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Foreword 

 
Photojournalism  and  documentary  photography  have  a  number  of  related 
similarities, however they do remain separate from each other. Essentially, they are 
separated by the fact that photojournalism communicates topical news events that 
are more a present moment in time.   Whereas documentary photography covers a 
collection of moments built up over a time span that all go together towards a bigger 
picture. Photojournalistic images (including documentary) can inspire patriotism in 
a  nation,  or  question  its  moral  values.  Some  of  the  most  prominent  examples  of 
photojournalism are the iconic images (sometimes shocking, and sometimes held in 
high  esteem)  that  spread  around  the  world  and  that  transfix  themselves  in  the 
observers mind for years to come. Images like Joe Rosenthal’s flag raising on Mount 
Suribachi, Iwo Jima (1945). Alfred Eisentaedt’s cameo of a sailor kissing a nurse in 
Times  Square  on V‐J  Day  (1945).  Eddie Adams  “gun‐to‐head”    Vietcong  execution 
(1968), also Nick Ut’s photograph of the little girl running down a road in Vietnam, 
naked  and  burned  by  a  napalm  attack  in  1972.  Images  of  the  Berlin Wall  coming 
down in 1989, also the tank man of the Tiananmen Square protests of the same year. 
Or more recently images of the Twin Towers burning and collapsing after a terrorist 
attack. Photojournalism is the media that captures the moment as it happens, then 
freezes the story that allows for little misinterpretation and remains relevant on the 
day it occurred and throughout its visual history. It is my intention to include details 
of the birth of photojournalism to a small degree, then account through the decades 
to the present day digital age, and how technology has added more depth and also 
some conflict to this prevalent media.   

 
Part 1: History. 

 
The existence of Camera Obscura (Latin for Darkroom), dates back to the 16th 
century, when this wooden box, lens and frosted glass construction was used as 
a drawing tool for budding artists. It was also the first optical process in the 
creation of photography, a process where light travels through the lens and is 
focused on the rear glass, forming a laterally reversed and upside down image 
through rectilinear propagation. It was not until the early 1800ʼs when a method 
for recording the image was introduced. A piece of paper, coated with silver salts 
that gradually darkened when exposed to light, was discovered by the leading, 
learned, scientist “Nicephore Niepce” (http://www.rleggat.com/photohistory/). By 
1829, Niepce partnered another innovator in the photographic process “Louis 
Daguerre.” Together they managed to reduce the exposure time down from 8 
hours to 30 minutes, in order to create an image. Niepce died four years into the 
partnership, but Daguerre continued on experimenting with salts to make the 



image permanent. He finally discovered such a process in 1839, which was to be 
known as the Daguerrotype. 
 
Another famous name involved in the evolution of photography around the same 
time is Fox Talbot, who created the “Calotype.” Though this method was inferior 
to the Daguerrotype, it did enable the user to create a limitless number of prints 
from its negative, and was soon to become the for-runner in the chemistry of 
photographic film process. As advances in film chemistry progressed over the 
following years, this created niches for numerous photographic studios to sprout 
up in cities far and wide, where photographers labored in the production of 
portraiture for a paying public that was once the realm of the artist painter and the 
elite members of society. In these early Victorian times, the sitter would have to 
pose very still in front of the camera for a number of seconds, due in fact to the 
limited available light usually from a large window in the studio. At least, until the 
introduction of magnesium flash wire or powder that was used mainly indoor   
(http://www.photomemorabilia.co.uk/Ilford/Flash_History.htm). However, when 
the photographer took the camera outside the studio, the sunlight offered the 
photographer greater opportunity to make shorter exposures due to the 
abundance of light outside.  
 
Of all the innovations that co-existed in the mid 1800ʼs, some of the most 
important on the media stage was the mass-distribution of illustrated publications 
like the “Frank Leslieʼs Illustrated Newspaper (founded 1855), and the “Harperʼs 
Weekly” (founded 1857). Also the development of the cost effective and faster 
wet-plate processes that enabled photographers to reproduce infinite positive 
copies from a single negative. These recent factors were paramount to the 
marriage of journalism and photography, and the inevitable birth of 
photojournalism.  
 
