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What is a magazine?
A magazine is a container, its contents
serving a specific use. Loaded with bullets,
magazines can be used to destroy a person.
Loaded with film, it can be used to birth a person’s image, ad infinitum, into the future.
“Magazine”, from the Arabic root makzin, originally meant a storehouse in which
books, containing useful information, were
stored. In Russian, the same root exists in a
similar word, pronounced ma-ga-zeen, and refers to a small shop that stocks basic goods for
daily life- eggs, rice vodka, cheese, soap. These
stores also serve, much like a local corner
store, as a point of contact between community members. Inside, people graze and compare
items, barter, and buy (or steal). Outside children play, acquaintances embrace, and little
pictures of familiar faces are passed around,
often along with a bottle. Debts are paid, or
deferred. Quiet conversations become loud
fights, then a fit of hugs in a matter of moments. Plans for the future are made. The past
is remembered. The present discussed. People
come and go, passing the time until they have
other places to be. The store is closed until
tomorrow, its contents secured inside.
Perhaps, then, a magazine is not simply a
container and its contents. It also functions as
a point of contact and exchange-- of currency,
of ideas, of understandings-- between those
connected simply by their proximity in space
and time to one another, and the fact that, at
some point, everyone needs some butter.
With these origins in mind, this magazine
was created. It is filled with content selected
for those interested in photography and its
potential uses for storytelling. It was designed
especially as a point of exchange—between the
photographs, the photographers, the authors,
and the audience. Exactly what exchanges will
result remain to be seen. For now, I’d simply
like to welcome you. Please come in.

Nicolas Tanner, Editor

Rockaway Beach, near Downtown Center. Oct 2013.
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Malleable Dreamscapes and Memory Magnets
the photographic image & its renewed potential in the 21st century
by NICOLAS TANNER

A

ccording to the National Oceanic and Atmospheric Administration’s report, on October
22, 2013, after twisting herself up into existence in the south Atlantic, Tropical Storm
Sandy took her time. After accumulating size
and power in The Caribbean Sea, she made her
way north, patiently, and tested her power over Jamaica, Cuba, and
the Bahamas for significant periods of time. By the time she collided with The United States’ eastern seaboard, Sandy had spent a
week spinning herself into the largest Atlantic hurricane in recorded
history. Although 24 states reported damage, only the shorelines of
New York City and Northern New Jersey met the system’s surge
unmitigated by the diminishing effect land has on storm systems.
By landfall she had become the most violent and powerful storm
anyone there to experience it had ever witnessed.

The shorelines of New York were consumed. Those living on
the shore-front neighborhood known as The Rockaways Peninsula,
in Queens, could not have totally known how to prepare themselves
for a storm system spanning 1,100 miles in diameter, because nobody had ever had to do so before. The fact is there was only one
thing to do-- evacuate. However, by the time that fact became clear,
it was too late. For those stranded on The Rockaways that fall evening, there was nothing anyone could do but find a way down, as
deep as they could get, into the earth, and wait.
The chaos that nature brought to the coastline communities
of New York was notable for many reasons. While the damage
it left was unprecedented, so was the way that the disaster was
covered by the news. In an attempt to get information in front
of people sooner, and exploit the immediate transfer of information afforded by mobile phones and the world-wide-web, Time

Vincent, telling the author stories of the storm, on the beach in The Rockaways, New York. October 2013.

Magazine commissioned several photographers to report from the
devastation using their mobile phones to post to the photo-sharing
platform known as Instagram. But it wasn’t just professionals who
were sharing photos of the storm. Soon the whole city was sharing information on Instagram, Twitter, and other social media sites.
Search results for hash-tagged words rendered complex tapestries
of urban information, allowing a viewer to gain a much more complex and nuanced narrative of the storm and its effect, in as close
to real time as possible. Time now estimates that 800,000 pictures of
the storm, 10 every second of the duration of its fury, were uploaded to Instagram by those on the ground in New York City. To put
that in perspective, the famous Farm Administration photography
program of the New Deal produced roughly 250,000 photos, total,
over the course of its entire existence.
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In 2012, photography critic Fred Ritchen wrote, “The digital
image can serve as an element in a web of other supporting and
contradictory imagery, sounds and texts… creating a menu of possible interpretations. A malleable dreamscape and memory magnet.”
One of New York City’s collective responses to one of the most
prolonged and volatile events in its history appears to have been,
without any knowledge or plan, to create one of these “malleable
dreamscapes.” During the storm, the people of the city put the tools
they had at hand to use, creating a collaborative web of information and perspectives which, at the time, provided vital information
for those in desperate need of it and which now provides us with
a democratic record, a multicolored digital tapestry of images and
words woven into a document as unique in the history of communication as the event itself was in the history of New York.

