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Abstract

In this researchrieportl presenimy dissertatiortogethemwith a self-curatedhardcoverbook
containingonehundredpohotographsThetwo mustbeviewedasa singleentity, with the

dissertatiorprovidingthe supportingevidencefor theimagesselected.

In this partof theresearchieport,| discusshe CameraClub of Johannesbur@CCJ),focusing
onthework producedy the blackandwhite print sectionduringthe 1960s,1970sand
1980s.

Giventheprogressiveutlookof theleadershimf the CCJ,work producedduringthesethree
decadesvas rarely seenat otherSouthAfrican clubs.Thegeneralapathyof the South
African artworld towardsphotographycombinedwith a scepticaVview of cameraclub

photographyresultedn theseworksbeinglargelyignored.

At atime whenSouthAfrican photographywasmainly predicatecbn pressanddocumentary
photography, arelatively smallgroupof dedicatecbhotographersvereaspiringto produce
artwith thecameraA selectionof theseworksis shownin anaccompanyindpardcover

book containingl00imagescuratedby the author.

To situatecameraglubsin the history of photography| discusghreedominantmovements:
thePictorialists the Phote Secessionist@ndGroupf/64. Thesemovementemanatedrom
dissentingvoiceswithin camereclubs,with Groupf/64 beinganexampleof like-minded

photographerspposedo anyform of manipulategohotography.

To highlightthedifferencebetweemmostSouthAfrican clubsandthe CCJ,| discusghe
Johannesburghotographi&ociety (JPS) the oldestandlargestclubin Johannesburgnd
the ChineseCameraClub of SouthAfrica (CCCSA),formeddueto theexclusionarypolicies

! There were isolated instances of photography that did fall outside the ambits of documentary and
protest photography, but these were few and far between. Through his nightclub photographs taken in
the seedier clubs of Cape Town between 1967 and 1969, Billy Monk reflected a side of life under
apartheid not seen elsewhere. Santu Mo f o k eChagidgsShadows, which began in the late 1980s,
and JohnL i e b e n poetraitg Made in a migrant labour compound in Namibia primarily done in

1984, are some further examples. | would venture that while these examples arenotfipr oinest o
content, they are far removed from the aim of work done at the CCJ.



of apartheidBoth theseclubsremainedargely committedto Pictorialism.Both haveceased

to exist.

By way of contrast] discusghreeoverseaglubs,eachof which becameéhighly successful
by operatingoutsidethe prevailingclub systemo keeptheir work contemporaryTheseare

thePhotoClub Riga, Foto-Cine ClubeBandeirantendthe LexingtonCameraClub.

| arguethatthe CCJoperatechta differentlevel from mostotherclubsin SouthAfrica, that

thework producedvasprogressiveandwherethe keywordsof thefoundingstatemenof the

CCJ i w h erigiaality wasnotstifled by conventionajudgingdi wereprophetic.

ResearchQuestion
Doesthework producedby the CameraClub of Johannesburdguringthe period19606:1989

warrantinclusionin SouthAfrican historiesof photography?

Key Words

CameraClub of Johannesburdictorialism,amateuphotographycamereclubs,South
African photography,JohannesburBhotographi&Society,ChineseCameraClub of South
Africa, progressiveleadership.
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Introduction

Letmeherecall attentionto oneof the mostuniversallypopular mistakes

that haveto do with photographyi that of classingsupposedlgxcellentvork as
professionalandusingthetermamateurto conveytheideaof immatureproductions
andto excusetrociouslypoor photographsi Alfred Stieglitz

This dissertatiorfocusesexclusivelyon the blackandwhite print section?® of the Camera
Club of JohannesburfCCJ),of which| wasanactivememberfrom 1968until 1986.
Thereaftell keptin closecontactwith severaimembersin particularMike FeldmanandDr
Lou Yudelman,wo of theC | u kegfigures.As aparticipantin the history| addressthis
accounts mooredin personakxperiencendreflection.In the dissertatiorl arguefor the
significanceof thework doneby memberof the CCJduringthe period1960-1989 work
thathasremainedargely unknownandunseeroutsidethe milieu of cameraclubs.Thethree

decadesitissuewerechoserfor thefollowing reasons.

First,andmostimportantly,this wasthe periodwhenMike Feldmanwastheguidingforce of
theclub. It wasalsoduringtheexcitingdevelopmenof theclub in the 1970sand1980sthatl
wasanactiveparticipantfor approximatelyeighteeryears.Lastly, thethreedecades
discussedargely coincidewith theapartheidoeriod (1948 1994),when photographywas
dominatedby pressanddocumentarymagery.With the constanportrayalof rapidly
escalatingunrest,SouthAfrica beganto be definedby political phaography including
imagesof thesilentvigils of thefi B | & a k praiestingstudentsrom the University of the
Witwatersrangdandmanyothers Thenfollowed the SharpevilleMassacren March1960,the
arrestof NelsonMandelain August1962,andthe arrestof the RivoniaTrialistsin July 1963.
In the 1970s the countrywasablazewith imagesof the Junel976 Sowetouprisingandthe

assassinatioaf SteveBiko in Septembefl977,culminatingin thed St r upbagobrapbyof

2 The CCJhada coloursectionthatranasa separatentity from the B&W section.The membersad
their own electedoffice-bearersandtheir meetingsvereheldindependently.

3 While the book doescontainfive SX-70 Polaroidsby Dale Yudelman,andthreeby Lou Yudelman,
thesewereisolatedinstances of colourwork, experimentalvorks donefor anexhibition
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the1980s. Referringto this period,| reflecton my life in photographybothin advertisingas
well asin fine art, andhow the stimulusfor this wasthe encouragementceivedthroughmy
membershipn the CameraClub of Johannesburgandparticularlyfrom Feldmanand

Yudelman.

My lifelong journeyin photographyhasbeensignificantly guidedby the supportandcritique
receivedatthe CCJ.In this dissertatiol amthereforeboththeresearcheandi to some

degred thesubject.

Thethrustof my argumenis embodiedn theresearchguestionDoesthework doneby the
CamereaClub of Johannesburduringthe period1960-1989warrantinclusionin South
African historiesof photography? will arguethatthework doneby the CCJwas
significantly differentfrom thatof otherclubsoperatingn SouthAfrica atthattime. This
wasalmostentirelydueto theC C J pyagressiveutlookandits leadershipl proposethatthe
CClJfell outsideof the negativeconnotationsttachedo cameraclubsasdescribedy Dona
Schwartz1983)in CameraClubsandFine Art PhotographyDistinguishingBetweenrArt
and AmateurActivity, andMichael Griffin (1987)in AmateurPhotographyand Pictorial
Aestheticsinfluencesof Organisation and Industryon Cultural Production

In supportof my curatedselectionof CCJphotographsthis dissertatiorprovidesan
overviewof the evolutionof cameraclubs,bothoverseasndin SouthAfrica, aswell asa
moredetailedhistoryof the CCJ.Thedissertatiorreciprocallyrelieson thevisualevidence

of thevolumeof images.

Thehistoryof cameraclubsandassociationss nearlyasold asthecameratself, i w itheh
mid-to-late-nineteentttenturyseeinga dramaticincreasen practsing photographerasa
rising leisureclassexploredoptionsfor filling theirnonworkingh o u ¢Velpe,2017,para.
3). Many factorsandpersonalitiecontributedto the growth of the cameraclub phenomenon
including Alfred Stieglitz,the promoterof modernart, theformationof theLinked Ring and
thePhoteSecessiomswell astheintroductionof the Kodak Camerafi B the1890s
amateumphotographers the USA constitutedanenormousnassmarket,manytimeslarger
thanthe entireprofessionama r k(@riffio 1987,110). Theintroductionof the miniature
camerdurtherfueledthe expansiorof cameraclubs,with the GermanmadelLeicaand

Contax35mmcameragnalling a newwaveof amateuexpansionWhile the majority of
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clubsranon similar structuresthereweresomethatbrokethe mould. This is crucialto my

argument.

An overviewof mostcameraclubswould revealthe following characteristicandstructures

1 Theyareassociationsf photoenthusiastsjsuallyof amateurstatus with skills
rangingfrom rankbeginnetto highly accomplished.

Meetingsaregenerallyheldon aregularbasis,usuallymonthly.
Printsaresubmittedfor judging,the aim beingto moveto higherlevelswithin the

c | uhetachy.Themethod of judging andtherating systemmightdiffer from club
to club, buttheaim of advaning within thec | urhankssvascommonto all.

1 Invited speakergjive occasionatalks,thesevaryingfrom the basicdemonstratiorof
alighting setup, to photographisuppliersdisplayingtheir latesti mulsa vp&ece
of equipmen(Griffin 1987 288),to visits by highly regardecandaccomplished
overseaprofessionals.

1 Groupoutingsarecommon(Schwartz1983 54), with dedicationandenthusiasm
varyingsignificantlyfrom clubto club.

1 Theenteringof salonspothlocal andinternational plays animportantrole in most
c | udrtivifies. This generallyhappensinderthe auspice®f umbrellaorgansations
with setrules,regulationsandstandardsThe mostimportantwerethe Royal
PhotographiSociety(RPS),the Photographi&Societyof America(PSA),andthe
Fédératiorinternationaledel 6 Ahotographi€FIAP). The SouthAfrican equivalent
is the Photographi&Societyof SouthAfrica (PSSA),foundedin 1954by Dr Kin
Bensusanwhich continuedo serveastheofficially recognisedodyrepresenting
photographers SouthermAfrica.

1 Thehighlightof they e aactivisesis typically anannualtrophynight, when
memberscompetevigorouslyfor oneor moretrophiesawardedn different
categories.

This wasthebasicformatof mostclubs,with the mostcritical differencesbetweerthem

lying in thequalitiesof theclubd kadership.

12



But nat all clubsoperatecaccordingto this generaformula. Thefollowing is a summaryof
the principaldifferenceghatdistinguishedhe CCJ.

1 Intermsof thejudging,theemphasistthe CCJwason innovativeandexperimental
work, with adistinctantipathyto therepdition of entrenchedormulaicimagery.

1 Talkswerepredominantlygivenby invited speakersvhoseexpertiseandstandingn
theworld of internationaphotographywereentrenched.

1 Intheareaof salonsjt wasdecidedasearlyas1975to removethe CCJfrom the
mainstreanpracticeof club activities,asenvisagedy suchbodiesasthe
Photographi&ocietyof SouthernAfrica, the Photographi&ocietyof America,and
to alesserextentthe Royal PhotographiSocietyof GreatBritain (Viewfindef May
1981).Theseveringof membershipvith theseumbrellaorganisationsvasseenasa
bold andprecariousnove,andto the bestof my knowledgethe CCJwasthe only
clubin SouthAfrica to do so.

1 Thestringentrules,regulationsandanticipatedudgingcriteria of theseumbrella
organisationsbettedandpromoteda style of photographythatthe CCJleadership
felt would inhibit original thought.Groupoutingswereneverpartof theCCJ 6 s
organizedagenda. With the spirit of individualismthatprevailedat the club, it was
thoughtthatsuchactivitieswould engendea sameness theimagesnevitably
produceddy groupsworking in tandemMostimportantly,it wasthe progressiveness
of theleadershiptthe CCJthatkepttheclub on a pathdistinctivefrom mainstream

camereclubs.

| would like to raisethe subjectof the systemof judgingandgradingin cameraclubs.As
suchjudgingdoesnot existin theartworld, muchcriticism hasbeenlevelledatit. In my
experienceprogressiveameraclubsareplacesof learning,with the methodof gradingand
judgingbeinga necessaryelineationof progressWhatl believeto be fundamentals notthe
judgingperse,butrathertheaim andquality of it. The CCJjudgingwasstimulaing and
progressiveFreshwaysof seeingwerevaluedandencouragediesultingin manymembers

pursuingtheir photographywith renewedenthusiasmandwith their interestin otherart

4 Viewfinderwasthe monthlyjournalfor the CCJ.It washerethatarticles,commentsand
announcementsereusuallymade.Containinginterestingnformation,the publicationwasdevoidof
reproduction®f photographiavorks.

5 TherewereoccasionaVisitsto Lesotho butthesewerenot organisedy the club andinvariably
involvedthe sametwo or threemembers

13



formsarousedTheassessmentserealwaysopenrminded with the paranountaim beingthe

creationof artwith thecamera.

Writing abouta time almostfifty yearsagohasits challengesThe CCJ,like mostclubsin
SouthAfrica, wasnotdiligentin keepingrecords A modicumof informationis to begleaned
from thein-housemonthlyjournal, Viewfinder andalthoughpersonatecollectionshave
beenuseful,unfortunatelymanypastmembersvho could havemadevaluablecontributions

areeithernot contactabler havepassedn.

In Chapter2, | situatethe CCJwithin themainmovementsn early photographyl discusghe
developmenbf certainmovementsparticularlyPictorialism,the PhoteSecessionistandthe
CaliforniaModernistsandtheimpacttheyhadon cameraclubs.Both Pictorialismandthe

PhoteSecessionistgrew out of dissensiorwithin cameraclubs,while Groupf/64 wasmade

up of like-mindedphotographerspposedo anyform of manipulateghotography.

To illustratethe sustainedadherencéo Pictorialisn? in SouthAfrica, in Chapter3 | discuss
two SouthAfrican clubs,the JohannesburBhotographi&Society(JPS) thelargestand oldest
clubin Johannesburg@ndthe ChineseCameraClub of SouthAfrica (CCCSA),theonly
SouthAfrican clubformedbecaus®fa p a r t dxadusiah@rypolicies.Boththeseclubs

haveceasedo exist.

In contrasto this, in Chapter | reviewthescholarshipegardingthreeoverseaslubsi the
PhotoClub Riga, Foto-Cine ClubeBandeiranteandthe LexingtonCameraClub’ 1 all of
whomin differentwaysstroveto moveoutsidethe prevailingclub systemandproduced

work resonantvith contemporaryine art values Togethemwith adetailedanalysisof the

5 Herel referto the persistencef mostSouthAfrican cameraclubsin photographindandscapes,
portraitsandanimak, bothdomesticandwild.

| selectedhesethreeclubsfor two reasonsMy researclshowedhatvery few clubskeptarchives.

This absencappliedto mostSouthAfrican clubs,includingthe CCJandthe JPS wheremost
availableinformationwaslimited to awardsachievedoy membersatinternationakalonsandclub
meetingsMore importantly,| felt thatthe leadershimualitiesof thesethreeclubsprovidedan
interestingparallelwith the CCJ.

8The term AFine Arto is, and pr obeelihetermal ways
to delineate the focus and intention of work done by the CCJ in the period under discussion.
The term was used to separate itself from other photographic prattesswould include

the prevailing practice of Pictorialisavidentin many clubs. There was a determination to
avoid the traditional landscape, the highly stylised portrait, and the ubiquitous axéerel.
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CCJin Chapterb, this furnishesanoverviewof thedevelopmenof camea clubs,with an
emphasion thedifferenceof the CCJ,asevidencedn theaccompanyindpook of
photographsThe photographsverechoserto highlightthe contemporarnatureof work

doneatthe CCJ andhow this differedfrom thatbeingdonein otherSouthAfrican clubs.

Very little hasbeenwritten on SouthAfrican camereaclubs.Threearticleswritten by
Malcolm Corrigall providea detailedanalysisof the ChineseCameraClub of SouthAfrica,
emphasisinghe singulariy of their havingbeenformedbecaus®f apartheidsegregationist
laws. In his book, Silverimages’ A. D. (Kin) Bensusar{1966)includes a chapterdealing
with the historicgrowthof Pictorialcameraclubsin SouthAfrica, giving thefoundingdates
of severalclubs,aswell asdescribinghis forming of the Photographi&ocietyof South
Africa (PSSA),theumbrellaorgansationto which mostSouthAfrican clubsstill belong.
Noneof thesepublicationsgo beyondthe presentatiorf historical information ard they
offer no analysisof images My researcton the CCJis largelylimited to discussions$ had
overtheyearswith Mike Feldman glectedvice-chairmanof the print sectionin 1962and
chairmanin 1969.He passecwayin 2018 agedninety-three.l havehadlengthyinterviews
with Lou Yudelmani® (who sadlypassedwayin CapeTown on 26" January2022,aged
ninety-four), his sonDale Yudelman!! andDennisArden,anadvertisingphotographeand
oneof thec | uderdosmembersF e | d nparsobagrchive containingprints,
correspondenceewspapeclippingsandassorte@phemerayvaskindly loanedto meby his
childrenMartin Feldman ClareFeldmanandLauraSandelsohrBack copiesof Viewfinder
werethe sourceof muchinformaton, aswerevariousnewspapeandmagazinerticles.In

addition,interviewswereheldwith severapastmemberof the JPSaswell asthe late Anne

the term is used as a distinction between straight documentary photography, protest
photography, and advertising gbgraphy. There was a strong desire to use the camera to
achieve works outside the broad categories listed. These works were loosely referred to as
Fine Art, with the best works deserving to be recognised as signifieargs of photographic
art.

9 Silver Images History of Photographyin Africa (1966)chroniclesthe history of photographyn
Africa (with specialemphasi®n SoutherrAfrica). The bookrecord researctdoneovera periodof
thirty yearsby oneof SouthA f r i fareamdstauthoritieson phaography.

10 Lou Yudelmanwasa seniormemberof the club anda committeemember.Togethemwith Mike
Feldmanhewaslargely responsibldor movingthe club awayfrom traditionalphotography.

11 Dale Yudelmanworkedfor the Starfrom 1979 1986, thereaftefreelancingn LondonandL.A. for
newspapersnagazinegndeditorials.Currentlyliving andworkingin CapeTown.
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d 6 Ol i wheservedasPresidenbf thePSSAfrom 2015to 2017.Lastly, the authorrelied

on his persoml collectionof photographsndnewspapeclippings.

The CCJwasestablishedn 1935, thirty-six yearsafterthefoundingof the Johannesburg
Photographi&Society(JPS)in 1899,thenthelargestcamereclub in Johannesburg.
Theconservatisnandstrongacherenceo Pictorialismatthe JPSled to discomfortamong
somemembersvho wishedfor amoreprogressiveandmodernisticenvironment? It was
this frustrationthatled to the birth of the CCJ.

Rightfrom its inception the pathof the CCJwasmadeclearin theaim articulatedn its
foundingstatementii t fasterpictorial photographyn aclub whereoriginality wasnot
stifled by conventionalfj u d g (Vermgealen1985:15) As is evidentfrom this statement,
thefounding membersof the CCJwishedto pursuea moremodernapproacho photography
andsoughtto distanceghemselve$rom the conventionalisnof Pictorialism which wasstill

very evidentin manyclubsin the USA, Britain, andSouthAfrica.

| will demonstratéhatthekey wordsin thefoundingstatemenoftheCCJi iwh er e
originality wasnot stifled by conventionaj u d g i wergpgyopheticandhow underthe
leadershipf Mike Feldmanthe club producedwvork thatwentbeyondtraditionalcamera
club practiceat thattime. It is my contentionthatthe CCJoperatedata differentlevel from
mostotherclubsin SouthAfrica, andthatit ran contraryto the generallyentrenchedbelief
thatcameraclubsconducteghotographyaslittle morethanahobbysubjectto the prevailing
ethosof their respectiveclub. While Schwartz(1983)andGriffin (1987)casta negativeight
on camerelubs,theydo, in differing ways,provideanaccurateassessmermf the broad

massof clubs.

While agreeingwith their gereralview of how cameraclubswererun andthetype of
imagerymadeby club members| arguethatthe CCJhadadifferentethos.Heretheimages

producedwverefar moreprogressivandexperimentathanthoseseenat otherclubsin South

12 Basedon conversationsvith exmembersf the JPS including JulesCohen,Dan SwartandC.V.
Hougaardpneof the foundingmemberof the CCJandpreviouslyanoffice beareratthe JPS.

13 Giventhe existingconservatisnof the JohannesburBhotographiSocietythetermfic onvent i on all
would imply the formulaicapproachatthe JPS wherepromotionwasanchoredn theadherencéo
givenrulesandentrenche@pproaches.
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Africa atthattime. This| demonstratén thebookof photographs&ccompanyinghis
dissertationnoneof which belongtothatii p i ¢ t wtyleosimagerydominatedoy
landscapenature portrait, still-life andstudiow o r (KGriffin 1987:196) a stylethat

characterisethe photographyromotedoy mostclubs.

My argumenfor thesignificanceof the CCJis contrarily basedon the ethosof mostclub
photographyn SouthAfrica at thattime. Geographicallydistancedrom the culturalcentres

of theworld, the CCJoperatedvithin a nearvacuumof appreciatiorfor photographyoutside

of documentaryphotographyThis notionbringsinto questionPatriciaHayesés statemenin
fiPower,SecrecyProximity: A ShortHistory of SoutherrmAfrican Photographg that
fiphotographynow could not havehappenedavithout the documentarympetusof thel 9 8 0 s 0
(Hayes2007,159).Here,asthetitle suggestsiHayesprovidesa shorthistory of SouthAfrican
photographyplacingconsiderablemphasion the political andstrugglephotographyof the
60s,70s,and80s.Her total exclusionof work doneby camereaclubsis anunfortunate

omission

Fromasearlyas1977 andup to andincluding 1986, fifteen memberof the CCJexhibited
theirwork publicly. Club memberdhadexhibitionsatthe PentaxGallery, situatedn
RosebankJohannesburgyith afurthertwo exhibitingtheir work at the MarketPhoto
Gallery (Viewfinder19751983).Importantly, theseexhibitionsendeavouretb show
photographyasanartform andwerenot beholderto the genreof documentaryn the
traditionalmeaningof theword. Many of the 100imagesreproducedn theaccompanying
hard-coverbookwereexhibitedat thesetwo gdleriesandwerecuratedasa counterpointo

H a y assertionaswell asto the somewhatlogmaticopinionsof Schwartzand Griffin.

| would hopethatin somesmallway thesephotographseflectAlfred St i e gdnvidtian,6 s
expressedh the epigraphto this chapterthatsomeof the bestphotographys doneby
amateursandthatthe commonassumptiorthatprofessionalisnis the exclusiverealmof

innovativephotographysaf u n i v @apdaan i | syt ia hetagraphidistories.
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Chapter 1
Situating Camera Clubs within Historical Movements

To provideaninternationahistoricalcontext,l will discusgherole of cameraclubsin three
dominantphotographianovementsthe Pictorialistmovementthe PhoteSecessionistand
the CaliforniaphaographicModernists knownasGroupf/64.

The Pictorialist Movement

Photographynvolving the captureof imageson light-sensitivemediaandthe chemical

processesf fixing suchimageson paperoriginatedearlyin the nineteenttcentury. The

British inventorof photographyWilliam HenryFox Talbot,producechisfirsti p hot ogeni c
d r a wiinnl834,andin 1841he patentedhefirst negativepositivephotographigrocess
(Britannica, A Wi | HengFoxT a | b2022)Vjrtually from the momentthe new
mediumwasestablishegddissensioramongpaintersandphotographeraroseregardinghe

relationshipbetweertheartisticandscientificaspectof themedium.

Almostfromp h ot 0o g meeptibnytod, sameraclubsandsocietieshaveplayeda pivotal
role, with The RoyalPhotographi&Societybeingfoundedin 1853,a merefourteenyears
afterthe cameravasinvented.Sincetheseearly beginningscameraclubshavemushroomed

in mostpartsof theworld. Despitethis, very little hasbeenwritten on the subject.In his
AmateurPhotographyand Pictorial Aestheticsinfluencesof OrganisationandIndustryon
Cultural Production,Michael Griffin (1987)makesthefollowing observationd Amat eur
photographys unusuain the sensehatit is anarenaof activity which haslargelybeen
ignoreddespitethe greatnumbersof peopleinvolved andthe centralrole of amateuigroups

in the history of photographiqp r a c (Griffn e 987,15).

