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Summary of Topic

This study explores the ethics of photojournalism and documentary photography, moreover the power of the photograph and its ability to constitute change but also its misuse.

Photography’s origins began in the form of an optical implement called the Camera Obscura, which allowed painters to render colours, intricate detail and perspective in real time (Walsh, 2017). Shortly thereafter, Niepce experimented with the Camera Obscura using light-sensitive materials, which resulted in the creation of the first, unfixed negative (Encyclopaedia Britannica, 2018). Furthermore, Talbot’s contribution to photography allowed a photograph to be reproduced using a paper process called the Calotype (BBC History: William Henry Fox Talbot, 2014).

Further advancement in photographic technology introduced the use of the camera to document social issues and suffering. Early documentary photographers such as Thomas Annan and Lewis Hine used the power of photography in the 1890s-1910s for social reform (Science & Media Museum, 2017). Moreover, it was believed Hine photographed his subjects with dignity, portraying their individualism while challenging prejudice. 





















Introduction

The focal point of research in this study revolves around staging, truth and manipulation in both past and present photojournalism & documentary photographs. In this analysis, famous yet controversial photographs have been dissected to explore the notion of truth in both genres, as well as the altercations that rise as a result of an audiences’ response to a photograph. Additionally, this paper also elaborates three key words which relate to the iconic photographs in question.

The introduction of digital photography revolutionised photo manipulation, thus making it far easier to alter a photograph without a physical darkroom. This ignited debate between film and digital photographers, as film photographers believe the digitisation of photography has furthered the possibilities of photographic deception. On the contrary, photographic manipulation has existed since the ability to reproduce a photograph became available in the nineteenth century. Furthermore, instant media has transformed how photography is both shown, received and digested (Diemer, 2009).

Thirty-four years after the world’s first photograph was taken, photographer Mathew Brady super imposed Lincoln’s head on politician John Calhoun’s body (see Fig. 7). At the time photography was still relatively new, therefore the medium was not overly publicised. Brady created the photograph of Lincoln to distract the public from the rumours that were circling about the politician’s “grotesque appearance” (Water, 2017).













Documentation
Documentary photography is a genre which is generally considered to exist for the purpose of providing an unbiased representation of people, places and events (Open Society Foundations, 2013). It is often referred to as reportage photography since it exists to provide a visual report of an event. Photography of this context is also used for the purpose of social activism, i.e. making photographs which highlight the plight of others to encourage social change. Documentary photography is thought to be very similar to Photojournalism in a sense that its fundamental purpose is to tell an evocative story.
In the 1880s, Jacob Riis, a reporter for The New York Tribune, began to document areas of social deprivation for the purpose of social reform. In 1890, Riis published a book titled How the Other Half Lives, which introduced the establishment of building codes regarding housing conditions (Early Documentary Photography, 2004). The introduction of building codes meant landlords were legally obliged to improve the living conditions of those who occupied poorly maintained housing.  
In the 1930s and 40s the popularity of photo albums began to rise (Tagg, 2009). Snapshots in a family album gave one a sense of identity and belonging. Snapshots were carefully selected and placed in sentimental family albums as a treasured keepsake or memento. Analogue photography required one to spend many hours creating correctly exposed prints, whereas smart phone cameras result in instant photography, allowing one to post it in a virtual space or store it on a portable hard drive. 
The concept of using photography as a memory-making tool has existed since Niepce created the first permanent image in the 1820s (see Fig. 5), however the way in which photographs are handled and stored has changed since the introduction of digital photography (Lister, 1995).
During the nineteenth and early twentieth century, cameras were considered to have a reputation for upholding the truth - and nothing less – yet even then photographic trickery was practiced using various methods such as stitching separate prints together. One such example is the Cottingley Fairy hoax: In 1917, two young girls created photographs depicting hand-drawn fairies (Fig. 6) – which fooled intellectuals and scientists alike (Clayton, 2017). The Cottingley cousins eventually presented the photographs to a society who studied mysterious phenomena. After WWI the public became increasingly eager to explore the idea of spiritualism. The photographs and their supposed insight into the spiritual world gave the grieving public false hopes (Lyster, 2017). 

