B&Bs made Bornholm achievable for greater numbers 
of ‘ordinary’ families9. However, the major social and material ‘democratisation’ 
of Bornholm as a tourist place started in the 1960s and 1970s with the massive 
development of enclaves of second homes in the southern part of the island. 
They were literally built in walking distance from the sandy coastline that 
became cherished for affording not so much sights as pleasant and safe beach 
life – swimming, playing around and sunbathing – for the whole family. With the 
re-imagining of the beach and the continuing growth of second homes10, holiday 
houses, family-oriented attractions and funfairs11 and reduced travel-times12 over the 
last centuries, Swedish, German and Danish ‘families’ have flocked to Bornholm in 
great numbers and the place has become less far-flung and exotic. 

Contemporary Scripting

There is both a constancy and a shifting quality to this model of place- or space-
myths as the core images change slowly over time, are displayed by radical changes 
in the nature of a place, and as various images simply lose their connotative power, 
becoming ‘dead metaphors’, while others are invented, disseminated, and become 
accepted in common parlance (Shields, 1991: 61).

In the light of the early place-myth of romantic grandeur and the recent 
development, the following examines the contemporary scripting of Bornholm 
by postcards, brochures by the official tourism body at Bornholm (The Welcome 
Centre of Bornholm) and a guidebook by Politiken (Turen Går Til Bornholm), 
a Copenhagen-based newspaper publishing house (they produce guidebooks to 
destinations all over the world (see also chapter two). I show how their work 
exhibits stubborn traditionalism as well as innovation: they sustain, rework and 
invent place-myths. Preventing it from becoming a ‘dead metaphor’ the romantic 
place-myth is greatly reproduced and re-worked in pictures and texts, but a new 
place-myth of family-friendly vacationing and ‘inhabiting’ tourism is in the early 
making. 

This is evident when examining two of the latest front-pages of the official 
tour-guide (see Image 5.4.1 and 5.4.2). They present Bornholm as a ‘supermarket’ 
offering many places and experiences, an island that can satisfy a wide selection of 
tourist desires. It is striking that the sublime landscape of the north is only staged in 
one of the fourteen images. Nonetheless, Hammershus, the idyllic harbor, the quaint 
church and the long-standing smokehouse pipes are portrayed as picturesque sights 
and objects of the ‘romantic gaze’. The widespread sandy beaches in the southern 
part of the island are put on stage in three of the images. The major background 
picture of the 2002 (Image 5.4.2) version depicts the dunes and the lighthouse as 
romantic scenery, while the other two present the beach as a stage for amusement, 
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Image 5.4.1, ʻFront cover 2000ʼ

Image 5.4.2, ʻFront cover 2002ʼ

Collage 5.4, Commercial photographs, ‘Bornholm as a supermarket’
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Image 5.4.3, ʻTuren går til Bornholmʼ

Image 5.4.4, ʻNever a crowd in the widely varied landscapesʼ
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fun and relaxation. The theme of family life and ‘inhabiting’ tourism is further 
staged in left top corner of the 2000 version where a young family, in a laid back 
fashion, navigates their way to the sea and sand with all their beach gear. 

 The following examines in more detail how these two place-myths are 
fashioned in texts and pictures and the cultural meanings that they connote are 
discussed. To sustain the image of Bornholm as a picturesque place, brochures and 
especially postcards circulate endless vistas of rock walls, awe-inspiring cliffs, 
raging seas, quaint fishery villages, aged fishermen, ancient churches and chocolate 
box half-timbered houses. In the tradition of the early choreographing, Bornholm’s 
natural scenery is ascribed with much power in attracting and delighting tourists. 
With the powerful sea clashing against the barren rocks, the cover of Turen Går 
Til Bornholm stages the island perfectly within its nineteenth-century sublime 
image (see Image 5.4.3). This guidebook holds particular praise for the northern 
part of Bornholm with its ‘dramatic rock coasts, open moor lands and heather, 
dense spruce forests, light hardwoods, idyllic “Mediterranean villages” as well as 
Hammershus, North Europe’s largest ruin castle’ (Lauridsen and Halberg, 2000: 44, 
my translation). The ‘boring’ south is now considered aesthetic, worthy of seeing 
and sitting for portrait occasionally. To cite the same guide again: ‘The southern 
Bornholm is a plane agricultural land … Nonetheless, dramatic nature can be found 
here, for example, in the white dunes of Dueodde…’ (Lauridsen and Halberg, 2000: 
90, my translation).

Yet Bornholm’s exotic nature is downplayed. The erstwhile habit of tracing 
resemblance between Bornholm’s scenery and exalted tourist places elsewhere is 
little practiced. Perhaps because much-loved Switzerland has become somewhat 
‘commonplace’ with the globalisation of the ‘tourist gaze’, it is nowhere mentioned 
in the contemporary texts. Yet the official guide is keen to reproduce the myth that 
Bornholm’s unique spatial identity resides in being a hybridised Scandinavian 
landscape. ‘According to legend’, they write:

When God finished creating Scandinavia, he was left with a little of all 
that was best in Northern Europe. So he gathered it all and threw into the 
Baltic – and that is how Bornholm came about (‘Bornholm, 2002’: 4).

Bornholm is now scripted as a place offering a plethora of landscape scenes 
within a ‘small world’ easily roamed by foot and bicycle. One guide reads: ‘Even 
though Bornholm is a small island, its landscapes are so abundant and varied that 
it surprises most first-time visitors … Almost every type of landscape found in the 
rest of Northern Europe can be experienced on Bornholm…’ (‘Bornholm’, undated: 
4).

That artists always have been drawn to Bornholm is now used to promote a 
place-myth of it as the island of artists. As the official guide says: 

Bornholm has for a long time been – and still is – the artists’ island ... 
Bornholm has, compared to the total population the highest concentration of 
artists and craft-workers in all of Europe (‘Bornholm, 2002’: 6).
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It is increasingly possible to experience Bornholm’s ‘landscapes’ imaginatively in 
galleries and museums. The paintings by Kieldrup and Drachmann analysed earlier 
are exhibited at the new Bornholm Art Museum situated in the ‘sublime north’. 
Before or after touring Hammershus, many frame or reframe their experiences 
of the castle and the surrounding landscapes through the paintings of Kieldrup, 
Drachmann and other painters. This illustrates how the early choreographing is 
given a role in the contemporary scripting and staging of Bornholm. 

As the heading ‘Never a crowd in the widely varied landscapes’ indicates, 
the industry is keen to convince that this well-assorted ‘small world’ is consumable 
through the ‘romantic gaze’ (see Image 5.4.4). While a ‘small place’ the massive 
tourist flows are not getting in your way. Most of the commercial landscape images 
are paradigmatically portrayed without humans, while a few give a picture of how 
the place allows for experiencing the scenery in solitude and contemplation: to 
literally make your own footprints in the landscape. The scenery is your property. 

Bornholm is scripted and indeed staged materially as a ‘paradise’ for walkers 
and especially cycling tourists. While most tourists tour it by car, the brochures 
and the guidebook make clear that the island is most charming when experienced 
through leisurely walking and cycling alongside the designated roads. In addition to 
an extensive walking path-system, a 200 kilometres bike-route network that ‘follows 
old rescue paths and abandoned railroad beds as well as forest roads and side roads 
... circumvents the island and intersects its most scenic areas’ (‘Bornholm’, undated: 
26). This network that has been in place since the early 1980s is designed to steer 
cyclists clear of heavy, dangerous traffic and dull places, to transport them through 
beautiful scenery on charming winding cycling paths. Aesthetic considerations 
have thus been crucial in the making of it and it is explicitly designed for ‘laid back’ 
self-energised mobility and ‘glancing’. ‘Bornholm is a paradise for cycling tourists 
... It is rare to be able to follow so many recreational stretches, cycle paths with a 
sea view, passing old burial mounds and historical mills, through romantic fishing 
hamlets and along the cliffs’ (‘Bornholm’, undated: 26). Thus, what is increasingly 
promoted as making the landscapes of Bornholm unique is not so much the scenery 
itself, as the particular ‘affordances’ that bicycles and bike-networks ‘with a sea 
view’ produce. 

Numerous are the commercial images that stage Bornholm’s townscapes 
as picturesque ‘theatres’. Close-up images of late eighteenth-century colourful 
half-timbered houses bathed in a romantic light and framed by narrow, winding, 
cobblestone streets, are very common (see Collage 5.5). Because its now old 
neighbourhood has Denmark’s largest concentration of half-timbered houses, 
Rønne – that used to be mocked as repetitively boring and rushed through – is 
now celebrated. The passing of time has made the capital of Bornholm charming 
to the eye. The ‘time machine’ of the tourist industry (Waitt and Head, 2002) and 
photography is here employed to freeze the place in an idyllic and untouched 
chocolate-box pre-modernity where time moves very slow, if at all. A guide tells 
us that it feels ‘that time stands still’ when walking this cobbled world of well 
preserved houses that the inhabitants take so much pride in maintaining (Image 
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Image 5.5.3, Brochure, ʻTime Stands Stillʼ

Image 5.5.2, Postcard, ʻHousesʼ

Collage 5.5, Commercial photographs, ‘Townscapes’

Image 5.5.1, Postcard, ʻHouseʼ
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Image 5.6.2, ʻSmoking fishermanʼ Image 5.6.3, ʻPostmanʼ

Image 5.6.1, ʻHerring-womanʼ

Collage 5.6, Commercial photographs, ‘People of Bornholm’
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5.5.3). 
As Collage 5.5 and Collage 5.6 illustrate, erased in the majority of these 

photographs are references to modern artefacts and contemporary-looking humans. 
The modern fishing industry, that is so vital for the economy of the island, is totally 
disregarded in the craze for quaint fishery villages and old-fashioned smokehouses. 
Because the ‘authentic’ Bornholm resides in a bygone era, towns are presented as 
living museums where ironically very little life takes place. The people inhabiting 
the beloved ancient houses are clearly not picturesque or exotic enough to live in 
them. They would reveal the myth of Bornholm’s singularity and exotic nature. 
Their ordinariness would connote life and connections in a place desired to be free 
from internal and external dynamics. There is no desire to penetrate the facade and 
reach the ‘back-stage’, because a deeper involvement would reveal depressingly 
‘ordinary’ modern life and people. 

When people are allowed to enter the picture their sole function is to signify 
authenticity, induce romanticism and bring life to the scene. The only people that 
apparently fit that clichéd role are glass-blowing artists, postmen in traditional 
bright red uniforms, elderly pipe-smoking fishermen toughened by the sea and 
wind, and equally aged, hard-wearing folks smoking herrings (Collage 5.6). The 
fishermen and the smoke-herring women embody the personality of Bornholm’s 
nature just as the ‘Hula Girl’ is an icon of the lusty nature of Hawaii (Desmond, 
1999). The people of Bornholm are portrayed as being just as stubborn to change as 
the resilient rocky coasts that for centuries have defeated the raging sea. 

This imagery represents a fantasy of what Denmark really was like before 
globalisation and immigration flows gathered force: simple, neat and clean. The 
contemporary choreographing of Bornholm is tied into, and made possible by, an 
idealised vision of nineteenth-century Denmark, ‘real olde Denmark’. In this sense, 
the fascination that Bornholm holds today is fuelled by a widespread desire to 
travel back in time, to Denmark’s supposedly Golden Age: romanticised escapism. 
A conservative nationalistic discourse opposed to social change and transnational 
connections permeates the commercial texts and images. So typical of tourism 
promotion, a ‘reactionary sense of place’ is articulated (Massey, 1994). 

This is derogatory portrayal depicting the people of Bornholm so incapable 
of progress and conservative of mind that their only future is to serve as passive 
set pieces in a frozen theatre of tourism. Such place-imagery legitimises the 
intrusive and scrutinising ‘tourist gaze’; it keeps alive the traditional Bornholm 
that the inhabitants supposedly are so fond and proud of. Its charms would fade 
away without the tourists sustaining it. Tourists are (indirectly) instructed that 
their camera-eyes can treat the scenery as their proverbial oyster: picture whatever 
triggers their cameras, even windows and gardens of private houses at a close 
distance (see Image 5.5.3). The fact that living in these houses must be like being 
imprisoned in a panopticon, of constant surveying eyes and shooting cameras, is 
not reflected upon. 

Let us now examine the new place-myth of family tourism. Bornholm is, 
the official brochure says, ‘a very family- and child-friendly place’ offering much 
entertainment for children and young families:  
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Image 5.7.2, ʻMedieval Centreʼ

Image 5.7.1, ʻMedieval knightʼ

Collage 5.7, Commercial photographs, ‘Medieval Bornholm’
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A child, or a child at heart? Bornholm has a host of exciting things for 
the young - and for their parents: The Hammershus castle ruins seem 
to have come straight out of a fairy-tale, as do the old fortifications 
on Christiansø. Endless stretches of beaches, with plenty of room 
for ball games, kite-flying and swimming. A real sweet factory, a 
medieval centre and a butterfly park. And we must not forget to 
mention that there is a real amusement park too! (‘Bornholm, 2002’: 
8).

Interestingly, romantic Hammershus is here re-imagined as a fairy-tale that excites 
children: it will make their fantasies run wild. In another brochure, a ‘picture’ – a 
‘manipulated’ photomontage – shows a medieval knight and canon to visualise 
Hammershus’ dramatic history – in reality no knights or canons are to be seen there 
(by the unimaginative mind) (see Image 5.7.1). Yet, in the nearby medieval centre, 
one can experience spectacular shows with battling knights as well as experiencing, 
and participating in, the everyday life of the time. This place provides perfect 
framing for dramatising one’s experience of Hammershus (see Image 5.7.2).   

The beaches of the south in particular are responsible for Bornholm’s so-called 
‘family- and child-friendly nature’. Overlooked for such a long time, Dueodde is 
now celebrated: ‘with is broad beaches, beautiful dunes and sand so fine it was once 
used in hourglasses ... it is a gem that ranks among the best beaches in the world’ 
(‘Bornholm’, undated: 6-7). There are many types of beaches (see Bærenholdt, 
Haldrup, Larsen and Urry, 2004: Ch. 4), and the beach culture scripted here is a 
de-sexualised and de-spectacularised one of family and children’s pleasures: the 
‘endless stretchers of sand’ offers ‘plenty of room for ball games, kite-flying and 
swimming’. The typical image depicts an open, extensive beach providing families 
with plenty of space to act out their beach life in peace. 

By promoting it as ‘good place to spend your sunshine and bathing holiday’ 
(‘Bornholm’: 6-7), the industry attempts to inscribe Bornholm with qualities of 
Mediterranean tourist resorts. In Denmark, the island is widely referred to as the 
‘sunshine island’ and the brochures keenly tell that it has more sun hours and 
less rain days than any other place in Denmark. Yet, ‘fortunately, the diversity of 
Bornholm’s coastlines makes them fascinating and delightful in all kinds of weather, 
as long as you are properly dressed for the experience’ (‘Bornholm’, undated: 7).

Conclusion

Performances of professional and commercial writing and painting, on the one 
hand, and circulating paintings, photographs and books, on the other, have been 
crucial in inventing and popularising Bornholm as a tourist place. I have shown that 
the ‘making’ of Bornholm was wedded into the making of places elsewhere. Rather 
than a singular national force, it was a mobile network of touring places, discourses 
and cultural scripts that produced and produces Bornholm as a tourism place. The 
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‘initial’ making was connected to the re-making of places like the Swiss Alps and 
Lake District and the new culture of touring. This ‘network’ produced Bornholm 
as a ‘landscape of vision’ where performances of consuming aesthetically and 
imaginatively became essential. 

While these visual performances were highly imaginative and invented 
objects and landscapes in flights of fantasy, they were also highly material. 
Embodied humans that left their traces in the soil performed them and imaginations 
were concretised materially through the construction of walking paths, cycling 
paths, viewing stations, hotels with a view, a tower and so on. They were crucial 
in enabling the massive flows of tourists flocking to the island to consume its 
place-myth.     

Because of its ‘foreign’ landscapes and geographical location far out in the 
Baltic Sea, in the early scripting Bornholm was asked to play the role of Denmark’s 
exotic Other. Today it is promoted as exhibiting the fundamental nature of pre-
modern ‘Denmark’. It is scripted and staged with MacCannell’s tourists in mind 
that craves for everything that modernity has destroyed in the race for progress, as 
the new craze for late eighteenth-century townscapes is illustrative of. Sightseeing 
Bornholm no longer transport one to faraway places, but back in time – to the good 
old Denmark. The island charms the eye by being ‘full of time’, of frozen, glacial 
time.

The last part showed that the tourism industry makes an attempt to produce 
an additional place-myth of familial ‘inhabiting’ tourism. This ‘myth’ is not one of 
travelling back in time but of Bornholm affording families slow-downed time and 
stages to be ‘real’ families.

This chapter has illuminated the poetic and material work involved in staging 
and scripting stages of tourism performances. Thus, it is not a sufficient account 
of Bornholm’s making as a tourism place, because the productive consumption 
of tourists has not been explored. In the next two chapters, where performances 
and photos of tourism photography at Bornholm is analysed, we have a unique 
opportunity to examine to what extent tourists’ photographs resemble the industry’s 
picturing and what kind of place-imagery they produce. 

Endnotes
1 While tourism’s ‘travelling cultures’ certainly speeded up this process, Bornholm has always been 
a place of in-going and out-going maritime mobility, and it has been subjugated to ‘foreign’ powers, 
respectively the Germans (1525-76) and the Swedes (1645-1658). 
2 See chapter two for a discussion of the material discussed, as well as how I collected it.  
3 The Danish Royal Library has a collection of more than 1,600 Rawert travel-sketches, and 65 of 
these are of Bornholm (Dupont, 1985: foreword).
4 Generally speaking, compared to England, the introduction of romantic travel writing and actual 
tourist flows occurred late in Denmark, partly because urbanisation and industrialisation as well as 
transport infrastructures so typical of nineteenth century Europe began late in Denmark. The first 
coastal resort was established on the – then, Danish – island Føhr in 1819.
5 Moldenhaver complains in 1867 that it is no longer possible to see Bornholm’s most important 
and beautiful Northern sights in just one day, as the coach drivers to make more money have made a 
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mutual agreement that all tours are of a minimum of two days. Now tourists are forced to spend two 
days at a place which sights can be seen in just one day, Moldenhaver mourned. The first tourism at 
Bornholm seems to have been highly mobile, moving and glancing at a speedy gallop.
6 It is first with Andersen’s text in 1929 that walking is praised for its superior sensuous and moral 
economy: ‘And one has to walk on one’s feet ... It should be preserved as a reservoir for a race that 
is becoming extinct: pedestrians. It is soon the only place in Denmark where one can be in peace 
from automobiles (1929: 6). 
7 Duncan discusses how nineteenth-century British tourists constantly saw the Kandyan Highland 
through tracing resemblance to their native landscapes. As one female tourist wrote home in a letter: 
‘In kandy whether one will or not, the mind will go back to the Lake region in England’ (1999: 156). 
Even when traversing soils 7000 miles away from home, such tourists simultaneously moved in the 
memories of domestic landscapes. The shock of the seeing the new was tamed by seeing it through 
a ‘domestic’ filter.
8 The first ‘beaches’ were constructed in the late 1880s and gradually tourists began to jump into the 
‘picture’, but none of the texts actually praise or mention sea bathing or beach pleasures.
9 Weekend touring and short holidays became more and more popular and in the mid-thirties almost 
half of the unionised Danish workers were on holiday (Kaae, 1999: 20). 
10 Today there exists more than 6000 private – the figure was a little more than 1000 in the 1950s – 
second homes or holiday houses at Bornholm (Kaae, 1999: 22; Tress, 1999), and a significant 
portion of them is rented out on a weekly basis through specialised tourist agencies. The houses for 
rent are primarily ‘state of the art’ houses built in the 1980s and 1990s.     
11 The Medieval Centre of Bornholm and Joboland are recent cultural attractions invented primarily 
with young families in mind. The former is a ‘discovery centre’ where visitors can see, smell and 
feel the Middle Ages. It has various active workshops tended by persons in medieval dress. The 
latter is an amusement park with various attractions and a water land. 
12 In 2000 the surface travel time from Denmark to Bornholm was reduced significantly with the 
opening of the Øresund bridge between Denmark and Sweden and the introduction of one the 
world’s fastest catamaran ferries on route between Ystad (southern Sweden) and Rønne. This means 
that it is now possible to reach Bornholm from Copenhagen in less than three hours. 
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Chapter Six

Sightseeing Photography

I have taken two types of photos today. Some pure landscape pictures…I’ve tried to 
capture the beautiful landscape motifs … And, of course, the other pictures where 
you picture your kids against the historical background; and … your kids in a funny 
situation unaware of the camera. 

