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Abstract 

Pictorialism was the dominant international photographic style from the t 8905 until the 

late 19305. In this thesis I examine the hi story of the movement in Australia from its 

beginnings in 1897, until the late 19505 when it finally faded away. Nineteenth century 

photographers used the camera to portray 'reality' or 'truth', Pictorial photographers, who 

first appeared in Europe in the 18905, aspired to be known as artists who sought beauty 

rather than 'truth' in their imagery. However, as an artistic instrument the camera had 

limitations. The most important of these was the fact thata negative is simply a record of 

what is in front of the lens; how then could a photographic print be art? Another 

drawback was the perception, as cheap cameras became widely available at the end of the 

century, that taking a photograph required little or no talent; 'anyone' could do it. Many 

Pictorialists therefore aimed to make images that resembled photographs as little as 

possible. To thi s end variolls manipu lative devices were employed. 

The primary focll s of my investigation has been to supp lement the reasonab ly well 

known story of Australian Pictoria lists noted forth is kind of manipulation, producing 

soft-focus 'impressionist' hand work, with an account of the ach ievement of others, 

working in a 'natural' s tyle, whose history has been neglected. I have also been 

concerned in this thesis to reclaim the reputations of Pictorial ists, both men and women, 

from the reproach that they were only concerned to imitate works in other media, notably 



nineteenth century painting. In do ing this , I have analysed who took photographs, what 

their motives were, and what their images signified, paying part icular attention to the 

contextual, institutiona l, historica l, and discursive parameters of Pictoria lism. 

I use an inves tigative methodology heavily reliant upon contempora ry sources, 

part icula rly the photographic journals. As well , I examine concepts applied to 

photography. such as the use of light, and compare them with ideas prevalent within 

Australian cu ltura l discourse at the time affecting literatu re, poetry, and the visual arts. In 

order to do thi s, I use parallelism, induction, equivalent, and speculative reconstruction 

where concrete statements of Piclorialist aes thetics are absent. 

Pictorialism, in Australia as elsewhere, continues to be a relatively neglected area, 

although interest in an artistic sty le which has been out of fashion for decades often 

returns unexpected ly.The revival in the fortunes of Victorian pre-Raphael ite painters in 

recent years is one strik ing example. Such considerations apart, I argue that a movement 

which attracted so many ellthusiast ic participants, which was distingu ished by an 

eclecticism ignored by Illost commentators today, which lasted so long, and has been so 

innuentia l, does not deserve (Q be forgotten. Its history ho lds much to interest the serious 

photographer as well the social hi storian. 
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Preface 

This thesis relies on published sources wh ich are listed in the bib liography, 

A preamble to that document gives the location of the most important of these. 

Otherwise I have not relied on the work of others. nor has my thesis been done in 

collaboration with anyone else. 

No work has been included which was submitted for other 'qualifications', and none was 

carried out prior to my Ph .D candidature. 
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Introduction 

The Project of this Thesis 

One of the main problems in writing about Australian Pictorialisrn is to understand its 

production in a comprehensive manner. Pictoriali sts were interested in taking 'artistic' 

photographs, where the pholographer expressed his creativity by some kind of 

intervention. Most, but not all, subscribed to the view that unmediated 'record shot s' 

were not 'art'. Beyond this there was very liule agreement, and my research has 

discovered an extraordinarily diverse field ofPictorialist practice that resists easy 

totalisation. 

To overcome this, I have adopted a methodology based on a systematic examination 

and classification of contemporary sources, including images. I The Appendices 

provide one example of tile way in which I have used this information . The 

methodology cmploycd is also iconoclastic, aiming to challenge traditional 

unde rstandings of Australian Pictorialism. In their place, I ha ve suggested other ways 

o f reading and understanding the movement. In pal1icuJar I speculate that Pictorial 

images can be approached in the same way as other photographs, as cultural artefacts 

where context and function arc all important. A key strategy here has been to examine 

I The lack of origiml l photographic prints poses a difficully for Ihe rcsearcher in Ih is arca. Good 
reproductions from original pri ll ts Iwvc been used in this thcsis whcn available, but where lacking, a 
copy of lesser quali ty has been employed. TI1Cse will ei ther be copies of photogravures or half-lone 
rcproduct ions. The usual references to type, size of print Hnd location will be absent in Illost instances, 
since the photographic journals frOIll whcnce most eXllinples in til is thesis come, vcry rarely noted such 
details. 
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linkages that weave readily into the broader cultu re of the time: with photographic 

practices elsewhere; with other contemporary visual practices; (especially etch ing) 

with historical, social and contextual backgrounds; and with literature and poetry.2 

In trad itional terms, Pictorial photography in Australia has hitherto been almost 

exclusively described and discussed in terms of a Modernist aesthet ic embracing style 

and authorsh ip. Gael Newton, who pioneered the study of Australian Pictorialists, and 

is regarded as the authoritative voice on the question, makes the point in relation to 

style? According to Newton there were two main Pictorial phases. The fi rst, low tone 

and 'atmospheric', dates from around the turn of the century. This was rep laced by the 

'Austra li an Sunshine School', initiated by Harold Cazneaux (1878-1953) and the 

Sydney Camera Circle in 1917.4 My research demonst rates that this division is only 

partly correct In particu lar, a detailed examination of contemporary sources, 

principally the Australian photographic journals, discloses that between 1900 -1917, 

a longside and in competition with the 'low tone' enthusiasts, another Pictorialist 

school flourished in Australia. These photographers sought 'natural' effects, in many 

ways anticipating the ideas of the Sydney Camera Circle, whose aims are analysed in 

Part Two, Chapters 4 and 5. They were not particularly wel l known, even in their own 

2 Categories suggested by Philip Stokes ill ,m email dated November 20. 2000. 

3 Ennis, 1999, p. 136. 

4 'II is now widely accepted Ihm Auslrfl lifln Pictorialis! photogrdphy had two main phases. clearly 
delineated by Gael Newton in her pioneering cata logue Australian Pictorial Photography. The fi rst, 
beginning around the turn of the century, was distinguished by the predominance ofa low-!one 
atmospheric style . .. the second phase, evident by 19 17, was initiated by members of the Sydney 
Camera Circle; their aim was \0 'interpret something of the bright light lind spaciousness of Australia." 
Enn is, 1999, p. 136. 
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day, were unconcerned with individual fame, but had distinct ive ideas the most 

important of which was the, 'typical representation of Australian life, landscape and 

scenery,.5 In Part Two, Chapter 3, I relate the history of the Australian School of 

Photographers, a natural Pictorial group based in Melbourne. 

The fact that Aust ralian Pictorial ists worked in several different styles, and took 

different approaches, was well recognised at the time, but is something that those who 

write on the subject today generally overlook. In evidence, there follows a review of 

Pictorialist literature in Australia, annotated with references to the body of the thesis. 

li te rature Review 

Lite ratu re Before 1978 

Before notici ng contemporary literature it should be said that until the late 1970s, 

scholarly attention to photography as a creative art form in Australia was very limited. 

llerore 1978, quantity rather than quality distinguished the literature. During this early 

period, cri tical analysis was generally absent. The usual appro<lches tended to be art 

appreciation, by formalist means, technical , (how to do things) narrative, or 

bibl iographical. Such analysis as there was concentrated on formal aspects of the 

work in question, with particular emphasis on tonal qualities and problems of 

composition. Where a writer was critical, argument was invariably lacking-

statements and propositions appear to have been regarded as self-evident. 

~ Camern House Beacon. August 1907 , pp. 123-1 24. 
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The painter Sydney Long' s 'An Artist 's Summing Up of the Pictures', in the 

Australasian PholOgraphic Review, December 21 st, 1903, is a good example of the 

'art appreciation' approach.6 Long followed contemporary practice which viewed 'art ' 

photography exclusively from the painter-artist 's point of view. This mean t that 

photographs were approached, and criticised, exactly as if they were paintings or 

etchings - the maker, not the medium, determined the artistic worth or the piece.' A 

later example of this tendency was seen in Leslie Beer's 19 19 monograph, the Art of 

.101711 Kauffmann, a good instance of the biographical approach, which was important 

because it was the first to have an artist photographer as its subject. 8 

Early reviews of indi vidual work almost always concentrated on formal or technical 

qual ities. In November 1906, the Allstraliall Pholo;.:ml'hh: Journal noticed the Ninth 

Exhibition of the Photographic Society of New South Wales . Fo r their crit ic, visual 

qualities were paramount ; the subject ora photograph, its meaning, and the context in 

which it was taken, were en tirely subordinat e to its appearance. ':) 

Much early lit erat ure, on the other hand, is technical, being studies of processes in 

va rio lls forms. An arti cle by the prominent Australian Pictorial wo rker, Haro ld 

Cazneaux, illustrates th is. Writing for the A IIstralasiall 1)/7%-UevieIV in 1912, he 

(, Long, ]IJ03. 

7 Peterson, 19lJ2, p. 190. 

8 Beer. 19 19. 

9 Australian Photographic Journal, November 1906, p. 263 . 
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contributed the article, 'Etching and Engraving Colour Effects on Bromide Paper' - a 

'how to' essay about the different results possible through the photographic printing 

process. 10 This article reminds us to that this was how many Pictorial photographers 

sought to express their artistry. Elsewhere, Cazneaux introduces another approach to 

artistic expression - one not reliant on printing skills . II This is that selection of 

subject a lso makes a successful photograph . He suggests, for instance, that the big city 

contains themes largely ignored by Pictorial workers, and says that in the city the 

photographer can select subjects containing the humour and pathos oflife. 12 This clue 

that Cazneaux thought the subject of a Pictorial photograph might be as important as 

its appearance by Vil1UC of the process which creates it, has not received attention 

from writers on Aust ralian Pictorial photography; I discuss the concept of subject 

based photography in Part Three. 

Coming closer to the present is Jack Cato's imponant 1955 narrative work, The S'tory 

oj fhe Camera ill A Ifsfratiu . (re-published in 1979) As the tirst attempt at writing a 

history of Aust ralian photography, it is profoundly useful.!J Cato was not writing 

specifically about Pictorialism. On the other hand, he was a photographer whose early 

lIl CllZlleaux. 19 12. 

II Cazncau.x. 1910, pp. 42<)-4)0 . 

!2 Cazneaux, 1910, p. 426. 

13 Ca to made the poi nt to thc writcr, tha t he was uniquely qU<llificd, by virtue ofllis personal knowledge 
and contacts, to undertake such a Lask. Much, he felt, would have been 10SL if he had not attempted lhe 
work when he did. COllversmions with the write r, Melbourne, latc 1960's. 
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work was inspired by 'The Pictorial Movement', to which he devotes a chapter. !4 Most 

of it is an account of Harold Cazneaux's life and career. The 'thirty or so outstanding' 

contemporary other workers, with whom he claims acqu ai ntance, score half a page 

between them.l~ Especially unfortunate is the way in which he lists haifa dozen 

'master[s] of some special subject', without further elaborat ion. If, Cato 's style is 

anecdotal, as well as ' narrative '; a significant segment of'The Pictorial Movement' is 

devoted to an enterta ining account ora visit to Jul ian Smith's studio. 17 His book is 

thoroughly readable, and full of informat ion that wou ld now be very difficult to 

assemble from scratch. But it lacks a crit ical dimension, and is flavoured with the 

spice of a raconteur, which leads the reader to wonder how strictly accurate some of it 

IS . 

literature Since 1978 

After 1978, scholarl y attention characterised by a more disciplined, analytical 

approach, tu rned to Australian photographic history, including Pictorial photography, 

for the fi rst time. The resu lting works almost invariably treat the history of 

photography as a branch or art history, and concentrate on individual photographers 

and their works, which are mainly categorised in sty list ic terms. Pictoria l photographs 

are discussed as if they were paintings or prints. But photographs are not paintings or 

H Cato, 1979, pp. ISO-15K. 

D Calo, 1979, p. 155. 

16 Cato, 1979, p. 156. 

17 Calo, 1979, pp. 156-1 58. Juli<l ll Smith, a doctor by profession , look up photography in the e<lrly 
1920's. He specialised in highly individual studio portrait studies of models dressed up as 'characters '. 
Examples of his work m<ly be fo und in Fifly Masterpieces oj Phologrophy by Dr. Julian Smifh. 
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prints, and it seems to me that in analysing the work of the P ictorialists, attention 

should also be paid, particularly by reference to photographic theory, to the medium 

itself. 

Pictorial Photography as a Branch of Art History 

Harold Cazneaux monograph. 1978 

In 1974, Harold Cazneaux's daug hters presented a large collection of his photographs 

to the National Library of Australia. This, with some further additions, became the 

inspiration for, and the subject of, CaZl1eallx: Ph%Kraphs by Harold Cazneallx 1878-

1953 ."elected and with all appreciation by Max Dllpain, the first book devoted to his 

work which had hitherto only been reproduced in periodicals.IK George Chandler, in 

the 'Preface', described Cazneaux as, 'unsurpassed among the phowgraphers of his 

day', a remark that sets the scene for a celebratory appreciation whose aim is to 

establish the photographer as alllellr.19 

Bo lton a lso takes this idea a step further. He says that those, like Cazneaux, who 

reacted against European influence in 1916, and founded the Syd ney Camera Circle 

with the aim of introducing an Australian Sunlight School of Pictorial photography 

were, 'the priest ly caste of the Pictorial Movement in Australia,.20 Writers on the 

Ig Chand ler, 1978. 

19 Chandler, 1978. 

20 Bolton, 1978, p. vii i. 
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Pictorial movement in the United States have seen Alfred Stieglitz's dominance of 

American Pictorial ism as elitist. It is argued that this has been responsible for the 

neglect of others, particularly those operating through camera clubs and not anointed 

into the caste?1 Bolton's comment raises the question as to whether the e litism he 

identified in Aust ralia operated in a similar way , 

In the context of the times, was one direct ion of Pictorial ism here seen as elitist by its 

practitioners, aga inst others? Was an el it e group of outstand ing Pictorial workers 

recognised? There is certainly contemporary evidence to support such a view. 

Membership of the Sydney Camera Circle was by invitation only,22 There are also 

frequent rererences to ' strong men' who were generally recognised as better 

photographers; Pa rt Four is devoted to an examination of'strong men', and also 

identi fies 'strong women' as wel l. Australian Pictoriali sts were also a minority 

amongst amateu r photographers. Although their pursuit of excellence in photography 

may be seen as evidence of elitism, their acti vities were mainly carried on th rough 

democratically organised camera clubs, where the strong were always will ing to help 

the not so strong. Part FOllr also contains a detailed analysis of the camera club 

environment. 1\ feature of these clubs was the interest in 'genre', or story telling 

images, concerni ng which the contempo rary literature has litt le to say. These types of 

21 Pelerson, 1997, p. 13. 

22 Lindsay, 1911 , p. 296. Harring/ons' !'h%graphicJournal. July, 1917, pp. 206·207. 
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pictures are discussed throughou t the thesis, but notably in Part One, Chapter 2, and 

Parts Four and Five. 

Max Dupain's 'Appreciation' had a specific view ofCazneaux' s eli ti sm, contrasting it 

with 'proletari an' photography, in the sense that the latter renders images objectively, 

whilst objects become symbols fo r the elite photographer who reaches, 'beyond life to 

something idealistic'?] If this ana lysis has force for Cazneaux's work, it can equally 

be applied to his contemporaries, since the kind of symbolism Dupain talks about was 

one of the mainsp ri ngs of the' Art Photography' movement of the day. Dupain also 

mak es an important point when he complains abollt Australia's iso lat ion, and 

part icula rl y the lack aC knowledge amongst Australian photographers of the move 

away fro m what he ca ll s, ' the pretty picture with the art connotation' towards more 

objective documentation.24 In viewing the work of some Australian Pictorial 

photographers around I c) 10-1914, I have contested this claim, in the belief that 

iso lat ion was !lot as complete as Dupa in thought. I presen t my evidence fo r thi s in 

Part Four. 

Gael Newton 

Gael Newton has been one of the pioneers in the re-eval uation of Pictorial 

photography, publ ishing six substantia l pieces in the last twenty years . These, in order 

2) Dupain, 1978, p. xiv, 

24 Dupain , 1978. p. xiii. 
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of their appearance, are: Australian Pictorial Photography: A survey of art 

photography from 1898 to 1938 organised by the Art Gallery of New South Wales, 

Sydney, 1979;" Silver And Grey: Fifty Years Of Australian Photography 1900-1950, 

1980;26 'Harold Cazneaux', in Philip Geeves presents Cazneaux 's 0ydlley /904-/934, 

1980;27 'John Kauffmann, 1864-1942 - Art Photographer', in the Australasian Antique 

Collector, 1980;28 three chapters in Shades of Light: Photography and Australia 

/839-1988, 1988;29 and finally, John Kauffmann: Art Photographer, \996.30 

An example of Newton's approach is her 'I ntroduct ion' in Australian Pictorial 

Photography, the first comprehensive attempt at an historical survey of the topic. 31 

The catalogue also gives biographies of the photographers whose works were shown 

in the exhibition. 32 Pictorial photography in Australia is equated to the movements, 

which had taken place overseas which are characterised as being stylistica lly, 

'dependent on a mixture of impressionism, naturalism, and art nouveau,.33 Newton 

correctly draws attention to the 'low-tone atmospheric' school of impressionists and 

" .~ Ncwlon 1979. 

"6 Nc\\10n. J 980 'l. 

27 Ncwton. 1980 b. 

2g Nc\\10n, J 980 c. 

29 Newton, 1988. 

30 Newton, 1996. 

31 Newton, 1979, pp. 4-6. 

32 New1.on, 1979, pp. 7~15. 

33 Newton, 1979, p. 4. 
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the later, high keyed work of the Sydney Camera Circle. Missing, here or elsewhere 

in her work, is a full account of the 'natural' Pictorial school which operated in parallel 

with the early 'impressionists'. 

In considering 'stars', Newton highlights the importance of early 20th century 'one-

man shows,.34 Emphasising the role of the photographer parallels traditional art 

history approaches, as does seeking out 'the best', a very common practice among 

writers about Pictorial ism . For instance, Jack Cato describes L.W. Appleby's Hop oj 

the Blllletin, 1905, (Front ispiece) as, 'one of tile best camera portraits made in this 

country' . J' I agree, although th is is a matter of opinion, that some Pictoria l 

photographers took 'better' pictures than others - to th is extent concentrating on the 

individual photographer would appear to be justified. On the other hand , the whole 

idea of w hat makes a 'good' photograph needs to be argued in the light of other 

opinions. One of these is Jean Baudrillard's view that the object in a photograph does 

all the work. J(, 

Isobel Crombie 

In 1993, Isobel Crombie curated an ex hi bition III (f New LiRI/I: A.\peCIS of AuSlralian 

/Jic/oria/isl PhOloKraphy at the National Gallery of Victoria. In describing 

H 'An important rC~l1ure of these )"C,lrs W,IS the appcarance of onC-lllHn shows begi nning with Harold 
Cazncaux's in 1909. H. Cartwright , Isic l T.e. Cummins and John Ka\l ITmllnn in 1910 and Norman 
Deck in1912. Ca'l.nC;lux Iwd 11 second show in 19 12 and KmlITmmlll in 1914. (shown in Sydney and 
Mclboume)' Ncwton, t979, p. 5. 