Thebast thrustof the Pictorialistmovemenivasto moveawayfrom photaraphythat
depictedobjectivereality to imagesconveyingsubjectiveemotions fiTheywishedto distance
themselve$rom the massproducedmageryof thetime, largelyaresultof the arrival of the
Kodak cameran 1888 wherea plethoraof photographsvereproducedy peoplewho were
interestedn merelyrecordingtheir lives, andfar removedrom themakingof finea r t 0
(Kingsley& Reed2013,1).
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By the 1880stherewasa movein Britain to go beyondthe creatingof visual recordsof

reality, impelledby the desireto put photographyon the samefooting aspainting

A Phot o gsoughttdcenveysubjectiveemotionsratherthandepictobjectiver e al i t y O
(Kingsley& Reed2013,1). At the startof the 1890s growingdissasionemergedamong
membersinhappywith the conservativenessf the RoyalPhotographi&ociety,wherenew
techniquesverescornedandtherewasstrongresistanceéo movingbeyondtraditional
landscapeandportraiture.Therewasagrowingsentimenthatphotographsouldbe created
ratherthanusedmerelyto recordthe scenesn front of thecameraAt the 1891 exhibition of
theRoyalPhotographi&ocietyof GreatBritain, HenryPeachlR o b i n equestorsthe
inclusionof anlmpressionisphotography GeorgeDavisonwasrefused)eadingto

R o b i n defeaiod feom the Society.In May 1892Robinsonwith severabthersformeda

new club thatwasopento experimentatiomndpromotingthefine artaspect®of

photographyThis wasthebirth of the Linked Ring Brotherhoodwho proposedhat
photographywasjustas muchanartasit wasascienceThesefi Pi ¢ t goladgraupssich s
astheLinked Ring became&nown, modelledtheirwork in thefashionof fineart,i e mbr aci ng
suchinfluencesasImpressionisnt* Symbolism Art NouveauandJ a p o n {(Kimgsley&
Reed2013 1). This became&nownasPictorialism,andit wasthis movementhatre-
inventedphotographyimbuingit fiwith the desireto createmagesof beautyandto establish
photographyasanartf o r (Kigsley& Reed2013,1). This movemensoonflourished

becominganinternationabesthetianovemenvith centresn England,France andthe USA.

Many of the greatnineteenthcenturypainterstook photographshemselvesEugene
Delacroix,GustaveCourbet,EdouardVianet, EdgarDegas PaulCézanneandPaul Gauguin
amongothers,usedphotograpb asaidsto beincorporatedaterinto their paintings(Scharf
1991,10-12). Interactionshetweerpaintingandphotographypecameancreasinglyreciprocal
(Harker1979,19), with severaPictorialphaographers includingAlvin Langdon

Coburn EdwardSteichenGertrudeKésebierandOscarGustaveRejlandeli takingup
paintingin additionto their photographyEarly Pictoridism closelyimitatedpaintingsbothin
styleandcontent.i A earlyas1853,EnglishpainterWilliam Newtonproposedhatthe
cameracould produceartisticresultsaslong astheimagewasslightly outof f o ¢ (Dstyo

1978,11). Numerougdarkroomeffectswereutilisedto achievethis. Imageswereprintedin

14 An Impressionisphotographs onethatengageshe viewerin the interpretatiorof the subjectand
its mood.Thisis theantithese®f documentanphotographythatpromptsviewersto respond
emotionally.Impressionistimagesareusuallyin soft-focus.
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softfocus,frequentlyon atexturedpaperthatenhancedhe dreamlike ethoscharacteristiof
Impressionisand Symbolistaestheticshendominantin painting. Gumbichromatevasa
popularprocessgoableof producingpainterlyimagesfrom a photographimegative with
Farmes Reducerableachingagentusedto lightenareasof a print or negative(used
especiallyon clouds)andtherebycreae a moredynamicvisual. Typically, printsweretoned
in a colourotherthanblack. Theserangedrom awarmbrown (Van Dyke brown)to adeep
blue (Cyanotype)with visible brushstrokesandothersurfacemanipulationsThesemanual
processegequiredskill andtime andsupportedhe trendtowardproducingindividual works
of highvalue.Pictorialistsdesiredto be seenaselevatedanddistinctfrom the mass
productionof commerciaphotographersTheyaspiredto berecognisedisii a r pnos t s
cameraoperatorsandaimedto instil artisticsubjectivityinto thefi me ¢ h aphatographio
processin this way, they soughtto distinguishtheir handmadephotographgrom
commercialphotographywhich, in their view, lackedanybeautyor distinction.Thecommon
goalof Pictorialistphotayraphersvasthe creationof beautyratherthana simple recordof

facts.

Pictorialismshouldbeviewedin the contextof the socialandculturalattitudesof thetime.
Beforethe adventof photographytherecordingof ap e r sli@emessvasthroughpainted
miniatureportraits,which meantthatphotographyendeedtherolesof manytraditional
artistsobsolete A generaincreasan commercetravelandmail servicesmadethe
disseminatiorof magazinesideas,andphotographigrints easiey resultingin Pictorialisn® s
becomingii anoreinternationaimovemenin photographythanalmostanyother
photographig e n (MeGarroll2004,10). Theincreasingexchangef ideas technical
information,andprintsamongcamereaclubsin England,France Germany Austia, Japan,

the USA andSouthAfrica servedio entrenchPictorialism.

It wasthevoice of amateumphotographerthatfrequentlychampionedPictorialism.At the
timethewordi a ma tdiel motsaggest novice,butratherii s o m avborstavedfor
artisticexcellenceandafreedomfrom rigid academidnfluence.An amateuwasseenas
someonavho could breaktherulesbecausde or shewasnotboundby thethenrigid rules
setforth by long-establishegbhotographyrgansationslike the Royal Photographi&Societyd
(Wilson 1994,4). For thefirst forty yearsafterthe captue andreprodudtion of imageswas
invented photographyemainedheexclusivedomainof select highly-skilled practitioners.

Giventheknowledgerequiredaboutoptics,light, chemistry andthe very mechanic®f the
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cameraphotographywaslimited to arelatively smallgroup,mainly scientistsprofessional

photographersandwell-to-do amateurs.

Theeffectof theintroductionof GeorgeE a s t nKadalicameran 1888wasconsiderable
greatlyacceleratinghe growthof cameraclubsandamateumphotographyThis easyto-use
handheldbox camerabegano changethefaceof photographyfi Co n t a108axposure
roll of film usingpapemegativesconsumersimply sentthe entirecamerabackto the
EastmarKodak Companyfor developingprinting, andreloadingwhenthefilm wasused

u p(Britannica i Ge ol agset @G21).®necannotunderestimatéheglobalimpact
broughtaboutby thetechnicaladvancememf camerasTheseeasyto-useandinexpensive
camera®penedup two massmarkets the cameraclub enthusiastsand importantly,the
burgeoningsectorof family i h a grapper® thefirst of whom aimedto be creativeandthe
secondo record.Beginningwith the Kodak cameran 1888, closelyfollowed by the
Brownie,the conceptof thesnapshotwasborn.Later,with theappearancef the UR-Leica
35mmcameran 1913,aflourishingartisticandjournalisticmarketwastransformed.

Suddenlyeveryonecouldtakea photograph.

In afew shortyears photographypecamecommonplacewith theresultingdelugeof
snapshot$i ¢ r e awoildmwashwith technicallygoodbutaestheticallyndifferent
phot og(Wispnia941).Seriousphotographersveredismayedo seetheirfi a bding
massproducedn suchanuncontrolledanduntalentednannerjntensifyingthedebate
aroundartandphotographyThisin turn gaveriseto cameraclubs whereit wasthoughtthat
aheghtenedmoresophisticate@ndartistic photographycould be practsed, thereby
distinguishingphotograpl properfrom the productsof the commerciaphotographeandthe

casuaknapshooter.

It wasparticularlyafterWorld War 1, with the proliferation of cameraclubsin manypartsof
theworld (manyof themmembersof the RoyalPhotographi&ociety thenthe oldestand
mostdominantSocietyin theworld), thattheir stringentrulescreateda nearuniform style of

photographywhich waspredicatedn Pictorialism.

Photo-Secessionists
A T tsheft in thinking aboutphotographyn amateurcirclescoincidedwith the appearancef

theseriousart photographeasanewsocialfigure, arole definedandcharactesed earlyin
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thetwentiethcenturyby thecareerof Alfred St i e @Trachterdo@rd 980,vii). In 1890,
Stieglitzreturnedto New York afterspendingseveralyearsin LondonandBerlin.ii Af t e r
abandonindis engineeringstudiesin Berlin, hebeganto devotehimselfertirely to the study
of photographyunderthedirectionof therenownedohotochemistH. W.Vo g e | 0
(Trachtenberd 98Q 115).0On hisreturnto New York, heimmediatelyimmersechimselfin
thecommunityof amateuphotographersoonbecominganoutspokemrmemberof the New
York Societyof AmateurPhotographerdn 1893 Stieglitzbecameeditorof the American
AmateurPhotographeywherehe expressedthe needfor artisticexcellenceandoriginality in
AmericanphotographyAlready anelectednemberof the Linked Ring, he setaboutmerging
the Societyof AmateurPhotographerandthe New York CameraClub. In 1896,thesetwo
clubsjoinedto becomerhe CameraClub of New York. Decliningthe postof Presidenthe
felt hewould be moreinfluentialin chargeof thec | urbagazineHis intentionwasthatthis
new club shouldbecomea dominantsourceof photographyasfine artandsetabout
expandingheexistingclub newsletteinto a full-fledgedjournal with himselfaseditor.In
July 1897, thefirst issueof CameraNotesappearedvith Stieglitzhavingcompletecontrol
overthecontentCameraNotes TheAlfred StieglitzCollection.n.d). In theensuingfive
yearsof his editorship,it would featuresomeof thefinestphotograph®f thetime, aswell as
articlesfrom notedart critics. Interestingly very few of the photographgublishedcamefrom
nonclub memberswith two notableexceptiondeingF. Holland Day andClarencéNhite.
FortheNationalArts Club exhibitionin 1902,Stieglitzselectedhe bestof theimagesthat
hadappearedn the pagesof CameraNotes Theunifying connectioramongthe chosen
photographersvastheir modernlook andantipathytowardsthe conservate establishment
Thenameof the NationalArts Club exhibitionwasThePhotc SecessionPhoteSecession
wasthefirst importantgroupof Americanphotographerthatstroveto havephotography
acceptedhsfine art. Thesephotographerg b e gharmgtheir aims,their problemsandtheir
me t h ¢Ldwse ©983,119)./ | 1802,afterseveralpowerstruggles Stieglitzresignechis
editorshipof CameraNotes goingon to foundthe PhoteSecessiomndCameraWorko (Art
Institute Chicago,i T Akred StieglitzC o | | e ddurals@aimeraNotes n.d.). Thus
begana subtlebut decisive moveawayfrom early Pictorialism.In 1903Stieglitzlaunched

CameraWork whereheoccupiedthedualrole of publisherandEditor-in-Chief.

Both CameraNotesandCameraWorkbecamesnormouslyimportantto a wholegeneration
of practitionersandsupporter®f thearts. Theywerea potentforcenotonly in promotng

photographyasa seriousmediumbutalsoin definingandencouraginghe developmenof
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twentiethcenturymodernismin all thearts(Lowe 1983,124). CameraNoteswasdevotedo
voicing theideas bothin imagesandwords,of the Phote Secessionishovement.Camera
Workwasuniquefor beingthefirst photographigournalwherethefocuswasvisualrather
thantechnical.Theillustrationswerehandpulled photogravurgrintedon high-quality

Japanestissue.This quarterlyillustratedperiodicalwasii t mauthpieceof thePhoto

Se ¢ e s $Mamgailigil978,128), which becamdi &orum for debateon whethemphotography

could beadmissibleasart, aswell asthetheoriesof modernartin g e n e(Fudtdn 1978,
146).Stieglitzd positionchangedsignificantlyovertheyears In his 1902talk at the National
Arts Club, heclaimedthatii iwasjustifiableto useany meansuponnegativeor paperto
attainthedesiredend (Fulton1978,163)yet seeminglycontradiced himselfwhenin the
following yearheendorsedsertrudeK 2 s e bwork in GasneraWork laudingthefactthat
thiswasstraightandin noway fakedor unretouchegbhotographyStieglitzbeganmoving
awayfromanyformofi i mp r e sowithgpmiographdike TheSteerageandThePool
Deal makingapparentis beginningto experimentvith the inherentqualitiesof the medium
(Fulton1978).Stieglitzbegandirectingthe magazindgowardsa moremodernapproachwith
the August1912issueshowingtheworks of MatisseandPicassoandimportantlythe
unmanipulateédndstraightapproactof theyoungAmericanphotographePaulStrand.
CameraWork which ceasegublicationin 1917,essentiallydefined the artisticambitionsof

amateumphotographers thefirst quater of thetwentiethcentury(Szarkowski2021).

Throughoutis career Stieglitzregularlyrevisedhis work, but evenso, his earlywork has
beenseenasii s e n t iamdeonvierdidnalwith little of it comparingn vitality with the
contemporaryvork of Kasebier Steicheror Wh i t(SzaskowskR021). It wasperhapsis
fascinationandinvolvementwith the otherartsthatspurredhis reputationln 1907andagain
in 1909Stieglitzwentto Europe wherethroughSteicherhewasintroducedo modernart.
Herehemetmanyof theavantgardepaintersincluding MatisseandCezanneandyvisited the
homeof GertrudeStein,oneof thegreatcollectorsof conemporaryart. In 1905 together
with SteichenheopenedrhelLittle Galleriesat 291 Fifth Avenuein New York. Herehe
showednot only works of Europearphotographerandworks of the greatAmericanPhote
Secessionistfutalsopaintingsby Henri Matisse Henri RousseauRaulCezannendPablo
Picassofi Mo d artied Stieglitzto rejectthework of the PhoteSecessiomndprompted
him to mediatecritically on photographyin generalandhow it wasdifferentfrom the other
ar f{Geenougl& Hamilton1999, 18).P i ¢ a €ubienifemturedn anexhibitionatthe

23



291 galleryandmadeagreatimpressioron Stieglitz It wasP i ¢ a €ubiendvath its
geometryof inter-relatedshapeshatgavehimaf n evision,6 asThe Met Museum
characterisetheinspirationfor TheSteerage1907,a Stieglitzphotographn themu s e u moé s

collection(MetropolitanMuseumof Art. Alfred Stieglitz, TheSteeragen.d.).

Onatrip to Europein 1907,settingoff from thefirst-classdeckhe cameacrosshe huddled
massesn thes h i gpeérageection.n hisaccountof How TheSteeragédappeneduritten
muchlater, Stieglitzdescribefiow thisimageencapsulatetlisc a r emessidnts elevate
photographyto the statusof fine artby engaginghe samedialoguesaroundabstractiorthat
preoccupiedEuropearavantgardepainters:iA roundstrawhat,thefunnelleadingout, the
stairwayleaningright, thewhite drawbridgewith its railingsmadeof circularchainsi white
suspendersrossingon the backof amanin the steeragdelow, roundshape®f iron
machinery a mastcuttinginto the sky, makingatriangularshapel stoodspellboundor a
while, looking, andlooking. Could| photographwhat! felt, looking, andlooking andstill
looking?l sawshapeselatedto eachother.l sawa pictureof shapesandunderlyingthatthe
feelingl hadaboutl i {Steglitz1942).

In TheSteerageStieglitzembodedaradicaly newway of thinking aboutphotography.

Alfred Stieglitz, TheSteerage1907.
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In 1910,thehighly respectedhlbright Gallery offeredStieglitzits entirespaceto mountan
exhibitionon the art of photographyashe understoodt (Szarkowsk2021). The exhibition
containecabout600 photographswith Stieglitzdeclaing thatfull recognitionof
photographypby animportantart museunmwastherealisationof his dreamof a quarter
century.Theexhibitionwasa political triumph, but notanartisticone,asit representednly
averylimited conceptiori St i e gWwnii bf phiotegraply 6ceeativepotential.ln fact, the
exhibition revealedhat, while claimingto be progressivethe PhoteSecessionistiealshad
in somewaysbecomebothauthoritariaranddeeplyconservativeignoringwork thatpursued

anythingotherthananattenuatecestheticism.

Stieglitzappeas to havebeenanirascible,self-opinionatednanwith a strongcontrolling
streak. He wasalsoa geniuswith adeterminatiorto placephotographyntheartmap.An
ardentPictorialistwho movedlaterin his life to Modernism hein theendall butgaveup
phaography becomingmoreinterestedn runninghis gallery situatedat 291 Fifth Avenue,
New York. Notwithstandingheremainsoneof the toweringfiguresin the annalsof
photographywith a uniqueunderstandingf theimportanceandinfluenceof paintingand

sculpture.

After the Photo-Secession

As acounterto theexcessesf Pictorialistsocietiesacros€England WesternEurope andthe
USA, with their cultivatedarchaiclook employingall mannerof meango mirror paintings,
theModernistmovemenin photographywasborn.Initially retainingsomeresiduesof
Pictorialism,photographypeganto moveawayfrom the beauxartsdefinition of beauty

towardsamoreModernistapproachTrachtenberg]1980).

Simultaneousvith this shift in thinking aboutphotographyn amateurircles,the seriousart
photographeemergedasanewsocialtype (Trachtenberg1980). Thework of theart
photographersvasnot necessarilysimilar, otherthanin its escheval of the Pictorialist®

adherencéo softfocusandthe emulatingof a painterlystyle.
Looking atthe photograph®f AnselAdams we seea completereversabf traditional

PictorialistlandscapesThesemagesaresharpandcrispwith strongdefininggradations.

Takenwith an8 & 1 0wiew cameratheyarein sharpfocusfrom theimmediateforeground
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throughto the distantpeaks Utilising the ZoneSystent® developedy Adams,theimages
containavoluptuousrangeof tones from pureblackto a crispwhite, with all the
intermediatdonesin place.Theimageis pure,straightphotographywithoutanydarkroom
manipulationsMany of A d a mphétographsverecontactprinted® a procesoften

regardedasthe mostdirectrepresentationf whatthe photographesawthroughthelens.

AnselAdams.MoonriseHernandezNewMexica 1941.

PaulStrand,a celebratedrt photographercould arguablybe consideredhefirst truly
ModernistphotographenWriting for the InternationaPhotographyHall of Fameand

Mu s e uwalisite Lori Oden(n.d.)remarksthat Strandfibeganto deviatefrom his
contemporariesndattemptedo makeatrtistic photographywithout manipulationof camera

or developmend

St r awoik @asin everysense departurdrom Pictorialism.His photographywvasboth

sharpanddirect,frequentlyimbuedwith graphicqualities.Looking at his photograph/Nall

15 The ZoneSystemis a photographi¢echniquefor determiningopticalfilm exposureand
developmentThe Zonescale from purewhite to pureblack is dividedinto elevenparts,allowing the
photographeto pre-determinewvherethe shadowsandhighlightsshouldfall.

16 Thenegativegither8 & 1 0ar4 & 5 dvaslaid directly ontothe printing paperusuallyhelddown
by a pieceof clearglassgiving directcontact.
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Street(1915),we seearelianceon thesharpnesandcontrasiof shapegreatedoy the stark
architectureof the building andthe determinedhurriedlooking workers This play on shapes
andchiaroscuras alsoevidentin WhiteFence(1916).Thepurity andcleanlinesin both

theseimagegeflectS t r ashififi@m Pictorialismto amoreModernistapproach.

EdwardWeston,oneof the mostinnovativeandinfluential Americanphotographersyas
regardedi atlse photographewho developedhequintessentiaCalifornianapproacho
modernp h o t o g (Piasi999).His exquisitelydetailedphotographsvereproducedrom
8 & 1 Onegative, andin breakingwith Pictorialismintroducednto his work subjectmatter
bothsimpleandquotidian Theplacingandtight croppingof his nudesandstill-lifes
togethemwith his masterlyuseof light, elevatedbjectsbeyondtheir traditionaluse,
celebratingheir uniquenessHis works, whetherfruit, vegetableor nudeareimbuedwith a

reverencdor theindividuality of the subject

EdwardWeston,Cabbagd_eaf 1931.
HarvardArt Museums/Fogduseum Gift of SamPratt,© 2020Centerfor CreativePhotography,
ArizonaBoardof Regentd Artists RightsSociety(ARS), New York, Photo©PresidenandFellows
of HarvardCollege,P2003.250

Photographerbeganexperimentingandlooking for newwaysin which thecameracouldbe
used.Lewis Hine,the Americansociologistandphotographerusedhis photographyto
highlighttheimmorality of child labourin the CarolinaPiedmontaswell asdocunenting

child labourerdn cottonmills, minesandfactories all of whichwaslargely hiddenfrom the
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public eye.He understoodhe powerof documentaryhotographyandhow it couldbe

employedasatool for socialchangeandreform.

In contrasto Hine thereis Man Ray, a significantcontributorto the Dada’ andSurrealist
movementsAs a painteranda photographeme createdmagesbothstartlinganduniquefor
thetime. While living in New York hebefriendedviarcel Duchamp famousfor his useof

Ar ¢-md d endidart. In theearly1920s he movedto Pariswherehe becamea pioneering
photographeanda significantmemberof the Parisart sceneHerehe mixedwith such
luminariesasPabloPicassoGertrudeStein,SalvadorDali andPeggyGuggenheimContrary
to thePictorialists Man R a yrébbingshoulderswith suchprominenthamesn theartworld

wasinspirationalandproducedho mimicry.

LaszloMoholy-Nagy,the Hungarianpainterandphotographenvashighly influentialin the
developmenbof twentiethcenturyartandvisual cultureon both sidesof the Atlantic
(BorchardtHume2006).A professoiin the BauhausSchool*® hewashighly influencedby
Constructivis® andrelentlessn his pioneeringpursuitof notonly photographybut also
drawing,painting,sculpture collage,andwriting. In 1937,hemovedto Chicagoto become

thedirectorof the New Bauhaus.

AnselAdams,PaulStrand EdwardWestonMan Ray,andLaszl6Moholy-Nagy arejusta
few namesn a growingnumberof photographersxploitingtherangeof thecameré s
inherentqualities with multi-disciplinaryartistsbeginningto regardthe cameraaspat of

their creativetoolbox.

Group f/64
| now turnto thelastmovemento beexploredin this chapter,Groupf64, formedforty years

afterthe establishmentf the Phote Secessionists his informal groupingbegan whenAnsel

17 The Dadamovementlevelopedn reactionto World War I. Artists rejectedthe logic, reasorand
aestheticisnof moderncapitalistsociety insteadexpressingionsenseyrationality andantibourgeois
protestin their works.

18 The Bauhausvasfoundedby the architectWalter Gropius who believedthatstudentsshouldbe
trainedequallyin artaswell astechnicallyexpertcraftsmanship

19 A style or movemenin which assortednedanicalobjectsarecombinednto abstracimobile
structuralforms. The movemenbriginatedin Russiain the 1920sandhasinfluencedmanyaspectof
modernarchitectureanddesign.
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Adamsandsix otherSanFranciscdBay photographerstartedto shareacommon
photographicstyle definedby sharplyfocusedandcarefullyframedimages Groupf/64
sharedhevision of promotng anewModernistaesthetidasedn preciselyexposedmages
of naturalformsandfoundobjects.This newgeneratiorof photographerguestiordwhat
themediumof photographymeantandwaseageito promotea newyvision. They aimedto
definephotographyasanartform, butto do sothroughpurely photographienears. They
eschewedhe Pictorialistmethodsof creatinganimagein thedarkroomanddefinedpure
photographyasthatwhich wasseenthroughthe camerdenswithoutembellishnent. They
wishedto expresghroughthe uniguequalitiesof the camerahatwhich could notbe
expressedh otherways,with aestheticdeingtheir primaryconcern(Macfarlane2016).The
resultantemphasidell uponsharp,detailed andstraightuntonedsilver-bromideprints,
which becamdahe dominantstylewell into the 1970s(Macfarlane2016).Manipulationof an
image,eitherin thedarkroomor in the actualtaking of the photographwasfrownedupon.
This movementepudiatedhe notionof photograph$ beinginfluencedby paintings with
theresultthatthecameravasusedto reflecttheme d i wwndeshnicalvisuallanguageAs
earlyasthe1920s Moholy-NagyexpressedturopearMo d e r ndorgemptfer the
aesthetidormsof the past,andits celebratim of themachinegndorsingp h ot o g clanp hy 6 s
to bethe mostimportantform of representatio(Wells 1996 20). Previsualisationthat
prioritisedthep h o t o g remvisdygiegpf thefinal print waspivotalto their thinking. In
1933Adamsstatedn CameraWork

My conceptiorof Groupf/64 is this: It is anorgangation of seriousphotographers
without formalritual of procedureincorporationor any of therestrictionsof artistic
secretsocietiesSalonsclubsor cliquesé T h @roupwasformedasanexpressiorof
our desireto definethetrendof photographyaswe conceiveit € O u motiveis notto
imposea schoolwith rigid limitations, or to presenour work with belligerentscornof
otherview-points,butto indicatewhatwe considerto bereasomblestatementsf
straightphotographyOur individual tendenciesreencouragedhe groupexhibits
suggestistinctiveindividual viewpoints,technicalandemotional,achievedwithout
departurdrom the simplestaspect®of straightphotographigrocedue ¢gHeyman
1992,20-24).