A sign nailed into a light post reads, “You are as strong as a tiger.” The Rockaways,
New York. October 2013.

After the storm, photographers like Gilles Peress, of Magnum Photography, spent months in The Rockaways after the media
frenzy had subsided, photographing what he saw. Published on the
anniversary of Sandy’s landfall, and with the support of The Concord Free Press, The Rockaways is a book of pictures and essays
about the community and its struggle to dig itself out of the rubble
and move on. The book is available for free, and asks its recipient
to consider a donation. By using the photo book as a tool for longform storytelling and fundraising, Peress is another innovator working to discover new ways to use the medium and its presentation to
create change and innovation in the world.
The problem with asking bad questions is that they only allow
for bad answers. Instead of asking what tools can be used to tell
what stories, photojournalism seems reluctant to move beyond its

infancy, plagued by the childish insistence that one way is better
than another way. The current discussion in photojournalism is
one that frames the problem as a false dichotomy between the old
and the new, the correct and the flawed, the pure and the tainted,
the professional and the amateur.
The tendency to interpret the transition of an industry or
craft as a polarity of opposites, of good or bad, is not a new
occurrence in the history of journalism. Yet this defensiveness,
often the desperate reaction of news photographers fearing for
their jobs, to the democratization of the medium seems only to be
blinding professionals to new opportunities.
It’s also irrational. Can the reader imagine the industry of
print authors working itself into near hysteria after the invention
of the weblog, which allowed nearly everyone to publish their
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writing online, for free? I doubt it. So then why is it that professional photojournalists remain so resistant to innovations such as
Instagram and camera phones? Being able to write does not make
anyone a writer, certainly not a professional one. And that holds as
true for photography today. Only the scribe-- whose job it was to
copy something old, as opposed to create something new-- resisted
the invention of the printing press.
In a candid 2010 interview, another Magnum photographer,
Susan Meiselas, poses a difficult question to herself and her colleagues. “Can we really point to things that have changed because
photographs were made?” She doesn’t offer any answers.
Instead, she says the power of photography still appears to lie
in its potential, its possibility, as a medium for activating change and
influencing people’s minds and behavior. In the digitally interconnected globe of today, characterized by the virtually limitless reach
of the world-wide-web, and increasingly easy-to-access tools for recording and sharing information, the limits of photography’s power
to shape our world will increase exponentially, and limited only by
our technologically outpaced imaginations.
NT

Top to Bottom:
View from the street of a local skate park and public housing project. The Rockaways, New York. October 2013.
View from the boardwalk spanning Rockaway Beach. The Rockaways, New York. October 2013.
On the beach, in The Far Rockaways, New York. October 2013.

FROM THE FAR
Reconciliation and Renewal, One Year Later
The Rockaways, NY
October 2013
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In

2009, after presiding over the selection of
the year’s best news and documentary photographs, the director of the World Press Photo
organization, Stephen Meyes, walked onto a stage, smiled compassionately at his colleagues, told a joke, and then started to talk
about romanticism. “From the infinity of human experience, the
list of subjects covered by the entrants could fill a single page…
could be reduced even to a single line.”
Meyes explains that photojournalism, which prides itself on
its importance as a functional medium, had become anything but.
The past decade of images submitted to the contest, 470,214 in
total, were so similar in style and content, that “the overwhelming
impression from the vast volume of images is that photojournalism (as a format for interpreting the world) is trying to be relevant
by copying itself rather than by observing the world.”
The photographers whose pictures WPO was awarding had
entered into a kind of self-referential tail spin, Meyes argued.
Awards go to the pictures that look like the pictures that have won