Tourist at Hammershus, interview 5

Introduction

I have suggested that performance metaphors – stage, scripting, directing, acting and 
so on – can help us write illuminating and dynamic accounts of tourist photography 
as an embodied and creative performance ‘full of life’ that produces memories, 
social relations and places. Through a framework of such theatrical metaphors 
that crucially combine the ‘real’ and ‘imaginary’, the material and immaterial, the 
human and nonhuman, this chapter examines ethnographically tourism photography 
performances at two renowned spaces of sightseeing. It explores how sightseeing 
photography is choreographed and acted out corporeally, materially, socially and 
culturally in different fashions and through different ‘tourist gazes’ (Urry, 1990). 
Discussions of the ‘tourist gaze’ have not been sufficiently examined in relation 
to technology and performance. In this sense, what happens to the ‘tourist gaze’ 
when it interacts with cameras, other technologies, and moving tourist bodies is 
examined. 

The first study – Hammershus (Bornholm) – examines how ‘independent’ 
tourists – predominately Scandinavian and North German families with children – 
picture a renowned historical ruined castle sight through their own particular 
choreographies. Hardly any direct social orchestration of sightseeing performances 
takes place here. It is by far Bornholm’s most visited site. Everywhere one looks 
at this traditional high-cultural sight, there are children and families. It is an 
exceptional place, not to be missed when touring the island, even if one has been 
there before. The last chapter showed how high-cultural work constructed this place 
as a typical object of the ‘romantic gaze’, this chapter illustrates that material and 
semiotic work reproduce this hegemonic staging. Yet, while this gaze certainly is 
popular among tourists today, the analysis demonstrates that the ‘family gaze’ is 
equally prevalent. It is shown how the two gazes produce different ‘attractions’ 
within the same place. Equally significant, the study shows that photographing at 
Hammershus corporealises the ‘tourist gaze’: it transforms consuming, distanced 
spectators into active directors and actors that constantly produce new ‘realities’. 
We have seen that Kodak taught that it required nothing but ‘pressing-the-button’ 
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to perform tourist photography satisfactorily, but, here, tourists invest energy, 
creativity and time in making pleasurable photographs for a future audience. 

The other study investigates how sightseeing takes place on a one-day 
sightseeing bus-tour, the so-called ‘Viking Land Tour’, in and around Roskilde. In 
contrast to the former study, middle-aged and elderly couples of many nationalities 
participate on this tour that includes visits to internationally acclaimed cultural 
sights. They are well-travelled people and highly mobile tourists; typically they stay 
for a couple of days in Copenhagen on a weekend break or as a part of a grander 
North European or Scandinavian tour. They are typical tourists of ‘sightseeing’ 
tourism. This tour allows us to explore how gazing and photography are orchestrated 
socially and materially by guides and mobility technologies respectively. The bus 
transforms nature into sequences of pleasurable cinematic-like scenery, while the 
guide stirs imaginations and directs gazes and camera-eyes through body language. 
Instead of understanding the guide’s and bus’ choreographing as somewhat 
alienating, I bring out the pleasures it produces as well as the soft resistance that it 
is occasionally met with. At first glance, this tourist photography appears inactive 
and uncreative, yet this overlooks the crucial work of the bus and the guide (the 
ethnographic methods used for these two studies were discussed in chapter two).      

Hammershus

Scripting and Staging
Before examining tourists’ photography performances, the cultural, material 
and social scripting and staging of Hammershus are explored. The last chapter 
showed that nineteenth-century painters and writers constructed Hammershus as a 
much-celebrated picturesque sight. It is situated on an elevated cliff in the island’s 
sublime landscape of the north: it is surrounded by, and has spectacular extensive 
views over, the sea, cliffs and dales. The combined cultural and natural grandeur 
of the place have charmed tourists for some 150 years. Hammershus is more than 
‘just’ a ruin and it covers a widespread, ‘open’ space. 

Collage 6.1 consists of typical contemporary postcards of Hammershus, 
which are on sale at the attraction as well as throughout the island. Their 
resemblance to the above-analysed paintings (see Image 5.1.2 and 5.1.3) produced 
more than a hundred years earlier is striking. They reflect how much contemporary 
tourism marketing imagery is rooted in a visual language already developed in 
the eighteenth and nineteenth-centuries. Again we see how Hammershus and its 
surrounding landscapes are portrayed as a timeless, awe-inspiring and pristine 
attraction with a ‘life of its own’. To sustain this ‘place-myth’, the many tourists 
are erased. Most of the postcards are devoid of human beings while a few portray 
lonely crowds in the distance. Not only is the place exhibited as a proper ruin 
and landscape for the ‘romantic gaze’; it is choreographed as a place exclusively 
offering visual consumption. Other tourist activities such as having a picnic, 
playing games, sunbathing are not pictured and are therefore discouraged.

Cultural choreographing also takes place through signs. Hammershus is 



Image 6.1.1, ʻHammershus 1ʼ

Collage 6.1, ‘Contemporary Postcards of Hammershus’

Image 6.1.2, ʻHammershus 2ʼ

Image 6.1.3, ʻHammershus 3ʼ
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staged with numerous ‘on-markers’ (MacCannell, 1999), which through texts 
and rich illustrations ‘guide’ tourists through the dramatic history of the castle. 
They provide tourists with a script for visualising the place as a thrilling and 
heroic medieval castle where ‘hanging’, ‘torture’, ‘prisoner escapes’, ‘excessive 
indulgence’ (drinking, eating), ‘bloody battles’ and so on took place. Their work 
is to stimulate the tourists’ imagination and make them see what is now invisible. 
They clearly cater for a male universe that delights in consuming brutalities, battles 
and death (see Lennon and Foley, 2000, on various ‘dark tourisms’).

Yet a marked ‘conservatism’ towards historical objects is displayed at 
Hammershus. This ‘authentic’ building is not wrapped in, or overshadowed 
by, ‘postmodern’ gimmicks. There is no theming or Disneyfication making 
‘spectatorial’ and even ‘mediatised’ gazing possible. Only on very special occasions 
is entertainment on display: shows are enacted and the castle is dramatised through 
lighting and visual effects. There are no tools, technologies or activities that enable 
tourists to taste, touch, hear and see the place through active bodily engagement. 
One cannot dress as a Hammershus warrior, photograph ‘medieval’ soldiers and so 
on. While the markers cater for the imagination, it is peoples’ own task to conjure 
up the dramatic events that have taken place there. The small and visually ‘dull’ 
exhibition is tellingly separated from the ‘authentic’ castle itself. It is placed next to 
the cafeteria from which it takes around five minutes to walk to the castle. 

Omnipresent signs dictate that crawling, climbing or just playing around on 
the ruins is prohibited; thus effectively proclaiming that leisurely walking along the 
pathways is the only appropriate form of movement. By prohibiting climbing, the 
authorities attempt to prevent unnecessary physical contact between tourists and the 
ruins. While the other senses are not catered for, turning the castle into a wonderful 
view-producing machine for the ‘tourist gaze’ enhances the visual sensations at 
Hammershus. As a towering fortress it has had a powerful ‘military gaze’ looking 
out for enemies built into it from the start: today it is tourists’ cameras that do the 
shooting. 

Collage 6.2 provides an illuminating picture of the main viewing spaces. The 
first image effectively brings out the fact that the Hammershus benches typically 
have a view. They are viewing-stations where tourists, in the comfort of the ‘chair’, 
can consume laid-out panoramic and imposing sights (Image 6.2.1). Image 6.2.4 
and especially Image 6.2.3 show how the other major viewing-stations have been 
created by work upon the ruins: a wall is levelled out; a bridge, stairs and a security 
wall are put in place to make walking and gazing possible and safe. If we compare 
this with the adjacent piece of wall, it is evident that work and materials have been 
invested in producing this viewing-platform for tourist gazing. Yet by not being 
‘polished off’, it appears authentic, rather than man-made for tourists. Interestingly, 
some of the viewing platforms turn their backs on the castle itself, and all of them 
face the ‘cliffscape’ and ‘seascape’. Hammershus is not only an object of the ‘tourist 
gaze’; it also produces landscape views. This reflects the fact that the ‘tourist gaze’ 
is not only a way of seeing and representing landscape, but also a way of making 
landscape material so that it presents itself as a nicely framed ‘picture’.

An old-fashioned sightseeing-boat tours the coast of Hammershus regularly 
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during the summer. Out here at sea level, tourists have a low, open and distanced 
view that nicely amplifies the beauty and grandeur of the rock. One is face-to-face 
with the rocks, literally looking up to them. Through such material choreographing, 
the beauty of Hammershus comes into its own. The benches, the viewing-stations 
and the sightseeing-boat produce distanced views that unfold and exhibit the castle 
and its landscapes as a picturesque theatre. They allow tourists to produce romantic 
photos without investing much work or skill in it. 

Hammershus is remarkably little policed by ‘external’ forces: powerful 
surveillance mechanisms such as CCTV cameras and personnel are not in place. 
Since few guided tours are on offer and organised sightseeing parties rarely tour 
the castle, tourist performances are not dictated by the rigid and repetitive team 
choreographing of tour guides (see Edensor, 1998; and the later analysis of the 
sightseeing bus-tour). Normally no tour guides instruct what to notice, what 
to neglect, what prescribed path to follow and where to stay at a distance. The 
responsibility of producing and sustaining social order and guarding the vulnerable 
ruins is assigned to nonhumans – signs and paths – and to tourists themselves. It is 
a stage where tourists are stage crew too. People comply with the unwritten decree 
that a historical ruin-landscape requires, and indeed deserves, respectful behaviour. 
Practically no adults are seen ‘mountaineering’ the fortress. One does not pee or 
drink or drop litter or sunbathe at Hammershus: it is famously clean, immaculate 
and well mannered. The social tone and dress code are very casual, and showing 
off, ‘alternative’ behaviour and groups of youths are out of place. The normalising, 
self-regulating gaze of such middlebrow tourists makes external regulation almost 
superfluous: signs are enough. 

In chapter five it was shown how nineteenth-century painters and writers 
constructed Hammershus as a much-celebrated space of picturesque sights. 
The contemporary tourist industry sustains that place-myth through brochures 
and postcards as well as by working upon the castle materially. The assembly 
of viewing stations, benches and so on turn it into a view-producing machine 
of romantic scenery. Hammershus is choreographed as a space for the visual 
consumption – gazing and picturing – of romantic nature and authentic ruins, while 
tourists are expected to become aloof and semi-detached spectators – almost as if 
in a museum. Despite being dominated by families with young children it is still 
choreographed primarily for ‘romantic gazing’. With the slight exception of the 
markers, no work is put into thrilling children or adults who are young at heart. No 
activities allow people to experience Hammershus through bodily enactment – to 
become an ‘actor’. Other practices are subtlety discouraged, even though the open 
spaces of the castle invite many diverse activities. Drinks and food are not on sale 
at the castle itself, and tables that would provide space for prolonged socialising 
and food consumption do not accompany the many (view-producing) benches. 
One is clearly not invited to ‘stay for lunch’. In this sense, the romantic postcards 
reflect the material and cultural choreographing. Now that this multi-layered 
choreographing has been outlined, the remainder of this chapter explores the 
photography performances that take place.  



Collage 6.2, Photographs by author, ‘Viewing-stations at Hammershus’

Image 6.2.2, ʻViewing-station 2 ʼ

Image 6.2.1, ʻViewing-station 1ʼ
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Image 5.2.1, ʻHotelʼ

Image 6.2.4, ʻViewing-station 4ʼ

Image 6.2.3, ʻViewing-station 3ʼ
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Photographic Performances

Virtually all tourists arrive at the official entrance of Hammershus by car or bicycle 
in the company of their partners, children and friends. (Some people arrive on foot 
at the back from the shore. These few are predominantly keen walkers.) Along 
the laid-out paths people meander, gaze and photograph the place in terms of their 
own particular body rhythms, movements and improvisations. Very few couples or 
families tour the site without at least one camera. While all the cameras transported 
to Hammershus were in ‘action’, few were ‘overheated’ when the tourists departed. 
The typical visit – for families as well as couples – lasts from 45 minutes to an hour 
(the time spent at the museum and cafeteria is not included) and most groups’ produce 
in the region of five to ten pictures. Few families take more than twenty pictures, 
although several use more than one camera (the figures are roughly the same for the 
few families using digital cameras)1. Not many can be said to have experienced the 
place primarily through a lens (see Edensor, 1998: 128-135, for ‘tourist life through a 
lens’ at the Taj Mahal). 

Video-filming tourists are more inclined to ‘frame’ their experiences. Typically 
they film for 10-15 minutes, but some manage twenty minutes despite staying for less 
than an hour. While many families are equipped with both an ordinary camera and 
a video camera, some travel with a video camera alone, but these are few in number 
compared with the ordinary cameras. 

Just under an hour is enough time to walk the main paths at a leisurely pace, 
to read the signposts, and to make stops at the major viewing stations to gaze and 
photograph. Because Hammershus is staged exclusively for ‘romantic gazing’ few 
stay longer than an hour and produce more than 10 images. More pictures would 
probably be taken if shows were enacted and tourists could dress up as warriors and 
so on. Many people have Hammershus photos from earlier visits so this is another 
explanation of the relatively modest number of pictures taken. Yet, despite having an 
astonishing collection of more than 900 images of Hammershus, one man in his late 
twenties with a keen interest in photography, took around 20 on that particular day 
(Interview 18). 

The research showed that most tourists have little interest in the technical 
aspects of photography. Flashy, arty cameras are far outnumbered by, and often 
used alongside, fully automatic ‘pocket’ cameras. Furthermore, manual cameras are 
often set to ‘automatic’. Light and handy, designed for strolling and extremely user-
friendly, the automatic ‘pocket’ camera is the emblematic family camera, used by 
both adults and children. ‘ ... The one we have chosen to bring along today is one of 
those ‘snapshot cameras’, an Olympus, because it’s so easy to take pictures with it for 
the family. It’s a superb camera for sightseeing and things like that ... We also have 
one of these fancy manual cameras, which we use in other contexts. But not when we 
are going places like this; then it weighs too much: it’s too awkward to bring along’ 
(Interview 16). 

Freed from the ‘boring’ technical side of photography, tourists concentrate on 
and take pleasure in choreographing ‘social worlds’ and displaying ‘material worlds’ 
for the recording camera. Tourists invest time and creativity in producing pleasing 
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images with a personal touch. Both in words and actions, most people express their 
joy in making pictures, in experimenting with composition, depth, choice of motif and 
not least in having fun with directing and posing. ‘ ... When we’re video filming we 
tend to do everything twice, because if it was fun the first time, we have to do it again 
for the camera’ (Interview 2). The majority regards tourist picturing as a pleasure 
rather than a burden, as an integral part of pleasurable and memorable sightseeing (but 
see chapter seven). The very acts of creating photos are pleasurable. In the words of a 
mother travelling with her extended family: 

It’s incredibly pleasant to take photographs, and that’s the reason why I have this 
kind of camera. It’s so easy to take pictures with; you capture so many amusing 
incidents ... and I wouldn’t dream of taking pictures if it felt like a duty ... Then 
I’d rather not bother, because that feeling would be obvious from pictures when 
I looked at them afterwards ... For me, pictures are definitely things that come to 
life because a desire to see it again (Interview 16).

Children too delight in photography. They often set photography performances in 
motion and energize them – both as performers and photographers. As Collage 6.3 
indicates, many children have their own colourful and toy-like (disposable) cameras. 
Over and over again, one could hear children begging for camera action, and parents 
explaining that loaded cameras were not cheap playthings.

The observations, interviews and photos collected indicate that two main ways 
of picturing are dominant at Hammershus. These are the ‘romantic gaze’ and the 
‘family gaze’. As one father says: ‘I’ve taken two types of photos today. Some pure 
landscape pictures ... I’ve tried to capture the beautiful landscape motifs ... And then 
of course the other pictures where you photograph your kids against the historical 
background; and ... your kids in a funny situation where they’re unaware of the 
camera’ (Interview 5). Another father says, ‘I think we document two things ... we 
document the ruins, their history and charm ... And we document our own presence 
here – that is, family documentation’ (Interview 9). While most tourists perform both 
visions photographically, they tend to favour one over the other. Different experiences 
and photographs are thus produced within the same space. Hammershus is not a single 
place. The remainder of this chapter examines how tourists perform the two gazes 
bodily, socially and technically. 

The Romantic Gaze
Most of the interviewees articulate a desire to capture pleasing images of the ruins 
and landscape of Hammershus. The observations show that the viewing stations 
discussed above are powerful in attracting and immobilizing tourist flows (see 
Collage 6.4). Virtually no one misses out on such open views; walking is put on 
hold, eyes gaze, fingers press shutters, bodies pose and loud travel talk is heard: 
‘Wow! What a wonderful view!’ The viewing stations prompt and choreograph the 
cameras of tourists – men, women and children – to make images that reproduce the 
enduring place-image of Hammershus as picturesque scenery and romantic picturing. 
Extraordinarily, nine out of ten families produced a ‘dead ringer’ of Image 6.4.1 
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Collage 6.3, Photographs by author, ‘Children cameras’
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Image 6.3.1- 4, ʻChildren Camerasʼ
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(compare with 6.2.2) and while four of them had pictured it from sea level (Image 
6.4.2). This is where most of the ‘romantic photography’ takes place. 

Yet the majority of the tourists state that they only take a few such romantic or 
‘postcard’ photos, partly because they are difficult and time-consuming to produce: 

Speaking from experience, gazing at a landscape ... is a totally overwhelming 
experience: you want to have a picture of it. But when you come home, it isn’t 
so overwhelming any more ... such photos are often very disappointing ... The 
ruins of Hammershus? Well I’ve taken a few, just to have a little reminder. I 
can’t focus it down and capture the whole place properly ... (Interview 6).

People struggle to take proper possession of the vast landscapes; they know that 
the actual views from the viewing-platforms and sightseeing-boat are richer and fuller 
than the pictures they are capable of making. This resonates with Pocock’s findings 
from Durham Cathedral (1982). While photography reproduces nature magically, the 
small ‘reproduction’ is not necessarily magical. From experience people have learned 
that it takes more than just pressing the shutter button to produce enchanting landscape 
images. Skill and an eye for composition are required. This explains why most people, 
even at the viewing-stations, are more eager to praise the scenery with travel-talk than 
to click with the camera’s shutter. 

The problem of capturing the wholeness of places with the photographic 
camera explains why video-filming tourists are keen to scan landscapes meticulously 
by moving the recording camera slowly from one side of the body to the other (see 
Collage 6.5). In the hands of most tourists, camcorders are superior to still cameras 
in taking possession of vast scenery. While the handheld camcorder allows tourists to 
integrate their walking practices into the filming, to become a walking human camera, 
in practice they tend to shoot with their feet at rest: static and fixed. They only move 
their upper bodies. Both cameras thus immobilise tourists’ mobile vision in practice: 
gazing-while-walking, they are not picturing-while-walking (see also chapter three). 
This gives shape to the experience: stop, take a photograph and move on. Strolling and 
picturing rarely go together.

The people who primarily perform Hammershus photographically through 
the ‘romantic gaze’ are the relatively few with artistic aspirations and fancy manual 
cameras. They like to experiment and to be creative, and some of them have a 
technical interest in cameras too. They are the ‘re-embodiment’ of the nineteenth-
century tourist who gazed at and sketched nature artistically with ‘fine art’ aspirations 
(as discussed in chapter two and three). Hence, romantic picturesque picturing is still 
most at home among artistic souls. To quote a German girl travelling with her partner: 
‘Yeah, definitely, I take much pleasure in making photographs ... I’m always looking 
out for views and pictures ... I’m already thinking about the photo-book we can make 
when we return home ... [I invest] lots of creativity and work in it ... and money 
too’ (Interview 10). And as a mother says, ‘I can walk around for a very long time, 
looking for the view ... and the proper composition. I like to try out different angles to 
get it perfect ... To compose the picture a little. I can spend quite some time on that’ 
(Interview 8).



