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“Ceci n’est pas une icone”*! (“This is not an icon”)

Synopsis: How 20t century photojournalism turned the search for iconic
images into a reality TV contest, subverting the “seeing eye” of the camera and
its act of truth-seeking witness. This paper analyzes the origins and changing
definitions of iconic photos. I call for a new study and exposure of the “anti-
icon”: subversively beautiful photographs that tell us an alternate story of
private lives, desires, and ambitions, every one of which makes up an unseen

public.

Media critic Susan Sontag made provocative statements about

photography in the 1970s, a time when the influence of photojournalism and the
still image was apparently waning along with the popularity of American
pictorial magazines depicting icons of celebrity, power, and crisis in the news

(e.g., Life and Look). 2 ?A cameraO? wU | | DHJdbiddatddyuwapon ¢ one

'*9This is not an icon, 0 &dHeflreacherRef magewehighrhé viritese 6s 1929 p

ifCeci ndbest pas une pi.preeapprgptiatioann so:f ftThhei st iitsl en orte fae rpsi pte
dogged denial of an image as equivalent to its referent in the real world. In short, an image of a pipe is not
a pipe itself; and the image of an icon irsfersnot an i c

to the remarkable number of great and historically relevant photojournalistic images that are not deemed
iconic by the media and the academy.
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2 Photojournalism critic—l\/licha el Griffin daPBhotographghtw Wik:r-drrar, Gtéais,
and Giroux, 1977) asan fAont ol ogy otlie mdstexendgd bnd far caggingad schssion of



Ul E Ugutdmdtet as possible, ready to spring.?* Sontag observed that cameras
at once violated private and public space while appropriating the heart and soul
of unwitting subjects. ? ) UUUwWEUwUT | wEEOI UEWPUWEWUUEODPOEUD
photograph someone is a sublimated murder ¢ a soft murder, appropriate to a
sad, frightened time. 3 Owx | OUOT UExT wxl OxOl 6 EawUi 1 OT wOT 1T
themselves, by having knowledge of them they can never have; it turns people
DOUOWOENTI EOUwOT EOWEEOWET wUaOEOODPEEOOawxOUUIT U
The history of American photojournalism is a story about objects
symbolically possessed, both privately and among publics. The history is also
about enlargement that results from possession ¢ enlargement of vision,
exploration of worlds beyond what each of us, individually, can ever see or
experience DOWO O] wOPI | UPOI ww3T 1 WEOUUI EUDPYT wOOw2OC
that photographs teach and fulfill desire. They redeem us from confinement in
shadows -/ OEUO Z S.dmw% Eb¥elvE&.up ( ) uhﬁhg Us a new visual code,
photographs alter and enlarge our notion of what is worth looking at and what
we have a right to observe. They are a grammar, and even more importantly, an
ethics of seeing.?’
The best news photographs compete within media systems ¢
newspapers, magazines, television, the Internet, mobile media, awards

programs, photographers associations and archives, journalism textbooks -- to

become icons, commonly reproduced objects of mass public veneration and even

what has always been the central issue for writers on photography: the relation between photographs and

their subject matter. d SMag Nihooh aeglr aGrhisf. foi nl,n: i TBhoen nGree ¢
Hardt, Picturing the Past: Media, History, and Photograglrbans: University of Illinois Press, 1999),

126-128. According to Griffin, Sontag explores the fault lines between objective recording and subjective

expression in both pictorial photography and photojournalism, examining the roles that social use of

photographs play in f or egtraeandtdnsforga tt ihen .déd f er ences bet
® Susan Sontag, On Photography(New York: Farrar, Straus, and Giroux, 1977), 3.

* Ibid, 14.

* Ibid, 3.



adoration.® Icons rise up in a culture of supersaturated visual stimuli and
become, inextricably ?fixed? in the minds of viewers. They form a common
x UEOPEw! EOOC 02 OHIEwD EwpP | U liaged thatfudmdssOa wET EUT 1 E
recognition and collective memory.3 T 1 Ul w? PEOOU? wOi wx UEOPEwWNOUU
have a profound influence on the formation and deconstruction of identities and
even behavior in the public sphere. The purpose of this paper, therefore, is to
examine the importance of photojournalistic icons ¢ to describe their historic and
changing role in producing a sense of community in the wake of catastrophic,
life-altering events. The photographic depiction of the 2001 World Trade Center
terrorist attack ¢ its implosions and collapse, its falling victims, its dramatic
rescues and flag raisings -- immediately comes to mind. So does the Vietnam
War. The Iraqi War. The Holocaust. It seems the opportunity for
photojournalists to capture the defining image of an era or catastrophic event is
solidly assured PDUT DOwUT 1 wU E Gsiliting @rhbitibnl U wOEUD OO 7
At the same time, I wish to trace an evolution that leads nowhere. My
investigation of what has become an almost manic obsession, a quest for icons in
commercial media and politics, in sports and entertainment, and even media
studies, suggests EWEOUOUUa w0l ECwi EVwWUUEYI U001 EwOIl T weEOD
truth-U1 1 ODPOT wl al w3 OEEazUwWEOOx]I UPUDPOOwWI OUWPEOOD
photojournalistic knock-offs appears no more or less surreal than a pie-eating
contest or a TV reality show. The perversion of icons and the suppression of
other great and worthy news photographs appear to be happening in tandem ¢

for complex reasons -- just as interest in newspapers and print media decline as

*The wommdofmeés from t hes G¢ p e & n-Eonel meanghg "Uikeness, image,

portrait,” or representation, related to eikenai" b e | i k e, The ©oknpatt Editien. obthe ®rfard

English Dictionary( Ox f or d: Oxford University Press, 1971), 136¢
ancient portrait statues of victorious athletes commonly dedicated to divinities, and hence to memorial

statues according to Tahée iwiedle soprr ecaodh viesnd i ofn atl h & ytpeer. m
Renaissance, extending from religious iconography eventually to secular icons in everyday life.



readers turn to the digital feasts of animation, film, and still photography
available on Internet.
OUT OUTT w( wEEOZUWEOYT UWEOOwWUT | wx OUUDEOI wWET
suggest how and why the current definitions and hunger for visual icons may
have E1 EOT 1 EwOU U wdE GEpEOEID ek thiedr ITraddition,
I will cite some reasons why iconographic choices are relative to cultures,
genders, ethnicities, and even nationalities. Finally, I call for a new study and
exposure of the photography I believe is distinctly ? E CBUEPO OtBelsubversively
beautiful photographs that tell us an alternate story of private lives, desires, and

ambitions, every one of which makes up an unseen but equally important public.

