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POoOIMNT AND SHOOT—ROBERT HIRSCH

THE LINEAGE OF “PORNT AND SHOOT™ CAN BE TRACED TO THE DESIRE TO BE ABLE TO MAKE AN INSTANTANEOUS PHOTOGRAPH,. \WHEN LOUS Jacoues ManDe" DAGUERRE INTRODUCED HIS PROCESS v 1839, 1T was
100 SLOW TO MAKE PORTRAITS OR RECORD ACTION, HOWEVER, A5 EARLY A5 1841, MaRC ANTOINE (GALIDIN WAS ABLE MARE AN EXPOSUIRE OF STREET SCENES IN PARIS SHOWING PEOPLE AND TRAFFIC WITH A DAGUERRECTYPE FLATE.
Br 1851, HeeopTe MACARE WAS ARE 1D COMMAND VERY HIGH PRICES FOR HS DAGUERREOTYPES PICTURING SUCH SCENES AS A MAN WALKING, A HORSE TROTTING, SEASCAPES WITH WAVES, AND SHIPS WITH SMOKE COMING OUT
OF THER STACKS, ARTSTS, ESPECIALLY, WANTED TO USE THE CAMERA TO SEE THINGS NOT CLEARLY DISCERMABLE BY THE HUMAN EVE ALONE. CHEMICAL ACCELERATORS AND IMPROVED LENSES REDUCED EXPOSURE TIMES TO MAKE THIS
possBlE, (GEORGE WASHINGTON WisoN's views OF PrincEe STreer, EDmvaURGH, AND EowaD ANTHONY'S OF BroaDway, NEw YoRe, BOTH MADE v 1859, ARE THE FIRST TRULY CONVINCING ACTION STREET SCENES. ThE
PROSAIC FLOW OF URBAN LIFE WAS AREESTED WITH A STERECSCOMC CAMERA POSSESSING A FAST WIDE ANGLE LENS THAT DEUVERED A SMALL IMAGE I WHICH SLGHT MOVEMENT WAS NOT VERY NOTICEASLE. THE INSTANTANEOUS
VIEW HAD ARRIVED.

THE VAST MAJORITY OF EARLY PHOTOGRAPHIC WORK INVOLVED STUDID PORTRAITS IN WHICH THE PHOTOGRAPHER ATTEMITED TO MAINTAIN A SENSE OF NATURALNESS WHILE THE SUBIECT WAS FORCED 10 REMAIN STILL AND
ENDURE VARIOUS POSING BRACES, STRAPS, AND BELTS. TH TYPE OF PORTRAIT TENDED TO PRESENT A FORMAL AND STUDED LOCK. IT DI NOT PROVIDE A SPONTANEOUS RECORDENG OF THE SURIECT, THE IMPULSE TOD MAKE
EXTEMPORANEOUS PHOTOGRAPHS 15 EVIDENT IN AMATELR WORK BY THE MID-18505. A PORTRAIT ALBUM FROM THIS TIME CONTAINS A FCTURE OF A YOUNG GIRL, WITH A BIG SMILE, HOLDING A SMALL WHITE DOG.' THE GIRL & MO
B SHARP FOCLS, THEREEY GIVING A SENSE OF CHILDUKE EMERGY TO THE PORTRAIT. THE DOG 15 VERY BLURRY, PROVIDING A SENSE OF AN ANIMATED SPIRIT TO THE SCENE.  THE COLLODION WET-PLATE PROCESS WAS NOT TECHMNICALLY
ABLE TO BRING THE ACTION TO'A STANDSTIL, BUT THE PHOTOGRAPHER RECOGNIZED THE RECORDING OF THESE FEEUNGS. EVEN IF THEY WERE NOT TECHNICALLY CORRECT, AND PLACED THIS IMAGE ON A SINGLE PAGE IN THE ALBUM

i 1860 S Jomn HERSCHEL ADOPTED THE HUNTING TERM "SNAPSHOT, " TO TAKE AN INSTINCTIVE SHOT WITHOUT TAKING AMM, TO PHOTOGRAPHIC PRACTICE. [N TS ORIGINAL PHOTDGRAPHIC SENSE, SNAPSHOT DOES NOT
APPLY TO A TECHNICAL WAY OF WORGNG, BUT TO AN INTUITIVE, VACERAL RESPOMSE TO THE SUBIECT. IT 15 A STATE OF MND I WHICH THE PHOTOGRAPHER REACTS QUICKLY. EMOTIONALLY, AND WITHOUT FORETHOUGHT TO THE
SURIECT.  THS DOES NOT NECESSARILY MEAN IT [S AN UNTHENKING APPROACH. IT COULD MEAN THE PHOTOGRAPHER HAS DONE THE CONTEMPLATING AND PREPARING BEFOREHAND, SO THAT WHEN THE SITUATION ARKES, M
PHOTOGRAPHER IS ABLE TO RESPOND KNOWINGLY AND INSTINCTIVELY TO THE EVENT.