Image 6.4.1, ʻViewing-station photo 1ʼ

Image 6.4.2, ʻViewing-station photo  2ʼ

Collage 6.4, Photographs by tourists, ‘Viewing-station photos’
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Image 6.5.1- 4, ʻVideo-scanningʼ

Collage 6.5, Photographs by author, ‘Video-scanning’

126

Performing Tourism Photography Sightseeing Photography



127

Performing Tourism Photography Sightseeing Photography

Such ‘arty’ tourist photographers also stress the challenging work of making 
pleasing images, of taking possession of vast landscapes through the camera. ‘Of 
course, very tricky ... it’s very difficult to get the right spot, the right time and ... the 
sun is not out’ (Interview 10). Instead of giving up, they make this their defining 
pursuit: taming and capturing nature’s beauty, and beautifying it in a small image on 
paper. The young man with the awesome collection of Hammershus images describes 
the fascination of photography in the following words:

The fascination of making photographs? That is, well, the difficult part is ... that 
landscapes are enormous when you gaze at them, right? If you can capture it 
and nail it down on a little piece of paper ... that is the greatest ... With a camera 
you can also capture the ambience of the place visited and how it ‘touched 
you’ – how you felt ... [With] the right light a picture can be made that is superior 
to the actual experience – if you’re really lucky and invest a lot of time. It may 
also be that you’ve taken some photos of Hammershus, say, four years ago, 
some really nice ones where the castle stands majestically in the sun. Years later 
you realise ... that something has changed about the ‘motif’; a spire is broken, 
for instance. Then you have a unique picture and a new motif. That’s pretty 
awesome (Interview 18).

In typical picturesque fashion, the fascinating power of photography is described 
as beating nature – partly through magic, partly through skill – at its own game of 
producing its charms. Such photographers strive to produce not just pleasing pictures 
of Hammershus, but unique ones. This also explains why this particular photographer 
constantly finds new ‘pictures’ within a space that he has pictured so extensively over 
the years. He notices and pictures the smallest alterations in the make-up of the ruins 
from year to year.

The ‘romantic gaze’ has a desire for untouched scenery and solitary viewing 
so that it can realise pleasing picturesque images. While the first tourists had few 
problems gazing and picturing like this, at the now hectic and noisy Hammershus, 
where other tourists and young families always surround one, it takes much work 
and patience. In such a lively environment it is arduous to experience romantic 
tranquillity or sublime awe. While most people express little annoyance over the 
numerous tourists, it bothers these photographers greatly: ‘if there weren’t so many 
people, it would be a better place’ (Interview 10). The photographer with the many 
Hammershus photos complains – with a smile on his face – that tourists disturb his 
artistic work: ‘Well, that’s the thing with the tourists again, right? Well, if you’re lying 
on your stomach you have to be careful that your head isn’t stepped on by a kid or 
something like that’ (Interview 18). 

For such a vision, the art becomes ‘recording over’ other people; the ideal is 
a picture where the power and charm of Hammershus glow in timeless, majestic 
solitude. To achieve this, patience becomes crucial. To quote the German woman 
again, ‘I always spend like 15 minutes waiting so that there are fewer people ... so I 
don’t have all these horrible tourists in my pictures’ (Interview 10). People are seen as 
trash, an eyesore. While this somewhat blights the actual sightseeing experience, the 
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work of such photographers revolves around not letting tourists spoil their images and 
memories: it is in the future space of the photo that the anticipated Hammershus is to 
unfold and materialise.

Collage 6.6 illustrates some typical ‘romantic gaze’ performances – captured 
by me. It shows that photographers indeed enact this vision in solitude even when 
sightseeing with ‘significant others’: their often-fancy camera is their only real ‘better 
half’. This is neatly illuminated in Image 6.6.1 where a posturing father is taking an 
arty picture of a piece of wall: in his all-absorbing attention to the stones of the ruin 
he is blind to his family right next to him. While men and women both picture the 
castle through this vision, ‘artistic’ romantic picturing is more common among men 
than women, and the bulky professional-looking camera remains primarily an item of 
male jewellery. There is a male bias to the ‘romantic gaze’, and it is more popular with 
couples touring without children. 

It is difficult to find the time for such photography when sightseeing with small 
children. The picture reveals that the father is doing his artwork while the family is 
having a small break at a bench. Picturing romantically is always made difficult by 
the fact that most people travel with other people. ‘The great thing about travelling 
is encountering all the new motifs ... then you can really have fun with your camera. 
Yet you rarely have ten minutes to just lie flat on your stomach and experiment with 
your scene and camera. It bores your relatives to death: they’re eager to move on’ 
(Interview 18). The two keenest ‘arty’ romantic photographers interviewed were 
emblematically travelling only with their partners. But this is not unproblematic 
either. Both companions had little interest in (such) photography and they had to put 
up with their partners’ time-consuming photography.

Collage 6.6 also illustrates some of the physical exertions that people indulge in 
to produce proper shots: bodies erect and kneeling, bodies bending sideways, forward 
and backward, bodies leaning on ruins, bodies hanging over cliffs, bodies lying on the 
ground and so on. Yet while the bodies are clearly active and move around, engaging 
with material surfaces, the photographic event still immobilises the photographer 
in the sense of bringing his/her walking to a halt. The photographer pictures while 
at ‘rest’. Squatting is particularly common, reflecting the idea that the low view is 
picturesque: a squatting viewpoint amplifies the magnitude of Hammershus. Image 
6.6.2 is interesting because the photographer has chosen a ground-level view, rather 
than an elevated one from the viewing platform just behind him. Other traditional 
picturesque strategies and styles are documented in Image 6.6.3, where the ruin is 
framed within a ‘window’, while Image 6.6.4 demonstrates that such photographers 
construct ‘depth’ in their pictures: in this case, by ‘flowering’ the foreground. Such 
photographers are not only producing images of Hammershus, they are also using it 
as an outdoor studio for experimental photography.

Collage 6.7 consists of some ‘arty’, ‘romantic gaze’ images produced by 
two different photographers. Clearly, experienced photographers with a practical 
knowledge of composing and framing techniques, as well as a desire to create 
extraordinary holiday images, produced these images. Rather than the common shots 
from the viewing platforms, these are ‘unusual’ views. The most striking is Image 
6.7.1. Black-and-white photos are certainly ‘out of place’ in the joyful and colourful 
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universe of holiday imagery, it belongs to the world of art. Yet here it is put to use with 
dramatic effect: it underscores perfectly the dramatic staging of the raging sea and 
the muscular cliffs. In the midst of all the sunny, delightful family life, the sublime 
is conjured up. The duskiness of black-and-white films is sublime production per se. 
Partly because they are in colour, his other photos (Image 6.7.2) have a lighter and 
more romantic touch.

The two long-distance pictures of the castle (Image 6.7.3 and 6.7.4) are also 
eye-catching. Although taken from different angles and by two different tourists, they 
are almost identical photos. Both are taken from a point off the ‘beaten track’ of paths, 
signs, children and so on. The two photographers have moved ‘outside’ the place and 
in traditional picturesque fashion are looking in with a distanced view. The fence and 
tree respectively make this clear, as well as creating depth in the pictures. The classic 
three-layer perspective is employed to perfection. It is when the tourists distance 
themselves from the crowd, moving their bodies to the margin of the place where 
silence reigns and nothing obstructs their ‘camera eye’, that Hammershus performs it 
most enchanting ‘pictures’ and shows its timeless romantic charm. 

These photos greatly resemble the professional ‘postcard’ (compare with 
Collage 6.1). They (re)produce the Hammershus place-myth of romantic grandeur 
that early artistically inclined tourists invented and popularised. Here we have an 
example where tourist photography’s so-called ‘hermeneutic circle’ is verified in 
practice. Yet, ironically, it is those tourist photographers who are most skilful, engaged 
and creative who lend some credence to the idea of tourist photography’s ‘economy 
of reproductions’. 

The Family Gaze
For most visitors though the ideal Hammershus photo is not postcard-like. Many 
bring their own camera along, as one woman says, ‘in order to take our own personal 
photographs, not just the postcards’ (Interview 6). Making ‘postcard’ images has 
little appeal because they do not convey personal experiences and stories. They are 
far too impersonal and dead. ‘Don’t get me wrong: the landscapes here are beautiful 
enough to look at, but empty landscape photos are not that attractive: they have no 
personal ambience’ (Interview 19). For such tourists, postcard images of landscapes 
and attractions are extremely boring, as one mother frankly makes clear: 

Well, we’ve learned never to take photographs without people in them because 
it’s bloody boring to see a ruin without any people you know ...  So we choose 
some motifs that we think are beautiful or have a nice view, but we make sure 
that the boys or one of us are in it to make it a little personal, so that it isn’t just 
a postcard, because then we could just have bought it down in the shop, right? 
(Interview 12).

In the interviews, people accentuate over and over again that they desire, and 
reflexively attempt, to make personal images, and that holiday photographing is 
family-oriented. Such tourist photography is a family ritual for the mobile yet inward-
looking family, as discussed in chapter four: ‘It’s closely tied up with the family, 



Image 6.6.2, ʻKneelingʼ

Image 6.6.1, ʻPosturing fatherʼ

Collage 6.6, Photographs by author, ‘‘Romantic gaze’ performances’
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Image 6.6.3, ʻFramingʼ

Image 6.6.4, ʻFloweringʼ
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Collage 6.7, Photographs by tourists, ‘‘Romantic gaze’ photos of Hammershus’

Image 6.7.1, ʻThe sublimeʼ

Image 6.7.3, ʻDistanced view 1ʼ
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Image 6.7.2, ʻRomantic touchʼ

Image 6.7.4, ʻDistanced view 2ʼ
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right! If you’re here as a young couple or as a single, then I don’t think that you’ll ... 
take pictures of Hammershus or other attractions in the same way as we have ... it’s a 
family-related project’ (Interview 12).

Despite praising its outstanding beauty, these tourists blatantly denounce 
Hammershus a setting worth portraying for its own sake unadorned by family faces. 
On its own, neither the symbolic aura of the castle nor its romantic grandeur gets their 
cameras trembling with a sense of awe. ‘Loved ones’ have to enter the ‘picture’ to 
attract and energize camera action. They do not take photographs of the castle as such. 
They bring it into play as a backdrop for family staging. To quote another woman:

No, we haven’t taken photographs of Hammershus, we’ve taken atmosphere-
pictures where the family is at the centre, you can see that it’s a holiday, and 
Hammershus is in the background. But it [Hammershus] mustn’t fill the image, 
it’s the family that has to fill it, isn’t it? And then the little reminder of where we 
are. That has to be in the background (Interview 13).

The desire is to make photos that connote ‘holiday’ and memorialise the family’s 
communal experiences. As a recognised tourist place, Hammershus fits that role, but 
so do numerous other places that are less visually spectacular, such as the place where 
they are staying (this is developed in the next chapter). As a photographic object, the 
castle holds no particular value for such families. It is just one suitable stage among 
many others for family picturing.

However, most tourists expressed a simultaneous desire to make pictures 
of  – not only at – Hammershus. The art of this ‘family gaze’ is to place one’s ‘loved 
ones’ in the attraction in such a way that both are represented aesthetically with grace. 
While expressing an equally blasé attitude towards pure landscape images, they are 
looking out for viewing-stations, ‘beautiful spots’ and ‘nice views’ to frame their 
family members and the attraction. The aim here is to produce personalised postcards: 
to stage the family within the attraction’s socially constructed aura.

Producing proper ‘family gaze’ images requires work, patience and skill, but of a 
different kind than with the ‘romantic gaze’. For a start, as Collage 6.8 – produced by 
author – indicates, the ‘family gaze’ is often enacted at busy scenes. Not many people 
seem to be uncomfortable with staging the ‘intimate’ in the midst of the ‘public’. 
People are not looking over their shoulders, or waiting for other tourists to get out 
of the line of sight, or rushing the event. We can also see that passing strangers take 
little interest in other people’s ‘private’ dramas. That Hammershus is brimming with 
families ‘on set’ does not cause ‘snap-rage’. ‘Most people are polite enough to move 
when they see you with a geared-up camera. Few cause annoyance by passing straight 
through a setting. People have become more considerate of one another, aware that 
other people want good family photos too; they’re very thoughtful ... ’ (Interview 8). 
Another father: ‘I don’t even think about it. It’s a tourist attraction, so you have buses 
and lots of people. That’s the reality ... Well, if we want to stage and take a picture 
of the family ... we just wait our turn’ (Interview 9). Thus a whole culture of waiting, 
taking turn and ‘looking out’ for photo performances is in place: the tourist is entitled 
to photograph his/her family on its own. That is precisely why the ‘family gaze’ can be 
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performed satisfactorily in a crowded place like Hammershus. The photo performance 
pictured in Image 6.8.1 is a telling example of this. People wait patiently for the family 
to make their picture before moving forward. 

That the ‘family gaze’ is enacted through the active participation of all family 
members is also brought out in Collage 6.8. The family is both the subject and the 
object of the photographic event, and everyone seems to fulfil both roles – picturing 
and acting. Children – even very young ones – are also behind the cameras to a great 
extent. Parents appear much more eager to portray their children than their spouses, 
and if the children did not reach out for the camera too, holiday memories would 
be less crowded with adult faces. Children are crucial to the working of the ‘family 
gaze’. Collaboration is necessary in order to portray the desired united family and to 
create a complete travelogue. As one photographing mother complained to her posing 
husband: ‘can I be part of the holiday as well? Take a picture of me with the kids and 
the ruins too’ (overheard conversation). Often families ask other tourists to take a 
photograph of them so that the whole family can be portrayed in the same picture.

Yet it seems that women are more passionate ‘family gazers’ than men are; they 
take more responsibility for, and pleasure in, creating domestic memory-stories. In 
that sense, this vision accords less with the apparent male dominance of the ‘romantic 
gaze’ and the supposedly masculine basis of the ‘tourist gaze’ as a whole (see chapter 
three).

The ‘family gaze’ produces photographic events typified by dense corporeal 
and social performances – acting, posing, directing and so on. Walking around and 
observing photo action, one realises that when faced by the camera eye, people 
inhabit another body. Activities and walking are put on hold, and in posing people 
present themselves as an idealised future memory. In accordance with the late modern 
cultural code that tenderness and intimacy epitomise blissful family life, families 
act out tenderness and intimacy for the camera and one other. Indeed, where the 
‘family gaze’ holds sway, nothing appears more natural than producing moments 
of tenderness and intimacy. The ‘natural’ is a cultural code that has to be performed 
before it can be represented as real (Bourdieu, 1990). This vision supports Beck and 
Beck-Gernsheim’s (1995) contention that modern family life is fuelled by a frenzy of 
love (see next chapter).

In particular, such ‘intimate geographies’ are produced by codified performances 
of visual and corporeal proximity: embraces and eye contact. Collage 6.8 also brings 
out the fact that touch – body-to-body – is essential to the ‘family gaze’ when cameras 
appear, almost as a reflex they assume tender, desexualised postures: holding hands, 
hugging and embracing. ‘Arms around shoulders’ is the common way of bonding 
family members as one social body.

Image 6.8.4 is a telling example of this. Standing just behind his son and wife, 
a father connects the three family members by moving his head a little forward and 
putting his arms around their upper bodies. This masks his physical supremacy, and 
he is not ‘overshadowing’ the wife and son. The tender and unified family ideal is 
produced by exhibiting the family on an ‘unequal footing’ (literally, we have a family 
body with three heads and four legs). When adults are taking photographs of, or 
posing with children, they compensate for disparities by kneeling down – typically to 



Collage 6.8, Photographs by author, ‘‘Family gaze’ performances’

Image 6.8.1, ʻStopping the trafficʼ

Image 6.8.2, ʻConnecting bodies 1ʼ
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Image 6.8.3, ʻConnecting bodies 2ʼ

Image 6.8.4, ʻConnecting bodies 3ʼ
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Collage 6.9, Photographs by author, ‘Choreographing’
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Image 6.9.1-12, ʻChoreographingʼ
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Collage 6.10, Photographs by tourists, ‘‘Family gaze’ photos made at Hammershus’

Image 6.10.1, ʻTwo girlsʼ

Image 6.10.2, ʻCapturing the ʻfamily gaze  ̓in actionʼ
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Image 6.10.3, ʻFooling aroundʼ

Image 6.10.4, ʻTwo girls on benchʼ
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the level where their heads meet those of the children. Again we see how the desired 
model is the emotionally unified family, and for that ideal to come into being, signs of 
physical and symbolic inequality must be obliterated. 

Body-to-body experiences cause, and indeed are a sign of, unprecedented 
moments of intimacy and love. ‘Touch is above all the most intimate sense, limited 
by the reach of the body, and it is the most reciprocal of the senses, for to touch is to 
be touched’ (Rodaway, 1994: 41). Touch acts directly upon the body. Therefore, being 
touched can also be an embarrassing experience, repulsive even. Glimpses of fathers 
and especially teenagers who appear slightly uneasy with, and even resist embraces, 
were observed several times. 

Collage 6.8 also reveals how the ‘family gaze’ produces images that are arranged 
around responding eyes. Human eyes and the camera eye act in responsive reciprocity. 
When confronted with the camera most people automatically face it. Few defy the 
camera eye by turning their faces away. The human eye and the hybridised camera eye 
are face-to-face: nothing disturbs such proximity. Again we see how photographers, 
in order not to enact a ‘belittling’ gaze, bend their knees. The ideal seems to be direct 
eye contact, if not a view from slightly below. This creates a viewing position in which 
the viewer of the image ‘looks up’ at the exhibited family. Relentlessly exhibiting 
face-to-face proximity, the ‘family gaze’ produces extraordinary events and images 
of intimacy and co-presence. Simmel argues that ‘one cannot take through the eye 
without at the same giving’ (in Frisby and Featherstone, 1997: 112). The future 
spectator is face-to-face with those pictured and this produces nearness, commitment 
and involvement (developed in next chapter).

The way people display their bodies is not solely in their own hands. They are 
subjected to efforts at choreography. All the time, you can hear and see photographers 
attempting to stage proper faces and bodies. Expressions like ‘Smile!’, ‘Say cheese!’, 
‘Look like you’re on holiday’, ‘Don’t fool around’, ‘Don’t make faces’, ‘Look into the 
camera’, ‘Move closer’, ‘Put your arms around each other’ and so on are common and 
often complemented by energetic body language.

A clear example of the choreographing enthusiasm of photographers at their 
keenest is revealed in Collage 6.9 (produced by author). Twelve successive images 
shot at intervals of between five and ten seconds showing two women’s determined 
efforts to stage and capture four children. First we witness the staging of the event. 
As if ill-clad for camera work, perhaps feeling too hot and stuffy, the camera-wearing 
woman takes off her jacket. Then, meticulously, one after another, she positions the 
boys (only the older one is taking his own seat). Next, the actual shooting begins. 
She squats so that the ‘camera eye’ is more level with the eyes of the children. Direct 
eye contact is established. Now the other woman joins in the action. Standing just 
behind the kneeling photographer with her eyes fixed on the boys, she gesticulates 
vigorously with her arms in the air. Then a small break occurs and the photographer 
changes shooting position, straightening up her body slightly. Now events intensify. 
For the next minute or so the photographer constantly frames and shoots, while the 
other woman’s arms make all sorts of disco-aerobic moves and shakes – all acted out 
with a big smile on her face. Although the boys’ arms are not ‘joining in’, their faces 
are probably laughing and a joyful holiday photo gets produced. While excessively 
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choreographed, it is emblematic in the sense that ‘family gaze’ photos are rarely the 
outcome of a quick shutter release. They are enacted, lengthy embodied visions.

The collage is also typical in showing how most performances in front of 
the camera are static in nature. Posing, for instance, is always motionless – at most 
there may be waving and so on. More a result of social conventions than technical 
necessity, vigorous action is rarely captured. Paster (1996) has compellingly argued 
that the performances are ‘still’ because a desire for timelessness fuels photography: 
immobility yields immortality (see next chapter). However, Paster’s argument is 
too reductive. Many tourists are fascinated with the video camera because it affords 
mobile recordings ‘full of life’. In many families, a division of labour between the two 
technologies is in place: ‘with the still camera we picture dead things, like the castle 
here; the camcorder is used when people are ‘on’ and moving about, to record some 
life’ (Interview 4). That the camcorder permits the recording of sound – the waves 
of the sea, family chattering and so on – was mentioned as crucial in conveying an 
ambient atmosphere and personal narratives. The ‘family gaze’ celebrates life, and the 
camcorder is clearly at home in such family life.

Tourist photography produces unusual moments of intimate co-presence rare 
outside the limelight of the camera eye. The proximity comes into existence because 
the camera event draws people together, symbolically as well as corporeally. Tourist 
photography simultaneously produces and displays the family’s closeness. To produce 
signs of loving and intimate family life, families need to enact it bodily. Family frictions 
are almost automatically put on hold when the camera appears. Stressed parents, 
bored teenagers and crying kids are instructed to put on a happy face and embrace one 
other before the camera begins to click. In this sense, it is cameras, public places and 
cultural scripts that make proper family life possible – relaxed and intimate. However, 
they do not create the ‘proper’ family. Photography is not something that transcends 
and negates reality; it creates performances in which people work to establish realities. 
The desired family is the product of the photographic event that each family stages 
and performs actively and bodily. It is the enactment that produces ‘familyness’ (as 
argued in chapter two). In other words, photography performances produce rather 
than reflect family life. Yet they reflect  – document – the produced closeness: they 
naturalise – render invisible – the artful nature of the image.

