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Preface: Using This Book

This book offers a thematic overview of the history and development of photojournalism and its contemporary nature, guiding readers through the major theoretical, conceptual and practical issues confronting photographers in the field today. Each chapter explores the central debates about key topics in photojournalism from historical, technological and economic points of view, and considers how those developments have shaped current practices, particularly in terms of their ethical impact.

As is often the case, the clearest way to introduce the aims for this book is perhaps by setting out what it is not. First, it is not a technical guide or a 'how to' manual for photojournalists. Although it makes use of extensive practical and visual examples to consider how photographers operate, the books foundation is theoretical: identifying the critical concepts that impact on the working concerns faced by photo; ournalists every day. For example, it considers how postcolonial theory can make way for the responsible representation of ethnic minority subjects, or how understanding the concept of aesthetics can help a photographer reflect on the positioning of their work in relation to 'art'. Specific thinkers and theorists are mentioned in order to present particular points of view or to give a fully rounded account of a key issue, but the book is also not, first and foremost, an introduction to critical literature but to concepts. A 'further reading' list provides an indicative list of writers and the texts most closely associated with the issues raised in each chapter along with a more general bibliography at the back of the book.

The same principle applies to the discussion and use of photographers' work. The book is not an exhaustive history of photojournalism nor an attempt to cover all of the most important photojournalists and their work. Where particular bodies of work are engaged with, they have been chosen because they best exemplify the critical questions that are at the core of the book. Often, these come from well-known figures from the history of the medium, but it also means that some of the biggest names and most famous photographs are not included, and sometimes we draw attention to lesser-known work for the same reasons.

Stressing the fact that this is not (outside of the general overview provided in the early chapters) a history of the genre, or a 'who's who' of famous names does not exempt us from the responsibility to consider issues of diversity and representation in deciding whose perspectives to feature. If this book were primarily a history', it would show that photojournalism has been overwhelmingly dominated by white, Western, economically privileged heterosexual men. In a recent article for Time magazine's Lightbox blog, photojournalist Anastasia Taylor-Lind presents a stark set of statistics that demonstrate just how underrepresented women, people of colour, LGBTQ and non-Western people are in this industry, both as photographers and at all levels of the media infrastructure on which photojournalism relies.1 In wanting to address this problem, we have sought (in the manner of feminist revisionist art history, for example), to highlight other perspectives. But at the same time, it has also been our job to recognize some of the most influential developments and landmark bodies of work that have shaped the medium in actuality, and this has meant paying an unequal amount of attention to the work of white, middle-class, Western male photographers. These choices have been made with care, but they are not unproblematic. Essentially, given the scale and scope of the enterprise, this book has to be about what photojournalism is and has been, rather than what we might wish it to be.

Photojournalism as a genre of photography does not exist in isolation. Understanding its roots and influences often means looking to other types of imagery. For example, thinking about aesthetic questions in photojournalism involves the discussion of art and other photographic categories, and to fully understand issues of representation and 'otherness', we might draw on the histories of portraiture, anthropology or even advertising. In all cases, our use of examples is pragmatic and contingent: some are discussed in such depth that they can be called case studies', while others are used to illustrate important principles in ways that do not involve as much contextual detail. But they have each been chosen carefully to retain their significance over time. In the publication of any book, especially one whose core subject is visual, many factors must be taken into account when deciding which images to reproduce as illustrations and which to leave out. While it would have been possible to fill the pages with photographs and to include reproductions of the work of every photographer mentioned, we recognize not only that this would have made it a different kind of book entirely, but that it is not necessary. The ability to read and study across platforms, combining digital, visual and textual literacy, is increasingly taken for granted at all levels of education, and as we mention photographers and their work, we do it with the expectation that readers will, either literally or figuratively, have this book in one hand and a digital device in the other, looking up names and finding readily available reproductions of images for themselves. By accessing on their own terms what we do not or cannot include directly, our hope is that readers will discover new connections, build on the text and autonomously develop a range of reference points that uniquely reflect their specific concerns. For similar reasons, some of the images we have chosen not to reproduce are ones that will be known to readers already because they are so famous, widely recognized and digitally searchable with ease.

As well as providing a thorough grounding in the subject, which can either be read through in its entirety or dipped into on a reference basis, the book is designed to act a stimulus for further discussion and reading. With this is mind, there are pedagogic features such as chapter summaries, a comprehensive and subject-specific glossary of terms and guides to further reading at the end of each chapter.