Groupf64 wasfoundedprimarily in oppositionto the Pictorialistphotographicstyle thathad
dominatednuchof thelate-nineteentrandearly-twentiethcenturieschampioningheir
convictionthatphotographshouldfi ¢ e | edtherthdndisguisetheme d i wmgabed
capacityto presenthew o r (Hosbtetler2004,1).
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As amovemeniGroupf/64 setthe stagefor photographyeyondPictorialism.While
Pictorialismcontinuedandis still in evidercetoday,particulaty in the milieu of camera
clubs,photographynow s firmly establishedn manydifferentguisesasanimportantand
relevantartform. It is necessaryo highlight thatthe Pictorialistmovemenproducedmany
importantandbeautifulworks, mostly createdor their aestheti@ppeal The espousabf
Pictorialismby camereclubsis notin itself thereasorthatthey havebeenmaligned but
rather,aspointedout by Schwartzjt wastheir penchanto perpetuatehe ethosof their club,
i ¢ 0o n v anyessaggbait groupmembershigy makingpictureswhich showtheysharea
consistensymbolicc o d(8chwartz1983,139).As will bedetailedin Chapters, the CCJ

ranon completelydifferentlinesandindividuality wascelebrated.
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Chapter 2

Camera Clubs that Broke the Mould of Amateur Photography

SinceWorld War Il very little hasbeenwritten aboutcamereclubs.fi listonly in the histories

of nineteentkcenturyphotographythosewritten beforethe SecondWorld War, thatone

finds any substantiahttentiongivento the activitiesof photographisocietiesamateurclubs,
andtherelationshipbetweersocialorganisationsandphotographiacdl e v e | o gGnfimt s 0
1987,16).

Theadoptionof 35 mm technologybetweernl925and1930sawconsiderablgrowthin
camea clubs.But with theintroductionof relatively inexpensiveaffordablecamerascamera
club photographypeganto wane,overtakenn the 1960sand1970sby generajpopular
photographyWith colourtechnologyincreasinglyused photographyenteredhe comnercial
world, becomingintegralto advertisingandtheflourishingmagazinenarket.As thegeneral
useof photographybeganto expandrapidly, the crafting of blackandwhite photography
beganto shrink.fi T lg@wthof colourphotographysawthe concernfor tonequality in
printsbecomingncreasinglylessprominentin pictorial evaluationafterWorld War Il

(Griffin 1987,441). Theshift to colour,combinedwith the popularityof the 35 mm camera,
sawamateuiphotographypecomingesscraft orientatedwith i t hoaingof fine prints
gettingreplacedby theinterestin compactprecisionmechanicainstrumentdike theL e i ¢ a 0
(Griffin 1987,217).

During the 1960s,1970sand1980s blackandwhite photographyndeedenduredput herel
would suggesthatfor the mostpart,memberf clubsworking in blackandwhite fell into
two categorie$ thekeenhobbyistwho wasfascinatedvith theresultsproducedn his
bathroomturneddarkroomon theweekendsandthe seriousamateuwho wasmore
concernedvith theimageproducedatherthantheprocess.

In herbook Objectsof Denigrationand Desire Takingthe AmateurPhotographerSeriously
AnnebellaPollen(202Q 1) commentsii F o long, amateuphotographyhasbeen
consideredh sub-categoryof photographypr evenasa photographigenrei whennot
ignoredentirelyin canonicahistoriesi amateuphotographyhasnonethelessepresented,

for overahundredyeass, the singlelargestareaof photographigp r a ¢ Withcaspedific
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focusonthefi s e rai noaut sgPallen202Q 23), Pollenargueghatamateuiphotography
offersaprimesitefor establishingheme d i umoerélsaluesandsocialexpectationsHer

highlighting of thefi s e rai noaut sis piviotal to my argumenfor the CCJ.

| proceedo discusghreeclubsthatin differentwaysrebuttedthe negativeimageespoused
by detractorof cameraclubs.Herel rely onthescholarshipf Alise Tifentale®® for
informationon boththe PhotoClub Rigaaswell asFoto-Cine BandeirantdFCCB). Forthe
LexingtonCameraClub, | aminformedby RobertM a y @%89)articlein the Kentucky
Review Thesethreemaverickclubshadvariousreasonandmethoddor avoidingthe
perceivedcameraclub mould, with the commondenominatobeingthatof inspired

leadership.

Photo Club Riga

During the 1950sand1960s photoclubsin Latvia, thenpartof the SovietUnion, were
importantvenuedor exhibiting photographyasanindependenartform. i T HPlotoClub
Rigawasformedin 1962by membersf the Facultyof JournalisnfattheP e o p | e 6 s
Universityin Riga] andis oneof theoldestphotoclubsin L a t \Tifemtale2011,24). By
themid-1960s this club hadbecomeasignificantplayerin globalphotoclub culture.
Membersincludedprofessionaphotographerghotojournalistsartists,andamateursall
interestedn promotingphotographyThec | gdih@swasto createa cultureof photography
asanartform atatime whentheprofessionaandofficial artworld hadajaundicedview of
themedium This contradictdheallegationanadein S ¢ h w aCameralCkibsandFine Art
PhotographyDistinguishing BetweerArt and AmateurActivity (1983) Shedeclareghat

A ¢ a nchul photographerdo not produceinnovativepicturesp andthatfi ¢ a nchulb a
picturesarestraightforwardandrealistico PhotoClub Rigasoonbecamea meetingground
for severaimportantfigureswhosework shapedheideasof art photographyof thattime.
Importantly, it wasin oppositionto stringentSovietpolitical dictatesthatmembersf Photo
Club Rigapursuedheirart photographyThesepolitical conditionsonly easedn the mid-
1980swith the beginningsof the policy of glasnosf! i | tme postwar SovietUnion, official
artinstitutions,a r t unsgonsgrbéacademiesandart museumsxcludedphotographyrom

thehierarchyof artistic media.Photographyasa mediumwasevenunderstoodasthe

20| referto threepublicationsby Alise Tifentale 2011,2012and2019.
21 Glasnosmeaningi o p e n wastseSavietpolicy introducedby Mikhail Gorbachevn thelate
1980sallowing for the opendiscussiorof political andsocialissues.
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antithesisof art, with photographyasa professiommainly limited to politicisedjournalism
andits ideologicalandeducatiorf u n c t(Tifentalse2012,1).

Theambitionsof the membersf PhotoClub Rigadirecly contradictedSchwartd s
commentswith thework of severamemberdeadingthevanguardf Latvian photography
thatbecameknowntheworld over. The memberof the RigaClub werededicatedand
innovativein their pursuitof photographiart, despitethe omnipresenthreatof interference
from Sovietofficialdom. As Tifentalesumsit up, PhotoClub Rigadistinguishedtself by
producingphotograply contrato the dictatesof the SovietUnion: i T h @hgseto immerse
themselvedn pureart, stayingasfar aspossiblefrom politicisedeverydayl i {Tieatale
2019,4).

As with mostsuccessfutlubs,the motivationto excelwasdrivenby afew people.Oneof
the centralfiguresin theclubwasG u n Binde,with his photograph@mployinga
combinationof stagingdirecting,actinganddocumentationHis approacho photographys
interestinglydescribedn aninterviewwith Leismamagazinewherehestates i T haris in
creatinga photographiazisualconceptyaisingit to thelevel of asymbol,aproblem.The
photographiconceptisesabovedocumentaryruth, becomingageneraka t i (difergale
2019,1). ForBinde (n.d.) purelydocumentarnphotogaphywastoo primitive: i 0 o n 6 t
pursuesensationalisnstriking eventsor characterspaturephotographydocumentarianpr
portraiture.l amlooking for aresonancéetweerthe visible world andmy soul.If | perceive
suchaharmony, takeap i c t Anptleerhighly regardednemberof PhotoClub Rigawas
the experimentaphotographe¥altersJ U rEzesns.His pioneeringof solarsedandabstract
imagerywasinnovativein its time andshowsa particularaffinity to work beingdoneatthe
CCJin roughlythesameperiod. The 1970ssawtherise of anewgeneratiorof photographers
atthe PhotoClub Riga,with Wilhelm Mikhailovsky beingthe mostprolific andvisible of
thatgenerationHe felt thattheinfusionof youngmindsandtheintroductionof newblood
helpto curtail the productionof repetitivework andarethereforeessentiato the progressive

spirit of anyclub (Tifentale2019).

Thework of Mikhailovsky andothermembersf the PhotoClub Rigawascirculatedin
exhibitionsof thew o r [pebréirsentphotoclubs,thusbecomingnternationallyknown.fi T h e
importanceof theworks of Latvianphotographiart producedwithin thelocal photoeclub

cultureof the 1960sand1970slies in the consciousexaminatiorof photographyasanart
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medium,andusingit for the creationof highly subjective personavisionsthataimedat
departingrom the mainstreantanguageof the official pressphotographyand
photojournalisnof thet i nf{Eféntale2019,4).

Sovietpolitics eschewedelebratinghe individual. Official pressphotographyat thetime
canbeseenin thegovernmensponsoreghotochronicleTheRepublicin Photographs
(Tifentale2019, 4). Issuesf this publicationwerepreparedentrallyby LATINFORM, an
informationagencyfunctioningunderthe Telegraohy Agencyof the SovietUnion (TASS)
andthe Councilof Ministersof the Latvian SovietSocialistRepublic.In keepingwith the
approactof atotalitarianstate the namesof individual photographerdid notappeain the
chronicle,with all work beingatributedto LATINFORM. In generalthephotographs
epitomsedtheofficial visualcultureof the SovietUnion, beingpositive,dynamicand
energeticThepriority wasto trumpetthe might of the SovietUnion, a causecompletelyout

of tunewith theartistic convictionsof photographerat PhotoClub Riga.

Anotherprominentphotographeto emergdrom the creativeenvironsof PhotoClub Riga
wasEgonsSpuris,animportantfigure on the photographyscenen Latviain the1970sand
1980s He eventuallypecamea teacherjnspiringthe nextgeneratiorof photographers.
Tifentale(2019,1) notesthatthe Latvian NationalMuseumof Art embracedheworld of art
photographyonly recentlywhenit beganto acquirephotograhy for its collection. Thisis
probablyin line with museumsn manycountrieswhere with afew exceptionsthe

acceptancandintroductionof photographyhavebeenslow in coming

SouthAfrica wasno differentin this respectwith thelziko SouthAfricanNationalGallery

only settingup its photographydepartmenin 1965.Thelack of earlierinclusionof
photographyvasmainly dueto ambivalencearoundp h o t o g peaceivedstatissasart.
ADocumeihiba oy bengthegomidantgenreupto thetimeof NelsonMand el a6 s
releaseandbeyond wasdeniedto local audiencegoutsideof relatively low-key exhibitions
atvenuessuchasthe MarketPhotoGallery) andcould only beacquiredafterthelifting of
prohibitionsin the 1990s.Donationshaveplayeda significantrole in augmentinghelziko
collection.In 1981,PaulAlberts madea presentatiorof 76 photographigrints.In 1986,

David Goldblattdonatedl82 prints of his work, andin 2003StruanRobertsordonatechis
entirearchiveof negativegogetherwith overfive hundredof his prints (I1ziko Museumsof

SouthAfrica n.d.).Lateracquisitionsjncludingworks by ErnestColeandAlf Kumalo,
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continueto situak the collectionin thedomainof protestphotographyThe Johannesburgrt

Gallerylargdy mirrorsthesituationat ziko.

Ratherlike thehistoryof 1zikod photographidioldings the Latvian NationalMuseumof

A r tindia photographicollectionwasdonatedoy the photographemta Ruka,and
includedmanyprints by EgonsSpuris.Significantly, Tifentale(2019,1) notesthatwhile the
Museumboastsa notablecollection,it doesnotincludethe works mostvisible in Latvian
photographyduringthe Sovietera,especiallythe 1960sand1970s.Thefocusis ratheron the
namesof well-knownphaographersvorking mainly in the 1980sand1990s after Latvia
regainedts independencéom the SovietUnion. By preferringtheseworks,the Museum
reinforcestheideathatthereis only onetype of photographyworthy of beinggiventhe status
of anartwork (Tifentale2019).This attitudeon the partof the Latvian NationalMuseum
towardscameraclub photographys notthatdissimilarfrom thatof institutionsin South
Africa, whereworksby camereclubs,particularlydatingfrom the 1960sand1970s are

largely absenfrom museuntcollections.

Foto Cine Clube Bandeirante (FCCB)

Tifentale(2019)regretsthefact thatthe Latvian NationalMuseumof Art wastardyin
includingphotographyn its collectiors. By way of contrastshedescribeshe photeclub
cultureprevalentin Brazil duringthe 1950sand1960s.The phenomenomasbeendubbed
fotoclubismdoy Brazilian historiansof photographyatermderivedfrom the Portugueséoto

clube(photoclub).

Foundedn 1939, Foto Cine ClubeBandérantewasa SaoPaulebasedohotoclub thatplayed
acentralrolein theBrazilianavantgardeartsceneln the 1950s,duringrapid
industrialisationin S&oPaulo,its membersarrivedat anabstractedM oderniststyle that
becameheir signatureMuch emphasiswasplacedon experimentaiork, with Modernist,
semiabstractandnonrepresentationgdhotographybeingencouragedBeatrizJaguaribe
(2021)succinctlysumsup the FCCB:

Theconstructiorof a ModernistPhotographigazein Brazil haslargelybeen
attributedto theamateumphotoclubsthatgrewexponentiallyduring thefirst decades
of thetwentiethcentury.HelouiseCostahasarguedthatphotographerfom the
FCCB,suchasGermanLorca, ThomazFarkasandJ o ¥alenti,amongothers,in
inauguratinghe Modernistaesthetiof the photographiegmage wereresponsibldor
thetransformatiorof BrazilianphotographyDespitetheir differentstyles,the
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photographersf the FCCB sharedanagendgremsedon the promotionof

photographyasanartform andon thevaluegivento experimentatechniques.
In thisrespectF C C Bpbatographyoffersanotherexampleto contradictS ¢ h w avietv z 6 s
(1983)thatcameraclubswere absorbedvith technicalknowledgeandnot conduciveto the
developmenbf individual aesthetis. S ¢ h w a petspedigs obliquelyendorsedy
MichaelS. Griffin, who, writing at aboutthe sametime, remarksfi O my first visit to a
camereaclub competitionl wasimmediatelystruckby the consistenandpredictable
preference$or subjectma t t(1987,d6).

Oneof themajorcontributingfactorsto the succes®f the FCCBwasthe showingof their
work in SdoPaulomuseums$ museumghathadpreviouslyhostedonly paintingsand
sculpturg(Tifentale2015. Many membersf the FCCB participatedn the Bandeirante
Salonsheldbetweernl942and1960,further contributingto their successThis club organsed
theBrazlian Photographi@rt Exhibition for manyyearsandtwice arrangedhe Brazilian
PhotographyBiennialbetweerclubs.Overtheyearspublicinterestgrew, turningthe Salon

into a prestigiouseventwherethec i t pgliical andculturalelitescirculated.

FCCBproducedseverafamousBrazilian photographersAmongstthemwere Thomas
Farkas Geraldode Barros,GermanLorca, EduardoSalvatoreChico Albuquerqueand
GertrudeAltschul. Geraldode Barros,a Brazilian painterandphotographemwasthe leaderof
the ConcreteArt movement? in Brazil andco-founderof GrupoRuptura?® He waslauded

for his experimentabbstracphotographyandModernismhighly innovativefor its time.

22 Theterm ConcreteArt wasintroducedby artist TheovanDoesburgn his 1950Manifestoof
ConcreteArt. Herehe statedthattherewasnothingmoreconcreteor morerealthanaline, acolour,
or aplane(aflat areaof colour).

2 GrupoRupturawasformedby a groupof Brazilianabstractrtistsin the early 1950swith theaim
of breakingwith the prevalentaturalistapproachto paintingin the country.Geraldode Barroswas
oneof thesevenfoundingmemberof the group.
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Geraldode Barros,Fotoforma ¢.1952/53.

GertrudeAltschul, oneof thevery few womanartistsatthe FCCB,wasin manyrespects
moreadventuroushanher malepeers.Shehadprintsincludedin the2017Museumof
ModernA r texhibition Making SpaceWomanArtists and PostWar Abstraction(Making
SpaceWomenArtists andPostWar Abstractionat MOMA 1 Art Viewer 2017). During the
1950sand1960smembersf the FCCBwereproducingphotographymarkedlydifferent
from mostotherclubsin theworld. Herea smallgroupof inspiredmenandwomenadopted
anabstraceandmodernisticstyle. The socialstandingof someof theleadingmembersof this
club gavethemthe opportunityto hold their salonsin the prestigiousGaleriaPrestesMaia,

thusexposingtheirwork to the public of SdoPaulo.

The Lexington CameraClub (LCC)

W. BrooksHamilton, Arts andSciencedrofessomat the University of Kentucky,foundedthe
LexingtonCameraClub (LCC) in 1936.In its heydaythe LCC wasregadedasoneof the
moreexperimentagroupsof photographersutsideof art centressuchasNew York or
Chicago.TheLCC beganwith the humbleaim of makingandexhibiting pictures and
initially therewereno professionaphotographeramongthe memberdut rathera potpourri
of businessmenawyers,doctorsandotherswho wantedto explorephotographyor personal
pleasureThis wasnotdissimilarto the CCJ,wheretheinitial foundingmembersvereall
professionameni thekey playersin the 1950sbeinga dentalsurgeonanoptometrista

chiropodist,anda sprinkling of businessmen.
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In 1944, some members of the Lexington Camera Club posed for a
group portrait. Front row: Clyde T. Burke, F. Van Deren Coke, James
Tinder, William Curry; middle row: Prof. W. Brooks Hamilton, James K.
Poole, A. Z. Looney, Dr. Louis H. Mulligan, Dr. Charles N. Kavanaugh,
Roland S. Roberts; back row: John Tinder, Duke Young, ]. Winston
Coleman, Jr., John W. Davis, Sr., Paul Price, John Riley. (Courtesy of
Mrs. Roland S. Roberts)

Membersof The LexingtonCameraClub, 1944

Fromthestart the LexingtonCameraClub i w agniquegroupof photographersmbracing
bothorganisationahndartistict a | @ayt1989,6). Contraryto mostAmericancamera
clubs,the LCC did notbecomea memberof the Photographi&Societyof America(PSA).
Undertheinfluenceof its foundersDr Louis Mulligan, Prof. BrooksHamiltonandVan
DerenCoke,thedecisionwasmadeto neverbecomeafi P StAy p(May 1989,7). They
believedthattheybenefited enormouslyfrom the resultantuniquenessindindependence.
The CCJ, thoughmuchlater,hadsimilar sentimentsin anoticein theMay 1981 edition of
Viewfinder it wasdecidedthatthe CCJshouldremoveitself from mainstreantlub activities
asenvisagedy bodiessuchasthe Photographi&Societyof SouthermAfrica, the
Photographi&Societyof America,andthe RoyalPhotographi&Society

Our newermemberdhavenot beenencouragedo join thesesocietienorto
participatein their salonsandotherprojects.The CameraClub of Johannesburg
virtually movedontoits own trackin the hopethattherewould be a development
towardsthe morepersonaphotographistatementsgreaterindividualism,andthe
nurturingof the latentcreativetalentsof our membersThis departurevasseenas
beingjustified becausét wasfelt thatthework standardsverebeinginhibited by
salonrequirements(Viewfinder1981)

Whatdistinguishedhe LCC memberdrom their counterpartsn biggercitieswashow they

allowedtheidiosyncrasie®f their environmento inspiretheir photography.
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Thefirst formal public exhibition of the LexingtonCameraClub washeldin 1940,when
apartfrom works by club membersphotographsvereenteredoy individualsthroughouthe
state Accordingto BrooksHamilton(May 1989,9), it wasthejoining of theclub by Ben
Hart,amanwith considerablg@hotographiexperiencethatgaveit its first boost.Soonafter
joining, Hartbeganhelpingotherclub memberdy providing photographyclassesHe also
knew AnselAdams,thenassociateavith theinfluentialf/64 group,andbroughtAdamsto
addresshe club on morethanoneoccasionRobertMay, authorof TheLexingtonCamera
Club, 19361972 rememberdis extremenervousnesatthefirst showingof hisworks.ii |
recall,also,thecommentsanddiscussionsof Van DerenCokeduring print criticism each
month.V a nodrserasa celebrityphotographehadbegun His careemwasto takehim to the
University of New Mexico, GeorgeEastmarHouse ,andthe SanFranciscavluseumof
ModernArto (May 1989,11).

TheL C Cforsunesrosein 1954whenRalphEugeneVieatyardjoinedtheclub. Meatyard
wasalreadyanexperienceghotographeandwaslaterto becone internationallyknown. A
shortwhile afterMeatyardjoinedtheclub, in thesummerof 1955,Van DerenCokebegan
offering a seriesof photographyclassest his home.Thesewereattendedy the moreserious
memberof theclub. At thesemeetingsa smallnumberof dedicatecenthusiastsnetto
discusssuchsubjectsasthe ZoneSystem(a systemof exposureanddevelopmentput forward
by AnselAdams)andphotographyasa creativemedium(May 1989,16). RobertMay
descrileshowthe classegivenby Van DerenCokerepresented turning pointin thework
of clubmembersfi O photograph®ecamemuchmoreindividualisic becausave hadbeen
stimulatedinto anewway of seeingohotographicallyandour personabrientationtowards
photographyhadbeenheightenedinde n r i ¢Magl®89,16). Thisis notdissimilarfrom
whatwasdoneatLouY u d e | @eoupd athe CCJ Group3 wasformedasadiscussion
groupfor thosemembersvho wantedmorein-depthdeliberationon notonly theirown
worksbut photographyn general Given prevailingtime constraintsthis wasnot always

possibleatthe monthly club meetings.

Meatyardgainedenormouslyfrom Van DerenC o k el@ssesandin 1957statedthathis
pictureshadbecomeanextensiorof himself(May 1989,16). In 1959,writing in Aperture
Cokespokewith pride abouthis friendshipwith Meatyard Jaudinghim for havingreached
the positionwherehis talenthasbecomea contributionfi t tlatsmallbody of work which

canbetermedcreativep h o t o g (Mayd989,28). Thoughhedid notgainmuch
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recognitionduringhislifetime,Me a t y imagdspagticularlythoseof masledchildren,

havesinceestablishedhim asakey figure in AmericanphotographyArtnet, n.d).