We can explore this further by examining emblematic Hammershus images 
produced by tourists themselves. The observations and interviews suggested that 
two versions of the ‘family gaze’ were enacted here. This is also evident from the 
collected photos (see chapter two). The first way of picturing families demonstrates 
little affection for the castle. Collage 6.10 are pictures made at, not of Hammershus. 
In some of them it is in fact difficult to see that they were taken there at all. Clearly 
it is not the castle’s aura or attractiveness, but joyful moments of socialising, playing 
and posing that trigger off the camera: close-ups. They could in principle have been 
shot anywhere. 

Image 6.10.2 is particularly interesting because the photographer captures the 
‘family gaze’ in action: a candid close-up video-filming event played out between a 
father and his daughter. Although they are ‘sightseeing’ at a much-celebrated cultural 
sight, both filmmakers picture family bodies only. In this way the castle is actively 



Collage 6.11, Photographs by tourists, ‘‘Family gaze’ photos made of Hammershus’

Image 6.11.1, ʻPosing 1ʼ

Image 6.11.2, ʻPosing 2ʼ
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used as a stage upon which embodied family stories are played out for the camera. 
The ruins of the castle only exist in order to frame the family. The father filming 
the daughter, with the mother photographing the photo session between these two 
overshadows the sight. Hammershus ‘disappears’ in these photos.

This way of picturing renders the ‘seeing of sights’ insignificant; picturesque 
greatness and order turn into a misshapen and indiscriminate assortment of stones, 
benches, lawns, humans and so forth. At the very same time as the romantic legacy 
is undercut, it contributes actively to the production of a new place-myth of joyful 
and playful family life. This collage exemplifies how tourist photographers not only 
consume and reproduce long-standing myths and postcard realities; they also inscribe 
places with fresh cultural meanings. 

The pictures in Collage 6.11 were manifestly not only taken at the attraction; 
they are also pictures of the attraction. They were taken from a distance, and the depth 
perspective allows the grandeur of the place to be taken in and the family to be fixed in 
the aura of the attraction. Such pictures are effectively a hybrid of the ‘romantic gaze’ 
and the ‘family gaze’. Take, for instance, Image 6.11.1. It is choreographed such that 
the father and his two daughters are not upstaging the attraction. The photographing 
mother has created a symbiosis between the two. The image has a well-composed 
balance between being-there and being-together. These pictures work by being 
classic tourist photos that capture an exceptional encounter between a family and an 
acclaimed, extraordinary attraction. They are postcard-like. Yet the placing of family 
members in the picture inscribes endlessly reproduced sights/images with personal 
aura and meanings. 

Again we can see the solemnity of tourist photography’s ‘light’ poses. People 
show their respect for the photographic event and their social relations by posing in a 
dignified manner. Dignified and polite poses are endlessly performed at Hammershus; 
it has become the natural way of displaying oneself, and posing itself has become 
a natural performance. Particularly salient is the absence of so-called ‘post-tourist’ 
performances of irony, whether directed at Hammershus or family photography. 
Seriousness typifies the ‘lightness’ of tourist photography.

The Viking Land Tour

Drive through the beautiful Danish countryside. Be taken thousands of years back into 
history when introduced to the bronze age and the intriguing history of the Vikings. We 
visit the Viking Ship Museum, set in the Vikings natural harbour, today called Roskilde 
Fjord. These Vikingships have been carefully restores and are the most important 
discovery ever made in Denmark from this ancient period. The tour continues to the 
5000 year old Passage Grave at Øm, where you will be given the extraordinary chance 
to visit one of the graves, older than the Pyramides. Time for lunch and chance to enjoy 
the traditional Danish Buffet at the picturesque eighteenth-century Svogerlev Kro... 
After lunch a relaxing drive through villages gone by awaits. Our final stop on this 
historical tour is the city of Roskilde. Roskilde was the capital of Denmark in ancient 
times. Here we pay a visit to the Great Romanesque Roskilde Cathedral with its 38 
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royal tombs2.
Choreographing the Viking Land
Copenhagen Excursion that organise the one-day Viking Land Tour3 portrays the 
‘drive through the beautiful Danish countryside’ as a magic journey transporting 
visitors back in time – to a 5000 year old passage grave, to the Bronze Age, to 
the infamous and mythical Vikings, to a mediaeval cathedral, to a picturesque 
eighteenth-century inn. Thus, this tour combines space travel with time travel, and 
physical travel with imaginative travel.

As the words imply, a sightseeing-tour revolves around sights, seeing and 
movement, consuming and collecting extraordinary places through gazing, glancing 
and photographing. Given that it only lasts for six hours, this journey into ‘ancient 
times’ is rather time-compressed. It is choreographed in such a fashion that tourists, 
within a short span of time, can see as much as possible in a pleasurable way. This 
tour is designed for ‘sightseeing’ tourism, for tourists on the move to see, learn and 
collect acclaimed cultural wonders. The Viking Ship Museum is a Michelin 3 star 
attraction (highest possible) and the cathedral is inscribed on the World Heritage 
List.

Now I discuss how the bus and the tour guide are the major producers of 
the spaces and performances of the Viking Land Tour. Drawing on my notion 
of the ‘tourist glance’, this section starts with examining the role of the bus in 
choreographing and affording the participants’ way of sensing ‘the beautiful Danish 
countryside’. I continue by examining the guide’s social choreographing of gazes 
and cultural inscriptions of the visited places. 

A little more than 2 1/2 hours are spent sightseeing in the slowly meandering 
‘state of the art’ bus with air-conditioning, sound-system and panoramic windows. 
If the bus were hurrying from attraction to attraction in a direct line at the allowed 
speed, the time on the road would be significantly lower, perhaps around 1 1/2 
hours. Sensations of movement, as much as stopping and arriving, make the tour. 

Clearly, since Denmark is widely perceived as safe for touring, these people 
are not attracted to this tour because the world outside the protecting bus is full of 
dangerous ‘otherness’. As argued in chapter three, while mobility machines such 
as trains, cars and buses impoverish the other senses they greatly enhance and 
alter visual sensations. They are prosthetic vision machines that interject their own 
reality, a cinematic-like experience of nature, glancing. This bus-tour affords visual 
experiences that the participants’ eyes could not perceive without its help. The 
‘enclavic’ nature of the Viking Land Tour bus is valued for being a mobile ‘vision 
machine’ that produces rather than deprives sensuous pleasures. When sitting at the 
upper-deck (which most participants do) the bus presents tourists with various and 
unique visual experiences of the ‘Viking Land’, a framed succession of flickering 
‘pictures’. 

The participants’ bodies are totally integrated into, and mediated through, the 
bus that transports them through the observed spaces. Hence the bodies, machines 
and places of this tour cannot be analysed separately. To refer to any of these is 
tacitly to refer to the others. The Viking Land Tour bus affords a hypersensuous 
experience of seeing which deliberately comes to dominate all the other senses. 
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Once inside this mobile ‘iron bubble’ with fixed windows, one cannot feel the wind, 
sense the weather, smell or touch the passing scenery. Its air-conditioned, soundless 
and seamless movement means that people register little sensation of their ‘own’ 
movement or the places passed by – except visually. ‘Thus people are coming 
to perceive the weather less through immediate bodily experience, and more in 
terms of how it affects the performance of the … [bus]’ (Ingold and Kurttila, 2001: 
188)4. 

Compared to the slowness of walking and the rigidity of train travelling, the 
speed and flexibility of the bus allow tourists to consume a great many places within 
a short space of time (on flexibility and mobility machines, see Urry, 2000a: 59, 
2000b). Furthermore, these capabilities make it possible for the bus to alternate 
nicely between ‘beaten’ and ‘unbeaten tracks’, to combine ‘obligatory’ visits to 
major sights with detours to relatively secluded villages and rural areas where few 
tourists roam. To steer clear of typical modern buildings and boring motorways, 
the bus criss-crosses its way to Roskilde through scenic roads and picturesque 
villages.

While the bus is on the move and eyes are stimulated, the body of the spectator 
is relaxing in the ‘comfort’ of the seat. Thus, simultaneous movement and passivity, 
action and rest typify the tour. While places and the weather are experienced in a 
disembodied fashion, the experience of being in the bus is embodied and potentially 
multi-sensuous. Whether they like it or not, inescapably, people bring their bodies 
into the bus. Mobility technologies are designed to be intangible, but sometimes 
they are painful and therefore very tangible. Because of the cramped and immobile 
viewing-position hindering proper blood circulation, being confined in the space 
of the bus-chair – similar to the cinema and theatre – for considerable time is 
potentially ‘a pain in the butt’. Just as it is difficult to experience nature as awe-
inspiring if one’s walking-boots are aching (Michael, 2001), the ‘cinematic shows’ 
of the bus are ruined if one’s legs or back are in pain. 

The bus and the guide choreograph tourists’ spatial performances to logic of 
collective, other-directed movement. The flexible bus makes the tourist inflexible. 
S/he cannot monitor the speed, make impulsive stops or change directions; nor 
has s/he any power to control, regulate or frame the flow of landscape images 
passing by. In this sense, the Viking Land Tour passenger has more in common 
with the cinema spectator than the car driver. This parallel enables us to grasp this 
‘subjugation’ as potentially pleasurable. 

The cinematic sensation is further nourished by the oral performances of the 
tour guide that provide an almost ubiquitous ‘soundtrack’ to the fleeting scenery. 
While it was the role of signs to script Hammershus, here it is assigned primarily 
to a human actor, the guide. Studies of what MacCannell calls ‘sight sacralisation’ 
(1999; see chapter three) tend to focus upon texts and images and they thereby 
disregard performances of guides and other humans in this process (Fine and 
Haskell, 1985). Whereas the scripting of Hammershus is subtle and voluntarily, on 
this tour it is omnipresent and forced upon people: it is one-way communication 
(predominately) that cannot be escaped (at least inside the bus). Since the guide 
constantly points out what to see and how to understand and value it, people are 
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rarely left to draw their own conclusions. Outside the bus, they are also subject 
to ‘soft control’. They are implicitly advised against individual exploration and 
explicitly asked to follow the paths of the guide. In addition hereto, travelling 
as a team, they are ‘monitored’ by their co-participants. Thus, the rhythms and 
choreographies of this tour are characterised by a specific sociality of simultaneous 
autonomy, communality and social control. 

Due to the prearranged programme, the shielding bus, the directing guide and  
collective sociality, the space of the Viking Land Tour resembles what Goffman 
calls a ‘total institution’ where a group of people ‘cut off from the wider society 
for an appreciable period of time, together lead an enclosed formally administered 
round of life’ (in Ritzer and Liska, 1997: 106). The ‘total institutions’, or ‘enclavic 
spaces’, of modern tourism are typified by ‘team performing’. ‘Team performance’, 
Edensor argues, is:

 … a highly directed operation, with guides and tour mangers acting as 
choreographers and directors, the performance is repetitive, specifiable in 
movement, and highly constrained by time. Besides acting out there their own 
part in the drama by photographing, gazing and moving en masse according 
to well-worn precedent, the group also absorb the soliloquies of the central 
actor, the guides, who enact the same script at each performance (1998: 65). 

While the Viking Land Tour indeed appears to amount to a rather ‘over-
determined stage’ where participants mainly remain typecasts and the guide follows 
somewhat pre-scribed scripts, the below analysis shows that it does not produce 
entirely predictable or repetitive performances: brief bursts of improvisation and 
disruption take place. Most emphasis is put on analysing the time in the bus and 
the visit at the Viking Ship Museum, because they allow best for examining the 
complex relations of nonhumans (landscapes, buildings, objects, the bus and so on) 
and humans (the guide, the bus-driver and tourists) that choreograph and perform 
sightseeing and photography on this tour. While I participated on three tours, the 
analysis is primarily structured around one specific tour with a male guide5. 

Performing bus sightseeing
The meeting point of the tour is Rådhus Pladsen, the central town hall square 
of Copenhagen. The guide stands outside the bus and welcomes the tourists 
(predominately couples) that arrive on foot from the many neighbouring hotels. 
Most people prefer to site at the first floor and at the front where the view is best (the 
bus was less than half full on the three tours). 

While the guide starts introducing the tour, the bus takes the fastest way out 
of Copenhagen: 

The ‘Viking Land Tour’! This is an awful tour; it is a terrible tour. You won’t 
see anything but tombs and graves and so on. But don’t worry. At the end 
you’ll love it … We’re taking you out in the beautiful Danish countryside 
showing you a bit around. Then we are going to the renowned Viking Ship 
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Museum. That’ll make you specialists in the Vikings. On the way to a 5000 
years old dusky old passage-grave we’re again taking you on a picturesque 
crosscutting tour through the countryside. And don’t worry folks! Finland, 
Russia and Italy! You are entering the passage grave with me. Before we’re 
having a typical Danish buffet at an old charming inn we are visiting the 
stunning cathedral of Roskilde.

Three interrelated discourses run through this framing of the tour and the landscape 
of Roskilde. These are the sublime, the picturesque and the authentic (see chapter 
three and five). Unfolding it as an ‘awful’, ‘terrible’ and ‘dusky’ tour de force of 
graves and tombs, the guide frames it firmly within the sublime’s ‘pleasant horror’. 
In his appraisal of the ‘beautiful Danish countryside’, the ‘picturesque crosscutting 
tour’, the ‘charming inn’ and the ‘stunning cathedral’, the tour is also inscribed with 
the likewise long-standing style of the picturesque. Whilst his inclination to identify 
places as either ancient (‘5000 years old passage-grave’, ‘old inn’) or archetypal 
(‘typical Danish buffet’) can be interpreted as allusions to authenticity. Finally, it 
also reveals how the guide alternates between providing general facts, chitchatting 
and joking with the participants, addressing them through their nationality. 

The drive through Copenhagen and the surrounding suburbs is fast and 
one-directional. In addition to setting the stage for the tour, the guide tells the 
history of the long-lasting Danish monarchy, which has no particular reference 
to the ‘ordinary’ places of residence passed by. After driving for twenty-minutes, 
the guide announces: ‘Now we are going to be on the motorway for a couple of 
minutes. For the rest of the day we’re going to drive along nice small roads with 
a view’. Once clear off the boring motorway system, we drive in an agricultural 
landscape along small roads at a lower speed than allowed. With a slight relief in 
his voice, the guide informs that we have now reached our destination: ‘ … Now 
the tour really begins’. 

At this moment the guide’s story telling begins to relate more directly with the 
landscapes outside the windows. Soon the bus approaches the first village and the 
guide choreographs gazes and bus-driver maximises the bus’ visual sensations. The 
bus reduces speed while the guide’s choreographing intensifies:    

Now we’re in the village Sengeløse. Look left! Enjoy the old houses. Enjoy 
the village pond. Forget about the supermarket. Now please look in front of 
you! A typical country church again. It is about 800 years old. And look right! 
They’re putting a new roof on the house. Look there on the right! That’s the 
traditional way of doing it – old crafting skills. Now look to the left! Enjoy 
the neat churchyard. Each grave is like a small garden – well cared for and 
looked after.

The drive through Sengeløse takes perhaps 30-45 seconds, still the guide instructs – 
politely (please!) yet sternly – people to change eye-direction five times: ‘Look 
left’, ‘look in front of you’, ‘look right! …’. By the means of verbal expressions and 
body gestures, the guide choreographs the consumption – what to see, how to see 



150

Performing Tourism Photography Sightseeing Photography

it and not to see – of the village. Everyone complies with his orchestrating; upper-
bodies and heads move from side to side as one social body. The visions of 30-40 
individually seated people are synchronised, choreographed into one ‘collective 
gaze’. 

Throughout the whole tour, but in particular when the guide is instructing, the 
participants are actively looking – glancing out of the window with a concentrated 
fixed stare. Typical ‘time-killing’ travel activities such as reading and music 
listening (walkman/Discman) are not taking place and even travel talk is rare. The 
story-telling guide and scenic landscapes slowly passing by captivate the attention 
of the people.

While consumed through an emblematic ‘collective gaze’, the guide scripts 
the villages as typical objects of the ‘romantic gaze’. People are directed to ‘old 
houses’, ‘typical church villages’, ‘old crafting skills’, and a ‘neat churchyard’. 
Places and objects are relentlessly described as ‘typical’, ‘Danish’ and ‘ancient’. 
That is, they are authenticated through ongoing oral scripting. This choreographing 
reflects that ‘the rhetoric of tourism is full of manifestations of the importance of 
the authenticity of relationships between tourists and what they see’ (MacCannell, 
1999: 14). Yet at times the guide also performs in a light ‘post-touristic’ – that is, an 
ironic stance towards authenticity – fashion. Jokingly, people are told not to worry 
about entering the dusky burial mound because he will lead them and to ‘forget 
about the supermarket’.  

Throughout the whole tour, villages and landscapes are consumed through the 
‘tourist glance’. The elevated windows of the view-producing bus and the guide’s 
‘soundtrack’ transform places into nicely framed visual and auditory spectacles that 
are constantly shifting character. Together they produce a flickering cinematic-like 
experience of the traversed spaces. No small stops allow people to step into the 
‘film’: to smell it, touch it, walk it or see it and photograph it with their feet on the 
ground6. This moving panoramic capsule mediates completely peoples’ sensing 
and appropriation of these places. This tour provides an experience of ‘motorised 
romanticism’. At first glance, this is an uncanny hybrid as the myth of romanticism 
is one of a pure unmediated relationship with nature. In spite of this, I made the case 
in chapter two that most romantic encounters involve technology. Furthermore, 
as discussed lengthy in chapter three, while romantic souls initially favoured the 
unmediated mobility of walking, with the popularisation of car cultures many 
tourists started contemplating landscape scenery in the private space of this view-
producing machinery. 

While touring the countryside, the guide uses considerable time in explaining 
the historical significance and uniqueness of the Vikings and to stage the traversed 
land as typical Viking soil. He combines a didactic educational tone with a chit-
chatty and popular cultural one. At one time, a landscape is communicated through 
making a reference to the Flintstones: ‘… their tools and weapons were made of 
stones. And the stones used were flint stones. Ah you remember the Flintstones! 
You know Fred and Barney and Wilma! They could easily have lived here’. In 
chapter three, I showed that the ‘tourist gaze’ often is highly media-mediated, 
and that one distinct pleasure of ‘sightseeing’ tourism revolves around seeing and 
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imagining ‘real’ places through images. Here we see how a long running American 
blockbuster cartoon-figure is employed to make a ‘faraway’ place recognisable and 
spectacular.   

In the public imagination the myth of the Vikings is a dramatic one of sea 
faring, raping and pillaging. While, according to Halewood and Hannam (2001: 
565), European Viking heritage tourism generally has fewer references to war 
and warriors and more to the well-ordered everyday-spaces, this tour re-tell the 
stereotypical representation of the Vikings as sexists and bloodthirsty:

On the right you see a so-called Stone Setting. It is Viking chieftain grave 
shaped like a Viking ship. He was buried there with his best dog, his best 
horse, and his … best … FEMALE SLAVE. She had to go and die with him. 
It was an AWFUL business. They gave her something intoxicating to drink 
that made her quite wild. And then all the chieftain’s friends had intercourse 
with her. Afterwards, she was killed. It was considered a great honour.

Such portrayal is clearly very ‘appropriate’ for tourist purposes. It is theatrical, 
dramatic and fuelled by the many popular accounts of the notorious Vikings: one’s 
imagination can run wild. 

We have seen that conventional photographing is static in nature. People 
picture with their feet firmly fixed on the ground and they prefer to capture 
likewise static poses and situations. Yet, if desiring memories of the villages and 
the landscapes, the participants are forced to shoot from the inside of the moving 
bus. This destabilises the photographers’ accustomed place of mastery: as the 
view(s) constantly change there is no time for framing and composing the scenery. 
Therefore, all they can do is to turn the upper-body towards the window and ‘snap’ 
and hope that the photograph turns out suitably. 

Yet, when photographing is intense or a photo opportunity is approaching, the 
bus slows down – mirrors and a video camera enable the guide and bus-driver to 
monitor the whole bus – to give people time to focus and produce proper non-blurred 
images. While the guide never directly choreographs camera work, photographing 
increases almost proportionally with the intensity of the guiding. When directing 
people to look to one of the sides, the reaction is often a look and a click on the 
shutter-button. While this photography is rather passive and disembodied with 
regard to the tourist, it involves the energetic guide and the moving responsive 
bus. The guide, the bus and the bus-driver are crucial in producing such tourist 
photography satisfactorily. 