The Chapters

Just as it is helpful to delineate the parameters of this book by explaining what it does not set out to do, introducing the nature of photojournalism itself must be approached by means of its relativity to other forms, practices and concepts. For this reason, most of the first chapter is dedicated to setting out aspects of photojournalism's historical and critical context, and also to acknowledging its perceived cultural associations: it is as important to consider how photojournalism is broadly understood today as to arrive at any kind of accurate definition. The relationship between theory and practice is considered, as well as acknowledging the critical importance of visual literacy for both photographer and viewer.

From there, Chapter 2 presents an overview of key historical aspects of photojournalism's development, not as a definitive or comprehensive account but rather with a view to demonstrating how the kinds of characteristics and perceptions discussed in the previous chapter have come to be: most often as a result of technological and economic factors.

Chapter 3 takes one of these historical staples - the photostory format - and uses it as a starting point to explore questions of the relationship between words and photographs: a relationship that is central to photojournalism's functioning in any media context. This chapter ends with a discussion of how photographic storytelling has been transformed in the digital age, and this leads directly into Chapter 4, a more comprehensive look not only at the ongoing evolution of photographic methods and technologies in the twenty-first century but also at the entire business and distribution models on which they depend. Both of these factors continually shape one another, and cannot be considered in isolation.

The following three chapters then move on to focus on three of the most central issues that shape the work of photojournalists across the breadth of the industry: inChapter 5, its power to represent people, and the social and ethical responsibility that this presents to all photographers; in Chapter 6, the ethics of 'manipulation' and of representing graphic violence; and in Chapter 7, the relationship between content and form, or aesthetics, in photojournalism. The final chapter is offered as a kind of conclusion, in which we argue for a contemporary notion of photojournalistic witnessing that balances creativity with journalistic commitment and embraces connectedness - both digital and fundamentally human - in the modern world.






1
What Is Photojournalism?


Chapter summary

In this chapter, we begin by considering photojournalism's contexts from a variety of perspectives: the wider network or economy in which is it located; the cultural and social perceptions of truth to which it is still, for better or worse, held accountable; and, ultimately, how it can be defined as all of these parameters shift and change with the transformations of the contemporary media environment. This involves considering some of the inherited stereotypes and perceived values associated with the photojournalist as a figure within this environment. Finally, as a way of further introducing the priorities of the book as a whole, we discuss the relationship between theory and practice in relation to photojournalism, including the imperative for viewers and photographers alike to commit to visual literacy, or a position of critical engagement with what we see.


The multiple levels of photojournalistic witnessing

On a street in Sorocaba, Brazil, a man takes a photograph. His subject is another man taking a photograph, of a painting, of a photograph. Four days earlier, Alan Kurdi, a three-year-old Syrian refugee of Kurdish ethnic background, drowned in the Mediterranean Sea. He and his family were trying to reach Europe (reportedly they hoped eventually to settle in Canada). Turkish photojournalist Nilüfer Demir took a set of photographs of his lifeless body washed up on the shore, which quickly spread around the world (Figure 1.1). Reproduced on newspaper front pages and in social media feeds, the image of this small boy lying face down in the sand stopped people in their tracks. It led to cries of outrage, horror, grief and shame. It was appropriated and transformed into artworks, memes, tributes and protests that took on 'lives' of their own, and most of which communicated a plea for compassionate action in response to the growing global refugee crisis in which thousands of people were arriving every day on the shores of Europe, in many cases having fled the terror of war, but all in search of a better life. Alan Kurdi became a symbol of something that transcended the individual tragedy of his death, and that led to change. At the level of government policy in Britain, Turkey, Germany and other European nations, the change is debatable. But in the lives of individual citizens of those countries, there can be no doubt: because of Demir's photographs, ordinary people in ordinary towns have, at the time of writing, Syrian families sleeping in their spare bedrooms and eating at their tables, and there has been a surge in financial donations to migrant and refugee charities. So profound was the empathy stirred up by these photographs that many people could no longer, in good conscience, regard the refugee crisis as a faceless abstraction.

[image: ]Figure 1.1 Nelson Almeida, 2015. A man takes a picture of graffiti depicting Alan Kurdi (initially reported as Aylan Kurdi, and also known as Aylan Shenu), a Syrian three-year-old boy who drowned off a Turkish beach, in Sorocaba, Brazil, on 6 September 2015 (Getty Images).