New York based photographer “Mathew Brady,” was running a successful and 
popular photographic studio for the wealthy and famous, when on February 27th 
1860, he received one of his most famous clients. The client was Abraham 
Lincoln, who recognizing the importance of the new communicative media, sat for 
a portrait just hours before delivering his landmark speech at the Coopers Union. 
The photograph appeared in the Harperʼs Weekly, and also in the form of 
100,000 cartes-de-viste (wallet-sized photographs), which the Republican 
campaign managers distributed throughout the rest of the campaign. So great 
was the influence of the photograph, that Brady would later report that Lincoln, as 
having said “Brady and the Cooper Union speech made me President.” [A1] 
 
Lincolnʼs election was followed by the American Civil War, which paved the way 
for many ambitious photographers wishing to document this historic moment in 
time. None more ambitious than Brady, whose position and highly visible platform 
offered him greater advantages over the other photographers, to historically, 
produce an unprecedented comprehensive photographic record of war. 



 
“For photography to establish itself as a war-reporting medium in its own right, 
the first order of business would have to be a parting of ways with the romantic 
traditions of 19th century military art, which emphasized heroism and ignored the 
horrors of war. To achieve a more objective journalistic vision, war photographers 
would have to begin learning how to capture the realities of warfare effectively. 
Because few models of visual combat existed, its evolution would require 
changes in philosophy and a fair amount of trial and error. Slowly but surely, 
photographs taken prior to the battle of Antietam in September 1862 began to 
reveal the first glimmers of visual realism. Photographers had begun turning their 
cameras towards the organizational complexity of the Army, the domain of 
technicians, engineers, cooks and teamsters. But the dominant legacy of the 
photographic coverage of Antietam was its shift toward the open depiction of 
combatʼs naked ugliness and horror. For the first time, photographers 
documented the dead and dying on the battlefield. Field cameras in the 1860s, 
with their long exposure times, were incapable of capturing motion – an 
indispensable visual element of warfare. Photographers could not shoot combat 
in progress, only suggest it through photographing stationary targets such as 
landscapes, posed troops or the dead. 
 
Despite all the efforts of the Northern and Southern photographers during the 
war, it was the momentous event that occurred five days after it ended – the 
assassination of the president – that revealed the full potential of photography as 
a journalistic medium. Of all the events that photographers covered in the Civil 
War era, it was the Lincoln assassination that fused together everything that had 
been learned into the kernel of what we now call photojournalism.” [A1] 
 
The Civil War was over, but the art of recording history with the camera would 
carry on as many photographers headed west to capture the exploration of the 
American frontier. By the late 19th century, the “half tone” process was in 
existence, making it easier and more cost-effective for reproducing photographs 
in newspapers and magazines. 
 

 
Part 2: Into the 20th century 

 
Although there were numerous mundane pictorials that inundated the fast 
growing presses after the Civil War, the technical aspects of photography gained 
momentum throughout the following century. These aspects also procured 
greater popularity and credibility towards photojournalism as an art in its own 
right. The person behind the camera must not only have complete technical 
competence with the photographic equipment and its process, a sharp eye for 
design, form, composition and lighting, an understanding of communication and 
dynamic body language, fully aware of the surroundings and preemptive of any 