Also, a man named Joe Cooper dedicated years of research to the Cottingley Fairy case, but when it was discovered that the photographs were fake, Cooper’s personal life spiralled downward: he suffered a nervous breakdown and his marriage failed.


Furthermore, the Victorians truly believed that photographs could not lie. This theory stems directly from the fact that most photographers at that time were scientists. In the eyes of those whose speciality was science, the chemicals bound the picture to the paper, therefore rendering photography a “truthful, mechanical analogue of reality” (Lister 1995, pg. 9). 

Pictorial-style imagery became the pinnacle of post card and early studio photography in the Victorian and early Edwardian era. The invention of various processes which allowed a negative to be reproduced also uncovered the possibilities of various methods of image manipulation, for example in the 1910s studio photographers adopted the practice of manually cutting out and adding elements to a photograph. This process is now recognised as superimposition (McKay, 2009).

During the 1990s, digital photography emerged, but not without debate as people began to believe that it trigged the “death of photography” since you could “no longer trust your eyes” (Lister 1995, pg. 1). Cultural theorists began to debate “the loss of the real” (Lister 1995, pg. 1). On the contrary, said cultural theorists must have forgotten that image manipulation became possible the moment a photographer was physically able to reproduce a photograph. The digitalisation of photography opened up new possibilities in terms of convenient and quick editing, which bypassed the requirement for harmful chemicals and processes in the darkroom.



















Photographic Representation

Photographic representation incorporates semiotics in a photograph to provide clues about the kind of message it aims to communicate to its audience. The symbol system, which consists of semiotics, is a language in itself. Semiotics are visual representations which the mind recognises instantaneously without words. Also, photographs, sculptures and paintings are mediums which communicate through visual language. During the early twentieth century, the linguistic turn was formed based on the relationship between philosophy and language (Davey, 2002, pg. 4).

Society is still fixated on the idea that the camera can provide us with an accurate and truthful document of reality. On the contrary, photographs are open to interpretation, as photography is often considered subjective in nature. Due to the subjective nature of a photograph, the meaning behind a photograph is not always obvious. One might argue that incorporating visual clues in photojournalistic images is key to producing work which encourages the audience to contemplate the meaning behind it. More importantly, social documentary or photojournalistic photographs should evoke some kind of emotional response from the audience, as the ability to evoke compassion constitutes a strong and effective photograph, for example Lange’s iconic photograph of the Migrant Mother (see Fig. 1).

Pictorialism placed a much greater emphasis on the aesthetics of a photograph. Constant Puyo was a French Pictorialist photographer who was active during the beginning of the twentieth century. It is said he played a large part in expanding the role of art photography within the art world at the beginning of the twentieth century (Ribermont, et al. 2006). Photographic societies welcomed a diversity of personalities whereby discussions on photography’s place in the world of art would take place. Members of photographic societies began to believe that they were pioneering a photographic art of their own (Daum, 2006). The f.64 group, founded by notable photographer Ansel Adams, was founded in 1932 as a revolt against Pictorialism. The movement focused mainly on simple and minimalistic photographs of contemporary life, as opposed to the academic Pictorial approach. The movement, which upheld the notion of “pure photography”, encouraged originality, while also placing equal importance on the reproducibility a photograph.