Nelson Almeida's photograph (Figure 1.2) records one of the many vernacular artworks that proliferated around the world in response to the photographs, painted and stuck to a fence in a Brazilian city. In it, the same boy's small body has been made monumental, and is surrounded, in scrawled text that appears frantic, repeated and desperate, by the word 'peace'. Alan Kurdi and the many thousands of other Syrians like him have been 'abandoned' by the governments of the world's most powerful countries, if not (for this short time at least) by their news media. This photograph captures in its numerous layers of witnessing a dimension of contemporary photojournalism that sets it apart from that of previous generations. In a striking echo of Demir's original photograph, a man stands nearby and bears witness, this time not as a uniformed Turkish policeman but as a citizen photographer in a backpack and baseball cap, likely poised to share his camera-phone image via Instagram or Facebook in a kind of tribute of his own - not weeks or months following the appearance of Alan Kurdi's body on a beach on the other side of the world but within just four days. He is part of a network of witnesses, the same network as Demir, Almeida and the anonymous graffiti artist, through which images travel, effecting the kind of recognition for which photojournalists have worked over generations, but with a speed, ubiquity and proliferation that has not been imagined before.

[image: ]Figure 1.2 Nilüfer Demir, 2015. A Turkish police officer stands next to a migrant child's dead body off the shores in Bodrum, southern Turkey, on 2 September 2015 after a boat carrying refugees sank while reaching the Greek island of Kos (Getty Images).

Together, these two images set the scene for the concerns of this book. One is a photograph that records the essence of a vital and complex historical moment in a way that seems to exceed words; it is a potent symbol that will no doubt before long be called 'iconic', and the impact of which has been deeply felt throughout Europe and beyond (more deeply, we would argue, than any other in recent memory). The other presents in palpable terms - the street, the human observer, hand-drawn imagery and hand-held smartphone - how the contemporary networked digital media economy transcends the boundaries that have governed it in the past while still preserving, if not enhancing, photography's unique capacity to move hearts and minds in response to the most pressing issues of the moment. Both of these images raise complicated and problematic moral questions about the representation of the other, and of the aftermath of acts of violence, and demand that ethically supportable solutions to them be explored. Central to the concerns of this book are the multiple levels of witnessing and representation that can be seen within these two pictures, including the historical and moral contexts that surround the photographing of death and suffering, and the complex conditions of viewing and dissemination.

The economy of images

The distinct features of the still photograph endow it with a unique quality in that it acts as a technologically enhanced, proxy form of vision, positioning the viewer as a witness of the scene with their own eyes, even if separated spatially and temporally from the actual event. The act of photography therefore links together the event, its participants (including both the photographer and any subjects of the photograph), the photograph itself and then its audience, in an active, ongoing and participatory process of producing meaning. In doing so, photographs provide a kind of raw material for the construction of historical consciousness. They have a remarkable ability to define events and mediate their passage into history. This action does not happen in just one direction: it ebbs and flows as the significance of a particular image changes over time, and is recalled by later events that echo or contrast with it, or recedes into memory.

This movement and flow of imagery can be called a network, as noted above (and explored further in the last chapter of this book). It can also be understood as an economy. Photographs, such as that of Alan Kurdi, go through complex processes of distribution, trade and consumption, and are perceived to have a different kind of value in different contexts. Photographs are also economic in that they are commodities of commerce, bought and sold as part of the commercial activity of selling newspapers, magazines and, increasingly, online publications. But they are also commodities of information, meaning and knowledge production; memory; and ultimately of culture. In the economy of photojournalism information, ideas, opinions, news, propaganda and commerce all interact. Their meanings are altered depending on the context in which they are printed and by the way in which they are presented. They have simultaneously an informational and a monetary value in that they convey meaning but also help sell the product in which they are embedded. As commodities of both informational and commercial exchange, they are vulnerable to the fluctuations of marketplace and audience. This combination of a journalistic or public service function with a commercial one necessarily drives photojournalists to produce work that can perform effectively on both levels. At its best, this generates work that is socially relevant while also generating audiences, and produces a financial return for the photographer that allows them to continue their practice.

What is a photojournalist?