movement, and must be capable of utilizing all these qualities collectively in an 
instance, and when to pick that decisive moment to fire the shutter. Such decisive 
moments were more prominent in the early days of the plate camera, when the 
photographer had to load each individual film-holder plate into the back of the 
camera, one at a time. The turn of the century saw the introduction of roll film, 
with the development of the first 35mm camera arriving in 1913 (the choice 
format of photojournalists in the field). The flash bulb was invented in 1927 by 
General Electric, and became a mainstay with all photographers who would not 
afford the luxury of choosing the ideal conditions where the news was about to 
unfold. With the strong fervor of rekindled patriotism in the duration of WW1, 
many forms of photojournalism came in the guise of the movie reel. Usually a 
specific collection of moving images spliced together and authoritatively voiced-
over in pre-scripted storylines (http://www.britishpathe.com/) with heavy 
propaganda overtones.  These types of newsreels accompanied the main 
features at the movie theatres, and were in abundance during the Great 
Depression that followed WW1, up to, and during the next WW2. There was 
never a shortage of photographers covering such events as both professional 
and amateur photojournalists. Publications that heralded such great works from 
the photojournalist were the likes of Life (1936 – 1972), Look (1937 – 1971), 
Colliers (1888 – 1957), Time (1923 – present), and the National Geographic 
(Formed in 1888). Such photojournalistic echelons of these magazines were 
revered names like W. Eugene Smith, Eisenstadt, Lange, Gjon, Mili, Henri 
Cartier-Bresson, and possibly the mother of all photojournalists, Margaret 
Bourke-White. In 1940, the periodical, U.S. Camera, declared  Bourke-White as 
the most famous of all reporters, stating “Whatever it took, whether flying in a B-
17 on a bombing mission over Europe, photographing Ghandi, or climbing a 
skyscraper gargoyle in search of a better angle, she created an incredibly varied 
portfolio that permitted a news-thirsty nation to vicariously experience a rapidly 
changing world.” [A2]. 
 
It was during the 1930ʼs that “Life Magazine,” with its oversized “photo essays,” 
brought photojournalism into its own. Life, was for decades the photographic 
recorder of the American way of life with all its hopes and its tragedies. Another 
one such for-mentioned magazine (that still enjoys popular publication in the 
present day) is the National Geographic. The magazine that was founded in 
1888, in Washington DC, its first president was Gardiner Greene Hubbard. At 
first, publications were a little irregular until it became a monthly publication in 
1896. Much of its subject matter covered topics as exploration, oceanography, 
geology and meteorology. Popularity of the magazine was a little hap-hazard, to 
say the least, but when Alexander Graham Bell took over the presidency of the 
society in 1898, he made changes that would help to boost sales and 
sponsorship. One of the changes he made was to make the magazine available 
by subscription, rather than just for sale on the newsstands. By 1905, 
membership had increased ten fold, and in an issue there was an unprecedented 



editorial change to include eleven full pages of photographs. By 1908, 50% of the 
magazine was occupied with photographs.  Establishing a tradition of notable 
firsts, the National Geographic pioneered in producing natural color in its 
photographic content, which included photos of the undersea world, Arctic life, 
and the stratosphere. In present time, the magazineʼs photographers  take over a 
million pictures each year, which enables the magazine to establish a superlative 
photographic library. With regard to the quality and non manipulated credibility of 
the images that the National Geographic photojournalists produce, as in all forms 
of photojournalism where any form of tampering with the original photograph 
would undermine the integrity of the message (such rules include, no subject 
matter may be moved, cloned, added or deleted). Any such manipulations to the 
photograph would result in the society (in question) to lose all credibility with 
other organizations and individuals dedicated to similar depictions of reality. One 
such indiscretion occurred when an issue of the National Geographic changed 
the composition of existing objects in a photograph to fit on a cover. 
“Readers who noticed that a pyramid had been moved, complained that if NGS 
were willing to do that, everything else they published could be called into 
question.” [A3]  A lesson learned the hard way and never repeated by the NGS, 
or any professional body of photojournalists or press associations. In a digital 
age, the accessibility and temptation to use many of the elements in software like 
photoshop can be overwhelming, especially with the artistic instinct to improve or 
recreate the image. However, complete honest representation is the core of what 
travel photographers, nature and photojournalists strive for in their quest for a 
truthful depiction of our world and society. “In line with the ethical standards of 
professional photojournalists, the PSAʼs (Photographic Society of America) 
exhibition standards proclaim that, in the interest of credibility, photographs which 
misrepresent the truth, such as manipulation to alter the subject matter, or 
situations which are set up for the purpose of photography, are unacceptable.” 
[A3] 
 
It was years before the creation of the modern press organizations that the 
Associated Press was founded in New York City. In 1848, the Telegraph proved 
excessively expensive a tool for any one newspaper to use and still cover a wide 
variety of topics in far off places. This prompted the first group of newspapers in 
the US to share news via “the wire.”  The world and categories of events were 
now covered by the joint resources of a larger group.  When photojournalism 
came into its own, AP photographs were among the most valued of shared news 
by the organization. Because of the wire services, the free world has been privy 
to otherwise rarified events that only a chosen few would view. 
 