TODAY SOME PHOTOGRAPHERS FEEL UNCOMFORTABLE WITH THE HUNTING UNDERTONES CONNECTED TO THE TERM SNAPSHOT, BUT IT 15 NO ACCIDENT THAT THE MANUFACTURER'S CALL THE LATEST GENERATION OF HAND-
HELD CAMERAS “PORNT AND SHOOT,” THERE HAS ALWAYS BEEM A POWER RELATIONSHI® BETWEEN THE SLIEUECT AND CAMERA OPERATOR. ManY PEORLE DO NOT WANT THER PCTURE MADE, WHILE THE PHOTOGEAPHER SEEMS INTENT
ON STALKENG AND BECORDING UNREHEARSED OBSERVATIONS FROM LFE. PHOTOGRAPHERS HAVE ALWAYS BEEN LOOIONG FOR A PIECE OF EOUIPMENT THAT WOURLD LET THEM BE IN THE MIDST OF AN EVENT AND NOT HAVE PEOPLE BE
AWARE THEY ARE TAIONG PICTURES.

SUCH DESIRES WERE GRATWIED v 1888 wWimH THE INTRODUCTION OF THE KODAK FLEXSULE-ROLL FILM CAMERA, WHICH BEGAN THE “POINT AND SHOOT™ PHENOMENA, THE KODAK MARKETING SLOGAN "YOU PRESS THE
BUTTON, AND WE DO THE REST™ SLIMS UP THE IDEA THAT ANYONE WHO WANTED TO COULD NOW MARE PHOTOGRARS. THE SMALL, PUSH-BUTTON, HAND-HELD CAMERA GAVE PEOPLE THE ABILITY TO RECORD THEIR OWN IMMECHATE
PERCEPTIONS AND REACTIONS WITHOLT RELMNCE ON TECHNICAL KNOWLEDGE OR AESTHEDNC CONVENTIONS. TS EASE OF OPERATION CREATED A WOSLD-WIDE AMATEUR MARKET THAT HERALDED A VELUAL REVOLUTION: CALLED THE
SMAPSHOT,



THE SMNAaAPsHOT: THE PilcTurRE WIiTHOUT A HisTory

THE SMAPSHOT WAS AN UIPSTART WITHOUIT A HISTORY. IT 5 BASED UPOM THE VERNACLLAR RATHER THAN THE ATTITUIDES, SENSIBILITIES, AND TRADMONS OF WESTERN EuRcrean ART.  THE TRADITIONAL AESTHETIC CRITERWA

OF CONTENT, FORM, AND TECHNIOUE DI NOT NECESSARILY APPLY. THE SNAPSHOT ALLOWED SURPRISE TO SURFACE AND BROKE THROUGH TRADIMON, FEVEALING THE TRUTH OF THE QURIECT ITSELF WATHOUT ADORNMENT. It MARKED

THE TRANSFER OF THE POWER OF IMAGEMAKING FROM A SMALL EUITE GROU® TO EVERYDAY PECPLE. THE SNAPSHOT CONNMNUED PHOTOGRAPHY'S UNDERLYING FUNCTION AS A GEEAT LEVELER OF HERARCHY. |7 COULD EMPOWER BY

PCTURNG SUBIECTS WHICH 'WERE PREVIOUSLY CONSIDERED UNWORTHY OF REFRESENTANION. ALSD, THE SNAPSHOT COULD CREATE A VISLAL SENSE OF DEMOCRACY THROUGH (TS ABIUTY TO TREAT ALL SURIECTS EOUMILY. THE

SHAPSHOT, THROUGH TS MILLIONS ©F INCARNATIONS, BEGAN TO RADICALLY ALTER ALL THE VISUAL ARTS, THE ATTITUDE OF THE SNAPSHOOTER WAS [HRECT AND SPONTANEOUS. [T WAS AN INSTINCTIVE, MATTER-OF-FACT APROACH THAT

- CASUALLY EXPLORED THE PLEASLIRES OF EVERYDAY ACTRVTIES, THE SNAPSHOOTER'S MAIN CONCERN WAS THE SURJECT HE OR SHE WAS PHOTOGRAPHING. NOT THE SURJECT OF PHOTOGRAPHY, THIS UNPRETENTIOUS QUTLOOK HAD A
DECEPTIVELY SIMPLE FRESHNESS CAPABLE OF CHANGING THE ATTITUDE OF THE CBSERVER TOWARD THE SURSECT.

THE SNAPSHOT WiAS NOT THE INVENTION OF AN INDMVIDUAL GENILS, BUT AN EXTENDED COUABORATIVE GROUP PROCESS OF EXPLORATION THAT UNFOLDED OVER TIME. THE GENERAL ATTIILDE OF THE SNAPSHOOTERS
BECAME PROVOCATIVE WHEN THEIR SO-CALLED) AMATEUR “MISTARES® SUCH AS INFORMAL FRAMING, UNEXPECTED CROPPING, UNBALANCED Em. SKEWED HORIZON LENES, UNUSLIAL ANGLES, WERD PERSFECTIVES, BANAL
SUBIECT MATTER, EXTREMES IN UGHTING, OUT-OF-FOCUS SUBECTS, BLURRING, DOUBLE EXPOSURES, EXTENDED TIME EXPOSURES, USE OF POOR OUALITY OPTICS, AND DHRECT FLASH BEGAN TO BE ADOFTED AS WORKING METHODS BY
SERIOUS IMAGEMAKERS. TN THE INTRODLICTION OF TOWARD A SOCIAL LANDSCARE [1966]), MNATHAN LYONS CALLED THE SNAPSHOT "ONE OF THE MOST AUTHENTIC PCTURE FORMS PHOTOGRAPHY HAS PRODUCED” BECALSE T 5 NOT
ROOTED IN TRADITIONAL MAGEMAKING VALLIES.