35 Calo, 1979, p. 149. 

36 Baudrillard, 1996, p. 87. 
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Pictorial ism as! the major style in Australia from the 1900's through the 1930's', she 

takes a line similar to Gael Newton, who also tends to describe Pictorialism as a 

single style. But she also recognises a Pictorial eclecticism that other commentators 

often overlook.37 

In thi s exhibition, Crombie was interested in exploring the way in which light effects 

were used to achieve the impressionistic appearance Pictorial ists sought in their 

images. J8 As she points out , light forms the basis of all photography.]? Another basis 

of all photography is realism - what is actually photographed. I have argued, in 

course of an extensive analysis in Part Two, that Pictorialists also used light to 

enhance and emphasise the subject of a photograph. This recognition of realism may 

be cont rasted with the approach to subject taken by Crombie. Her discussion of 

thematic groups stresses the way in which subjects are used as vehicles to ach ieve 

pleasing effects through composition. 4
() I believe that Pictorial subjects can also be 

analysed in different ways. These are: how they reflect the psychology of the 

photographer; how they opera te as rellections of the context of the time and place 

when and where they were taken; and how they operate as signifiers of the meanings 

con tained in the images. 

17 Crombie, 1993, p. 2. 

18 Crombie. 1993, p. I. 

)9 Crombie, 1993, p. 1. 

4() Crombie, 1993, pp. 3-6, 
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Helen Ennis 

In he r essay 'The Quiet Observer', the int roduction to Harold Cazneallx: The Quiet 

Observer , 1994, Helen Ennis touches on a point that many today would regard as a 

core issue when de fi ni ng Pictorial photography. She stresses that' the international 

Picto rial movement ... manipulated their negati ves and prints to produce soft. - focus 

pictures that resembled works in other media'."! She quotes Cazneaux to the effect 

that he w as interested in scenes mainly for their fi nal possibi lities on paper, and says 

'This was one of the essential characteri stics of Pictorial photography.,42 Although she 

makes it clear f.·om a footnote that Cazneaux was referring here to a specific work , in 

this passage Ennis perpetuates the idea that ' Pictorialism' and 'manipulation' or 

'alt e rat ion ' in the printing process are synonymous.".l [ have chal lenged this 

assump tio n with an anal ysis of un manipulated Picto rial work, notably of the nat ural 

Pictoria l schoo!.44 

Martyn Jolly 

In 1982, Mart yn Jo lly deli vered a lecture at the Australi an National Gallery in 

Canberra cal led A IIs/roliof/ J)/w/oKl"lIphy Ph; /or ialislIl to lJlmlo .Io llmali.l"n1 . In it , he 

·11 Ennis. 1994 , p. 10 . 

. (~ En ni s, 11)94, p. J 2. 

~l En nis 11)1)4. p. 15. 

~ 4 Other 'A rt Historica l' writi ngs. contai ning lIluch useful information, but not discussed here becausc 
the approaches lI re si 1l1il,lf to thosc already noted, arc : Kal hryn Needs' '[mroductioll ' 10 Pictorial 
Photography I~v Courte.\y OrOw Art Gallery OJSOllfh Au.wralia, 11)80; JC<1Il Waterhouse's Real 
Vi,~i()ns: The life and work oj F A. Joyner South Australian Photographer 1863·/945, 198 1; Sue 
Smith 's Queenslnnd Picloriali.\·f Photography 1920·1950, 1984; Mllrtyn Jolly's Highlights and Soft 
Shadow.v: PicforiaJi"'111 in Australian Photography, the catalogue for a 1985 exhibition at the AuSlralian 
National Gallery; and Ba rbnnl H:lll's and Jcnni Mather'sAustmlian Women Phofographers 1840- 1960, 
1986, which covers Piclorilli photography as part of its remit. 
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identi fied the way Australian Pictorialism 'crosses over' with other styles, notably 

photographic modernism. This is a notable insight, to which I pay especial regard in 

Part Five, and a starti ng point for an invest igation that disentangles some of the 

misapprehensions about the movement. The most serious of these is the idea that: 

II is easy 10 cha racter ise Pictoria lism as a retrograde, unimaginative a nd sycophanlic 
movement that lay fo revcr stngnant in the stylist ic hollows of lnte nineteent h celltury 
impressionism .45 

On the other hand. his defence of Pictorial ism in general is a little too strong. Whi lst 

recognising that it was influential - ce rtain aspects of the di fferent Pictorial 'schools' 

can be observed in later, much more highl y regarded work - I thi nk it asks a great 

deal of the movement to say, as Jolly did, that 

it lasted for forty ye:Jrs du ring some tempestuous limes, bUl throughoul was able 10 produce 
cult um l products fu lly comlllcnsurnic with those of other an mcdiu ms.'·16 

If thi s overstates the case, his remarks did suggest to me tha t it would be appro pri ate 

to search for the 'Pictorial isrn [that) provided both the rationale and the means for the 

explorat ion of a diversity of ideas by Australian photographers.'47 

45 Jolly, n.d., p. 19. 

46 Jolly, n.d., p. 19. 

47 Jolly, n.d., p. 19. 
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A lt ernative Approaches 

A nn Stephen 

In 1983 Ann Stephen's 'Mass Produced Photography in Australia During The Inter-

War Years', appeared in Art Network. 48 Stephen was one of the first critics in 

Australia to employ the analytical tools developed by modern theorists such as Allan 

Sekula. Following Sekula's argument that photographic meaning depends upon 

context, Ann Stephen dissects the way in which photographs function, especially 

relative to social meaning, and discusses how Australian Pictorial photography, in the 

1920's and 1930's, interacted with mass culture through being used to illustrate media 

advertisements.49 This article encouraged me to think about, and discuss in Part One, 

Chapter 2, the way in which social, economic and power relationships relate to 

Pictorialism, and to find other contemporary examples of the use of Pictorial images 

in advertising. These may be found in Part Five, Chapter 3. 

J ulie Brown 

Julie Brown's 1984 Ph.D. thesis, Versions of Healily: "f he ProJllclion and Fllnction oj 

Photographs in Colonial Qllee/l.\-!ClIIJ 1880-1900, had as its main premise the 

argument that the photograph is a constructed efrect. She argued that the subject 

content represents a version of reality, which depends importantly upon the purpose 

fo r which the photograph is taken. 50 Such an analysis is not usually applied to 

48 Stephen, 1983 . 

49 Stephen, 1983, p. 40. Sekula's analysis builds Oil ideas proposed by Walter Benjamin. Sec Sekula, 
1984. 

so Brown, 1984, p. 227 . 
15 



Pictorial work, where the purpose for which the photograph is taken is assumed to be 

the aesthetic impression it makes on the viewer. 1 have argued that the subject of a 

photograph is important whatever its purpose, and that P ictorial works should not just 

be read in terms of the 'impression' they make. 

Anne-Marie Wi lli s 

In 1988 Anne-Marie Willis' Pic/uring Allstralia: A His/my of Photography 

appeared.'] Picturing Aus/ralia is also a stimulant for alternative ways of thinking 

about Australian Pictorial photography. Willis defines three common approaches to 

writing photographic history. These are: treating photography as a sub-branch of 

conventional art hi story, aiming to discover the hero and establish the canon of 

outstanding practitioners - a characteristic of recent wri ti ng about Austral ian Pictorial 

photography; considering photography main ly as a technology; and treating 

photographs as documents and unproblematic deposits of self-evident meanings . 51 

Her own approach, without ignoring outstanding individuals, technology, and social 

history, was an attempt to write a survey history of photography in Austra li a 

responsive to its multiple condit ions and contexts ofproduction.5.1 

Brown and Willis stand all very silllilar g round. Both discuss Pictorial photography as 

part oflarger arguments, and therefore do not app ly thei r contextual insights in the 

Sl Wi ll is, 1988. 

52 Willis, 1988, pp. 1-2. 

53 Willis, 1988, p. 2. 
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same way that Ann Stephen was able to. Stephen was discussing a specific 

application; the way in which, 'pictorialist techniques were used in the commercial 

sector to confer artistic quality on commodit ies.' H Where a photograph is taken as 

'art' - through an exclusive address to the visual faculty - she feels that the 

consequent , 'priority placed on the abstract formal qualit ies of the picture combined 

with the importance of the un ique print renders insignificant the social meaning and 

funct ion of photography' . 55 My own approach has been to look at conditions and 

contexts of production, as we ll as content, even when a photograph was taken 

primarily for aesthetic purposes. Brown's idea, that con tent represents a version of 

reality, is, I argue, particularly relevant to the work of many Pictorialists who 

attempted to subsume real ity, or substitute one rea lity for another. 

In summary, thi s thesis argues that a study of Australian Pictorial ism should not just 

cons ider style and authorship. Most critical writ ing abou t photographs is approached 

in two, qu ite different ways. One alternative is to concentrate on an image's styl istic 

or formal quali ties. Another is to examine its structural, contextual and historical 

connections. I do not ignore formal analysis, because 'style' was such an essential 

element in the creation of Pictorial photographic work. On the other hand, an 

important aim in th is thesis is to use contextual and historical ana lysis to extend 

~4 Stephen, 1983, p. 40. 

55 Stephen, 1983 , p. 40. 
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knowledge of how Austra lian Pictorialists, many relatively unknown, contributed to 

the development of a photographic aesthetic during the twentieth century. 

18 



Part One 

P~ctorjal Photosraphy - Art or Artistry1 

Chapter 1: The Photograph as Art : Prelude to Australian Pict oriali sm 

Pict orial Photog raphy Defined 

A secure definition of' Pictorial photography' is elusive. Commentators note that 

'pictorial photography' , 'pictorialism', and 'Pictorialism' have, from time to time, had 

different meanings. In 1976, A.D. Coleman called the term ' pictorialism' problematic. 

He said: 

Presently [piclorialism ] is employed to describe bl<lnd, prcny, techn ic,llly expert executions of 
such cliches as peasants tilling the fields, fishcrfolk mending nets, and sailoo..11s in the sunsct, 
still being Cr<lnkcd out by mentally supcnlllllU:lICd hobbyists. As such, il is cssentillJly 
derogatory. inililllly, however, it had quitc a different import : it indicated ndhcrencc to a set of 
convcntions - prescribing styles ;lIId subjcct maltcr - which were (hought to be essentia l to 
any work of li nc an, not just phOtOgr.lphs:'>6 

More recently David Strong has distinguished between pictorial photography, where 

'pictorial' meant any photographic practice directed at producing an artistic picture, 

and Pictorialislll, a particular art-h istorical phenomenon which he describes as, 

'another expression of fill de .\HJCle Aestheticism. ,57 Strong also points to the danger 

of retrospective labeling of work as being in a ' pictorial ist style' , when different 

tendencies were recognised by pictorial workers of the time. This caveat also applies 

56 Coleman, 1981, p. 488, 

51 Strong, 1996, p. 18. 

19 



to Australian work. Some of the meanings discussed here have been created by 

outside observers after the event. Those who called themselves ' Pictori alists' in 

Europe and the United States in the late ni neteenth and early twentieth century, did 

not just adhere to a set of conventions. They were mainly interested in making 

pictures that proved the art istic status of photography; it was in this sense that their 

contemporaries generally understood the term. 58 It is clear that the same 

understanding applied in Australia. An account, in \ 900, of an exhibition in 

Melbourne said that, 'some 300 pictures were exhibited ... and the general tendency 

amongst the bulk of the exhibitors was to consider the work from the pictorial point of 

view, and to sti ll further carry out the idea by judicious framing and mounting.,S9 

The Pictorial movement took definite shape in England and Euro pe in the early 1890s. 

It s practitioners were di stinguished from earlier 'Art' photographers who went their 

own individual way, because they made an organised and conscious effort to give the 

process a defin ite art istic standing.6U One important Pictorial style derived from the 

Aesthetic Movement , which aflected painters and etchers during the 18805 and 18905, 

Especially significant was the ' tonal impressionism' of James McNeill Whistler, 

SH Pelerson, 191)7. p. 13. 

59 Australasian Pholographic RI:\'iell', June 1900, p.2-1. 

60 Hinton, 1979, (first published in 19(5) p. G I. Hinton cites David Ocwvius Hill, Adam Salamon, 
Julia Margaret Cameron, OSCM Rejlander, and H.P. Robinson as examples of those whose' Art' 
photography was prompted by eomplelely different motives 10 the Pictorial movement of the 1890s. 
Hinton here overlooks Emcrson, whose thcol)' will be discussed later, possibly because the latter 
subsequently recanted his view thaI pholographs could be art. 
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( 1834-1903) whose work was characterised by low light, soft-focus effects. 6l This 

represented a significant influence upon Pictorial photography, but was not the only 

avenue to artistic self-exp ression considered legitimate. Alongside the new 

impressionist school of photography, the old sti ll existed . Even ifit used sharp focus 

realism, the aims of the photographers - to raise the photographic image to the status 

o f fi ne art - were the same. This understanding was clearly articulated in Europe from 

the beginning of the Pictorial movement in 1891 .62 Tt also applied in Australia, as 

references from the local photographic journals in 1909 and 1919 make c1ear.63 

r therefore do not intend to use the terms, 'pictorial photography', 'Pictorialist', and 

' Pictoriali sm' in this thesis to describe any particular style. Instead, r use them in the 

sense of practices employed to take an 'artistic' photograph. 

The Art of Alteration 

The primary motive ofPictorialists, in Australia as elsewhere, was to have 

photography recognised as onc of the fine arts. To do this the medium was employed 

(,I Hald:lIlc McFa ll dcscribed WhiSller <IS, 'lllc IlwSlcr or CIllO!iOIl'll StntCIllClll.' McFall, 1905. p . 66. Thc 
term '1011<11 imprcssionism' rencclS Ill)' own rcaction to Whistler's e tChings, but the cffcet has bccn well 
described by othcrs, irnot using idcntical terminology. For inSlill1ee, Campbell Dodgson snid in 1922. 
' [Whistlcrl let his cyc dwcll with cnjoyment ol1lhc brcadth of light <iIld ~ltl11osphe re to whieh hc had 
110 t becn accustomcd in the north, l1l1d thai he thought out for hilllsel r ~l ncw style of etch ing which 
shou ld correspond 10 the char(lclcr or Vcnice (IS hc saw il. Not only ofctching, but of printi ng; for t he 
exquisitc rendcring of :l1l1losphcrie effcct achieved in the Vcnice subjects ... and tone produced. 
was somcthi ng novel at thm time and shocking to thc ort hodox. ' Dodgson, 1922, pp. 14·1 6. 

62 Margaret Harker quotes a rcvicw of tile Vienna C(1l11crCl Exhibition of 189 1, which was published in 
Vienna, and tnHlslatcd into English ror thc Photogr(Jphic News, May 15, 1!l9!. 'Two schools of 
photogl<lphy CI re represented, thc 'old' lind the 'new' or impressionist school. In the former the desired 
result is attained by allention to dctail; in the lallcr the pictures <Ire worked so as to gel an a rti stic and 
picturesque effect - juslthe same diffcrcnce as is to be found in Ihe pain tings ofloday and Ihose of 
some years ago.' Harker, 1979, p. 66. 

63 Australian Photographic Journnl, Fcbrum)' 1909. p. 63. Hnrringtons' Pholographic Journal, May 
19 19, pp.139-140. 
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in very specific ways, as a means of personal art istic expression. 64 To this end, many 

Pictorialists sought to produce what they considered beautifu l and picturesque 

photographs through various manipulative processes, of which soft-focus and 

handwork on the negative were the most important. 65 

An example illustrates the point. In 1919 Alexander McCubbin published Australia's 

first monograph on an artist-photographer, The Art of Johll Kl1I(f!mwlJ1, which 

included twellty examples of his work .(,(' Leslie Beer, who contributed biographical 

details, asserted that John Kautfmann introduced Pictorial photography to Australia 

around 1897 on his return from Europe. G
? The book, which illustrates his work s ince 

that date, has MOllnlain Gllms, c. 1914, (Fig . I ) as its first plate.6/<: The accompanying 

text describes the image as, 'A pleasing interpretation or an Australian bush scene, 

digni licd and impressive in arrangement. 'W 

M Thornton. 1'J7(). p. 27 . 

h.\ Lanc. Jinx. p. X. 

,~, Beer, [9[9. 

(,1 Beer. [1)[9. Jp. -'-I lrthcrc are Australi:Jn pholographssimi l<lr to those shown by KaulTmann which 
pre-date his rctum to Adelaide in 1WJ7. [ iI;lve nol round thClll . Jack CalO thought lhat KauJTmanli 
nccclcratcd:l tcndcncy tow;lrds 'exprcssive' photogr;tphy. which was alrcady afoot in Australia in the 
1 ~90s. CiltO. 1979, pp. 147- 141) . Confirmation of OliO'S view llppcars in an 'lrticlc in Photvgrams of 
Ihe rear IH96. whieh notes 111m work in Allstralia ill 1895. both amatcur and profcssion<li, was ' less 
stcrn ... and rClllistic', than tha t previously seen. Ponder, 1~96, p. 54. 

I'0Il Even high qunlily photogravures, as used in\hc llIain photographicjoufilals ofthc d<lY, rail to convcy 
Ihe cssence of this kind of photognlph . As OJIC or lhc jounl<lls said of :luOlllcr imagc: 'The original was 
on PC.1r1 Bromide Paper, but Ihe prill\ was 100 delicatc \0 rcproduce sat isfactorily.' Australasian Photo
Review. October 2 J, 1905, p. 37 1. 

69 Beer, 1919, [po 2.1 
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The half-tone reproductions in the volume do not do justice to the prints. rn the 

o riginal, MOlllllaill Gums resembles a mezzotint. In place of sharp focus detail, the 

image is soft and velvety with a subtle handling ofa limited range of tonal effects, 

from jet black in the to reground, through the sepia sky, to white highlights on the 

trunks of the gums.7() According to Beer, one of the tOLichstones of an artistic 

photograph is that the less 'photographic' it looks the better .71 
Mountain Gums 

certainly qualifies as an artistic success on th is score, but its acceptance as 'art' 

depends on other factors as wel l. The whole issue of whether a photograph can be art, 

and if it is, what kind of images qua lify, is a matter for debate as old as the medium 

itself. 72 Today photography has largely been incorporated into mainstream art 

histories. At the turn of the century, in Australia as elsewhere, the question was 

vigo rously debated, and Pictorialislll became a special nash-point provoking interest 

in the issue of whether photography qualified as art or artistry . 

JU Thc rCSCIll[)lancc is supcrficiaL The !c.'l:turc of a photograph is dirrcrCllt to a JIlcz/.oti ll l. Also. 
cxamina lion rcvc,lls Ihc absence ill A/II/lnll/ in (;1111/.\· OLI plale JIlark around thc cdges. eauscd ill n 
JIlez/.o! illl by printing from the metal . The resemblallcc belwecn Pictoria I photographs ;lnd mczzotints 
was frcqucnlly nOI iccd . !tarring/rllls ' P!w/of!,fuphic .Journal, i 1\ II) 12. notcd an, 'c.'l:alllplc of pictoria l 
phowgraphy thut would rank wit h good ctchings and men.otin1s ill ally c.'l:hibilioll.' tforring/on.\" ' 
PhOl(Jgrapliic Journat, July I'-J I 2. p. I IJH. Pictorial phologr<lphers wcre particulmly allraclcd !O 1he 
abi lilY of thc Jllczzotint to render subtlc pe rrection ill tOile, which wns eh;lraclcriscd by 'breadlh', ral her 
than minutc detail. 