Another feature of this contemporary economy of images is the increasing difficulty of maintaining clear boundaries between the various practices that make it up. Just as the lines begin to blur between editor and viewer, consumer and producer, professional and amateur, the definition of photojournalism itself is also drawn into question. In particular, the differences between photojournalist and documentary photographer can be so indistinct that many practitioners no longer attempt to choose between these titles. But for our purposes, a distinction is necessary, if only to delineate the scope of this book in a manageable way.

The photojournalism then, is one who makes work intended for a public audience either through editorial publication - primarily in magazines or online - or for non-governmental organizations (NGOs). These formats allow for extended photo series or essays'. This is, for the most part, what is meant by the use of the term 'photojournalism' in this book.1 Newspapers, in contrast, tend not to rely on series but on isolated single images to illustrate their stories, and newspaper wire services such as Reuters, the Associated Press (AP) and Agence France Presse (AFP) until relatively recently have typically also concentrated on the single image, largely in order to downplay the individuality of their photographers in a desire to promote a sense of objective reality (however contested this concept may be).2 These might be more accurately defined as news photographers as opposed to photojournalists, although the technological advances of the digital age have allowed these agencies to begin to distribute longer-form stories that could be considered as photojournalism by our definition. That is not to say that photojournalists do not also cover fast-moving news events nor that their images are never published individually, but that their prime concern is a deeper kind of interaction with the situation, often involving repeated visits over substantial periods of time. Defining documentary photography in relation to photojournalism tends to be a question of both subject matter and form. Longer-term projects intended primarily for exhibition in galleries or publication in books can be features of both, but the documentary photographer usually favours stories that engage with accounts of the state of things and underlying sociopolitical conditions, as opposed to photojournalism's focus on the topical events that constitute news and current affairs.

Clearly there is considerable overlap and blurring of the boundaries between all of these definitions, with individual practitioners at various times - even within a single day - working in ways that could be described using any of them. In this book we discuss some single news images and also work that falls into the category of documentary and even art (a range of distinctions that is further explored inChapter 7). But clarifying some of the differences and relationships between them is nonetheless useful, and the book is centred around the term photojournalism in particular because it marks an important and identifiable form while also encapsulating a range of related practices within the increasingly dynamic network that constitutes the wider visual media environment.

Roles and identities

Having put forward a definition of photojournalism itself, we can now turn to some of the other sorts of labels and roles that photojournalists have used more specifically to characterize their particular objectives. Looking at these labels can help in identifying some of the most important critical questions surrounding photojournalism, and the ones with which we are most concerned in this book. Identities that are habitually claimed by photojournalists, such as 'witness' or 'storyteller', sometimes reflect deeply held convictions on the one hand and unquestioned assumptions on the other. In both cases, this makes them worth studying in order to better understand what photojournalism is for, how it is perceived and what makes it a unique mode of address. The following is a brief list of these stereotypical labels or identities, along with an outline of each of their implications, by way of an introduction to the scope of this book's concerns (as opposed to an outline of the book's chapters themselves, which can be found in the section titled 'Using This Book'). These categories are employed here as heuristic devices to help explore potential positions - they are meant to be neither definitive nor exhaustive, and once again there is scope for considerable overlap between them when considering any given photographer's practice.

The objective recorder

'Objectivity' here implies not only a lack of bias but also a complete and reliable account of a situ ation: the truth, the whole truth and nothing but the truth. Can photography ever achieve this? Of all the critical questions to be tackled here, this is perhaps the one with the richest existing literature devoted to it - and specifically to critiquing, or 'unmasking', the persistent ideology of photography's objectivity. We know, of course, that no photograph can ever truly be objective. Yet it is still, in a sense, an ideology on which the whole project of photojournalism depends; it is a compelling standard to which many photojournalists aspire and to which many viewers hold the photographs they see in the news every day. How can such a paradox be maintained? As well as subtleties of subjectivity or bias in reporting, questions about photo manipulation, staging and outright deception are implicated in the discussion of objectivity. These questions are considered later under the umbrella of ethics'.