QJI VISLUAL VOCABLILARY HAS BEEN GEEATLY EMLARGED AND EEVISED BY THE SNAPSHOT. THIS PAST DECADE HAS WITNESSED THE WIDE-SCALE AVAILABILITY OF “POINT AND SHOOT™ CAMERAS. THEY BANGE FROM FLILLY
AUTOMATIC OPERATIONS. TO [ISPOSABIES WITH UNDERWATER CAPABILITIES, THERE 1 GREATER ACCESS IN TERMS OF PRICE, STYLE, EASE OF UAE, AND FORMAT TO MEET THE HUMAN DESIRE TO RECORD REAUTY-BASED SCENES. SO wHAT
15 DIFFERENT AND WHAT IS THE SAME IN TERMS OF CURRENT PHOTOGRAPHIC PRACTICET THIS B WHAT WE WERE CURIDUS TO SEE.

ExHiBiTiON OVERWVIEW

THE PICTURES IN THIS EXHIBIMION REFRESENT THE WOk OF | 9 ARTITS, WE SELECTED 9 MEN AND |0 WOMEN WE THOUGHT SHOWED THE DIVERSITY OF CURRENT PRACTICE. WWE WANTED TO ENOW WHAT SENSIBILITIES
THIS WORK REVEALED IN TERMS OF SUBIECT MATTER, MOTIVATION, HOW THE CAMERA WAS USED, TECHNIOUE, HOW THEY MAKE ONE FEEL AND THINE, AND THEIR RELATICNSHEP TO PAST CPERATIONS,

THE WIORK IN THE EXHIBIION ADHERES TO MANY ESTABLSHED SNAPSHOT GENRES. THE OVERWHELMING CHOICE OF SUBUECT MATTER B PEOME. PEORLE ARE PCTURED MAINLY ENGAGED IN FAMILY EVENTS AND RELATIONSHIPS.
THEY SEEM TO BE AWARE OF THE PRESENCE OF THE CAMERA, AND, IN MOST CASES, THE PROMIMAL [HSTANCE 15 PERSOMAL. THE PHOTOGRAPHERS SEEM INTERESTED IN EXMLORING HUMAN INTERACTION BY LOOKING THROUGH PRIVATE
MORENTS, IDEAS ABOUT IDENTITY AT VARIOUS STAGES OF LIFE SURFACE BN BABY PICTURES AND THOSE OF THE ELDERLY. AMIMALS APFEAR AS STAND-BYS FOR HUMAN PERSONAS. TRAVEL PHOTOGRAPHS DEAL WITH PEOPLE 1IN RELATIONSHIP TO
THES ENVIRONMENT, WITH HUMANS GENERALLY THE MOST IMPORTANT VISLAL ELEMENT. LANDSCAPE N THE TRADITIONAL SENSE OF THE GRANDIOSE VISTA WAS NOT AN SSUE. THE LANDSCAPE APPEARS AS A METAPHOR OF AN BMNER TERRAIN
SPACE 1§ INTRMATE. THE FORMALISTIC AND MEDSTIVE CONCERNS OF THE LARGE TRIPODED CAMERA AND ITS ACCOMPANTING [S5UES OF VISUAL CLARITY THROUGH VIGORDUS EXPOSURE AND PRINT CONTROLS WERE NOT IN BVIDENCE.

SOCIAL THEMES FERTATING 10 ECONOMICS, FAMILY STRUCTURE, GENDER, POWER, RACE, AND RELKGION MAKE THEIR APPEARANCE CLOMKED WITHIN A HIGHLY INDIVIDUALISTIC CONTEXT, THE OVERWHELMING PREFERENCE FOR FAMILY-
BASED SUBECT MATTER REVEALS A NEED TO RLIMINATE ABOLIT THE INTIMATE IDE OF DOMESTIC LIFE. FOR SOME, THE SIMPLICITY OF CAMERA OPERATIONS SEEMED TO HELP REESTABLGH CONTACT WATH INNOCENT CHILD-UNE SENSATIONS. VAfHAT
SURFACED 15 A NEED TO EMPHASIZE AN INSTINCTIVE RESPOMSE TO THE SURIECT WITH A MINIMUM OF INTERFERENCE, OFTEN INTERMINGLED WATH A MYSTERIOUS, SURREAL UNDERCUREENT FROM THE REALM OF DREAMS AND MEMORY, ALTHOUGH
THESE ARTISTS ARE DEALING WITH ISSUES THEY CONGIDER SERIOUS, THERE B AN OVERRIDING FEELING THEY HAVE NOT LOST THE SENSE OF AMAZEMENT, FUIN, AND PLAY THAT LISUALLY ACCOMPANES ONE™S INTRODUCTION INTO PHOTOGRAPHY,



