==
o5 L

NATIONAL COLLEGE OF ART AND DESIGN

A HISTORY OF THE DEVELOPMENT OF PHOTOGRAPHIC ART

A Thesis Submitted to the Faculty
of History of Art and Design

In Candancy for the Degree

FACULTY OF PAINTING
DEPARTMENT OF FINE ART

FOURTH YEAR

BY:- Maeve Stafford

APRIL 1983




CONTENTS.

Il1lustrations <scscesecccacs sialaie s s nieisisleieisinraleiaieinisiors Ly

INtroduction eeeeesccecsecccsssscccccecccnccccacas 7

Chapter:

152 Early Photography eeeceeccccsccccccaces 3

2 The Photo SecessiOon ecececcccssccccecccs

3 The New RealiStsS eecececececcacscsceacccacas

4, Further Expansions of

Photographic Boundaries eeeceececcccceces

Bibliography eececcescccccsccccscccccancccccoccacs




E

d

d

1

i

BEE D

EEE

e

iy I ! 1 ! ] i i I I

ILLUSTRATTION S.

PLATE NO.

1 William Fox Talbot eeecce-- Lacock Abbey N.D. sececccc... R
20 Gustave Le Gray sesess.... France, Army Camp N.D. «cc.......
Sk Bisson Brothers «e---. eeee. Mount Blanc 1860 ccececcccccccccn.
4. Matthew Brady e-e-eesees.. Ella Jackson, Acress N.D. «ecc--..
5. Nadar eecescsscssacsscsesss Theophile Gautrer sscescecccccanaas
6. Julia Margaret Cameron -.. Sir Henry Taylor 1867 -...c.cccc...
bA. Julia Margaret Cameron ... Untitled N.De. eccceccccccccccane..
Tie Oscar Rejlander «eee«-e.... The Two Ways of Life 1857........
8le Henry P. Robinson esee.... Fading Away 1858 cccccccccccccnnn s
e EMOLSON s e seanssescnssess A Fisherman at Home 1888k ...xiccies
10. Sutcliffe ecccceccecccs eeese Water RALS eccccccscscecccescsocss
10A. Sutcliffe eeeeeesecaceesss Excitement 1888 ...... B BIeTOa 00008
L1k o Frederick H. Evans s---... Aubery Beardsley 1895....ccccccee
L7 Frederick H. Evans s-«<-.. Sea of Steps N.D. ccccecec.e.. COO00
i3 Alfred Stieglitz ceeecco-e The Terminal 1892 ..c.ccccscccaccas
14. Robert Demachy ceeceeccacens UnipaElleels Wallls  6o00000600600666000
15. Eugene Atget «eeeecsee-s... Street Musicians Paris N.D. .....

PAGE NO.

3l




i

1
E T PLATE NO. PAGE NO.
ﬂ - 16. Lewis Hine eccecccceccacccee Italian Immigrant Family 1905 ... us
16A. Lewis Hine secececccccscacs Unhealthy Child, Chicago 1910... 50
‘ l 17. Paul Strand -ccececcscccccs Elind Woman, New York 1916 «..... Sk
E ' 18. August Sander eecceccscccce- Circus People 1930-ccccccccccaens 57
i
= 19. Edward Steichen seeccccececes Rodin, Le Penseur 1902 «ccccc... =)
m 20. Edward WeStOm eecececcceccsccs White Dunes, California 1936 ... 62
Zadl Ansel Adams ececececce- cecene Siesta Lake 1963 ccccsccccss Sonc 3
22. Immogen Cunningham -<..... Two Callas 1929..-.... cecses cecse 3
m 23 Minor White eee-o cecssscce From Sequence The Book of
a TRty LO50k el eies e sl L3
m 24, Aaron Siskind eeecceccecccas From Most Crowded Block 1936 ... &%
Hj 25/5 Dorothy Lange ececcceeccscss . Migrant Mother 1936 <---- cessssss 4
[‘ a 26. Walker Evans e-e-- cescasccs Flood Refugees 1937 sssccccccces &
m 24l Alvin L. Coburn eeeeecceces Vortographs 1917 ececccceccese coes 16
I 28. Christian Schad secceccecee Schadograph 1918 cececcceccccccn .o 1
L ; 29. Laslo Moholy Nagy eceeces-- Boys benind Iron Fence N.D. «--- T
30. Man Ray eccececcscccccccceccs Sleeping Woman 1929 «---. ccsccaca 5O
il Sl Andrew Kertesz ceeeescses . Wandering Violinst 1921 Hungary-. 36
i .
I l : g2 Brassai esesss- ccscsssssss Dance Hall, 1932 ccccecccccccccann %1
| 3



PLATE NO. PAGE NO.