The current media studies idea about photographic icons is that they
galvanize public opinion. The images are said to help cement the identity of
publics by involving them in a decisive moment in history ¢ a human response to
catastrophic or life-changing events, sometimes suggesting a turning point,
according to media scholars Robert Hariman and John Lucaites, writing in No
Caption Needed: Iconic Photographs, Public Culture, and Liberal Democracy (2007).”
The authors describe the iconic canon as essentially limited 4? EwUOE OOwU1 U
tifteen, twenty, maybe thirty [photographs] at most across a span of
generationU 8 ? ww OUT OUT T wlOT T Ul wxT OUOUwPOwWOOwWPEaWEOD
influential photojournalism, they argue, each image has qualities that stand out

above all others. The images are reproduced incessantly and valorized in books

and magazines, media critiques, museum shows, digital media, and gallery

" See Robert Hariman and John Louis Lucaites, No Caption Needed: Iconic Photographs, Public Culture,
andLiberal Democracy{Chicago: University of Chicago Press), 2007. The book offers a form of social
constructionism, arguing that icons directly influence public sentiment in times of crisis or transition.



retrospectives.® The authors further invoke several criteria OU w? Y1 EUOUUwWOI w

D Oi O Udefinink ieonic imagesas? EUUEOE&WUE OP EimdgéslOUUUI 6 €
understood to be representations of historically significant events, [activating]

strong emotional identification or response.?’ This is a strong and self-limiting

definition. Among the compositional criteria they cite are aesthetic familiarity (i.e.,

no composition too weird or novel -- images drawing on middlebrow arts such

as landscape or portrait painting which presuppose ? E O1 daésicaily spare

[ OUOUWE OE wWil & W VEussOQO B | 1 UPOT WE D EhabREEUD OO ww
performance of civic function, providing symbolic cues, such as flags or fireworks,

familiar gestures or explosions, enabling viewers to model citizenship. The images

also offer semiotic transcription (a system of recognizable signs and symbols that

perform the function of interpretable s UE 0®z7 wOOWE OQWEUEDI OEI wOi wyYDb
important, icons provoke strong emotional experience in a public domain. Emotion

is underscored principally as a call to patriotism, which Daniel Dayan and Elihu

*EUawl EYI] WE évehks thd Bidrdptsacidltifde and fuse public and

private sensibility into feelings of solidarity and empathy.?!° Classic examples of

? E E O O w UysalidityE i@ the Thomas Franklin 2001 photograph,

?3T UlTTA%bwl EDPUDOT wOT 1T w Ol UPEEOW%OET-like wEOwWDOE

wreckage of the collapsed World Trade Center in the background.

® The authors Hariman and Lucaites describe their taxonomy of choice of icons based on review of

it housands of books, Web sites, museum shows, and r el
of photojournalismdo (p. 309). They also explored, al
among American citizens they encountered randomly in their travels.

* Ibid, 22.

1% 1bid, 37.



31 OOEVUWnUEOOODOO wW?31 Ul 1l wwdbUI OBOWheRRePBOEemUT I w O UDEE O

County, NJ.

Compositionally, this images suits the criterion O1 w? ET1 UUT | UPEwé EODPODPEUE
background of wreckage is so overwhelming that it appears insurmountable.

Collapsed metal beams describe a clear triangle, which is foregrounded by a

UOEOOI UwUUDEODT Ol wOi wOl UEOwW?xUOUI EUDPOT 2 wUT 1 wd
counterbalancing triangle of the tilting flagpole which commands the attention of

a trinity of figures. Rather than posturing for attention, though, the men are

dusted up + modern day warriors doing their job -- focused only on the raising of

that flag. The entire effect provides familiar semiotic clues ¢ the flagpole, the

i DPUT O1 Oz UWEUI UUOWE wi O 6 andSpddQdadaasnOphia Ul EUOE U wi
disruption of space and social time. Sunlight also streams down; the effect

suggests redemption and even holiness. The American flag still waves and the

viewerz Uw? D O EIOWWIipHOIUA UwbUOUwbPOET DOI EwOOUDOOWOOWE!
1 O E(®term identified in image schema from cognitive studies) suggesting the

flag will continue toriset PDUT wUT 1 wY Brh 4l tHd imdge $atfistes &

virtually all of Hariman and Lucaites iconic criteria and may arguably model the

kind of citizenship that invokes feelings of patriotism, solidarity, and awe that

EUOUT T OwlOT 1 w?EEUT 1 EUEO? wOi w Ol UPEEZUwl EOOOOE



First published in The Bergen Record, the image bears striking resemblance to
Joe Rosenthal classically triangular -- and staged (Rosenthal asked soldiers to
reenact their initial flag raising; he captured both images on camera, although the
second is the 7 D E O O BtkanP&3itian At Iwo Jima,? . OE w& OO U a wMtOl Uw4 x wo
Suribachid 7The iconic image also employs strong triangles and a tilting flag,
along with groups of men struggling to raise Old Glory now that the foe has
been vanquished. The composition suggests an aesthetic familiarity that viewers
OUUI OUPEOQaw?Ul EE? WEUwWEwWUaOEOODPEAWI BT T Oawi 006C
unfinished task. The lack of recognizable landmarks and facial expressions
participation and empathy with them. In this, Hariman and Lucaites argue,
Rosenthal created a model of civic performance, one of the premier icons of our

time.

Joe Rosenthal, 1945:?. OE w& OO0Ua w& Ol Uw4 x wOOw, U8 w2 UUE

The one formal (and emotionally trenchant) characteristic that Hariman and
Lucaites neglect to emphasize in their analysis is that icons must display
continuous dynamic motion --an action in progress. All symbolism aside, the
icon suggests unfinished business, both physical and spiritual, a trajectory of
movement and transformation not yet complete. The image invites the public
viewer, emotionally and even physically, to commit and pitch in, completing the
path-goal. So, aside from the image schema, the catastrophic odds, and the

obvious semiotic message, a public icon must ask its audience to leave



themselves and enter the frame of the action, the memory, and to carry it
forward into the future.
*

Hariman and Lucaites wisely describe such icons as essentially
?x1 WEQW Y1 072 w?dfdrth & publR bddr@sOthatireinscribes dominant
social relations and hierarchies of power. Icons, they claim, reproduce ideology,
communicate social knowledge, model citizenship (show people working
together in democratic institutions) OWE OE wx UOYDE T w? 4 ®WbrdUEOQwUI UOU
images for a secular society?'' ¢ for reconstituting the moral life of publics in
times of intense contradiction and crisis.!? Icons can also allow UOOT w? UET 1 2 w
expression of democratic dissent ¢ witness the frequent reproduction of John
%D OOz UwhiNA Yuid IOWWRTUERDEIwd EDVYEBUD O2 whi PET wi 1l EU
horror as she kneels over a student shot by the National Guard (the students had
been demonstrating against US raids into Cambodia during the Nixon era).
Again, her action is unfinished; she invokes the outrage of a nation, a call to arms
and an (impossible) rescue; the boy is lifeless. The random arrangement of
figures surrounding her, their confused glances, augments the sense of chaos.