A Straight photograph, also referred to as a pure photograph, is one which has not been manipulated in any form. According to visual purists, the mechanical elements of both camera and lens is what creates a photograph, therefore visual purists are against the idea of photo manipulation (Prodger, et al. 2006). Visual purists, often referred to as elitist photographers, do not believe in manipulating a photograph beyond the original. Visual purist often claim that historical photographers did not delve into any kind of photo manipulation, however visual purists often quote Ansel Adams’ work as the epitome of purist photography, yet Adams, alongside Fred Archer, invented The Zone System technique that allowed for the correct exposure in the most complicated of lighting. Adams was also known to make extensive use of lens filters (Jirsa, 2013).
Debates regarding the ethics of photo manipulation continue into the twenty-first century, since photo manipulation on a digital scale is present in everyday life, regardless of whether or not one thinks it is acceptable or wrong. In essence, it is argued that it depends purely on the genre in which a photograph belongs, for example a certain level of image manipulation is generally accepted within photojournalism, yet ironically photojournalism has an extensive history of staging within its most iconic photographs (Military History Now, 2015). 































Truth Claim

The camera obscura, which consisted of a lens and mirror, is considered one of the earliest forms of lens-based image making which allowed painters to replicate subjects in fine detail. The precision and level of detail in a painting created using a mechanical aid raised questions about its credibility as a piece of artwork, since it left nothing to the imagination (Walsh, 2017). In the nineteenth century, photo-sensitive emulsions were introduced and the camera was used to document everyday life since it was believed the camera captured the reality of the moment. From that moment on, the camera was granted the reputation of portraying nothing short of accuracy and truthfulness. On the contrary, photography’s subjective nature is capable of both deceit and honesty since the camera is subject to the discretion of the individual behind the lens. 

Famous war photographer, Don McCullin believes that digital photography cannot be trusted, and that the emerging popularity of digital cameras means images are no longer truthful. (Brown, 2015).  McCullin also considers photography a way of communicating, as opposed to it being an art form. In relation to McCullin’s opinion on digital and analogue photography, theorists claim that the way in which both mediums record information renders one distinct from the other. Photographers and theorists are continually debating whether both digital and analogue cameras are capable of portraying the same level of truth and accuracy as one another. In continuation, a digital photograph is created when light hits the sensor inside, whereas a film photograph is created when light interacts with the chemicals on a roll of film. The information is gathered and processed differently, yet one might argue that it all rests on the will of the individual behind the lens. 

On the other hand, Tagg (2009) believes that an image is manipulated the moment it is captured. He describes how the camera, a room built with a purpose, captures light in a way which complies with the geometrical law of the camera. He also makes a connection between the Panopticon and the camera, describing the camera as a tool which can both create and preserve a moment in time. Tagg also argues that there is a process involved in the creation of a photograph which cannot be credited solely to the mechanical workings of a camera. Tag (2009 cited Trachtenberg 1979) also states that a photograph gives the viewer access to the past as an original, historical record which allows the audience to view what once existed.

In terms of image manipulation, Horaczek (2013) described how photographer, Fred Ritchin produced a system whereby photojournalists are granted authorship of their images but must clearly state the extent to which their work has been manipulated. This brought about the use of the “not a lens” icon on photographs that have been manipulated beyond a certain level. In an interview with Ritchin, he states that a photojournalistic image is meant to be recording. Ritchin believes that if a photograph is not being used journalistically it should be clearly stated to the viewers. He also argues that you can manipulate all you want, but you must make it clear before it reaches the audience. 
In Ritchin’s words, the act of manipulating a photograph has been compared to choosing the right word to say in literal language, for example using filter words in a sentence. Equally, Horaczek discussed a recent method for categorising images called “the four corners” – which suggests there are four corners of a photograph that contain portable information. With this concept in place, if the photograph was to be republished or reused in any way by another individual or company, the viewer is still able to see the original information within the photograph itself. The bottom right of a photograph lends the viewer information which indicates whether or not it has been manipulated. 










































[image: ]Figure 1
Lange, D. California, 1936



Dorothea Lange’s famous, timeless photograph of the Migrant Mother (see Fig. 1) is regarded as a traditional documentary photograph, yet numerous times it has come under scrutiny for being staged. The iconic photo summarises the impact of The Great Depression on the rural farming communities in 1930s America (DeVoss, 2011). The subject in the photo was Florence Thomson who set up camp after the timing chain broke in the car in which she was travelling. Lang shot a number of photos of the temporary camp and the people in and around it, before capturing her most successful one.