The observer

Connected to the ideal of objectivity is the perceived function of the photojournalist as one who observes the world from a detached position of emotional distance. Sometimes this can have ethical implications, leading to discussions about voyeurism, surveillance, power and the dilemma of non-intervention in the face of injustice. But it is also a subject position more often associated with the tradition of street photography: that related genre which is closely aligned historically and stylistically to photojournalism but is usually very different in its objectives. Arguably the very opposite of the photographer with an agenda to 'make a difference', the observer is one who moves silently through the world, watching events unfold from a distance with no greater ambition than, in the words of legendary street photographer Garry Winogrand, 'to see what the world looks like photographed'.3 Is this a viable proposition for someone who calls themselves a photojournalist?

The storyteller

'Telling stories' through the medium of photography is an explicitly stated aim for a great many photojournalists. And this is not surprising, given the affinity between photography and words in the press, where they function side by side, and more conceptually as it were, embodied in the tradition of the photostory or photoessay, a staple of the genre for almost a century. What does it mean, though, to expect photographs to tell stories, when all any photograph can do is isolate a single frozen moment outside the narrative flow of time? What we mean by 'story' is often not a narrative development with a beginning, a middle and an end, but rather the treatment of an issue: something that the (photo)journalist judges to be important, worth pointing the camera towards in order to draw our attention to it. In this way, they do not tell stories so much as they tell (or, more accurately, show) society what to look at.

The witness

'I have been a witness, and these pictures are my testimony,' claims James Nachtwey of his long career documenting war, famine, disease, violence and poverty.4 The close alignment of photography with ideals of objective truth is what most often prompts the use of legal language such as this when describing its social role. The photojournalist as witness denotes a very special, privileged position, as one who, often at great risk or expense to oneself, is deemed worthy of seeing on behalf of the general public. It is their responsibility to choose, by implication, what the rest of us will see, and also, paradoxically, to bear witness in order that we do not have to. They provide the images to which we are all then invited, in a different sense, to bear witness, contributing to something that is often called collective memory and shaping a historical record to be passed on to future generations. This is a role that is preserved for extremes: the mantle of witness is usually given only in relation to photography of the greatest horrors and glories of history.

The advocate

At the root of many photojournalists' practice is the belief that photography can 'make a difference' in the world. Antithetical to the detached observer and, sometimes even to the witness, is one whose photography is directly and deliberately aligned with a specific cause, engaged and often driven by passionate commitment and personal investment. Also springing from the language of legal systems but associated with a whole range of other terms, including 'humanitarian' and 'concerned photography', this kind of advocacy can range in function from raising public awareness of a particular cause to investigative reporting, the gathering of evidence and fundraising in collaboration with charitable organizations. Though more often associated with the wider category of documentary photography, a great many photojournalists are also driven, explicitly or implicitly, by the principles of advocacy in their work for newspapers and the daily coverage of world events. All photojournalism involves questions of power and 'the politics of rep resentation', but it is within this category that they are often most prominent and heavily weighted.

The interpreter

Rather than holding themselves to any ideals of objectivity, many (not to say most) photojournalists acknowledge that their role involves not only a degree of subject ivity but also the work of active and creative interpretation. Along with this comes the conscious responsibility to make choices, both conceptually and aesthetically, in creating images that conform to their personal view of the subjects they represent. This interpretive process has led some photographers to move completely outside of the parameters of photojournalism towards the sphere of conceptual or fine art practice, as the most appropriate space in which to engage with their concerns. Because of the apparent (but false) dichotomy between photographic recording and creativity, this transition sometimes involves negotiating perceived tensions between the values of art and the values of journalism. These tensions are also encountered by photojournalists who choose aesthetic approaches that seem to clash in some way with their subject matter: the relationship between beauty and suffering, for example, has been the subject of fierce debate, especially in the latter decades of the twentieth century.

The burden of objectivity

Whichever, if any, of these roles a photojournalist chooses to identify with, each of them in one way or another must contend with the question of 'objectivity'. From those who hold it as the central value of their practice (as in the first category, above), to those whose practice as a whole is predicated on critiquing it (as in the last), the issue of objectivity is a kind of touchstone or reference point around which all photojournalists must orient their own unique position. The work of a photojournalist is bound up at every level with questions of their fundamental moral position and the code of ethics that develops from that. Central to this is perhaps the most fundamental of these concerns: the tension between objectivity and subjectivity, or the power to show and the power to create. David Campbell writes,


the beauty of photography is that it is a creative, interpretive process in which something about the world is visualized. The burden of photography is that its relationship with the world, especially when we think of it as a reflection of the world, is often in tension with its status as a creative interpretation. Finding ways to navigate this tension is one of the challenges for how we understand the purpose of photography, particularly when we are thinking about how photojournalism and documentary photography reports on the world.5