11 Beer WllS corrccli llg the opinion of oW artist who S;lW '100 much f;lke' i 11 KtlufTma nn's pictures. 
Accordi ng 10 Becr, hc should have s;lid Ih:lI. 'they were (00 like a Ilainter's inlerprct<Hion of nalure, Hnd 
100 litt le like photogrn phs. ' Becr, 19 I 9, [p. 37. 1 

72 For some, thc subject is of lillIe topical illlercsl. Thc qucstion !Hay either be rcgnrded as settled in thc 
medium's favour, for most museuills and art galleries now include photogmphs in their holdings. Or it 
mny be considered one thai can never be answered, beenuse of uncerl ainty nbcllt how to define nrl 
itself Solomon-GodclIu, J 995, p. 85. 
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The Theory of Alteration 

The Aust ralian version of Pictorialism had identical aims to the organised movement 

that originated in England and Continental Europe.?3 The A IIs/ralian Pholographic 

Journal in 1903 made this clear when it said: 

Excepting whcn thc purposcs of a photograph arc to show 00" Ilny spccinl mcchanical 
processes. or scicntific or other sectional interests, the objcct or aim of photography a ll the 
world ovcr is I'ic:wrinl; llnd this is IIOW givcn and acccptcd to be ArCH 

Again, the AIIslralas;c1l1 Pholographic-Re IJielv, when commenting on the Victorian 

Amateur Photographic Association's 1905 exhibit ion, noted that : 

The :Il11<1tcurs ,Irc no longcr eOlltcnt simply to 'fire aw,lY ' and secure a record of a scene or a 
race. Thcy now scelllto study composi tion. they put thought ,HId feeling imo their work, with 
the result that 1Il0S1 of lhcir pictures in this E.-.;hibitioll nrc elltitlcd to be 'picturcs' as well as 
photographs. i .~ 

Artistic 'pictures' were not mirror-like copies ofnature.7G Moreover status as a 

'picture' did not just depend lIpon the photographer' s opinion . A 'picture' was often 

destined Cor judgement as art in the wider commu nity as well. Pictorial photographs 

were Crequently exhibited under the auspices of ass ociati OilS like the Photographic 

Society of New South Wales. 77 They might also be entered for competition, or 

i.l Hi nton, 197\J, (first published ill 19(5) p. GI. 

1~ A u.\·frnlian Ph%grnpliic Journal, Septelllbcr 11)()1. p. [I)J. 

is AUSlrnlasian-PholOgraphicRel'iell', Fcb ruary 1905. p. 52. 

i6 Hurley, 1910, p. 302. "N,lturc is llot always bcautirul inthc <lrtislic sense, and to copy nature, liS seen 
in a viewfinder, has nothing to do with piClori1l1 art, which is not a mirror like copy or nature.' 

11 There was such an exhibition in 19 I I, a major afTai r wilh 444 cntrics. Photographic Society oCNew 
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submitted to publications specialising in Pictorial photography. In all, Pictorialists 

self-consciously aspi red to make their photography 'art '. 

Although the beginning of the in ternational Pictorial movement, of which Australia 

formed only a small part, dates from around 189 1 when the Vienna Camera Club held 

its first exhibition, the basic ideas informing the movement were not new. 78 The 

British photographer Henry P. Robinson (1830-1 90 I) had been an influential 

advocate for photography as an art form since the J 860s, when he published Pictorial 

I~ffec( in Pholof;raphy. 7') Robinson argued that if a photographer lacked control over 

the elements of hi s picture, the result could not be all. To overcome this difficu lty he 

advocated combination printing as the means by which, 'great works in photography 

could be accompl ished. ,110 This introduced the idea, so important to Pictorialists. that 

an unmediated photograph did not qualify as a mediu lll for self-expression. As the 

innuent ial English writer on art. P.G. l-ialllcrton, ( 1834-1894) put it in 1887: 

we talk atmost as irlhe pailHcr had words al his COllll ll;lIId, like a poet ... But Ihe pail1ler has 
really 110 reSOll rcc except .1 cl loicc Orul'lteri, tls and ql la iitics ill n'ltllrc. and tilC a ltcra tion of 
what he has c hosc n. II is <lm;lziJlg Ihat rceling C:1Il be c .... prcsscd by slic h limited mea ns as 
selection and aJtcmtioll. bllt so it is. Modcm sciencc. in prov iding IlS with nn art - photography 
- has givcn 115 11 possibil ity or COl1lP;lriSOIi . though thc cOl11 p'lrisol1 docs 11 01 c .~ tend to colour. 
Phologr;lp hy is a purely scie nt ific or lInrceling art, \\'hich drawing can only exccplion<1lly 
becOl11e in thc 11llllds or a purcly scicl1\if1c ,md unrecling arti sl.H1 

Soulh Wales, 191 1. 

1~ HinlOn . 1979. (first published ill I ~05) p. Gl. Taylor, 197H, p. 14. 

79 Robinson, 1869. 

ro Robinson. 1869, p. ll . 

81 Hamcrton, 1887. p. 24. W.I. Lincoln Adams, a rormer cclitor of the Phowgraphic Times, s.1id in 
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Robinson 's photograph Fadillg Away, 1858, (Fig. 2) is a striking and well -known 

example of his work , and illustrates the way in which he used alteration in an attempt 

to gain control over his picture. Robinson said that the idea behind the work was to 

see how near death, ' a fine heal thy girl of about fourteen' could be made to look, and 

to achieve the effect he 'combined' fi ve separate negatives.82 T he photograph 

provoked controversy on two counts. The realistic depict ion of death, underwritten by 

the tmthful ' testimony' of the camera, was thought to be in poor taste. Equally 

contentiou s was the subsequent revelation that the scene was 'faked, .M) 

The English artist P. H . Emerson (1856-1936) approached the barrier to artistic 

achievement posed by the un mediated photograph in a di fferen t way. Emerson 

believed that the sharp focus of the camera was not true to natu ral vision - to 

replicate the human eye, he advised the photographer to pu t the camera ' s lens slightly 

out o f foclis . He al so developed a somewhat complicatcd theory, which held that 

photography was an indcpendent art form based 0 11 naturalism. This was derived from 

the camera 's specific ' realism', but modified by hi s ideas on fOCUS.l!4 Emerson was 

vio lentl y opposed to Robinson, holding that a perfect technique el iminated any need 

fo r retouching, combination printing and attegorical set-ups . ~ s Emerson retracted his 

views about photography in [89 ], believing that the photograph could only be art in a 

1902, 'It is the imagination .. . which makes ,I real artist . ' Adams, 1902. pp. 250 and 257. 

~2 Robinson qUOIed in Newhall, 1993, p. 76. 

H3 Roberts, 1994, p. 22. 

84 Newton, 1988, p. 71. 

85 Rubenstein , 1982, p. 51. 
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very restricted sense, because the al1ist's control over the medium was fatally 

limited .l!6 

Despite thi s, his theory about selective focus which could be employed by the 'arti st ' 

to enhance a chosen centre of interest, became extremely influential.l!7 In the next 

generation many Pictorial workers were obsessed with, 'the fetish ... of tone' , and 

took it to excess.88 This was contrary to the example of Emerson's own prints, which 

used soft-focus sparingly.89 Emerson's restrai nt can be noticed in his Gathering Wafer 

Lilies, 1886, (Fig. 3) where the central image is sharp, and softness is only apparent at 

the edges, at the point where in natural vision, the subject would natu rally start to go 

out of focus . A more radical advance on Emerson's theor]' can be noticed in The 

Ollioll Field (A n Old Farmslead) , 1890 (Fig. 4), by the English photographer George 

Davison ( 1856- 1930). This work is now regarded as a key Pictorialist image - its 

impressionistic effects, achieved using overall soft-focus, set the standard, w hich 

many future workers fo llowed.')() ,he Onio/l Field (All Old Farmstead) created a 

commotion when it was shown in London at the Photographic Society's Annual 

Exhibition in 1890. As a contemporary commentator put it, 'the old fashioned to ilers 

86 Newhall, 1993, pp. 144-145. 

87 S light ly out of focus photogr;lphy was not new. In 1857, Lady Eastlake, the wife of the first 
president of the Photographic Society, praised its beauties. Staley, 1995, p . 133. Emerson's use of the 
idea in <l theory supporting the proposition that photography was ,In independent art was new. 

88 Long, 1903, p. 445 . 

i9 Newhall, 1993, p. 142. 

90 Harker, 1979,p. 31. 
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at composite photography found ... their palace of art .. . collapsing over their 

heads. ,91 

One 'o ld fashioned toiler ' in Australia was Ernest Docker (l839~ 1923), long time 

President of the New South Wales Photographic Society, who started his career as an 

amateur photographer in the late I 850s.')2 He specialised in travel views, some of 

which were reproduced in the A lIstraliall Ph%graphic Journal in 1908. Several of 

these, including Bush Glade, c. 1860 - 1870, (Fig. 5) 93 have the caption, 'Clouds 

added to print'. Although the reproduction is a photogravure it is still possible to see 

how the plate has been worked .'J4 Limitations orthe printing process meant that 

landscape pictures at this lime lacked clouds - it was necessary to add them.9
} This 

was a technical matter, further imp li cations of which wil l be discussed later. On the 

~I Child Dayley. 1907. p. 352. 

"2 'Va ldon ', August 1908, p. 2UI . Docker did lIot \'isil Europe ull til 1907: prior to tha t his knowledge or 
photography caillc rrom te .... tbooks and English jOllrna Is. pml icularly the /Jriljxh .Jollrnnl oj 
Phmography, which started in IX5-1 . 

'11 Dockcr was illvariably referred 10 as . Judge' Docker. 'Collodion D ry PI me'. Illentioned in the picture 
capt ion. was an improvement illtro<illced to the wet platc process by thc Abbe Despr:lIs in 1854 . Resin 
was added to the collodion. whicll l1l:!de it l)OSsi blc to preservc the plmes ror severa l days. Lcmagny 
and Rouillc. I <JK7, p. 270. Gelatin dry pl:!les.the basis fo r 'inS\:lntaneons photogmphy' did not appear 
in Australia until I K80. IlarringlOlI.\'· J'lwlogrupflll' Journal, July 19 14, p. 2-12. I n this process, a 
mi .... ture of si lver bromide salts dissolved in gcl,lIill W:lS used to coat .a glass Ilcgmivc. This meant that 
the platcs could be prepared com illercially in advance. and were portable. WeI collodion negativC5, 
which were in common usc from about forty years rrOIll (he early I 850s, lwd \0 be prepared on the 
spot. The glass negative was cO:lted with collodion, (eOlian so'lked in nitric and su lphuric acids, alcohol 
and ethe r) Ihell with a light sensit ive solution such as silver nil nlle. It was exposed in the back or the 
came ra whi ls t still wet, thcn developed, washed, dried and v<lTnishcd, and printed. Roberts, 1994, pp. 
58 and 60. 

94 'Valdon', August 1908, p. 234. 

95 Elliott, 199 1 a, pp. 3 and 7. In tcchniealterms this process ofnddit ion is known as 'burni ng in '. 
Coleman, 1981,p. 487. 

28 



other hand, adding somethi ng to the print, which may not have been there in the first 

place, gave scope fo r photographers to, 'produce their own impressions of a scene' in 

just the way Robinson had suggested. The A IIstraiasiall Critic observed in 1891 that 

photographers were accustomed during the development stage, 'to vary the tones of 

nature and produce their own impressions of a scene. ,% Docker was working in the 

'old fashioned way', but his use of composite photography suggests that the idea of 

'improving' was current long before the A IIs/rolasIaJ1 Critic noticed its use in ' tonal' 

workS,'J7 By 1891, ' improvement' was an established practice - at issue was the best 

way to achieve it in the future. 

Adding a few clouds is rather ditferent to using five negatives to invent a deathbed 

scene, Nonetheless, in a ll the cases ment ioned - Robinson, Emerson and Docker - the 

photographer is intervening. Harnerton explained the impetus for th is practice when 

he argued that: 

A photograph of a Il<ltuml landscapc, alld tl lCIl a skctcll or picl urc of the s<lmc scene by a 
SCllsilivc a rt ist would revc,.) 11!a1l)' cllal lgcs sliggest ilig thc artist's emphasis, in the same way 

WI Aus/raln.l"inn Critic, June IX9!. pp. 214-215. It is ullclear fromtliis refercncc whether tonal variation 
was much practiced in Australiillit tliis lillie. l'hlllOgrllll!s Ilj/he Year /896l1'h ich notcd more, 'works . 
. . characteriscd by an ideal istic rinish' in Austr;llia, praiscd a collection by JR.Yorke or Sydney as, 
'a mongst the best Colonial work '. Singled Ollt il nd il1ustr:llcd, was A /Jom Race in Sydney lIarbour 
wh ich is sha rp focus and high keyed, The writcr thought tliat, in gencral , the Austra lian prints 
submiUcd 10 Ph%grams of/he Year lacked art istic merit. Witholltl\lorc examples it is hard to be 
certai n, but o n Ihis evidence in 1896 Austr<llia's 'best work ' was still in a realistic vein. Ponder, 1896, 
pp. 54, 56 and 60. By 1903 the tona l rcvolut ion was in ful! swing. Sydncy Long commented that at the 
Photographic Society of New South Wales' annlla l E:..:hibitioll, 'there is such an evident striving after 
'tonality". Long, 1903, p. 442. 

97 Printing-in clouds continued into the new century, f/nrring/ons' Ph%graphicJourna/ had an article, 
'Clouds By Double Printing' ill 19 14. Jlnrringwns' PhologrnphicJournnf, May 1914, pp. 147- 149. 
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that past hjstory is constanlly presented 10 us in new aspects by the selecting imaginalion of 
new historians.9lI 

What concerned photographers was the idea that they could not be sensitive artists 

because, as argued by Hamerton and others, photography was, 'a purely scientific or 

unfeeling art.'99 

This rai sed another serious barrier for the artist-photographer; the medium's 

mechanical nature. In ] 900 Dallett Fuguet put it thus, ' In aesthet ics, it is not what 

music boxes and mechanical pianos, but what trained human performers play, that is 

really music.' 100 Walter Benjamin, ( ! 892- 1940) in his' Short History of Photography' 

develops another interesting analogy with music, and contrasts a violinist with a 

pianist . Hll The violinist, who can create notes wit h his bow on the strings of hi s 

instrument is, like the painter, subject to no restra int. The pianist's and the 

photographer's instruments, on the other hand are mechanical devices subject to 

rest ri ct ive laws. 102 The pianist has to play the notes th at are before him on the 

~ Hamcrton, 1887, pp. 24-25 . 

'1<) Hamcrton, 1887, p. 24. 

100 Fuguet, 1900, p. 186. 

101 Benjamin also developed his idc;IS in 'Thc Author <IS Produccr', and -The Work of Art in the Age 
of Mechanica l Reproduction '. Bcnj<lll1in J 97H. and 1996. Bcnjilll1in's idcns underline much post modern 
theorising about photography. Soloillon-Godc<lu, 199 I, pp. xxviii-xxi:"\. 

102 Benjamin quoted Camille Recht here, buI unfortunately omillcd to sourcc the quote. Benjamin, 
1979, p. 246. 'A Short History of Photography' was written in 1931. George Berna rd Shaw (1856-
1950) the Irish dramatist, critic, and photognlphcr, contested this idca in a provocatively titled piece 
'The Unmechanicalness of Photography'. He silid that, ' It is the draughtsman that can give you only 
one version ofthe sitter - Velasquez had only one Phi lip, the camera, with one sitler, will give you 
authentic portraits of at least six apparent ly different persons and characters ... the painter is incurably 
mechanical : his technique is incurably art ificial.' Shaw, 1973 , pp. 62 and 63. The article was first 
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keyboard. The photographer has to 'take' what is in front of him. Using this example, 

Benjamin argued that a piano or photographic virtuoso could never hope to aspire to 

the heights of a vio linist or painter. IOJ Hamerton's reference to history is serviceable 

when considering these objections, because it reminds us that history shares with 

photography something which may not be true for a painting; a grounding in reality in 

the first place.
I04 

But a photographer can emulate the historian in presenting, 'new 

aspects' to the viewer. What Robinson and Docker have done in order to lay claim to 

creativity is not just to portray one reality. Several existing realities have been 

'combined' to create a new one through the exercise of the imagination. The more 

common view in the late 19th century was that a photographer did not exercise 

imagination, but imitated reality . As Whist ler put it, 'the imitator is a poor kind of 

creature. If the man who paints only the face, or nower, or other surface he sees 

before him were an artist, the king o farti sls would be the photographer.'105 

Imitation itself was only one part of t he problem. The possibility that photography as 

imitation would make art more accessible 10 'unworthy' people - the masses - was 

another. Charles Baudelaire (1821-1867) had strongly expressed this view in a 

published ill the Amnfeur Photographer & PholO~mphic News in 1902. The defence, which mlly 
sccm rat her farfetched. arose because its critics saw !Ile camera as si IlIpl)' tI! ili!ari'lII. producing records 
of li fe !Ilat were f. .ctua l and uninspired . Peterson. 1\)92, p. 1\)0. 

10.1 The achla l examples quoted were t be pi,mist Jan Pnderewski ( I K60-1 \)4 1). and the violinist Nicolo 
Paganini. (1782- 1840) Chambers Biographic(lllJictionnry spc,lks ofPllganini 's ' legendary reputation'. 
bu t also refers to Franz Liszt, (I K I l-n~!I6) the virtuoso pianis1. in similar terms. Magnusson, 1990, pp. 
11 17 and 902. 

1001 Hobsbllwm, 1997. p. 8. 

105 Taylor , 1978,p. 17. 
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notorious essay, 'The Salon of 1859: The Modern Public and Photography' publ ished 

in Paris in 1869. 106 He considered that the masses looked only for truth not for beauty, 

and that this exclusive taste for the 'true' oppressed and stifled the taste for aesthetics. 

He stated that catering for the masses was an appropriate task for the photographic 

industry, the refuge of the painter who was too ill endowed or lazy to complete hi s 

studies. 107 If Baudelaire was right and the masses looked for truth, then who was left 

but the minority to care about aesthetics? The aspiration to establi sh a category of'art 

photography ' would consequently need to be prosecuted by the elite. 

Criteria for a New Art 

C. Jabez Hughes, in 1861, anticipated Baudelaire when he asked, 'Hitherto 

photography has been principally content with representing Truth . Can its sphere not 

be enlarged? And may it no t aspire to delineate Beauty, toO?, I' >H For such an aspiration 

to be realised, combination wo rk had its limits. It s dfects were too obviously 

contrived, to the point where one could argue that beauty was present where truth was 

abse nt. An alternative was the example set by the line ailS: painting in particular was 

an obvious place to look for those who agreed with Emerson that composition work 

was not the way forward . 

11>6 Bauddli re, I %4. The essay was original ly published ill I'iMaro in illswttlllCII!S all Novcmbcr 26 Hnd 
28, and December 3, 1863. 