CAMERA STRATAGEM

THE CAMERA ALTERS THE BEMAVIOR OF THOSE IN FRONT OF IT. THE “POINT AND SHOOTERS” WHO PHOTOGRAPH PEOPLE WANT TO MINIMIZE THE LEVEL OF INTERFERENCE. THE CAMERA IS HAMDLED IN AN INCONSPICUOUS
MANNER SO IT CAN BLEND INTC THE SCENE AND BECOME MORE A PART OF WHAT IS GOING ON WITHOUT INFLUENCING THE OUTCOME AS MUCH. WORKING IN Cuas, MEL ROSENTHAL COMMENTED HOW BIG CAMERAS CHANGE
CIRCLIMSTANCES TOO MUCH. WATH A “POINT AND SHOOT” CAMERA, HE FOUND PECPLE WERE LESS SUSPICIOUS. A NUMBER OF THE ARTISTS COMMENTED ON HOW "POINT AND SHOOT™ CAMERAS FREED THEM FROM THE CONVENTIONAL
HORIZONTAL, EYE-LEVEL POINT-OF-VIEW AND ENCOURAGED UNUSLIAL VANTAGE POINTS LIKE SHOOTING BLINDLY FROM THE PALM OF THE HAND, FLACING THE CAMERA ON THE TOP OF ONE'S HEAD, OR SHOOTING FROM THE HIP.
SULAMAN ELLSON DISCOVERED THAT NEVER BRINGING THE CAMERA TO HIS EYE ENCOURAGED PEOPLE TO GO ABOUT THEIR BUSINESS, THUS PRESERVING THE GENLINE FLOW OF THE HUMAN THEATER BEFORE HIS CAMERA. SURFRISE
WiAS DEFINITELY COLIRTED, ENCOURAGING DEBATE AND RE-EVALUATION OF WHAT 15 CONSIDERED “CORRECT™ IN TERMS OF COMPOSITION, SUBJECT MATTER, TECHNIOUE, AND USE OF MATERIALS WITHIN CONTEMPORARY PRACTICE.

THE FACT THAT THESE CAMERAS WERE SO SIMPLE RELIEVED THE INDIVIDUAL FROM TECHMICAL BOUNDARIES. COMPACT SIZE AND CONVEMIENCE OF USE ENCOURAGED MANY, LIKE BETH LANTGEM, T MAKE THEIR “POINT
AND SHOOTT CAMERAS CONSTANT COMPANIONS. THE SIMPLICITY OF THE Browmaie HawxevE LET CAROL GLAUBER COULABORATE WITH HER 15 MONTH OLD SON. AUTOFOCUS WAS NOT VIEWED AS A UMITING FEATURE BUT, AS
Dents CALLWOOD SAID, IT MADE THE ACT OF FICTURE-TAKING LESS PREMEDHTATED. LINDA RASKIN FELT THAT COMPLICATED EQUIPMENT INTERFERED WITH HER INTUITIVE PROCESS OF SEEING. Megk SHEINKMAN APPEARED TO BE AN
EXCEPTION TO MOST CONTEMPORARY PRACTICE. HE WAS THE ONLY ONE WHO USED THE CAMERA TO CREATE NON-REPRESENTATIONAL IMAGES THAT DID NOT RELATE DIRECTLY BACK TO THE VISIBLE WORLD. BUT THE ABSTRALT PATTERNS
DO FEEL AND LOIOK INTUITIVE, WHICH FITS INTO THE SHAPSHOT MINDSET OF ENCOURAGING IMPULSIVE PARTICIPATION,

SPECIFIC WISIOMNS

Terry TOWERY PURPOSELY INTRODUCED “AMATELR MISTAKES™ T0) CIUESTION TRADITIONAL IMAGEMAKING VALUES. [N A DADAIST TRADITION, HE OFTEN DID NOT USE THE VIEWFINDER, THEREBY STRESSING THE ROLE OF THE
UNPREDICTABLE IN ARTSTIC CREATION. DUALISM, THE CONCEPT OF TWO OPPOSING FORCES, EMERGES AS A THEME IN TOWERY'S "LOOKING AT ANIMALS™ SERIES. A DINOSAUR APPEARS IN A MODERN URBAN SETTING, STRESSING OUR
CONTINUAL STRUGGLE TO SORT OUT THE DIFFERENCE BETWEEN REALITY AND WHAT THE CAMERA SHOWS US. ANIMALS APPEAR AS SURROGATE PECPLE. T IS POSSIBLE TO RECOGNIZE PEOPLE YOU ENOW AND EVEN YOURSELF IN THESE
PORTRAITS. THEY ARE DUALISTIC IN THE SENSE THAT THEY EXPRESS NOT ONLY THE RESEMBLANCE OF ANIMALS AND HUMANS, BUT ALSO EXPRESS THE CONNECTION BETWEEN AMALYTIC AND INSTINCTIVE BEHAVIOR. THE CFF-EILTER ANGLES
INIECT A PSYCHOLOGICAL SENSE OF UNEASY ANTICIPATION INTO) THE SITUATIONS. IT FEELS LIKE SOMETHING 15 GOING TO HAPPEN, BUT WE ARE NOT CERTAIN WHAT IT IS GOING TO BE. TRADITIONAL FOCUSING GUIDELINES ARE VIOLATED
AS THE SURJECT 15 OFTEM BLURRY AND OUT-OF-FOCUS WHILE THE BACKGROUND 15 SHARP. THIS CREATES AN UNEXPECTED JUXTAPOSITION WHICH CALLS INTO QUESTION THE ANIMAL'S RELATIONSHIP TO TS SURROUNDINGS. THE ANIMALS
ARE AL IN ARTIFICIAL ENVIRONMENTS THAT HAVE BEEN PRODUCED BY PEOPLE IN ORDER TO REGULATE AND CONTROL THEIR BEHAVIOR, THE FOCUS SHIFT ALSO CALLS INTO QUESTION WHAT IS MORE IMPORTANT. THE LIVING CREATURE
OR THE HUMAN CONSTRUCTED ENVIRONMENT? AT FIRST THESE IMAGES APPEAR FLINNY AND WHIMSICAL, BUT LURKING BENEATH THE SURFACE THERE ARE QUESTIONS ABOUT ANIMAL RIGHTS AND HUMAN MANIFESTATIONS OF
TOTALITARIANISM. THE SEEMINGLY INNOCENT USE OF A COMMON "AMATELIR MISTAKE” PRODUCES A LINKAGE THAT WIOULD NOT OCCUR IN A "CORRECTLY” MADE PHOTOGRAPH.