Lang she claimed that Thomson was more than willing to allow her to photograph both her and her children, claiming that there was a sort of equality about the shoot in that it would shed light on the dire situation of rural farmers, as well as gain Lange recognition as a documentary photographer (American Women, 2003). However, in the original photograph by Lang, Florence’s thumb is wrapped around the tent pole which was edited out of the shot. The manipulation is prominent because the thumb – while almost transparent – is clearly still visible enough for the audience to see. Although photo manipulation in the analogue era was laborious and time-consuming, it was certainly possible to completely alter a photo using techniques such as painting and scratching negatives. Photo manipulation in the analogue era was a shot in the dark, so darkroom manipulators worked on a copy of the main negative. With the use of digital editing software such as Photoshop, the photographer has the ability to see beforehand how the photograph will turn out, which is the polar opposite of analogue photo manipulation, whereby if a mistake was made during the editing process, it would ruin the outcome, forcing the photographer to start afresh.

Thomson later came to regret the photos as she believed said images portrayed a stereotype of farmers during The Great Depression (Bartoletti, 2017). Around the same time as the photographs were taken, John Steinbeck released a book titled Grapes of Wrath. The book was about the hardship of being a farmer during The Great Depression, to which Thomson felt she had been tied to a “Grapes of Wrath” stereotype (2001).

To touch further on the topic of staging, a certain number of people have claimed that Lange had got Thomson to pose by asking her a particular question, to which Thomson placed her hand on her chin as a response. The relevant question to consider here is whether or not Lange asked Thomson questions purely out of concern, or to stir a contemplative pose? 

Lange’s image was later published in the Midweek Pictorial in 1936, captioned “Look in Her Eyes!”. Tagg (2009) implied that Lange staged the photographic event which resulted in the creation of the iconic photograph of the destitute mother and her children. The Midweek Pictorial gave the photograph a description which implied that Thomson is a first-hand witness to a radical change in America. Tagg believes that the photograph, along with its description in the Midweek Pictorial, was used as propaganda for the New Deal State. In conclusion, Tagg stated that he firmly believes the photographic opportunity did not come by chance, but rather created by Lang herself. 
On the other hand, many believe the iconic photograph of the destitute mother aided the plight of the poor pea-pickers since it led the authorities to send a large quantity of food to the crude pea-pickers’ camp (Life Magazine, 2018). The following quote is relevant to the analysis of the iconic photo above: “Technique is integral to image-making, but it should service the story first and foremost; the type of image produced should never dictate the story” (Weber, 2015).






















































[image: ]Figure 2
Carter, K. Sudan, 1993











In 1993, Kevin Carter’s photograph of a malnourished Sudanese girl (see Fig. 2) was featured on the cover of The New York Times (TIME, 2018). It was received with criticism since people started to accuse Carter of exploiting the child, seeing her suffering as a great photo opportunity. Also, accusations were made that Carter had made no attempt to help the child. The controversy surrounding the photograph triggered a debate about the morals of photojournalists, which raised questions regarding whether a photographer should go to a person’s aid or exploit the situation as an opportunity to win a photography prize. In this case, Carter’s intention was to produce a poignant photograph for the purpose of raising awareness of the Sudan famine. People began to think Carter was emotionally detached, coming to the conclusion that he lacked empathy for the people he photographed. He was also accused of being cold and thoughtless (Neal, 2018). Furthermore, it turned out that Carter was not emotionally detached but rather distraught by the horrors he witnessed.