107 Allan Sekula has described Baudcln irc's polemic as a s!igllw which photogr<lphy needcd 10 

ovcrcome. Sckula, 1981 , p. 455. A.D. Coleman also observed Ihm Ihc fighllo lcgitimise photographic 
imagery as a suitable vehicle for mean ingful creativc activity initi:llly Imd to do wit h Ihe art 
es t~lbt is lul1e l1t 's defensive anlngonislll towards it. Colcman, 198 1, p. 480. 

lOS C. Jabcz Hughes, 'On Art Pholognlphy', Alllerican Journal oj Phorography, lIew series vol. 3 
(1861), pp. 260-263, 273-277, and quoted in Newhall, 1982, p. 73. 
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Those photographers w ho believed that their medium should produce images similar 

to painting and printmaking sought to create work according to painterly principles of 

form and composition, light and shade.1o'J H. P. Robinson in his later writ ing, no tably 

'lhe Elements of a Pictoriall)holography (1896) outlined those criteria which focused 

on balance, contrast and emphasis, variety, breadth, repet it ion, uni ty and harmony.tlD 

These were all terms used to describe works in other more traditional media. Despite 

warning against treating composition as a, ' pedanti c and conventional method . .. a 

Procrustean bed which all subjects must be made to fit', his proclamation of wha t 

purported to be a set of scien tific rules became a list describing the basic 

characteristics of the Pictorial movement. 111 

O ne of these rules was about the technique of 'leaving out' detail, which was thought 

to be as important as 'putting in' . Pictorial workers were advised to simplify by 

suppressing detail and emphasising mass . These aims could best be achieved usi ng, 

'diagonal lines and ... graceful curves.112 A favoured and importan t method of 

' leavi ng out ' was cropping a photograph of a broad scene, and then enlarging the 

IV'J ROlzler, 1976. p. 9. 

110 Robi nsoll, 18fi9, and Robillson, I ):!9fi, p. 1~2 . 'S rc;ldth ' wns undcrstood to be thc . broad treatment 
of light and shadc, of tones and Iwlf-IOIlCS.· Tenllilnt. 1906. 

111 Robinson, 1896, p. 53. 

112 Robinson, 1896, p. 142. The Australian Photographic Journal answcred a correspondenl thus: ' if 
you aim al pictorialism . . . try ' leaving out'. Simplify and mass. Your pri nts arc \00 thorough, and 
show too much. One tires of too much detai l, wh ile one rarely lires of sim plc masses. ' Aus/rolian 
Ph%graphic Journal, October 1909, p. 315. 
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section of interest. The best kind of illuminant for enlarging, the electric arc light, was 

only available to the few. The alternatives were either cumbersome, or not entirely 

satisfactory, although the trouble was doubtless worthwhile for the enthusiast intent 

upon 'leaving out' in order to follow the correct rules of composition. 113 One result o f 

proclaiming a set of rules was that it became possible to distinguish specific 

photographic styles. For instance, photographic realism could be contrasted wit h an 

impressionistic painterly style where mood was conveyed by dark colour and 

indistinct fOCUS. 114 

This led Cli ve Holland to observe approvingly in 1905, 'photographs can now be 

dist inguished by style, just li ke paintings.' 1 J5 Holland contended that the early 

Pictorial ists, 'were obsessed with . . obtaining a resemblance to painting.' 116 There is 

no suggestion of claims to a more comprehensive lineage and inclusive similarity. It 

I I \ Norlon. 1<)04, p. 275 . There were several II lc llious of'daylighl' enl:lrgi llg as well as othcr fo rms o f 
an ifi cia l light - oxy-hydrugcn or oxy-cther limc-I igh1. incnndesccnl gasl ight. acetyicne. pmaffi ll Ilimp 
and Ilwgnesiu llI. 

11·1 T his is onc reaso n why Ili0St Pictorial pllOtogmphcrs worked in black ([lid \\'hile. and did nol 
e:-:pcrilllcill \Vit h co lou r. The theory or colour photography hlld been known rrolllthe e:lrly 1860s. At 
Ihis liJllc the 1llC(II1S ofoblainillg the rcquircd effects were lacking. By 1<)02. photography in nalu l"Il l 
colom was rc.;ls iblc. as is clear rrO Il1 an account of the proceedings or the Royal Society of Viclo ria in 
tha t ycar. ;1 us/mlion J>h(l/IlKl'Ophic Journal, October 1902, p. 239. 

II~ Holland. 1 <)79, «irst pllbl ished 19(5) p. OS .. . 

11(, Holland, I <)79, (first published 1905) p. GB4. L;ller Iheorists wcre 10 COlIstruct hiSlOrics for thc 
photograph. p rcscnling photogra phy as a dcseendant of painli ng. For cXCl lIl ple, Svetlalla Alpers saw 
historical prccedcnce for thc phOiograprue image ill the mixture ofsccing, knowing and picturing thnt 
manifested itselr in scvelltcenth-ccnlury Dutch painti ng. Alpers, 1984, p. 43 . Pcter O,llassi has a rgued 
that photography is cssential ly an offspring orthe history of pa inting; in his case Constable's 
landscapes are ciled as a model fo r the sharcd synta.'\. Galassi, 1981. Such views are oneil seen as 
controversial; Abigai l Solomon-Gadeau has described Galassi's proposit ion liS, 'extremely dubious.' 
Solomon-Godeau, 1991, p. 25. 
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was rather that photography was attempting a fonnal and conceptual coincidence with 

painting in order to demonstrate its legitimacy. 11 7 Another contemporary critic, on the 

other hand, writing in 1902, was able to see that photography had a distinct identity. 

He remarked that , 'Many photographers, desiring to be classed with artists, attempt to 

imitate the effects of certain paintings in their work, thereby ignoring the very points 

of advantage which they possess as photographers. ,118 

Being, 'classed with artists' had another advantage for photographers - the legitimacy 

deriving from the link between their work and great artists of the past. Great artists 

used their medium for individual expression, especially through the liberation of the 

imagination. To be classed with them, the photographer needed to demonstrate the 

same faculty of interpretation as the painter or literary author. If photography, like 

painting, was to express ' higher values ', something new was needed. 

Kauffmann 's MOIIII/aill Gums is an Australian example of this new kind of 

photographic art, where the faculty of interpretation is expressed by hand 

manipulation. During printing, what originally appeared on the negative has been 

altered to suppress detai! and emphasise mass. In 19 14, John Bartlett put the argument 

for the suppression of detail in the following terms: 

117 Green, 1973, p. 9. 

118 Adams, 1902, p. 247. 
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Remorseless accufllcy is not characterist ic ofeitlier the painter's or the photographer's art, and 
the really significant advance in pholography along the lines of art is in the direction of 
suppression, which is not to imply that the blur or smudge should be substituted. 119 

In MOllntain Gums accuracy has been avoided in a way that reverses the normal 

camera vision; both close objects and those at a distance are un iformly out of fOCUS.120 

Croppi ng and enlargement introduce another form of alteration. 121 The composition is 

contained so that the landscape becomes more manageable and less threatening from 

the viewer's perspective. By th us altering the image, Kauffmann uses an artist' s 

licence to express originality. 

Clai ms for authorship and original ity were being made in other ways too. Kauffmann 

has signed and titled MOlllltain Gums. 'J. Kauffmann' is inscribed in ink on the plate, 

and the t itle is pencilled 011 the mount. Signing and titling draws the viewer's attention 

to the way the artist values the work . 122 We should also recollect that Mountain Gums 

lPI Baril e!! . IlJ l~, p. 2.1(). 

1201 A largc ca ilicra ICIIS opell illg will achie"e ,I sha llow depth of fi eld , 1l1 C<ln ing Ihal close objects will 
be III fOCIIS, whilst those al ,1 dista nce wilt become progressively bl urred. T he sllw ller the opening, Ihe 
sharper the image will be tl lroughout. Tod,IY, photographers ca ll a lens wilh 1I maximum openi ng of fl2 
alld larger 'fast', those with a Hlax imum OfllrollUd f/4 ' medium ', and I hose with a maximum above f/4, 
'slow'. By today's SI,lIIdards, lenses in Knurflll<ln n 's day were ' slow ', so Ihal:l 'n,lIur:l1' exposure, al 
fiX say, would be relatively sharp throughou t. (A n article in 1908, illuslnHed wil h;l number of Harold 
CI'lJlei\ux's pholographs g ives delails of e.-..:posurcs. Most were shot a t flK 'V:lldoll', October, 1908. ) 
The way in which Kaurflll<lllll hilS manipulated foc us is notjusl a depart ure frOIll 'nilll1ral' and 'camera ' 
vision, but is also radically dirferent from Emerson's ideas, previously discussed. 

12l Kaurfmann habitually lIsed small negatives fro m which he made enlargements. ' The Wee"il ', 19 10, 
p. 381. 

122 TheAustrnlian Photographic journal thought (i1at the, 'artistic call1eriSI' could also enhance Ihe 
value of the finished print even further, 'by deslroying his negalives.' Australian Photographic 
Journal, April 1908, p. 92 , 
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is the original of a plate in a high priced limited edition monograph. !2J All this 

evidence points to the fact that he wished to distinguish these prints from 'ordinary 

productions.' 

Mountain Gum.\· is produced according to painterly principles of form and 

composition. Particula rly significant is the use of repetition , (a technique 

recommended by H.P. Robinson) with identical gum tree trunks in tripli cate moving 

from rig ht to leR.12" Kauffmann a lso uses linear perspective, a device often found in 

Western paint ings, with the vanishing point between the trunks of the two largest 

trees.12
!i He employs soft-focus and low lone as a recognisable style, which 

contemporary cri tics described using a distinct critical language. Reviewing 'Mr. 

Kauffmann 's One Man Show' in 19 [0, 'The Weevil ' referred 10 the use of, ' intrinsic 

softness and beauty of tone', and praised, ' a fine example o f mass composition full of 

breadth and tonality . ,]2(, 

Finally, Kauffmann as a self-proclaimed 'artistic photographer' was distanced from 

the masses and singled out as an exceptional worker by the cri tics . As such, he was 

1 n The porlfol io was lililited to 500 copies, pri ccd at a guinca each. 

12~ In The Ij:telllenl.l· of n I'icforinl Photography. Robinson recommended repet ition· to check va riety 
runn ing to excess, and much lISed by the Dutch masters' , observing that il was also, ·one of the 
principal clements of repose in Art.' Robinson. 1896, p. 147. 

125 The way in which other AuSiralian Pictorial photographers, like Fred Radford, avoided employing 
linear perspective will be discussed later. 

126 'The Weevil ', 19 10, p. 376. Australian Phumgraphic Journal, November 1906, p. 262. 
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elevated to the level of the elite, worthy of being followed by his peers. Writing in the 

English Ph%grams of/he Year 1902, A.1. Hill Griffiths said, ' John Kauffmann and 

F. A. Joyner [are] models for those interested in Pictorial Photography.,m In 

Kauffmann 's style of Pictorial photography, the artist is attempting to express 'higher 

values' by suppressing realism. The next chapter will argue that, despite this, 

'photographic realism' has a habit of asserting itself, whatever the photographer's 

alms. 

121 Hill Griffiths. 1902, p. 190. 
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Chapter 2: Process and Content 

Reading Photographic Meaning in Manipulated Work 

The previous chapter has described Pictori al photography as a new approach, one of 

whose aims was to overcome the 'inherent realism ' of the camera by hand alteration 

to the negative during printing. To find the most effective methods of alteration, 

Pictorialists frequently experimented with different kinds of print ing methods and 

papers. 128 In 1891 , an anonymous contributor to the Australasian Critic said: 

Try differenl methods of printing - lIlill( surface, albu lIIcn, bromidc and Opliis - <lnd kecping 
before onc the stand<1fd of the anisl. nOI thc photogrnpher, the photographic failure wil! onen 
prove <In artist ic suCCCSS.129 

A. Horsley Hinton was an English Pictorial pioneer, well known in Australia. 130 

In 1905, he discussed the gum bichromate process notabl y used by the Austrians, 

Hugo Henneberg (1863-1 9 18), Heinrich Knhn (1866-1944), and Hans Watzek . ( 1848-

1903) 131 Its main advantage was the opportunity it aWarded to modify the relative 

tones of the light-printed image, and suppress unnecessary detai l by hand. 1.12 

12K Je ITrics, 191 I, p. 260. The writer was also comlllclHing on Ihe r.lCllh,H English workers had the 
advantage of access to many different and 1I1111SlI<i1 p,lpers, compared 10 Illcir Australian coul1 tcrp<trts. 

12<.1 Australasian Critic, November 1890, p. 4.:1-. 

130 Long, 1903, p. 446. 

131 Hinton , 1979, (first published in 1905) pp. G4·G5. His article was about Pictorial photography in 
Austria and Germany. 

132 Hinton, 1979, (first published in 1905) pp. G4·G6. 
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This was not a new process; it dated back ro 1855, but had been revived in 1895 by 

Al fred MaskeIL 1
)) At this time, ' hand work' continued to have a symbolic 

signi ficance, because it enabled the artist ro reemerge from a supposedly mechanical 

and sou lless process to o ne, • capable . .. of conveying thought , fee ling, [and] 

express ing individual ity. , JJ4 A gum bichromate worker could be considered no t only a 

technical experimenter, but also a genu ine innovator. The art ist Sydney Long ( 1871-

1955) said as much in 1903, when reviewing the annual exhibition of the New South 

Wales Photographic Society. He remarked on the immense change tha i the process 

was effecting, and the storm it had raised in Europe. Long also commented that the 

work in gum bichromate was the most striking departure from previous exhibitio ns. 135 

A radical process is o ne thing, but the new movement also had to thi nk about its 

ai ms. In stressing this, Long observed that : 

I)) Au.tlrafinn Ph%grnphicJournnl.lune l 'J07. p. I·H . Hintoll, In'J. (first publ ished in I 'JUS) p. G4. 
In the gUIIl bic hromlltc process, J><1pcr is coa ted with a mucilage orgulll ambic and pigment. bei ng 
made light sensitive by adding potassi um bichromatc. Th is sensi tivity to ligh t is shown by the pigment 
and gu m becoming more or Icss insoluble in proportion as thc lightllils ilCCCSS 10 it. T he pilper is 
exposed to daylight unde r a photographic negative which, being op:lquc or partly SO in those places 
which should be light in the ultimate picture, and tmJlspa rcnt where thc shadows wil l be, respecti vely 
allows or rejects the action of ligh t. No imagc is visible artcr pri nt ing: the inwgc appears whcn the 
photogmpher works on the exposed prcpar.llion with a brush. spongc or jet orw'dter. Hinton, 1979, 
(fi rst published in 1905) p. G5. The process WilS vcry simila r to carbon prill1i ng. differi ng from it in that 
gelati n used willi carbon paper was replaced by gum ambie. The major differCIiCC was that thc gum 
bichromate process allowed the photographer to intervene lIla llually 10 ;lltcr thc shades of the images. 
u magny and Rouille, 1987, p. 27 1. 

134 Robinson, 1896, p. 9. 

m Long, 19()3, p. 445. 
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to start out with the deliberate intention of making a photogr;lph look like an etch ing or <I 
charcoal drawing is just <IS cheap an islic:llly as the illliwlion lllilrbic gol by gnlini ng paint. 1.36 

Copying other media was not the sole aim - Pictorialists manipulated images 

primarily to reflect their own individuality. A gum bichromate process photograph by 

John Kauffmann, C Uelll1 , 1908, (Fig. 6) tests the assum pt ion that manipulated content 

only conveyed the photographer's aesthetic preferences. 137 

In purely visual terms, Gllellll is a pleasing, well-composed image of a young gi rl. 

Gllelln is more than this though; it is also a story-telling image, whose narrative is 

enhanced by the way the picture is posed, and by manipulating the negat ive. The girl's 

gaze is averted, rather than looking di rectly at the camera, and the photographer has 

achieved a degree of abstraction by making the image low toned and soft-focused. 

Thus the subject or the representation is less important than the impression it 

conveys. 138 Although the image is ora person, it is more about the imagination of the 

art ist than G llelill herself, and consequently less a picture than a generic portrait. But 

1.)6 Long, 1903, p. 445 . 

137 Pcterson, 1992, p. 191 . lsobel Crombie has written ofallothcr Kauffmann image, ' In common with 
most Pictorialist photographers Kauffma nn W:lS not conccrned wit h producing photographs thai 
documented the characteristics of a particular ti l)' ... bUI used the urba n landscape as a convenient site 
through which to express hi s aesthetic concerns.' Crolllbie, 1993, p. 2. 

118 An idea expressed by A. Horsley Hinton. He obscrved that in the faithful rcndering of physical 
facts, photography was unsurpassed, but that the asp iring photographcr should understand, • that whilst 
the mere subject of a picture lllay be of some interest, it is secondary in importance to what that picture 
is and the personal impression which it expresses.' Hinton, 1979, (first publ ished in 1905) p. G.7. 
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as well as being a generic portrait, GliellJl is also a psychological study of the mind, 

. d d aJ· r· 139 att ltu es, an tempor envi ronment 0 I\S crealOr. 

The interpretive nature of the photograph is confirmed if we consider the period in 

which it was made.l40 In 1908, when the Australian Commonwealt h was still a 

fledgling, most Australians looked back to Europe for a sense of identi ty and cultura l 

sustenance. Kauffmann 's fam ily was Jewish, arriving in Adelaide from Germany in 

the middle of the nineteenth century. 141 The image ofa young girl in an o rchard with 

a basket of j ust picked apples, bespeaks continuity and trad ition . The photograph, 

which may in fact be posed in a studio, could equally represent a girl in a Middle 

European, English, or an Austral ian orchard. A generic image, it is rami liar to each 

tradition , redolent of'home' and memories of the past. The extreme low tone, an 

effect of the gum bichromate process, also neutral ises location between Australian 

summer light, and autumnal Europe. 

Another impression conveyed to a viewer today, is of innocence before its loss, 

enhanced by the symbo lism of a child n:gard ing apples, icons of the nl ll from grace. 

A viewer in 1908 could look forward with optimism - the depression caused by the 

1)9 Jane livingston atl ribules this insighl to the 11J5t1s Ncw York School phologra pher. Alexcy 
Brodovitch. Livingston, 1992, p. )01. 

I~O Unusua lly, this print is lIot just signed, bUI d:llcd as wetl. Evcn so thi s wa s nol Ihe first appeara nce 
of Guenn. The Au:.·tralian PhotographiC Journal of March 20, t906, p. 59, had <I phologfllVurc 
reproduction of the picture. 

141 Newton, 1996, p. 56. John Kauffmann's falher, Al exander, arrived in Adelnide around 1854. 
Newton, 1980 e, p. 114. 
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great drought was a memory, and the events leading to the First World War lay in the 

future , 142 Before the War shattered illusions, it was also still possible to believe in 

innocence and the goodness of human nature. 143 In thi s sense, Cl/eut1 is a const ructed 

effect, which participates in the manufacture ofa pre-war social reali ty, as well as 

being an expression of Kauffmann 's aesthetic concerns, 

In the fo rmer sense, GIII:I1I1 alludes to meanings that are not clearly pictured in a way 

that anticipates the modern photographic tradition, which uses visual figures in a 

similar sense to the use of metaphors in language, 144 Metaphor involves the 

product ion of meaning on the basis of substitut ion, or analogy. (j1fC!1111 contains 

several metaphors, demonstrating that Pictorial photography possessed [his capability, 

and thai it predated the modern trad ition. (;/lellll is above all a slOry picture, of a type 

widely k !lown as 'genre'. In genre Pictorial photography. titles were often important 

in establishing the desired narrati ve, something that will be di scussed later. 14
$ But in 

(;//L'I/II, it is the alteration, rather thall the possession of an evoca tive tit le, which 

converts it from a portrait to a story telli ng genre work. 