33. Robert Capa eeeccecscecass Tmages (oMW a6 4 e s et st Tt g7
34. Henri C. Bresson .cceess-- Children in Madrid 1933 ......... qC
85 RSB and Gt aratalalealele oielsisiat Young Housewife in Bethnal

GEeen! 1937 wintiizeiiisiinie winratoials srataboges qc
36. Robert Frank ..... A ATy Political Rally, Chicago 1956 .... qi

: th

87/ Bruce DavidsSon cecececececces East 100 Street

Nevw Yok EvaliO 66RITIIN Sl S e

Gl

37A. Bruce Davidson cccececeaass New Arrivals Being Processed

Before Entering Prison ececeeeces qu
38. DannysEyonselasisade . o i el Ellis! Brigont 1968, Texas if.isic dai a5
39. DilameWATbDUSWAL <helh i /sl dieiains fihe ‘TwinshNe DRSNS N SR Sooie: a5
40. EliNo N PomsEe i e tatate ateta oo alate Sikillle \enam Nallls oo boeanonoonas o000 Qg

th )

41. FGN S I HAS S e tetale slatate sta st alaters Corner of 38 Street, 1952 ...... Q¥
42. 1 O N POLEET! elcialslc clcls slaiata Uit Eiled Malba  coscoanoa6686000s0 49

i




INTRODUCTTIO N.

Ever since 1893, phcotcgraphy has been a vital means of communication

and expression. The development of this contribution to the visual arts is

the subject of this thesis.

Although the history of photography spans only about cne hundred and
fifty years a complete account of it would be outside the scope of this work.

The bibliography provides information on general aspects of the subject.

The division of this thesis into four major sections is mainly for
convenience. And have been organised chronologically. These divisions are
not hard edged and just as photography developed and changed in its aims
and methods so also did individual photographers change, often crossing new
boundaries. Many photographs which are considered artistic now were just
taken as social documents, such works though primarily serving a social
function actually do carry artistic significance as well. For example,
Lewis Hine (mentioned in chapter two) used his camera as a weapon to improve
and change social conditions, likewise with news and documentary photography
from its early beginnings with Roger Fenton to todays press photographers.
The documentary photography followed its own course in the happenings of

the world and recorded all sorts of events.

I have mentioned some of these photographers in each chapter in passing.
The artists mentioned primarily are those who instituted or began new
developments and movements. There are many notable photographers, not
mentioned in the text who were very important in their own right. The reason
for omitting them is that their work though important did not seem to have

been influential to the development of the art.

The photographs have been selected to complement the points in the text.

7
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EARLY PHOTOGRAPHY.

An hour after the public announcement of Louis Daguerre's photographic
process was made in Paris on August 19th, 1839, opticians all over the city
were jammed with customers shouting out orders for picture taking equipment.
This was just the beginning. The popularity of photography increased so
rapidly that in 1847, less than a decade later 2,000 cameras and more than
half a million photographic plates were sold in Paris alone. The excitement
and activity swept all over the world. 1In 1853, no. fewer than 10,000
American daguerrotypists produced three million pictures. Londoners could
rent a glass house for taking pictures and a darkroom for developing them,
and the University of London added photography to its curriculum in 1856.

A new vocation - an avocation - had been born.

It was an occupation of many facets and inexhaustible variations. It
was open to people in all walks of life, many of its finest practitioners
began as amateurs and quickly became professionals. It was an art that went
hand in hand with scientific discoveries and technological developments.

The invention that had begun it all - the daguerrotype - was a silver coated
copper sheet that had been made sensitive to light, exposed in a camera and
developed by mercury vapourse. The image that materialised on the silvered
surface had brilliant clarity and minute detail. Its accuracy, hard to
surpass even today, astounded and delighted the nineteenth century public,
for whom the exact, true-to-life reproduction of nature was the highest
function of art. Here was a miraculous way to turn out anything a painter

could do - and do it faster, less expensively and more faithfully.

Many a painter took up the new craft at once - some to make preliminary
studies for painting, some to make more money than they could at painting.
The painter Edgar Degas was an ardent amateur. In pose and composition,
his photographs are reminiscent of his painting, though there is no evidence
that he made direct use of them as studies. Edouard Vuillard, too, was an

amateur, he liked tO photograph social gatherings.

Many printmakers, painters, and sculptors in France reacted violently

against photography and its incredible popularity. Condemnations were showered

8
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upon it in press articles and caricatures. Not only had it become an
economic threat to the artist; its claims as an art form were resented.
Maxime Du Camp, scoffed at defecting daubers who drop the palette to enter
the darkroom, abandoning their vermillions and browns for silver nitrate and
hyposulphite of soda. But eventually Du Camp himself dropped his palette
and entered the darkroom. Such defection was often irresistable, not cnly
because of the infinite variety of possibilities offered by photography, but

because of the obvioudy greater prcfit to be made in photcgraphy.

The mid-nineteenth-century status of photography is revealed most
clearly by relationships that developed between photography and painting.
The advent of the photographic process sent a shock wave reverberating
through the world of art. At first a dangerous competitor was seen. The
menace was the greater because the artistic ideal of detailed realism was so
overpowering in thosedays. Partly in mourning, partly in pleasurable
excitement, the painter Delaroche remarked that "from now on painting is
dead", he went on to say that photography satisfied "all the demards of art

(1)

and carried essential principles to perfection'.

The most hostile reaction to photography came from the poet and critic
Charles Baudelaire, who deplored the desertion of the secondary painters and
predicted the corruption of art. Enough of an athmosphere of illegitimacy
was thrown around photography so that, even today, many illustrators are
reluctant to let it be known how much they depend on photos for information,

study and even inspiration.