RalphEugeneMeatyard RomancgN.) from AmbroseBierce#3,1962
Credit:© The Estateof RalphEugeneVieatyard courtesyFraenkelGallery, SanFrancisco

In 1956 the LexingtonCameraClub sponsored seminalexhibitionfeatuing seventeen
contemporaryphotographerslhe participantsvereAnselAdams,RuthBernhard Reva
Brooks,Wynn Bullock, Harry Callahanan DerenCoke,Larry Colwell, RalphEugene
Meatyard Arnold Newman,Don Ross,CharlesSheeler Aaron Siskind,Dody Warren,Brett
Weston EdwardWeston Minor White,andCharleswong. Theexhibitionwasheldatthe
University of KentuckyArt Galleryandwassupplementeavith 56 photograph®y LCC
memberslt wasaccompaniedby aforty-pagebrochurecontainingonereproductiorof the
work of eachof the speciallyinvited photographersvan DerenCoke,in aninterview, voiced
theopinionthattheil d i f f EEetweenVieea t y \workar@thatof otherphotographers
with his backgrounds thathejoinedthe LexingtonCameraC | u(May 1989,23).1n 1957
Meatyardbegangiving a seriesof seminarclassegor someof the club membersat hishome,
in whichmembersvereencourageaot to look for newthingsbutratherfor newwaysof

seeing Again, onecandiscerna strongcorrelationwith whatLou Yudelmanwasdoingin the
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C C J Graup3. In 1968the Transylvaniaviorland Gallery mounteda showof Lexington
CameraClubwork. Theshow; initiated by Meatyard featuredprintsfrom photographerat
the GeorgeEastmarHouseof Photographyat RochesterindianaUniversityandthe
University of New Mexico. In 1970he organsed Photographyl97Q soliciting work from
RobertHeinekenat the University of California,Harry Callahanat the RhodelslandSchool
of Design,andArnold Gassanthewidely recogniseduthorityon the history of theart of
photographyMay 1989,26). The LexingtonCameraClub, despitebeingtuckedawayin the
stateof Kentucky,hadthe goodfortuneof havingdynamicleaderssuchasVan DerenCoke
andEugeneMeatyardwho stagechumerousexhibitions,manyof themincorporatingthe
works of major Americanphotographersf thetime. This uniquecombinationputthe LCC
into aleagueof its own, differentiatingit from the averageclub. Meatyarddiedin 1972,his
legacyinsistingthatii p h o t o shouldgxtengbeyondbeingmerelydocumentaryandthat
its role shouldextendto assistinghe individual in graspinganoverallsenseof meaningn

| i f. €May1989,31). May notesthat,withMe a t y passihghefispecialpresencehat
heldthe club togethemwasgone,andthe LexingtonCameraClub wasoverwithinay e ar 0
(1989,31).

Thesethreeclubs,in their differentways,followed pathsthatdivergedfrom prevailing
photographyPhotoClub Rigapursuedart photographyn oppositionto political dictates
FotoCine ClubeBandeiranteadopedan abstraceandmodernisticstyle asearlyasthe 1950s
andthe Lexington CameraClub followed anindependenpathby avoidingmembershipf
the Photographi&ocietyof Americaandaccessingomeof thegreathamesn American
photographyHowever,commonto all wasthe goodfortuneof havingdynamicand

progressivdeadersip.
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Chapter 3

Two Prominent JohannesburgCamera Clubs Mired in Pictorialism

In this chapter discusswo Johannesburfasedclubswhich, while successfuin theirtime,
neverprogressetbeyondPictorialismandeventuallydissolved During the periodunder
discussionmanyphotoclubswereoperatingn SouthAfrica. | haveelectedo write about
theJohannesburghotographiSociety(JPS)andthe ChineseCameraClub of SouthAfrica
(CCCSA)asboth,in theirways,stoodout from the plethoraof SouthAfrican clubs.

TheJPS foundedin 1928,wastheoldestclubin Johannesburgtill steepedn Pictorialism
long afterit ceasedo berelevant in Europeandthe USA. The CCCSA,formedin 1952,was
unique,beingtheonly clubin SouthAfrica to oweits existencdoa p a r t dxausiahérys
policies. Theseclubswereselectedbecaus®f their establishegbrofile andhigh level of
activity, andmustbe seenasdistinctfrom the manyotherclubsthatdid little morethan
accommodatéhed a b b | of holdyists

JohannesburgPhotographic Society

i | 1828,theyearJohannesburgecamea city, anarticleappearedn TheStar, suggesting
needfor alocal photographisociety.Written by well-known photographer). Beanesthe
ideawasshortlyfollowed up by a meetingin August1928atwhich the Jorannesburg
PhotographiSocietywasb o r (Bedsusari966,88). Theinauguralmeetingsawthe
attendancef manyprominentpictorial photographersstablishingrom theoutsetthec | u b 6 s
deeprootedenthusiasnfior Pictorialism.Onecannotunderestimat¢heinfluenceof the
pictorialistBensusanAt thattime a prominentnamein photographya seniormemberof the
JPSandfounderof the Photographi&ocietyof SouthAfrica, his commitmento Pictorialism
couldnot havebeenbetterevidencedhanby the persoml invitation hereceivedio becomea
memberof the LondonSalonof Photographyii T hsingularhonourwaspresentedby Mr
G.L. Hawkins,oneof theforemostmembersf the LondonSalonof Photographyat a formal
banquehostedby the Photographi&Societyof SouthA f r i(Berssdsari966,92).

Theword PictorialismhasvariousmeaningsandconnotationsHerel referto the work first

shownby thefive memberof the LondonPhotographi&alonin Britain in 1893.The

objectivewasto createbeautyvia a pairterly effect employingarepertoireof darkroom
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manipulationsuchastexturedpaper softfocus,andthetoningof prints. The combinationof
B e n s u iavédatioh ® be amemberof the LondonSalonof Photographyoupledwith his
enthusiasmhis legendaryskills in landscapghotographyandthe significantinfluenceof
the JPS gavethis club themomentunto continuelong afterthe movementeasedo be
relevant.lt wasnot Pictorialismitself thathasbeenmalignedby critics suchasSchwartzout
ratherthe perpetuatiorof a photographicstylethatimitatedpainting. Fromthefirst
exhibitionof the LondonPhotographi&Salonin 1893,wroteBensusanfi s t a nwetrasetd s
for photographiexhibitionstheworld over, therebygiving to Pictorialphotaraphya place
of its o w n(Bensusari966,86). Rapidlybecomingestablishedn camereaclubs,Pictorialism
wasfurtherentrenchedy thewide reachof the like-mindedRoyal Photographi&ociety
Theresultantstatic,self-perpetuatingituationeventuallycreatedhe dissatisfactiorthatled
to theformationof the CCJ.

Very little hasbeenwritten on the JPS Archiveswereeithernon-existentor disappeagdin
the procesof goingdigital. Suchinformationas| havebeenableto gleanis derivedfrom
Ben s u s Silvednsagesthe JPSin-housemagazineReflex andinterviews. TheJPS
formally disbandedn 2017whentheypaidtheir bankaccountalanceoverto the PSSA
(Anned 6 O i[RegionallarectorPSSAfor CentralGauteng 2020).Accordingto

D 6 Q¢ira,theclubgraduallymorphedntoafi mu tadnairtionsocietyo with few
membergemaining.t hasbeendifficult to getexamplesof work doneby memberof the
JPSwith the pastmemberd spoketo havinglong sincedestroyedr discardedheir works.
Giventhis situation,| hadto rely mainly oninterviews which | conductedvith Syd
Hirshowitz, Max Aaronson JulesCohenandDan Swart. Theaim of theinterviewswasto get
personabccountdrom pastmemberof the existenceanddemiseof this oncestrongclub.

Dr SydHirshowitzd $HonoraryLife Membershippersonatommunicatior2020)enhanced
his credibility asalong-standingmemberl gottheimpressiorthathefelt thedigital agewas
responsibldor theJ P Sdénsise He lamentedthatAdobe Photoshohadreplacedhe
darkroom observingthatpeopled i dwaltto cometo clubsanymoreHe joinedthe JPSin
1962andagreedhattheclub leanedvery stronglytowardsPictorialism.He felt thatthe CCJ
wasanattractivealternatie to youngemhotographerandthatshortly afterits founding,its
membershigrewexponentially My interviewwith Max Aaronson(personatommunication
2020)producedsimilar results,againconfirming thatthe ethosof the JPSwasstrongly
centredon landscapesindportraiture with technicalaspect®f photographydominating.

JulesCohen(personatommunicatior2020),a muchyoungerinterviewee hasa different
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view. Joiningin 1965afterbeingintroducedoy the late FrankWard, a seniormemberof the
club, heworkedhisway up theladderof i r uadndcempositionaktandard® passingrom

beginnerto advancedAccordingto Cohenthesefi r udnds s a n dwerefilndydsituated
in therepetitionof establisheamores mostparticularlyin portraiture Jandscapeandwildlife
photographyii T h waslédtle desireto breaknewgroundandwe werelargelyout of touch
with whatwashappeningn therestof thew o r IThklis s@éemdo besupportedy the

following articlesappearingn the JPSmonthlyjournal Reflex.

A letterto the editorin the Februaryl 967 editionreadsasfollows.

Thediscussiorwhich ensuedlisclosedhatmanymembersavetheimpressiorthat

our Societyis notlikely to progresdurtherin the InternationalSalonfield, while
adherencéo traditionalmethodsof expressiorandtreatmenarec o nt i nWee d é
weretold thatsuccessfupicturesnow-a-daysarenot madeto belived with, while the
new-stylework possesseterrific 0 i m pbaithavibgno lastingeffectonthe
observerTheauthorhavingscoredhis point, its life expectancys only oneor two
weeksatthemost.i J. B. Kelley

In theMarch1969issue therewasanarticleonfi B a Brinaiplesof Co mp o s éxtolling n o
suchthingsasthefi r wflthirdso Again, underthe headingi S h uGhatterd afew tipson

how to go abouttakinga portraitwereofferedin the Februaryl970issue Amongother
archaicadviceis thesuggestiorthatthes i t lipse shdulslbe moistenedvith thetongueto
producea sparkle Extraordinaily, the authoralsosuggestshata femalesitter shouldhold

herbreathbeforetheshutteris releasedsthisfills outthechest.

In theMay 1970issue somesuggestionsrom alectureby Brian Batesweregiven.His
recommendationmicludethe caveathatthedistancebetweencameraandmodelbeno less
thansix feet thatVaselinebeusedon thelower lip for ahighlight, etc.In Februaryl974a
talk givenby Roelf Roelofseron portraituresuggetedthatto geta modelto relaxoneshould

give themadrink.

Theseexamplegive aclearindicationof whatwasconsideredmportantattheJPS and
readingthemnow helpsoneto understan& ¢ h w a disenzh@atedview of cameraclubs.It
is this predilectionfor standardisetechnicaladvice which seeminglyignorespersonal
expressionthatvalidatesS ¢ h w aariticign@/s P h 0 t 0 gdo rofattemptcarticulate
personaldeasthroughtheir useof the medum, ratherthey conveya messagaboutgroup

membershifpy makingpictureswhich showtheysharea consistensymbolicc o d e 0
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(Schwartz1983,139).1In discussingheworks of the Miniature CameraClub of Philadelphia
(MCC), Schwartz1983,136) commenton how memberspendnuchof thetime analysing
thetechnicalaspectof photographyexposureeitheroveror under,coloursaturation,
compositionstrongor weakcentreof interest distractingor busy,flat, or too grey. This

couldhavebeenwritten aboutthe JPS.

Discussionsvith JulesCohenandDan Swart,bothhavingrelinquishedheir membershipf
theJPSto join the CCJ,revealeda perhapsnoreaccuratd if personal summatiorof the

J P SriethodologyCohen(personatommunicatior2020)begarhis artistic pursuitsfirst by
paintingandthenwith acinecamerawherehefi d i s ¢ akmnd of magicin sequential
compositionuxtapositionwhich wentbeyondthe subjectmatterof the separatelement

A lwas,in fact, my first realisationof the differencebetweerd s t u dthe subjéct)and

0 p un c(thes md | emottor@aler intellectualimpact),eventhoughl did notusethose
termsuntil muchlater.0 While acknowledginghe valueof the technicalaspectof
photographynculcatedat the JPS heis quick to mentionthathelearntnothingaboutwhat
wasgoingon photographicallyn therestof theworld. He continuesby narratinghow once
hebecamesecurdn histechnicalprowessasaphotographerhe startedto grow uneasyabout
theway thatthe JPSconcentrate@xclusivelyon suchmattersHe felt thattheyd i dkmawt
whatelseto do andwereafraidto pushthe envelopebecauséhe memberof theJPSA h @od
gettheir marksandpointsandmedalsandthingso Sotheyjust kepton repeatinghework
thatwasexpectedin his view, it wasthe dualaspect®f technicalexcellencecoupledwith
superbandscapemagesthatbecamehe cornerstonef JPSphotographyWhile still life and
portraiturewererepresentedit wasprincipally landscapethatdominatedheir repertoire.
Therewas,he said,almostno discussiorof theaesthetiozalueof printsasdistinctfrom the
technicalandcompositionabspectsAt theinvitation of Lou Yudelman,Cohenjoinedthe
CCJwherehefoundmoreappealingphotograpic work thatdemandedo beviewedmore
introspectivelyandin greaterdepth.i fegardedasexcellentanywork which brokenew
ground,exploredmoreavenue®f creativity,andgenerallyengagedhe emotions.Thatis

still my opinion,andit is onthatbasisthatl cansayl foundthework of CCJto bemore
satisfying,moreoften.It wasatthe CCJthatl founda greaterbreadthof creativevisionanda

willingnessto explorenewi d e (@essonatommunicatior2020).

Dan Swartalsoleft to join the CCJafterfinding the JPSAi n to beveryc r e a (persorald

communicatior2021). In the manuscripbf hisunpublishedook fi Cr e &hoiographyor
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SwitchedOn P e o p(20@5phebemoanghefactthatorganisedsouthAfrican amateur
photographyhasbecomesolatedfrom the mainstreanof modernthinkingin thevisualarts
Outsideinfluencesthatcould haveliberatedthe creativemindsof SouthAfricans havenot
donesoto anyappreciablextent.A pervasiveattitudeof parochialisolationismhas

dismuragedhesephotographerfrom wantingto expandheir horizons.

Citing theconnectiornwith British amateursandthe SouthAfrican acceptancef the
technicalandaesthetistandardsetby the RoyalPhotographi&Society,Swartnotesthat
repetitivesubjectmatterhasbeenpassealownfrom generatiorto generationHe believes
(Swart2005,18) thatevenconnectionsvith the slightly moreliberal Americanand European
amateunrganisationsPSAandFIAP, havehadlittle influenceon SouthAfrican
photographi@approachedde singlesoutthe CCJfor beingmoreoperrminded.He concludes
with thefollowing observationfi C Gslkloserin its approactio mainstreantevelopment
world photographythanmostotherclubsandshouldstick to its gunsregardles®f misplaced
crit i(Swart2m131).

Theintentionhereis nat to malignthe JPS butto showhow this oncepowerfuland
influential club differed substantiallyfrom thework doneatthe CCJ.Almostfrom the
inceptionof the CCJthe JPStook a disparagingriew of it. Thefollowing is anextractfrom
B e n s u @36 IB)Silverimages filn thefifties theemphasisvasonthedocumentary
schoolandthe Chinesegroup,whilst the sixtiesbroughtthe contemporaryvork of K.J.
Reinheimemlndthe unorthodoxtreatment®f M. Feldmanpothfrom Johannesburglt was
this disdainfor the Modernistcultural currentssweepinghroughthe Westerrworld thatled

to thegraduallossof JPSmembersmostlyto the CCJ.
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MichaelMeyersfeld,Dr Kin Bensusan2001.

To furtherillustrateJ P Spéesccupationvith the technicalaspectof photography] cite
someextractsfrom issuef theirin-housgournalReflex

Februaryl974:i B r Judefrom FrankandHirschwill give alectureandpresentatioronthe
Unicolourpr ocess . 0

Januaryl977:i Apresentatiorf Leitz andLeicaproductsby courtesyof Wild of South
Africa(Pty)Lt d . O

April 1978:i1 Apresentatioy Peterhousef a new processalledExhibitex,allowing for a
photographoresemblec anvas . 0

August1981:fi Anonthlyworkshopby Minolta to be heldatthe LandrostHotel.0
Septembefl983:ii Aectureby CibaGei gy . O

Junel985:A A a v e n ioutingto €ibaGeigy,whereapracticaldemonstrationvill be

givenonlifordMu | t i gr ade. 0

Intersperse@mongstheseproductguides somewhatlarmingly,is anindictmentby David
Goldblatt
July 1977:i1 We belpresentingafollow upto DavidG o | d b thoaightiprovekingtalk last

month,in which he suggestedur photographsvereshallowin conceptandoftenpointless 0
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Otherpresentationthathighlight the chasmbetweerthe JPSandthe CCJinclude:
Decemberl967:i Aalk onbird photographyoyRM.Bl oomf i el d. 0o
Septembel969:i F r &amlborrwill begiving atalkond C aahd®ogsd 0
Talksof this naturewerenevergivenatthe CCJ.

Much storewassetatthe JPSby organsed groupoutings,frequentlymandatedn pre-
designatedubjectmatter.This contrastedvith the CCJ wheregroupoutingswerenever
organsed. The occasionabutingsthatoccurredmainly to Lesotho,comprisecho morethan

threemembersall friends,andusuallythe samepeople.

| includemoreextractsfrom theJ P SReflex

Decemberl969:i Waretrying to arrangea visit to the Krugersdop GameParkandor the
PretoriaZ 0 0 . 0

May 1974:i B r yoardoubertarkpicturestotheme et i ng. 0O

Octoberl974:i Kr u g e GasneReserpeRondavelfhavebeenbookedfor a club outing.

Workshop picnic,andothere x ci t ement s. O

Januaryl977:i Cardompphi t i on. O

March1977:i S u nMaecl13th: Thisis anextra.Our lastouting provedso successfuthat
w e O6deadeto haveanotherone.Theideais thatwe all turnup at a selectedrenue with our
camerasndgadgetags,andcompeteo seewho canmakethe bestphotograptof that
place Theoutingchoserthis monthis the RandAfrikaansUniversityin AucklandPark,and
w e dénteetingat8:00am.Memberswill competan teamswith four peopletoat e a m.
March1982:fi O Bundaymorningthe 7th of Feb.atanunbelievablyearlyhour,the new
Ellis ParkStadiumwasinvadedby a motleyselectionof Print Sectionfanaticssuitablyhung

aboutwith enoughequipmentosinkas hi p. 0
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GroupOuting.JPS,1960s

Looking atthe subjectmatterof talks given,togethemwith theemphasi®n groupoutings,one
seesa club whosemethodof operationcould not be further removedfrom that of the CCJ.
i C a mautingsareatraditionamongamateuphotograply r o wbserés Schwartz1983,
54), perhapsimplying that group outingsinvite a herd approachand leave little room for
individuality.

It becomesvidentthatthe JPSwasa club still characterisetly a styleandmethodologythat
beganto wanein the 1920sin Europe Britain, andthe United StatesBy contrastjt wasthe
phrasean theC C J fousdingstatementii tfarm a club whereoriginality wasnot stifled by
conventionajudgingo thatwaspivotal to whatthe CCJstoodfor right from the beginning.

While the JPSwasmiredin the past,the CCJwasled by agroupof progressivehinkers.

The ChineseCamera Club of South Africa

The ChineseCameraClub of SouthAfrica (CCCSA),sometimeseferredto asthe Chinese
CameraClub of Johannesburgyasformedin 1952in Johannesburgndwasactive
throughouthe 1950sand1960s.Following the PopulationRegistratiorAct of 1950,
memberof the Chinesecommunitywereclassifiedasfi C o | o andwemr@subjectto
discriminationbasedbn this designationDuring the first decadeof institutionalised
apartheidawholeraft of legislationcurtailedthe Chinesec 0 m mu naiccesgoipsoperty
ownership public facilities, educationhealthcareandmuchelse Within this oppressive
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atmospheréhe CCCSA,anall-Chinesesociety wasformed,creatinga forum for
photographshatexpressethe Chinesec 0 mmu naspirati@gnsndculturalheritage There
doesnotappearo havebeenanylegislationthatprohibitedChinesandividualsfrom joining
theexistingii w h iclubs.8till, the prevailingatmospheref apartheidwhereChinese
peopleweretreatedassecondclasscitizens,mustundoubtedlyhaveled to feelingsof
humiliation,embarrassmenanddiscomfort. The CCJdid for manyyearshaveanIndianand
a ChinesanemberBoth Husseinlbrahim,a medicaldoctorworking at MedunsaandHenion
Hahnwere,despitethe segregationisiaws, very activeandpopularmemberof the CCJ.The
CCCSA,bornoutof asenseof exclusion,appearso haveoperatedsimilarly to manyother
SouthAfricanclubs.Their distinguishingfactorwastheir strongHong Kong connectiorand
thedecidedlyChineseauraof their photographsiendingthemanapparenexoticism In his
threearticles,ProfessoMalcolm Corrigall (2018,7) goesinto detail aboutthe workingsof
the CCCJ.He describesow the Club wasfoundedby its first chairman JackHo, whose
applicationto studyphotographyat the WitwatersrandrechnicalCollegein Johannesburg
hadbeenrejectedon thegroundsof race. This kind of discriminationconducedo the
establishmenof aracially exclusivelyChineseCamereClub, aninstitutionthatcould
providea photographieducatiorandat the sametime imparta senseof prideto bothits

membersandthe Chinesecommuniy atlarge.

It canbe assumedhat,like mostcameraclubs,memberof the CCCSAphotographea
rangeof subjectsStill, readingC o r r i agtields,théreappeardo havebeenastrong
emphasi®n cityscapegmainly in andaroundJohannesburgndlandscapebeavily

influencedby traditionalChinesdandscapegpainting.

Corrigall (2018, 4) stateghatphotographi®utingswereoneof the principal activitiesof
the ChineseCamereClub. Frequentiytheseoutingshadoverlappingfunctions combining
photographywith socialgathering of family andfriends.Theexcursiongprovidedan
opportunityfor memberdo leavetheir restrictiveareasandmovearoundin the city where
theylived i b wasnottheirso Apartfrom the noveltyandpleasureof a day awayfrom their
confiningareas,membersf family andfriendsfrequentlyaccompaniedhemandwereused
asmodelsfor their photographishoots.Thisremindsusof S ¢ h w a(A983%5d)€riticism
of outingsasa traditionamongamateumphotograpk groups but herethe circumstancesvere
atypical.Many of the outings,usuallydaytrips, werewithin andaroundJohannesburgnd

Pretoria.Outingswithin the city wereusuallymadeto well-knownlocales.Someof the
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favouriteswereWits University, Zoo Lake,a variety of newly built Modemist buildings,and
the Civic Centre animpressiveModerniststructuren its time repletewith sculpturesand
fountains.Thereseemdo havebeena shareddesireto takeimaginativepossessionf places

defactoout of boundsto Chinesegpeople(Corrigall 2015).

i B situatingChineseSouthAfricanswithin recognsablelocalesin Johannesburghe
visibility of the Chinesecommunitywasheightenedandannouncedhemasanintrinsic and
permanenpartof thec i tpyodpsu | €Coriigalli2@l8s, 513). This maywell beaccurate,
butthewhole procesof groupoutingsincludingfamily andfriendswasthe antithesisof
whathappeneditthe CCJ.Thesegroupoutingsbeara strongresemblancéo theplanned

groupoutingsof the JPS.

JackHo, thefounderof the CCCSA,studiedfor sometimein HongKong, becoming
significantlyinfluencedby Chinesepainting. Togethemwith thefirmly knit fraternity of the
CCCSAandtheir culturalpride, it is not surprisingthattheir work shouldhavehada strong
Chinesdeaning Thetwo internationakalonsstagedoy the CCCSAin 1956and1964were
openonly to individualswho identifiedasChineseTheyregularlyreferredto theirwork as
A Chi cameraa r dndh C h i priate femly situatingtheideasandpracticesof club
memberswithin aninternationahetworkof i C h i phetsgephip r a c (Corrigallo
2015).The overwhelmingnfluenceof traditionalChinesdandscapgaintersdentifiesthis
work asunreservedlyictorialin style. Fromtheimagesshownin Corri g apapetsis is
patentthatcopyingChinesegpaintingswastheir absolutantention.Completingthe similarity
still furtherwastheir inclusionof calligraphyin the bodyof a photographandthefi ¢ hdmp ,

signaturesealstampedvith redink.
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AncientChineseLandscapdlainting.

Calligraphywasusedfor a variety of reasonsAppropriatng anancientChinesestyle,
calligraphywasusedby club membergo inscribepoemson prints,aswell asto detalil
thetitle of the print andthe nameof the photographerNotably, calligraphywasalsousedas
adeviceto balancethe composition(Corrigall 2015).The photograpltDistantMist by Tony
Yauis afine exampleof how theblock of black calligraphyaccentuatetyy theredchopso

elegantlybalanceghetriangleof treesatthe bottomright.

Tony Yau, DistantMist, dateunknown.