1-1:: Molony, 19M7, p. 200. 

H1 The fa ll came next. Alain Sayag has ascril>cd Ihc dccline in French Plctoriaiism after the Firsl World 
W:lr 10 Ihe ending of 11 period or peace and relativc social COllsensus in Europe. which mca nt Ihat 
Pictori;l lis t values were no longer releva nt. Say:lg. IIJ}-;X, p. 15. 

).1·1 Henry Holmes Smith has wril1en about the tradition. working in sharp-focus llLld a full tonal range, 
which developed from Alfred Stieglitz's Ialcr work. He thoughl il parlicularly ha rd to achieve CI 

metaphor ill a photograph, bul drew atlention 10 the work of Aaron Siskind who, ' found ways of 
alludi ng to a wide range of human experi ence by concentrati ng on the eVOC!1 livc fonns lInd shapes and 
textures Ihal carry for !lIe human mind inescapa ble :Issociations.' Holmes Smith, 198 I, pp. 426 and 
428. 

145 Australian Photographic Journal, December 1902, pp. 273-274. 
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'This Sad Age of Pictorial Depression' 

A reviewer of the Photographic Exhibition of Victorian Affiliation in 1909 observed 

that it was, ' the genre class . .. that appeals most readily to the public.' 14(; But the 

largest single category amongst the four hundred entries was, in fact, land and 

seascape, constituting some 40% of the total. A review of the Exhibition of Australian 

Pictorial Photography by the Photographic Society of New South Wales in 1917 also 

noted that landscapes predominated, many showing, 'a sameness in subject and 

treatmen t.' 147 Landscapes were the dominant entries both in 1909 and 19 17, which 

adds another dimension to the following 1917 exhibi tion review complaining about 

the lack of novelty: 

Purely Pietorinl Photography in Auslr(llia al Ihe presenl time is not sufficient ly intercst ing o r 
advn nced 10 enable regular exhibitiolls. confined elll irely 10 such work. to be held . In order 10 
rOllnd Ollt the presco t exhibition a grC<ll lll:my ' hardy peren nial s' had [0 be gat hered in -
pictures wh ich, though interest ing whe n first c.-..:hibitcd lwd had Iheirday, nnd now IJlcked 
novelly.I.lx 

13efore considering this assertion it is worth noting the results of resea rch into the 

question or sameness or subject and treatment , from a study group of 195 Austral ian 

Pictorial images, dated between 1897- 19 16, categorised by photographer, dale of 

photograph, titl e, subject, and style. Of these, 87 are natural landscapes, landscapes 

14(, E.H.W., 1909. p. 68. 

147 Australasian Pholo~Revie)V. December 1~17. p. M5. 

148 Australasian Photo-Review, December 19 J 7. p. 645. 
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with water motifs, or seascapes. (Appendix I) 149 Thus, the land and seascape class is 

the biggest single category, and at 45% of the whole closely refl ects the proport ion 

noted in the 1909 exhibition. 00 Looking at subject ma tter more closely. trees are a 

particular favour ite figuring in 30, or 34% of the 87 land and seascapes, followed by 

pictures with a sai ling or shipping theme which comprise 18, or 22% of the class. 

(Appendix II) 

Such being the case, what were these photographers trying to achieve? Altera ti on or 

the kind noted in Kauffmann's Guen", was particularly significant for the way in 

which it allowed the photograph to represent not just the prosaic, but ki ndle the 

imagination as well. But such an approach was not new internationa lly - workers 

overseas had been producing photographs li ke th is since around thc turn of the 

centu ry. The brothers Theodor (1863- 1943) and Osk.r (187 1-1937) Hofmeister Irom 

Hambu rg, had been lI sing the gum process to evoke mood and atmosphere si nc e 

1898 .131 
/o.'vel1 illf.{, 1899, (Fig. 7) is a good example. As the reviewer of the 19 1 7 

'Exhibitio n of Piclorial l)llOtography' illlplied, Pictoria l photography had to move 

14'1 Sources fo r the dal<lb<lsc <lrc origiaa l prilils. rcproduct ions (rOIll the photographic jOllruals. a nd 
exhibit ion catalogues . Exhibitious in recent ycars Il;1vcconl;liucd lIIaterial frOIll family coll ections Ihal 
was nOI well known during Ihe photographers ' li(etimcs. This selcction is a rcprescnw ti ve sa mple. 
which il lllsiroies poin ts being madc in this thesis. 1'1 16 has been chosen as tIle tCnllinal d;l te, becau5C it 
was the yea r the Sydney Camera Circle came into being. Thc Circlc's avowed aim was 'sunshi ne' 
photography, in specific opposition 10 low lOne impressionism. 

lSI) An ,1IIalysis o f 180 photographs published in lhe twe lvc issues of the Au.\·lralillll ;'holographic 
Journnl for 1908, (0 yea r choscn at random) givcs a similar proportion. Lnnd and Watcr scen es, 7K. o r 
43.33%: Gcnre 74, or 4 1.11 %; Animal studies J 2. or 6.66%; Portmits 14 , or 7.77%; Ci ty sce n c and 
St ill li fe , I each, or 1.1 2%. This sample has fcwer cilY imagcs and morc animal studies, whell 
compared to the dalabasc. 

lSI Hinton, 1979, (fi rst published ia 1905) p. G6. Robcrts, 19'14, p. J I. 
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forward and find original things to say - without this it was in dange r of stagnating. 

Contemporary critics often stressed the importance of originality. Edwin Welc h, in 

1907, thought that much amateur work lacked it, whilst in 1909 the English Amateur 

Photographer praised coloni al photographers for, 'distinct evidence of original ity of 

out look:1H In 19 16, May Moore, a leading Sydney profess ional photographer, 

stressed the importance of gett ing off, 'the beaten track. 0153 

Harold Cazneaux thought that Pictorial photography in the period before 1916 had, 

'settled down into something of a rut. ' He recalled that even the mos t brilliant 

subjects were, ' toned down and all vitality suppressed with a view to producing 

pictorial work un iformly low toned.' He also criticised the devotion to set principles 

of composition, and called the decade, which ended in 1916, ' this sad age of pictoria l 

dep ression . "~" Support for such a viewpoint may be found amongst some of 

Cazneaux's contemporaries. For instance, in 19 14, R.M. Fanstone in the A IIJtra lasian 

Photo-Review canvassed the very issues that had first appeared in Fred Radford 's 

1899 art icle ' Impressionist Photography' in the same journal. Both writers thoug ht 

that sharpness hindered, rather than helped, art istic efrect in PiclOriai work , and that 

correction should be achieved either by diffused focus or control in pr i nling. I ~~ 

", • Welch, 1907, p. 90. Amnleur Photographer. July 1909, p. 36. 

IS) ' p .Le.A.' , 1916, p. 23 . 

I S~ Cazneaux, 1950, p. 556. 19 16 was the year Cllzne.1ux, with others, inllugumlcd the' Auslra lill n 
Sunslline School ' of photography by founding the Sydney Camera Circle. This movement, and ils 
implicat ions, will be discussed later. 

ISS Fanstone, 1914, p. 406. Radford, 1899, pp. 9·10. 
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'Correction' or manipulation had, by 1914, long passed its experimental heyday, 

lending weight to Cazneaux's remark about Pictorial photography being in 'a rut' . 

Conservatism and the Power of Monopoly Capitalism 

One obvious reason to account for this conservatism was the fac t that many 

Australian photographers followed overseas, especially British, models. Gael Newton 

has made the point that Australian Pictorialists relied for information about the 

outside world, on conservative British magazines like theAmaleur Photographer & 

Photographic News, and Photograms li1he Year. DG 

But another way to account for being in'a rut' is to examine the function of Pictorial 

photography in Australia at this time. Who was it aimed at, and what purpose did it 

serve? The public went to photographic exhibitions - in what numbers, it is hard to be 

confident, since attendance figures arc infrequently given. Some records have 

survived, nonetheless. For example, the 1896 Intercolonial Exhibi t ion, which was 

organised by the Working Men's College Photographic Club, remained open for 93 

days, and attracted 4,400 visitors.ij7 Again, a rare 1924 account mentions tha t 2,000 

people attended the annual exhibition o f the Adelaide Camera Club.15
1( This was 

considered a large number . If allowance is made for Adelaide ' s smaller population, 

156 Newton, 1979, p. 4. 

157 E lliolt , 1993 , p. 14. 

158 Wilkinson, 1924, p. 9. 
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and the fact that photography may have been more popular after the War, perhaps two 

to four thousand people might have attended a major photographic exhibition in 

Sydney or Melbourne before 19 14. 

Australian pictures were frequently seen on the international circuit. 15
? The Victorian 

Photographic Affi liation, fo r example, sent 32 entries to an International Exhibition in 

Dresden in 1909, of which 8 were hung. )6U Otherwise, it seems that photographers 

addressed each other either through club and inter~c1ub competitions, or through the 

pages of the two major journals published in Australia. These were the Australian, 

later Harringtom·> Pho(oKraphic Jourlla/, and the Alistra/asiall Pho!o_Review. 161 

Original Pictorial photographic prints at this lime seem not to have had a great 

ci rcu lation. Although, as already noted , they were somet imes offered for sale, they 

were not collected by indi viduals, nor pl<lccd in galleries, museums or libraries. 162 

I \'J 'Back 1:lbels' of"lcn providc d ues to a print's inleruational circulal iOIl. Crombic, 1\)\)3. pp. 3-4. 
Auslral ian cat,l loglles providc ol her evidcnce. For c.'>.;:lmplc. in Illc 'Cill:l logue of Exhibilioll of 
Auslr;llian PiClorial Photograplly' in Sydney ill II) 17. ,I number of enlrics arc marked 'London Sa lon'. 
,·r /lx/rotioll I Jic/oriaIJ'11II/oj!.rapily, 1917. 

I,", ( 'all/I'm 1I0USt' Ikru."on. AugliSI 190\), p. 17 1 Tile King of SaxollY op.::lled Ihe E:dtibilioll on M;ty I. 
1,)()9. nil! /lri/ish Journal of I'IIO/ogrnphy, Ja IlI lal)' I. 19()\), p. I X6. 

1/,1 Baker & Rouse, l;lIer t;lken over by Kodilk, pllbl ished t he ,I usfrn/(7.1"i(111 "hmo-Rel'iell'. II fi rSI 
;Ippcared in 1894. 'as a 16-p:lgc sllpplclllCll1 ortllc thcn well-known English IlwgCli'-i ne Ihc 
Photographic Review of Rel'iell'.\·.' A us/ralasi(lll j'f/ll(o-Reliiew, January 19·D. From I W.l7 il was tillcd 
/lustra/oxion Photographic Review, and A uSlra/(1.1'irm Photo-Rel/jew from 1906. Harringtons had 
published Ihc /Iustmlian Photographic Journal since 1892. Australian Ph%graphic Journal, 
Deccmber 190\), p. JX3. In 1910, [he namc W;IS changed 10 Harringtons' Phologrnphic Journal. 
Lichiller & Co., importcr of pholographic mal~rials, had produccd 1111 earlier version oflhcAus(ralion 
Photographic Journal in 1886, for one year only. Brown, 1984, p. 61), These two publications were 
long lived ; lIarring(on.\· ' Ph%grnphic journa/lasted unlil 1927, Ihc Auslralasian Ph%-Rel'iew 
ceased in 1956. Between 1907(lnd 1910, H.J. Trowbridge, a Melbourne Photographic Stock Dealer, 
published thc Camera House Beacon, which cOllJains much useful inform,tlion aboul Pictorial 
photographers of the day. 'Camera House' was Ihe name of his cstablishmcn t. 

162 Willis, 1988, p. 217. Mosl collections of ctlrly Piclorial work today havc COIllC from family 
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Very exceptionall y the Governors of the South Australian National Art Gallery, 

chaired by Sir William Sowden. decided in 1922 to purchase from the Annual 

Exhibition of the Adelaide Camera Club photographs considered to be merito rious 

and representative of the best South Aust ralian work. Th is policy was subsequently 

extended to inter-S tate and overseas work .1( • .1 

Pictorial work then, was generally aimed at a small, largely selr intcrested markel, 

comprising the bourgeoisie and the upwardly mobi le artisan. This market was largely 

captive to the photographic houses who owned the two main photographic journals, a 

dependency brought about deliberately. Harold Cazneaux has nOlcd: 

how JJ [Rousel was Ihc moving fa clor ill Ihc closer :lSSOCialioll of Ihc photographer w ilh Ihe 
supplier landlthc Ifollndi ng ofthcl .rlIl.\"lmfflsinn Photo-Review \\',IS onc of the actions la kel! 
to furthcr Ihis aim . I,,,, 

An unidentified Australian contributor to /J/wfografJIs oj fhe Yetll" /9/ () c riti c<l ll y 

appraised this situation, saying: 

For howe vcr a rlisl ic our pictorial workers may be. thcy h:I\·c 01[111051 110 ch:lIlllcl Or e:-.: prcssiou . 
Two of [he g rC: 11 slockhouscs run 1lI0luhlr Jtlllgazines devOlcd 10 photography .• lI1d Ihc."C two 

holdings, o r wcre puttogelhcr long aftcr the d<lles covered in thi s Ihcsis. For c:-.:amph::, Grace Lock 
collected thc core ofl he Austra lian Photographic Society 's COIlCClioll, whieh illc[lIdcs early Picto rial 
work, ill the 1960's. Convers,1tion wilh Neville FOSler, APS Presidcllt, Fcbru:uy 191)9. 

163 Wilkinson, 1924, p. 9. 

16-4 Cazncaux, 195 1 a, April 25, 1951. In Ihis [cller to Jack Cato. CazlIC<lu ... was parnphnlsing 
information sent to him in a manuscript which dcscribed the early history or thc Photogmph ic Society 
of New South Wales. TheAIiSfrafasian Photo-Hel'iell' commenced public.1tiol1 in 1894. 
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publications arc practicaJly the only 10C<11 chance the pictorial worker has to appcc1r before the 
pUblic.l65 

In contrast, when the South African Photographic Journal was established in 1908, 

the first editor made a particular point of noting that it was a periodical absolutely 

independent of trade influence, and devoted to Pictorial ism pure and simple. 1M 

Commercial domination, in this instance, was well understood as a threat to artistic 

independence, something that was lacking in Australia where the sale of photographic 

products was clearly the prime motivat ing factor for both jo urnal s. For instance, 

Harring/oils ' Photographic Journal reviewed an exhibition by Norman Deck in 

1912. In addition to speaking of the imagination and poetic suggestiveness o f the 

artist, the reviewer stated, 'It is pleasing to note that many of these fine pictures were 

executed on Empire Coralyte papers of various grades. Cream crayon is a particular 

favourite of Mr. Deck's.' 167 The arrival of Empire Coralytc in 1908 had been thought 

sufficiently important by Harringtons to celebrate the occasion by putting it on the 

cover of the A IIstratiall Photographic .I()lIfI}a/ of August 1908. (Fig. 8) The 

identification here of the Coralyte papers with Uncle Sam, has st rong colo nial 

overtones; Australian photography is personified as an American product placement. 

16S Phologral1lso/lhe Year 1910, p. 8. 

166 Tholllson, 1909, p. 89. 

161 Harringtons' PholographicJournaf, July 19t2, p. 199. 
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A litt le further on in the same issue, a staff writer is found pushing small cameras to 

the trade detailing, 'a few salient points to help the photographic dealer or agent not in 

dose touch with the big cities.' 168 Again, in 1909, an exhibition review in the 

Australasian Pho(o-Repiew noted that: 

Over JiOy pictures were loaned by Messrs. Baker and Rousc, 1111 of wh ich were \lIken from 
Kod~lk negatives. The Prints arc on Creall) Crayon Bromide Paper lInd embrace scenes in al l 
parts of the world - a manifestation of the popularity of Kodak .l69 

The sale of products may thus be seen as an integral part of promoting photography as 

one of the new leisure industries. In doing th is, the ' two great stockhouses' not only 

had the power of selecting what pictures they chose to publish, but could also favour 

the dealers w ho used their products. 

This danger posed by the power of monopoly capital attracted notice. In 1908 and 

1909, the Camera House /Jeacoll published twO articles devoted to the question, ' Is 

George Eastman 's shadow on Aust raliil?d 7iJ After quoting an extensive account of the 

hist01Y of the Eastman Kodak Co. frolll [he SI. /,(J/lis Gnd Calladhm eholoKrapher, 

which stressed the way in which 'peculiar tactics' were used by Kodak to stifle 

competition, the journal asked whether conditions in Australia were: 

1(,/1 lIarringtons' Phofographic Journal, July 1<) 12, p. 210. 

169 E.H.W., 1909, p. 76. 

170 Camera House Beacon, May 1908 and January [<)09. The quotation is from Cnmera House Beacon, 
May 1908, p. 102. 
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sufficient to hatch the egg of the Kod,lk policy and confront us with the conditions created by 
the introduction of a monstrous monopoly? If so, photographers wiJI have to pay dearly for 
their short sightedness and indifference.171 

Of particular concern was the acquisition by Kodak of the manufacturi ng portion of 

Baker and Rouse's business, a move seen as a threat to dealers, and the prelude to an 

all-out assau lt on the Australian market for photographic supplies. In 

Power and Theory 

In trying to assess the implications of the way power was exercised by the trade over 

the consumer, some theoretical tools developed in the 19605 by a group known as the 

Situalionist International may be helpful. The Situat ionists ' most notable literary 

expression was Guy Debord's The Sociely of the Speclacle . '1J In this book Debord 

was interested in theorising the way in wh ich capitalism, through the 'society of the 

spectacle', was invading, restructuring and reorganising free time, private life, and 

leisure. The spectacle commodi fi ed areas of life hitherto in the private domain. For 

example, everyday activitics became engulfed by the consumer society, whose 

outward manifestations were the rise of advertising and the mass media. 

Advert isements do not represent reality, but a life that is idealised. As sllch they serve 

171 Camern House Beacon, May 1908, p. 105. 

112 Camera House Beacon, January 1909, p. 21. This article, 'Thc AmcriCllll Tmst Opcmting in 
Australia and New Zealand' was a quotation from tl lC Photographic DenIer of Novcmbcr 190M. 

173 Dcbord, 1997. First publishcd in France in t %7. The book cO llwins 221 tllCSCS. Thesis Idcfines thc 
spectacle. 'Thc whole life of those socicties in which modem conditiolls of produclion prevail presents 
itself as an immcnse accumulation of spectacle~·. All that once \Vas dircctly Jived has become mcre 
representation.' Debord, 1997, p. 12. 
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the inte rests of those for whom they are made, and become a manifestation of power 

over those to whom they are addressed . At the turn of the cen tu ry. photography was 

one of the important new leisure industries. Its colonisation and promulgation by trade 

influence is admittedly a Illuch earl ier illustration of what Situationisls slich as Debord 

had in mind . Nonetheless, their comments still apply. The photographic trade, wi th its 

own inte rests at stake. was clearly likely to prosecute its own agenda. Thi s would be 

wel l served by encouraging widespread, even populist. admission to artistic ranks, 

with a consequent lowering o f quaJitati ve standards. This could be accomplished by 

suggesti ng that Pictorial photography lined any pract itioner above the ranks o f 'The 

Austra lian Snapper'. 174 

In its editorials, the trade sponsored photographic journals conveyed a qlJite di frerenl 

impression, stressing that they recognised oilly the highest I>icto ri a l standards. In 

Apri l 1908, the AIISfl'alictJl Pholograplih: .Io/lmal said, 'Though the camera is now the 

plaything of the Illultitude, yet only the lew can hope to reach the highest levels, and 

their works should be accord ingly vaill ed.' m However, one diniculty for the 

Australian journals, which all publ ished munth ly, was that there were 110t coollgh 

images from 'the few' to fill thei r pages. Furthermore, il was in their commercial 

interests not to press th is point too far. Consequently, even a llowing fo r the fact that 

L 7~ A snapper was identificd in t894 as, 'one frollL whom vcI)' li u le is evcr hcw'd or secn Orsnl is raclo!), 
results.' 'The Australian SLlappcr', in The Photographic Review O/RC\iieIl'S. Novc LJIbe r 1 H94. p. 12. 

m Australian Photographic Journal, April 1901(. p. 92 . 
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artistic quality is a matter of opinion. the general standard of much of the work 

illustrated was quite questionable. 