But it also contextualizes the photograph and convinces us that this is a real

scene ¢ the camera has recorded accurately ¢ the murder is real.

Archive/Getty Images

Y pid, 2.
12 1hid, 125-137, 175.



What the authors marginalize, however, is the cultural, political, and aesthetic
relativity of the mediatized icon.”® Although avoiding an explicitly delimiting
reference to the American cultural milieu (the authors argue that their iconic
sYI EOOUU WO wbOi OwWebténtlibezaluterholcraciospiQt Buithiareu U O
limit their selections exactly to that: the American milieu. Hariman and Lucaites
postulate that icons of the last century were born from values and technologies
engendered in liberal Western culture; only liberal cultures would permit the
dissemination of photos modeling dissent, for example. Yet the authors eschew a

hard look at the copycat effects of American public media -- its taxonomies of

choice ¢ from local newspaper photo editors desperate for a commemorative

A N o~ N oA N AN

photoplay U OwUT 1 wOOx wUDT UUwOi wOEOET 1w, OHDU wE U w’

company that arguably Powned? the American iconic photograph from 1930 to
the early 1970s. Iconography was an obsession not only for photographers at
Time/Life, but for Depression-era historians and political economists such as Roy
Stryker and the Farm Security Administration (FSA). Stryker pressed hard for
iconic depictions of the American social landscape during the Depression. He
and FSA launched U1 1 wE O U O hbhbBitiotis attopd dven to depict a society
inx OUOT UExT UwU U DB Ol»ulhekkisctdsthélfed diretEstutBBSA-U
commissioned photographers as Dorothea Lange, Walker Evans, Marion Post
Wolcott, Gordon Parks, Russell Lee, Ben Shahn (both a painter and
photographer) and Arthur Rothstein. All of them were encouraged to go out and

portray the American Depression landscape with an ethos of strength and

13 See Paul Lester, Photojournalism: An Ethical Approadiillsdale, NJ: Lawrence Erlbaum Associates,
1991), 2-5. Lester makes the point that iconic choices are relative to culture, interest group, and even age
and gender.



stoicism, even if their subjects felt resistance, indifference, or anger.!* Dorothea

+ EOT? ,z® UE O U uonébal sdreddipitous, last-minute series of shots

Lange (who was hired by Stryker) took of migrant worker Florence Thompson

and her impoverished children ® OWE wx | E wx D BNgpbnibalifuinia, O x wbd O w

became the defining iconic image of the Great Depression. It is probably the

greatest public photo portraitever UE O1 O8 w61 1 Ow?, BT UEOUw, OUT 1T U~
published on March 10 1936 in the San Francisco News, part of a story demanding

relief for the starving migrants, the combined persuasiveness of the image and

text actually produced a relief effort preY | OUDOT wUT I wpb O Beykéd Uz WUUEUY
latetUWET UEUDPEI E w+ EEO 0 HRSEDAIOWED@OEW I woUi i1 UDOI
all the perseverance too. A restraint and a strange courage. You can see

A A s N AN

#OUOU0T T Ew+EOT T OwhiNt t 6w?, BT UEOOwW, OUT 1 U~»

Stryker instructed his cadre of famous photographers to go out and explore the
America of small town saloons and beer halls, bridge games and urban street
EOUOI UU O wuidEedHo«brs brkd pea picking camps. (Hagen, 1985,

introduction, unnumbered pages). As photography evolved, newspapers and

““See Char |l es Ha gAmerican Photograploeds of the DeprassionnFarm Security
Administration Photographs 193842.(New York: Pantheon, 1985). Hagen argues that FSA
photographers were tacitly encouraged to manipulate shooting scenes; further, Stryker gave the
photographs long lists of lists of specific subjects throughout a region to cover, which might be used for
publicity purposes. The photographer Arthur Rothstein, on discovering the sun bleached skull of a steer
lying on a parched patch of barren soil in North Dakota, moved it a few feet away to the edge of a grassy
knoll, and photographed it again. That fall a local newspaper published both versions of the photographs
under the headline, "It's a fake." The story stuck and was reprinted.

!> Hariman and Lucaites, 55.

10



magazines, organizations like the National Press Photographers Association
(NPPA), the elite photo agencies (Bettman Archives, Magnum, Black Star, Getty
Images), the international forums for photojournalism excellence (e.g., World

Press Photo Foundation), even the Newseum, the blogosphere, cartoonists,

citizen journalists, mobile media creators: All had a hand in the gamesmanship

of American icon creation'® (Griffin, 125). Icons made money. They reproduced
EOCOEwWEUI EUI Ewbpl ECw6 EOUIT Uw! of hidtorEids et DT | OWEE OO U
present. However, one needs only to step outside of America and its dominant
taste cultures (see Herbert J. Gans, Popular Culture and High Culture: An Analysis

and Evaluation of Taste, 1999) to realizehow OP ODUD OT wUT 1 reayGOODE ws E E O
Witness the rise of alternative icons: Chairman Mao, for example, whose
standardized portrait appeared Buddha-like in Tien An Men Square and

07T UOUT T OUOWOT 1 whrd & wéid miburinds nénEfQ@RE, TV
documentaries, and films throughout his decades of power. Witness the

conjoined, iconic profiles of Stalin, Lenin, and Marx distributed throughout the
cities of the West and East. Soviet and Chinese artists not only elevated political
figures, but UT 1 w? ECOOOa OO UU~» ubdth fnddekaid Bebhilauth iCodi© | U
status in print publications, advertising, broadcast, and poster art throughout
Gandhiz idonics U x B O O B Odbcatilidml (dn Bripga captured in 1946 by
independent photographer and part-time Life magazine employee Margaret
Bourke-White) produced celebrity for Gandhi E O E w( O E D Eqdiyulidia U U |
embraces the Bollywood celebrity, whose larger-than-life icons continue to find

I 001 UwbOw, UOE E b 7 UanideBtartdifmibht palakbsu Bokat® Sfticaz U

and, indeed, world photojournalists pre- and post-apartheid created the image of

¥“See Michael Griffindéds AThe Great War Photographs, o 1

11



forgiveness ¢ a Nelson Mandela icon -- before and after his release from prison.