AS A COMMERCIAL PHOTOGRAPHER, JUDY SANCMEZ SPENDS TIME PREVISLALIZING SCENES FOR LARGE FORMAT CAMERAS. THE IDEA OF PHOTOGRAPHING THINGS SHE HAD NOT ACTUALLY SEEM PRESENTED A FASCINATING
CPPORTUNITY TO REACT SPONTANEOUSLY TO) PERSONAL OCCURRENCES. THIS MEANT RELINGUISHING THE TRADITIONAL STUDIO CONTROLS INVOLVED IN CREATING A FICTURE. THE CAMERA 15 INTIMATELY INVOLVED IN THE SCENE. THE
SUBJECTS, CHILDREN AND ANIMALS, ARE OFTEN GAZING DIRECTLY INTC A CAMERA NOT MORE THAN A FEW FEET FROM THEIR FACES, THIS ESTABUSHES A SUBJECT, OFTEN CUT-OFF, SHOWN FROM AN UNUSUAL ANGLE, OR DISTORTED BY THE
CLOSENESS OF THE LENS THAT DOMINATES THE SCENE IN THE FOREGROUND. THIS COMPOSITIONAL STRUCTLIRE 15 OFTEN ACCENTUATED THROUGH THE USE OF THE AUTOMATIC, ON-BOARD FLASH TO SUPPLY A DRECT BLAST OF LIGHT. THE
RESULT 15 A HOT, BRIGHTLY ILLUMINATED SUBJECT IN THE FOREGROUND PLAYING AGAINST A MUCH DARKER BACKGROUND, WHICH GIVES THE SUBJECT A CONTRASTY THREE-DWMENSIONAL EFFECT AND PROVIDES IT WITH POP-UP PRESENCE
WITHIN THE FRAME.



Om THE WHOLE, THE “POINT AMD SHOOTERS™ MANIFEST A DIFFERENT PHOTOGRAPHIC RELATIONSHIP BETWEEN THEMSELVES AND THEIR SUBJECTS. PHOTOGRAPHERS ARE TRADITIONALLY SPECTATORS, PEOPLE STANDING
OUTSIDE THE ACTION, REVEALING THE NEED NOT TO BE PARTICIPANTS BUT TO FUNCTION AS WATMESSES. THE PHOTOGRAPHERS GIVE THEIR SUBJECTS A KIMD OF WMORTALITY WHERESY THEIR ACTIONS CAN CONTINUE TO BE REPLAYED
OVER TIME. MANY OF THE “POINT AND SHOOTERS” SPECIALIZE IN EXPANDING WHAT IS WORTHY OF BEING RECORDED AND SAVED, THEY ACT AS SPECTATORS RECORDMNG PERSONAL EVENTS PREVIOUSLY MOT VERIFIED BEFORE THE
CAMERA. N “THE POOL SERIES™ JENNETTE WILLIAMS USED A PANORAMA CAMERA TO RECORD EVENTS AT HER SOMN'S SWAM CLASS. TS UNCONVEMTIONAL ASPECT RATIO MAGNIFIES THE SENSE OF HORIZOMTAL SPACE, EMPHASIZING THE
WATER IN THE POOL. THE BENDING OF PARALLEL LINES BY THE PANORAMA CAMERA REPLICATES THE SENSATION OF THE EARTH'S CURVATURE, WHICH EMBRACES A SURREAL SENSE OF FLOATATION. THE EXTENDED ANGLE OF VISION
FERMITS CONE TO WATNESS THE INTERPLAY OF THE WATER, THE CHILOREN, AND THE ADULTS DURING THIS RITE OF PASSAGE. WWE SEE A CHILD HOLDING ON TO THE EDGE OF THE POOL. BUILDING THE YOU-CAN-DOHT CONFIDENCE
MECESSARY TO LET GO AND MAKE HIS OWN WAY TO THE OUT-STRETCHED HANDS IN THE LOWER LEFT OF THE FRAME, TRUST 15 AFFIBMED BY TWO MEN HOLDING SMALL CHILDREN WHOSE SELF-RELIANCE IS RATIFIED THROUGH THE ACT
_OF LEARNING TO FLOAT. THESE MINICHILDHOGD EVENTS THAT SHAPE ONE'S LIFE ARE THE TYPE OF SUBIECT MATTER MANY OF THE "POINT AND SHOOTERS WANT TO ACKNOWLEDGE AND SANCTION WITH VISUAL DOCUMENTATION. THE
HIGHLY PERSCIMAL AND INTIMATE NATURE OF SUCH WORK PARADOXICALLY PROVIDES IT WITH A SENSE OF THE UNIVERSAL BY ALLOWING US TO INTERACT WATH OUR CAWN MEMORIES OF SUCH EXPERIENCES.