Carter experimented with the rule of thirds to create the controversial photograph of the suffering child. In the eyes of those who criticised Carter for finding the perfect composition and framing, the child’s fragility was the least important thing to him. However, in this context Carter’s use of the rule of thirds created a powerful, poignant photograph. The photograph was also successful because of the juxtaposition between the prey and the victim, in this case the young child. In Carter’s words, his intention was to evoke sympathy and compassion from the audience, yet it backfired which instead resulted in the questioning of Carter’s ethics and integrity (Dougherty, 2006). Many accused Carter of being a vulture for seemingly exploiting the situation and failing to come to her aid, however according to Lesak (2015), Carter was continuously surrounded by Sudanese soldiers whose presence stopped him from intervening. Carter eventually won a Pulitzer for his photograph, yet he felt he did not deserve it.

Documenting the famine was not the only thing Carter covered on location: Along with his colleagues in the Bang-Bang Club (nicknamed so by a South African newspaper), Carter also documented the extreme violence in Africa between rival ethnic groups. Following the controversy, Carter later committed suicide. It was later revealed that he was continuously haunted by the horrible events he witnessed during his time in Africa. However, before Carter’s death, he revealed that he always felt responsible for the death of the people he had photographed since most of the subjects in his photographs were shot while he photographed them (Neal, 2018). 

Carter’s daughter later accused the people who picked at her father’s morals of being vultures themselves, since the controversy surrounding the harrowing photograph contributed to her father’s growing guilt, which ultimately led to her father’s untimely death (Cinders, 2009). Because Carter grew up during the Apartheid (a political and social system which began in the 1940s and continued into the 1990s), he felt a strong inclination to become a photojournalist to document the war-ravaged country. Carter’s daughter believed her father aimed not to exploit the situation, but merely raise awareness of the terrible effects of the Sudan famine on the local people. 
Plus, he also documented the extreme violence between a number of ethnic groups, hence the coining of the name Bang-Bang Club. The small group of photographers that made up the Bang-Bang Club were always on the front-line, documenting every event that took place during the political upheaval in Africa. As such, one specific member, Ken Oosterbroek was killed while photographing on location. The photographers risked their safety and security to provide insightful photographs to the public. They faced the horrors of extreme violence on a daily basis (Belfast Child, 2018). 











[image: ]Figure 3
McCurry, S. Pakistan, 1985

Published by The National Geographic, The famous portrait of the Afghan girl (see Fig. 3),  shot by Steve McCurry, is regarded as “The First World’s Third World Mona Lisa” (Piette, 2016). The photograph is famous not just for its aesthetic quality (note: the vibrant green eyes) but for encouraging volunteers from abroad to work in refugee camps, as well as leading the National Geographic to set up The Afghan Children’s Fund. On the other hand in his more recent work, McCurry has been accused of producing stereotypical images which appeal to Western audiences. 

The girl in the famous photograph has been compared to the Mona Lisa because the way in which McCurry encapsulated her within the frame is similar to how Da Vinci captured the attention of humanity with his artistic ability centuries ago (Henry’s Eclectic, 2014). Using bold, contrasting colours, McCurry gave the famous photograph an almost painterly quality, similar to Renaissance paintings; hence the photograph has been compared to the Mona Lisa for that very reason. The anonymity of the girl made her a mystery in the eyes of the Western viewer, and her penetrating gaze drew people in, yet the vast majority of viewers were completely unaware of her situation. Due to customs in Afghanistan, it was forbidden to talk to a man outside of marriage. When McCurry approached the girl, the piercing gaze which followed stemed directly from the fact that she was at risk of breaking the law by talking to McCurry. She is the very embodiment of the kind of oppression which women faced under the rule of the Taliban.

The photo of Bibi Aisha, which was featured on the front cover of Time magazine, has been compared to National Geographic’s Afghan girl in that it represents the same issues regarding oppression and the safety of women in Afghanistan. Taken by Jodi Bieber in 2010, the photograph of Aisha accompanied an article in Time magazine which discussed the imminent threat to the safety of Afghan women if negotiations went ahead between the Afghan government and the Taliban (Phillips, 2011). Bieber saw that Aisha was becoming uncomfortable during the shoot, so Bieber gently persuaded Aisha to forget about what had happened to her and instead focus on her bravery, power and internal beauty, which resulted in a sucessful and powerful photograph of the young woman. The photograph has been praised because it portrayed Aisha as a survivor, instead of a victim. The photograph became a beacon of hope for women who indentified as victims of oppression and violence. Despite this, critics deemed the photograph nothing more than a form of Western propaganda which normalised the Western occupaion of Afghanistan (Anthony, 2010). Additionally, the above point confronts the issue of representation in photojournalism and documentary photography. Both subjects have been portrayed in a way which reinforces the Western stereotype of Afghan women. 