In the history of photojournalism, photography agencies (who function like news 
agencies) place their photojournalists around the world wherever news is 
breaking. One such agency is the well renowned “Magnum Agency,” founded in 
1947. Photographers, Robert Capa, Henri Cartier-Bresson, George Rodger and 



David “Chim” Seymor, the founder members of Magnum, armed with “mini 
cameras and maxi minds.” Their idiosyncratic solution of reporter-artist, continues 
to define what Magnum is all about. Emphasizing not only what is seen, but the 
way one sees it. Before the world apparently got smaller, the founders of the 
agency achieved numerous scoops that helped to place Magnum high on the list 
of quality photojournalism. Such instances as Capaʼs uncensored look at life 
behind the Iron Curtain, and Cartier-Bressonʼs coverage of India at the time of 
Gandhiʼs assassination. This unique agency is operated as a co-operative, by 
which standards it supports all its photographers rather than directs them. Also, 
and quite significantly, the copyright of the work created remains the authors of 
the images, and not the magazineʼs publisher. 
 
A number of young talented photographers joined the agency and were achieving 
high acclaim with much publication of their work through the agency. However, 
for a while, Cartier-Bresson became uneasy in regard to the direction in which 
the agency appeared to be leading into, which prompted him to write the 
infamous 1962 memo reminding the staff of the agencies mission statement. 
 
“I wish to remind everyone that Magnum was created to allow us, and in fact, to 
oblige us, to bring testimony on our world and contemporaries according to our 
abilities and interpretations. I wonʼt go into details here of who, what, when, why 
and where, but I feel a hard touch of sclerosis descending upon us. It might be 
from the conditioning of the milieu in which we live, but this is no excuse. When 
events of significance are taking place, when it doesnʼt involve a great deal of 
money, and when one is nearby, one must stay photographically in contact with 
the realities taking place in front of our lenses, and not hesitate to sacrifice 
material comfort and security. This return to our sources would keep our heads 
and our lenses above the artificial life, which so often surrounds us. I am shocked 
to see to what extent so many of us are conditioned almost exclusively by the 
desires of the clients.” [A5] 
 
In the 1970ʼs, photojournalism media was exhibited in many magazines, and 
Magnum members excelled in having much of their work publicized. 
Paradoxically, magazine editors became more visually sophisticated and started 
demanding photographs that looked more illustrative and decorative. 
Consequently, photographers were being directed in how to set-up shots, what 
type of lighting, color form etc. So many of the more serious images would not fit 
into the “upscale ambitions” of the publishers who strived to attract a more 
affluent readership as itʼs cliental. 
 
“For many, the direct testimony that Magnumʼs founders believed in, was no 
longer sufficient in a media-saturated world where photography was increasingly 
used to illustrate the points of views of art directors, of politicians and movie 
stars, at the expense of photographers. In todayʼs information age, if the reader 



can be enjoined to enter the quest for meaning, then one has succeeded. With all 
of Magnumʼs prickly personalities, with all the difficulties inherent in attempting to 
see differently, it is a wonder for many that the agency has managed to survive 
over 60 years. Very few cooperatives are noted for longevity. Magnum, in its 
idiosyncrasy, its inability to stand still, has been a remarkable exception.” [A5] 
 
 
The National Press Photographers Association (NPPA) is dedicated to the 
achievements of visual journalism, itʼs creation, practice, training, editing and 
distribution, in all news media, and works to promote its role as a vital public 
service. [Mission Statement]. Founded in 1946, its front page editorial read “With 
this issue is born a voice that has been mute much too long.” 
http://www.nppa.org/about_us/history/images/News_Photographer_01.jpg 
 
Today the NPPA hosts a total of eight national and regional workshops with 
subject matter, such as general photography, television photography, and 
technology. It also hosts a “Job Information Bank,” that offers several openings 
every week, an e-commerce store, an audio visual library, and publishes 
materials in demand by researchers, students, instructors and photojournalists 
worldwide. 
 
