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Mass-market film photography, initiated by George Eastman ;
enabled visual representation of the material world for nearly anyon
means to afford camera and film. Thus began the first wave of the
visual expression.
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the number of camera phones that have been Produced now Aok
film cameras and digital cameras ever made in the entire histor CL:‘H the al iy,

In 2011, more than two billion people worldwide used Cali: Photg rap _“r”}”'“,!;
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images captured by digital cameras that year. By the end of thjs d eca;'dmg the .. Oleg
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per year, truly staggering numbers that were unimaginable ip, the ﬁlmﬂne trilljop, ima;l
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into the hands of the masses. That changes everything.

STEVE HOFFENBERG, former director of consumer
imaging research at Lyra Research Inc., is one of the

world’s leading analysts covering digital imaging
products and markets and has authored more than
three hundred market research reports and articles.
Lyra Research Inc. is a market research firm and trade

publisher specializing in imaging industries.
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part of a phenomenon that, if repeated often and elsewhere, may confise and tire readey

How interested and willing are we to scour thousands of images f; om, let e 3:
Kazakhstan or the Congo? The outpouring of digital “insider” imagery is and will be cha}i
lenging for outsiders to interpret. Previously, primarily Western-trained or influenceq teport.
ers and photojournalists provided a bridge, making images to explain one culture to another
even if the professionals involved sometimes did not fully understand the subtleties of the
culture he or she was being paid to look at. Since photography is not a universal 1anguage, oS
more images are generated by nonprofessionals, caption information may need to be written
by knowledgeable readers for viewers unfamiliar with what specific images show of refer to,
That may include explaining what some of the more subtle cultural referents embedded in
an image—a hand gesture or a particular way of standing, for example—might mean.

All of this, of course, raises interesting questions about what professional photog-
raphers will be doing in the future. At least one answer is very clear. As viewers and readers,
we will benefit from having access to strong and extended bodies of work that have explored
a society in the past, and which can give us a context for understanding what is happen-
ing in the present. The news usually reports on governments and major political and
economic activity, not on the everyday lives of people. Faced with contemporary images
of demonstrators expressing their extraordinary anger on the streets of Iran, for example,
it would have been helpful to a global audience to have access to previously produced
photo-essays that explored Iranian life under calmer conditions.

The need for professional photo-essayists, both insiders and outsiders with deep
understandings of specific cultures, is more crucial than ever. Their work will coexist with
and contextualize the more on-the-spot work done by nonprofessional citizen journalists.
What still needs to be worked out, though, is how professional photojournalists will be paid
for their work, and what outlets they’ll find or will have to create in order to publish it.
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FRED RITCHIN, professor of Photography and imaging at New York University,
is the author of numerous books, including In Our Own Image (1990), and After
Photography (2008), an daccount of digital media’s impact on documentary
photography and society. Director of PixelPress, which creates websites,
and exhibitions Promoting human rights, Ritchin was formerly picture editor of
the New York Times Magazine, executive editor of Camera Arts magazine, and
founding director of the docurnentqry Photography educational program at the
International Center of Photogruphy,
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The phenomenon began in 1905, when the postal service inaugurated a penny rate
for postcards, and began to decline in the teens, although real-photo cards were produced
a5 late as the 1930s. Around a billion cards were sent every year at the height of the craze,
but it is impossible to say how many were photographs, or how many different cards were
made—a card might have had an edition of one, destroyed long ago.