Photography is so much a part of daily modern life in the Western world that there is often not a clear difference between talking about photography and talking about seeing. It is deeply embedded in our habitual practices of understanding the world and establishing our identities within it, making it more and more difficult to maintain a critical perspective on the power of the photograph - how it creates meaning; how it selects and frames, highlights, obscures, interprets and represents. Objectivity, truth and indexicality are characteristics that have been associated with photography since its inception, in the truism that 'The camera never lies'. Understanding photography in general and photojournalism in particular involves a recognition that these are ideologies - that is to say, deeply powerful and alluring distortions - that prevail simultaneously with their great power to captivate, move and challenge us.

Like eyewitnesses in court, photographs are potentially unreliable. Their viewpoint is partial, their framing selective and they represent only a brief fraction of time. Yet in their indexicality (the supposedly umbilical link to their referent), their economy of description and their emotional charge, photographs still provide, as Howard Chapnick puts it, 'testimony in the court of public opinion'.6 They can seem simultaneously to obscure and mislead on the one hand, and on the other to inform, explain, claim and interpret. They operate both spatially and temporally, condensing located experiences into artefacts that are mobile and long lasting. Products of technology mediated by human action, they are tangible, material objects: things (whether physically as a print or virtually on a computer screen). They can therefore potentially be afforded an agency and life of their own. If, as visual journalism specialist Julianne Newton argues, photographic images are 'indexical forged evidence',7 they are also, in the words of Susan Sontag, 'bewitching sirens, luring us with promises of knowledge but leaving us with little more than the memory of a compelling face'.8 This duality of photographs, operating both within the descriptive and the imaginative realms, is central to their nature and central to the practice of photojournalism, in that it frequently seeks to generate an imaginative, empathetic engagement with the real world. As Sontag describes,


photographs are of course, artefacts. But their appeal is that they also seem, in a world littered with photographic relics, to have the status of found objects - unpremeditated slices of the world. Thus, they trade simultaneously on the prestige of art and the magic of the real. They are clouds of fantasy and pellets of information.9


Furthermore, there is a complex process of continuous feedback between the image itself, its formal and descriptive resonance, its distribution through the media and its reception by an audience. Central to this is the act of witnessing. John Durham Peters argues that all forms of media witnessing involve a tripartite relationship between the audience, the witness and the text, and that the interactions between them combine to produce meaning. Witnessing is therefore to be considered as a process, as Wendy Kozol asserts:


Visual witnessing is not a one-way mirror but a relational process between the photographer or artists, subjects of the image, viewer, and surrounding contexts. That does not make visual politics necessarily progressive, antiracist, antisexist, or anti-imperialist, but it does mean that these cultural practices function as contested sites that as readily destabilize as secure hegemonic ways of seeing and knowing.10


Gilles Peress (whose own practice can be located somewhere between photojournalism and documentary photography, as discussed above) sums up this multifaceted relationship from the perspective of the photographer, maintaining that a photograph


has a multiplicity of authors: the photographer, the camera, each has a different voice a Leica with 28mm, a Nikon with a 24mm - everything speaks, cameras speak Then there is 'reality', and reality always speaks with a vengeance; with a very forceful voice. Then there is the reader; the viewer. So the more the images are open, the greater the participation of the audience, the more the photograph can be seen as an open text with a multitude of authors.11


Whilst appearing to be a faithful record of what was before the lens, the fixed surface of the photograph never presents an objectively neutral representation. It is highly selective, fragmentary, momentary and subjective. The myriad of variables inherent in the photographic technology combined with the multitude of possibilities of what is included and excluded from the frame by the hand-eye-brain coordination of the photographer means that any image is only one possible variation on an infinite number of images that could be generated from a given encounter with that same 'real'. As far back as the 1930s Roy Stryker, director of the US Farm Security Administration's comprehensive documentary photography project (which established the careers of some of the most famous American photojournalists of the mid-twentieth century), observed that 'the moment that a photographer selects a subject ... he is working upon the basis of a bias that is parallel to the bias expressed by a historian'.12 This comparison with history - and its shaping - can be taken further, as Alan Trachtenberg explains:


The historian employs words, narrative and analysis.
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