For all its popularity the daguerrotype was obsolete in a decade.
Just three years after Daugerres coup, another one was achieved in England,
where William Fox Talbot (plate No. 1) an aristocratic man-of-all-interests,
accounted that he had created permanent images on paper, instead of on
copper plates. A year and a half and many experiments later, Talbot devised
what came to be known as the calotype, it employed the negative-positive
process on which modern photography was to be based. The image of the
calotype was not so precise as that of the daguerrotype - it was the pre-
mature counterpart of impressionist painting, due to arrive in the 1860s -
but its very softness had an appeal. Its major advantage was any number of
prints could be made from a negative. Each daguerrotype had been unique

and unreproductive. But the calotype, too, quickly became cbsolete as
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Gustave Le Gray --eceesc=-- France, Army Camp N.D.

Bisson Brothers «ce.e.e..... Mount Blanc 1860 .

methods were found for making negatives on glass plates, they produced

sharper prints, and perhaps more important, permitted shorter exposures

Photography was still a highly experimental craft, and anyone taking
it up had to master all its phases personally. During the first two decades
from about 1840 onwards, photographers learned a great deal about what their
medium cculd do, and they began to decide what it should be doing. They
explored the aesthetic possibilities of the medium as imaginatively as they
did its technical potential. Almost every type of picture now in the
photographers repertoire was attemped - landscapes, still lifes, document-
ation, portraits, and the results were often remarkable. The landscape
scenes recorded by Gustave Le Gray (plate No. 2) and the Bisson Brothers
(plate No. 3) are as dramatic as any made later. Le Gray, took up photography
initially as an aid to his painting, never expecting to become absorbed in
the new invention for its own sake. His outdoor scenes achieved effects
that made his pictures a critical success when they were put on exhibition -
success that was due in part to Le Grays artistic eye and in part to him
being a gifted technician. He was also an influential teacher, and many
French photographers of the day - including Negre and Du Camp learned from
him. He declared that "the artistic beauty of a photographic print consists
almost always in the sacrifice of certair details in such a manner as to

(2)

produce une mise a l'effet which sometimes reaches the sublime of art.

Such men, broadened the scope of their art as they worked and discussed
the areas in which the true worth of photography could be revealed. There
was, of course, no simple or direct answer to the question of photography's
role in the world, it varied with each talented person who picked up a
camera. But many of the first practitioners of this period excelled in
four major categories: architecture and urban landscape, eye witness reporting,
portraiture and the craft - or art - of making photographs that resembled
paintings. Because of the shorter exposure times made possible by the
recently invented wet-collodion process, photographers were nc longer
restircted to pictures of motionless subjects, as they had been with the

daguerrotype.

In the United States, the Cival War, which began in 1861, propelled

teams of adventerous photcgraphers - most of them recruited by the leading

portratish Matthew B. Brady - out of their profitable studics and into the
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smoke and carnage of the battlefields. As they rode around in theirrUmbling
darkroom wagons, these men gave the world its closest glimpse yet of the
agonies of war. These photographs showed warfare in meaningful and poignant
terms. The grim paradoxes of war - its heroism and its savagery - were
exposed with truth and passion in works that notably expanded the scope of
photography. ''Photojournalism' was not yet part of theEnglish vocabulary,
but it was already a fully-fledged career in the 1860s.

In the hands of a feW sensitive photographers, portraiture reaffirmed
itself as one of photographyé most incisive and popular forms. In America and
on the Continent, men like Brady (plate No. 4) and Nadar 1820 - 1910 (plate
Nc. 5) turned their lenses on some of the best known people of the times,
making likenesses startling in their character revelation. The extraordinary
reputation c¢f Nadar as a photographer was attested by the fact that the great
French classicist painter Ingres had him photograph everyone whcse likeness
the artist wanted. According to Ingresg biographer, E. de Mirecourt, Ingress
painted his remarkable portraits from these photographs without having a need

for the subject to be present. Artists called Nadar '"the Titan of Photo-

graphy'".

In England, Julia Margaret Cameron, (1815 - 1876) (plate No. 6) one
of the most famous figures in the history of photography produced portraits
and allegorical scenes that delighted the Victorian taste for whimsy and
romance. She photographed great Victorian personalities and managed to
reflect their spirit, power, and character tetter than any portraitist. It
was the soul of the subject she was after. The camera provided her with the
ideal instrument to record the facial characteristics of her intellectural
heroes. Mrs. Cameron was never knowrn to photograph a landscape. The forms
of the land and growing things did not satisfy her as did portrait subjects
as a vehicle for expression of her feelings. However, her illustrations of
Tennyson's romantic poems and of her own complex allorgies pleased her
artistic sensibilities. She learned illustration from CGeorge F. Watts;
her allegorical photcgraphs like Watt's allegorical paintings, were taste-
less and sentimental. In her autobiographic 'Annals of My Glass House!,

she describes the intensity she brought to portraiture,

"When I have such men before my camera my whcole soul has endeavoured
to do its duty towards them in recording faithfully the greatness of the inner

as well as the features of the outer person. The photograph thus taken has
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(3)

been almost an embodiment of a prayer'.