awards. Instead of observing the world as it is, news photography appears to have become most concerned with confirming the
world, not as it is, but as we imagine it to be. What seems most
interesting now is not the revelation that the conversation is stuck,
but that anyone still expects the public to be anything but bored.
“From The Far” is a photographic document of a coastal
community in New York one year after the worst hurricane on
record did its worst. It’s also an attempt to engage with some of
Mr. Meyes’ questions from 2009. It asks if it is possible, ever, to
avoid seeing, and photographing what we already know, and what
the medium’s role might be in slipping from that trap?
Easy answers do not follow. Reality, and the stories we tell to
make sense of it, appear to be locked in a dance of cosmic cause
and effect. Meanwhile, we invent stories and, passing them down,
they go on to invent us-- like a snake eating its own tail.
And yet, the truth remains these dances begin with us. If we
can’t shake the limits of our old stories, then our ability to see
things more clearly rests, elegantly, on how we choose to see.

For the anniversary of Hurricane Sandy’s landfall, a church group gathers on Rockaway Beach to create,
“the longest line of people holding hands ever.” The Rockaways, New York. October 29, 2013.
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The skyline of midtown Manhattan, viewed from the remains of bay-side walkway, destroyed in the
storm. The Rockaways, New York. October 29, 2013.

A man walks toward the shoreline on Rockaway Beach. The Rockaways, New York. October 23, 2013.
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Robert Laval fishing for Black fish on the bay-side of the peninsula. “It was like a party after the storm.
People were drinking and grilling. Then the food ran out. Then the water.”
The Rockaways, New York. October 23, 2013.

Delores and Jessica Diaz play with their pit bull, Max. “We were on the second floor so we didn’t worry
about flooding. Looting was the problem. Everyone on our floor got robbed except for us, even though
Max was only a puppy.” The Rockaways, New York. October 22, 2013.
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Elizabeth Godnig walks in the waves on Rockaways Beach. “My boyfriend thinks I’m crazy. Maybe I am.
But it’s nice, the water, the cold. You forget everything.”The Rockaways, New York. October 22, 2013.

Municipal workers clear the beach from debris remaining almost a year after the storm.
The Rockaways, New York. October 22, 2013.
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Katherine Panella sits for a portrait in her bungalow. “I used to paint murals, get people excited about our
home. I’m not sure what that is anymore.” The Far Rockaways, New York. October 20, 2013.

A local girl plays in the dunes of Rockaway Beach before participating in a community vigil on the
one-year-anniversary of Hurricane Sandy. The Rockaways, New York. October 29, 2013.
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The hull of a boat sits exactly where the storm left it one year earlier. The Far Rockaways, New York.
October 25, 2013.

A piano sits in an abandoned house, where a note posted on the door reads, “Whoever is squatting in
here, please go somewhere else. This is still my home.” The Rockaways, New York. October 20, 2013.
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The Rockaways’ most significant protagonists- the sky, ocean, and weather they create.
The Rockaways, New York. October 28, 2013.

The sun sets on Beach Front Road in The Rockaways, New York. October 22, 2013.
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A local man holds up a crab for the camera. The Rockaways, New York. October 23, 2013.