The Viking Ship Museum (Roskilde)
After touring the countryside and making a quick stop at a burial mound, the bus 
arrives at the Viking Ship Museum and the group is to leave it for the first time for 
a longer time. The guide strictly orchestrates the first part of the visit: ‘In a moment 
we arrive at the Viking Ship Museum. Please go straight downstairs in the basement. 
I have a film ready for you telling you all about how the five eleventh-century 
Viking ships exhibited here were found, excavated and conserved. We have an hour 
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here. Not more!’ Furthermore, on one of other tours, the female guide explains that 
photographing is prohibited at the museum.

As a slightly dispersed unit, the group moves towards the museum. On the 
way an archaeological boatyard with performing shipwrights is passed by. Many 
of the participants’ stops here, but knowing that the film is due to start they only 
manage a few distanced glances and a couple of ‘snaps’. Reluctantly, it seems, 
they catch up with the group. Once inside the museum everyone watches the 22-
minute film. The film pleases the archaeological eye that demands accuracy and 
faithfulness, rather than entertainment and drama. Afterwards, the guiding is partly 
put on a hold and the group disperses into pairs again. 

As Image 6.12.2 (see Collage 6.12) shows, the ships are displayed within 
a emblematic modern architectural space. Simplicity, spatial order and lightness 
typify it. Natural light from the fjord-facing windows is the main source of light, 
the colours are gentle (predominately white), and signs and decoration are kept to 
a minimum. Since the ships are only partly rescued, the pieces are held together 
by a light iron-structure that indicates their former size and shape without stealing 
the attention from the original: the excavated ship pieces. In effect the ‘ships’ are 
treated as precious objects that are powerful enough to display their own magnitude 
and treasure. 

To ensure that people walk along the clearly demarcated paths from where the 
ships cannot be touched, the ships are placed in a sea of small ‘noisy’ – if walked 
upon – stones. One can only engage with the ships visually. ‘Being out of touch’ not 
only protects them, but also stage them as authentic. ‘All museums have to justify 
their rather old-fashioned role of preserving and extending collections, both to the 
general public, by making their wares more available to the public gaze, and to 
the rest of academia, by emphasising the research-based nature of their activities. 
This circle is squared by presenting an essentially visual experience (‘look, 
don’t touch’), based upon artefacts validated by in-house scholarship, implying 
significance beyond mere appearances, and distancing themselves from what 
detractors consider to be little more than history theme park … ’ (Mills, 2003: 77). 
Albeit for different reasons, the ‘sensescape’ of this room in effect resembles that of 
bus. Both reproduce the longstanding hegemony of the visual.  

In this room, pairs gaze and photograph through their own particular rhythms. 
Perhaps fuelled by the fact that no signs forbid it and that the guide is out of 
sight, several participants transgress the female guide’s instruction not to make 
photographs7. Similarly to Hammershus, the ships are portrayed with and without 
posing ‘actors’. 

The ships are portrayed in their own grace, unadorned by humans, in various 
fashions. They are pictured close-up (1), as full-length individual ships (2) and 
collectively through a single group portrait (3). People with zoom-lens cameras 
particularly make the first type. They move their body as close to the ships as 
allowed and bend their knees a little so that they can picture them in a straight and 



Collage 6.12, Photographs by author, ‘Main room of the Viking Ship Museum’

Image 6.12.1, ʻPhoto-towerʼ

Image 6.12.2, ʻOverview of main roomʼ
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direct fashion. Literally they face the ship head on; they are as close and intimate 
with them as achievable. This way of picturing, perhaps, embodies a desire for 
actually touching them. The second type is paradigmatically produced by moving 
a little backwards (approximately three meters from the ship) and by standing 
upright. This allows one to capture the whole ship within the eye of the camera. Yet 
the most common way of producing this image is from the popular ‘photo-tower’ 
(see Image 6.12.1). Up here, the inside and outside of the boat is nicely unfolded for 
one’s camera. To produce the third kind, a distanced and elevated viewing position 
is required. This position, a ‘possessive gaze’, is in fact built into the design of the 
museum, as Image 6.12.1 also reveals. The main exhibition space is lower than the 
entrance hall. From this elevated position the five ships are easily captured within 
a single picture. 

The room is meticulously designed for easy visual consumption. The ships 
are, so to say, already in perspective. When compared to Hammershus, this 
room permits few possibilities for, and ask less for, photographic creativity. Here 
‘romantic’ picturing is less active and more transitory. Emblematically people stand 
upright and press the shutter-button relatively quickly. 

The excavated Viking ships are also pictured through the ‘family gaze’, albeit 
on a lesser scale. Given that the vast majority of the tourists of the Viking Land Tour 
travel with only one companion, it is enacted in a rather identical fashion: a single 
person posing dignified in front of one of the renowned ships (Image 6.12.2). The 
theatrical nature of the ‘family gaze’ is not intense here. Instructing and posing is at a 
minimum. Here the ‘family gaze’ is less concerned with staging ‘familyness’, more 
with ‘documenting’ being-there than being-together, to authenticate one’s presence 
before the world-famous Viking ships. 

The participants – similar to the majority of the other visitors – only spend a little 
time consuming the five authentic Viking ships. Few people consume and photograph 
them through a prolonged, contemplative gaze. After browsing around for about five 
minutes and taking a couple of photographs, they move on. This ‘restlessness’ is partly 
because the room is designed exclusively for the visual sense and partly because of 
the ‘nature’ of ‘sightseeing’ tourism. ‘… Since, it is the visualization of objects of 
tourism that is critical, requiring a relatively brief time span, the essential work of the 
tourist is over quickly at any one site. Parallel to the work of sighting is the cognitive 
assembling of the object into its master discourse and then the gathering and filing 
away of the experience in the form of photos, postcards and other souvenirs. It is work 
that can be done on the run in the interest of maximizing the collection’ (Franklin, 
2003: 267-268).

The next room automatically encountered is not only much smaller, it also 
exhibits a very different displaying logic than the main room’s high cultural one of 
authenticity and aloof gazing. This little room affords spectacular sightseeing and 
joyful ‘sightdoing’. Newly constructed replicas of fully equipped Viking ships invite 
tourists to step on board as fully clad Vikings (see Collage 6.13). While clearly 
intended for children and young families and the objects appear ‘second-rate copies’, 
many of the Viking Land Tour participants spend much time and take many pictures in 
this sea of touchable make-up. Almost everyone exhibited a desire to inspect – stroke 



Collage 6.13, Photographs by author, ‘Replica room’

Image 6.13.1, ʻThe two roomsʼ

Image 6.13.2, ʻPosing in Viking outfitʼ
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Collage 6.14, Photographs by author, ‘Performing shipwrights’

Image 6.14.1, ʻPhoto-towerʼ

Image 6.14.2, ̒ Picturing shipwrightsʼ
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and knock on – the wood and the sails, to sit in them, to walk around in them, to hold 
objects in the hand, to play with weapons and many dress in Viking clothes. In other 
words, to have bodily proximity with the material objects exhibited. Everyone seems 
to photograph here. Cameras are constantly lighting up the dark room up, and people 
provide a sense of carnival to the room by posing light-heartedly for the busy cameras. 
Each one dressing-up as a Viking is photographed and this seems a major reason for 
wearing the outfit in the first place (Image 6.13.2). While most photographing in this 
room revolves around staging friends and ‘loved ones’, many ‘empty’ pictures of this 
‘theatre of touch’ are taken. 

The popularity of this room illustrates that authenticity is a flexible notion and 
that ‘reproductions’ can be pleasurable even for authenticity-seeking tourists as long 
as they are trustworthy. Reproductions are often more enjoyable and thrilling than 
the original because they are more spectacular and often allow for bodily interaction: 
touching them. In the hands of tourists, reproductions become meaningful. Yet 
this room would hardly seduce without the adjacent one. The main room provides 
authenticity to the reproductions. In fact, through the intimate contact with the 
‘reproductions’, the originals become nearer and dearer.     

After browsing at the souvenir shop, it seems that nearly everyone make way 
to the performing shipwrights. This boatyard of Viking craftsmanship deconstructs 
simple dichotomies between the scientific and the spectacular, front-stage and 
back-stage, as Goffman (1959) defined them. Archaeological research – a scientific 
research centre is attached to the museum – makes building and restoring ships 
by using the same tools, materials and methods as the Vikings possible. The 
museum is painfully concerned with the authenticity of the skills performed and 
the objects constructed and reconstructed. Yet it is turned into a tourism spectacle. 
While clearly giving the impression that it is a ‘back-stage’ region – an ordinary 
archaeological work-place – their work and the workplace is partly staged for the 
‘tourist gaze’. It is performed outdoors and a viewing-station is erected (Image 
6.14.1). In most places tourists are kept outside the workspace/scene by a simple 
robe. This separation literally produces a (safe) theatre of spectators and actors 
where haptic experiences are limited. 

This stage is neither a ‘front-stage’ nor a ‘back-stage’ but what MacCannell 
terms a ‘staged back region’ (1999: 99). Thus, this archaeological workplace is 
simultaneously a tourist stage and the shipwrights are transformed into tourist 
performers constantly interrupted by questions and observed by the powerful eye of 
the ‘tourist gaze’ and all-seeing lenses. Most tourists photographed the vessels and 
the performing shipwrights from a distance and from the photo-towers, but some of 
the participants were pictured while being in bodily contact with the ships.

Conclusion

These two studies have revealed that sightseeing and tourist photography amount 
too more than just a ‘way of seeing’: they are complex performances. It has been 
shown here that corporeal, cognitive and mechanical work, action and movement, 
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creativity and the other senses are involved in performing proper gazing and 
tourist photography, whether in front or behind the camera. Touch, talking and 
body language are crucial in the production of scenery and holiday photographs. 
Sightseeing is enabled by, and performed through, many interconnected humans 
(tourists, guides, bus-drivers and so on) and nonhumans (attractions, objects, signs 
and prosthetic technologies such as cameras, busses and view-stations).

The first study demonstrated the considerable physical, creative and often 
communal work that ‘self-governing’ tourists invest in making appropriate 
photographs. The other one showed the energetic work of the story-telling and 
composing guide and the view-producing bus in producing bodily relaxation, 
cinematic sensations and photo opportunities. While bodily immobile inside the bus, 
the participants were not passive spectators, but engaged in the intellectual work of 
making sense of the narratives, collecting appropriate signs through photography 
and, when possible, performing sight-doing. Furthermore, while this tour in many 
ways is severely choreographed, occasionally participants undermined the guide’s 
words and performed against the planned logic of the Viking Ship Museum. 

Albeit in different ways, both studies made clear that sightseeing performances 
transform the stages that they are enacted upon. In the case of Hammershus, 
family-orientated touring and picturing partly destabilises its ancient and official 
place-myth of romantic gazing. Instead, ‘family gaze’ picturing induces the picture 
with vibrant life and produces a new one of cosy and pleasant family life. In the 
other case, it was thoroughly analysed how the hybrid of the bus is a prosthetic 
technology that transforms fixed and silent landscapes into a ‘moviescape’.  

There is much more to sightseeing than seeing a site. The performance of 
photography is an integral part of sightseeing. Almost all tourists combine the 
consuming ‘tourist gaze’ with the productive camera. Performing photography is 
not simply a way of documenting pre-existing experiences within an attraction, but 
part of producing them as concrete bodily performances and tangible memories. 
Not only do many tourists derive pleasure from performing photography in itself; 
properly staged images ensure no matter how insignificant, boring or disappointing 
the actual experience was, that the desired atmosphere will be projected into the 
future. 

Movement is essential to sightseeing. It is tied up with and constituted through 
different mobilities. At Hammershus, people are constantly strolling around, and 
if it were not for the viewing stations, the benches and not least photography, 
few breaks would occur. Pleasures of movement are even more central to the bus 
sightseeing tour where driving from one sight to another is an attraction in itself. It 
comprises complex intersections between gazing and glancing. Pure movement – 
departing, being in-between, arriving – is as least as important as being face-to-face 
with long desired and famous attractions. As Rojek reflects more generally, ‘we 
satisfy ourselves that they [attractions] exists, but we can only be present with them 
for a short time before succumbing to the cry of new places and surrounding them 
to our memory and imagination’ (1997: 72). That photography affords fixation 
and mobilisation of places enables tourists to consume them in a flash. There is no 
need for a sustained involvement here-and-now, because one’s images allow one to 
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revisit them over and over again (developed in the subsequent chapter).      
And there is more to sightseeing photography than picturing a site. Both 

studies have seen how tourist photography’s identity is formed in mobile space 
between home and away: between extraordinary places and events and familial 
faces. We have seen how cameras and attractions offer access to a stage for 
‘lay-artistic’ experimenting and story-making, for directing and acting. Even at 
somewhere like Hammershus scripted and staged for ‘romantic gazing’, the making 
of photos is significantly bound up with and revolve around social relations. The 
‘family gaze’ effectively uses places as set pieces for framing and staging personal 
stories revolving around social relations. For many tourists, Hammershus first 
becomes an attraction for their camera when ‘loved ones’ take the stage and enact 
joyful ‘familyness’. This is not necessarily an indication of people’s lack of interest 
in, or disappointment with Hammershus. Rather, it reflects how photography 
and tourism are major social practices through which modern people in the 
contemporary media-saturated world produce storied biographies and memories 
that make sense to their lives and social relations. In other words, it reflects that 
tourist photography and family photography are wedded thoroughly into each other, 
which again reflects that in a modern world of widespread mobility, tourism is not 
an ‘exotic island’ but connected into ordinary social life. It is thus not only places 
that are partly constituted through ongoing performances, tourists are potentially 
transformed too through picturing: through theatrical poses we present an idealised 
self for pleasures of here-and-now and for a future memory. In the next chapter, I 
examine in more detail the social basis of the ‘family gaze’ within the particular 
context of late-modern family life and its memory work.    

List of Interviews conducted at Hammershus (chapter six and seven)
 

(1) Middle-aged parents with two daughters aged 7 and 13 respectively 
(2) Two Danish families, middle-aged parents with young children
(3) Elderly couple travelling on their own 
(4) Family with two young children. Only the parents participated in the interview
(5) Interview with a father travelling with his wife and two children aged around 8 

and 10
(6) Interview with a father and his daughter-in-law travelling with their extended 

family 
(7) A father and his son aged around 10-12
(8) Family with parents and two children
(9) Teenage daughter, a younger brother and their middle-aged parents
(10) German couple in their late twenties travelling on their own
(11) Parents in their late thirties with two young children 
(12) Middle-aged couple with two young children 
(13) Couple in their late thirties with two boys aged around 6 and 7
(14) Couple with two young teenage daughters
(15) Interview with a father vacationing with his family
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(16) Couple travelling with teenage children. The latter did not participate 
(17) Family consisting of two adults and two children
(18) Couple in the mid-twenties travelling on their own
(19) Couple in their thirties with two boys aged around 8 and 12
(20) Couple with two young teenager daughters
(21) A couple in their fifties travelling alone
(22) Family with two young children
(23) Family with a very young girl

Endnotes
1 This is based on the 23 qualitative interviews (see end of chapter) and 100 quick and preliminary 
quantitative interviews.  
2 http://www.sightseeing.dk/regado.jsp?type=page&id=158
3 The price of the tour is 360 Danish Kr. (£ 34).
4 On all the three tours it happened to rain at some time. While the bus sheltered the participants’ 
bodies from the rain, it affected negatively the performance of the bus, because water running down 
the windows reduced the visibility.
5 Each of the three tours were slightly different with regard to the route and sequence of visiting 
the sights. Furthermore, the female guide performed the Viking Land Tour script in a somewhat 
different style than the male one analysed here primarily.  
6 To my knowledge no one asked for having a small stop at the villages (this can perhaps be explained 
by the fact that the weather was rather bad on all the three tours).
7 At the subsequent visit to the cathedral the female guide – unlike the male one – again prohibited 
photography. Because the group moved around as one group choreographed by the guide, this 
visibly created problems for some of the participants on this specific tour. The desire for hearing 
the knowledgeable guide clashes with the desire for photographing the interiors of the cathedral. 
While virtually everyone brings their camera along, only a few defy her words; clandestinely they 
escape the monitoring gaze of the group to photograph it a little in a hurry before returning to the 
group. Hence, the majority submits with the guide’s instructions, despite that no signs actually 
proscribe it. 
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Chapter Seven

Memory Travel

When returning from a holiday, we often talk about whether it has been a good 
holiday in relation to how many pictures we have taken. The more pictures, the more 
stories, the more memories, the better the holiday ... [laughing]. 

Tourist at Hammershus, interview 2

“How sad it is!” murmured Dorian Gray, with his eyes still fixed upon his own portrait. 
“How sad it is! I shall grow old, and horrible, and dreadful. But this picture will remain 
always young. It will never be older than this particular day of June .... If it were only 
the other way! If it were I who was to be always young, and the picture that was to grow 
old! For that – for that – I would give everything! .... I would give my soul for that! .... 
It will mock me some day - mock me horribly!”

Wilde, [1891] 1951: 31.

Introduction

Sontag and Urry famously state that tourism ‘is a strategy for the accumulation of 
photographs’. While we have seen that there is clearly more to tourism than making 
photos, tourist photography is tied up with accumulation. The previous chapter 
showed that most tourists invest time in, and derive pleasures from, the actual 
work of performing photography, but the product is crucial too. This chapter shows 
that desires for capturing delightful memories in image-form, animates peoples’ 
photography work. In this sense, tourist events are ‘not so much experienced in itself 
but for its future memory’ (Crang, 1997: 366). Although some tourists considered 
holiday photography time-consuming, slightly boring, and even a little embarrassing, 
people still brought the ‘annoying’ camera with them and frequently used it. 

This chapter argues that people are drawn to and engage in tourist photography 
in order to accumulate memory-stories. It explores just why tourists are so busy 
with accumulating memories and why the production of memories assumes such 
an important role. Through picturing practices people strive for making fleeting 
tourist experiences a lasting part of their life-narrative. One way in which people 
make sense of themselves and their relationships is through narratives, as argued in 
chapter two and four. Tourist photography is part of a theatre of personal narratives 
and memories. Rather than alienating superfluity, photography is an integral 
component in the production of identity and social relations. We might even suggest 
that ‘people require [tourist] adventures in order for satisfactory life stories to be 
constructed and maintained’ (Scheibe, 1986: 131). Becoming a tourist involves 
exceptionally high expectations of a distinct time, a time when people are most 
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excited about life and their bodies are geared towards pleasures. How tourists use 
photography to construct and store memory-visions that reflect idealised family 
and holiday life, is examined. This chapter explores the social basis of tourist 
photography within a particular context of late-modern ‘family life’. In this sense, 
it is discussed why social relations and intimacy – the ‘family gaze’ – are a crucial 
part of tourist photography. 

The chapter is partly based upon interviews conducted at Hammershus and 
partly on analysing nearly 650 holiday photographs of Bornholm produced in the 
summer of 2001 by eight families and two couples. As outlined in chapter two, a 
dual analytical strategy is applied to analyse the collected photos. From the many 
collected images a quantitative ‘picture’ is extracted to provide a systematic idea of 
the places, events and people that are materialised as tangible memories. This ‘content 
analysis’ demonstrates that these tourists capture and transform a wide range of 
places into theatrical space for photography and social life. It indicates that the 
‘romantic gaze’ and the ‘family gaze’ are major photographic gazes. The many 
‘family gaze’ photos questions the model of tourist photography’s ‘hermeneutic 
circle’.

Secondly, four emblematic ‘family gaze’ images are culturally analysed. 
This analysis sheds further light on and explains the dominant cultural codes – the 
implicit collective rules governing and constituting the ‘family gaze’. Through 
interviews, the meanings and desires that tourists inscribe on and ascribe to such 
images are examined

Thirdly, the complex production of memories through photographs is analysed. 
What do photographic memories do for people and how do they display, value 
and work upon them – physically and mentally? The interviews show that tourist 
photography revolves around the fixing of elusive but blissful and extraordinary 
moments of family life away-from-home. The desire to stop time animates it. While 
photos fix time, they are not receptacles for memories. Photographic memory 
is a complex of relational interactions between humans and images. Peoples’ 
active engagement with, and work on images, stimulate contingent, short-lived 
memories.

Tangible Memories
 
This section quantifies the tangible and manifest photographic ‘memories’ that the 
ten ‘groups’ of tourists made at Bornholm. Since photography making is a performed 
event that produces realities and certain activities provide better and more legitimate 
photo-events than others, a content analysis cannot ‘document’ how they actually 
experienced and performed Bornholm in any simple sense. However, it provides 
evidence of the tangible memories that these tourists produced and took home with 
them. It enables us to explore what gazes they primarily pictured through, and what 
tourism performances, places and bodies they memorised with the camera. Do 
these tourists reproduce the long-standing place-myth of ‘sightseeing’ tourism and 
‘romantic gazing’ that the tourism industry sustains today? In chapter six we saw 
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the popularity of the ‘family gaze’ at a traditional romantic sight. This analysis can 
provide further indication of this gaze’s significance among tourists at Bornholm. 
I say indication rather than evidence because ten groups of tourists are too few to 
extract general conclusions. Since this thesis speaks about tourist photography as 
a ‘theatre of life’, theatrical metaphors are used to construct the many – ‘ordinary’ 
and ‘extraordinary’ – variables and values: stage, actors, performance, set pieces 
and so on1. 