This is not to suggest that Australian Pictorial ism was of no consequence. Much work 

of high quality. in different styles, was produced at thi s time, and frequent ly 

illustrated and discussed in the photographic journals. The overall standard, on the 

other hand, was uneven, and was so recognised, if only by reviewers from rival 

journals. For example, Mrs. Wm, Smith won the Baker & Rouse Trophy, valued at 15 

guineas, at the 1909 Exhibitio n of the Victorian Photographic Aniliation with The 

Snake Charmer, c. 1909. (Fig. 9) One reviewer thought that it was not a picture at all, 

placing it among: 176 

several, perh'lps mally, all cged pictll fCs 011 view which conveycd the illl pressio llthat Ihey had 
been smuggled in by the back door whcll 1mbody was looking ... being Illerely a lucky 
snapshol, cn larged \0 imposing dimcnsions. ofa group of Ambs. al l illlcnl 011 'being look' in 
thc vici ni lY of a tipsy-looking fowl -llOtlSC. wil h a snake dUlriller, also posed, in Ihe 
foreground. As a S<llllplc of genre work ils proper pl;]ce wOtlld be somewhere abou t the 
bollom of (hc list. 171 

It is hard not to sympathise with this opinion, even allowing for the loss or qual ity 

through reproduction , and the fact that Ihis reviewer was a part isan source writing for 

Baker & Rouse's rival, who complained about how few Victorian awards went to 

Sydney. 178 As the reviewer suggests, the image gives an impression of banality, which 

176 I understand the reviewer here 10 be using thc word ' piclure' to mean an mliSl ic work. 

J77 Australian Pho(ographicJournal. Fcbnllll)' 1909. p. 55. 

178 Australian PhotographiC Journal, February 19U9. p. 55. Some critics of Ihe dHY were not ill fa vour 
of awards. One pointed out tila l art societies did not give (hem, and thoughtl ll<lt lheir presentation was, 
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reduces potentially exciting visual material of a live performance with dangerous 

reptiles to the level of a mundane event . 

It is hard to envisage The Snake Charmer being' smuggled in by the back door' for 

inclusion in a publication like Alfred Stieglitz's thoroughly exclusive Camera Work, 

(1903- 1917) dedicated to the very highest standards of arti st ic photography the editor 

could conceive. 119 The Australian journals also aspired to be, 'high class and 

important,. 18o Nevertheless, they emphasised images which they thought would 

appeal to their readers, and avoided novelties, experiments, and subjects likely to 

shock o r upset. They also stressed the use of processes, apparatus, and materials, 

which promoted the interests of the trade. For example, the Editor of the Allstralian 

Photographic Journal in 1903 argued at length that, ' exhibitions ... should be based . 

.. firstly, ifnot solely, recognising the merits of pictorial art .' But he then reminded 

readers that they should give stricter attention to mechanical, as opposed to artistic, 

technique, 'when considering the many .. . compet itions inaugurated by the 

manufact urers of certain apparatus or ma teria ls, etc.' 11(1 

Good photographs, though, are not just made by processes, apparatus and equipment , 

but by the selectivity and talents of the phorographer, something that had been 

• somewhat derogalory.' T he sa me crilic also thoughl Ihal, • A system of awards is calcul:llcd to 
encourage young workers to become mere copyis[s.' Jeffries, 191 1, p. 265 . 

m Robcns, 1997, p. 9. 

\80 Australian Photographic Journal, December 19U9, p. 383. 

181 Australian Photographic Journal, June 19U3 , p. 123. 
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appreciated in Australia since the 1850s. In 1858, a newspaper review commenting on 

Daintree and Fauchery's Australia (SUIl Pictures of Victoria), made just this point. IK2 

In 189 1 the Australasian Critjc reiterated it, noting that the dry plate process was 

causing some dismay amongst those photographers who relied upon the old way of 

developing plates to 'produce their own impressions of a scene. ' He suggested that 

' those who are in earnest for good art work' should be 'stimulated to show more care 

in the selection of their pictures, and lighting, instead oftrusling to the improvement 

of nature in the darkroom. ' 183 

Two separate properties are li sted for attention here - lighting and select ion. Drawing 

on these distinct elements, Part Two will first explore Pictorial photography in terms 

of the concept of light obtai ning in Australian cultural discourse in the early 20th 

century. Part Three will then discuss how more imaginative select ion of subject might 

have enhanced Aust ralian Pi ctoriali sts' use of the photographic medium. 

'" N 8 ewton, 19 8, p. 30. 

113 Australasian Critic, June 1891, pp. 214·215. 
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Part'l'wo 

The Concept of Uaht 

Chapter 1: 'Free, Clear, and Decisive ' 

At the turn of the century, A. 1. Hill Griffiths was an influential figure in the world of 

Aust ralian photography. Editor of the Allstralian Photographic Journal, one of the 

two specialist magazines catering to photographers, he was also a regular contributor 

to the international photographic journal, Ph%grams of the Year, published in 

London. In his annual article there for 1904, reviewing the International Exhibition of 

the Photographic Society of New South Wales, he asked : 

What mi ght be the characteristics oftlie pictorial photographer by rcason of national 
temperament and environment? We arc establishing an Australian school wh ich is 
independent of copying from foreign sources - by what might or should it be charnctcriscd'lIK'i 

Griffiths could have listed the characteristics of such a school to include the 

opportunities to photograph distinctive subjects: the Aboriginal people; landscape, 

mountains, deserts, and rivers; the effects on the land and its inhabitants of drought 

and flood ; Australia' s unique flora and fauna ; and the struggle to gain a living from 

the land. Instead , he chose to analyse the issue in terms which stressed formal 

qualities rather than contextual affinities. 

18~ Hill Griffiths, 1904, p. 24. 
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He identified three essential elements as defining a distinctive Australian style. 

Firstly, and most importantly 'light', which he thought distinctly different from the 

sunlight of other places. Next he identified colour: blues, yellows and reds in various 

and striking shades. Finally, he concluded that the Australian photographer had a 

broad and liberal view oflife and art, which he defined in these words: 

Wha tever artistic temperament f possess has been influenced by an environment Ihal is free. 
clear and decisive. On that aecounllhe ' fuzzytypist' and 'i mpressionist ' schools exercise lil lie 
o r no fascinat ion.18

$ 

Griffiths' comments suggest that the 'fuzzytypists' and 'impressionists' were failing to 

convey a proper sense of light and colour. John Ruskin, (18 19-1900) writing abou t the 

work of J.M.W. Turner (1775-1851) in Modem Pail/fers, defined 'tone' as, 'First, the 

right relation of objects in shadow to the principle light. Secondly, the quality of 

colour by which it is felt to owe part of its brightness to the hue of light upon it.,186 

That this applied equally to photographs in black and white was made clear by 

Sydney Long when he pointed out. 'fine tone depending on the relation of colour 

values, photographers wi ll need to have al most as much knowledge of colour as a 

painter - otherwise the work will tend to blackness.,187 

18$ Hill Griffiths, 1904, pp. 24 and 27. 

186 Ruskin, 185 1, p. 138. 

'" Lo 90 ng, 1 J. p. 445. 
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Hi ll Griffiths' critical remarks were undoubtedly directed against those Pictorial 

photographers whose work veered towards dark tones, an effect that derived from too 

close attention to certain kinds of English etchings. The interplay between Pictorial 

photography and printmaking will be discussed in more detai l shortly. For the 

moment it is enough to note that in the late nineteenth century there had been a reviva l 

of the art of original etching as an expressive, as opposed to a reproduct ive, 

medium.IR8 Particularly influential for some photographers were Whist ler's low tone 

effects, which were strongly criticised when they first appeared. l 89 

Just as Whist ler had been attacked, critics of ' impressionist' photographers accused 

them of going too far. For example. E.C. Joshua's Great Collins Streel, Melbourne , 

before 1909, (Fig. lOa) was awarded the Gold Medal at the First Open Exhibition of 

The Victorian Photographic Association in 1909. The Camera HOllse Beacon, 

describing it as, ' an impressionistic view of Collins Street looking west from Queen 

Street ', said: 

We h.1ve SC(: n Coll ins Strcet during the last 11 )'c.1rs almost d<lily, but we would not know it 
frOlllthis picture. Evcn in the greatest dust atmosphere Ihe cffcct is different. It is .1n effcct 
wh ich we have occasionally seen in England . .. bulllcver in Mclbourne. Thc title lC:lds to the 
imprcssiollthat this is onc of thc charactcrislic asp::cIS - not <I n c:'(ccplional onc. As such the 
pic ture is a libel on Mclbourne 's great street, a nd the artisl, accord ing to our vicws has not 
succccdcd.l90 

188 Salaman, 1923, pp. I and 22. 

119 Dodgson , 1922, pp. 16· 18. 

190 Camera House Beacon, February 1909, pp. 33-34. ThcAustralinn Photographic Journals 
corrcspolldenltook a similar li ne saying Ih<lt it was, 'of the pronounced 'fuzzy' type, sma ll in size, and 
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In view of this comment, it is interesting to compare Greal Collins Street, Melbourne 

with another foggy st reet scene; A. Sutcliffe's A Foggy Morning, Melbourne, c. 1911 . 

(Fig. 10 b)191 Apan from the fact that Joshua's work is soft-focus, which adds to the 

'impressionism', the overall effect is similar. Although A Foggy Morning, Melbourne 

was taken two years later than Joshua's picture, it does suggest that the latter was not 

qu ite such, 'a libel on Melbou rne's great street', after all. The Auslralasian Ph% -

Review identified Sutcliffe as a press photographer; a press picture implies 

'documentation' , So if th is was how foggy Melbourne really looked in 1911 , the 

chances are that it appeared litt le different in 1909. In thi s case the broadside against 

lashua's work might have been more about the fact that it emphasised gloom, than it s 

lack of realism. Even here, it is quite apparent that lovers of light could disagree about 

what they saw in a picture. Another cont ri butor to the Camera House Beacon, who 

was equally antagonislic to gloom, said that: 

Just as the artist is fond of portmyillg his favourit e modcl , so should the photographer who 
rcg<l rds light as his best fricnd give it a place of supreme importance in hi s productions. But 
what do wc find ~ glool11 , deep, murky gloom, almost cvcrywhere represented in this land of 
brighlllCSS. I!J~ 

printed on very rough surface bromide. It may have appealed 10 the judges as excruciatingly high art, 
bUl it is ccrtainly not a sample of pholography of which even a beginner need fec i too proud'. 
Australian Photographic Journal, February 1909, p. 55. 

191 The caplion Lo this photograph reads, 'A. Sutcliffe, Press Photographer, 'Weekly Times', Melbourne', 

192 'Lux Luxmore', July 1909, p. 148. 
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Yet this critic also called Great Collins Street, Melbourne, 'a masterful rendering of 

soft morning light ,.'9J 

To confuse the issue further, two Camera House Beacon correspondents pointed out 

that blackness had its place, and followed Ruskin in pointing to the importance of 

contrast. The firs t wrote: 

do not forget that where there is much light there is also shadow. Nature abounds in a variety 
of lone - the photographic tone scale is comparatively short . .. neither the low·keyed nor the 
hi gh-kcyed production is complcte if (jlC two ends of the 5C<11e are not represe nted to the 
required degrce.l~ 

The second said : 

Nat ure's effects oncn are gloomy - here as wcll as anywhere else, and especially Mctbourne 
has many a day far from bright. Why should not thc [ower half of the :lvailablc tOile-scale be 
used to express such? A landscape seen on one of these gloomy days shows no w hite. but the 
lower end of the scale is compJcte. 195 

'Australian National Values' 

Some crit ics believed that foreigners over·emphasised nature's gloomy effects, and 

that Australian Pictorialists should not copy them. In their minds, portraying gloom 

was also thought to be a betrayal of national values. [n contrast, evocations of light 

193 'Lux Luxmorc', July 1909, p. 154. 

194 Camera House Beacon, August 1909, p. 184. 

19S Camera House Beacon, August 1909, p. 185. 
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and colour had been features within Australian cultural discourse for some time past, 

examples which Pictorialists were encouraged to emulate. For instance, members of 

the Heidelberg school of painters had, in the 1890s, successfully promoted hard clear 

sunlight as being characteristic of the 'essential ' Australia. 196 A key figure here was 

the painter Arthur Streeton. (1867-1943) A photographic critic, in 1909, singled out 

his pictures as archetypes of high-keyed work. He thought that they conveyed a sense 

of emotional uplift, as opposed to low toned images which gave a sense of gloom, and 

he praised Streeton as, 'a painter oflight,.197 Another critic, writing in the same year, 

noted that the amateur photographer W.J. Cranley, had imbibed, 'art first-hand from 

the blue and bronze days of his camp life with Arthur Streeton - the painter of 

Australian-colour-gladness.'1!)!t Lionel Lindsay aptly summed up the regard in which 

Strccton's achievements were held by his contemporaries when he said: 

There is a gaiety. a lightness, in S! rCClon's work whieh is in the Australian sunlight itself, and 
has been e.>;prcsscd by no other artist. 11 is an expression in paint of the goodness of being 
alive in this fine land of ours. Actually. it is the first truthful and beautiful rendering of the 
liglll ,l nd colour and tone of Australia .19Il 

Strccton's SlIlIlij{hl, 1895, (Fig. 11) was shown in the artist's ]896 Sydney S1Inshine 

Exhihiliol1 in Melbourne, where it was praised by a contemporary critic for the way in 

196 Crombie, 1993, p. 2 . 

197 'Lux Luxmorc ', July 1909, p. 149. 'Lux Luxmorc', 1910, p. 94. 

198 'Valdon', February 1909, p. 43 . 

199 Lindsay, 1919. 
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which it portrayed the intense light of a typical Australian landscape.
2oo 

Also 

noticeab le is the way the artist has conveyed an atmosphere of intense heat through 

the skillful use of co10Ur. 201 

SlIlllighl formed part of a series, depicting heat and light, painted in 1895 and 1896 

when Streeton travelled to inland New South Wales?02 It is representative of those 

works by Streeton, and his fellow artists Frederick McCubbin (1855- 1917), Tom 

Roberts (1856- I 93 J) and Charles Conder (1868- I 909) which addressed the 

nationalistic concerns of the late nineteenth century.203 Such works may be 

characterised as having two distinguishing features. The first is a concentration on 

'typical' Australian subjects, such as li fe in the bush. The second, less easily defined, 

but readily recognisable to those with experience of Australia's interior, particularly in 

summer, may best be described as an inherent radiance in the landscape. During the 

18905, this quality of light also attracted the attention of writers and poets. Dorothea 

Mackellar, for example, was typical of many who praised the sunlight. In her poem 

'My Country' she wrote: 

Grc,ll saffron sunsct clouds, and larkspur moulltains, 

And fenceless miles of plain 
And hillsides golden-green in lhal uneanhly 

Clea r shining aner rain .204 

200 AlIslra/nsian, December 12 , 1896, p. 1177, quoted in Smi th, 1995, p. 11 6. 

201 Smilh, 1995, p. 116. 

m Smilh, 1995, p. 116. 

WJ Smith, 1995, p. 9. 

204 Mackellar, 1914. 
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Bernard O'Dowd, in 1903, saw Australia as the: 

Last SC<H hing dredged by sailor Time from Space, 
Are you a driO Sargasso, where the West 
In halcyon ealm rebuilds her fatal nest? 
Or Delos of a coming Sun-Cod's race? 
Arc yOIl for Light, ,U1d trimmed, with oil in place, 
Or but a Will 0' Wisp on marshy quest? 
A new demesne for Mammon to infest? 
Or lurks millcn i,ti Edell 'neath your faeef05 

This verse uses the Sun as a symbol fo r an Australian nation free from the tyranny and 

disappo int ments of the Old World. As Alexander Sutherland put it in 1890: 

Raise the countless hordes that wallow 
D<lrkly in oppressed lands. 

H:wd in hand we'll face together 
Bl inding storm or sunny wcalher. 206 

As the 1890s progressed, there were rather more blinding storms, socially, than sunny 

weather. A major depression was associated with a banking crisis; the industrial 

struggles of 1890 -1894 led to bitter strikes; and drought ruined many small country 

landholdcrs .2u7 Despite Ih is, the idea that Australia was a place where it was possible 

to make a new start , still gripped the imagination after the turn of the century. In 

190 r, Joseph Furphy had a vision of Australia as, 'Our Virgin Continent', a country: 

~n.~ Bern,]rd O'Dowd , 'AlIstmlia', 1903, lee, 1999, p. 3. 

Z06 Alexander Sutherland, 'Australia to England; A Reply to Lord Tennyson's 'Hands All Round", 1890, 

Lee, 1999, p. 7 . 

207 Lee, 1999, p. xxii, Campbell , 1945, p. 27. 
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COlllmiucd to no usages of petrified injustice; she is clogged by no fea lty (0 shadowy idols, 
enshrined by Ignorance and upheld by misplaced homage alone; she is cursed by no memories 
of fanat icism and persecution; she is innocent of hereditary national jealousy, and frcc from 
the envy of sister states. lOB 

Writers li ke Vance Palmer made a direct connection to the conditions prevailing in 

the arts, saying: 

We, who have in our power the makings of a glorious nation with no sordid past, such as is 
the legacy of most countries, arc content 10 imitme the customs of old degenerate nations, [lnd 
to ICI our individuality be obscured by the detcstablc word 'coloni al'. Undcr such conditions 
our an must sulTer.209 

The association of light with the new 'glorious nation', was powerfu lly made by a 

number of writers. 'Ethel Turner' opened her best-selling novel Seven LillIe 

A ffslralialls, first published in 1894, with the claim that , 'the sunny brilliance of our 

atmosphere' generates the specific characteristics of Australian child ren saying, 'it 

may be that the land and the people are young-hearted together,?IO 

Similar comparisons are found well into the first decade of the new century. In 1907 

John Farrell saw Australia as: 

20i Joseph Furphy, 'Our Virgin Continent', from Such Is Life, BuJJetin, Sydney, 1901, Lee 1999, p. 20. 

m Edwa rd (Vance) Palmer, 'An Australian National Art ', in Sree/e Rudd's Magazine, January 1905, 
Lee, 1999, p. 37 1. 