SIMILARITIES AMND [DIFFEREMNCESTHEMN ArnD Nowr

THE WORK WE S WHILE PUTTING THIS EXHIBITION TOGETHER SEEMED TO REFRESENT A MATURAL CONTINUATION OF THE SMAPSHOT THEMES THAT EMERGED IN THE WORK OF SUCH PHOTOGRAPHERS AS ROBERT FRANK,
Lee FriEDLANDER, Dwniny Lyom, AND GARRY WANOGRAND. THE DEFINITION OF WHAT CONSTITUTES A PHOTOGRAPH CONTIMUES TO BE EXPANDED. THE EARLIER GENERATION BEGAN TO CLEAR AWAY MANY OF THE MODERNIST
NOTIONS ABOUT PHOTOGRAPHIC COMPOSITION AND PRINT QUALITY, MOV THERE IS NOT AS MUCH EMPHASIS OM CORRECT FRAMING OR PROPER USE OF MATERIALS, THE AUGMENTATION OF PRACTICE THAT BEGAN IN THE 19605 was
08 DEFLAY, ALTHOUGH MOST OF THE “POINT AMD SHOOT ™ WORK 5 CLEARLY RECOGNIZABLE AS BEING PHOTOGRAPHICALLY DERIVED, ITS PRACTITIONERS DISPLAY THE INDEPEMDEMCE MECESSARY TO USE PHOTOGRAPHIC MATERIALS AND
PROCESSES IN ANY MANNER CONSISTENT WITH THE VISUAL MANIFESTATIONS OF THEIR CONCERNS.

OME KEY DIFFERENCE 15 IN WHO 15 NOW DOING THE PICTURING. CHANGES WITHIN OUR SOCIETY HAVE GIVEN PECPLE GREATER ACCESS TO PHOTOGRAPHIC TECHMOLOGY, THE ARTISTS IN THIS EXHIBITION CONSTITUTE A
WIDER CULTURAL, ETHNIC, AMD RACIAL SPECTRUM THAN W EARLIER GENERATIONS. OWVER HALF THE WORK WAS CREATED BY WOMEN. THIS SEEMS TO INDHCATE A DIVERGENT GROUP IS MAKING USE OF “POINT AND SHOOT™ AS A
DEMOCRATIC-TECHNOLOGICAL MEANS OF EXPRESSING THEIR POSITIONS, THUS HELPING TO ALTER PREVIOUS MODES OF REPRESENTATION.

AS AFFLUENT, MODERN, AND SECULAR MNORTH AMERICANS WE HAVE SET A GREAT DEAL OF IMPORTANCE ON SELF-FULFILLMENT. WE BELIEVE WE CAM FIND THE DREAM THAT NOT OMLY SATISFIES US, BUT ALSO 15
AUTHENTICALLY OUR CWHN. “POINT AND SHOOT® CAN PROVIDE A MODE FOR EXPLORING EXISTENTIAL DILEMAAS AND OFFERING MOPE IN THE FACE OF WHAT QEORG LUKACS DESCRIBED AS “TRANSCENDENTAL HOMELESSMESS,” OUR
MODERN MALAISE OF RESTLESSNESS, ROOTLESSNESS, AND FAILURE TO CONMNECT WITH ONE-ANOTHER, “POINT AND SHOOT™ PROVIDES A WAY FOR SOME US TO LOOK INSIDE QURSELVES TO FIND MEANING IN A WORLD THAT HAS BEEN
DECLARED EMPTY. IT OFFERS A PASSAGEWAY TO BE BESUPPLIED WITH THE PERSOMAL RESOURCES SOME OF LS MEED AND SEEK TO MAKE OUR LIFES MEANINGFUL AND FULFILLING.

—ROBERT HIRSCH

THE CATALOGUE FOR THIS EXHIBITION PRESENTS OME IMAGE FROM EACH ARTIST AND A DISTILLATION OF WHAT EACH ONE HAD TO SAY ABOUT “POINT AND SHOOT.”

| want to acknowledge Mathan Lyons, Director of Visual Studies Workshop in Rochester, NY, for the conversations we had on the snapshot; Kathleen Campbell, Photography Professor at the State University of New
York/Buffalo, for her suggestions on the ariginal draft of this essay; Kristin Richardson for her remarks on the final draft; Gail Nicholson, Director of CEPA for supporting this project; Lawrence Brose, Director of
Publications at CEPA for his service and good humor in preparing this catalogue; Donna Stanton for catalogue design; and David Harrod, my co-curator, for initiating this adveniure.