During its activeyears the CCCSAwascountedamongthe moresuccessfuSouthAfrican
camereclubs,primarily dueto me mb esuccesat InternationalSalons While being
influencedby Chinesepainting,their approacho landscapghotographywasgreatly
motivatedby the Pictorial style of photography still popularin HongKong despitehaving
long sincewanedin the West In their seemingprientalexoticism thesephotographersvere
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unabashedlgopyingChinesepaintings.This, togethemwith their tendencytowardsgroup

shootsplacesthemin a positionnot too dissimilarfrom thatof the JPS.

Thereis no argumenthatthe formationof the ChineseCameraClub of SouthAfrica had
muchto do with theexclusionarylaws of the country.It alsoallowedmemberdo express
themselvephotographicallyl am,howevernotin full agreementvith Corrigallwhenhe
suggestshatthe desireto perpetuateé Chinesestyle of landscapg@hotograpy that
originatedoutsideof SouthAfrica cannotbe adequatelexplainedwithoutreferringto the
local historicalsituationin SouthAfrica, andthatii p afrthereasorforclubme mber s 6
attachmento Chinathroughphotographywasdueto their unwelcomereatmenin apartheid
SouthA f r i(Gomigall2015,54). While | would agreethatthe very formationof the club
waspredicatedn theapartheidgovernmend seatmenbof Chinesgoeople | do notbelieve
thattheir appropriatiorof a Chinesestyle of landscapghotographywvassimply afunction of
thepolitical climate.Both the JPSandthe CCCSAwereclubswheregroupactivitieswere
paramountindividualismseemdo havelargely beenabsentwith both clubsfirmly rootedin

Pictorialism,onewith aWesernslantandonewith anEasernslant
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Chapter 4

In the previouschapter] discusedin somedetailhow boththe CCSAandthe JPSlargely
adheredo the conventionf Pictorialismandboreout manyof thecriticismslevelledat
amateurcameraclubsby Schwartz Both theseclubsarenow defunct.This chapterdescribs
thedifferentapproachadoptedat the CCJandhow this distinguishedt from mostother

SouthAfrican clubs.

Camera Club of Johannesburg

Photographyn the pasthalf-centuryhasundergonesignificanttechnologicabdvanes.
Prints,bothcolourandblack-andwhite, canbedigitally printedin sizespreviouslyunheard
of. High-resolutioncamerasaptureinformationin infinite detail, with computertechnology
andAdobePhotoshogransformingmagemakingbeyondtheimaginaton of thedarkroom
era.Socialissuessuchasfeminism,race,genderandmanymorehavemigratedfrom the
newspaperso the pristinewalls of importantgalleries.Internationabuctionhousesonduct
photographysaleswith knowledgeableollectorspayingsumsin the multiple millions. It

w a s alvdayslike this. In the camereaclubsof the1960s,1970sand1980s photographywas
steemdin theatmospheref darkroomswith developingbaths fixers, drying, glazing,
spotting,andmounting.lt is aboutthis time thatl amwriting, whentherewaslittle

recognitionof photographyasaform of galleryart.

In mostrespectsthe CCJappearedn its day-to-day runningto be muchthe sameasany
otherclub. Monthly meetingsvereheldat the Johannesburbibrary, usuallyon the last
Thursdayof everymonth,whereannouncementseremadeandprintsweresubmittedfor
evaluation.Thereweretheraregroupoutingsto Lesotho generallycomprisingthe same

threeor four membersandnot organsed by theclub. Theannualtrophynightwasthey e ar 6 s
highlight. A visitor from anyotherclub would probablyhaveseemothingsignificantly

different. Attendanceusuallyran betweentwenty andthirty people.Thesecretarytook notes

of thee v e n lawagigarsdannouncementseremade while chit-chatpermeatedhe

evening.
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Main Entranceto the Johannesburbibrary, 18-11-2018.

The IndabaRoom,whereCCJmeetinggook place,18-11-2018.

The CCJ,while beingoneclub, hadtwo divisions the coloursectionandthe blackandwhite
print section.Theywererun as separatentities,eachwith its own setof office-bearersMy
dissertatiorfocusesexclusivelyon the black-andwhite print section.Therearetwo reasons
for this. Firstly, I haveworkedexclusivelyin black-andwhite for manydecadesand
secondly all the photographianovementandselecteccameraclubsdiscussedh this
dissertatiorwereworking in black-andwhite. Colour photographyonly becamecommonin
theearly 1970swith the adventof the C21 negativeprocessThefirst majorexhibition of
colou photographywasby William Egglestoncuratdby JohnSzarkowskiDirectorof

Mo MA phetographydepartmentlt openecatNewY o r Kdssumof ModernArt in May
1976(Museumof ModernArt 1976)
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Like mostclubs,the CCJhadadedicateccoreof membersvho attendedneetingsegularly.
It adoptedafi s syatend to gradediffering levelsof competenceThis rangedfrom onestar
for beginnerdo five-starhonoursNot all clubsusedthe starsystembutcommonto all wasa

definedsystenthatpositionedmenbersin a hierarchyof competence.

Viewfinder the CCJjournal, lists the coremembersasMike FeldmanLou Yudelman,Ludi
Blum, Wally Rossini,JoosteKotze, Dirk Vermeulen FrankandSonyaSanbourneiEddie
Field, JohnRushmereDanieCoetzer DennisArden andtheauthor.Thethreemost
prominentexperimentamembersvereMike FeldmanlLou YudelmanandWally Rossini.
Mike Feldmanpassedwayon 18 August2018,aged93, havingachievedhe statusof
HonoraryLife Member,HonoraryPresidentandHonoraryLif etimePresidentHis boundless
energywasabundantlymanifestin his soloexhibition Patternsin Decayearlyin 2018.Lou
Yudelmanwhowasliving in CapeTown, passe@awayon 26 January2022,aged94, leaving
Wally Rossini,who uponretiring to Knysnafifteen yearsagosadlydestroyedeverynegative

andprint of his career

The succes®f the CCIwasdifferentfrom thatof thethreeoverseaglubsl discussn
Chapter2. The LexingtonCameraClub haddirectcontactwith suchluminariesasAnsel
AdamsandBrett andEdwardWeston,notto mentionthe guiding leadershipf RalphEugene
Meatyard a namethatbecamewell knownin theannalsof AmericanphotographyNor did
CCJhavethegoodfortuneof the Foto-Cine ClubeBandeirant¢ FCCB), which appearedo
havememberswvith strongconnectiongo the SdoPauloModernArt Museumandthe Sao

PauloCity Council.

Froma photographypoint of view, Johannesburgndtherestof SouthAfrica laggedfar
behindthe stridesbeingmadein England,the USA andEurope.Photographysanaccepted
artform wasall but non-existent.Our nationalgallerieswereapatheticor too conservativeo
includeany meaningfulexamplesof contemporaryphotographyn their collections.
Commercialgalleries with afew exceptionsywerenot muchbetter,resultingin the art

buying public beinglargelyunawareof photographyasanartform.
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The Culture of Creativity
Severakriteriasetthe CCJapartfrom otherSouthAfrican clubs,all emanatingrom the
progressiveactionsof its strongleadershipandresortingundertherubric of creativity. These

areexploredbelow.

Judging

Muchofthec | udud@esganbeattributedto the monthlyjudging.On arrival members
placedtheir submissiongor judgingonthedesignatedi s t table.®ountedphotographs
werepinnedto adisplayboardfor all to see beginningwith thelowestgrade Notably,the
judges,carefully choserfor eachsectionwere obligedto discussandgive reasongor their
decisionsThis processvasneitherarbitrarily dispensedvith nor rushedwith a senior
memberalwaysat handto interveneshouldthe processreeroff track. Theimportanceof this
cannotbe overstatedyith theseeveninggrovidingawonderfulopportunityto learn,
particularlyasthe prevailingethosof the club encourage@ modernisticapproachand

experimentation.

Very earlyonin my membershipf the CCJi | seemto recalll wasatwo-starworkeri |
was keento put up for evaluationanimagethat! wasvery excitedabout | hadbeen
photographingroundthe SeaPointPavilion SwimmingPoolin CapeTownwhenmy
attentionwasdrawnto adetail of thepool, whichin retrospectould beviewedasan
abstractiorof anurbanlandscapel wasawarethatthisimagewasvery differentfrom
anythingl hadeverseenor previouslydone,butl nervouslywentaheadandsubmittedt at
thenextmeeting.Whenthejudgesgotto my print, a hiatustranslatednto fiandwhatdo we

dowitht hi s ? 0

Mike Feldmangotto his feet,encouragetewwaysof seeingandto my delightcommended
my print. This wasa classicexampleof whattheclub did. You werenotawardedor
reproducingwvork thathadpreviouslybeenseenl would arguethatthis openand
encouragin@pproacho experimentatiormndoriginal Modernistinterpretationsvasan
importantdifferencebetweerthe CCJandthe JPS.
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MichaelMeyersfeld Retreat 1976.

Feldmanwasby no meansaninternationallyknown phaographernor, for thatmatter,was
any othermemberof theclub. He was,however well knownat mostinternationakalonsand
wasarecognsedforcein thelocal photographianilieu. Rightup to his death Feldman
constantlysoughtnewwaysof expressiorthroughthe cameraandharbouredanardent

antipathytowardsthe conservatisnthatprevailedin SouthAfrican clubs.

Telescopingoackinto history canmakeeverythingappeaisoorderlyandneatlypackagedl
do notdoubtthatamang thethreephotographianovementandthethreeoverseagsamera
clubsthatl discussuntidy instance®f disagreemerdéinduncertaintymusthaveoccurred.
Differencesmusthaveflared,andfailuresrecognsed, noneof which cometo bewritten upin
the history books.

Alfred Stieglitz,oneof the greatnamesn thetwentiethcentury,constantlygrappledo
understandvhatphotographymeantandto establisithec a me plaacéngheartworld.
Beginningasa dedicatedPictorialist,hebecame&nownasthefatherof photographic
Modernismin Americaafterproducinghis legendaryphotographrheSteerageandended
his careemwith a seriesof abstracimagesof cloudsknownasthe Equivalentswhich were
intendedto free the subjectmatterfrom literal interpretation.The unrelentingorogressiorthat
definedS t i e garaeehighligkts the constanseekingfor afl n e samerdanguage
amongstommittedphotographersThis continuousseekingwvasparticularlyprevalentatthe
CCJ.LookingatMike F e | d nemdsdpephotographypneseesa changen style,moving
from earlyPictorialismright up to Modernismin the early 1980s.Thefollowing four

photograph$y Feldmanarea samplingof thatchange.
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HarvestEndrepresentsnanyaspect®of typical Pictorialismof theearly 1900s.The strong
cloudformationprobablyenhancedhn the darkroom,the useof texturedpaper,andthe
compositionitself defining thisimageaspre-Modernis.

Mike FeldmanHarvestEnd 1958(Lesotho).
All photographgreditedto Mike Feldmanarecopyrightfi T HEstateof Mike Feldman2 0 1 8 0 .

Reproductiorin anymediumandby any meansds strictly prohibited.

Sextetdonefour yearslater, illustratesthe continuinguseof texturedpaper but thereis a
significantdivergencan style.Placingthe clump of five treeson theleft of the framewith
thesingletreeto theright createsa perfectanddeliberatepointerto the distanthomestead.
This isolateddwelling in anoasisof treesis situatedin aburntandbarrenlandscapeThereis
adistinctunderlyingnarrativeof theremotenessf farmsin SouthAfrica, stronglyindicated
by the dwarfed,white-walled home.Sexteis formativeandartistically modern with the
strongshape®f theforegroundreestelescoping n eviSien to theisolatedhomesteadh

thedistance.

59



Mike FeldmanSextet1962.

Mike FeldmanEventide 1976

Justmorethanadecaddater,in Eventideanotherwisetypical Lesotholandscapehasbeen
treatedby Feldmanvery differently from eitherHarvestEnd or SextetHarshgrainhas
replaceda smoothtonalrange.The contrastis greaterwith the contentalmosttakingsecond
placeto thedesignelementsThereis nothinglyrical aboutthe strongS-curve.Towardsthe
bottomleft of the photographthelight-rimmedhorsejoins the sharpzigzagup the mountain,
seeminglybisectingtheimagein two. Theh o r pasiioaon thewhite pathperfectly
balanceghethatcheddwelling squattingtowardsthe bottomright. Wherethe tonalrangeof
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Sexteis smooth Eventides aggessivelypunchyin its graininessBoth thesescenedave
beenseenmanytimesin differentvariations,but the graphicqualitiesin Eventidedarkenthe

otherwisepastorakcenawith somethingoorderingon theominous.

Twentyyearsafter HarvestEnd,theimagebelowillustratesF e | d mrmawitréasmenof a

Lesotholandscapelesothas substantiallydifferentfrom his earlierworks.

Mike FeldmanlLesoth9 1979

ComparingLesothato African Kraal (below)oneis struckby the quantumeapin style
betweernthesetwo imagesof similar subjectmatter.Both photographseflecta bucolicrural
scengepletewith the ubiquitousthatchhuts,sheepmountainsandthefigure of alone
personBut theuniquetreatmenin Lesothgplacest within a markedlyModernistand

progressivecategory.
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Mike Feldman African Kraal, 1964

Whenviewing aphotograptsuchasMike F e | d nLasotbod#t is essentiato be cognisant
thatit wasproducedn-cameraandnot throughdarkroommanipulation.This work preceded
the creationof AdobePhotoshoy morethanadecadeTheresultof aphotograpthadto be
pre-envisagedCarewastakento gettherequiredcropin thetaking of theimage,andthe
inclusionof therebate(the blackborderaroundthe photograph)asseenin Lesothg indicates
thatthis wasnot croppedn the printing. Feldmananopticianby professiongcut hisfilter to
producethis uniqueinterpretatiorof commonsubjectmatter,startlingin the contextof South
Africa photographyn 1979 It wasimagedike thesethatspurredmembergo moveinto
unchartedvaters.Theybothencourage@ndgalvanisedTheywerediscussedenterednto
salonsandexhibitions,sold,or morelikely givento friendsandfamily whoin turn displayed
them.Thusbegana slow seepageutinto thenon-cameraclub world. At the CCJ,
particularlyfrom the early 1970s therewasa determinedandsustaineckffort to usethe
cameran wayshot previouslyseenin SouthAfrica. Not everythingwasgood,but theethos

to moveawayfrom repeatingoreviousstyleswasakey concern.

New Topography

In thelate 1970sandearly 1980s landscapephotographyat CCJchange direction. This was
in directoppositionto the traditionallandscapestill beingproducedat manyclubs.
Landscapghotographdeganto incorporatenonrural objects,in line with thenasceniNew
Topographidviovementthatbegann Americain the early 1970s.Includingsuchnamesas
RobertAdams,Lewis Baltz andStepherShore this groupwasinspiredby mantaltered
landscapesselectingsubjectmatterthatwasoften considerednundaneParkinglots,
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suburbarhousingdevelopnents,andwarehousesvereall depictedn starkausterity |
believethatneitherFeldmamor otherclub membersincludingthe author,werefamiliar
with thephrasei N eTwpographic® Still, asshownbelow,thesewerethe beginningof
urbanphotographyatthe CCJ,occurringat thesametime it did in the USA.

[

MichaelMeyersfeld Pylons& Arrow, 1977
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MichaelMeyersfeld M2 EastHighway, 1982 MichaelMeyersfeld HydePark Reservoiy 1982

Theabovetwo imageswerepartof a1982exhibitionheldatthe MarketTheatreGallery.

Theyreflectthe growing confrontationbetweematureandma nrieeds.

M2 EastHighwayconsiderghe overpoweringconcretestructurebarelyallowing roomfor a
wisp of cloudanda mansculptedshrub.in HydePark Reservoirthe plantgrowthon the
embankmenis challengedy acreepingshadowof darknesssuggestinghe eliminationof

natureandthedominanceof manmadestructures.

Thefollowing is ashortarticlethatappearedn the Junel982Viewfinderdescribingthe
reactionof club membergo theseimagesby Meyersfeld

Thememberf Group3 foundthemselveso a certainextentat oddswith the
photographein termsof their interpretatiorof the exhibit, andit appearshat
Michael

Meyersfeldhasmovedhis photographyinto aworld very far apartfrom thatin which
memberof the club exist. He hascertainlydisplayedn no uncertaintermsthe
Courageof his convictionsandhis individual attitudetowardswhatcould be
describecas6 Ur P a o t oManyaflug*davebeenpredisposedo dismissthis
type of

work out of hand,butfor this writer, thereis a definite anddynamicdevelopmenin
thework of MichaelMeyersfeld.His attitudesareclear,andhis ability undoubted.

24 This presumablyefersto membes of Group3 who attendedhe exhibition.
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DoesF e | d niMajesiiciollution havemeritbeyondthe aestheticThewhite plumesof
smokestarkly contrastingwith the nearblack sky seemto heraldanominoussenseof
approachingyloom. The bewilderedooks of the beautifully positionedfour headsof cattlein
thebottomright-handcornerappeato pleadfor help. Thisis surelyfar removedrom the
traditionalphotograply thatDonnaBeth Schwartzclaimsis perpetuatedhy the cameraclub
ethos.Similarly, Pylons& Arrows subvertingthe expectedandscapghotographprovides
manynarrativeslt is noteworthythatalmostat the sametime (1975)thatthe groundbreaking
exhibitionNewTopographicsPhotogrgphsof a Man-AlteredLandscapavasshowingat the
InternationaMuseumof Photographyat the GeorgeEastmarHouse New York, works
showingmanalteredlandscapesverebeingproducedy membersf the CCJ.Robert
Adams,Lewis Baltz, StepherShore,andotheis embarkedn a previouslyunseerapproach
to landscap@hotographywhereaspectof beautyandemotionwerestrippedawayandthe
starkrealitiesof urbanscenerywererevealedvith pronouncedletaciment Their
photographshowedhe everydaysightsof suburbiawith little or no attemptto glamourse
them.In his publicationBeautyin PhotographyRobertAdams(1981,24)remarksi Be aut vy
seemedo beanobsoleteword, appropriatdo urnsandthe deadinsidetheny whathadthe
termto dowith therealitiesof thisc e n t A photdghaphemestatesfi ¢ dascribeabetter
world only by betterseeingtheworld asit is in front of him, andthatfor a pictureto be

beautiful,it mustin somesignificantrespecbeunlike whathaspreceded t(1881, 26,27).

The CCJwasalreadytaking tentativestepsin this direction,producingworks consonantvith
theaesthetiof the New Topographicsnovement Thereis no evidencethatany otherSouth

African camereclub wasdoingsuchwork atthetime.

Portraiture

Like landscapghotographyportraitureatthe CCJwasconstantlybeingnudgedtowardsa
newform of expressionTraditionalportraitureproducedoy thewell-knowncommercial
portraitphotographedanePlotz, andthe portraitstakenby David Goldblattfor Leadership
the SouthAfrican magazingdacknowledginghatthesewerefor editorialpurposes)were
eschewedt the CCJandseenaspurely marketableor commercialwork. While these
portraitswereof the highesttechnicalquality, well-lit andcomposedtheyweregenerally

A s aivith little artisticinterpretation.
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Professor
Mahlo Mokgal

Afirm believer and cat§lyst
of fee-free education

David Goldblatt,RaymondAckerman David Goldblatt,ProfessoMahlo Mokgalong

Oneneeddo be cognisanthatportraitscreatedor a specificadvertor magazinecover,as
shownabove frequentlyhavespecificshootingconditions.In the caseof Leadershipthere
werelikely requirementgor the mastheadndtext at the baseto fall on darkareado allow
for immediatereadabilityandrecognition.Similarly, while meticulousbothin lighting and
technicaknow-how, JaneP | o partraitsremainedundamentallycommercialwith the

primaryrequiremenbeingto createasflatteringanimageaspossible.

JanePlotz,BettyMeyersfeldc. 1940 JanePlotz,Untitled, c.1950
Portraiturehasalwaysbeenafavouritesubjectat cameraclubs,andasdemonstratetyy Brian
Bates(1970),theywereusuallyformulatedandprosaic.The CCJeschewedhis approach

anddetermiredly directedmembergo amorecontemporarandmodernstyle.

In the May 1970issueof ReflextheJ P Sriosthlyjournal,Batesoffersi s osneggest i ons 0
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Thedistancebetweerphotographeandsubjectshouldnotbe morethansix feet.
Theshouldersnustnot befi s q w ardry 45 degreedor slenderising.

Fill theviewfinderandcomposeén it.

UseVaselineon thelower lip for a highlight.

Thenosemustnot cutthecheekline.

By contrastthe CCImovedawayfrom suchformulaicapproacheandstroveto pursuea
moremodernpath.

The CCJfollowed threedistinctapproachesThefirst is derivatives asshownin the
following two examplesMike F e | d nd@8mown&sq is asolarsedimage,andWally

R o s s Lookingissacombinationprint utilising high conrastandpostersation. The
techniguesdoptedn theseimagesarenot new, but atthe time they caused stir in
photographicirclesin Johannesburdt is notthe processsthatl amlauding,butrathertheir

innovativeusein portraiture.

Mike Feldman,J BrownEsq.1971 Wally Rossini,Looking 1975

Thesecondapproachwasthatof portraituretakenoutdoorsinto naturalsurroundingsusually
incorporatingperipherainformationaboutthe subject.Thefollowing exampletakenby Lou
Yudelmanin Lesothoprominentlyfeaturesa man,presumablythe headof thefamily. This
portraitsituateghe subjectin his environmentexpandhg the meaningof the photograptand
enlargingthev i e wumdelstandingf its subject
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Lou Yudelman LesothoFamily, ¢.1975.

Yudelmanusedayeredpositioning,with the headof thefamily in theforeground the
remainingfamily memberdraditionallysomepaceshehind,with the backdropbeingtheir
stoneandthatchdwelling. Togethemwith the soft naturalsidelighting, greatlyenhancedby
theappropriataiseof awide-anglelens,this portraitcreatesa senseof immediacy A further

exampleof situationalportraitureis TheTwelveApostlesbelow.

MichaelMeyersfeld, TheTwelveApostles1977

Thethird stylewasto give portraiturea moremodernlook. This wasinfluencedby
discussionst Group3 andanarrayof bookson contemporarphotographythatbecame

availablethroughRussellFriedmanBooksandthe Bensusartibrary.
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Theworksby Man Ray,Bill Brandt,andDavid Bailey, amongothers triggeredthe desireto

producework thatwasmorepoetic,intense andpowerful.

Bill Brandt,Untitled, c.1950s Bill Brandt,Untitled, ¢c.1950s

Bothof B r a nphata@rephseproducedereutilise graphicandunusualiewpoints,with
wide-anglelenseausedto heightenthe effectanddramaof the portraits.Strikingly unusual
for club portraiture themodelsin bothof B r a nphatagrephsrenotlookinginto the
cameraandseemabsorbedn theirownworld.

Womanwith Scarfis afurtherexampleof how the CCImovedawayfrom conventional
portraiture.This imagecomprisenly threetones theblackof the hairandbackgroundthe
paleface,andthe darkergreyof the scarf,therebygiving it avery graphicfeel. Also, the

subjectis neitherawareof norinterestedn theviewer.

MichaelMeyersfeld Womarnwith Scarf 1974
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International GuestSpeakers

Inviting overseaguestspeakerso conductiecturesandworkshopsvasanongoing
occurrenceprovidinganimportantwindow onto photographianethodsandstylesin other
partsof theworld. Thesetalkswereopento the blackandwhite print andcoloursections.
Amongstothers therewerevisits from FreemarPattersonGeorgePollock,Hank Shull,
RaimoGareis,Willy Hengel,PaulY arrows,andJerryUelsmannii T h evasashortvisit
from MargaretBourke White whenshecameto SouthAfrica to photograptthefilming of
Zulu,0 remarksPhillip Feitelberg(2022,personacommunication)a seniormemberof the

coloursectionof the CCJ.

Hank Shul,adoyenof the Cibachromewvorld anddeveloperof softfocusanddiffusion
lenseswasoneof thevisiting speakerswhile beingcolourorientatedcandfalling outsidethe
directinterestsf the black-andwhite print section,alot couldbeleanedfrom speakerdike
him aboutnewwaysof seeinganddifferentapproacheRaimoGareis famousfor his shots
of hippiesin CentralPark,New York, andthe technicaldirectorof Agfa-Gevaertn
LeverkusenGermanywasanothemoteworthyspeakerRegadlessof their content,oneleft

thesetalkswith arefreshedsensef enthusiasm.