Earlier, Germanyz U w3 T B UppuopriatddEtiie skills of Heinrich Hoffman,

A £ N N AN

' D U Cchitf #mldge guru, who helped his friend ? 1 OEUEET wx i OdJOT UExT a wE

! Heinrich Hoffman: Nuremberg Rally © 1928

On the other side of the fence, in Buchenwald and Auschwitz, Allied
photographers captured the images of living skeletons P I Owl EEwUUUYDYI Ew' DI
wrath to become the first post-war icons of horror and repentance. These
photographs continue to underscore the E E O 1 oke asWvitiness and framer of
historic experience’® even though U O E EHolpddust deniers repudiate the
cameraz U wds thdy do the dental records, the shoes, and the jewelry left behind
by more than six million Jewish and Gypsy concentration camp victims.

Clearly, the icon is not an icon to everyone. If it is a temporal, if not
temporary social construction, it is certainly created and perpetuated by
institutions principally interested in marketing or promulgating ideas, values,
psychoses, and even material goods and services (pE 6 O 6 Eufd s mbhly U

consuming publics as possible. Though iconic photographs may draw on

YReuel Golden, Photojournalism 1Y8rk BbbavidePreshe Present : [
Publishers, 2006), 102.
®See Barbie Zelizerods analysis of fHolocaust Photogr

Hanno Hardt, Picturing the Past: Media, History, and Photograplrbans: University of Illinois Press,
1999),98-121.

12



historDEEOOa w? x UOY 1 O2 wEvenhfaisticdinagelarcHatPpdsE B x O1 U

(another exam) drawn from classic artwork or religious texts which tend to

POEUT EUI wOT | wYmvitss dndiiterestii 164 photdkaphic objects,

many nonetheless offer a stripped down sense of reality, as though the image is

engaging in a parable or passion play. The icons, in essence, are s E |

EOOUI RUUEOPATI ESdzww. OWEOOUI wi BEOPOEUDPOOOWUI YI
of war and power, for example, seem to lack salient geographic and personal

ET UOEPOU WU E U wO Brhotidhali inpalct lorOnkats hugliandeb. Asrtitic

Michael Griffin suggests in his fine 1999 essay, ? 31 | w& Ul EQw6 EUw/ I OUOT UE
most serious illustrated surveys of press and war photography as records of

particulE U évents, but rather by the high drama and emotional pull of symbolic

moments of death, sacrifice, and patriotism. Such historical icons represent

consensus narratives condensed in familiar, emotionally charged scenes?.

2Although Griffin cites several different photographs, he points to the

PEI EOOUI RUOUEOPAIN EwiuE O ERBEWI UEIBYDeath dEax Ewx | OU OO w
Loyalist, PODUDEOEOO? wbi PET wi E U wkihck i@ veldddelinax | Ewbd OwE

French picture magazine, VU, in 1936.

o

SRobert Capa. ? - 1 EUwW" 1 UUOw, UUPEOOOwW2xEDPOG w21 x Ul
#1 EUOT wOil wEw+OaEOPUUwW, DOPUDPEOE OGS »

191 will be discussing both the cognitive, artistic, and Jungian interpretations of archetypes in my theory
exam.
20 See Griffin, 1999, 129.

13



21 YI UEOQwOi w" ExEZUwWEOOOI ET ExpréssudD Ow2 x EDOOwWDOE
correspondent O.D. Gallaghar, claimed that the photo was staged when Capa
was permitted to photograph simulated battle maneuvers among Fascist General
Francisco W UE OE Oz UwlUOOx U8 ww. UT T UUwPT OwoOOl Pw" Ex E w
authentic. But what Griffin points out is that the soldier is oddly stripped of
detail as a bullet stops him in his tracks. ? 31T 1 Ul wEUT wOOwi BT UUT Uwb Owl
ECawolU0i T UwbE]I OUPi abpOT WOEOEOEUOUWOUWUET OI Ua O~
single soldier falling on a dry, grass-stubbled slope with some other hills visible
on the distant horizon.??! Griffin further asserts thE U wU T 1 whis®&lk uhgy O w ?
and twisted at the instant of his death, provides an abstracted image of war and
itscosts2 31T 1 W?PEUEP? wOl wOT 1 wxT O0OwOEawbOwi EEVWEOQC
semblance of stop-action photorealism, 0T 1 wUT 1 1 Uw? DOx OEUUDPEDODPUA »
OEOPOT wUT E0wUT 606 w! UOWECwWUT I wUEOT wUDOI OwUT 1 u
eyes, or personality, so the photo becomesas UODP YT UUEOOz wOOUI wOi wEwU
template for imagination rather than an absolutely specific portraitof aUOOE D1 Uz Uw
last moment. As Griffin suggests: ? Be photo confronts the moment of death

The appearance of so many iconic images linked to war may indeed suggest
that iconology is a gendered phenomenon. If icons are the visual short hand of
power ¢ specifically power that positions men in war and seeks to legitimize
UT1 DUwUUT 11T UPOT WEOCEwWOOUU wOI valexfphttiotisthf UOUT I wE OF
and sacrifice -DUWOEOI UwUIl OUIl wUTl EVwWE wOEfiIBddz UWwDEOODE
war-like, masculine images. But the history of iconic photography is not only a
masculine narrative. Women, especially American women, have had a powerful

effect on the enterprise. They have taken some of the greatest iconic photographs

2L Griffin, 1999, 137.
22 | pid. 139.
2 |pid. 139

14



icons, war and Depression photography are just two examples). Women

photojournalists have worked for newspapers, magazines, advertising agencies,

and independent art and photographic studios (Stieglitzz thagazine Camera Work

featured many of the best images of women photojournalists and artists).

Women have pioneered film processing technologies and new approaches to

light; introduced artistic perspectives in scientific and industrial photography;

and championed the OO E T x {WE® wul?i >tHatlintkgr&ds textiand image

together.* An early exampleof UT 1 w? EOOx O Ul 2 wxT OUONOUUOEODU I

Kneller Miller, a Baltimore reporter whose photography and textual reports were

filed in Frank+ 1 UODI1 z U w( O @ litddadylakdthéwks puiblicaticn @anded
in 1852. Miller, a prolific writer, was originally a sports reporter for The Baltimore
Telegram?® (she and her husband loved baseball and never missed a game,
according to a 1907 interview). But Miller then produced photographic
documents of the U.S. Army and Navy, capturing images of bold sailing vessels
and seamanship drills at the U.S. Naval Academy in Maryland. Throughout the
late 19" and early 20* century, she traveled with her camera to the Rockies,
Cuba, Alaska, and the Balkans, documenting the prodigious loss of life during
the Balkan States wars from battlefield injuries and cholera epidemics that
spread throughout Turkey, Greece, Bulgaria, and Serbia. Her work continued

until 1918, when her career was cut short by stroke.

»The expression, fdAtotal reporting,o is mine.