1. International Museumn of Photegraphy &t George Eastman House, Rochester, MY, Portrait album, circa 18505, by unidentified [English?) photographer (B1:1263:1-42).

2. Comversation with Nathan Lyons and the author about the snapshot on Seplember 9, 1992 at Visual Studies Workshop in Rochester, NY
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[GOAT]

NOT USE THE VIEWFINDER AND SHOOT FROM THE HIP. | AM INTERESTED IN USING THE COMMON ERRORS THAT BEGINMING PHOTOGTRAPHERS CALL MISTAKES ON PURPDSE TO GIVE A DIFFERENT SYNTAX T



LAMBY-KID

Jd D v S ANCHEZ

z: ROCHESTE \ COMMERCIAL PHOTOGRAPHER | REALIZED MY PREVISUALIZATION TECHMIOUES HAD BEEN REFINED T THE POINT WHERE | NO LONGER FELT THE NEED TC
MAKE THE PRINT. | DESPERATELY NEEDED A REVITALIZING CHANGE, THE SAMSUNG AF SLIM CAMERA OPENED THE POSSIBILITY OF SHOTING THINGS | HAD NOT ACTUALLY SEEN (PREVISUALIZED], AS IN
PONTANEOUSLY PUTTING THE CAMERA UNDER THE TABLE TO PHOTOGRAPH THE ANIMA {ON DCCURING THERE. | FIND MYSELF CARRYING IT WITH ME AT ALL TIMES. THIS ENCOURAGED NEW WAYS
IF IMAGING FOR ME | STARTED 7 FLEETING MOMENTS THAT USED TO MAKE MI "I WisH | HAD A CAMERA WITH ME NOW,"




UNDERWATER

Boy

FAMILY LIFE. | BEGAN PHOTOGRAPHING THREE MONTHS AFTER MY HUSBAND AMNL | ADOPTED OUR
ING CHILDREN IN

JCCURERENCES OF
PHOTOGRAPHING

| PHOTOGRAFH ANECDOTAL

JEMWETTE WiLLIAMS: Mew York, MNew YORK
WMTC WHICH | FELT CATAPULTED WITHOUT PREPARATION. AFTER 51X YEARS OF
“THE POOL SERIES™ SHARES

{ERHDOD |

DAUGHTER. | NEEDED THE FOREIGM WORLD OF
POINT AND SHOOT CAMERA, TO CAPTURE THE EVER-CHAMGING DYNAMICS AND INTENSITY OF THE ACTIVE INTERPLAY

AN ARCHETYPAL

15, | CHOSE A WL

VARIOUS FOR!
ED OF INTIMATELY FAMILIAR ELEMENTS

THE VISION OF HOW FAMILY LIFE, WHEREVER FOUND QR QBSERVED, I5 COM



PORTLAND,

OREGON

1950

Brov



VicTor AT

ATTENTION

Davip Pace: Los ALtTas, CALIFORNIA. | BEGAN PHOTOGRAPHING IN 195G wiTH A BRowNIE HAWEEYE | RECEIVED FOR MY EIGHTH BIRTHDAY. MY INITIAL POINT AND SHOOT PERIOD LASTED ABOUT SIX
VEARS DURING WHICH | PHOTOGRAPHED MY FAMILY AND FRIENDS AT HOME AND AT SCHOOL THIRTY. YEARS LATER | RETURNED TO GRADUATE SCHOOL TO WORK ON MY MFA 1N PHOTOGRAPHY . DURING

STUDIES | REDISCOVERED THE MEGATIVES OF THE SHNAPSHOTS | HAD TAKEN AS A CHILD INTRIGUED BY THE SIMPLICITY AND DIRECTMESS OF THESE MAIVE IMAGES, | BEGAN REPRINTING THEM AS A WAY OF

EXPLORING THE COMNECTIONS BETWEEN MY PAST AND PRESENT VISION






THis s

Mot IT

BrowmnIE, CIRCA 1950, SHOOTING PLIRE Y. AN UNFETTERED EXPRESSION OF MY SOUL THE IMAGES ARE NOT IARP. DUE T INEXPENSIVE OPTI THE FPRIN ARE |1 T THE way G¢ [EXCUS



GRANDMA'S

GARDEMN




Cusan FAMILY

ON THE HIGHWAY

TO TINAR

DeEL Rio

MEL ROSENTHAL, Mew YoRK MNEw YORE. | AM INTERESTED IN THE RELATIONSHIP BETWEEN HANGING SOCIAL COMDITIONS AMD THEIR INFLUENCE ON FEQFLE. IHESE PHOTUGEAFH

T AMGES THE CIRC CTAMCES TOD [ e WAt PARTICULARLY TRUE 1N CUBA WHERE PEOPLE ARE
AN OLYMPUS STYLUS. WHEN | SHOW UP WITH BIGGER CAMERAS AND FLASHES, |T CHANGES THE IR UMSTANCES TOD MUCH {15 WAL PAR LARLY TELIE k