It is a fact that since the beginning of photojournalism, many photojournalists 
have found themselves pictorially documenting stories in war-torn environments, 
testing both their integrity, credibility, courage, and in many cases, their mortality. 
For those that are unfortunate to be placed in the position of confronting and 
exposing (photographically) the face of human nefariousness, and fortunate to 
survive and move on, it could be argued that for some of those fortunate, the war 
is a vehicle for creating a name for the photographer.  Two such names that 
achieved high acclaim as photojournalists placed face to face in such adversity, 
are Don McCullin and Eddie Adams. 
 
Don McCullin. 
Born into poverty in the East end of London, and spent his early childhood 
sheltering from the ravages of Hitler's aerial bombardment, maybe an initial taste 
of a career span ahead of him. He spent some time in the RAF for his National 
Service, one of life's 'right to passage' endured by most non-wealthy young males 
in post war Britain. Back in London, where a chance photograph he took of a 
"wanted gang of Teddy Boys," lead to an opportunity to become one of the 
worlds well renown photojournalists of all time. 
 
His distinct style of technical competence and powerful observations, tight 
composition and unique ability to capture the decisive moment. "Most bracket 
him with Robert Capa, possibly James Nachtwey, but I am not sure there's 
anyone else."  [Mark Haworth-Booth, curator V&A retrospective 1980]. A lot of 



McCullins work portrayed the darker injustices to mankind, documenting poverty, 
inequality, conflict and disease worldwide. Much of his notoriety has come while 
reporting in times of conflict, such as the Cambodian Civil War, Israel's Six Day 
War, War in Biafra and Bangladesh's War on Independence. The tragedy of 
warfare reflects unapologetically in his work, exposing the suffering of human 
beings who get caught up and innocently suffer the consequences. Unmoved by 
political agendas in his quest to stay faithful to the ethics of photojournalism, and 
in exposing only the truth as its impact unfolds in front of his lens. In 1972, he 
was expelled for life from Uganda, by the “then” dictator Idi Amin, and denied a 
press pass in 1982, by Margaret Thatcherʼs administration, to cover the 
Falklands War. By McCullins own admittance, thereʼs much moral ambiguity at 
the center of war photography. On one side of the coin there is a need to bring to 
the worlds attention the horrendous atrocities done to mankind. And on the other 
side, there is a vast surge of adrenalin in discovering and exposing them. He was 
once quoted as saying “I used to chase wars like a drunk chasing a can of lager,” 
an expression of self-gratification. In another statement, McCullin shows a more 
somber moment when he was quoted as saying he “looked into peopleʼs eyes 
and they would look back and there would be something like a meeting of guilt.” 
 
In his heyday, he said, he “wanted to break the hearts and spirits of secure 
people,” to make a difference, these days he says he made no difference at all. 
“Iʼve seen a few men executed in front of me and you canʼt stop it and you never 
forget the day it happened in your life. The image of a man crying in front of you 
before he gets his brains blown out, begging you to help him, and you know you 
canʼt. And itʼs got nothing to do with photography! It comes down there and then, 
in a moment, to humanity. And you canʼt play your role in humanity the way these 
people are asking you to.” [A6] 
 
Awards presented to Don McCullin include “1961 British Press Award; 1964 
World Press Photo Award; Warsaw Gold Medal; 1977 Fellowship of the Royal 
Geographic Society; 1993 CBE.” 
 

 
Eddie Adams. 
Taking his interest in photography to a completely different plateau of his High 
School days in Pennsylvania, Adams's first experience with war photography was 
as a Marine combat photographer during the Korean War. Following that, as a 
member of the Associated Press (AP), he covered wars in the Middle East, 
Portugal and Ireland, also a veteran of 150 operations in Vietnam. It was in the 
Vietnam conflict that Adams gained notoriety as a photojournalist, and his image 
of police chief General Nguyen Ngoc Loan executing a Vietcong prisoner. Adams 
won a Pulitzer Prize for this 1968 photograph, but would later write an article in 
"Time" in reference to the haunting photograph, on how it turned many 
Americans against the war, and how it affected Loan for the remainder of his life.  