The relationship between photography and painting was an ambiguous
one, with neither side sure whether the other was ally or enemy. Painters
increasingly turned to photography as a handy aid in doing life studies.
Photography was a step child, a mechanical process useful at best as an
adjunct to a higher calling, and in some instances photographers themselves
seemed to agree. A group in Britain used the camera in lavish imitation of
brushwork, sentimental paintings of bucolic scenes inspired equally senti-
mental photographs. The pictorialists as these imitators came to be called,
created their own world in their studio, their ideal being a well-staged
photograph that looked just like a painting. Allegories were popular motifs,
as were folk tales. Sometimes the intricacies of the plans required more
than one plate - as many as thirty seperate negatives might be combined to
form a single print. The technique of using several negatives to make one
picture was called combination printing. It was used by Oscar Rejlander,
(1813 - 1875) a Swede working in Wolverhampton, for making allegorical

compositions.

Rejlander was thoroughly grounded in the literatry athmosphere of
Victorian art. He had studied painting and sculpture at the Academy in
Rome and later a stay in Paris served to confirm his approach to painting,
his portraits glorified the sitter extravagantly and his complicated alleg-
ories became more involved. He went to England and decided to pursue
photography for a livelihood, but he continued to paint portraits sporadically
and several of these were exhibited at the Royal Academy. What he had
learned of art and particularly the keen eye he had developed in observing
unique facts of character in people benifited him greatly in photography
when he emulated with the camera the vast theatrical and literary allegories

he made with the brush.

In 1857, he produced an allegorical photograph entitled '"The Two Ways
of Life'", (plate No. 7) which was exhibited at the Manchester Art Treasures
Exhibition. To produce it, he posed models in groups, making seperate
negatives that he then combined in one print. The photograph, a frank
resemblence to contemporary painting was highly controversial, the scene

involved two young men being introduced to life - one, calm and placid,




turns towards religion, charity and industary, and the other_virtues, while
the other rushes madly from his guide into the pleasures of the world,
typified by various figures representing gambling, wine, insanity and death.
The centre of the pitcure in front, between the two parties, is a splendid
figure, symbolizing repentance, with the emblem of hope. The Two Ways of
Life was hailed as a magnificant picture 'decidedly the finest photograph
of its class ever produced”.(q) Rejlander considered it an example of the
cameras usefullness to artists in making a first sketch for an elaborate
composition, and he said, " I can think of no other means which would
enable me better to portray various draped figures as well as exhibit the

(3).

beautiful lines of the human form '".

The nudity was not universally accepted, only the righteous half of

the photograph was shown at the annual exhibition of the Edinburgh Photo-

graphic Society.

Henry P. Robinson made an equally famous picture " Fading Away ',
a year later (1858) (plate No. 8) from five negatives. The photograph shows
a dying girl attended by grief stricken parents. Contemporaries were shocked
by the subject; it was felt to be poor taste to represent so painful a scene.
Though the criticism seems ridiculous, we should not ignore it as Victorian
sentimentality, for more painful subjects were painted in those days, for
example Delacroix ' Massacre de Scio " 1824. But the very fact it was a
photograph implied that it was a truthful representation, and so the scene
was viewed literally. Not only did Robinson popularize the emulation of
paintings, but he encouraged artificiality. At the very time when painters

were moving their easels outdoor, Robinson was building nature under the

skylight.

Not all the work of these self-styled artis-photographers was artif-

icial, Robinson produced charming genre scenes also. He became the leading

pictorial photographer of England and was also a prolific writer of manuals

and treatises on photography.

Jabez Hughes, while praising Robinson and Rejlanders work strongly
rebelled against combination printing, 'when an artist conceives a brilliant

thought and hastens to put it on canvas, how he sighs that he is obliged to

2
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work piecemeal - that he cannot with one sweep of his brush realise the

thought in his mind. It is the proud boast of photography that it can do
(6)

this'.

These pictures no matter how questionable their goal still can
exert a powerful attraction. The men who produced them - concerned with
detail, obsessed with laws of aesthetics and convinced that their work
was exhalting the medium - charged their photography with a magnetism that
belied its contrived nature. And this style of photography, like other styles

that were successful during these early years, helped lay the groundwork for

ensuing generations of artists.

Artistic photography in Europe of 1860 to 1890 was enmeshed in style
and spirit in the stubborn conservatism and heaving sentimentality of the
academic printing that its practitioners imitated and revered. In America
at that time there was no interest in photography as art. American photo-
graphers were far too engrossed in making likeness of their great-grand-
fathers and recording the wonders of the American West. They were exposed
to the ideas and images of the European pictorialists through the wistful

efforts of photographic publications, but responded to them not at all.

Peter Henry Emerson, an American physician living in London was the
initiator of a bold new movement. Emerson must be regarded as one of the

most important influences not only on late Victorian photography but also

on the evolution of photography thereafter. As well as bringing direct

pressure to bear on the photographic establishment through his own writing

and photograpy, by recognising and encouraging talent in other photographers

he began a chain of events which radically altered the course of photography.

Emerson believed the camera had its own rules, and it was the photographers

glorious task to discover them. At first he was a champion of soft focus

photography (plate No. 9). It corresponded to natural vision he wrote in

his Naturalistic Photography, and was surpassed as an art only by painting.

He did an about turn after being convinced by Whistler that he was confusing

art with nature.