USPICIOUS OF ANYONE WHO IS WORKING FOR THE MORTH AMERICAN PRESS



TROPICAL

ool

| TEY AND CAPTURE PURE HUMAN EMOTION. THE AUTOFOCUS CAMERA EMABLES ONE TO

LING. THESE PHOTOGRAPHS ARE NOT ART BEFORE OR DURING THE RELEASIN i THE SHUTTER, THEY BECOME ART WHEN THEY TURM INTO IMAGES, SWIMMING
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GAMEDAY
SERIES:
FAT MAN'S

STOMACH

"GAMEDAY" 15 A PHOTOGRAPHIC EXPLORATION, COVERING THREE FOOTBALL

sOMS FROM [9B6 To | 989, OF THE ENERGY GENERATED BY THE GATHERING OF THOUSANDS OF PEOPLE TO WITHESS A

INOLOGY AT A MINIMUM. [THE DHANA CAMERA], OME HAS TO CONCENTRATE OM THE VISUAL STIMULI AND REACTI

EVING THE PHOTOGRAPHER OF TECHMICAL BOUMNDARIES,

MNTANEQUS AND ENERGET!
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A RASKIN: NEW York, NEW YOR) t

H iE %1 REALM OF I BY. FEELIN( OMPLICATEL HIGH-TECH
A i THIS 1 T QUALITY. | ES ME A MORI
EQUIPMENT INT WITH THE INTUITIVE PROCESS OF | TURNED TO A CHEAF THE f T HIT I
2 3 8 LT A K iy AR ERACITIC VISCERAL W AND TO R THE
v ATE P 1 E INTI MY SUBJECT MATTER M } PHI RAPH UATIONS AS | ON ¥ THENM ! A WGl W
IMMEDIATE, DIR OF IN ¥ SU Tl
SYCHOLOGICAL ‘N 15 BNH I ALL {IMGS
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CATHOLIC
Revic #13,
THE FEMALE

PrRIAPUS
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K nsON Bow LA F | Ex 14 VORE VITH POLAROID MATERIAL LIS HEY AR TE 3 ChAPS g I IATE AL RECORD, AMD IMN FAMILY ALBUMS. I
A | i s MY WORE IF ERSIE Hi MILY RELATIO F 5 THE 1MAC MAI | M EASILY AGE, AND SEW THE
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1

.

[=]
w
==
=
=

A CAMERA PRIMA



aeth it

Five FEET

INTo THE

FLAMES

E LAl R IR w11




SOME HEROES
ofF DaiLy
LiFg: THE
FATHER &

THE SoN

HanneRE Van VELZEN, Brookiyn, NEw YORK, | AM WORKING WITH THE IDEAS OF STEREDTYPE, PERIONALITY,

PHOTOGRAPHS ARE FROM A 110 "SHOOTER™ PLASTIC CAMERA THAT GAVI
GEMERATION IMAGES FROM QTHER SOURCES THE GRAIMIMESS MAKES IT ONLY READABLE FROM A DISTANCE HE SIDE

SYMBOLIC

AND “BLINDLY OUT MY HAND. ADL



CEPA

GALLERY

CEPA GALLERY PROVIDES A CONTEXT FOR UNDERSTANDING THE AESTHETIC, CULTURAL, AND POLITICAL INTERSECTIONS OF PHOTO-RELATED ART A5 IT 15 PRODUCED IN QOUR DIVERSE SOCIETY. THE GALLERY

SUPPORTS, ENCOURAGES, AND FUNDS THE PROJECTS OF BOTH ESTABLISHED AND EMERGENT VISUAL ARTISTS, AMD 15 COMMITTED TO SUPPORTING ARTISTS FROM GROUPS THAT HAVE BEEN

UNDERREPRESENTED IN CULTURAL S5PACES. CEPA ALSO FUNCTIONMS AS A RESEARCH AMD EDUCATION CEMTER FOR THE EXPLORATION OF MEW TECHMOLOGIES IN THE PHOTOGRAPHIC ARTS.
CEPA GALLERY 15 A MEMBER OF THE ARTS COUNCIL IN BUFFALD AND ERiE COUNTY, THE NATIONAL ASSOCIATION OF ARTISTS ORGANIZATIONS, AND THE SOCIETY FOR PHOTOGRAPHIC EDUCATION,

CEPA PUBLICATIONS ARE FUNDED IN PART BY THE MATIONAL ENDOWMENT FOR THE ARTS, A FEDERAL AGENCY, THE NEW YoRk STATE COUNCIL ON THE ARTS, THE CiTy OF BuFFaLO, THE COUNTY OF

Erie, CampPos PHOTOGRAPHY CENTER AND CEPA MEMBERS.

EQUIFMENT AND SERVICES SUPPORT FOR THIS EXHIBITION GENEROUSLY PROVIDED BY:

PROFESSIONAL PHOTOGRAPHY DIVISION OF

OLYMPUS

SUPERIOR BY DESIGN!
35mm CAMERAS

(raphtr,

127 5. Long 5t
Williamsville, NY 14221
(T16) 634-0121
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