 
"The general killed the Viet Cong; I killed the general with my camera. Still 
photographs are the most powerful weapon in the world. People believe them; 
but photographs do lie, even without manipulation. They are only half-truths... 
What the photograph didn't say was, 'What would you do if you were the general 
at that time and place on that hot day, and you caught the so-called bad guy after 
he blew away one, two or three American people?"  [A7] 
 
Adams, though an influential figure in war photography, was also a revered figure 
with his in-depth features on poverty in America and even anti-war 
demonstrations and riots. His other side of his work was his portraiture where he 
photographed many actors or people with high political positions in society. 
Originally he would use portraiture as an escapism from the engagement and 
rigors of war photography. But ultimately he would gain a different understanding 
in close human relationships with the people he spent some time with and 
photographed, regardless of their political direction, idealism, or pre-conceived 
motions set by society (and the media) as a whole. This is where he would grasp 
at the opportunity to show the character in a different light, through his camera. 
 
At the age of 71, Adams died of Lou Gehrig's Disease on September 19th, 2004. 
It was one of his biggest fears, to be remembered as the guy who won a Pulitzer 
Prize for the "Execution" photograph. He wished to be known more for the series 
of documentary photographs he did in "The Boat of No Smiles." The photo essay 
about the boat loads of Vietnamese refugees drifting helplessly at sea without 
food, water, and a home.  
 
“Here’s my story: in early 1977 I noticed a couple of paragraphs in the New York 
Times about people escaping from Vietnam. Associated Press had just signed 
me up with carte blanche to cover the whole world, and complete editorial 
control. (The first person before or since to get it–that was the deal I made with 
them.) And I went to the president and said, "Boat people. Here’s a story I want 
to do," and started making calls all through Southeast Asia to AP bureaus to find 
out more. No one, no country, was letting the refugees land. You couldn’t even 
find out about them. At first, I went back and said the story was impossible to 
cover. Then I had an idea and got in touch with the Thai Marine police (I knew 
Thailand very well) who had been shoving the boats right back offshore to certain 
death. I told them would like to go with them on patrol in the Gulf of Siam. They 
OK’d it, so we headed for the most likely point in northern Thailand, getting there 
at 4am when a refugee boat had just pulled in; the Thai authorities were getting 
ready to cast it off again. It was Thanksgiving Day in 1976. I suddenly asked the 
Vietnamese if I could go with them— I bought gas and rice – they had no fuel or 
food. There were forty-nine people aboard that fishing boat, including children— 
in the hold that same day a baby was born. The Thais towed us back out to sea 
and set us adrift. On that boat, there was no room to lie down, so they all had to 
sit up straight, waking or sleeping. I cannot describe the despair. There were 



dramatic pictures of mothers with half-dead children in their arms but something 
even worse was there. Whenever you go to refugee camps in a war zone where 
terrible things have happened, where bodies might be stacked up, and disease 
everywhere, you still find children who gather before the camera with a smile. 
This was the first time in my life that no child smiled. I called the pictures, "the 
boat of no smiles." The boat was hardly moving- they didn’t even know where to 
go. Then we were approached by another Thai boat with a megaphone ordering 
me off at gunpoint— they were afraid someone would let them dock knowing 
there was an American aboard. I had mixed feelings about getting off. I wrote the 
story and sent the pictures immediately, and they ran. Peter Arnett did a story 
also and a few others. Within a couple of days the administration asked the AP to 
present the photos to Congress. And Carter said let them come to America. The 
Congress had been thinking about it, sure, but the pictures did it, pushed it over. 
To me that was the only thing I ever done that I cared about, valued. Pictures do 
work, at least sometimes. They carry conviction. Go back to the pictures in 
Speak Truth to Power and you can look at them in another way. These people, 
those faces, are the person next door. These are real people, and the pictures 
prove that no one made this up– they are the evidence that they exist. Ordinary 
people, doing extraordinary things.” [A8] 
 