21° 'Turner', 1912, pp.9.1O. 
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o Radiant Land! o'er whom the Sun's fi rst dawning 
FeU brightest when God said 'Let there be light'; 

O'er whom the day hung Oul its bluest awni ng 
Whitcning to wondrous deeps of stars by nighl .211 

Norman Lindsay, looking back on his youth from an artist's perspective, thought that 

in the 1890s the Austra lian eye had to be taught to see its own landscape, free from 

English innuence?12 In 1905, Vance Palmer was sti ll noting that, 'the majo rity of 

Australians too often look on their country with foreign eyes, and measure it by 

foreign standards ofbeauty,.213 Australian 'standards of beauty' were associated wi th 

Australian light , and it was because of this that Pictorial photographers were 

frequent ly criti cised for portraying gloom. But those who called for a more light 

conscious photography would also have been perfectly aware of the importance of 

contemporary symbolism which equated Aust ralian sun and light wi th freedom .21-i 

Australian anists were said to be, 'too much dominated by the tyranny of the Old 

World '. 2" They were not only thought to be mi srepresenting the physical 

characteristics of their count ry. Th e 'tyranny of the Old World' in a literal sense, was 

symbolised by the powers of gloom. Without an understandi ng of this debate, Ihe 

discussion of light and the call for 'AUSlralian Sunlight' photography at the turn or lhc 

211 John Farrel! . 'AlIslmlia', 1907. Lee, 1999, p. 9. 

m LindS<IY, 1966, p. 146. 

211 Edwa rd (Vancc) Palmcr, 'An Auslralian National An', in Steele Rudd's Magazine, Janllliry 1905, 
Lee, 1999, p. 371. 

214 'Lux Luxmore', July 1909, p. 148. 

215 Creeve Roe (Vic tor Daley) 'Correggio Jones', Bulletin, June II , 1898, Lcc, 1999, p . 335. 
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century, often appears one-dimensional with the arguments presented in purely 

formalist terms. 

There are many such instances. In 1901, for example, Hill Griffiths had criticised 

Australian Pictorial photography for not having its own character, lamenting the 

tendency of local workers to, 'illustrate Australian scenes with unseasonable English 

atmospheres,?16 In 1909, Walter Burke. editor of the Australasian Photo-Review, was 

making the same complaint. No photographer, he thought, was devoting himself to 

producing essentially Austral ian work. Burke maintained that most Australian artistic 

photographs might just as well have been created in Britain, or in America, and that 

no photography di stincti ve to the count ry had yet been developed?17 He made the 

same point again in ]9 12, saying that too many Pictorial workers in Australia imitated 

overseas examples. 21
1< As a corrective, he called for ' a Sunshine School of Aust ralian 

photographers. ,21') This also echoed Hill Griffiths' view that Australi an photography 

shou ld be morc att uned to local conditions oflight when he said, 'Australia calls for a 

rendering of brilliancy and joyous sunshine which is characteristic of her 

landscape. , 22ft 

21(, Hill Griffi ths, 1901 , pp. 33-34. 

217 Burke, 1909, p. 27. 

21M Burke, 11} 12, pp. 30-3 1. Burke exempted John Kauffmann, Harold Cazneaux, and H. Cartrighl. 

219 3 Burke, 1912, p. 1. 

220 Auslralian Photographic Journol, November 1906. p. 261. 
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Sun in South Africa 

'Brilliancy and joyous sunshine' had been seen in Streeton's paintings, and could be 

found in photographs from a country with which Australia shared many similarities. 

In 1909, the year of Burke's remarks, Australian photographs were amongst those 

shown in an ' Exhibition of Pictorial Photographs by Colonial Workers', at the 'AP.' 

Little Gallery in London. Arthur Elliott's Erer Tarrypin, c, 1909, (Fig. 12) was one of 

the South African entries. An article in the Amateur Photographer & Photographic 

News in July 1909, drew comparisons between the characteristics of the colonial work 

in the exhibition: 

The characteristic of work from Soulh Africa , for instance, is one of sunniness. Sunshine is 
indicated ~lIld successfull y rendered in most of the contributions from the Cape, Natal, 
Johannesburg, ele.; while those from Canada are in a lower key, and may be described as 
sOlllclI'lwt gloomy in character .. , The pictures from Australia and New Zealand lIlay be 
described generally as akin to the work seen at the average British photogmphic exhibilions,2~1 

This comment concerning Australian work corroborated Burke's view. It is not 

entirely clear why South African workers emphasized sunshine, when Australians did 

/lot South Arrica and Australia share many environmental characteristics. Both are 

countries or wide-open spaces, and the light in the Cape and Natal is simi lar to that in 

many parts or Australia, and dissimilar to the softer British light.222 Mudie Thompson, 

221 Amateur Photogr(lpher & Photographic News, July 13, 1909, p. 36. 

222 JlIne Carruthers notes Ihat, 'South Africa has been SO atypical that there has not been much to 
COlllp<i re with olher societies. And even when comparisons are made, these are generally between the 
United States and South Africa, although the Australian imperial and environmental experience is so 
much closer to ours.' It is arguable that South Africa has a similar colonial history to AustrdJia. 
Carruthers, 1996, p. 262. 
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founding editor in 1908 of the South African Photographic Journal, points to the 

influence of A. 1. Fuller, the Han. Secretary of the Cape Town Photographic Society 

in forming the South African style. She notes that Fuller: 

strove to Illa intlli n a body photographic in an apathetic and wide·scattercd country. His 
success is testified to .. . in the morc widespread and more frequent demonstrations ofthc 
condi ti ons pecu liar \0 thc country which had embarrassed the worker following the dictates of 
writers in oillcr almospheres.22

.1 

Arthur Ell iott was an important South African photographer, and Brer Tarrypin was 

featured on the cover of the July 1909 issue of the British Amateur Photographer & 

j)jwlographic News. Ell iott, a professional, is likely to have been another influence on 

the directio n taken by South African photography.224 His 10,000 negat ives bought in 

1938 by the Historical Monuments Commission, and housed in Cape Town, were part 

or his lil'c·/ong project to record South Africa's past.225 Although Mudie Thompson 

called him 'the strong man ' of the South African Pictorial world , his work also has a 

di stinct elclllen t of documcntation to it. This can part icularl y be seen in E ll iott's 

specia lity; his record of tile Cape's early days and the opening up of the interior?26 

For example, hi s March (l/~·mpire, c. 1909, (Fig. 13) illustrates the interior being 

developed by steam engines escorted by troops. For such a record , sunshine and 

22.1 Thompson, 1909, p. 89 . 

224 Thompson, 1909, p. 90. 

225 Bensusan, 1966, p. 100. 

226 Bensusan, 1966, pp. 100-102. 
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clarity indicate to the viewer that a real, not an idealised scene is being shown. The 

image is clear enough to see the presence of a bowler hatted clerk, alongside the 

soldiers. Elliott's major work is thus quite distinctive; he used sunshine as a trope of 

national identity, and to illuminate the history of the Cape. 

One conclusion here is that the major national Pictorial styles, low tone in Australia 

and high lit in South Africa, developed because of the influence of strong 

photographic pioneers, who established a model that others followed. In South Africa 

Pictorial workers followed Fuller and Elliott, while in Australia, it could be argued 

that it was Kauffmann with his European background, who showed the way 

forward .227 If few Australians 'followed the sun', it cannot be put down to ignorance 

of what was afoot elsewhere. It was apparent from Harringtom;' PhOloWaphic 

./o"mol that SOllth African photographs were well known in Australia, and there is 

ample evidence ofactive photographic contact between the two countries.228 For 

example, in I <)03 the A IIslralm"iol1 Photographic Review noted that members of the 

Northern Tasmanian Camera Club intended sending entries to the Capetown 

Photographic Society's 1904 exhibition. 229 Again, particulars of the same Society's 

;:~1 Harold Ca:t.lle<lllX, for one, ,llways acknowledged Ihal KauJTmann's work was a strong innuencc 
inspiring him 10 lake up art pholOgraphy. NC1.\10n, 1979, p. 4. The olher innuencc mentioned by 
Cai'.J1call.,\ was Ihe English PiclorialiSI DlIvid Bloum, whose low lone gum bichromate work was shown 
in Syd uey in 1<)03. Long, 1903, p. 442. 

~"~ /farrington.l·' Photographic Journal, Scplember 1911, p. 259. Thejournlll was discussing thc annual 
exhibitions organised by Ihe edilor of lhcAma/eur Photographer, at the 'A.Po' Little Gallery in London. 
II nOled Ihat piclures were senl, 'frOIll all parts orllle British Empire, induding South Africa, Canada, 
Australia, India, Burma, the West Indies, Hong Kong and New Zealand', and said thai, 'Ailhough we 
here in Australia may be a little ignorant of what some of the countries named are doing in lhe 
photographic art, we do know what South Africa, Canada and New Zealand are doing in this direction'. 

229 Australasian Photographic Review, Novcmber 1903, p. 433 . 
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1906 exhibit ion were advertised in the September 1905 issue of the Australian 

Photographic Journal. The journal made it clear that, just as Australian work found 

its way to the Cape, South African work was sent to Australi a. 130 The South Afiican 

example might have encouraged more use of sunshine in Australian work; critics like 

Burke and Hill Griffi ths argued that this was not the case. 

Hill Griffiths, who identified 'light', and 'colour' as two essential elements in a 

distinctive Australian photography. had also inveighed against the 'impressionists', 

seeing, 'natural pictorial photography as the first and best aim of t he craft,.231 Hi ll 

Griffiths' comments regarding 'natural pictorial photography' are intriguing, if 

somewhat puzzling. Was he advocating a 'realist' approach? And how did he reconcile 

'natural pictorial photography' with his view that, 'the inventive work of Australia can 

only be represented at the extreme ends, and principally among the higher octaves,?232 

Did this mean taking record photographs in bright sunl ight, along the lines adopted by 

Elliott and other South Africans? Exact ly what was meant may have been clear to Hill 

Griffiths' contemporaries, but the absence of analysis and a fu lly worked argument 

leaves today's reader in doubt. 

no Australian Photographic Journal, Seplembcr 1905. 

231 Hi ll Griffiths, 190 1, pp. 33·34. 

231 Hill Griffiths, 190.t. p. 27. 
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Chapter 2 seeks answers to these questions by a process of parallel reconstruction. It 

compares Pictorial photography and etching in Australia. suggesting that whilst there 

was much common ground between the two, an account of their differences - one 

predominantly concerned with tone, the other wi th line - provides a framework for 

understanding Hill Griffiths' remarks. 
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Chapter 2: Engravers and Etchers. Pictorialists and Photographers 

Original prints, in a beautiful art finish, can be 
ordered from the reproduced photographs 
or Sydney in this issue of Art in A uslrolio. Prints 
arc in limited editions, and are mounted similar 
to etchings.,m 

It has often been said that Pictorial photographs resemble works in other media. 234 

The analogy with etchings is especially striking and the comparison is more than 

physical. Between 1890 and the late 1920s, etching and Pictorial photography had a 

shared hi story and many similar aims. Parallels between the two di sciplines in 

Aust ralia had their antecedents in England. In the late nineteenth century many 

photographers in tha t country were consciously promoting artistic, as opposed to 

documentary work. At the same lime, printmakers were reviving the art of original 

I " "h h d" d" '" etc ling as an expressIve ral er t an a repro uctJve me !Urn. 

Pictorial photographers Iclt the need to stress the creative aspects of their work, and 

so did elchers. In 1895 Hugh Paton, an Associate of the Royal Society of Painter-

Elchers, (founded in 1880 by Francis Seymour Haden) published Etching, Drypoiltt, 

/1.1('::=01;,,1: UJe Who/I! Ar' Of'lhl! Paifl/er_l~/cher.236 Tn it he explained the difference 

between the 'engraver' and the 'etcher': 

~.l.l Art in Auslralia, 'Sydney Number', 3120, June 1927, advertisements. 

2.14 Holla nd, 1979, (first published 1905) p. 084, gives an early example ofth.is view. 

m Saiaman, 1923, pp. 1 and 22. 

~.1~ Paton, 1895. 
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In these p<lges I use the word 'engraver' in the sense of copyist line·engravcr, and the "'Ord 
'ctcher' in the sense of pai nter--ctcher, the original etcher, who does his own work in the free 
mcthod of thc original artist , who translates nature di rect, or carries out his own conceptions, 
rather than im ilCl tcs the work of ot he r me n.2l1 

Paton a lso thought that: 

It is best to recognise ilt once Ihe fac i underlying Ihis diO"erencc of opinion, namely, thallhe 
two kinds of work arc lhe resu lt of two Iypes of mind, the photographic and the impressionist. 
These ;lre the two best words J c.1n find, <lI1d I put the photographic first, because the 
impression ist is II [ate r development, and the result ofa higher eivilisation.:lJ8 

I)aintcr·etchers and Pictorial photographers therefore often had ident ical aims, and 

faced similar problems, one of which was lhe struggle for creative recognition. As 

Seymour Haden explained in his inaugural presidential address to the Royal Society 

of Pai ntcr·Etchcrs, the attitude of the Royal Academy towards the revival of artistic 

etching left Ill llch to be desired : 

We w ished , indeed, iuthe (i rst insl'lnce, thalthc Royal Academy should have the credit of Ihis 
re"iva[ , ' lI1d, at a ll events, hope [ha! we might look to that body for hel p 10 bring it about. We 
did 1I0t obt'lin it. For twenty years we scnt in 10 the Academy original etchings which havc 
s ince oblained a Enropean reputation , :lnd Which, only the other day obtained !lt lhe hands of 
:111 il1tc rna lion:l l JUI)' silt ing in p"ris the highest honours which they had in their power 10 

award . In tile Roya l AC;lderny they mel with no encourageme nt wha lcvcr.2J9 

1 .11 Palon, I K95, p. X. 

DlI Pal on, I K95, p. 9. 

U9 Paton, 1895, p. 12. 
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That photography needed to st ruggle for recognition as an art is no surprise. For one 

thing it had no extensive artistic tradition. Etching, on the other hand, had a long and 

distinguished history. Old Masters like Mantegna and Rembrandt etched, whilst in 

France in the 1850s the art had been revived by Charles Meryon in a series of greatly 

admired works? 40 One significant barrier for etchers, as for photographers, was 

undoub tedly the fact that their end products could be so readily, and mechanically, 

reproduced. Hugh Paton commented that in the 18905, 'the windows of our art dealers 

have been fl ooded with so-called 'etchings", which were, 'not executed in the spirit of 

the etcher's an'.241 As Palon explained, this spirit was best captured if the etcher 

avoided the photographic. For a photographer to do likewise posed a problem, which 

some tried to overcome by emulating the work of etchers. 

Leaders in the revival of etching as an original art in the nineteenth century in 

England had been James McNeill Whistler, and his brother-in-law Francis Seymour 

I laden. (181 8-19 10) Lionel Lindsay characterised both men as master etchers, 

all hough he thollghllhat Haden had a more important role in the English revival. 242 

This was also a view held in England, where it was thought that, ' he did far more than 

Whisller to SCI the revival in England firmly on its path. ,243 On the other hand Lindsay 

~·~l Pilton, 18!J5. p. 6. LindstlY, 192 1, unpngintlled. 

~·I I PUlon, 1895, p. 7. 

2~l Lindsay, 1 !J21, pp. 12-14. 

2~) Clayto n, 1929, p. 222. 
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thought that Whistler had been the main model for, ' the artistic photographer' .'244 

Particularly influential were his Venice etchings, which first appeared in 1880. At 

first, they were heartily disliked, both by critics and the public, largely because of 

Whistler's unconventional printing style. The artist achieved a low tone effect by an 

incomplete wiping away of the ink on the plate, which is particularly noticeable in the 

Nocll/rn e in this set. 245 This, and a similarly titled work in the set issued in 1886, (Fig. 

14) shows a remarkable likeness to the later 'impressionist ' Pictorial photographs. 

It: as Lindsay suggested, the 'art istic' Australian Pictorial photographers followed 

Whistler's example, Haden was the main influence on Australian etchers. Haden's 

most, 'famous masterpiece' was Hreakillg Up of the 'Agamemnon', 1870. (Fig. 15) 

Malcolm Salaman tells how Haden, 'now 52 ... was beginning to lose a little 

confidence in his power to work directly on copper out of doors. ,246 But he had made 

a commitment to P.G . I-Iamerton's new art-magazine, The Portfolio, and so went 

down one day to Deptford, 'and there on the copper drew the hulk of the old battleship 

A~WI/('IIII1()" , then being broken up.' Despite grave doubts that the drawing was 

suitable for pictorial treatment : 

H<ldcn tried ilnd he succeeded completely, the result being an artistic achievement with the 
etched line which for sheer expressiveness, produced by harmonious beauty of composition, 
by thc mastcrly balance onight and shade telling together their glowing story of the sunset 

~·I~ Linds:1Y, 1911 , pp. 2GO-2G2. 

H~ Dodgson, 1922, pp. 16-1 &. T he I &80 publication was by the Fine Arts Society, who commissioned 

Whistler's visilto Vcnice . 

2.0\6 SaJaman, 1923, p. 19. 
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sky and the animate river, by the absolute pictorial significance of every line, has never in its 
own genre been surpassed, if evcr cquallcd?47 

Generally, Haden's work was known for freshness and spontaneity, 'done with 

extreme rapi dity' .24K On occasion, as here, hi s plates were carefully worked, and it 

was these types of etchings that established his reputation with the public. Colnaghi 

published the Agamemlloll at five gu ineas, an exceptionally high price, and the first 

state alone brought in the astonishing sum of2,500 guineas. 249 Salaman's comments, 

so similar incidentally to the way photographic critics talked about Pictorial images, 

were w ritt en af1er the event. Opinion at the time cannot have been dissi milar. The 

acceptance of the plate by I-I arnerton for publication in his art-magazine, and the 

success oC the ed ition with the public, suggest that others besides Haden himself had 

problems with the Royal Academy's views on etchings. 

Liunel Lind say, writing in the 'Austral ian & New Zealand Etchings' number of Art;n 

AlIslralia in 192 1, expressed a simi lar opin ion about Haden and the Agamemnon. He 

s,lid : 

He reacts so instinctively to the beauty or nature and sets down his impressions with such 
p:lssiontlwt you could swea r no other aim lmd ever possessed him. His greatest plate is the 
'Agamemnon' and one or the world's masterpieces. It is the ripe fruit of a long growth ; a plate 
as rull of wisdom ns of beauty, or great tmths set down in noble style. It owns not a 
sl1pc rnuolls line nor one thnt is cold or careless. The sky is perhaps the finest ever etched. and 

~.J7 Sa lll lllllll , 1923, p. 19. 

~4g Clnyton, 1929, p . 223. 

2~9 Sala man, 1923, pp. 18-19. In 1999 tenns, say £250,000, or SA625,OOO. 
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Illc dmwing or Ihc old vessel, timber hulks and barges of a finnness Meryon himself might 
have cnvicd. In Ihc wholc or Ihe drawing 1I1cre is no literal lone, yel the general tone is 
perrcc!. 2.\(1 

Il aden was significant in the history of Australian etching for another reason. In 1891 

his coll ection was sold in London, and the National Gallery of Victoria in Melbourne 

commissioned Sir Hubert Herkomer to advise them on suitable purchases. It was the 

Whistlers, Mcryons and ot her modern etchings acquired by the Gallery in 

consequence, that incit ed John Shirl ow, (1869-1936) 'the first of the Australian-born 

etchers to achieve any distinction in the art .' Tradition has it that no worthwhile 

etching appeared in Aust ralia before 1892, whether by Australian-born arti sts or 

otherwise. 2j I This im pression has been fostered by those involved, like Victor 

Cobb.2H Cobb maintains that he and Shirl ow learned their art from the prints in the 

Gallery and books, not frolll the example of those around them?j3 Shirlow, who 

published hi s lirst etching in 1895 influenced others in turn .2j4 Notable among these 

was Lionel Lindsay, who in 1907 scored the first major success in Australia by an 

etcher at a showing by the Society of Artists. Lindsay's work was greatly admired, 

,lIld he achieved a number of sales, something that had hitherto eluded Shirl ow. 2jS 

: ... , Lindsay. 1921.llllp;lginatcd. 