In 1892, in company with other amateurs, Fmerson formed the' Linked

Ring'! an international group dedicated to photography as an art. One of its




members was Frank Sutcliffe whose ' Water Rats '" (plate No. 10) of 1896
was a revelation of what could be done with a camera.  Evoking the poetry
of modern industiral life, the photograph prefigured the paintings of
Luks, Sloan and other American painters of the Aschan School a decade or

two later. (plate No. 10)f

Another member of the Linked Ring was the extremely talented
Frederick H. Evans, who took up photography rather late in life. He made
straight forward and unsentimental but extremely sensitive portraits of
his friends and admirers, Aubrey Beardsley (plate No. 11) and George
Bernard Shaw. He also made large format views of English and French
Cathedrals, impressive for their clean sense of space and texture and their
grasp of Architectural forms (plate No. 12). Evans was not content with
passive recording, he wanted his photographs to be so true and charged with
feeling that looking at them would be equivalent to being in the very
Cathedrals themselves. By photographing light, volume and substance, he

wanted to lead the spectator through space.

In 1900, Edward Steichen called Evan's work " the most beaufiful

rendering of architecture we have ever known. He stands alone in architect-

ural photography.(7)'

These photographers and their disciples brought realism, alive and

well to the threshold of the twentieth century.

In Germany, artistic photography was launched by Alfred Lichtwark,

Art Historian. In 1893, he enlisted the support of both professionals and

amateurs in organising an n"International Exhibition of Amateur Photography',

He said that the purpose of the exhibition was

Lichtwark felt that the only

in the Museum of Hamburg.

to revive the dying art of portrait painting.

good portraiture in any medium was being done by amateur photographers, who

had economic freedom and time to experiment, and he persuaded the profession-

for their own good to study and emulate their work. For the first time,

The Hamburg exhibition became

als,
Germans saw the new art photcgraphy movement.

a yearly event. At these International Exhibitions a most frequent and

honoured American exhibitor was Alfred Stieglitz, who was a student in Berlin,

Stieglitz won his first recognition from Emerson who awarded him first prize

in a contest held by the British Amateur Photographers in 1887. Stieglitz

was to carry on the fight for the recognition of photography as an independent

art.
28,
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-------

Aubery Beardsley 1895.

FOOTNOTES.

Peter Pollock, The Picture History of Photography, 1963, page 31,

without documentary evidence supplied.

Letter from Alfred Stieglitz to Charles M. Kurtz, February 6th,
1909, in the archives of the Albright Knox Art Gallery.

Photo Journal, July 1927, page 29. Beaumont Newhall, The History
of Photography, 1972, page 59, without full documentary evidence.

Humphreys Journal of Photography, July 15th, 1857, pages 92/93.
Buaumont Newhall, The History of Photogrpahy, 1972, page 60, without

full documentary evidence supplied.

Photo Journal, April 2lst, 1858, page 193. Beaumont Newhall, The
History of Photography, 1972, page 60, without full documentary

evidence supplied.

Photonotes, 1861, page 56/60. Beaumont Newhall, The History of Photo-
graphy, 1972, page 61, without full documentary evidence supplied.

Peter Pollock, The Picture History of Photography, 1963, page 69,

without full documentary evidence supplied.
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THE PHOTO SECESSION.

In the early years of the new century there was no longer any
question that photography was here to stay, its technical foundations had

been laid and a number of great photographers had graced the medium with

their art.

In 1903, Alfred Stieglitz, (plate No. 13) wearied by years of un-
successful attempts to cajole the camera clubs of the United States to
organize exhibitions of such high aesthetic standards that photography
would be recognized as an art in America, took the fight upon his own
shoulder. With the enthusiastic co-operation of friends, Gertrude Kasebier,
Clarence H. White and Edward J. Stiechen, he founded an informal society
that he named the Photo Secession in rembrance of his years in Germany and
Austria, 'where groups of artists breaking away from the academic
establishment called themselves the ' Sezession' so photo secession really

hitches up with the art world'.

The societies aim was threefold; to advance photography as applied
to pictorial expression; to draw together those Americans practising or
otherwise interested in art; to hold from time to time at varying places,
exhibitions not necessarily limited to the productions of the Phot

(2)

Secession or to American work.

Stieglitz contributed many articles about the aims and goals of the
group to photographic magazines; however, the most succinct definition of
the purpose of the Photo Secession - and a clarion call to photographers
everywhere appeared in The Bausch and Lomb Lens Souvenir, a brochure
reproducing the prize-winning photographs of a 1903 competition held by
The Bausch and Lomb Optical Company of Rochester, New York. Stieglitz

won the grand prize for the Street Winter which was reporduced in the

brochure together with the accompaning statement.

"The progress of the ages has been rhytmatic and not continuous
although always forward. In all phases of human activity the

tendency of the masses has been invariably towards ultra conservatism.