Virtually every town in America, however small, had a professional photographer.
There were already many in the late nineteenth century, but the spread of the pocket
camera expanded opportunities, and the postcard craze opened an entirely new field.
The photo postcard spurred photographers to become entrepreneurs, journalists, public
diarists. Real-photo cards were cheap both to make and to buy, and people collected them;

even amateurs made them.
Photo postcards document nearly the whole of their time and place, from intimate

matters to news events. They show the panorama of human activities: eating, sleeping,
labor, worship, animal husbandry, amateur theatrics, barn-raising, spirit-rapping, dis-
solution, riot, disaster, death. The photographers were often tinkerers, but some of them
were artists, and some of them knew that they were. Their work could be sophisticated

or crude, vivid or i design or by accident.
dull, beautiful by desig y o survived, either because

The names of only a handful of postcard photographers hav T
they had significant earlier careers, such as Solomon D. Butcher; or beC

_ . York); or because
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they documented an important subject, such as Walter H.. Horneart even then, such as
War, in his case); or because their other work was recogﬂlzed a3

Jessie Tarbox Beals.
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TOP:
S.S. Ellis, Annis Auto Wreck, 1909

MIDDLE:

Arthur J. Kingsbury, Arrived
Home with the Christmas Greens,
ca. 1910-18

BOTTOM:
Photographer unknown,

Temperance Parade, Church of the
Nazarene, Medora, Illinois, 1908

-

'Ph@ Saloon —versus-The H ome
Result N9 e (’I‘o Little )‘Personal hlber’cy

history, th
out O dD a

include as
simply by !
prized, ab
are most
head-on.
Thi
who had
photogra
Evans ar
that they
the birth
had to b
W
Pecvple ]
and ady
there W
Utual,
formy)

1
].E'.I}Se S

Relag,
there ;
Whitﬂ ,

181



Hg ”1'5' Ciirs
C = Anival §
EHIEP'L?II!IE_ Ir:‘r'-{r{j 5
4 -:rj{.i".'-
__‘_._._.___"-

have a single s
, man ad
headed author. Self-taught and h
appily ignor
' ant of

to do a job, tO lease a publi t cri .
out ) P public, to turn a dollar, but also tgples artists. He or she was
record thin :
gs f&lthfu]l
Yy, to

iIIIChIde as matn-y deta.ils as the frame could contain, mavb
s_'Hiﬂplyby noticing thu'lgs. Freedom from the histor;cal gu edtﬁ make the familiar strange
nzgd, above all, finding the shortest distance between t; = ITlade foran aesthetic tl%a;
are mOSt often blunt and head-on, and in fact are besotpx:;j: ;l;lhat is, the pictures

ey are blunt and

head-on.
. This approach wo :
| j9]9) uld be aesthetically validated a generation later by ph
y photographers

who had grown up wi

é}mtogra jhers mi};hfléztizstcards, -most famously Walker Evans—the real-ph

Efans énd e j:i:ra;lonal link between the Civil War photogrzp;)lz:: “:1

that they are inventing their m d?' utposteard photographers cart elyc thie impressizn

the birth of photography— Sl from scratch. For them this might as well have bee
graphy—everything could now be photographed, which meant that:;

had to be.
Peopl:V;:JesI; :?tlt? e
aﬁd advertisinl g ut smiling because they hav
there with thegs‘ani{)WdS gatl?er_ ?t parades and partic
titual, But then thee solemnity in every case. Every 85p°
fﬂfma‘lity of dtess aH:SSagt?s on the back speak of new jobs
The C;?ini.era izl ;r?hitecture ‘makes sense as a substitute
1ens_es"Can make all 16 is responsible for some of the strangen
Relafively e shallow spaces look like stage sets and allﬁdeep S
'thgre I$snow on tlf osures can transform even urgent themes into fro '
White, and ths = ekgI‘OUIld there does not appear to bea QL
Thes Phot: es for the visual analogu€ of a huge; .re '
sraphs were a vital medium of communicat

what we first registeris the foreignness of the time.

e not yet been taught to do so by
g and disaster scenes and the
ct of life takes on the as
and temporary housin
for real stability:

ess. The |imitations of
pace appear infinite.
sen tableauX: Unless
ce skies are always

movies
nstand
pect of
g. The

ny weather,
verberating S

on; they Wét

ilence.

181
~

e ¢ ANTE




	1
	2
	3
	4
	5
	6
	7
	8
	9