% See the commemorative editionofLes | i ed6s | |:l ufsMrrsa.t eMi IWeerkdsy Mar yl and:
Lesbiedsn Exhi bi"tCenufy Piinhaad PEaojolirnalistboSadie Kneller Mill

(September 1983). The replica of the publication was made available as part of an exhibition of 200

photographs designed by the Special Collections Department of the University of Maryland Baltimore

campus.

15



Some of the finest photojournalists and pictorial photographers, among them
Gertrude Stanton Kasabier (1852-1934) and Frances Benjamin Johnson (1864-
1952), were born within decades of the invention of photography. Their careers
seemed to leapfrog right along with the new technology. + OUD U w# ET Ul UUI z Uw
daguerreotype process, which used silver-coated copper plates and long-term
exposures to create extraordinarily 3 dimensional accurate and life-like images,
was first announced to the world in 1839. In the same year, William Henry Fox
Talbot produced his calotype, a negative to positive paper-based photographic
process with a softer focus that prefigured modern 19" and 20* analog
photography. The story of these early women photographic pioneers progressed
from portraiture and art form to documentation of fact. There was no apparent
linear evolution, however; the greatest photographers may have started in a
studio doing portraits, but eventually they allowed their cameras to rove outside,
recording the world. By no means were the early women photographers
obsessed with iconicity or iconic portraits. The trajectory and struggle to
establish themselves suggests they first and foremost loved the camera and

wanted to use it to have careers shooting pictures. A major goal was to explore

e N oA N N

P2 OOUET 7z bn) Kailddd eddughter of a Colorado silver miner who

had crossed the American prairies with his family in a covered wagon, returned
$EVUUWEOQGEwWODPYI E wb O wE wiy bdidi@hbusel SHegmantied] P ws OU O
had children, and then studied painting for six years at the Pratt Institute in New

York before deciding to learn photography in studios in Paris and Brooklyn.?¢ In

®see fAGertrude S BardanatSiohermaik GasokeHord @reerowith |lane Kantrov, Harriette
Walker, eds., Notable American Women: The Modern Period, Vo{Cambridge: Belknap Press, 1980),
308-310.

16



1898, already a mother of three, Kasebier set up her own studio on 32" street in
New York. Producing sumptuously costumed portraits of artists, entrepreneurs,
architects, and ladies of leisure, their attitudes commanding and often

ambiguous, Kasebier photographed regularly for, E" OUUI z UQand UOUI az U

2 EUDE®HE TURAMOT U O wE O O OdrtyibBcktionuCaidea Wbrid BBta z U w

Kasebier refused categorization as an elite portrait photographer. She produced

xT OUONOUUOEODUOwWO O wb Oftnhoszeadies bf BHo®sDaliedd D Y1 Uwpl 1 L
2101 UUI Ew U0w3i GUuw GEAUH TussuEsCE a EOPEEOZ wOEUUE
and children throughout different stages of life). She photographed Auguste

Rodin in his studio, and ultimately created her greatest work on Native

Americans.”? EEOQUEDOT wUOOwWUT T w2 Ob UdnU&dbitrE Oz Uw& 1 UUUUE
Collection Images website commentaryO w? € * E Udn& Bembripdbf playing

with Indian children during her [Iowa] youth led her to write to the William F.

Cody requesting to photograph Indians performing in his show at Madison

Square Garden in 1898. Nine Indians were selected to be photographed. Her

studio had no elaborate backdrops. Her photographs proved poignant. She

removed Indian regalia from her subjects to depict the Indians as "raw"

individuals, with strong personalities and experiences blurred between

UUEEDPUDOOEOWODPI | WEDEWEOOUI OxOUEUawlUDOI U»

2" Gertrude Stanton Kasebier Collection Images. Available at
smithsonianimages.si.edu/siphoto/siphoto.port.. Accessed June 3, 2009
28 -

Ibid.
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Gertrude Stanton Kasebier: Left, Untitled Native American portraitOw" 1 QU1 UOw?B 11 w1l Ew, EOB

Right: Miss Minney Ashley, 1905, published in Camera Work

*EUI EDI UwPEUOZ UWEOOOI 6 ww%kadvh Ndwiybrk ONE OB Ow) O
studio photographer and photojournalist who wrote articles as early as 1897
encouraging women to begin independent careers in photography, produced
memorable portraits for Ladies’ Home journal, Demorest's, and many others.
Although she experienced periods of discouragement, apprenticing
unsuccessfully with Thomas William Smillie, a commercial photographer and
director of Division of Photography at Smithsonian, Johnson eventually was
recognized along with Gertrude Kasebier and Clarence Wright when she was
inducted into the Philadelphia Photographic Society Exhibition. She was daring,
beer-drinking, cigarette smoking, and joined the Photo-Secession, a movement of
artistically radical photographers led by Alfred Stieglitz. Johnson moved swiftly
into documentary photojournalism, capturing the workers at the Kohinoor Mines
at Shenandoah City (1891) and the iron ore mines of Lake Superior (1903).% She
i OUCEwWPOUxPUEUDPOOWPOwWUIT 1 wrwilHikebrd fhtob wx T OUON O
Riis, who documented the severe poverty and living conditions of immigrants in

New York City in the 1890 book of photographs, How the Other Half Lives

#Ibid.
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social change as a result of education and social engineering, a belief reflected in
her remarkable photographic record of progressive education.?** Johnson
completed a didactic (as opposed to iconic) series of "before and after" shots of
progressive education among poor blacks in Virginia. She also photographed
the Carlisle, PA Indian School (1900) and the Tuskegee Institute (1902, 1906). Her
portraiture, though, confirmed her gifts as a photograph invoking

Her work included detailed studies of the black intellectual Booker T.
Washington and his family, along with Mark Twain, Theodore Roosevelt,
William McKinley, and Susan B. Anthony8 w) O OUOOWEDPE wOOUWEDOwi OU
poses duplicating i 1T UwUUE NI Blltidimelge8, Becbtiin©tb Motable
American Women. 3! Instead, she allowed more intimate feelings to emerge,

creating portraits of social actors in moments of candor and vulnerability.