FreemarPattersonthe Canadiamaturephotographeandwriter, wasa frequentvisitor who
lecturedandconductedvorkshops! neverattendecis talks, ashis subjectmater fell
outsidemy sphereof interestHe was,however regardedasa vibrant,informative,and
stimulatingspeakerHe beganteachingohotographyandvisualdesignin the early 1960s,
primarily to smallgroups His knowledgeandpresentatiorskills soonattractedhotice,andin
1973thedemandor his instructionalskills enablechim to establisra workshopprogranme
athis homesituatedon four acresatthetip of Shamper®Iluff, New Brunswick,Canada.
Pattersormadeseverabisits to SouthAfrica betweenl967and1983.i1 R e g aasaheni
C a n a draeetnmentphotographerdieis knownworldwidefor his excellencen
photographywriting andteachingandhaswritten seveal outstandingd o o kMc@ristall
2013,para.10)Pattersoremphasseal theimportanceof visualdesignandthe principlesof
compositionrecommendingloingasmuchaspossiblein-cameravhentaking a photograph.
PattersorandColla Swartco-foundedthe Namaqualand®hotographidVorkshopsn 1984
andundertookvisits to thedesertvillage of Kamieskrooronceor twice everyyearto teach

threeto four weeklongworkshops! neverattendecis lecturesandcannotprovideany
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directlink to work doneby theclub, otherthanthatof Ed Field, a club membemwho wentto
Canadao attenda coursewith PattersonHis photograpiCrayfishBuoyswastakenat Grand
Manamaanislandoff the Canadiarcoast.This saturateatolour photograpthasstrength not
only in its compositionbut alsoin its almostmonochromati@ppearancelhe buoysi
centrallysituatedyed-huedandnearlystarfishin shapd exhibitstronggraphicqualities the

designelementalmoststrongerthanthe contentof the photograph

Thereis no doubtthatin theworld of naturephotographyPattersorwashighly ratedandhe
probablyhada greatinfluenceon the colour sectionof the CCJ.Subjectmatterin the black
andwhite print sectioninfrequentlyshowedscene®f a pastorahature possiblyasthis type
of photographydoesnot alwaystranslatewvell in monochromeForthesereasonsi feel it
importantto establisithatit is not particularlyP a t t ealassesroEdF i e Craydish
Buoysthatarebeinghighlighted.Rather theyserveasfurtherexamples of the C C J dihgsof
endeavouringo expandhorizonsandoffer exposureo thework of importantphotographers

irrespectiveof their style.

Ed Field, CrayfishBuoys 1981

Today,suchimagesmay appeablandandpurelydecorativeputtheywereall producel pre-
postmodernismyhich emergedn thelate 1980s.Art photographyin SouthAfrica wasuntil
thelate 1980sfirmly situatedn aestheticsyith attentionto processesf significationasyet
largelyundevelopedThetheoreticaklaboration®f semioticsandpsychoanalysisiyhich

now frequentlyfigure in debatesaboutmeaningn photographywereonly rarelyfound. At
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thattime, andnotonly in clubs,photographycouldbe encapsulatetly the following

guottionsfrom Marcel ProustandPabloPicasso.

A work of art that containstheoriesis like an objecton whichthe price tag
hasbeenleft. i MarcelProust
Proust,t seemswasthinking of thosewho feel thatsomeexplanations requiredto
understanar appreciatenartpiece.Theimplicationis thattheart pieceitself shouldbe

sufficient.

| hatethat aesthetiggameof the eyeandthe mind, playedby those
connoisseurghesemandarinswhofi a p p r ebeauty Whaltis beauty,
anyway?Therds nosuchthing.l neverii a p p r e anynaotee 0 ,
thanl like, I love,or | hate T PabloPicasso

In theearly 1980s,questiondeganto beraisedaboutthe natureof a photographA discourse
develomdthatsuggestethatphotographywasnot only aboutvision butalsothesocial
contextof the photographThusin 1986 in NanG o | d mostBotablework, TheBallad of
SexuaDependencyanexplorationof LGBT bodieswaspresentedo the Americanpublic,
frequentlyin raw andgraphicdetail (Goldin, N. 2005). In TouchingPhotographsQlin
(20122) documentgheshiftin emphasisromthep h o t o gphyaigalprésencdo the

me d i sonidldimensionandits role in establishingndividual interaction,communal

interrelation,aswell asemotionalidentificationor empowerment.

In FeelingPhotographygeditedby ElspethH. Brown andThy Phu(2014),theimplications
for photographyof awide rangeof subjectsarediscussedincludingfi ¢ r iracetheay,
gueerstudies postcolonialtheory,andthefeministengagemenwith therelationship

betweerrepresentatioandintimacy.o

Another importantspeakeat the CCJwasNormanSeeff,the highly successfuéx-South
African living in Los Angeleswho wasinvited to addresgheclubin Octoberl985.Seeff,a
photographeandfilmmaker,madea namefor himselfbothin shootingimagesfor record
coversandpioneeringthe makingof videosof famousrock groups His work focusedon
exploringhumancreativity andtheinnerdynamicsof the creativeprocessl was
unsuccessfuh gaininganinterviewwith Seeff.Still, his presencén SouthAfrica atthe
invitation of the CCJwasundoubtedlya furthermanifestatiorof thec | ugro@ressiveness

anddesireto keepabreastf world trends.
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Themostsignificantvisit wasby JerryUelsmannthe Americanphotographeandearly
exponenbf photomontageThe Februaryl982editionof Viewfinderdescribeghis visit as
fithebig eventof 1 9 8: 2 0

Arrangementfiavebeenfinalisedto run atwo-day weekendohotographiavorkshop
atWits Universityon 24thand25th April 1982.The workshopwill beconductedy
two of theworldé bestknownphotographerandt e a ¢ hRROFREESORERRY
N. UELSMANN andHENRY A. SHULL. Theformerspecialisesn black& white
while thelatteris oneof A me r ibestki@os/ncolourslideandprint workers.

Uelsmannwasrenownedor his darkroomwizardry andsurrealisinarrativesncorporating
multiple negativesusingup to adozenenlargerdo producehis final image.Several
memberof the CCJ,particularlyLou Yudelman wereactively pursuingthis type of work at
muchthesametime. Uelsmannwvas,in manyrespectsthe mostimportantAmerican
exponenbf surrealisphotographyDuring the mid-twentiethcentury,whenphotography
wasstill beingdefined,Uelsmanrfloutedthe boundarieslictatedby the PhotoSecessioists
andotherrealists. He wishedto sharewith theviewerimagesfrom hisimagination.Using
only analogueools, hiswork is all the moreremarkablgor havingbeendonebeforeAdobe
P h ot o snheatipnHss first soloshowwasat MoMA in New York in 1967 (Maher&
Berman2007),andhehasworksin thecollectionsof the Arts Instituteof Chicagothe
Victoria andAlbert Museumin Londonandthe Museumof Fine Arts in Boston.In 1965,
JerryUelsmanrarguedthatby usingfi p evsualisationo photographersouldre-visualise
theirimagesvia darkroommanipulation Someof his workshavebeentermednec
Pictorialist,with othersdescribinghis moreunusuaimagesaspost-Pictorialism
(APictorialism ConceptsaandStyle n.d). | would suggesthatU e | s m photagéaphy,
thoughanchoredn darkroommanipulationsis essentiallycontemporaryHis imagesarefar
from painterly,with his subjectmatteroffering freshinterpretatiors of multiple printing. The
two imagesbelowreflectU e | s m aastergossurrealismwith the cameraaswell ashis
immaculatecraftsmanshipDespitethe obviousimprobability thatthe contentof theseimages
is Gealptheyhavea convincingquality not oftenseenin similarimagesachievedhrough
Photoshop.
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JerryUelsmannlntitled, c.1970s
Courtesyof the Museumof Contemporaryhotographyt ColumbiaCollege Chicago

JerryUelsmannUntitled, ¢.1970s
Courtesyof the Museumof Contemporaryhotographyt ColumbiaCollege Chicago
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Successfullyprinting multiple negativesequiresbothtechnicalskill andtheability to

previsualiseU e | s m aracas@vsuld typically beginwith sortingthroughnumerougroof
sheetsfifolding andoverlappingvariouscontactsheetheexploresvisualp o s si bi I i t i es 0
(UelsmannJd. 1967). Then,to testthefeasibility of hisidea,hewould placea sheeof non
photographigaperon his easelandseparatelyrojecteachof the desirednegativeontothe
sheetdisplayinghis roughsketch.Eachrequirednegativewasplacedin aseparatenlarger.

Moving theeaselfrom oneenlargerto the other,hethensizedeachnegative(by movingthe

headof the enlargerup or down)until the desiredeffectwasestablishedOnly thendid the

procesof actualprinting begin.

Thefollowing threeimagesby Lou Yudelmanprovidefurtherevidenceof the
progressivenessf the CCJandits strongdesireto bein the vanguardf world photography.
It is of interestthatin 1960Uelsmannwvasinvited by Van DerenCoketo teachatthe
University of Florida. This is thesameVan DerenCokewho wasoneof thefoundersof the
LexingtonCameraClub, discusse@bo\e. It alsoevidencesiow themeetingandcross
pollinationof prominentAmericanphotographerbegano seepinto otherclubsandotherart
genres.

We haverecentlybeenexposedo afew unexpectegoysin our photographidives i
firstly, thevisit of tha incomparablghotographiartistandhumourist,Jerry
Uelsmanandthenavery enlighteningectureby PROFESSOR/AN DEREN
COKE, curatorof photographyatthe Museumof ModernArt in SanFrancisco.
(Viewfinder October1982

Yudelmanreadily admitsto havingbeengreatlyinfluencedby U e | s m aunreal@taorks,
theimagesreproducedelowhavingbeenproducedby him in about1975,at almostthe
identicaltimeto thoseof U e | s m.a msinduencecamefrom booksandnotfrom

Ue | s muaigsit to dobannesburgtill adecadeaway.Evenafter Uelsmanrvisited South
Africa in 1982,not manymembersveredoingthekind of work he produced! asked
Yudelmanhow manyseparat@egativesvere involvedin eachof the threeshots to which he
laughinglyansweredfi | @atsureif | evenremembethes h o PasaghuteMan seemgo
combinefour or five separatémages.The story hasbeenbeautifullyanddramatically

createdwith all the perspetivesbeingaccuratelyrenderedThis is aformidablechallenge.
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Lou Yudelman,ParachuteMan, c. 1975. Lou Yudelman,Shade®f Opheliac.1975.

Shade®f Opheliapresents beautifullygradedsurrealimageof a girl floating amongreeds
in astretchof still water.This ethereaimageis opento a hostof interpretationsSimilarly, in
LonesomdRoadthe narrativeis opento variousunderstandingdVhatthesethreeimages
havein commonis their story-telling appeal Theseworkswereatthetime asuniqueto South
Africa astheywerein America,positioningthe CCJin arealmvery differentfrom thatof
otherSouthAfrican clubs.Y u d e | manesdnsRoadis afurtherexampleof how onecan
utilise thecameraandmultiple printing to createfictional narrativesfar removedrom the
expectecandfamiliar. The multiple printingof Y u d e | thee@ndagess very different
fromF e | d nGaowidgCityorR o s s Looking.lFeldmad andR o s s imagesarsflat,
without any perspectiveThe seconchegativein thesetwo printsis high contrastith negative
whereperspectivas absentBy contrastY u d e | plretogiaphsrecombinationsof
imagescontainingtheir full perspectiveandafull rangeof tones therebymakingthe

combinationprinting far morechallenging.
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Lou Yudelman Lonesomdroad,Keswick Lake District UK ¢.1975

International Salons

Internationakalonsareanimportantfeatureof mostcameraclubs.They would normallytake
placeunderthe auspice®f umbrellasocietieswith strict rulesgovernng aspectof entry.
Thesemight specifythe maximumandminimumsizeof print thatcouldbeenteredThere
wererulesabouthow a photograplshouldbe mountedandstrictadherencéo placementn
thedifferentcategorie®f exhibition Thethreemaininternationakocietiesarethe Royal
Photographi&Society(RPS)foundedin 1853;the Photographi&ocietyof America(PSA)
foundedin 1934,andthe FédératiorinterndgionaledeldArt Photographi€FIAP) foundedin
1946,aninternationalbrganisatiorof nationalassociationsf photographyto which more
than85 nationalassociationelong(Wanderscheiah.d.). The SouthAfrican equivalents
the Photographi&ocietyof SouthAfrica (PSSA),foundedin 1954, theofficially recognised
bodyrepresentingghotographers SoutherrAfrica.

Beforethe mid-1970sthe CCJwasreasonablactivein theenteringof salons,especially

AmericanandAsiansalonswherethe work submittedwasgenerallylessconservativehanin
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theBritish ones Therecertainlyweregainsto be madeby enteringsalons Oneof the
advantagesf enteringa nationalor internationalalonwasthe opportunityit affordedto step
outsideof therelativecomfortof o n eclulsandexpog o n ewdrk to anunfamiliar
audienceEntrantsreceivedbrochuredgrom salonsthusgiving anup-to-datewindow of
globalclubwork. In the1970sonly afew sourcedor photographidooksexistedin
Johannesburgipartfrom the BensusarMuseum still somewhatonservativen its

selectiontherewasthe RussellFriedmanBooksandMagazineCentresituatedin Hillorow.

Thelate1960sandearly 1970ssawa meteoricrisein theC C J idvelvementin salonswith

Mike Feldmanplacedsewenteenttin the1970A Wh owhain PictorialPrintPh ot ogr aphy o.

Who's Who in Pictorial Print Photography—1970
Monochreme Prints

North Amarican Section Ovorseas Section
Compiled by Paul K. Carlson Compiied by Hemry A Shull APSA
S R, S Mass. 0150 & By Road, Carien, Cone. 06830

This entryin the Januaryl969edition of Viewfinderexpressethe euphoricmood

engenderedy participationin thesesalons

It is noidle boastthatour Clubis amongsthew o r IgikaiestA coupleof years
ago,therew a s aninternationalkalonwhich did notfeaturework from theHong
Kong Photographi&Society. Todayour club is sharingthesehonours No doubtthisiis
our greatesyear.Flushedwith thesesuccessesye couldvery easilyconcentrateur
C | u &tténgionontowinning moreandmoreoverseaglub competitionsandgaining
moreandmoresalonacceptances.

Amongtheawardsgarneredy the club wasthevery prestigioushonourpresentedo Mike

Feldmanfor theinclusionof onehis printsin the permanentollectionof the PSA.
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This Certificate is Awarded to

K FELDMAN

for print selected for inclusion
in the Permanent Print Collection

The CCJwasinvolvedin hostingsalonsaswell asenteringthem,startingasearlyas1948,a

shortthirteenyearsafterits inception.

I wonderhow manyof the presentactivemembergemembethefirst salongivenby
theCameraClub. It wastheforerunnerof our Salontodayandwasthe 1st
WITWATERSRAND NATIONAL PHOTOGRAPHICSALON andwasopenecbn
the22ndof Novemberl948in the PublicLibrary with 154 acceptedprintsonthe
walls.

In 1952a stepfurtherwastaken,andthe CameraClub presentedts 15t Salon
whichwasof InternationalStandardin 1958anothemilestonein the history of our
salonwaspassedvhenwe includeda colourtransparencgectionwhich hasgrown
from strengthto strength(Viewfindetr March 1962)

10th. Sept.1962.0fficial openingof the Witwatersrandnternationakalonof
Photographyn room77 of the Public Library. (Viewfinder Septembel 962

Thoughthe situationlaterchangedthe enteringandhostingof salonsrepresentedn
importantgrowth periodfor club membersGiventhe geographicaisolationof SouthAfrican
clubsfrom the metropolitancentresthe successchievedroughtmuchconfidenceAs
successfuasthe CCJwasin internationalkalons it mustbe stressedhatthis wasthe
outcomeof, ratherthanthereasorfor, thec | udistinstion.By nature salonsarehighly
competitive settingthe goal of gettingan acceptancandbeyondthat,silver or gold. The
resultwasthatprintsfor submissiorbeganto be chosennoton their merits somuchastheir
likelihood of fitting into the cultureof a particularsalon.As printswereawardedtherewas
thetemptationto print multiple copiesof the sameimageto be enteredn asmanysalonsas

possible Numerousprints of asuccessfuimagewerelike pelletsshotaroundtheworld. This
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wascompetitiontime, almostsolely concernedvith thegarneringof awards By the 1960sit
wasbeginningto befelt thatmanysalonsdueto therigid rulesof photographisocieties,
hadbecomeoo formulaicandwerenot advancingwith thetimes.Therewasanawarenesat
the CCJthattheir innateprogressiveethoswasgettingsidetrackedandreplacedoy the

temptaion of accumulaihg salonpoints.

Not all clubsarethe same Looking at the statusof cameraclubsgenerally onecannothelp
noticing thediscrepanciebetweenrAmericancameraclubsandtheir SouthAfrican
counterparts.

As earlyas1914thefirst PittsburghSalonof NationalPhotographyook placein the
galleriesof theCarnegid n s t iMuseumef@rs. Thesalongainedenormous
prestigefrom this venuewhich oftenhungthe photographsn the samegalleries
whereits nationallyrenownedannualsurvey of paintingsandsculpturewasinstalled,
andfour yearslaterthe CameraPictorialistsof Los Angelesorganizedts first annual
salon,whichwashungatthe Los AngelesMuseumof History, ScienceandArt.
(Petersori997,134).

This highlightsthe prestigeaccordedo someAmericansalons far removedrom the

Johannesburgalonsthatweregenerallyheld eitherin the SelborneHall?® or aroomin the

Johannesburbibrary.

Salonsbegarto losetheir sparkle.Therulesandregulationsof photographisocietiesvere
becomingmoreprescriptiveresultingin agrowingsamenesesf imagesenteredBy the mid-
1970s this beganto bevoicedatthe CCJ It wasalsofelt thattherigid methodologyand
ethosof salonswerebecomingoo restrictive.lt wasto the creditof the CCJleadershighat
theyrecognisedhe pitfalls of salons.This wasbold andvisionary,particularlyasmostSouth
Africanc | udrts/ilesatthetime werepredicatedbn salonshowings Thefollowing
excerptfrom Viewfinder May 1981,characterisetheir thinking.

Sinceabout1975theclub hasmoreor lessremoveditself from the mainstreanof
club activities,asenvisagedy suchbodiesasthe Photographi&Societyof Southern
Africa, thePhotographi&Societyof America,andto alesserextentthe Royal
Photographi&ocietyof GreatBritain. Newermemberdhavenot beenencouragedo
join thesesocietiemorto participatein their salonsandotherprojects.The Camera
Club of Johannesburgirtually movedontoits own trackin the hopethattherewould
bea developmentowardsthe morepersonaphotographistatementsyreater
individualism,andthe nurturingof the latentcreativetalentsof our membersThis
departuravasseenasbeingjustfied becauseat wasfelt thatthe standard®f work
werebeinginhibited by salonrequirements.

25 Sjtuatedn the old Johannesbur@ity Hall.
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While | amnot awareof any otherSouthAfrican clubsfollowing this lead,therewereclubs
overseashatadopteda similar stanceThehighly successfuLexingtonCameraClub elected,
asearlyasthe 1950s notto becomea memberof the PSAsoasnotto compromiseheir
integrity andindependencd.ike the CCJ,althoughtwenty-five yearsearlier,theleadership
wasparticularlyconsciousof notwantingto influencethe latenttalentsof youngmembers,

which wasthoughtto be aninevitableconsequencef joining photographisocieties.

Entering the Public Domain

Theviewing of cameraclub work was,for the mostpart, restrictedto club meetingsand
salonsyery rarely enteringthe public domain.Only afterthe openingof the MarketPhoto
Galleryin 1976andthe PentaxGalleryin 1977did amateuiphotographybeginto be seenby
thepublicin agalleryatmospherelhe exhibitions,manyby membersf the CCJ,brought
amateumphotographyto the attentionof the Johannesburgublic, anaudienceemovedrom
theworld of cameraclubsandsalonsin the maintheywereartlovers,who likely frequented
arangeof galleriesandmuseumsThis washow the CCJwent public, beginningto attractan
artloving communityto photographyasanartform distinctfrom the ubiquitousgenreof
photojournalismOutsideof thesegalleries,an activeandgrowinginformal milieu existed
wheresuchworkscouldbeseenTo asmal degreehighly awardedsalonimagesdid appear
onthewalls of majorphotostoresandwerepublishedn photomagazinesStill, hereagain,

theviewershipwaslargelyrestrictedto camerabuffs.

Our philosophy is giving value.
Ifitmea:n d:mblgh (ﬁz;nerg,we'ddoit

Article in CreativePhotographyJunel982

Advertisingagencieshighly activeandcreativein the 1970sand1980s attractednany

gifted photographersThe moresuccessfuphotographersegularlyproducedselfpromoting

81



posterspsuallydisplayingtheir virtuosity asart photographerasopposedo advertising
photographersTheselavishandcostly posterdrumpetingart photographywerefrequently

hungin theoffices of artbuyersandcreativedirectors.

MICHAELMEYET

Thereis no overtlink betweerphotographyn advertisingandthe CCJotherthanthatthe

club provided a venuefor the meetingof photographerssomeof whomwerein advertising,
andallowedideasto percolaé amongthem Meetingwith otherphotographerat advertising
agenciesvasfrequentresultingin lengthydebatesboutthe meritsor demeritsofs o me one 6 s
image.Thentherewerethe Saturdaymorninggatheringsparticularlyat the photographic
supplierRecordiajn downtownJohannesburgyheregroupscomprisingclub members,

amateursandprofessionalsvould gatherto animatedlydissectonework or another.

At thetwo mainphotolabsin Johannesburddeith andCity Lab, therewasa constanflow of
photographerdiscussingheir work, particularlytheir non-advertisingwork. Finally, there
weretheadvertisingagencieshathadii p e p sthowsof theirfavourtep hot ogr apher s 6
work overtheyears.Thesewereoccasiongo showoff o n epérsonalvorki usually

displayedn afoyeri whereawholevariety of peoplegotto seeart photographyoftenfor

thefirst time. Leadingagenciesvereconstantlylooking for thatlittle somethingextra,often

evidencedn o n epérsonalvork. This resultedn frequentportfolio showingswhich were
ongoingasbothnewandold artdirectorswantedto keepabreasbfthep hot ogr apher s o

capabilitiesandnewworks. The showingsfrequentlyincludedalargepercentagefo n e 6 s
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personalvork. Willy Sonnenberg;hairmanof Sonnenberd/urphy Leo Burnett,highly
valuedcreativephotographyfi | nmy opinionareally goodphotographewould be someone
who addsvalueto thecommunicatiorandd o e sllowtéchniqueo supersedeAndt hat 6 s

wheregoodphotographergxcelledi theyunderstoodvhattheadwasabout,andtheirwork

addedhugev a | (Benoenbergpersonatommunicatior2021).

GrahamwWarsop chairmanof the highly creativeJupiter DrawingRoom,put hugestoreby
creativity, seeinganimportantdifferencebetweerphotographersrho werein it simply for
themoney,andthosewho regareéédwhatthey aredoingasa icalling,0 alwaysseekingto

pushtheboundariego createsomethingnspiring.ii | arperfectworld, | would like to suggest

thatadvertisingphotographys anartformini t s (8var$oppersonatommunication

2021).

Thatthreememberof the CCJwereadvertisingphotographersesuledin afiltering through
of work happeningoutsidethe world of amateurclub photograpli. The ongoingexposurdo
fine-artworks at photolabs,the stimulatingdiscussionst photographisuppliers andthe
pop-up exhibitionsat advertisingagenciesll contributedto anevergrowingapprecation of
fine-art photographyPhotographerbeganooking for newwaysof expressiorand
experimentatiorbecameaderigueur,resultingin aninnovativephaseor advertisingandfine-
artphotographywhoseactivitiesfrequentlycoincided A shift in the perceptionand
appreciatiorof photographywasunderway, with agrowing demandor work with a more

distinctiveandfreshvision.