 
In a lifetime of recognition for his work, which came to over 500 awards and 
included the "George Polk Award for News Photography" in 68, 77 and 78. The 
"Robert Capa Gold Medal" in 1977. Honors from the "World Press Photo," the 
"National Press Photographers Association," and of course the  "Pulitzer Prize" in 
1968. In addition, filmmaker "Susan Morgan Cooper," has created a documentary 
film "An Unlikely Weapon" that pays tribute to one of the finest photojournalists of 
our time. The Eddie Adams Story. http://www.youtube.com/watch?v=YMJc3N43UaA   
 
 
Code of ethics for photojournalists: From the outset it was common practice for 
photojournalists to follow the same code of ethics as all professional journalists in 
media work. A sample of such a code is provided for by the “Society of 
Professional Journalists.”   http://www.spj.org/ethicscode.asp  
 
As progress in technological advances arrived, conflicts arose from the actions of 
some picture and/or sub-editors  who took control over the photographers images 
after they had arrived at the news organizationʼs editorial officeʼs. Such 
consequences in effect exposed the photojournalists lack of control on how the 
image will be ultimately used. In the light of present-day “digital photography,” 
there is a realm of new opportunities in relation to transmission, reproduction and 
manipulation of digital images. Complications in the maintenance of ethical 
practice with photography http://www.nppa.org/professional_development/self-
training_resources/eadp_report/eadptxt.html. Major ethical issues are normally 
inscribed successfully into law. However, such laws can vary from nation to 



nation, which further aggravates standards within the global digital community, 
especially when images taken in one country can be publicized in another 
country. Further ethical complications are put to the test when a non-professional 
environment (therefore not under such ethical guidelines), is included into the 
equation. 
 

 
 

Part 3: The 21st Century. 
 

There are a number of concerns within the photojournalism and photo 
broadcasting (video) professions, in regard to the recognition of the 
advancements of image-capturing technology, its accessibility and implications. 
With the current influx of “Citizen Journalism,” becoming more commonplace in 
society. Its empowerment of the public was the spark that ignited the creation of 
blogs, podcasts, online news, and for the first time in history, the news was being 
increasingly produced by companies outside traditional journalism. 
 
Keeping within the advancements of technology, a number of news agencies 
appeared on the internet, attracting a new genre of “citizen journalists.” Now any 
technological savvy person, with or without professional journalism training or 
education, but who has access to the internet and a digital camera/video camera, 
or camera phone, can send their stories/images/videos, to their blogs, YouTube, 
or a plethora of specific citizen photo/journalism agencies, (such as Demotix, Cell 
Journalist, Scoopt and iReport). The main problem with some of these sites are 
the marketing and public awareness, so that the public know who and where to 
send their news-breaking stories to. On the negative side, many “citizen 
journalism” sites have been criticized for lacking in quality and content, or for the 
length of time they take sifting through the masses of uploaded imagery. Then of 
course there are the possible citizen journalist activists that may lurk within the 
communities that they are writing about, and therefore offering biased opinions. 
Many traditional journalists view them with some skepticism, in that traditional  
goals may be abandoned, or lack of understanding in regard to the ethics 
involved in news reporting. It could also be argued that much of the public at 
large, does not know how, who, and where to send news items to a reputable 
and professional news desk. Whereas, the professional journalist will have all 
such technical aspects taken care of, and can therefore concentrate on the 
quality of information, and its broadcast speed. But this is not to suggest that all 
“Citizen Journalism” sites are created equally. There are a number of popular and 
reputable sites available and utilized by the general public. “Twitter” is a perfect 
platform for delivering short snippets of news and information. As the headline 
states, “Share and discover whatʼs happening right now, anywhere in the world.” 
Access can be via mobile texting, instant message, or the web. Its only drawback 



(if this can be considered a drawback), it utilizes only text, and it is limited to only 
140 characters (about three lines of this paragraph). 
 