26



Progress has been accomplished only by reason of the fanatical
enthusiasm of the revolutionist, whose extreme teaching has saved
the mass from utter inertia. What is today accepted as conservative
was yesterday denounced as revolutionary. It followes then, that it
is to the extremist that mankind largely owes its progression. In
this country photography also has followed this law, and whatever
has been the achievements which have won it exceptional distinction,
they have been attained by the efforts of the enthusiastic so-called
extremists. True, however, to this general law of development these
results have been achieved only through bitter strife, until those
most deeply interested in the advancemert of photography along the
lines of art have been compelled to register their protest against
the reactionary spirit of the masses. This protest, this succession
from the spirit of the doctrinaire, of the compromiser, at length
found its expression in the foundation of the Photo-Secession.
The attitude of its members is one of rebellion against the insincere
attitude cf the unbeliever, of the phillistine and largely of
exhibition authorities. The secessionists lay no claim to infall-
ibility, nor does he pin his faith to any credo, but he demands the
right to work out his own photographic salvation'. (3)
Alfred Stieglitz has been schooled in nineteenth century traditions
of art but grown beyond them in creating a personal style. More than any
other man, he enabled photography to shake off the inferiority complex
inflicted on it by artists and critics who held that painting and sculpture
were legitimate art forms and photography was not. In fighting to have his
craft accorded a higher status, he gained in stature himself. Paradoxically
his battles on behalf of photography won victories in America for modern art
in general. The famous New York Armony Show in 1913 (in which he was a
moving spirit) is usually credited with introducing that country to the
modern masters of painting and sculpture. Actually it was Stieglitz
personally, through exhibits in his photo-secession Gallery, later known as
11291", who gave major artists their first American showings. Rodin, Matisse,

Toulouse - Lautrec, Picasso and others.

On the walls of "291" as the Little Galleries came to be called,
the American public began to see work of the most daring and progressive
painters and sculpturs. Stieglitz said "that the gallery was a laboratory,

an experimental station, and must not be looked upon as an Art Gallery, in
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the ordinary sense of that term. “) Stieglitz's determination to win for
pictorial photography recognition as a fine art had not been shared by all
the members of the Camera Club. Many had been slighted by Stieglitz in his
eagerness to reproduce in Camera Notes the best, no matter by whom. The
members felt that the periodical, with its emphasism upon pictorial photo-
graphy, was not representative of the interests of the Club, and Stieglitz
found himself forced to resign the editorship. At the urging of his friends
he planned a new magazine, "Camera Works'", to avoid confusion and compromise
he took upon himself the entire responsibility of editing and publishing it,
choosing as co-workers friends in the Photo-Secession. The first number was

devoted to Gertrude Kasebier, the second to Edward Steichen.

In 1910, the Photo-Secession was invited to arrange an international
exhibition of pictorial photography at the Albright Art Gallery in Buffalo,
Stieglitz with the aid of his friends, C. White and Max Webber the painter,
transformed the museum. They covered the exhibition walls with over six
hundred photographs. Each photographer invited was represented by enough
prints to enable his artistic developments to be traced. It was gratifying
to the Photo-Secessionists to be able to show photographs with such dignity
in an art museum; it was even more gratifying that the museum purchased
fifteen prints from the exhibition for its collection and planned to set
aside a room for their permanent display, for it was a vindication of their
belief that photography had a right to recognition as a fine art. "Camera
Work' contained criticisms of the exhibition by various writers. They

unanimously praised the exhibition as the most impressive they had ever seen.

This exhibition marked z turning pcint. Camera Work itself threw
more and more emphasis upon modern painting. To those who complained that
Camera Work had less and less of photographic content, Stieglitz wrote:
'"'photography should take its place in open review with other mediums in
order that its possibilities and limitations might be fully judged“.(s)

Charles H. Caffin pointed out that:

"After claiming for photcgraphy an equality of opportunity with

painting, Stieglitz turns about, and with devilishly remorseless

logic shows the critics, who have grown disposed to accept this view
of photography, that they are wrong again. As long as painting was

satisfied as it had been for half a century, to represent the
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appearances of things, photography could emulate it. Now, however,
that it is seeking to render vision of things not as they are
palpable to the eye, but as they impress the imagination,

Mr. Stieglitz proves what he has known all alongz6§hat photography is

powerless to continue its rival with painting'".

Had Stieglitz expressed himself through any of the accepted media of
art, instead of through photography, his affirmation could not have been
anything but a great one. In using the camera he has demonstrated the power
of man. He has made the very machine demonstrate the unmechanicalness of the
human spirit. In liberating the medium, Stieglitz managed to liberate him-
self. The earliest of his photographs, it is true, have aesthetic form;
it is surprising to what an extent the photographer, managed to make his
prints three dimensional, to interweave foreground and background. As
time passed he managed to press more and more power into his work without

sacrificing its purity.

Stieglitz pitted his belief in the validity of experimental styles
against the general taste for established styles. Eventually he won, and
the arts in general and photography in particualr have never since had to
apologize for expressing an artists personal view of the world. It is true
that the new century was a time ripe for change and that the entire world
of art was in ferment. Though none was to achieve Stieglitz stature, some
other photographers simultaneously were working with intensely personal
vision. One was Clarence H. White, who methodically expanded the boundaries
of photography as he experimented with evocative scenes. White's pre-
occupation with mood coincided with some of the most sensitive work being

done by Stieglits, and another comtemprary, Alvin Langdon Coburn.