The BensusanLibrary

Startedby Dr Kin Bensusarin 1968,this wasthefirst photographidibrary in Johannesburg

andit remainstheonly one.It begarwith B e n s u largepedsenatollection,which,

togethemwith animpressiveassortmenof vintagecamerasandenlargersformedthel i br ar y 6 s
nucleus New additionswereregularlypublicisedin theC C J rhosithly newsletter

Viewfinder,which encouragd membergo familiarisethemselvesvith thework of important
overseaphotographersA thoroughperusalbf the JPSin-housegournal Reflexsurprisingly

makesno mentionof the Bensusaribrary. Onceagain,this highlightsthe difference

betweerthe CCJandthe JPS theformerkeepingabreasof photographydevelopment# the
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restof theworld, thelatterstill largely miredin the past.Referredto by club membersthe
booksin the Bensusartibrary frequentlyprovideda sourceof informationanda basisfor
discussionparticularlyat Group3 meetings.Thefollowing aresometypical examplego be

foundin Viewfinder

April 1980
Group3: DiscussionGroup
é A tthenextmeetingto be heldonWednesdaythe 215 of May, FrankRomewill be
presentingheworks of awell-knownphotographerAnnie Leibowitz.

July 1987
Group3 meeting
David andMark Gordondid aninterestingpresentatioron thework of ROBERT
DOISNEAU.

The July 1981issueof Viewfinderexplicitly extols the Bensusaribrary asanimportant
sourcefor thedevelopmenandsucces®f memberof the CCJ.

At arecentmeetingof Group3, someinterestingandcontraryopinionswere
expresse@bouta matterwhich | havealwaysregardedasbeingextremelyimportant
in relationto on&s developmenasa photographer. referto the matterof reading
books,journalsandmagazinesboutphotographyandphotographersPublications
andbooksarea meansof extendingon&s readingbeyondthe often constainedand
restrictedscopeof ones own abilities.

Group 3

Group3, thelittle-known splintergroupof the CCJ,quietly becamenassemblingointfor a
smallgroupof activeart photographersSimilarly to theinvited speakersthe Bensusan
Library andInternationalSalons Group3 wasanimportantelementn the progressnadeby
theCCJ.Thenameii Gr & wyasadoptedbecausehegroupingwaseffectivelythethird
bodywithin the CCJ,the othertwo beingtheblack-andwhite print sectionandthe colour
section.Formedby Lou Yudelmanin 1979,the groupwasnot a breakawayrom the CCJbut
ratheranadjunctto it. Its purposewasto provideaforumfor discussionprimarily of
importantoverseaphotographersandconducta critical analysisof me mb evorls. An
articlein Viewfinder Junel979,read asfollows: fiGroup3 seemdo beacquiringanidentity
of its own. It seemgo befilling thegapin boththe PrintandColour Sectionsy giving
activemembersanopportunityof discussinghe meaningof their picturesaswell asthe
meaningof contemporaryphotograpl . Discussionsvereanimatedandinformative,with

meetingscoveringa rangeof works, from thatof Annie Leibowitz, bestknownfor her
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celebrityportraits,to A v e d saplisticatedashionandadvertisingohotographsThe
importanceof BruceDavidson,DianeArbusandWilliam Egglestorwashotly debatedas
wasthework of ourfellow countrymanDavid Goldblatt.Dedicatedo pursuing

contemporaryart photographyGroup3 waspivotal in encouragingpublic exhibitions.

During thethreedecade®ndingin 1989 very little photographywasseenin either
commercialgalleriesor museumsexceptthosedepictinghistoricalmoments Becausef
censorshipevenii s t r phgtoggtaghy wasrarely seenin SouthAfrica, with only nor
violentimagesmakingtheir way ontothe pagesof the daily papersFewcommercial

galleriesexhibitedphotographywith a public still wary of enteringtheseuncertainwaters.

As JohannesburgalleristLinda Goodmanpersonakommunication2020) hasremarkedfi |

tried sellingphotographyto the PretoriaArt Museumcirca1970s.ThethendirectorAlbert

Werthrefusedphotographyashedid notbelieveit constitutedegitimatea r t . 0

Giventhestaturein theartworld of bothGoodmarmandWerth,thisis anindictmentof how
far behind SouthAfrican artinstitutionswerein acceptingphotographyThe Museumof
ModernArt in New York begancollectingmodernphotographyn 1930andestablishedts
photographydepartmenin 1940.Undertheheadingfi P h o t o andNeewp Neylia o Iziko
(n.d.)statesfi B gopmparisonthelziko SouthAfrican NationalGallery setup their
photographydepartmenin 1965with the presentatiorby the CapeTercentenary-oundation
of aportfolio of 135printsby Albert N e w a At khattime, barelya hardful of photography
exhibitionshadbeenmounted.Theauthorhada joint exhibitionwith the sculptorAileen
Lipkin atthe GoodmanGallery,Johannesburgn 1978,with thefirst photographiexhibition
shownatthis gallerybeingthatof JohnBrettCohencirca 1977(Goodman personal
communicatior2020).Karl deHahnhadseveralexhibitionsat 101 Galleryin downtown
Johannesburin themid-1960s(De Haan2013).Neville DubowandBob Cnoopsheld
occasionashows. 06 suretherewereothersbutrecordsarehardto find. A smatteringof
fine-art photobooksby SouthAfrican photographers SamHaskins,David Goldblatt,
RodneyBarnetti wasavailableon bookstoreshelveshuttheyremainedew andfar between.
Haskins,bornin Johannesburmp 1926,wasbestknown for his booksFive Girls (1962),
CowboyKate (1964)andHaskinsPosters(1973).In 1968he movedto London,wherehe

becamanvolvedwith advertisingohotographyHis innovativeandcompellingportrayalof
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CowboyKate andthemodelsfeaturedn his othe publicationsbroughthim international

fame.

Photographerbke SamHaskinsdo morethanreportfacts.Haskinsis a storyteller,

evenapoet.WhenherecordsSundayherecordshowit feels,notwhatit lookslike.

So,turnthe pagesandreadhis pictures.Or justlook at the picturesandtell your own

stories.Theymovelike moviesandtalk like words.CowboyKateis somethinghew

in photographywith greattechnicalvirtuosity, extremeselectivity,ap o eihsijylt,

andana r t eye,$aidaskinshasproducedaphotographidableoral | egor y . o
(The Guardian)

CowboyKate and Other Storieswenton to win the prestigiousPrix Nadarin France,
becomingoneof the bestsellingbooksof all time andgarneringHaskins,who died at
age83, aninfluentialfollowing. ( O 6 T 204ad) e

H a s ksiwarlswasfollowed andadmiredby manyamateuiphotographersandwhile it is
impossibleto quantify the effecthehadon amateurandclub photographytheinfluenceof

his work wasextensive.

SamHaskins Kate,Gunbelt,Seated1964
© All Rights.The SamHaskinsEstate 2021
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SamHaskins,CowboyKate Front Cover, 1964
© All Rights.The SamHaskinsEstate 2021

SamHaskins African ImageFront Cover, 1967
© All Rights.The SamHaskinsEstate2021

RodneyBarnett,bornin 1943andprobablyoneof SouthA f r i noostuihderexposed

photographersyasfinally recognsedfor his publicationAL i fVeéotk$9432000 A

dedicategphotographermeinteractedvith andphotographedariouscommunitiescultures,
andpeople.In 2009, afterhis untimelydeathin 2000,aretrospectivevasheld atthe
MichaelisGallery.Initiated by The Centrefor Curatingthe Archive, theexhibition was

openecby MannieManim.
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ProfessoNeville Dubow,adirectorof the MichaelisSchoolof Fine Art (1971-1988)anda
foundingdirectorof the Irma SternMuseum wasanotherighly respectedvriter, lecturer,
artist,andphotographerAs the 1992 StandardBank GuestArtist, he presentedhe exhibition
Sequenceseries Sites19781992 which comprisednmorethanonehundredworks. The
ThinkingEye Photographdy NevilleDubow is inspiredby anessayy i Construct s:
Reflectionsona Thinking Eyedi thathewrotefor DavidG o | d b boakT he Stractureof
ThingsThen(1988).

Neville Dubow, Landscapéntervention New York, 1975.

Collection,UCT Libraries,SpecialCollections.

Dubowwasmoreinterestedn i ma k ithang 6 a kghaotographsasKarin Skawran
suggestedHerview isthatfi h interestlay primarily in the conceptuapossibilitiesof the
mediumi particularlyin thefield of sequential ma g éviartin&& Weinberg2015). No
doubttherewereotherpublications put exceptfor SamHaskins photographidookswere
seenonly by arelativelysmallselectgroupof interestegpartiesandrarely enteredhe

mainstreanof SouthAfrican art.

Exhibitions

Two photographigalleliesopenedn Johannesburin the mid-1970s.Thefirst to openin
1976wasTheMarketPhotoGallery.Housedon thefirst floor of the Market Theatre pbased

in thedowntownsuburbof Newtown, it attracteda theatregoingcrowd largelynonracial
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andopposéd to governmenpolicies. The secondvasthe PentaxGallery,an excitingventure
launchedn 1977andsituatedin the northernsuburbof RosebankAlthoughit wasrun by
PentaxSA, thereareno survivingrecordsfor thegallery. In conversationJoleneCagelyn,
MarketingManagerof Ricoh,the currentagentsor Pentaxconfirmedthatthe
distributorshiphad passedhroughfour companiesincethe PentaxSA Galleryopenedand
thatany archivematerialthatmay haveexistedhadvanishedovertheyears(Castdyn,

personatommunicatior022).

As distinctfrom the MarketArt Gallery,the MarketPhotoGallerywasoverseerby a
committeeheadedor someyearsby David Goldblattandmanagedy CarolHacker.Both
galleriesoperatedn defianceof apartheidsegregationisaws, showingto multiracial
audiencesln discussiorwith Ricky Burnett,co-founderof the NewtownGalleries,| asked
whathethoughtthe principaldifferencewasbetweerthetwo galleries(apartfrom theone
beingpurely photogrghic). | venturedthat Goldblattwasmainly focusedon social
documentaon, to which Burnettagreedout softenedt slightly with hisremarks He felt that
the Market Gallerywasfocusedonthework of artistsasfi i n t e (0 andtieeMarkedhoto
Gallery onthework of i 0 b s e (Bureett,gesonatommunicatior2021).This distinction
wasnot entirely accuratewith manyphotographiexhibitionstaking placeatthe Market
Galleryi RodneyBarnettin 1976,PeterMagubanan 1977,David Goldblattin 1977,the
advertisingphotographetain Campbellin 198Q HennionHanin 1981andtheauthorin
1982.Thesegalleriesprovideda mostwelcomeopportunityfor bothamateuand

professionaphotographerto showtheirwork to a wider public.

While internationalindlocal salonscertainlyprovidedopportunitiesor work to beseen
outsidethe confinesof 0 n eclils theviewerscomprisedmainly cameraenthusiastsThus
theopeningto theartloving public of thethreeJohannesburasedvenuesheraldeda new
erafor fine-art photographyOveraneightyearperiod,therearerecordsof 15 membersof
the CCJhavingexhibitedat the PentaxGallery anda furthertwo at the MarketPhotoGallery
(Viewfinder 19751983).Many ex-club membersverealsoexhibitorsat the Pentax put

regrettably no recordsof theseexhibitionssurvive,otherthannoticesin Viewfinder.

ThePentaxGallery sawlargeattendanceat openingnights;printswerebeginningto be sold

andadistinctfollowing for fine-art photographywvasemergng. Theexhibitionsattractedhe
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attentionof the pressandthushelpedto createfor fine-art photographyaneverwidening
circle of awarenessThefollowing write-upsreflectsomeof the prevailing viewson
photographybetweenl963and1982.

TheStar, Saturday,Junel5", 1963
Top Honour with CheapCamera

With theaid of acheapcameraoughteightyearsago,a Johannesburgpticianhas
justreceivedoneof the highestdistinctionsopento any photographein theworld
Fellowshipof the Royal Photographi&Society.

TheStar, ThursdayApril 6, 1961

The club awardfor the bestcollectionof picturesinthei Ama tPdvwrt ogr apher 0
overseagompetitionhasbeenwon for thefirst time by cameraPictorialist$® of

Johannesburd silver plaguewasawardedo Mr. M Feldman FRP Sof

Johannesburg.

Artlook 95, JuneJuly 1975
Reviews:Exhibition of PhotographyNedbankGallery:Killarney.

three photographers in search of a public

Wally Rossini,Looking ¢.1970s

Thelargecrowdatthe openingof the exhibitionby MichaelMeyersfeld, John
RushmerendWally Rossinitestifiedto theinterestshownin this groupshow.In fact

26| wonderwhetherthereporterfrom TheStarfully appreciatednis useof the nomenclature
i Pi ct odEitherwaly,theéwork referredto wasnotin anyway paintely, with bothsubjectmatter
andexecutiorbeingcontemporary.
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thecrowdwassohugethatit wasvery difficult to view the picturesin anythinglike
theproperperspectiveanda secondvisit wasa necessityAltogetheran exciting
exhibit, a pioneeringeffort, anda demonstation of courage Thesethreecouldvery
well starta meaningfulcult for oneor moreshowsof photographersho havefaith in
theirown creativeabilities.

RandDaily Mail, June4, 1975
Knowing whento 6 p r thest sr i gbyg leE"WWGnder

Photographyy JohnRushmereWally Rossini,andMichaelMeyersfeldi Nedbank
GalleryKillarney. Becausehotographys primarily amechanicaproces$’ and
thereforelackssomethingof the soulof theindividual andevenhisinwardintellect, it
canhardly competewith FineArt.

Articles onthis exhibitionappearedn severaleadingpapersDie Beeld 4 Junie, 1975;
SundayExpressJunel, 1975;RandDaily Mail, June2, 1975;TheStar, June6, 1975.In The
Star, Thursday May 29, 1975,Albert Werth, Director of the PretoriaArt Museum writes:

Wally Rossinihasthe honourof havingoneof his photograph$iangingin the
Museumof ModernArt, New York. JohnRushmereecentlyheld aonemanshowin
Linz, Austria. MichaelMeyersfeldlastyearwasthethird SouthAfrican photographer
everto havefour picturesacceptedatthe LondonSalon.

RandDaily Mail, January27", 1977
0 We &iilldiving intheDark Age s 0
Whatkind of statusdoesphotographyhave?
Vita Palestrantooks at photographyn SouthAfrica today.

Thequestionwhethermphotographys anartis still beinghotly debatedn South
African Universities museumsandartgalleriesi andthis over150yearsafterthe
birth of photographyThe Americans EuropeansindBritish, havingresolvedthe
debateb0 yearsago,areforging aheadcultivating newtalentandstimulatinginterest.
Museumsandgalleriesareexhibitingandcollectingworksfor their permanent
collectionsi like the New York Museumof ModernArt.

Thebestthing thathashappenedhis yearhasbeenthe openingof the PentaxGallery
in RosebankJohannesburg.

27 The commentsy Mr. Winder highlight onceagainhow far behindSouthAfrica wasfrom an
understandingndappreciatiorof this artform alreadybeingwell receivedn the capitalsof Europe,
England,andAmerica.
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TheStar, Wednesdaylune22"9, 1977.

Mike Feldman, TheWashingLine, undated

Early morningin themountainKingdomof Le s o t thisnégoodyshot,titled The
WashingLine is partof anexhibition by JohannesburghotographeMr. Mike
Feldman(FRPS,EPSSA)currentlyShowingat the PentaxGalleryin Johannesburg.
Thebulk of theexhibitionis a striking photoessayon Lesotho.

Die Beeld 239 August1977
PentaxGallery
TheUsualbecomed&Jnusualby JohanBrewer

Foramediumthatis apparentlyconnectedo visible reality, photographyis, strangely
enoughpftenatits mostconvincingandeffectivewhenit is theleastrealistic.One
would experiencehis at the exhibition by the Johannesburghotographenichael
Meyersfeld,atthe PentaxArt Galleryin Rosebank(Translatedby JohanMyburg)
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MichaelMeyersfeld,Rolling Roofs 1976.

Articles on this exhibitionappearedan TheCitizen ThursdayAugust18th, 1976,and
TheStar, SaturdaySeptembef0th,1977.

Aileen Lipkin andtheauthorhada joint exhibitionat the GoodmanGalleryin 1978.
Thereweretwo write-ups,oneby JohnDewarof The Star, WednesdajNovember22nd,
1978,andanarticleby H. E. Winderin the RandDaily Mail, Monday20thNovembey 1978.
Thefollowing piecerespondgo anexhibitionby Mike Feldmanin 1979.

TheStar, Novembersth, 1979
Exhibition: Diffusionsi Mike Feldman(PentaxGallery)by
GaraltMacLiam

Theexcitingthing abouthis latestexhibitionis thenewtechniguene hasdevebped.It
is almostasif anImpressionistpr sometimesabstracpaintinghasbeenmadeof a
subjectandthenreproducedhroughtheeyeof F e | d ntaanndesthe éxhibitionis
fascinatingandwell worth thevisit. The exhibitionwasopeneddy the prominen
Johannesburgrtist Cecil Skotnes.
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In 1980the authorhada showat the PentaxGallery, openedoy Linda Goodman.

TheStar, April 17", 1980

Someof his picturesareprovocative Somearefanciful, subtle,abstractSomehavea
metaphysicaleel. All haveadistinctintrinsic quality. You canlive with them.
i OlgaHorowitz

Rosebankillarney Gazette April 16", 1980
Thecurrentphotographiexhibitionatthe PentaxGallery, BakerSquare Rosebank,

shouldbe of interestto all who appreciatghefiner qualitiesof goodmonochrome
photography.

TheStar, April 10", 1980
A philosopher at the viewfinder by GaraltMacLiam.

Many of his picturesseemto carryametaphoricatag,asif to say:ii T hcoutdbea
possibleanswern atleastforme . 0

ILFORD

prasents

RCHILL MEYERSFLD

GALERIE

PENTAX GALLERY

RandDaily Mail, April 16", 1980

MichaelMe y e r sekhibitiahliesaldsthelaunchof i Ga | eanewpghotographic
printing papersoonto beintroducedin S.A. by llford. Meyersfeldhasputtogethera
compellingcollectionof blackandwhite photographsvhich makesatrip to the
PentaxGalleryvery worthwhile.i William H. Snyder
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Two reviewswerepublishedof the exhibition Photographdy MichaelMeyersfeldatthe
MarketPhotoGalleryin 1982.

TheStar, May 4%, 1982

é | find thecityscapegassionlesandlifeless Theyremainobjects.Interesting
thoughthe conjunctionof foliageandconcretanay be, it is no morethanthat.
i Johnvanzyl

MichaelMeyersfeld,Unisa, 1982

RandDaily Mail, TuesdayMay 11", 1982

He presentaiswith a selectionof photographslepictingsnatche®f his environment
with the selectivitythatcharacterisehis uniquesenseof vision.i PierreOosthuysen

Therewereno doubtmanymorearticlesaboutandreviewsof CCIJme mb exhibitions,the
abovebeinga samplingof whatl couldfind. It wasmostgratifying to getafair amountof
coveragdahroughpressreviews,butin retrospect feel thereviewerscould havebeenmore
engagingandcritical of theworksthemselvesTherewereafew encouragingvrite-ups:
Artlook 95, July 1975,Vita PakstrantRandDaily Mail, January27th,1977,andJohan
Brewer,Die Beeld,August23rd 1977.Nonethelesshereseenedto bea pervading
nervousnesgossiblydueto eitheralack of knowledgeor sufficientconvictionto dig deeper
into thephotograph®n display.Justgettingtheir toeswet probablymirroredthe general

apathyof photography.
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Suchshows bothatthe Pentaxandthe MarketPhotoGalleries markedthe beginningof
sustaineghotographidisplayin Johannesburd=orthcomingexhibitionswere announcedby
bothgalleriesresultingin everincreasingattendancedrequentlyaccompaniedby articles
andreviewsin the pressNon-documentaryhotographyhadfor thefirst time permanent
homesin Johannesburgyith the CCJbeinga major contributa. The public wasat thattime

gaininganawarenessf photographythatwasneitherpolitical norfi p r o in kssantent.

Saturdaymorningsfrequentlysawthe PentaxGalleryturn into a meetingplaceabuzzwith
discussiorandopinion.New relationshipsvereformedwith previouslyunknown
photographer3with Wally Rossini,DennisArden,andthe authorall beingadvertising
photographersartdirectors,copywritersanddesignersvereattractedo the gallery, resulting
in manyadvertisingphotographergettinginvolvedwith fine-art projectsthatfell outsideof
their professionaivork. SouthAfrican advertisingphotographyn the 1970sand1980s,
frequentlyreferredto asthei n d u galdeny&ars washeavilyaugmentedby highly
trainedawardwinning EnglishandEuropearcreativedirectors.They,in turn, broughtwith
themfreshideas,someof which foundtheir way into thework of fine-art photographersihe
momentumat thetime wassuchthatfor advertisingphotographerso pursuetheir personal

work seemedhe naturalthing to do. Whatis more,to demonstratéheir artistic capabilities,

their promotionalpostersoftenfeatued nonadvertisingwork.

Harry de Zitter, PromotionalPoster
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MichaelMeyersfeld Walkingi SittingN.Y. PromotionalPosterc.1979

Theline betweeradvertisingandfine-art photographybeganto blur, with acommon
aesthetidrequentlyprevailing.An exampleof this wasaninformal discussiorin 1984
betweenain Campbell,aleadingJohannesburbasedadvertisingandfine-art photographer,
andDavid Goldblatt,thedistinguishedolitical photographenotedfor his uniquerendering
of apartheidSouthAfrica. Hereyou hadthe meetingof two prominentphotographers
puraiing differentagendasl wasnot at this talk, but the fact thatbothfelt aninterestin
havinga public discussiorshowedan openingof mindsandawillingnessto engageamong
artistsin disparategenresof photographyLinesof communicatiorbeganto open with
differentdisciplineslearningfrom eachother.l wonderwhetherGoldblattimaginedin 1984
thatin amatterof threedecadesiewould be exhibitingdigital prints,in colourandof
monumentakize,a quantumshift for adedicatedlack-andwhite photographetWashe
perhapsnfluencedby theadvertising n d u useof gofowrandlargescalepostersand
billboards?
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lain Campbell& David Goldblattin discussion1984.

In theearly 1980s,a growinginterestin whatotherphotographers/eredoingbegarto
develop,sometimesvith anunderstandingndrecognitionthatwork in onegenrewasnot
too far removedirom thatin another Photographytherthanadvertisingphotojournalism
andfashionwasbeingseemanddiscussedn the mainphotolabs.Beith, the Johannesburg
basedeprohouse wasfrequentlythevenuewherefine art, advertisingandother

photographersvould quibbleoverthemeritsof anfi admpiece.

As mentionedabove prominentadvertisingohotographerbeganusingtheir fine art
photograph®n self-promotionalpostersThesewerewidely distributedand,in manycases,
becamesoughtafter colleciables.Moreover,fsJuccessfucommerciakhotsoften stoodon

their own ascreativeimageswhich appealedo sophisticated i e w(@etessori997,70).

Themid-1990ssawtheresultsof theseearliercollaborationsincreasingly advertising
agenciedeganproducingcampaignghatwentbeyonddirectproductshowingto moresubtle
andsophisticatedormsof communicationConverselyandat muchthe sametime, we begin
to seeart photographersurn their lensedo subjectghatare,to all appearancesdvertising

shots.
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Thetwo imagesbelowareexamplesf this shift. SonnenbergMurphyLeoBu r rset t 0
campaigrfor MercedeBenzdoesnot showthetraditionally expectedshotof avehicle.In its
placeis ahumorousvisualmorein line with anart piecethantraditionaladvertising Evenin
1994 this represented bravemovefor both clientandagency By contrastGursky,afine-
artphotographewhoseworksareonly to beseenin galleries producedPradal, easilyseen
asanadfor PradaStores While thereis anunderstandinghatthis photographs a

commentaryon capitalismandconsumerismit is clearlyanchoredn anadvertisingidiom.

Campaigrfor MercedesBenz,SonnenberdAurphy Leo Burnett,Bat Out of Hell, 1994

Y B TR T g

AndreasGursky,Pradal, 1996.
Copyright:AndreasGursky/ VG Bild-Kunst, CourtesySprithMagers
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Politics and the CCJ

Looking backfrom thevantagepoint of morethanhalf a century,aneyebrowmight beraised
attheneardearthof imageryatthe CCJreflectingthe politics of thetime. Apartfrom paid
professionaphotojournalistsyery few photographersvereinvolvedin socialcommentary.
David Goldblattwasanexception ashe succinctlyputit, i tanneverdenymy complicity in
the SouthAfrican scenaduringapartheid justto drawbreathyou be@mecomplicit,o
addingii sumlessyou werepreparedo go to prisonandpossiblyevendie, you became

c omp | (Dodd2019,55).