Despite the positive effect said photographs had on highlighting the issues people faced in war torn countries, feminists have criticised the representation of women in photographs such as the Afghan girl as generalisations of reality (Gopal, 2010). Although Time magazine had been accused of doing this, editor Richard Stengel, defended the photograph by stating he believe it allowed the audience insight into the reality of what was taking place at that time. 
However, Gopal believes the depiction of Afghans in the previously mentioned photographs are reduced to little more than glorified objects made purely for the judgement of Western viewers. On the contrary, Djudjic (2018) believes that photojournalists take photographs of pain and misery because it educates the audience or raises awareness of an issue. The fact that photojournalists receive awards is not directly associated with self-promotion or turning the situation to a photojournalists’  advantage, but rather the aim of the photojournalist is to promote positive change or contribute to a good cause. In the past, audiences have questioned the ethics of photojournalists, accusing them of being opportunistic and exploitative of others. 

Kevin Carter is an example of the impact such accusations can have on a photographer whose sole intention was to educate the audience of the suffering of others in third world countries (Lesak, 2015).


































[image: ]Figure 4
 McCurry, S. New Delhi, 1983





Indian photographer, Satish Sharma published a blog post whereby he claims to have witnessed McCurry stage his photographs in the 1980s, a time where in the world of photography, slide film was not easily manipulated. To further add, McCurry shot a series of photographs between the years of 1974 and 2014 in India, which have been criticised by Teju Cole of the New York Times as “staged or shot to look as if they were” (Nagar, 2016). Notably, there is an iconic image taken by McCurry in the 1984 issue of The National Geographic which featured a rail engine in front of the Taj Mahal. Sharma recalls McCurry having to reshoot the engine scene since the outcome of the shoot resulted in unsharp images that were unusable. To further add, Sharma also claimed that there were numerous other cases of staging in McCurry’s photographs, specifically a photograph involving a seemingly candid scene of people gathered by a train (see Fig. 4). According to Sharma (2016), said photograph was also staged as apparently McCurry knew the people in the shot and arranged them accordingly. Also, the cases in which the man is carrying in the photograph were empty. When the photograph was published in The National Geographic, it was also given a misleading title.

McCurry’s integrity as a photojournalist has recently come under scrutiny as many have noticed that the photographs on his website are inconsistent with one another (Zhang, 2016). Those who pointed out the inconsistency between the various versions of McCurry’s photographs online cannot confirm whether the photographs were altered by the photographer himself, or someone commissioned to edit McCurry’s photographs. Furthermore, photographer Paolo Vigilioni visited McCurry’s exhibition in Italy and discovered the botched street photograph. Vigilioni wrote in his blog about the “botched” image which was taken in Cuba. The mistake in the street photograph involves the bottom of a signpost under the subject’s foot. This began a controversy whereby both the authenticity of McCurry’s photographs and ethics were criticised. On the other hand, some have referred to the controversy as proverbial nit-picking.

In an interview with McCurry (2016), the photographer did not claim responsibility for the cloning, and instead blamed it on the bad practice of the staff at his studio. Industry professionals were deeply upset by the fact that he had passed such badly edited images as suitable for viewing. Also, there exists a code of ethics within the genre of photojournalism, which photojournalists must follow concerning image manipulation. The fact that McCurry allegedly altered his photographs beyond the story broke the rules of photojournalism, because photojournalists are meant to be transparent about the level of editing in their work. Additionally, McCurry himself argued that Photoshop should only be used as a tool for altering the colour balance in a photograph, and nothing else. In an interview with TIME magazine, he also claimed that he does not agree with the use of Photoshop for adding or altering elements in a photograph. It is said that to clone or alter an image beyond simply tweaking the colour balance can destroy a Photojounalist’s career (Laurent, 2016).