In Europe at the same time, an enthusiastic group of well-to-do
photographers were trying to merge art and photography in quite a different
way. In the previous 20 years the naturalist photographers led by Emerson
had dealt a serious blow to the fad for photographs cut and pasted to look

like paintings.

But now under the leadership of Rober Demacy, (plate No. 14),
many photographers sought to compete with the visual arts by interposing
their own hadiwork between their negatives and their prints, inventing new

or reviving old techniques, they varied the finishes, textures and even the
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images of the final prints. At their best, as in Demachys work such
3

Photographs were as graphically sophisticated as any ever produced
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Not all photographers of this period were concernedovertlywith the

il

mediums art, though the best of them were artists in their own way

Eugene Atget (1857 -1927) (plate No. 15) and Louis Hine (Plate No. 16)

———
————
—

for example concentrated on capturing the world around then and made
documentary photographs that were more than mere pictorial records. Atget

turned to the camera in 1898 when he was forty two years old. He wanted to

record everything he felt was of importance in Paris and for this the brush

was inadequate. For the next twenty years until he died in 1927, Atget

photographed as realistically as possible, whatever appealed to him in his

beloved Paris. His photographs showed the city and its people in such a

straightforward manner that later generations, long accustomed to the

clean, uncluttered style of documentary photography have marvelled at his

command and prescience.

. i D Louis Hine was a restless, questing man who travelled extensively

- Lug Sy e e Lo expose the exploitation of workers, particularly of children and immi-
grants, in the sweatshops of industrial America. He was one of the origin-
ators of a tradition in which the photographer became a social critic - a
tradition that later produced during the depression of the 1930s, some of
y Americas fiﬁes;pictorial commentary. For instance he photographed the shacks
used as accommodation for seasonal labourers working on the cranberry
harvest in New Jersey in 1910. For the most part though, he made portraits,
and outlined his charges in captions and notes which were later reworked
in articles, posters and pamphlets. Where the Ellis Island immigrants,
newcomers in a strange land, showed themselves anxious and reserved Hine's
exploited children address his camera with confidence. They have or seem
to have stories to tell. They appear as speaking liknesses, testifying to
their own conditior and in this respect they anticipate much of what follows

in the 1930, in which virtually every documentary portrait comes supported

by a plain statement, aphorism or complaint.

The documentary photographers saved the ideal of individual existence
from oblivion in general categories and statistics, and raised personal

voices and country idioms against the dry prose of surveys and reports.

The European tendency, by contrast, was analytical and objective.
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Europeans observed covertly and drew conclusions, for they were acting in

a culture in which social distance was accepted as a matter of course.

Lewis Hine was guided by artistic canons, with the works of such
masters as Raphael as his model, he organised his compositions on the
sternprinciples of balance, line and form. But the compelling power of
Hines pictures does not derive from his adherence to classical art - it
comes from the photographic sympathy for his subjects. Through similar
compassion and intellectual control over their work all the best photo-
graphers of this period exhaulted their art and sent it confidently into

the twentieth century.
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FOOTNOTES .

Stieglitz conversation reccrded in Twice a Year, No. 3/9,

(1942), page 117.

The Photo-Secession, No. 1 1902. Beaumont Newhall, The History

Of Photography, 1972, page 105. Without full documentary

evidence supplied.

Reprinted from - The Bausch and Lomb Lens Souvenir, Rochester,

New York : Bausch and Lomb Optical Co. 1903.

Camera Work, New York, No. 30 (1910), page 47. Beaumont Newhall,
The History of Photography, 1972, page 108. without full documentary

evidence supplied.

Camera Work, New York, No. 32, (1910), page 48. Beaumont Newhall,
The History of Photography, 1972, page 109. without full documentary

evidence supplied.

Camera Work, New York, No. 37, (1912), page 43. Beaumont Newhall,
The History of Photography, 1972, page 109 without full documentary

evidence supplied
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THE NEW REALISTS.

In the last two issues of Camera Work, dated 1916 and 1917, Alfred
Stieglitz reproduced photographs by a newcomer Paul Strand (Plate No. 117
They included a forceful series of studies of people taken unawares in the
streets, and pictures in which form and design were emphasised - a semi-
abstraction of bowls, a downward view from a viaduct, an architectural
scene dominated by the vertical accents of a white picket fence. As

Stieglitz said '""the work was brutally direct, pure and devoid of trickery”.(l)

It was in striking contrast to much of the work which had been
produced by the Photo-Secession. It was prophetic of the re-orientation
in photographic aesthetics and of the return to the tradition of straight
photography - that is devoid of any trickery and devoted to maximum fidelity

reproduction - which was to gain force in the years after the war.