Thereare somewho arguethatartistshavearesponsibilityto reflecttheinjusticesof the
societyin whichtheylive. The subjectivefactorsthatwerekey to thework producecdatthe
CCJneedto beunderstoodn relationto the circumstances which thework was
producedTheabsenceffi s t r whotpgrapldatthe CCJIcouldnotbeassumedo reflect
thepolitical views of its membersjustasit would notbecorrectto assumehatall struggle
photographersverenecessarilydeeplyinvolvedwith the cause Thework atthe CCJhadan
independeneéxistencewith its own intrinsic values thatdid notrespondlirectly to unfolding

politics, preferringto seeart asmorethana spacefor political expression.

Feldmanneverdiscussedhis political views atthe club, rarelytalking abouthow, in theearly
1940s, togethemwith JoeSlovo andRuth First hefoundedthe Young CommunistLeague,
which wasbannedn 1950.Also, notwidely knownwashow deeplytroubledhewasby the
politically motivateddemolitionof the suburbsof Pageiew andVrededorp During the
1970sheworkedon anextensiverecordof this crueldestructionPresenteatthe Fietas
Museumon 24" SeptembeR016,his exhibition The ForgottenLand Grabswasopenedoy
retiredConstitutionalCourtJudgeJohanrKriegler. Whatis perhapsnorerelevantwasthe
pervadingart sceneatthattime. Whenit cameto the artsi painting,sculptureand
lithographyi theworksshownin gallerieswerealmostentirelydevoidof political content.
Works by RobertHodgins,Vladimir Tretchikoff, EdoardoVilla, WalterBattiss,Alexis
Preller,Irma Stern,Cecil Skotnesandmanymorewerelargelysituatedni p ur e 0
aestheticsWhile Linda Goodmanfounderof the GoodmanGallery,wasdeterminedo make
herspacea non-discriminatoryone,showing andmentoringmanyyoungblack artists,the
works exhibitedwerenot overtly political. Bill Ainslie, aprominentartistin the1970s

dedicatechis| i fwerktsteachingartto underprivilegedlackchildrenin SouthAfrica and
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developingtheir talent His aspirationgor the countrywerewholeheartedlpehindthe
African NationalCongressyetii h airsswerealwayshuman,andnot political. His work

wasalwayswith peopleratherthanpolitics; he cutstraightthroughallt h #Qar®1990,6).

In the sphereof SouthAfrican photographyduringthethreedecadesinderdiscussionthere
weredelineatedinesof photographyi commercialadvertisingandportraitphotographyi
with ahandfulof art photographersainly concentratingon the production of photobooks.
Fortherest,therewerecameraclubs,thosewhosework waspolitically motivated,including
Goldblattandoneor two others,andthenthegroupdubbel i s t r phgtogtaghers With
very few exceptionsthelatterwerepaid professionaphotojournalistsvho took instruction
from the editorsof thevariousnewspaperandmagazinesor whomtheyworked. Theirswas
apaidjob. Themainthrustof socialcommentaryn SouthAfrican artonly really beganin
thelate 1980sandearly 1990s.Willi amKentridgebeganhis SohoEcksteinchronicles
betweenl980and1996. JaneA | e x a ButocharBoyswascreatedn 1985/1986with
PaulSt o p f maintingofB&o, Elegy, completedn 1980.Photographyatthe CCJwas,
like mostotherartformsatthetime, predicatecn aestheticsandwasby no means

necessarilareflectionof political apathy.
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Chapter 5

Discussionof SelectedWorks

Theimagesin thePhoteBook havebeenselectedandcuratedbothin supportof my
dissertatiorandto provideanaccuratevisualoverviewof work doneby membersf the CCJ
duringthethreedecadesinderdiscussionAll havetheir placein supportingthe progressive
natureof the CCJanddiffering from theimagesproducedoy mostotherclubsin South
Africa. Thephotographsrenotpresentedn chronologicabrder.Thea u t hworksarenot
grouped andstylesdiffer from pageto page Herethe sequencingvasbasedourelyon my

aesthetigreferencewith the overallaim of reflectingthe diversity of work doneatthe CCJ.

Thewordfii p r o g r wasusedin teeglub to describevork thatatthetime seemedo be
newanddifferentfrom thatproducedoy otherclubs.Progressivevork wasseeno bethat

which wasadventuous,andwhich pushedagainstconventionathinking.

| haveselectedsixteenimagesfor discussionThese aswell asthosepresentedn the book,
havebeenchoserfor the specificcontributon thatthey made. The sixteenshouldnot
necessarilye regardedasthebest buttheydo supporttheargumenof thedissertatiorby
evidencingthec | udrhiesementandthe mainaesthetiairectiors thatinformedthem.In
thefollowing paged thereforepresentdiversity of stylesthatemergedor differentreasons
overaperiodof atleasttwo anda half decadesTherewereof coursemanyothers,some
perhapsnorenuancedthatformedanintegralpart of thejourneyof the CCJ andexamples
of theseareincludedin thebook.Notably,therewasno coherentarchiveof thec | uwoik,s
which meanghatthereis anelementof contingencyattachingto therangeof imagesthat|

wasableto sourcefor inclusionin this historicalrecord.

102



Lou Yudelman.Eve 1960s Lou Yudelman.TheSecret1960s
Pagel08 Pagel02

Takenoverhalf acenturyago,thetwo portraitsby Lou Yudelman EveandTheSecret
remaincompelling.Portraiturethen,particularlyat club level, wasvery formulaic, with little

attemptto go beyondcapturingagoodii | i k.eIntexpsesiveportraitue wasrarelyseen.

Portraiturewasusuallyconductedormally, with predictableposeandlighting. The
mandatorymainlight sourcethefill light, thekey light, the hair or rim light, andawhole
mannerof givens,resultingin productionline samenessSpontaneityanda freshapproach

wererare,evenamongprofessionaportraitphotographers.

| amsurethata print from anunworkednegativeof TheSecretwould havebeencharming
andcute,but| doubtit would havehadthatextradimensionthatwe seein the high contrast
version.Hereall the mid-toneshavebeenremoved Jeavinga starktwo-toneimage:asolid
blackandaslightly greyedoutwhite. Severathingshapperere.First, we seean
emphasizedilhouetteof thetwo boys.Thenegativespacedetweerthemcombinedwith an
informationfree backgrounchave accentuatetherolls in the clothingandgivenprominence
to thar bodylanguageCoupledwith theemphasi ontheb o yege8andhandsthis portrait

beautifully capturesatimelessmoment.
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Eve | feel,is amorecomplexandsuccessfullyexperimentaphotographHereatechnique
usinghigh-contrastandlargegrainhasbeenused Despitethe heavyblackareadownthe left
of E v efdresit is thesmallcatchlight in herright eyethatwe aredrawnto. Theextremely
tight cropwith theresultingnegativespaceat the bottomright hasfurtheraddedto the
creationof anunusuallycompellingportrait. Yudelmanhasinfusedhis personafeelingsand

thoughtsinto boththeseworks, therebycreatingtwo very successfuinterpretiveportraits.
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Mike Feldman GrowingCity. 1968 Mike Feldman At Work.1970 Mike Feldman.
TheHoist. 1974
Pagel0 Page8 Pageb0

Noneof thethreeimagesaboveis intendedto beviewedasstraightunalteredohotography.
Rather theyareto bereadasmetaphorgor growth, constructionandindustry.All three
narrativesarecreatedoy combiningmultiple negativesn the printing processwith pre-
visualisationbeingintegralto their composition.The photograph&xploit perspectiveand
scaleto achievea synergybetweertheabstractaindthe concreteln Growing City andAt
Work Feldmarhasuseda combinaton of a normalnegative underprinting the background
to achievea ghostlyeffect,togethemwith a high contrastith negativeto createthe silhouetted
strip of workersandcranein theforeground.TheHoist utilisedtwo negativespnefor the
gantrycraneandonefor the smallfigure of theman,with bothreproducedn lith? film to
achievethe high contrasimage.lt seemghatthefigure of themanholdingthe chainshas
beenreducedn scaleto achievea heightenedirama.The purposeof creatinga photograph
usingmultiple negativess essentiallyto createa fantasynarrative Many levelsof skill are

required Apartfrom a high level of darkroomexpertisethereis the challengeof locatingthe

28 Lith film is anextremeform of line film, which producesrery high-contrasimagesFroman
original black-andwhite negative you producea lith positive.If you contactthelith positiveonto
anothersheeof lith film, youwill producea lith negativewhichin turnwill producea positiveprint.
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differentscene®newishesto combine.Of particularinterestin Feldmairis photographss
their almostgraphicflatness devoidof the expecteperspectiveTheindividualimagesare

familiar, butarereproducedn combinationin agraphic,almostsurrealisticmanner.

Lou Yudelman Beetle 1970s
Pagel3

Y u d e | Beetes sotaparticularlyheadlinegrabbingimageor onewith adeep
underlyingmeaning.Y et Beetleis anintriguing photographThereis no senseof location,
scale,or perceptiorof beingreal. Thevery perfectionof the blanketof snow,coupledwith an
inky blackbackgroundproducesan auraof surrealismls this partof a stageset,is it a model
inatoys h o wi@dew, or is this anintricatestudioshotbroughtto life by thewizardriesof

stylistsandmodelbuilders?

Whatis sospecialfor mein this photographs thatit makesonesmileandperhapghatsums
up the CCJ.Membersworkedhard;criticisms could sometimedeel harsh but permeatingall
of thiswasa senseof enjoymenta senseof fun, andthedictateto observeafresh.The
photographsn thebookall suggestndividual viewpointsdevoidof any club ethos,each
achievedwith differert technicalandemotionalvalues butall of themprogressiveand

modernfor their time.
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Wally Rossini,Looking 1975.Page9

Multiple or compositeprinting is certainlynotnew,butR o s s Lookingdseshavea
guality not oftenseenHis combinationof a high contrasiegative(theface)and
postersatior?® (theleaf) hasproduceda compellingimpressionistigortrait, with the solid
blackbackgroundandthe whited-out veinsof the heartshapedeaf providinganunusual
basefor the peeringeyes Highly acclaimedandwidely exhibited Lookingwasincludedin a
showatthe Museumof ModernArt in New York (ViewfinderMay 1975).

2 Postersation entailsthe conversiorof a continuouggradationof toneto severalareasof fewer
tones,with abruptchangedrom onetoneto another.
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MichaelMeyersfeld Rosebaniveters 1977, MichaelMeyersfeld Detail, SeaPoint Pool, 1979.
Pagel5 Page29

Straight,abstracphotographyshotfi asse eanddinmanipulatedvaslargelyliminal and
barelyunderstoodevenin thelate 1970s Whenthesetwo imageswereput up for judging,
theyweremetwith acombinationof puzzlementindembarrassesgniggersMike Feldman
intervenedstressingonceagaintheimportanceof expandingd n erdpertoireof observing.
Whetherdeemedyoodor otherwisethis type of work wascertainlynotcommonfarein most
SouthAfrican camereaclubs.Both Detail, SeaPoint PoolandRoselank Meters featuresights
thatareseendaily butrarelyacknowledgedGraphicin their simplicity, theyevidencehe

waytheC C J wiosk constantlychallengedheviewerto look attheworld in anewway.

Thefollowing threeimagesareshownasanexampleof photographshownasa series.

MichaelMeyersfeld.Two StrawChairs& Cactus 1979.Page30
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MichaelMeyersfeld.TwoPool Chairs 1978.Page43

MichaelMeyersfeld.TwoTrees reland. 1979.Page31

The grouping of thematic imag€svas one ofmany unremarkedevelopmentsat the CCJ.

AHere the importance of the singular i mage i
i nqui ry i Walls20E). Suh groemngs ale commonplace today, but at the time,

they were nuanceahd perhaps often not seen for what they wiersome ways what

characterises photographic art as it emerges in the 1980s in the USA and Britain is a concern,

not with individual images, but with photo sequences. Outstanding examples of this are the

works by Duane Mi c WaeatySx Gasdinke SRtwrsaachSaphis Calle.

At the CCJ,change®ccurredovertime, becomingprogressions-requentlynewideas,such
asgroupingshappenednoreby chancehandesign.Theencouragemergivenatthe CCJto

seeafreshsubliminally producednanyformsof experimenthatin 1970sSouthAfrica

30 Imagesin seriesarenot new, with worksby BerndandHilla Becher,AugustSandeandKarl
Bossveldtbeingsomeof the early examplesThe highly respectedValtherCollectionis almost
entirelymadeup of imagesshownasserieqThe Orderof Thingsi The WaltherCollection).
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seemedbriginal. Thegroupingof theabovethreephotographstakenovertwo years,
providesanadditionalnarrativenot evidentwhenthe imagesareseersingly. The 1970sand

1980swereexcitingtimesat the club, whenphotographywasvery fluid.

Dan Swart.Fromleft to right. Floating StonesBones Sticksand StonesLate 1980s
Pagesl8,42,and94

Thethreeimagestakenby Dan Swartin thelate 1980saresituatedsomewherdetween
surrealismandconstructedcenesandarecertainlynottraditionalcameraclubfare.in Si n c e
thelatter partof the 1960s photographyn termsof pictorial strategychangedundamentally.
Contemporaryphotographypeganto takeanoppositeview to therequiremenfor6 st r ai ght 6
photographywhereanyalterationto the exposedegative finishedprint, or subjectmatter

wasa n a t h(ikkoher £995,insidefront cover).Constructegphotographseferto work
specificallyarrangecandmadeto the tasteandliking of the photographereretherole of

the photographewentfrom takinga photographo themakingof one.ii S ¢ earee s
deliberatelystagedor the camerawith theintentionof creatinga fictional photographic

r e a I(Kohley1895,7). Constructedr arrangedhotographys not new, with anearly
examplebeingOscarR e j | a conhpositéllse TwoWaysof Life from 1857.4 T h e
Surrealistmovementthe Constructivistandearly advertisingphotographycanall be
regardedhsprecursor®f the contemporanartof stagedo h o t o g (Kéhleri99ma).

Stagedsurrealistioor constructedvork haslargelybeenthe provinceof afew artistsand
certainlywasnottypical of cameraclub work. ConstructeghotographywhetherPhillipe
Ha |l s mad8dmpositamageof asuspende&alvadoDali with threecatstossed
throughtheair seeminglyon awaveof water,or ManR a yUntiled Rayograph1922,or
SandyS k o k | RadiohétisgeCatsandReveng®fthe Goldfish all go beyondstraight

photographyinvolving eithermodetmakingor complexdarkroomprinting of multiple

109



images. As with S w a rwbrksgheyall needpre-visualisationoccasionallyrequiringsome
rudimentarysketchesConvertinganideainto its threedimensionaform readyto be
photographedequirespatienceandtrial anderror,involving manyasdlip betweertheinitial
inspirationandthefinal product.S w a rthreéirmages evenoutsidetheambitof camera
clubs,would requirearich andfertile imaginationcoupledwith theskills to physically
constructhe setbeforeproducingthefinal imageconsisting in this case pf constructed,

unretouchegbhotographs.

Dale YudelmanWedding1980s.Pages-7

In Weddingwe seeoneof cameraclubhallowedgoldenrulesdeliberatelyandsuccessfully
broken.By cutting off the headsof thegroomsmenan otherwisetypical weddingphotograph
hasbeenmadenew. Theanonymityof thebow ties, white carnatiorbuttonholesandwhite
glovesprovidesa perfectfoil, drawingo n eafiesitionto theyoungboy onthe extremeleft
who would otherwisehaveprobablynot beennoticed.This wasa freshway of seeingthat

subvertedraditionalcameraclub dictates.

| do notclaimthatany of theimagesshownor discusseds unique.Theywereall producedat
differenttimesof thec | udxiétenceby differentphotographerandwith different
equipmentputwhattheyhavein commonis their shift awayfrom photographydoneby any
otherphotographidodyin SouthAfrica duringthosethreedecadeslt is this distinction,

howeversmall,thatl wishto highlight.
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Chapter 6

Conclusion

In theIntroductionto this dissertationl notehow little hasbeenwritten aboutcameraclubs
in SouthAfrica. Apartfrom threearticlesby Malcolm Corrigall onthe ChineseCameraClub
of SouthAfrica, andB e n s u lstéoricéleverview, therehasbeenno discussiorof the
actualtypeof work done.In view of thesheemumbes of cameraclubsandamateur

photographerm thelatter half of the twentiethcentury thisis a situationof someconcern.

In AmateurPhotographyand Pictorial Aestheticsinfluencesof OrganizationandIndustry
on Cultural Production Michael Griffin alludesto whatheregardsasageneralanomaly
observingfi Gi theimpactof amateumpracticeon technicaldevelopmentson popular
notionsof picturemaking,andtheinstitutionalisatiorof aesthetidorms,amateu
photographyhasfailedto receiveadequate t t e r{1087,65). Berhapgheansweliesin
thetwo phrasesii t e c dreiveed lo mmd@ n imditationalisatiorof aesthetidformso
Clubshavebeencastigatedor their narrowinterestin thetechnicaldevelopmentef
cameraslensesetc.,andtheir tendencyto form a club ethosthatresultsin the stereotyped
perpetuatiorof photographicontentandstyle. As Schwartz(1983,152) sosuccinctlystates,
fi ¢ a nchulb neembersnvestvery little thoughtandemotioninto their photograph®
Griffin (1987 remarksonhow,i b e fthe $eeondWorld War muchattentionwasgivento
theactivitiesof photographisocietiesandamateurclubs,particularlynotingearlyactivity in
the United Statesandtheinfluenceof theamateursocietieson standardsindpractceé .
Sincethen,little hasbeenwritten onthe contributionof seriousamateup hot ogr ap hy o
(Griffin 1987,17-18).1t is thislacunathatl havesoughtto addressere,albeitby focusing
onasingle,determinedlyatypicalcamereclub. | havecontextualisedhe studyby showing
how cameraclubswereintegraltop h o t o g deagbopnyefy fscusingon thethreemajor
photographianovement®f Pictorialism,the Phote Secessin, andGroupf/64. | look attwo
otherSouthAfrican clubs,the Johannesburghotographi&Societyandthe ChineseCamera
Club of SouthAfrica, bothof whompropagated club ethosmiredin therepetitionof
landscapendportraitphotographyEventhoughmanycameraclubsbothhereandabroad
did notgenerallyadvancébeyondimagerythatwasfi s u gciichég,pictorial romanticism,
nostalgic,cuteandf a mi (Scheartz1983,110),this doesnotapplyto all clubs.To
demonstratéhis, | discusghework andethosof threeoverseaglubsthatsuccessfully

avoidedfalling into this categoryPhotoClub Riga, Foto-Cine ClubeBandeiranteandthe
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LexingtonCamereClub. Like the CCJ,theseclubsweregracedby leadershighatsteered

theminto anindependenandprogressivarena.

Herel would like to interpolatean objectionto a widely-held attitudethatcriticisesand
demeansamereclubsfor theirmethodologylt is correctto saythatmostclubshavearating
systenthatinvolvesphotograph$eingjudgedby their peers We know thatthis is notthe
way artistswork. But why shouldit be seenasanegative#or many,thecamereaclubis a
school All artistsshouldcontinueto learnandadvanceandall art getsjudgedin oneway or
anotherlt is notthe systemof gradingandjudgingthatshouldbejudged,butratherthe
guality of the benefitsthatit confers

In thechapteronthe CCJ | gointo somedetailon how the club operatedAspectsof the
difference betweerthe CCJandmostotherclubsarediscussedn depth.But my argumenis
essentiallyavisualoneandcannotrestuponawritten statemenalone Thatis why the

imagesin the PhotoBook arecrucialto my thesis

In looking attheseimagesi both the selectedmagesdiscusse@boveandthe onehundred
photographsn the accompanyindnardcoverbooki oneneeddo appreciate¢hatall were
producedn apre-digital world. Producingafi g o @raht@ouldrequiremanyhoursof
printing andre-printing. The procesf analoguedarkroommanipulationsvasunderpinned
by craftandlabour.Unlike a Photoshoppedigital image , wherethe processf productionis
potentiallyunendingabadprintc o u | béneddifiedi onehadto startover.| mentionthis
becausemanyof the photographshownrequiredfinely honedskills anda heightenedbility
to pre-visualise.Today,complexcombinationf imagescaneasilyandreadily be produced
usingAdobePhotoshomr AdobeLightroom;the very nameLightroomimplyingai n e w,

improveddarkroomo

Technicalachievemenaside theessencef my casefor the CCJlies in the progressiveand
diversework doneby membersit wasdifferentfrom mostotherclubs,andadirectresultof
thel e a d e endhbsiagmdrergy,andprogressivenessmagessimply showingan
aestheticallypleasingarrangemenof formswerenot deemedsuccessfulThe CCJduringthe
1960s,1970sand 1980 wasanexciting placeto be.Imageswere,for the mostpart,newor
fresh.Theprevailingrequirementvasto exploitthecameré mtrinsically creativequalities,

eschewinghe documentatiomf banalor familiar idess.
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During thethreedecadesinderreview, photographyn SouthAfrica, coincidingwith theera

of apartheidn SouthAfrica, hasbeengenerallyseenasdominatecoy i s t r wgpgolest 0
photographyThis photographywasimportant,valid, andfrequentlybrave butremainedn

essene photojournalismlt is interestingto reviewthe standoffbetweerDavid Goldblattand
PeterMcKenzieat the CultureandResistanc€onferencéneldin Botswanan 1982.

McKenzig readinga positionpaperdraftedby the Afrapix Group,ii ma acaseyery

rigorously for photographerbecomingculturalworkersof the struggled Goldblattstrongly
disagreedvith this, stating,i thoughtthatphotographersverereportersandar e p o job er 6 s
istor e p (Haytes2017 quotedin Enwezor& Bester2013,342).Eitherway, it would seem

thatthe political circumstancesoughtto reducephotographyto a socialinstrument.

At thattime the CCJrepresented smallgroupof photographersrho wereendeavouringo
usethe camerdor purpose®therthandocumenation Contrato thedocumentindy
memberof Afrapix or theongoingrepetitionof homogeneousnagesby manyclubs,the
CCJwasactively pursuingwhatwasdeemedhotographiartwork. With galleriesmuseums
andcollectorsfor the mostpartshunningohotographythe CCJ,howeverinchoately struck

outin thedirectionof anothergenrerarely seemat thattime in SouthAfrica.

It is for this thatl arguethe CCJshouldberecognised.
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Epilogue

On the eve of getting my dissertation printed andmitted, | received a mail from Professor
Christo Doherty directing me to a webinar of a discussion and rbpoktby members of the

South African delegation to the Venice 2022 Biennale.

Hosted by Professor Doherty, this included the curator Amé Bell and the three participating

artists, Phumulani Ntuli, Roger Ballen and Lebohang Kganye.

| was struck by a particularly interesting comment by Lebohang Kganye. Discussing

the dominant role gbhotography in South Africa, she iterated how it was used as a political
tool to display the violence of apartheid. She tempered this by adding that there always
existed photographers who had poetic ways of using photography.

She added further, "still pkagraphy need not be static, it can also be used in fantastical and

imaginative ways."

In all my research, this is the first instance where an important personage has verbalised the
existence in South Africa of photography that possibly transcended dotmnand struggle
photography.

It is the perfect epilogue.

Future Research

As already mentioned, this dissertation was burdened with limitations. There is very little
doubt that had this subject been tackled one or two decades earlier, it mightdravie e

in content, and better informedt is with this in mind that | implore other researches to

urgently start collating the rich seams in current South African photography. Important
photographic works from many African countries have become saitghtoy both

international as well as South African collectors. While a small but growing number of South
African photographers have reached fame, both here and abroad, existing literature on these
photographic artists is largely predicated in gallegchurespress announcementnd a

sprinkling of monographderhaps most importantly a growing number of young black South
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African photographers are producing work that needs attention. There are rich pickings out

there that need to be seen, studiedwantien about.
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