Figure  7.1,  ‘Photographic scenes’

in %*                                                                No. of pictures: 644   

 

Sites / Actors** Family,
friends

Locals,
staff

Other 
Tourists

No people Total

Rural landscapes 9 - - 23 32

Cultural sights 9 - - 10 19

Residence 10 - - 2 12

Amusement-parks, zoos, 
pool areas

8 1 - 1 10

Mobility machines 4 - - 4 8

Beach 6 - - 1 7

Townscapes 3 - 3 6

Restaurant or other
Small facility

3 - - - 3

Museums and galleries - - - 1 1

Total 51 2 2 45 100

*   Only values more than 1% mentioned

**  Only actors in the foreground of the picture

Figure 7.1 shows the distribution of the ‘ordinary’ and ‘extraordinary’ scenes 
captured in the 644 photos collected. Since the historical and contemporary 
choreographing of Bornholm as a tourist place has been tied up with landscape 
pleasures, it is not surprising that ‘rural landscape’ is the most frequently pictured 
scene, accounting for about one-third of the images. However, it is a little surprising 
because the last chapter showed that many people only make a few landscape images 
since they often come out poor on paper. Given that Bornholm is rich on well-known 
cultural sights, the relatively modest number of such pictures – including ‘museums 
and galleries’ – is noticeable. Chapter five showed that picturesque half-timbered 
houses and winding cobble stoned streets are much pictured in contemporary 
brochures and postcards, so the few photos taken of ‘townscapes’ are significant. 
A wide range of scenes are employed and several of them are mundane and not 
typical objects of the ‘tourist gaze’. Most strikingly, ‘residence’ comes third in the 
distribution; almost as many photos are taken at the second home or holiday home 
as at the many attractions. Amusement parks and pools are also popular, while 
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cars, ferries, bike cycles and restaurants are common. In particular, the popularity 
of ‘residence’ or ‘home’ – the emblematic material object of the ‘family gaze’ 
and ‘inhabiting’ tourism – as a photography stage, indicates the significance that 
these holidaymakers ascribe to tourism as a ‘way of being together’: ‘inhabiting’ 
tourism.

At first glance it seems that these tourists reproduce Bornholm’s place-myth of 
romantic landscape grandness. Yet the many ‘landscape’ and ‘attraction’ images do 
not testify this, as we have not explored to what extent, and how, humans’ perform 
in them. This leads us to the second category: the human – ‘actor’ – dimension. 

Around half of the photographs contain one or more family members or friends 
in the foreground. Hence, less than half of them show deserted ‘stages’; scenes 
worthy of portrayal on their own. This indicates the popularity of the ‘family gaze’ 
among these photographers. Such strong emphasis on family faces and bodies 
should be seen in relation to the strikingly low number of other ‘tourists’ and ‘locals’, 
of pictures made through the ‘collective gaze’ and ‘anthropological gaze’. Clearly, 
these tourists do not view the people of Bornholm as picturesque ‘others’2. It seems 
that other people are deliberately choreographed out of the public, often crowded, 
places. This resonates with the ethnographic findings from Hammershus in the last 
chapter. The eyes and fingers of cameras avoid other tourists: holidaymakers desire 
‘private’ photos. 

Some interesting results occur when combining the stage and actor category. 
What stages are predominately pictured with and without humans? In a paradigmatic 
picturesque fashion, almost two out of three of the ‘rural landscape’ photos are 
without humans. That is the highest figure for any of the stages. While much 
reproduced in postcards and brochures (see chapter five), this classical image only 
accounts for a quarter of all the images. This indicates that romantic envisions are 
more popular with the tourism industry promoting Bornholm than with the tourists’ 
‘consuming’ it. Figure 7.1 also reveals that almost all the ‘residence’ images are 
populated. That this ‘stage’ is appropriate for picturing family bodies explains 
its popularity: in the cosy geographies of traditional ‘familyness’ in the holiday 
home or caravan, nice family pictures can be created. Places of fun – amusement 
parks, pools and so on – are also pictured with family members and friends in the 
foreground.

Many images of cultural sights are also populated with family faces. Such 
photos provide ‘physical evidence’ that one has been there and many tourists find 
empty attraction images ‘boring’. They take this ‘obligatory’ picture with their 
friends and families in the foreground to make it meaningful and personal, as 
revealed in the last chapter. It was also showed that tourist-photographers make an 
effort to picture a busy attraction without other tourists, and this figure reveals that 
unfamiliar faces are not allowed to ‘spoil’ any of these images. At best other tourists 
are allowed to inhabit the blurred background.
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Figure  7.2,  ‘Photos with ‘friends and family members’’

in %*   No. of pictures: 329

Resi-dence Beach Rural Land-
scapes

Amuse-ment 
parks etc.

Sight Rest-au-rant etc. Townscapes Transport Total

Posing 12 3 7 3 6 1 5 1 38

Playing, sport, 9 8 2 8 2 2 - - 31

Gazing
Photo-graphing

- 2 5 - 3 1 - 1 12

Eating, drinking 5 1 2 - - 3 - - 11

R e a d i n g , 
writing, games

2 - 0 - - - - - 2

Dome-stic work 3 - - - - - - - 3

Shop-ping - - - - - - - - -

Biking, running - 2 - - - 1 - 3

Total 31 14 18 11 11 7 6 2 100

Examining the actual bodily actions of the friends and family members portrayed 
(Figure 7.2), we see that nearly half of them choreograph their bodies for the 
photographic event. Other activities are suspended and people present themselves 
for future memories by posing. This again testifies to the ‘theatrical’ nature of tourist 
photography. ‘Playing bodies’ – hence not posing – were the second most popular 
performance motif. Interestingly, adults are also pictured as playing, fooling around 
and showing off: as juvenile bodies. They reflect and indicate that ‘inhabiting’ 
tourism involves family members of all ages fooling around on the beach, the 
cottage lawn, and in landscapes, playing games and having a laugh, as argued in 
chapter three. Somewhat surprisingly at first glance, ‘gazing’ – the motif that the 
tourism industry employs to represent the pleasures of the landscape – comes only 
third. Gazing is not a suitable motif for tourist photography, because it requires 
people to turn their backs to the camera: we saw in the previous chapter that the 
‘family gaze’ is based around eye contact. The emotional sociality of family tourism 
is also popularly captured around the dinner table – whether out in the countryside, 
in the second home, or in a restaurant. ‘Eating and drinking’ were the fourth most 
popular activities pictured. Such images often portray cosy communal socialising 
around the dinner table, the barbecue, or the picnic basket. Thus various modes of 
performance and interaction among family members are photographed. 

Chapter five showed that commercial photographs of Bornholm seldom 
exhibit modern objects and technologies. Another content analysis revealed that 
these tourists portray their tourism experience as being a little more ‘technological’, 
but most are in fact without ‘accessories’. Yet furniture affording relaxation and 
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socialising is very often portrayed in use: socialising around the table is, for 
example, a very popular motif. Therefore, food and drinks are common. Mobile 
communication technology – in particular still cameras and video cameras – and 
sport equipment is regularly pictured as part of the active, moving tourist body. 

The previous chapter brought out the ‘intimate geographies’ produced by 
holiday photography. In tender ways, bodies move together and eye contact is 
established to present bonded relationships and stage ‘love’, the new opiate of the 
masses (Beck and Beck-Gernsheim, 1995). Another content analysis that I made 
revealed that in around 60 percent of the images that portray ‘actors’, there is at 
least one figure that is in visual proximity to the ‘camera-eye’. This high percentage 
can partly be explained by the many ‘poses’. The photographic event moves people 
together. It also revealed that there are very few pictures where people are dispersed 
in space. While touching – embracing and hugging – is common when they pose in 
a group, these tourists mainly bond as a group by performing corporeal proximity at 
an ‘intimate range’ – that is, within touching distance, but not actually touching.

These content analyses have extracted an illuminating single portrait of how 
the ten ‘families’ pictured Bornholm. We have seen that ‘landscape’ was a popular 
motif, often produced through an emblematic ‘romantic gaze’. It seems that the 
hegemonic place-myth of romantic gazing and ‘landscape as vision’ is powerful 
in choreographing the cameras of ‘ordinary’ tourists. Yet it has also shown that 
the ‘family gaze’ is much performed by these tourists. More than half the images 
portray friends and family members posing or playing in the foreground. Many of 
these are not pictures of Bornholm but of family faces and bodies enacting various 
‘stages’ that traditionally have not been considered objects of the ‘tourist gaze’. 
These tourists produce a bigger ‘small world’ of Bornholm than the one pictured in 
the official brochures and postcards. 

However, such aggregated ‘picture’ potentially disguises that the ten groups 
produced different photographs. A condensed version of the above content analysis 
was therefore made for each of them. They revealed that these tourists did not 
photograph the place and their holiday in an identical fashion. While all of them 
employed both the ‘romantic gaze’ and the ‘family gaze’, none of them performed 
them on nearly equal terms. Similar to what we saw at Hammershus, families with 
young children are the most enthusiastic ‘family gazers’, while people travelling 
without, or with grown-up, children are less inclined to photograph each other. The 
following two figures show the two most distinct examples of the distributions of 
the two gazes.
 Figure 7.3 shows how a middle-aged couple travelling with their two 
teenagers almost exclusively pictured Bornholm’s long-established sightseeing-
landscape of ‘rural landscapes’ and ‘cultural sights’ through an emblematic ‘romantic 
gaze’. The ‘home’, beaches, restaurants and even ‘townscapes’ are deemed too 
‘ordinary’ to be captured on film. Family faces are also too familiar. They portray 
landscapes and attractions in their own grace and charm. When family members are 
pictured in these places, they gaze at them in awe rather than pose for the camera: 
they do not ‘steal’ the attention of the landscape but pay their respect to it.
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Figure 7.3, ‘Romantic gaze’ (pictures from one family)

in %*   No. of pictures: 47

Sites / Actors** Family
members

Locals Other 
Tourists

No people Total

Rural landscapes 11 - - 49 60

Cultural sights 4 - - 30 34

Amusement-parks, zoos, 
pool areas 

- - - 4 4

Means of transport - - - 2 2

Residence - - - - -

Beach - - - - -

Townscapes - - - - -

Restaurant or other
Small facility

- - - - -

Museums and galleries - - - - -

Total 15 - - 85 100

Figure 7.4, ‘Family gaze’ (pictures from one family)

in %*   No. of pictures: 54  
   

Sites   /   Actors** Family,
friends

Locals Other 
Tourists

No people Total

Residence 24 - - - 24

Beach 22 - - 2 24

Cultural sights 15 - - 2 17

Amusement parks, zoos, 
pool areas 

9 - - 3 12

Townscapes 11 - - 11

Restaurant or other
small facility 

6 - - - 6

Rural landscapes - - - 4 4

Means of transport 2 - - - 2

Museums and galleries - - - - -

Total 89 - - 11 100
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Figure 7.4 reveals a very different way of picturing. It shows the distribution 
of the photographs of a Danish family consisting of a father, mother and two 
young girls. They have pictured Bornholm through an emblematic ‘family gaze’. 
They took more pictures at their holiday house and at the beach than at attractions 
and landscapes, and family members dominate nine out of ten. The two girls are 
portrayed in more than half of them, while very few put the parents on view. This 
family brings out that the ‘family gaze’ is intimately tied up with parents capturing 
their small, yet fast growing children in cute situations. The true attraction of 
these photos is the two girls, and places only exist to frame and stage pleasant 
moments of family life: they do not picture places as much as they take pictures at 
places. Their three photos of attractions (Hammershus) are all adorned with family 
faces: in two of them it is practically impossible to see that they are even made at 
Hammershus (see Image 6.10.1). Since places are not pictured for their immanent 
symbolic qualities, they have employed many different scenes. It is the doings of 
their children that trigger their cameras: where they take place is of little concern.

‘Family Gaze’ Photos

The modern nuclear family does exist and is flourishing as an ideal: as a symbol, 
discourses, powerful myth within the collective imagination. This cultural myth is a 
regulatory force that impacts on our lives at a very personal level (Chamber, 2001: 1).

The ethnographic research at Hammershus and the above content analysis showed 
that much tourist photography concerns the capturing of familial social relations 
and choreographing tourism places as theatres of pleasant life. Elaborating on 
chapter two and four, I now examine the social basis of the ‘family gaze’ and 
tourist photography within the context of modern family life. Like tourism, family 
photography produces a ‘small world’ of positive extraordinariness. The blissful 
family produced by family photography contrast in many ways with ‘reality’. It is 
claimed that the family is under siege, as signalled by growing divorce rates, single 
parenthood, joint custody, singles, step-families and so on. The traditional nuclear 
family, the life-long marriage between a heterosexual man and woman and their 
(two) children living under the same roof, is fragmented and dispersed. Yet, the 
failure of the late modern family has not undermined people’s faith in, or desire for, 
family life. To get married and have children is still ‘natural’, and the nuclear family 
is a ‘powerful myth within the collective imagination’. What is new is that splitting 
up and remarrying have become normal too. So the remedy for the so-called crisis 
of the family is the family! Beck and Beck-Gernsheim argue that:

... What will take over from the family, that haven of domestic bliss? The 
family, of course! … the negotiated family, the alternating family, the 
multiple family, new arrangements after divorce, remarriage, divorce again, 
new assortments from your, my, our children, our past and present families. It 
will be the expansion of the nuclear family and its extension in time; it will be 
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an alliance between individuals as it always has been, and it will be glorified 
largely because it represents a sort of refuge in the chilly environment of our 
affluent, impersonal, uncertain society, stripped of its traditions and scarred 
by all kinds of risk. Love will become more important than ever and equally 
impossible ... This, then, is what we mean by the normal chaos of love (1995: 
2-3). 

No matter how many shattered illusions and broken hearts experienced, 
people strive for ‘family life’ because that is where love supposedly resides in 
an individualized, secularised modernity. People live in a frenzy of love, in the 
‘normal chaos of love’. The ‘family’ is being recovered as a ‘pure relationship’ in 
a democracy of contingent and fluid love. It is the romantic complex of ‘forever’ 
and ‘one-and-only’ qualities with which Giddens contrasts his notions of ‘pure 
relationships’ and ‘confluent love’. ‘Pure’ love is lived out in ‘impure’ families. 
Such relationships exist because of love, and if they do not deliver enough 
emotional satisfaction, they tend to break up (Giddens, 1992; Bauman, 2003). In an 
era of ‘pure relationships’, where the values and institutions that once legitimised 
the family and bonded it together are losing power, ‘families’ constantly need to 
perform acts and narratives to give sense, stability and love to their family relations. 
The more family life becomes fluid and based on choices and emotions, the more 
tourist photography can be expected to produce accounts of a timeless and fixed 
love.

In the following, four typical ‘family gaze’ photographs are analysed 
culturally in order to shed further light on how tourist photography is enacted and 
places are performed to produce the pleasing memories of solid love in an era of 
fluid ‘families’ (see Collage 7.1) My theoretical perspective frames the readings, 
and they are not concerned with capturing personal intentions and meanings. It 
is the significant cultural codes inscribed on these photos that are revealed and 
analysed.
 The first picture (Image 7.1.1) portraying a father and his two daughters 
casually and tenderly playing on the lawn of the rented holiday home, is a typical 
example of the ‘residence’ and ‘playing bodies’ images. In such pictures, everyday 
behaviours are slightly suspended or inverted into more playful, free and sensuous 
ways of being together with ‘loved ones’ and in ‘material worlds’. Their attraction 
is the captured moments of spontaneous family joy – juvenile bodies captured in 
the framework of the holiday home’s imaginative geography of the cosy family 
dwelling; a utopian place where ‘ordinary’ family life becomes extraordinary, 
relaxed, shared and joyful. Such picture reflects that many family holidays involve 
the desire to be together as one social body, to experience close social proximity in 
an era of fragmented family life. As one ‘young’ Danish family said:

 
We are looking forward to come here [Bornholm] every time. It is different 
every time, even though we come to the same place. It’s cosy and a good 
experience. It’s never the same. It is because we do not only come to see 
things but also to be together with the kids in a different way, we enjoy each 
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other’s company in different situations (Gyimothy, 2000: 82).

Corporeal proximity is central to this picture. The three bodies are connected 
and form a ‘moving train’; the father is the driver and the two girls’ bodies are the 
coaches. As one familial body they ‘move on’. While they seem partly aware of the 
photographer – the mother! – they are not posing as such, and the playing does not 
seem staged. The picture has an aura of ‘naturalness’. The mother has crafted an 
image where her own presence disappears and the ‘mirroring’ camera captures the 
spontaneous moment. Ironically, the making of such ‘natural’ images requires the 
photographer to have the patience to wait for and the eye to see the decisive moment 
when people actually perform ‘naturally’ – that is, appropriately in terms of certain 
codes. Crying children, non-docile teenagers and stressed parents have no place in 
the ‘candid’ camera stories of families. The ‘natural’ is a cultural code (Bourdieu, 
1990:166).

The second picture (Image 7.1.2) differs from the previous two by portraying 
two families holidaying together. Thus the ‘family gaze’ is creating ‘family’ by 
enacting intimate relations with significant others. The content analysis showed that 
friends are commonly captured too. The ‘family gaze’ is not exclusively bound up 
with a traditional notion of the ‘family’, whether the nuclear or extended family. 
It pictures and produces friendships too. Shot on the beach, the image portrays a 
relaxed ‘bodyscape’ of children and adults. The semi-naked bodies and the work 
that these bodies have produced in unison – the sandcastle – make the picture. The 
sandcastle, the sea, the radiant sun are set-pieces for staging a particular performance, 
a carefree afternoon at the beach, a moment of pleasure worth remembering. The 
very making of the sandcastle is the realisation of such a moment of remembrance. 
The space of the beach is domesticated, occupied, inhabited, embodied. The castle 
transforms the endless dull masses of sand into a habitat, a kingdom imbued with 
dreams, hopes and prides.

The sandcastle is surrounded and framed by their bodies, and the girl in the 
foreground guides the viewer’s vision straight to it. Pictured thus, the sculpture 
becomes a monument to friendship between the two families and across age 
boundaries. This communal project leaves a fragile, short-lived trace in the sand 
that the recording camera eternalises by turning it into a tangible, exchangeable 
memory. Only the photographs remain to capture that moment in the sand; the 
sandcastle erodes slowly with the rising of the sea.

The intimacy of the image is also produced by the exposed yet desexualised 
bodies. Clearly they feel at ease exhibiting their semi-naked bodies in each other’s 
photo albums. This is in itself a symbol of the intimacy and pureness of their 
friendship. Interestingly, it also shows that it is not only children who are pictured 
as ‘playing’, fooling around and showing off. The images collected here show 
many adult bodies as ‘juvenile bodies’. 

Yet despite the image’s aura of naturalness and playfulness, we see that the 
adults closest to the front make slightly different bodies for themselves; in accordance 
with the code that slim bodies are healthy and aesthetically pleasing, they breathe in 
a little. When people sit for portrait photos they already imagine themselves as an 
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idealised memory before the shutter button has been pressed. They present themselves 
as a future image. Furthermore, there is something distinctively solemn about the 
picture. Everyone – except the little girl – expresses respect for the photographic 
event by posing in a dignified way; gentle smiles are worn, bodies are straightened, 
hands are kept at sides. No one pokes fun or monopolises attention. Although they 
are not touching one other, their almost identical poses produce one social body that 
is ceremoniously displayed. Like the scenes at Hammershus, such dignified poses are 
performed in the images collected. This is the ‘natural’ way of displaying oneself, and 
since people pose facing the camera, posing itself has become a ‘natural’ performance. 
Photographic poses are not ‘natural’, yet in creating perfect bodies and moments they 
appear so. 

Image 7.1.3 perfectly embodies the landscape taste of the ‘family gaze’. Rather 
than picturing itself in a detached, aesthetic way, the family has crafted a pure image 
of its pleasant ‘inhabiting’. Landscape is practiced and represented as an embodied 
stage for active social life and animal life. Framed by the dogs in the foreground and 
trees in the background, the family sits in the landscape, socialising on a large rock, 
having a picnic. This landscape is a hybrid of ‘home’ and ‘away’ and the ‘public’ and 
the ‘private’. The family ‘inhabits’ the landscape, creating a private space in the public 
one. The rock, the dogs, the trees, the food, the blanket, the sun and the camera are 
central to staging a relaxed ‘timeless’, not to be forgotten, family afternoon.