F.B.Johnson: Tuskeegee History Class, 1902

Frances Benjamin Johnson (left): Undated portrait, Booker T. Washington

:ilbid, 382. See AFrances Benjamin Johnsono
Ibid.
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A second generation of women photojournalists born at the turn of the
century, among them Berenice Abbott, Dorothea Lange, Imogen Cunningham,
Marion Post Wolcott, Esther Bubbly, and Margaret Bourke-White, each set a new

standard for innovation in portraiture, urban and architectural landscape,

21 RxOUUUI wxi OUOT UE x 1), anelusteirf ithagi ) drédtddeapdd, E OD O1
and even iconic images of Depression, civil rights, and war. Contrary to well-

publicized narrativesUUT T 1 UUDOT wiwa O1 @b Oim&istd hrOz Uw
(photographers Imogen Cunningham and Esther Bubbly, for example, could be
EOOUUUUI E wE U wthEhdit styles| ebperRIG h@heigfocuson b O O1 Oz U w
desire, dreamscapes, and eroticism), the leading photojournalistszvisual

contributiO OU wk 1 Ul wb OE B U D¥inh appgrdddh and ¥ubjdoturdttel= U E
Bourke-White made her reputation first as an architectural and industrial

photographer, working for both Fortune and Life (the latter an as yet

unpublished magazine in 1935, where she established her credential by shooting

a human interest cover story on the construction of Pitt Dam in Montana). Her
geometries of style, a union of fortress perfection and gauzy sky, won immediate

praise. In the mid 1930, both the Soviet Union and the Dust Bowl claimed her

attention and she turned to social documentary. Collaborating with her husband,

writer Erskine Caldwell, she produced on a Southern pictorial narrative on

sharecropper life. During World War II, she won the title of official military
photographer, capturing B-17 squadron activity in North Africa. Time/Life

magazine photo editors lamented the numbers of negatives she shot, although

they expressed grudging admiration.> Following General Pattonz Uw3 1 DPUEw U
into Buchenwald, Bourke-White shot the photos that alerted the world to what

had gone horribly wrong.

%2 John Loengard, Life Photographers: What They SaMegv York: Little, Brown, 1998).
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WORLD'S HIGHEST STANDARD OF

m;ll i IU o

M. Bourke-White, Left: Pitt Dam, 1936 1 D1 T Oo w? 31T 1 w+DYDOT w#i EEwWOi w! UET |1 OPE

It was Bourke-White and Dorothea Lange who emerged, arguably, as AmerD E E 7z U w

most iconic representatives of U T Galdgn Al 1 z w Chhagakiné PHOOgtaphy,

roughly the 1930s through 1960s, before TV broadcast, digital imaging, and

Ul ODPOUPEWEOEOaUPUWEI T EOwE ObjdctivityOThewtvbhéhwi EDUT wE
ODPOI OawbpOUOEwWOI YI Uwi EYI wEl UEUPET EwOT I PUwpOUC
critics and journalists rapidly adopted. As professional photographers, women

were devoted to craft and the best callings of instinct. Lange and Bourke-6 1 DU z U
memorable images¢ ? , BT UEOUw, OUI | UO? wuid Jiterdllf UOE W& EOET B

dozens of others -- suggested that their vision and subject matter, documentary
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technique, publishing opportunities, and, above all, ability to produce work that

swayed the opinions of powerful male decision makers ¢ came into alignment.

InBourke-6 | DUl Z UWEEUT OwUT 1 wUI1 1 O G0k thelige FWOY T UwO x
25, she had already negotiated a half year arrangement to work for Fortune; the

other half of the year she worked as an independent commercial photographer.

In+ EOT 1 z balklotatio®with Paul Taylor (a social economist who was to

become her life-time partner) and Roy Stryker of the Resettlement

Administration (later called the Farm Security Administration) gave her a

platform necessary to launch her best investigative work. The impact was

enormous. Essayist Pare Lorentz wrote that Lange and author John Steinbeck

PTEYTI wEOOI wOOUIT wi OUwWUTT Ul wOUET PEWOOOEEUWUT EC
[Notable American Women]. Lange went on to photograph interned Japanese-

American families in California for the War Resettlement Administration (WRA);

yet her portraits of elderly Nissei and their grandchildren won no sympathy

from military sponsors. Her photographs were impounded and did not reemerge

until 1972, when they were published in Executive Order 9066 (California

Historical Society), Richard and Maisie " O O U pitdagial essay on Asian-

American evacuation and mass internments.

Dorothea Lange: Child Living in Oklahoma City Shantytown, 1936
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| Dorothea Lange, WRA image of interned grandfather and son,
1942

After Bourke-White and Lange, the post-modernist generation of
photojou OEOPUUUWEEUVUUa wOOwPT EVwODT itrbHitibnit WEE OOT E w?
an photographic subjects inspiring alternative public readings that situate
identity not in hierarchies or dominant national values, but in subversive
discourset UT 1 w? OUT 1 UPOUOEODO] BlU2 wHO QO EH Ol OO w? iUk
leading female NOUUOEODPU U wi OUwUT 1 wo ErididRedeliGaldeh, EU U O? WE E
B EUwx UEODPUT 1 E uidohUlinubr £l PP dryunihjbr@B Magazine and
newspaper, including The New Yorker, The New York Times, Vanity Fair, Life, and
Rolling Stone. Her subjects appear more casually extruded from her camera than
?framed,? as though the camera discovers the plasticity of a subject from the
inside out. Mark, known for building extreme rapport with her subjects, among
them Seattle street children, the mentally ill and hospitalized, children and
mothers in Indian brothels, homeless American families, and drug dealers, and
actors, applies the intensity of method acting to her work.? 2 1T 1 WE Ol UwOOUwUOwOo
simply photograph a story, but immerses herself in itd 6EJE OOD OT wE wWEDI | PEUOI
hewrote. , EUOzZ UwPEaA wOil wExxUOEET POT wEwWGUOUAwWPUwWOD
whether PO WD UWE wOl OUEOwT OUx DUE O wlheseBeattitP UT T OWEOUC

children were surviving in the streets through hustling, pimping and

3 Golden, 2006, 156.
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x UOUUPUUUDPOOOWUOwx OU I DWDUEE O Wiz BIQUEE QU UEIERG Ewiu
& OOET O wmMbrk) Bowéver,itches it just perfectly. She got to know the

children, they trusted her, and the result is a melancholy and soulful

collaboration between the kids and a photojournalist at the height of her

x O b1 ¥)((pY)

It is fair to say that media criticism hasE OOOPIT EwUUwUOwY DI pwbpOUOUL
in a new light. Back in 1939, when former Washington Post photojournalists
Laura Vitray and John Mills wrote a textbook, Pictorial Journalism (New York,
McGraw-Hill), the two produced E pgistz WET UEUDx UDOOwOI wUOIT I wxT 60
task ¢4 to continue the instantaneous reporting tradition: photography as witness,
as fact finder. Vitray and Mills noted that the development of modern
photography and engraving wouldO zhbkve accelerated at such a pace if the
camera had not answered ? UT I wET OEOE wOi wOl | wOOETI UOWODOE wi

~ s A N A~ A N AN ..