Another very popular and credible source for “citizen journalism,” is “iReport.” 
This world-wide web community boasts unedited, unfiltered, user generated 
stories that are happening “now” around the world.  Basically, anyone that thinks 
a story will constitute news is free to upload the story, image and or video to 
iReport. The user is offered some tools to guide them through the process and 
classification. The most compelling stories that do go through the process of 
vetting, can appear as part of the CNN coverage. The site homepage takes you 
directly to stories that are happening now, at the time of writing this assignment 
there was currently 378,547 iReports happening worldwide. Viewers are offered 
the choice of viewing the “latest, most viewed, most commented, most shared, 
newsiest, or On CNN,” stories. The “iReporters” page offers you the list of 
registered “citizen journalists” of whom there are currently 28,902 registered. 
However, not all have subscribed a report of any kind-yet, and some just use it as 
a social meeting place or a link to their own web site/page. The site also has a 
current blog page and many other useful tools for amateur journalistʼs such as a 
helpful page for uploading either from the net, or your phone, a photo club that 
offers inspiration and photojournalism ideas. For content that may include 
sensitive material, you can check the “discretion advised” checkbox, and a 
warning will be added to your story page. There is also a world map that can help 
viewers pinpoint a geographical area of interest, and of course, links to CNN. 
 
Today, millions of people are bombarded with images-from television, 
newspapers, magazines, film and the Internet to billboards, bus advertisements, 
street posters and more. Herein lies the challenge of contemporary 
photojournalism (which, for the most part, is shot digitally and is forced to 
compete with video) to separate the lasting images from the ephemeral. 
Explained Barenholtz, "The true test of photojournalism is how enduring an 
image is. It needs to stand the test of time to know whether it's just of the 
moment or if it is a generational artifact. The image of Elian Gonzales having a 
gun pulled on him a year and a half ago won the Pulitzer Prize, but you look at it 
today and you're like, `Yeah?' When it happened it was such a big deal, but it 
isn't now. So I think if you have 50 years hindsight, and the image still resonates, 
then the image is truly dynamic." [A4] 
 
 
 
 
 
 
 
 



Conclusion. 
 

Photojournalism is a media distanced from all other forms of photographic media 
by its own depiction of capturing a factual record of an event as it actually 
happened, and maintains that truthful image right through publication and 
beyond. The consequence of altering pictures with computer software is 
considered highly taboo within the sphere of serious photojournalists and news 
organizations, and such implications towards its code of ethics are what 
distinguish it from all other forms of photography.  
 
Though many illustrative photographs are considered real, news worthy, and 
artistic towards their own field. Illustrative photography is by its very name 
“illustrative,” is a photoshop haven, and remains faithful to the eye of the 
designer, who in return, manipulates the viewers perspective of the image. It is 
the main form of media to adorn most every magazine page and web site. So 
commonplace, its acceptance has taken on a superficial reality, so much, that 
many editors/publicists will not consider placing an image on a page unless it 
“looks good” and the lighting/composition etc., is just right. There is a place and a 
large market for photo illustration, such as advertising, design, propaganda, art 
galleries etc. But they should be viewed with an educated eye and open mind, 
and not simply looked at, but looked right through them for what they are. 
 
The art of photojournalism distinguishes itself from all other forms of photography 
by capturing only the reality of the moment, and offering the viewer a taste of that 
moment anytime after the event. It does not strive to create an image in a better 
pretentious light, pandering towards political gain or control, or social acceptance 
in a socially misguided atmosphere. As a media form, “it is what it is.” When a 
photograph taken by a credible and professional photojournalist is publicized, you 
know, due to the inherent code of ethics, that the image is as true a 
representation of the subject as it happened in that moment of time. The power 
and the interpretation is the visual statement to the viewer, to society, to the 
world and all of mankind present and future.  
 
When photojournalism captures an image that starkly captivates an audience, 
stirs awareness, and penetrates deep into the emotions that activate abundant 
social reaction. That brings together national courage, pride and patriotism, 
inflicts disgust towards torture or apathy in human suffering, and accumulates 
attention aimed at the good or right of all mankind. Then you are aware of the art 
and nature of photojournalismʼs highest acclaim.  

 
Truth and accountability. 
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