Tourist photography as family memory is generally hampered by the fact that 
somebody has to take the pictures. This makes it impossible to picture the family as a 
nuclear unit. The father, the mother, or one of the children is always absent – behind 
the camera. This family, consisting only of the four people and two dogs pictured, has 
solved the problem by ‘programming’ the camera to click the button itself, illustrating 
how their main priority has been to capture this moment of cosy family proximity 
as ‘accurately’ as possible. Paradigmatically, they maintain eye contact with the 
‘photographer’. The viewer is guided directly into face-to-face contact with them. The 
image reaches out to the viewer; it stares him/her in the face and engages. Recorded 
visual proximity produces intimacy and co-presence. 

Image 7.1.4 was taken in the same way. For this German couple travelling 
without children, bodily and aesthetic pleasures of cycling, in scenic surroundings, 
together were paramount. There are several images portraying their shared bike – a 
tandem – standing at rest. The picture is artfully choreographed to capture their 
actual movement through charming landscapes – nature as a ‘place of mobility’. 
As the woman, who took virtually all the photos, says: ‘I sat in the rear and all the 
time I had to look around and say “Stop! Stop!” I want that picture! [laughing]. 
And then we stopped and sometimes I took my tripods out and, you know it takes 
me – whatever, say, 15 minutes? – to get it all set up and take the picture. And then 
we continued cycling’ (Interview 10). Especially when one is sitting at the back, the 
tandem is a vision machine that constantly produces the elusive pictures she craves 
and spends a lot of time fixing on paper. The picture also exemplifies how every 
so often landscape images become hybrids of the ‘romantic gaze’ and the ‘family 
gaze’. This particular scenery was certainly chosen to frame their shared movement 
in because it was considered scenic. And in this sense it shows how ‘romantic’ 



Image 7.1.1, ʻAt the second homeʼ

Image 7.1.2, ʻSandcastleʼ

Collage 7.1, ‘Photographs by tourists, ‘‘Family gaze’ photos of Bornholm’
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Image 7.1.3, ʻPicnic on the rockʼ

Image 7.1.4, ʻThe tourist glanceʼ
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photographers picture their ‘loved ones’. 
These four photographs thus show how the ‘family gaze’ is put to work to portray 

idealised family relations and public places that appear natural and private. I have 
exposed the codified nature of the ‘naturalness’ of tourist photography: photographic 
events are highly staged and performed in accordance with a small number of scripts. 
The loving family is fashioned through eye contact, entwined bodies, playing bodies 
and solemn bodies. The attraction of such codes ‘is precisely this embrace of the 
conventions. Pictures which match up to expectations give pleasure, partly because 
their familiar structures are able to contain the tension between the longed-for ideal 
and the ambivalence of lived experience’ (Holland, 1991: 4).

The photographs collected here illustrate how performances are enacted to 
eradicate ambivalent memories. While celebrated for producing visions and memory, 
tourist photography’s ‘small world’ of positive extraordinariness produces invisibility 
and forgetting. Tourist images produce ‘calculated memory’, the way one would 
like to be remembered and to remember places. They conceal as they reveal. They 
represent a reality that is a projection of their maker’s desires. The perfect family and 
the perfect holiday may be a figment of the public imagination, but it has come to 
stand for something that ought to exist. Unhappiness and frictions are nowhere to be 
seen in people’s rosy pictures of joyful moments and familial togetherness. People are 
keen to photograph, for it is in the space of the photograph that they enjoy longed-for 
family happiness: people gaze at the holiday image – and the imaginary family of their 
holiday gazes back. 

Time and Memory

[Making photos is] very important: no pictures, no memory almost. Some memories, 
but they fade very quickly; if you don’t take pictures you forget, so if you take pictures, 
then you go ‘ah, I remember this’ and then you remember other things that you didn’t 
take pictures of ... (Interview 10).

The individual and collective memory work of reflection and recall tends to be 
organized around material objects (Radley, 1990: 57-58). Photography is one 
of many ways of achieving this, yet ‘photographs belong to that class of objects 
formed specially to remember, rather than being objects around which remembrance 
accrues’ (Edwards, 1999: 222). As discussed in chapter four, the fascinating power of 
photography has always been bound up with a longing to fix the fleeting and making 
memories far superior to human memory. Kodak taught that photography keeps 
‘alive’ fleeting moments of joy by transforming them into enduring images that will 
transport people back ‘to the sunshine and freedom’ – again and again. 

I found that the fear of returning home from Bornholm without such memories 
of ‘sunshine and freedom’ meant that tourists regularly reached for their camera. The 
desire to arrest time and to capture memories is mentioned, in one way or the other, 
in almost all the interviews as the reason for the allurement of photography. They are 
anxious that they have not recorded family stories. Few express faith in unmediated 
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memory, in their own mental and embodied ‘pictures’. ‘To have been there’ is 
apparently no guarantee of remembering. No one said: ‘Why take pictures of it, when 
I have seen it with my own eyes and sensed it with the whole of my body?’

A deep-felt desire to turn instantaneous and ephemeral tourism experiences, 
otherwise destined to exist only for a single moment, into eternal images, animates the 
camera work of tourists:

I think it’s an attempt to fix time, some experiences, a passage of time that 
has meant something to you, which you would like to hold on to as a memory 
(Interview 7).

That, I think, is a very important dimension – stopping time. And the 
confirmation that you can sit five years afterwards and still hold on to what 
happened ... That’s profoundly satisfying; it’s rather nice: you put time on hold 
(Interview 9).

The desire to stop time is the magical goal of tourist photography (Paster, 1996). 
The tourists long for the camera to immortalise their shared experiences for future 
pleasure, to arrest joyful moments of ‘doing’ such as playing on the beach, visiting 
a sight, eating at the summer cottage. The magic of tourist photography is the way it 
fulfils modern people’s longing for immobility in an era of to use Bauman’s telling 
metaphor, ‘liquid modernity’ (2000). The flux and flow of tourist experiences are: 
‘(re)solidified’, ripped out of time, into something that people can hold in their 
hands.

What intrigues people about their personal photographs are that they enable 
them to travel back in time: to connect with, and revive memories of, events and 
people through ‘imaginative travel’. As material objects that halt time, photographs 
permit travel in past time. One man describes the fascination of browsing through 
the photo album as ‘like going back in time, isn’t it? Like a time archive, right?’ 
(Interview 16). Tourist photographers are concerned with accumulating present, 
personal experiences for future communal consumption. Their photographic practices 
of the now are about a changed tomorrow. This is especially evident in relation to the 
picturing of children, the main attraction of the ‘family gaze’. The anticipation that 
their children and themselves will, at some point in the future, appreciate images of 
their former lives, get their parent’s cameras clicking.

The fascinating power of photographic images is not so much the pictures 
themselves, as the unseen stories that exist or can be activated beyond the frame in a 
future social context. As one interviewee says: 

Well, it’s the fact that you can get it out again. You evoke memories from the 
tour or experiences that you had in relation to that photograph, and it’s fun to 
share them with the other participants; or with other people – you can talk about 
what you saw and what you experienced. It’s the experience behind it [that is 
important]. Not so much the image itself (Interview 6).
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While the interviewees expressed a remarkable faith in photographic memories, 
they were clearly aware of, and in fact valued, the complex fluidity and intertextuality 
of photographic remembering, of memory travelling through holiday snaps. Photos 
are never in any simple sense containers of fixed memory-stories, stored there for 
good, waiting to be passively consumed. An active – and often collective – process 
makes photographic memories possible. Photographic images arrest life, but in 
people’s actual use of them, whether silently or in conversation, they are enlivened and 
become full of time and life. Memory moves and lives in the body, and is much richer 
than images, but in order to be activated the ‘dead accuracy’ of photographs perform 
wonders (Pocock, 1982). This is not least the case in relation to the co-operative work 
of sharing memories of shared memories, which much tourism and photography are 
about. To quote one woman:

...A help to the memory ... to trigger off something that you have in your mind, 
but don’t really remember; and when you see the photograph, then HELLO! 
‘That’s right, do you remember that and that and that...?’ (Interview 7).

When the interviewees talked about photographic memory, it was often stressed 
that a photograph could set off a train of memories and memory-talk that moved 
far beyond what the image depicts. The image starts off the memory journey, but 
it is hardly the destination. Such work upon the image transcends the frame of the 
photograph and the visual. Many people said that pictures trigger off recollections about 
what happened before and after the event. The memories and meanings articulated 
through, and attached to, the moment fixed by the image, exhibit spatial and temporal 
flexibility. With the aid of the viewer’s multi-sensuous memories and travel-talk, 
the single image can have many stories to tell. Some people stated that photographs 
invoke memories other than the visual ones such as the smell of landscape, the taste of 
the food, the temperature of the sea, the heat of the sun and so on.

Photographic memories and narratives travel in time as people move through 
life. As a father says, ‘I’m sure that the pictures we have taken today will mean 
something completely different in, say, ten years’ time, when the kids are teenagers 
and we have grey hair. No one knows what the future will bring’ (Interview 5). While 
they are images of the past, photographs are always about today. ‘Family photographs 
effect to show us our past, but what we do with them – how we use them – is really 
about today, not yesterday. These traces of our former lives are pressed into service 
in a never-ending process of making, remaking, making sense of, our selves – now’ 
(Kuhn, 1995: 16). 

Many tourists stressed that the personal value of photographs increased with the 
passing of time. The charm of the family photo album, as a nostalgic medium, grows 
with age. As a woman says:

...I think it’s good fun to take photographs, and I also think it’s good fun looking 
at them. Also after a long while. In fact, even more so after some time. It’s quite 
nice to look through the photos when you collect them. After six months or more 
you look at them again, and now they are really fun. In fact, photographs are like 
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wine. The good ones become more valuable with the years (Interview 6).

As one interviewee said in relation to a discussion of images of children: ‘the 
older you get, the more you want to see them’ (Interview 6). Perhaps, the closer people 
move to their own death, the more intrigued they become with the immortalising 
nature of the photograph. Indeed the dark side of photography is loss, absence and 
death (Rose, 2003). Even while a joyful and sparkling life is celebrated, ‘death’ is 
always present, haunting family albums. Photography is a murderous act transforming 
living subjects into dead images of funereal immobility (Sontag 1977; Barthes, 2000). 
Photographs therefore provoke feelings of mortality in the spectator. When browsing 
through their celebratory album, people look right into the eyes of dead relatives, and 
they gaze up on their own once youthful bodies. The arresting of time by photography 
makes people acutely aware of the fragility of happiness and bodily ageing. The 
common melancholy experienced when one looks at one’s former selves and (former!) 
‘loved ones’, the jealousy of the photo’s eternal youth is what is so poignantly uttered 
in Wilde’s The Picture of Dorian Gray (Wilde, 1951).

 Since the reality of the photograph is a reality ‘that has been’ (Barthes, 2000), 
the charm of looking at photos is mixed with terror. This is particularly so with high 
mobility and the ‘normal chaos of love’, with friends and partners travelling in and 
out of lives at increasing speed. For many people, their photo collections surely 
represent lost contacts, broken dreams and bleeding hearts, as much as happiness. 
A lovely family photograph changes meaning when life turns into death and love is 
transformed into hate. Browsing through one’s photo album can also be disturbing, 
because it portrays blissful and intimate life of which one has little memory. Even 
emotionally ‘dysfunctional’ families strive to exhibit tender family life, so problems 
are suppressed if only for the split second that the shutter is open (Holland, 1991: 7; 
see Kuhn, 1995 for a disturbing account of this). 

This may explain why almost all the people interviewed stressed that the 
primary audience for their holiday photographs was themselves. If they were 
displayed at all, it was in a casual fashion to very close family members and friends. 
Very few talked about any organised showings or said that they looked forward to 
putting them on display. Some adults, particularly the ‘younger’ ones, found the whole 
idea of showing off their holiday pictures embarrassing: ‘It isn’t something that you 
put on show for your friends when they come around (laughing): ‘Look where we’ve 
been, have a look’. I think, if we take photographs, it’s mainly for, and because of, the 
children’ (Interview 11). The two couples travelling together were the only ones to 
talk explicitly about the pleasures and traditions of showing photographs:

Tourist 1: It’s also part of the holiday when we meet up one evening for a 
nice meal; when we have a very cosy and pleasant time seeing and talking 
about the four or five films we took.
Interviewer: Is it only you or do other family members or friends come 
around as well?
Tourist 1: No, it’s only us that think it’s fun.
Tourist 2: Of course, only us: our photos and us (Interview 2).
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People are clearly aware that the ‘snapshot world’ reduces experiences so much 
to private stereotypes that it is very difficult for other people than the participants to 
take an interest. As one father said rather frankly:

It can be incredibly boring, can’t it? It’s probably great fun for me to see my kids 
and myself, isn’t it? But for my family and friends it’s one of the most annoying 
things there is, isn’t it? ... I remember my parents-in-law were in Thailand on a 
round trip lasting about twenty-three days ... they brought twenty-five hours of 
video film home with them. All right, it was boiled down to eight hours. EIGHT 
HOURS – that’s a bloody long time ... I guess there were four hours of filming 
through the window of the bus. It was probably very interesting for them, right? 
But bloody hell ... (Interview 19).

These photographers primarily produce and recount travel narratives to and for 
themselves. The spectators of tourist photography are the producers and actors 
themselves. Family-oriented holiday photos seem more akin to the diary than to the 
conventional public photograph. Like the diary, these photographs are not meant to 
be seen by anyone but those participating in the private event. There seems to be little 
appropriation of cultural capital through the ‘family gaze’. Unlike postcards, they do 
not work through an ‘envy economy’3.

Yet, whether the photos were stored in the processing envelopes, shoeboxes or 
organised in albums, people spoke of them with compassion and love. Since photos 
are their irreplaceable family history, some people say that they are the first material 
possessions they would rescue in the event of a fire. An important part of them 
would burn if flames destroyed their photographs. Photos are extremely precious 
belongings, definitely not throwaway images, ‘no matter how hideous the image may 
be’ (Interview 14). As one woman said, to cut, tear or burn an image, is to cut, tear or 
burn a person once dear to one’s heart. Discarding a photograph is an act of murderous 
hate (or indifference). Mavor describes it as ‘a violent, frightening hysterical action, 
which leaves behind indexical wounds and irreparable scars’ (1997: 119). The space 
of photographs is inherently ambivalent because people respond to them emotionally.

While most people have great affection for their photographs, they spend little 
time consuming them. According to research, they do so once a year or less (Slater, 
1995b: 138). The interviewees say that they are always excited about how their films 
will come out, but that they very seldom look at their old holiday photos. Moreover, 
while people – especially women – express a desire to organise their photos in 
albums, in reality most families have piles of developed films ‘lying about’. Why this 
somewhat peculiar emphasis on production rather than consumption? How can it be 
that people are fervent image-makers and affectionate about their photos, when they 
spend so little time ‘consuming’ them? While ‘storying’ has become characteristic of 
modern identity construction, and photography practices are ritually structured into 
various events, like tourism, that cannot be neglected photographically, the viewing 
of them is not: there are no social events that really call for the consumption of 
snapshots (Paster, 1996; Slater, 1995b: 141). People take photographs at weddings, on 
birthdays and on holidays, but rarely look at photographs at weddings, on birthdays 
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and on holidays. What is really important to people is not so much consuming as 
possessing them. One man explained how he hardly ever looked in his photo albums, 
but that walking past them every day was a comforting experience (Interview 7). The 
reassurance that one’s images exist, and are within reach, seems crucial.

Slater suggests that the pin-board is increasingly taking over the privileged 
position of the photo album (in particularly among young adults), and several of 
the interviewed tourists explain that they adorn pin-boards, fridges and walls with 
their favourite photos (1995b: 140). In such collages, holiday images are turned 
into everyday objects in domestic spaces and even in semi-public offices. Unlike 
the photo album, such displays reflect mutability and ‘instantaneous time’. It is 
peoples’ new friends, partner or wife, their latest baby or grandson, their latest 
holiday, that they display in this celebratory way. The pin-board exhibition is suited 
to short-lived relationships and life on the move, where people travel through 
places and are themselves ‘travelled through’ with increasing speed and frequency. 
As something ‘erasable’, ‘re-usable’, something calculated not to hold on to 
anything forever, the pin-board shares its temporal economy with the videotape 
and the digital camera. They are suited to identity projects that revolve around the 
avoidance of fixation and keeping the story line open, for ‘liquid love’ (Bauman, 
2003). Photography is becoming less covered by the thick dust of nostalgia and 
bound up with ‘naturalising’ the modern family. 

Conclusion

It is often argued that tourism is essentially about having pleasurable experiences 
while one is away from home. Yet this chapter has shown that it is fuelled as much 
by the desire to accumulate memories for future pleasure. Tourists are drawn to 
photography in order to produce memories. They anticipate that the camera will 
work magic by transforming short-lived, fleeting experiences into durable artefacts 
that provide tickets to undying ‘memory travel’. While they are a product of tourism 
and are caught up in the ‘moment’, holiday photos are not transient. Pictured tourism 
experiences have an enduring after-life. They become a vital part of life-stories and 
spaces of everyday life.

The quantitative and qualitative analyses presented verified that the ‘romantic 
gaze’ and the ‘family gaze’ are the major photographic visions, not only at 
Hammershus, but also at Bornholm as a whole. The other ‘tourists gazes’ were 
barely visible. Tourist photography is closely bound up with the staging of social 
relations and the transformation of places into private theatres of blissful family life. 
More than half of the images collected portray friends and family members involved 
in intimate social life and attractions: beaches, landscapes, holiday homes, restaurants 
and so on. The many ‘family gaze’ images exhibit intimacy and love more than 
anything else. They reflect people’s desire and need to produce memory-stories that 
provide meaning, permanence and love in their social relations in an era of ‘pure 
relationships’. To eradicate the ‘normal chaos of love’, the ‘family gaze’ naturalises 
the intimate and loving family. 
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Because of the many ‘family gaze’ images these families’ photos do not 
resemble the industry’s traditional romantic imagery in any simple sense nor do 
they picture in a uniform fashion. These analyses give little evidence to the idea 
that tourist photography at Bornholm forms a ‘hermeneutic circle’. Yet, they picture 
people and places through a filter of sentimentality. While some of their pictures 
show people a little sulky or with a somewhat strained smile, extremely few of the 
almost 700 hundred photos transport unpleasant and annoying moments and places 
back home. In this sense, their images comply with the industry’s equally rosy 
images. 

While family photos are inscribed with specific meanings, photographs are not 
receptacles of fixed memories, but objects around which new meanings are constantly 
produced here and now. The meanings of our photos are seldom static, because our life 
stories are characterized by flux and rupture as much as by stasis. It is the combination 
of photographic images and human work that produces memories that escape being 
nothing but photographic memories. They are not confined to the visible reality of the 
image: the single photograph triggers off the trip down memory lane; but memories 
that have little to do with the content of the image can be activated when the people 
involved work on them physically, imaginatively and through talking. When people 
engage with photographs they can become ‘full of life’. Holiday images, for all their 
triviality, are precious possessions for people.

Endnotes
1 This part of the content analysis was made in collaboration with Michael Haldrup for our ‘family 
gaze’ paper (Haldrup and Larsen, 2004; see also Bærenholdt, Haldrup, Larsen and Urry, 2004: Ch. 
6). Michael Haldrup made the same analysis of pictures collected in Northern Jutland. With regard 
to the actual coding, we spent two days practising until a >90% correspondence with random images 
in the coding procedures was reached. Subsequently, test samples were taken with the same results. 
2 Perhaps the extremely few pictures of ‘locale’ people can partly be explained by the fact that Danes 
produced the vast majority of them. The German couple made the best part of them. While most 
Danish tourists consider the landscapes of Bornholm extraordinary, its inhabitants are too Danish, 
and hence too ordinary to be captured on film.
3 In similar fashion, Bruner’s ethnographic work among American sightseeing tourists revealed that 
they only showed their pictures to their children and occasionally to very close friends and relatives. 
But in general, they explained that people seldom asked too see their holiday pictures. Yet the 
people who had participated in the specific tour showed genuine interest, and reunion parties revolve 
around viewing and exchanging them (1995: 228-231; see also Markwell, 1997: 141).



Closing Stages

Chapter Eight

Closing Stages

Every voyage is the unfolding of a poetic. The departure, the cross-over, the fall, the 
wandering, the discovery, the transformation.