described asDOUUEOUEO]I OUUOI UUBS 7 q55They fifharusdhidtEdu, D OO1 U O

** 1bid, 158.
%See Laura Vitra, John Mills, Jr., Roscoe Ellard. Pictorial Journalism (New York:
McGraw-Hill, 1939), 307. Instantaneousness was equated with economy of form, but

also implicit credibility ancaoapdwillnverf i n what
again be the first sourceofnewst o t he i ntelligent reader, 0 t he
radio at the time (no TV as yet or I nternet). But wlt
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newspaper editors to respond to changing times or meet doom. Writerly purists,
they wrote, had to recognize that compelling news pictures are neither

T

supplement nor ornament to textual journalismOWE U 0 w? UT I wOOU U wx Ul EDUI

economical, and effective reporting of human events that there is.? %u

Though the authors were essentially corri EUOwUT T wOl PUps OEUUUU A wk
much attention. It created pictorial distractions, picture editing geared toward
P01 1T weEUIl EpD &EIVTQW? Q0B UwOOUwWOEOT wlT | wul EET UZ U
choosing images not based on relevance or aesthetic or even intellectual power,
EVOwOOwWOi | DU wE ERGiiagtie Bddest bfmdai [ 1 O
denominators.” Local newspaper desk editors appeared perpetually in a dither
about declining readerships, so kept the most compelling images and graphics ¢
both iconic and subversive t off their front pages. Readers chimed in, mostly by
screaming when graphic pictures of grief or death were shown. In turn, tabloids
and supermarket rags turned photo-illustration into the new yellow p? ( WE O w
" U U D Qjdlithalism, a combination of random pornography (inevitably
featuring females, not males), flying saucers, three-headed babies, celebrity
photos and gossip, and the outright darkroom lie. The competition for icons,
awards, recognition, commercial dissemination ¢ and the implicit recognition of
photographers hungry for attention ¢ further conspired to erode
photojournalistic ethics. By the time Paul Martin Lester published his textbook,

Photojournalism: an Ethical Approach in 1991 (Hillsdale, NJ.: Lawrence Erlbaum),

continued, i s an Aor g a norderfo makehs amcaption ohnaws dcouratd asd, summar vy,
complete. He wants this record to be streamlined, too Tterse, colorful writing, new photography that does a

reporting job, and page layout that serves as a swift guide to his eye and mind, not jumbled disorder of

reading text and halftones. 0

36 i
Ibid, p. 3.
*"william Marimow, the current editor of The Philadelphia Inquireracknowledge that his taxonomy for
choosing cover photos included fAthe breakfast testo

Marimow, Personal Communication, April 25, 2008.
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he had identified that eight out of 10 photographs that Life magazine had
photographer.? The photos were published in a 1989 anniversary issue titled,
Phuk Yw8T EUUwWOI w/ Tsthat®add & Diffefeicel® BAMbhY tHdse
xT OUOUOwW+1 U0U1 UwPET OUDI Pl E uglidoriciwbrphiotosas Ez UwWE OE u
staged, if not faked, along with Civil War photographer Alexander Gardnerz U w
DEOOPEwW?' 001 woOi wEwll El O wsd the Yamt)dorPs@td | UO whiWlt + A C
illustrate, in separate images, a Union and Confederate soldier. Eugene Smith,
another Life magazine photojournalist pOOOP Owi OUwl PUwUI UDPT UwOOw? 3
#OEUOUO? wEOOOT wOUT 1 UUAOwWx OUI Ewi PBredUUENT ECUOU
Eisenstaedt were criticized by their subjects for not paying them for their famous
poses.? #WiThe list goes on. Lester completes his critique by noting: ?  OOUT 1 Uw
sUOI OUT 1 UUEEOI wOl PUwxDPEUUUI ZwbPUWOEET wOOUI wUC
EDT PUEOQWOE®ODx UOEUDOOG »
The icon was beginning to disintegrate in credibility, if not significance.
Sontag, in her landmark 1976 critique On Photography, EDE Oz Uwi YI OwOl OUDP OO
Further, the linguistic turn in media criticism of the mid to late 20" century
transformed icons of celebrity, war, and poverty into objects of visual rhetoric t a
system of signs and symbols arranged purposefully, even artfully to
communicate to an audience. Visual semioticians arranged non-verbal signs
(known as signifiers), objects (the signified), and mental ideas about objects
(interpretants, the term first applied to mental representations by American
linguist Charles Peirce) into a relational system of knowledge/logic derived from
inferential processes. These processes, both incremental and complex, enabled

viewers to decode endless streams of iconic, indexical and symbolic signs and

%See Lester, 1991, 2-5.
% Ibid, 2.
0 1bid, 2.
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their meanings through sudden? i OEUT 1 U? wOi wb O U'x Blokewdd OO wE OE wi
semiotics also contributed to endless debates about codes and pictorial
deconstruction. The big picture was no longer as significant as the individual
parts.

The open-ended nature of the visual image confounded the French
semiotician Roland Barthes, who claimed that photographs had no discrete
vocabulary of signs UT E U wE O U O Rupketiselad WwrEtbndamguage.2 This
was a puzzlement to him, but led to interesting discoveries. Barthes produced
interpretations of photographs not on public iconicity, but on his emotional
attachments to unique images. Although Barthes did not speak of ?icons? per se,
he created them in his book, Camera Lucida, by providing key criteria for
evaluating adored objects ¢ specifically, the studio portraits of his mother; a
black middle class family photographed in 1926 by portraitist James VerDerZee;
and collections of other well-known images (some of them photojournalistic)
taken by André Kertész,, Robert Mapplethorp, August Sander, and Richard
Avedon. These photographers captured unique artifacts of dress (for example, a
gold ribbon necklace, UT T WUE Ol wOOI wb detéd3ed Eanily 'mEnkbéty. 1 Uz
They experimented with strange camera angles, facial expressions, shadows, and
gestures that s x U D E GhloundediBatthes, the willing spectator, creating an
irrevocable (and highly emotional) bond between him and the image. Barthes
postulated that every great photographmusti 81T PEDUWEOw? 1 BREOEOEUDOOL
punctum, to the viewer who becomes a participant and lover of the image and its

visual message. Barthes further described the punctumas? EwUUDOT OwUx|1 EOOWE

41See Sandra Moriartyds excellent article AVisual Semi

Barbatis, K. Kenney (eds.), Handbook of Visual Communicati; Theory, Methods, and Medji&lahwah,

NJ: Lawrence Erlbaum Associates, 2005), 227-299.