McCurry’s career as a photojournalist spans fourty years: he has covered conflicts and civil wars, but he now considers himself a visual story teller (Zhang, 2016). An ethics committee chairman emphasised that any kind of photo manipulation which alters a journalistic photographs’ ability to communicate the truth should be challenged since it fails to uphold the standards of the photojournalism industry. In addition to this, McCurry believes he has the licence to manipulate his photographs however he chooses. This relates to the aformentioned authorship system where photographers are obliged to state the extent of image alteration in their work. 

McCurry now identifies as a visual story teller, yet many still believe he is photojournalist hence the confusion and aggitation in response to his blatantly altered photographs. Research suggests that McCurry employs a Western versions of the truth in his photographs. 


























Conclusion

In conclusion, the camera is subject to the will of the person behind it. In the case of photojournalism and documentary photography, photographs should remain true to the story at hand, however it must also allow for interpretation. From either perspective, it is a double-edged sword.

It is generally considered that the sole purpose of photojournalism is to provide the audience with an honest account of an event, yet many argue that the rules of the genre are denying others the truth (Weber, 2015). Also, one may argue that the rules are denying photographers the right to alter their own photographs, however the camera is subjective: photojournalism and documentary photography should evoke the compassion of the viewer. This is achieved using the correct composition and framing, which in turn allows for interpretation. Additionally, Winslow (2017) believes that readily available stock photographs are negatively impacting the number of assignments a photojournalist receives since publishers are not having to invest so much money in hiring skilled photojournalists (Estrin, 2017). 

There is evidence which proves that many documentary photographs have prompted reform: a number of photographers referenced in this study – i.e. Lange, Hine, Annan and Carter – have created work which contributed to a cause, meaning their photographs have been successful in bringing about change. In contrast, there is also evidence which suggests a certain level of staging was involved in Annan’s work since at the time, cameras were not technologically equipped to capture movement (Science & Media Museum, 2017). As mentioned in the beginning, this study mainly explores the notion of truth as well as the ethics of both genres.

From in-depth research, I found that many famous documentary photographs have been reprinted and commercialised, for example McCurry’s iconic photograph of the Afghan Girl. Critics explained that when a documentary photograph is appropriated, misused, reprinted and removed from its original context, it gives the photograph a whole new meaning. In additional to this, many critics argue that the rules of photojournalism and documentary photography are blocking the subjective nature of the camera. In addition to this, I also found that Winslow (2017) believes photojournalism and documentary photography is a struggling art form. He believes it is down to the sudden influx of photographs on the internet, particularly social media. The problem that has arisen as a result is that it is far harder to be scoped among the mass of photographs online.

Finally, the obstacle encountered during my research is the authority responsible for making the rules regarding image manipulation in photojournalism. While researching the methods of image authorship and accepted photo manipulation practices, a question arose regarding the governing body who are responsible for putting the rules of the genre in place. The question remains unanswered since it is something to be considered.  
Additional Illustrations


Fig. 5: Niepce, J. N. (1826) View from the Window at Le Gras [Photograph]. Available at: http://www.hrc.utexas.edu/exhibitions/permanent/firstphotograph/#top/
(Accessed: 2.12.18) 

Fig. 6: Griffiths, F (1917) Cottingley Fairies [Photograph]. Available at: https://www.telegraph.co.uk/photography/what-to-see/cottingley-village-thrall-fairies-tale/ (Accessed: 2.12.18)

Fig. 7: Brady, M (1860) Abraham Lincoln [Photograph]. Available at: https://www.atlasobscura.com/articles/abraham-lincoln-photos-edited 
(Accessed: 2.12.18)
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