Minh-Ha, 1994: 18

Transformation

This exploration of the doings and meanings of tourist photography has in itself 
been a long voyage with its own departures, cross-overs, falls, wanderings and 
discoveries. An enormous mountain of books and articles has been climbed, 
conferences have been travelled to, Lancaster was my second home for nine 
months and Bornholm the holiday destination for two summers. I have thought, 
read, talked, pictured, written, deleted, rethought, reread, rewritten and published. 
It has not always been a smooth journey and occasionally blind alleys were faced 
and wrong turns taken. For a long time I was trapped in tourist studies’ visual 
hegemony and my uncritical embrace of social constructionism made me blind to 
the bodies and material worlds of tourist photography. Just like the typical holiday 
photo-album, these unsuccessful encounters have hopefully been left out of the 
final account. But the novelty, soundness and lucidity of its discoveries are partly 
shaped by the failed paths traversed: they made them feel right.

This journey has now reached its closing stage. In this chapter, I reflect upon 
the ‘departure’ and ‘discoveries’ that it has cropped and the future journeys that it 
suggests.

This thesis was set in motion by a profound paradox. While Sontag and Urry 
have argued that tourism is a strategy for the accumulation of photographs, very little 
knowledge has been accumulated of why and how people are drawn to photography 
when on holiday. While general connections between tourism and photography 
have been traced, the existing work is somewhat troubled by its speculative nature 
and, more to the point, by reproducing tourist studies’ hegemony of the visual and 
‘productionist’ paradigm. At the same time as portraying photography as a defining 
activity of tourism, it is trivialised and debased, sometimes even loathed. The 
camerawork of tourists is, more or less explicitly, portrayed as passive, disembodied 
and instantaneous, a discursively pre-figured activity of ‘quotation’. The tourist 
is framed rather than framing, drowned in swirling sea of free-floating images. 
In these accounts tourist photography comprises a ‘hermeneutic circle’ of artful 
photographers, touring images and toured and pre-programmed tourists. Studies 
of tourist photography have produced ‘lifeless tourists’, ‘boring photographs’, 
‘eventless events’ and ‘dead geographies’. In turn, the role of photography in 
modern tourism was simultaneously exaggerated and trivialised.
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In contrast, I have produced modest and understanding accounts of why 
and how tourist photography takes place and the photographs it produces. The 
departing ambition was to reveal the life, the bodies, the creativity, the excitements, 
the eventness and the social significance of the practices, objects and places of 
the kind of ‘ordinary’ photography that most of us participate in when touring and 
holidaying. Therefore, even though it is the most common notion of ‘ordinary’ 
photography, the snapshot metaphor has not been utilised; its undertones of 
headlong shooting prevent one from grasping the physicality, temporality and 
creativity of tourist photography. 

Departure

To write a new account of tourism’s visual culture, I took the outset in tourist 
studies’ recent ‘performance turn’. This ‘turn’ is energised by dissatisfaction with 
the visual hegemony and dominance of the ‘tourist gaze’ in tourism theory. The 
irony is thus that a metaphorical complex was taken onboard that in effect is very 
critical of photography. In the performance literature also, photography appears to 
be the antithesis of performance. It suggests the extraordinary, disembodiment, the 
visual sense and images, while performance highlights the ordinary, embodiment, 
the multi-sensuous and the non-representational. Being too automatic and 
instantaneous it is hardly regarded a performance like dance, walking, painting and 
so on. 

Rather than displacing one with the other, I have strived for a complex 
position that bridges the insights of the ‘tourist gaze’ and ‘performance turn’. 
Making cross-overs and drawing connections between performance theory, non-
representational geography, ANT and cultural theory, on the one hand, theories of 
tourism, photography and family life, on the other, in a non-dogmatic fashion the 
performance metaphor has been utilised and elaborated upon. I have developed the 
idea of tourist photography as a networked performance connecting the material 
and immaterial, bodies and representation, the metaphorical and the concrete, the 
ordinary and extraordinary. Thus, instead of making an unproductive dualism - as 
some performances theorists are prone to - between performance and representation, 
how practices and representations are wedded together in actual performances and 
images has been explored. Not only what photography is signifying and visualising, 
but also how it is produced, what it produces, its material deployment and the social 
and geographical interferences that it makes, have been explored. Photography is 
simultaneously an order of performance and representation. 

Shedding light on the actors, enactments and stages of tourist photography, 
these metaphors energise and bring life to the study of tourism. Tourism is a 
mobile process, something choreographed, staged and enacted, bodily, creatively, 
imaginatively and materially. Tourists are involved in individual and collective 
performances in which they are simultaneously actors, directors and audience. 
Tourism’s spaces afford not only scenery, but also material stages for acting. 
Therefore, the notion of ‘landscape as stage’ was developed. 
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We can now escape the unsatisfactory and derogatory portrayal of tourists as 
passive, other-directed consumers of fixed and already accomplished spectacles. 
Tourist bodies are simultaneously ‘written upon’ and ‘writing’. To grasp 
choreographing and acting as complexly interconnected, I have argued for a circuit 
of performances. Production and consumption occur in close proximity. Tourist 
places are produced spaces and tourists are co-producers of such places. Framed 
and enabled by cultural and material scripts, choreographing, technologies and 
objects, we have seen how tourists produce their own sandcastle, a picnic on the 
rock, a human-train and photographic memories. Tourists are holidaymakers.

In much tourist writing places are presumed to be relatively fixed, given and 
separate from those visiting them. The common ontology of qualitatively distinct 
‘places’, on the one hand, and people and images, on the other, has been rejected. 
I have instead argued and shown that there is a multifaceted relationality of places, 
objects and people connected through diverse performances, events and mobilities. 
In the study of the early choreographing of Bornholm, we saw how mobile painters 
and writers culturally produced the very place that they toured and performed, 
and how they placed and mobilised the island within a travelling circuit of places, 
representations and ‘ways of seeing’.

Tourist places have a dense reality of stable and liquid materials and 
imaginations, of buildings, roads, monuments and mobile objects and technologies, 
tourists ‘on the move’ and stage crew, travelling images and place-myths. Places 
are anchored, on the move and travelled through – spatially and temporally. Places’ 
physicality and technologies’ capabilities afford certain performances and not 
others, while cultural scripts and choreographing make some performances in and 
others out of place. 

Like theatre stages, most tourist places are ‘dead’ until actors take the stage 
and enact them: they become alive and transformed each time that new plays begin 
and face-to-face proximities are established and new objects are drawn in. Places 
are crucially about proximities, about the bodily co-presence of holidaymakers, 
doing activities together, such as making photographs and performing family life. 
Indeed places only emerge as ‘tourist places’, stages of tourism, when they are 
performed. Tourist photography is a performance of place that partly produces, 
transforms and connects a given place to other places and performances. 

I have shown how travelling images influence how tourists picture places. 
Performances of tourist photography involve a complex relationality of imaginative 
and corporeal gazing, of sights and images, of presence and absence. While not all 
travel is corporeal, all corporeal travel involves travelling forward and backward in 
time and space through images. Tourists do not picture places head-on, but through 
cultural lenses, remote memories, images of elsewhere and with both ‘feet on the 
ground’. Tourist picturing is much more complex than the gaze suggests at first 
glance.

It has been shown how touring photographers and travelling photographs are 
crucial in mobilising places, mobilising imaginative travel and mobilising tourist 
mobilities to and within places. With the ‘tourist gaze’s’ widespread globalisation 
most places are ‘on the move’ and ‘connected’ through a circuit of images; faraway 
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places are constantly travelling in and through the everyday spaces of western 
people. While this travelling of places caused much excitement in the nineteenth-
century, today it has become commonplace, almost invisible. Rather than sub-
stituting actual travel, it seems that the production of imaginative geographies and 
desiring bodies in photographs, films and TV series increasingly pull people on the 
move and make the most unlikely places sights of tourism.

Wanderings and Discoveries

My ‘wanderings’ have produced several conceptual and ethnographic ‘discoveries’ 
that are summarised and elaborated upon in the following.

 Seeing and photographing in tourism take place through the ‘tourist gaze’. 
Respectively, the notions of the ‘tourist glance’ and the ‘family gaze’ have made 
a contribution to mobilising and socialising the ‘tourist gaze’. Mobility has 
usually been treated as a pre-condition for performing tourism, a practical issue 
of ‘getting there and around’. I have shown that trains, cars and bikes are crucial 
technologies for experiencing and discovering places. Mobility machines are 
vision machines constituting a different ‘landscape of vision’ than walking. Trains, 
cars and buses transform static landscapes into a panorama of movement, an ever-
changing succession of flickering scenes – as living images on a screen. The car’s 
‘musicscape’, the train passenger’s body-fitted walkman and the bus-tour guide’s 
narratives make the beating soundtrack to the virtual cinematic journey.

The performed and heterogeneous nature of the ‘tourist glance’ was 
demonstrated ethnographically with the sightseeing bus-tour, the Viking Land Tour. 
The view-producing bus and the story-telling, choreographing guide produced 
visual and auditory spectacles out of the ‘ordinary’ Danish countryside. This turned 
the drive between the sights into a major attraction. The energetic performances of 
the guide, the bus and the bus-driver made it possible for the participants to make 
many photographic memories without investing much corporeal energy in it. 

But pleasures of driving are not purely visual. There are the kinaesthetic 
pleasures of sensing movement and mobility itself, of the human-machine hybrid 
experience of driving: fast driving, crazy driving, slow driving, enjoying the 
freedom of the road, heading into the unknown, being on the road. Similarly, the 
joy of doing Bornholm by bike, along the scenic path system, amounts to more 
than just the visual. It involves the thrill of speeding down a hill, feeling the wind 
in one’s back, beating one’s dad in a race, conquering Bornholm’s ‘mountains’ and 
drinking a soft drink while sweat pours from one’s body. 

The notion of the ‘family gaze’ turned out to be hugely significant in grasping 
how and why tourist photography takes place. This gaze departs from the other 
gazes in three fundamental ways. Firstly, rather than ‘consuming place’, it produces 
social relations and enacts stages. The family is both the subject and the object of 
it. Secondly, the ordinary and familial as much as the foreign and extraordinary 
attracts it: it is concerned with the ‘extraordinary ordinariness’ of being at home-
away-from-home. Thirdly, while enacted through the active participation of all 
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family members, my research indicates that women are more passionate ‘family 
gazers’ than men are. There is a female basis to the ‘family gaze’.

The heterogeneous construction, the social basis and the performed nature of 
this gaze have been examined in much detail. I have shown that Kodak assembled, 
and popularised tremendously, photography by ‘connecting’ it with tourism and the 
modern family, in particularly, mothers. The ‘Kodakisation’ of the modern family 
and tourism were instrumental in inventing tourist photography, the ‘family gaze’ 
and family photography in one and the same network: they are not separate worlds, 
but bridges constantly traversed by families ‘on the move’.

The crossover to the literature on family photography and family life made it 
possible to grasp this relationship in a social context of late-modern intimacy and 
relations. Families are keen to photograph themselves because codified photography 
produces extraordinary moments and memories of loving and solid family life in 
an era of fragmented and dispersed family life and fluid love. Photographing is an 
‘obligation’ of de-traditionalised and mobile family life where performances and 
narratives must persistently be produced to remain ‘glued’ together. Contemporary 
family photography works through a fantasy of fixed and eternal love.    

The symbioses between tourist photography and family photography 
reflects also that in a modern world of widespread mobility, tourism is connected 
to ordinary social life, rather than an ‘exotic island’. Places are not only or even 
primarily visited for their immanent attributes but also, and more centrally, 
woven into the webs of stories and narratives people produce when they sustain 
and construct their social identities. What I have called ‘inhabiting’ tourism is a 
resistance to ‘sightseeing’ tourism, a way of preventing performances of touring 
and discovering from moving into a ‘landscape as vision’ mode. Tourism as a ‘way 
of being together’ is hugely important for many tourists. 

The interviewees repeatedly emphasized a desire to make personal images, 
and that holiday photographing for them to a large extent was family-oriented. The 
collected photographs from Bornholm indicate that much tourism revolves around 
being together with one’s friends and family members in a playful, slowed-down 
and intimate fashion: performing ‘familyness’, friendship and a home-away-from-
home. We saw that around half of them portray family members and friends in the 
foreground exhibiting joyful, loving, light-hearted family life on many different, 
extraordinary as well as ordinary, stages. One of the discoveries of this thesis is 
that tourist places are not necessarily remote, extraordinary and clearly demarcated. 
Tourism takes place upon various stages with often-fluid borders and little 
management, regulation and direct choreographing. We have seen that the tourist 
theatres of Bornholm produced by tourists, in principal, are everywhere. Many 
ordinary spaces were transformed into ‘dramaturgical landscapes’ for performing 
tourism and family life: the ‘family gaze’ makes ‘ordinary’ places ‘extraordinary’ 
and ‘extraordinary’ places ‘personal’. 

The ethnographic picturing-within-observation at Hammershus effectively 
illuminated tourist photography as an embodied performance and the ruin-castle as 
a theatre of photography with abundant stages and viewing stations. That everyone 
can make photographs, and cameras are designed for instantaneous picturing, 

185



Performing Tourist Photograhy Closing Stages

obscures the fact that much photography is densely performed bodily, socially 
and creatively. We saw how both ‘romantic gaze’ and ‘family gaze’ picturing 
involved specific styles and were relatively time-consuming enactments. Making 
photographs was rarely the outcome of a quick shutter release. They were enacted, 
lengthy embodied visions. Bodies erecting, kneeling, bending sideways, forwards 
and backwards, leaning on ruins, lying on the ground – all of these were registered. 
We saw how arty romantic photographers invested considerable time to find the right 
picture, frame and compose it aesthetically and wait for other tourists to get out of 
their picture.

Most striking was the sustained poetic work that ‘ordinary’ tourists devoted in 
photographing each other. The ‘family gaze’ produces photographic events typified 
by dense social performances, of acting, posing and directing. People have learnt 
the importance and the pleasure of exhibiting themselves in a world in which the 
consciousness of one’s constant visibility has never been more intense. Reflecting 
that photography generally does not so much reflect geographies as producing 
them, new bodies and ‘ways of being together’ were constantly produced when 
camera action began. 

The staging of proximity is crucial to this vision. Bodies-to-bodies were very 
common. The photographic event moved family members together; often, family 
members were holding hands and embracing. Touching is constitutive of this vision. 
Eye contact is equally crucial for the ‘family gaze’. We have seen how it produces 
images arranged around responding eyes. Human eyes and the camera eye act 
in responsive reciprocity. Proximity produces moments and memories of intense 
intimate and tender sociality that stare the future viewer in the eyes.  

The ‘family gaze’ blurs Goffman’s (1959) distinction between ‘front-stage’ 
and ‘back-stage’ to the unrecognisable. It is not because Hammershus is a crowded 
public space that photography here is performed through conventional posing. Even 
when picturing in the backstage regions of the secluded beach and private holiday 
house, we have seen how body management and social disciplining takes place: 
public masks are put on rather than lifted. Virtually all family picturing amounts 
to a ‘front-stage’ of encoded and enacted ‘impression management’. The space of 
‘ordinary’ tourist photography is an omnipresent ‘privatised’ front-stage, a hybrid 
of the private-in-the-public, of front-stage-in-back-stage. Careful ‘impression-
management’ ensures returning home with lovely photographic memories. 

 Desires for stopping time crucially explains why tourists perform 
photography; they long for the recording camera to turn short-lived and airy tourism 
experiences into eternal and durable material memories. As Milan Kundera suggests, 
‘the degree of slowness is strictly proportional with the intensity of memory; the 
degree of speed is strictly proportional with the intensity of forgetting’ (1995: 30, 
my translation). It was striking that the sightseeing bus-tour tourists of the Viking 
Land Tour were busier photographers than the more laid-back ones at Hammershus. 
Having only very little time at each attraction, it seemed that a main priority was to 
capture them on film so that later revisits were made possible.

Tourists call for the recording camera to capture and memorialise those 
moments that will soon wash away: the picnic on the rock, the scenic tandem ride 
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and the sandcastle. As the afternoon arrives the sea rises and slowly erodes the 
sandcastle, but the pictures taken of the performance of the day will ensure that it 
will tower in the memory of these people. The magic of tourist photography is the 
way it solidifies the liquid and immobilises the mobile. Personal photographs are 
deeply fascinating and precious objects because their temporal economy of fixity 
and permanence affords ‘timeless’ journeys along paths where one traversed many 
years ago: as a child, a teenager, a newly wed father. 

I have discussed how photographic memories are far from purely visual and 
timeless. Photographic images arrest life but they re-enter the flow of time through 
people’s actual use of them, silently or through conversation. They are not containers of 
fixed memories, but functions more as a touchstone for remembering and recounting. 
People and photographs produce photographic memories. A given photograph can 
prompt many stories and emotions as time passes by and people move through life: 
photographic memories are always about making sense of one’s past life and social 
relations today. Pictured tourism experiences have an enduring after-life and their 
value increases with the passing of time. They obstruct the modern fear of the passing 
of time, of forgetting, of ageing, of death ultimately. Yet death is omnipresent in the 
rosy world of tourist photography. Tourist photographs are inherently ambivalent 
objects of emotions.  

   

New Departures

While this thesis has explored photography performances in Denmark, its 
‘discoveries’ carry significant lessons for the study of photography and tourism 
elsewhere. In this section, I briefly consider to what extent these ‘discoveries’ can 
be generalised, and especially what new research they call for.  

This thesis has shown that much tourism and photography is bound up with 
building social relations and ‘homes’. The ‘family gaze’ and ‘inhabiting’ tourism 
are significant aspects of contemporary tourism that has been neglected in research. 
As Franklin argues more generally, to rework everyday flows of time, to replace 
instantaneous and clock time by a slower and undivided time is a crucial aspect of 
much contemporary tourism, for the emergence of ‘slow-time tourism’ (Franklin, 
2003). The ‘family gaze’ and ‘inhabiting’ tourism may be equally significant among 
families holidaying in sunny resorts in southern Europe as among Danish tourists 
in second homes and holiday houses in Denmark. Future ‘ethnographic’ research 
must explore this. 

In an era of the ‘social as mobility’ and widespread displacement where 
people are increasingly ‘on the move’ to seek work, love, education and peace, a 
hugely important future area of tourist research is to further investigate how actual 
and imaginative mobility is undertaken to sustain relationships, national identity 
and home. Why and how do ‘immigrants’ all over the western world ‘return home’ 
to their (grand)parents’ place of birth ‘every summer’? What work do photographs 
do for dispersed families and friends in ‘keeping in contact’ and sustaining face-to-
face intimacy where little physical contact is possible? To get inside these ‘family 
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secrets’ is a complex task that requires sensitive methods, and interviewees that 
are willing to share them with a researcher. One way forward is to make lengthy 
interviews with people in their own home(s). 

For the study of tourist photography to progress, researchers must be 
mobilised, substitute the ‘dusty’ poetic-worlds of eighteenth and nineteenth-
century travel writing and the glossy worlds of advertising images with ‘mobile’ 
and ‘lived’ ethnographies of how tourists reproduce and transgress long-standing 
place-myths, of exoticism and ‘otherness’, with their bodies, eyes and cameras. To 
what extent do tourists today mimic or transgress the imaginative geographies of 
the Orient? It is fairly evident that the tourism industry reproduces its stereotyping 
myths, but this does not mean that tourists necessarily do the same. It is time to 
leave the library and the desk and hop on the jet plane with the lap-top and the 
camera, to rub shoulders with tourists and photographers that day to day produce 
a colossal amount of sexualised, racialised, stereotyping, compassionate, ironic, 
transgressing photographic encounters with the bodies and places of the Orient. A 
part of this study must examine to what degree different nationalities picture the 
Orient differently. As Edensor’s (1998) research indicates, there seems to be major 
differences between the ‘narratives’ espoused by western tourists and indigenous 
tourists. More generally, comparative studies of how different nationalities picture 
the same place and their social relations are crucial.  

Finally, there is a profound need for research that explores how the 
digitalisation of photography transforms performances, meanings and the storing of 
tourist photography. While few used them at Hammershus and the sightseeing bus-
tour, within the last couple of years digital cameras have become hugely popular, 
especially among younger people. Digital cameras potentially transform the kind 
of paper-based photography examined in this thesis. We have seen that people very 
seldom discard developed photographs of friends and family members; no matter 
how they turned out on paper, every click on the shutter-button is destined for a 
long life as a material object. Digital cameras de-materialise, and make erasable and 
instantaneous, photographic ‘images’. If the ‘image’ does not charm instantly when 
displayed on the camera’s screen it can be erased and a new one can be made at 
no cost. Holiday photos may never materialise as tangible photographs and photo-
albums as we once knew them. Do they increasingly inhabit the virtual spaces of 
computers where they can travel the world and connect dispersed friends and family 
members in the space of seconds? Have we reached the end of tourist photographs? 
Or are we witnessing yet another transformation of tourist photography? The scene 
is set for new departures.    
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