*?Barthes notes in Camera LucidaReflections on PhotographRichard Howard, trans. (New York: Hill

and Wang, 1980),88,t hat A The phot ogr ap hdedvewrsif, eoviouslyextgne wi t hout a

codes do inflect our reading ofitit he real i sts do not take the photograpl
emanation of past reality: a magi c, not an art. o
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OPUUOI wi OO0I & Bunckuin €3 thed hetident Iiich pricks me (but also
bruises me, is poignant to me6* A punctum wounds the viewer with an
emotionally salient detail or suggestion of movement (e.g., crossed arms, hand
on thigh), calling up intimate remembrances that may or may not have anything
todoP DUT wUT dr abgedtspriesentkd in the actual photograph. The punctum,
he added, interrupts the normative ? I B lof®hotographic interest (Barthes calls
this field the Studium, and applies the term to almost all photographs, including
journalistic ones). Ironically, the x U O E Ueldibendd w it is comparatively rare --
turns a merely interesting photograph into an unforgettable one.
Barthesz w D O U IphbtogtdphyBvEsidearly personal. Most photojournalism
images, even clever ones showing dichotomies and novel/? EEEDET OUE 02 w
juxtapositions of highly contradictory symbolic figures (e.g., nuns and
Sandanista soldiers) left him cold. He showed no particular interest in mass
produced photojournalistic icons of the type disseminated by the common
2EUOUUUI wb @ajdt beripapbrs) piato€idl news magazines, or
broadcasting companies. Instead, he reaffirmed2 OOUET z UWEOEPOwUT EVwx I
tulfills an evidentiary and truth-telling role on a deeply personal basis, even if
thel BRx1 UDI OET wOI withxappodus®d the Fiewlerzadburfeal
(Barthes died in 1980, before the invention of Photoshop; he never showed
concern about the possibility that photographs EOUOE wET w? 1 EOI E? wOU wWE OE
Photographs were a statement of x UO O wx O UIPDB®Y U Oawudd iwadWi 1T w? 37 EU
E 1 | (RBaehing forward to the viewer from a past time, an image gives off a
Ul OUT wOi w?O0DYIT O1 UU2 wi YI O wbredabd dieduthis ENT E O wi E Uu
phenomenon Barthes describes as ? 3 T E U w1 ,EthewdE df Withessing and
recording moments of the past and keeping thems EODP Y1 z wdthaey2RET 1 Ua w

“ bid., 27.
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still with us, is the essence and poignancy of photography, iconic or not. Barthes

wrote:

I call the photographic referent not the optionally real thing to which an
image or sign refers but the necessarily real thing which has been placed
before the lens, without which there would be no photograph. Painting
can feign reality without having seen it. Discourse combines signs which
have referents, of course, but these referents can be and are most often

e oA~ A N NN

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. What I intentionalize in a photograph (we are not
yet speaking of film) is neither Art nor Communication, it is Reference,
which is the founding order of Photography.*

To Barthes and Sontag, a photograph was actually a trace, a stencil of light
that literally captured the shape and textured emanation of a human body. It
was an ? U O E B O b E'Eh® phkt&thph is literally an emanation of the
referent. From a real body, which was there, proceed radiations which
ultimately touch me, who am here; the photograph of the missing being, as

Sontag says, will touch me like the delayed rays of a star.?%

As much as Barthes and Sontag celebrated the poetic, metaphysical and even
the surreal iconography of the camera, American cultural theorists quickly began
recasting photography, especially news photography, as a thermometer, even a
manipulator, of mass publics. All debt to James Carey aside, critics in the last
two decades have pointed to news photographyz UwU D U U E OhinditleOE UD OO wb O w

communities together while forging models of citizenship and collective

4 Ibid., 76-77.
5 Ibid, 88.
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memory, especially among publics increasingly indifferent to routine news
events. Photo critics Robert Hariman and John Louis Lucaites, especially,
champion iconicity. They valorize Ul | wx UEOPEZ UWE x x Bthé¢ OUwi EUEDO
current crop of iconic images, as though these are the only pictures of public
importance in our culture.

This is a spurious position. When over-produced, over-copied, and over-
broadcast, icons lose their power to communicate intelligently or deeply ¢ or
even to stimulate genuine public discourse. They become faceplates, cartoons,
beer mugs, parodies, T-shirts, and dances drained of emotion or concern.
HariOEOWEOE w+ UEEPUI UwbEI OUPI awlUi 1 OWEOUUI EUOa wE
? Bese familiar images operate like the stock figures in memorial statuary,
ceremonial oratory, and other representational practices that have been used to
promoted, and repeatedly reproduced by large-scale corporations and
seamlessly sutured into the material practices of ordinary life --whether
documenting victory or disaster, surely these images exemplify ideology at
work.?24

Thex T OUOT UE x T z U winf¥rimbtibrfRnsraissiansythivlE isnow
questioned as never before. Instead of captUUD OT wUT I w? ElrBAUDYT wOOOI (
human conflict or crisis, the moment articulated unabashedly and with great
faith by French photojournalist Henri-Cartier Bresson, a classic proponent of the
World War II citizen image, camerawork is now invoked as an art of illusion
(homage to Ernst Gombrich), a mimetic practice invoking participation of
viewers through make believe (homage to Kendall Walton), and even a

consciously ambiguous exercise in digital manipulation and distortion to serve

6 Hariman and Lucaites, 2007, 3-5.
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?dominant discourses? (aitness Time, ET EADPOI z Uwi EOOUUWEEUOI O0pOI
2DO0Ox U007z Uw+  w/ # w@EE xud ODHuwRErU 1Owll 1GMe DPEEOW3 UET
range of critical thought regarding the emergence of icons ¢ even a culture of
icons ¢ now suggests that many of the most famous ones are ethically shoddy or
at very least suspicious. This is no cause for celebration. What is missing in this
increasingly surreal reality contest is an affirmation of what public
photojournalism really should be about: not ? O U U E | pddpl®doftly or
profiting from their loss or aggrandizement, but enlarging our worlds and
illuminating the parts of ourselves we find most difficult to see.
Susan Sontag positioned cameras not only as violators of personal space, but
also as ?fantasy machines whose use is addictive.?*” She also recognized the
cameraasa? Ul E @éarhire that allowed evidentiary recording ¢ detection
along with depiction -- the witness and ?trace? of human acts and events.
Photojournalism has always had the potential to alter and enlarge what we see,
yl OwbOwlT I wOl EPEwWEOEWEUT UEEOCaOwUi 1 w?EUOUUUI w
it appears we are undermining the value of the potentials of the ? UT 1 B OT wl al 2 w
camera and its act of truth-recording. TO E E & 7 U wé&vbnihd media scholars -
-- have all but forgotten the Santi-icon,Zthe subversively beautiful photograph
that tells us an alternate story of private lives, desires, and ambitions, every one
of which makes up an unseen public. The presence of these photographs is not
about seeking consensus, modeling citizenship, building patriotism or even
supporting dominant ideologies or war machines. They are here to remind us of
the diversity, beauty, injustice, and complex opportunities of our planet. Surely,
UT 1 Ul ws UUEY Irdphs Bxdworthuwsdcdndllopk.

--end-

*" Sontag, 1977, 14.
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