Q&A
Nicolas Tanner, Editor: The work doesn’t seem to be telling a story.
What were your goals in creating this work?
Nicolas Tanner, Photographer: It doesn’t tell a story because photographs don’t tell stories, silly. A photograph is basically a measurement of light on space over time. Any photograph describes, closely
but never exactly, what a moment looked like to my camera and me.
That’s not a story. A photograph doesn’t unfold before the viewer. Rather, each image remains suspended in time and space and,
therefore, without a temporal order established, their meaning is
withheld. A single photograph is the statement of a fact, and facts
regarded by themselves, without comparison to other facts, are essentially meaningless. That is exactly why photographs are so useful,
and why I am in love with the medium- they offer a very unique way
for us to structure narratives.
Ed: So you are saying the work you shot in The Rockaways has no
meaning? What did we pay you for?
NT: Well first of all Ed., you didn’t pay me. And also, as you know,
you are me. But that’s another conversation. Yes, the work contains
meaning. Any single photograph will contain meaning for the viewer. But it is incredibly difficult to determine what that meaning is,
or will be. What an image means to me is going to be related to but
different than what it means for that person over there. The way you
shape the meaning of a particular piece of work in photography is
by first deciding what, of all things, to shoot, then by editing those
images, and then by deciding how to arrange them together.
The last part, sequencing, is especially important in establishing an effective narrative in a photo essay. Again, the ultimate meaning of the work will change in relation to the perspective of each
viewer. And again, that’s kind of the point. If you want to control
the meaning your message will have for its audience, words and/or
moving images unfolding in time are much more precise tools. But
in photography, you can begin to shape the direction of a work’s
meaning by deciding what to shoot, and by editing and combining
the image. You were a huge part of that process, Ed. Thanks!
Ed: Is it possible you are just blowing smoke up everyone’s skirt?
Like maybe you just came back with nothing and decided to obscure
your failure to shoot a solid picture story by telling the editors of
the magazine, and the boss, that you “meant” to shoot it that way.
NT: Honestly, thinking back to it now, I wish I’d just gone out and
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made the picture story people were expecting. And I’m willing to admit, it’s possible I ultimately didn’t create a piece of work that hit its
mark. I think it did but that is my opinion. What I didn’t do is go try
to shoot a standard picture story, miss it, and then decide to submit
it anyway; to pull the wool over my peer’s eyes, people I respect, by
talking about silly-sounding philosophical ideas. And, frankly, there
are picture stories in my full edit of images. I just didn’t edit the essay that way. It was an earnest attempt at depicting a particular place
at a particular time, that’s really all it was.
Ed: Let’s talk how you decided to shoot and edit this work, and
when it occurred to you that you would do it the way you did?
NT: I made the decision to approach this work the way I did on
my drive to New York City from a workshop in upstate New York.
I had just looked at a lot of really great work that weekend, but
one thing began to stick out for me. I started to see how similar
a lot of work was to other work, and not just in the style of each
image, but in how those images were being structured into larger
narratives. I began to think about how, in my mind, I was already
planning for certain photographs because they were photographs
I knew I needed. But isn’t that a weird way to go about telling the
truth, Ed., about something that hasn’t happened yet? You know I
once had an AP editor send me on an assignment and tell me not
to come back until I had images she’d already seen before. That’s
what was most on my mind that day.
So as I drove to The Rockaways, I decided on a strategy, an
approach for the assignment where I would a) spend every waking
moment covering every inch of the peninsula on foot and photograph everything indiscriminately and relentlessly and b) accept
with radical equanimity whatever event or thing or person I came
across, respecting all things with equal amounts of attention. The
idea was not to avoid the more classic “storytelling” images that
I knew I would find, but to not hunt those images down at the
expense of the others. My daily goal was to make one solid image
each day, where I felt I’d captured in a complex formal arrangement a sense of what it felt like on the peninsula that fall for the
locals I encountered, and for myself.
I believe my approach is why the peninsula revealed itself to
be such a strange and wondrous place. I came back with images I
never could have planned for, or expected, and for me that is one
of the most exciting aspects of photography. Back at the office in
Ohio, the biggest challenge was not the editing, which happened in

a fairly standard way, but the selection and sequencing of the images. I had decided early on to use only two images per spread of the
main story. And there are only 7 spreads, I believe. Pairing images
became a real issue. Some images had to be put aside simply because
we couldn’t find a good partner for them. The decision to use so few
images and to lay them out as we did is one decision I might change
if I could begin again from the editing and layout stages.

However, one benefit of such careful editing was that I realized
this story did have a protagonist, and antagonist-- the weather. Appearing in nearly every image, the clouds and sky that meet the city
as it falls into the sea is an ever-present reminder of the beautiful
and ominous power of the natural world, and our place in it.
Ed: Thanks for these thoughts on your work.

mask

A
Q U A R T E R L Y
M A G A Z I N E
of
CONTEMPORARY
PHOTOGRAPHY
ISSUE

28 M A S K

1.1

WINTER

2013