Strand wrote in 1917:-

"The photographers problem is to see' clearly the limitations and
at the same time the potential qualities of his medium for it is
precisely that honesty no less than intensity of vision, is the
prerequisite of a living expression. This means a real respect

for the thing in front of him expressed in terms of chiaroscuro ...
through a range of infinate tonal values which lie beyond the skill
of the human hand. The fullest realization of this is accomplished
without tricks of process or manipulation, the use of straight

photographic methods'. (2)

Paul Strand was among the first to discover the photographic beauty
of precision machines. On a trip to Maine he discovered the beauty of
large-scale details of drift-wood, cobwebs, plants and other natural
objects. In 1923, lecturing to the students of the Clarence H. White
School of Photography, he made a strong plea for the revival of crafts-
manship and told them of the need to free photography from the domination

of painting, and to recognise that the camera had its own aesthetic.
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Strand's work had a quality rarely found in photography, a quality
which can only be described as lyrical. He was at ease with nature, an
absorbed and reverent explorer. He also sought to honour what was beaut-
iful in the material world. He expressed himself forcibly on the nature
of 'true' photographic practice. He claimed that the photographer should
be a creator looking for forms in which to cloth 'his feelings and ideas'.
fle spent little time trying to resolve this apparent contradiction between
straight photography and personal creativity, because in his own work there
was no contradiction. His feelings and ideas were at one with the objects
of his contemplation. Strand's vision of photography as a subject - rooted
exploration of reality was adopted about 1915, by his exact contemporary
Charles Sheeler, who was influenced in the new direction by the example of
modern art, especially cubism. He was facinated by the strong forms of
Bucks Country barns, which he saw as patterns, as clearly defined interesting
planes, photographing and painting with the precision of a scientist and

the sensibility of a poet.

Few new talents appeared in Europe during the years that ﬁarked the
event of Strand and Sheeler, the young men of the old world were again at
war. The novel spirit in photography continued to be represented by such
veterans K as Emerson and Evans. New European talents, however appeared in
vast numbers in the 1920s and promptly proceeded to make up for lost time.
The spirit already manifest in Strand and Sheeler began to appear in
Germany in the photographs of the - Weue Sachlichkeit - The New Realism
Movement - notably in the straightforward, unretouched, aggressively close
up views of objects of our common perception. Some of the best of these were
taken by A. Renger - Parsch and August Sander (plante No. 18). The
revolution had come to photography and not just in America but all over the

world.

Edward Steichen, (plate No. 19) came back from World War 1, where
he had been in charge of U.S. Army aerial photography. He vowed to devote
himself to 'pure' photography and abandoned painting in 1920. On his
nineteenth birthday, March 27th, 1969, Edward Steichen commented:-

When I first became interested in photography... my idea was to
have it recognized as one of the fine arts, today I don't really
care about that. The mission of photography is to explain man to

man and each to himself. And that is the most complicated thing
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on earth and almost as naive as a tender plant!.

The trend intensified in order to attain total realism. Edward Weston

a young photographer whose soft focus technique and striking tonal effects
brought him wealth from Hollywood for artifically pretty portraits of
starlets, became fed up with his retouching, cropping and special effects.
He began a critical re-examination of his work which up to that time,

had been soft in focus but always done with a sense of line and form. He
experimented with semi-abstractions: In Ohio he discovered the beauty of
industrial constructions. His work was taking two trends: Abstraction
and realism. In 1924, while working in Mexico, he recognised the duality

and chose to emphasize the latter (plate No. 20).

"The camera must be used for recording life - he wrote in his
daybook - for rendering the very substance and quintessence of
the thing itself ... I shall let no chance pass to record
interesting abstractions, but I feel definite in my belief that

the approach to photography is through realism'. (4)

He called his approach the 'direct' approach and spoke of the camera's
'inate honesty' which allowed him to look into the nature of things.

And to present them 'in terms of their basic reality'. In other words,
he was much concerned to get at truth, as any of his predecessors among
the art photographers of 1900s, yet he disapproved of their means and

called their successors 'photo painters'.

Edward Weston did not, as Stieglitz had done, cite natural laws
as his guiding priciple. He was not nearly so concerned with pictorial
integration or harmony as Stieglitz had been, his pictures tend to be of
rocks, trees, plans, bodies set against backgrounds and not forced with
with them. Weston had noquarrell with realism. His vision led him
straight, often brutally direct, approach which made use of the phenomenon
with powerful effects. It must be noted, however, that the rendering of
detail alone was not his criterion; it was governed by his taste, imagin-
ation, and feeling for form. In short, Weston's is an extremist Art. He
looked for whatever was most opulent and most complete. On the other-
hand, he was drawn to whatever was most alienating, to extremes of

dessicated and abandoned landscape. He was an ironist, in a very
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fundamental sense, working always with regard for the twin poles of full-

ness and desiccation, life and death of the senses.

In 1932, a number of younger photographers, greatly impressed by
Weston, and his work, formed a society to which they gave the name
'Group £.64'. The technical term f. 64. was chosen by a group of photo-
graphers in California as the name for an informal society dedicated to
what they often called 'pure photography', since their most basic tenet
was focus. 'Pure photography' was a reaction to the latter-day pictorialism
that followed the demise of the photographic Salon of London and the Photo-
Secession in America; it was a time when the weakest of soft focus

pictures cf the most banal subject matter and obvious composition was

bein idel hibit blished
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John Paul Edwards (1883-1958) a founding member of Group f. 64,
as well as Edward Weston, Ansel Adams (plate No. 21) and Immogen

?  ﬁ: Cunningham (plate No. 22), and Henry Swift, describes its formation:-

"In August 1932, a group of photographic purists met informally

at a fellow workers studio for a discussion of the modern move-

ment in photography. It was felt that these kindred interests

o tesan)
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could be fostered to mutual advantage by the formation of a

small active working group. Such a group<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>