~\I Forc ... ;unplc. Frmll: Kcmprargucs that, 'During Ihe 1880s. Ar1hur Slrcclon, Tom Roberts and Julian 
As11ton wcre \0 cxperimcllt wilh. and did produce. some etchings but, while or passing inlerest , th eir 
iunucucc on prilllJllakiug W,lS lIlininw l'. Kcmpr, 1976, p. 8. 

~\~ Cobb. Ii)K7. p. 2:\. 

~\J Stcvcns. 192 1, unpaginalcd, Cobb, 1987, p. 23. 

2H Lindsay, 19 16. 

2~5 S.U.S., 191 6, p. 23. 
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If this account is correct, it means that etching in Australia, as a serious art, dated 

from around the same period as Pictorial photography: 1895 in one case, and about 

1897 in the other. Whether some of the earlier etchers who worked in Australia were 

significant - such as Livingston Hopkins, Julian Ashton, AH. Fullwood, and John 

Mather - is not of concern here. 256 What is of interest is the extent to which one 

medium innuenced the other. There is certainly evidence of cross-fertilisation 

amongst practit ioners . In 1912, John Shirlow favoured the Working Men's College 

Photographic Club: 

with a very chnuy papcr on 'Pictorial Composition'. Mr. Shirlow also showed what balance 
and pcrspcctive mc.ml. and how to obta in thcm, where to place the principle object and hi~h 
light .md thc reason ror so doing, and many othcr items of great interest to the mcmbcrs.:lS 

The fact that the Club had a number ofmernbers at this time who not only knew a 

good deal about photography, but had decided views on art, will be discussed shortly. 

Shirlow's ' very chatty paper', if more addressed to 'beginners', could equally have 

been given by a painter or a photographer. The fact that it was given by a man who at 

Ihis lime was recognised as Australia's leading etcher, was appropriate because 

elchers and Pictorial photographers oRen attempted similar effects. 

2~ B.S., 1917 a. 

m Au.~lr(Jlnsi()n Photo-Review, Scptember 1912. 
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Shirlow's Mllndell's Bond, 1909 (Fig. 16 a) owes an obvious debt to Whistler in 

general, but to an etching like Nocturne: Furnace in particular. The way Shirlow 

highlights the difference between the inside and the outside ofMundeWs Bond using 

tone in 1909, is clearly derived from Whistlers inspiration in 1866. Here Shirlow uses 

the device to portray an industrial subject, something not often sought out by Pictorial 

photographers. Jessie Traill, (1881-1967) in The Hole ill/he Trees, 1914. (Fig. 16 b) 

on the other hand, uses an almost exactly similar technique on trees, a subject that was 

always a Pictorial favou rite . Noticeable here is the way in which the flat surface is 

designed to create a balance of tones rather than a feeling of space. This effect follows 

Whistler's example, renect ing his di scovery of the work of Japanese painters. 

Japanese tonal innucnce, as seen in The Hole ill the Trees, had first become evident in 

Whistler's paintings in the 18605, and then in hi s etchings .2~8 

Tra il! had always been regarded as one of the most outstanding early Australian 

etchers. Bertram Stevens singled her out in 'Etching in Australia', an article written for 

AI'/ ill Alls/Falia in 192 I . He recall ed that she was first a pupil of John Mather in 

Melbourne, then went to England and studied etching with Frank Brangwyn. After 

spending a few years in Europe, she returned to Australia, and worked in a style 

where. 'she has aimed at securing tonal effects on a large scale.'2~9 That these effects 

2~H Macfatl, 1905, pp. 30 and 35. Campbell Dodgson datcs the influence of Japanese art in Whistlers 
work to Ihc laic 1860s. In hi s opinion, 'it was never so marked in Whistlers etchings as in his pictures'. 
Dodgson, 1922, p. 13. 

2~9 Stcvcns, 1921 , unpaginatcd. 
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were exactly what some prominent Pictorial photographers were also trying to secure, 

is clear from Norman Deck's 'lne Edge of the Wood, before 1909. (Fig. 16 c) This 

photograph was one chosen to illustrate the article about Deck in the 'Valdon' series 

'Our Artistic Workers' in the Auslraliall Photographic JOlirnal. 260 There were seven 

other pictures included, four of which are very similar tonal studies of what the author 

called, 'his bursts of sun-floods through foliage and sturdy tree trunk.'261 From this one 

may conclude that this type of photograph was more than representative of Deck's 

work, and judging by the admiring reference, it was also one worthy of emulation by 

other photographers. 

Emulation was one thing, copying another, and there seem to have been two different 

points of view on the topic. One was represented in 1903 by Sydney Long who 

warned against the practice of making photographs in the image of etchings or 

drawings.2(,2 Against this, in 1912 a critic for Harring/ons' Photographic Joumal, 

reviewing an 'Exhibition of Pictures by Norman C, Deck', thought that one of his 

clrorts was, 'an example of pictorial photography that would rank with good etchings 

and mezzotints in any exhibition.'2(,1 The visual evidence from the illustrations in Fig. 

16 suggests that it was not just a question of some Pictorial photographs 'ranking with' 

etchings - they looked just like them too. Without the benefit of the captions, it would 

21'U' Valdon ', July 11)09. 

2r,1 'VnJdon ', July 1909, p. 200. 

2~2 Long, 1903. p. 445. 

2r,3 I1nrringtons' PhologrnphicJournnl, July 1912, p. 198. 
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be difficult for most observers to say which medium is which. The implication here is 

that some Pictorial photographers looked to etching, as opposed to any other medium 

for specific and detailed inspiration . It also seems difficult to maintain that a 

photograph like Deck's 'lhe Edge ojthe Wood is not an imitation, at least in spirit, if 

only because Whistler first showed the way. 

Pictorial photographs shared other simi larit ies with etching where the imitation was 

not so clear-cut. One example is the way the landscape was depicted. Mary Lee 

argues that Traill was almost a lone amongst Australian etchers before 1916 in 

prefe rring to work in landscape, but there are other examples?64 For instance, Victor 

Cobb's work was reviewed in 1917 in the third issue of Art in Australia. He was 

described as, 'frankly a natu ralist (whose] etchings made invariably in the open, echo 

their maker's unbounded love of all things great and small that grow beneath the 

sky' . 2(' ~ Several landscapes are mentioned in the text. and Old Heidelberg Road, 

berore 1914, (Fig. 17 a) is illustrated and described as one 'his finest works' . 266 To 

demonstra te thal lhe 'cross over' between etchings and Pictorial photographs of 

lalldscapes was not confined to work by Jessie Traill, Old Heidelberg Road can be 

compared to F . Styallt 13rowne's 'lhe Roadway, before 1908. (Fig. 17 b) Although 

! M In hcr 191(2 MA Thesis The Etched Work of Jessie C A. Traill 1881-1967. Lee, 1982, p. 38. 

265 Lindsay, 1917. 

~6ti In a leLler to Lionel Lindsay datcd June 20, 1914, Cobb said, 'My best achievement is a view from 
the decp cUlling on Old Heidelberg Road. (this side) Evening effect, with broad mysterious shadows in 
the roreground.' Quoted in Mackcnzie, 1987, p. 84. 
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Cobb's is a semi-rural setting, and Styant Browne's photograph is taken in the country 

- probably Tasmania where he lived - the two are strikingly similar conceptions. 

Both convey the feeling that where the road goes is the least important consideration 

for the artists. Roads usually lead somewhere. and people travel them to arrive, but 

not here; the artists' aim in both cases is to introduce a feeling of st illness and repose, 

rather than motion. The likeness seen here between etching and photograph can be 

duplicated in other examples. They suggest that many etchers and Pictorialists were 

trying to say the same thing, even when one was not imitating the other. 

Who was imitating whom is another question prompted by The Patriarch, 1916. (Fig. 

[8 a)267 In this image Cobb has used cropping, a photographic technique once 

described as, 'photography's most original method ofseeing,?68 By using the picture's 

edge to cut the image, the artist focuses the viewer's attention, and imagination. What 

is len out - the leaves and branches - enhances the Patriarch's presence. Their 

absence allows the imagination to create an image even more colossal than it actually 

is . I f a longer perspective had been chosen, more lateral space would be availab le to 

distract the eye from the main focus. As it is, the tree trunk dominates the landscape, 

so that it becomes larger than life. Cobb's view, then, is interesting but not natural. 

2M Andrew M;:1ckcnzic, referring to a simi lar work of Cobb's in 1923. says that illustralions in Art in 
Austr(lli(l in II) 18. notably by H. vnn Raalte were an ' important influence' . Mackenzie, 1985, 
unpaginalcd. This is a Illuch earlier example. 

2611 Sonl<1g. 1978, p. 90. 
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On the other hand the camera can crop naturally by framing. It is possible that this is 

true of Harold Cazneaux's Spirit of Endurance, 1937, (Fig. 18 b) but more likely that 

the section of interest has been enlarged frorn the negative of a much broader scene. 

Enlargement was a device much favoured by Pictoriali sts, but even before the 

movement arrived in Australia around 1897, its virtues were known. In 1895, the 

A IIslra/ian Photographic JOllrnal carried a piece which referred to enlargements as, 

'those beautifully artistic and perfectly li fel ike pictures to be seen in the leading 

Sydney studios, so fu ll of the vigour of life that we can almost imagine them stepping 

out of thei r frames to greet US.,269 By using the crop like this in 1937, when others 

were insisting upon unmodified images taken from the contact print, Cazneaux is 

revisiting the way Pictorial ists did th ings when he was young. By using the crop in 

1916, Cobb is quoting and imitating the same photographers. 

The school of British etchers deriving from Haden stressed the importance of'line', as 

opposed to 'lOne'. Sydney Long, the Australian artist who went to London in 191 0, 

explained why in a 192 1 interview during a short visit home. Long had taken a 

leadi ng role in the establishment in 1918 of the Society of Graphic Arts, London, 

which had several hundred practising members including painters, etchers, and 

designers . This society was essentially conservat ive, representing a, 'back-to-drawing 

movement, back to structure, back-to-the-bones.' Its conservatism was aimed at 

269 'Juno', 1895, p. 2. 
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correcting the 'excesses' of modern art, as represented by, 'fmpressionism, Cubism, 

Vorticism, Dada and the rest.' When talking about etching, Long stated: 

The Royal Etchcrs' Society are called purists ... aquatint isn't looked upon with favour, the 
idea is that the point is the etcher's tesl; it represents the highest style of the art ... Good 
dTeels wil h the acid arc recogn ised; but you must succeed with tlte point .. . With the point 
ei ther you gellhere, oryou don't . The Royal Etchers' purism is pan of the London feeling I 
spoke about- we think that an has kicked too far ovcr the traces, and ought 10 gct back to 
slc,ldy work, pulling the carl.27U 

The way to pull the cart was, 'to slave at craft as the only road to art', or in other 

words to emphasise technique. This was the path recommended by one of the notable 

members of Long's Society, the etcher Frank Short?71 For many years head of the 

School or Engraving in the Royal College of Art, Short was a master of technique.272 

This may be observed from his writing, and may also be seen in hi s work.273 His 

Hallersea, [8 84, (Fig. 19 a) is a good illustration of the way in which precision of 

linc, through thc use of the etcher's needle, takes precedence over 'atmosphere' gained 

by 'efTects with the acid' . One of Short's main admirers in Australia was Lione[ 

Lindsay, who became an ardent exponent of the conservative ideals of the British 

Royal Etchers' Society'S 'purislll, .274 Lindsay's even greater preoccupation with line 

can be observed in his '/'l,e Nocks Area, Cllmherlal1d Street, Sydney, 19 18. (Fig. 19 b) 

~lI> Art in 11 u.\·lmlia, 111 1/1 n I, unpagi nIJtcd. 

!7l Lindsny, 192I,p. 28. 

m Claylon, 1929, pp. 225-226. 

213 Short, 1898. 

274 Art in Australia, 111111921 . 
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The difference between this etching and Trail! 's The Hole in the Trees is as obvious 

as the difference between a sharp-focus realist photograph, and one that subdues 

realism by soft-focus or hand work . To adapt Hugh Paton's distinction, applied to 

differentiate engraving and etching, where Traill's work is 'impressionist', Lindsay's is 

more 'photographic'. 

Lindsay fo l1owed Paton in distinguishing between, 'the etcher, lyrical in his 

inspiration' and the engraver's mechanical reproduction. 27
' He also believed that 

photographs suffered from the same di sability as engravings. This caused him to 

observe in an essay otherwise sympathetic to PictoriaJists, '[photography] may be 

intensely arti stic and beautiful, but can never be Art'.276 As well, Lindsay thought that 

the over use of'tone' by the etcher was a way of disguising incompetence in 

technique. He said, 'the etcher who reinforces his shadows with the roulette is merely 

revealing his inab il ity to get the required 'glamour' with line.,277 An identical objection 

was used by sOllle critics o n the over use of 'tone' in photography. Harring/ons' 

I'h%}.:rop"h: .folll"l/a/ in 1916 observed that, 'much control is used to correct defects 

in the photographer's approach, .27H 

~J .~ Lindsay, 192 1, unpaginalcd. 

276 Lindsay, 191 I , p. 255. 

217 Lindsay, 1921 , unp<lginalcd. 

27R ffarringtons' Pho/agraphic Journal, October 20, 1916, p. 326. 
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For Lindsay, the photograph could never be 'Art', because the camera reproduces, and 

what it reproduces becomes an illustration. But unless the etcher was careful, too 

great an emphasis on technique could also give rise to the same censure. Both 

Hallersea and The /?ock.'i Area, Cumberland Street Sydney, can be viewed as 

illustration, something that observers have criticised Lindsay and most of his 

contemporaries for. Mary Lee, in extolling the virtues of Jessie Traill says, 'Many of 

Lindsay's etchings are unashamedly illustrative', and , 'the prints of most ofTraill's 

Australian contemporaries were repetitive, illustrative, and derived too closely from 

academic British etching. ,279 This is not the place to discuss whether one school of 

etching is 'better' than another. The fact is that there were two separate tendencies in 

etching, one inclined to 'impressionism', the other to 'illustration'. This exactly 

paralleled the distinction that existed among 'artistic' photographs; one school 

favoured 'impressionism'. the other 'realism' . 

But where Australian 'artistic' photographers may have favoured 'impressionism', 

etchers preferred 'illustration'. In June 1921, the Australian Painter-Etchers Society 

held its fir st Exhibition in Sydney, intended as a retrospective of achievement in the 

iield.211u Art ill Australia published an issue devoted to 'Australian & New Zealand 

Etching', which illustrated 55 examples of work by 24 Australian artists since 1893, 

mosily from the Exhibition. Initially noteworthy is the lack of examples, 16 out of 55, 

27') Lee, 1982, p. U8. 

280 Art in Auslralia, Ninth N umber, 1921. 
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between 1893 and 1918 when World War I ended. This undoubtedly reflected the 

relative scarcity of surviving work, especially in the period before 1900, when the 

public showed very little interest in etchings. 281 Of the works illustrated in Art in 

AII.\"/ralia, 69% follow the 'British School' of 'line' popularised by Haden, Short and 

Lindsay. The remainder follow Whistler's impressionist 'tone'. 

Of particular interest is the fact tha t individual etchers are found in both categories. 

This is something else that etchers have in common with Pictorial photographers who 

often 'crossed over' between the two photographic styles. Of even greater interest is a 

compari son of the relative proport ion o f images in different styles. Most of the 

etch ings followed the 'Brit ish School' of ' line', whereas the predominant Pictorialist 

style, as will be discussed shortly, followed the British photographic school of'tone'. 

This suggests that many Pictorial photographers were trying to imitate a kind of 

etching that most etchers were trying to avoid, whi lst most etchers were making the 

kind of images that Pictorial photographers were tryi ng to avoid. 

II seems probable that if etchers and Pictorialists had a target audience in mind, it 

would have been the same; people interested in inexpensive 'works of art' on their 

waHs. From the perspect ive of the consumer then, as opposed to the maker of images, 

it might be inferred from the argument above that the public preferred 'realistic' 

etchings, and 'unrealist ic' Pictorial photographs. The simple answer to this seeming 

28 1 B.S., 1916, p. 18. 
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anomaly is that etchings were a much more successful commodity than Pictorial 

photographs, not least because they reflected popular taste. Writing about Lionel 

Lindsay, Sydney Ure Smith told the story of his, 'first plate to sell right out'. 

Originally, as Ure Smith related the tale, Lindsay had no thought to make money from 

his etch ings, and, 'marked all his prints at a very modest price' at an exhibition with 

the Society of Artists' in 1907. Arthur Streeton advised Lindsay to raise his prices, a 

ploy that was successful, because when the exhibition came to Melbourne, 75 prints 

were sold.282 This was a significant number, and Lindsay as an etcher could now 

regard himselfas a commercial success. On the first page of his lengthy article, 'The 

Art of Etching', Lindsay referred to the achievements of etching twice. At one point 

he says, 'never, not even in the great Seventeenth Century itself, have fine proofs been 

so eagerly, so discriminat ingly, collected as they are today' and, later: 

The brger p;llrOllage nil art reecives todny. due 10 the general increase in wealth and the 
spread or education. enables the etching, by rc~lson of its modcst price, to find a place, not 
only in Ihe collector's ponfolio, but upon the walls of people of limited means.283 

The idea that photographs could equally find their place on, 'the walls of people with 

limited means' had also been promoted. In 1895, the Australian Photographic Journal 

thought that, 'every ramily of even moderate means should and could have a picture 

21<2 S.U.S., 1916. 

28) L· '"'ay 1921 p I Tllis was the same issue or Art in Australia which illustrated the work of the m~ , , .. 
Australian P<linlcr-Etchers' Society. 
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gallery of its own at very modest cost'.284 This idea had never caught on to anything 

like the extent noted by Lindsay in the case of etchings. Apart from the professionals, 

most of whose output was not 'pictorial quality', pictorial photographers sold very 

little . This was part ly because some of the amateur photographic clubs discouraged 

sales.
2l1S 

On the other hand there is evidence that other Pictorialists were discouraged 

because they were ab le to sel l so little.2Rfi Perhaps the public shared Lindsay's doubts 

about the photograph's claim to artistic status. After all. an etching was art because it 

involved creativi ty - the etcher used hand work, just like someone who painted or 

drew. The claims to similar standing by those who used hand work on photographic 

negatives to achieve an impressionistic effect, were not relevant to the public because 

Ihe public knew what it liked. It liked reali stic etchings, and it liked realistic 

photographs especially those that fell under the heading of, 'a current and very topical 

snapshot,.2H7 

For example, H. Canright, a 'straight' photographer in the reali st tradit ion, sold aJi hi s 

pictures as soon as the doors opened on the Photographic Society of New South 

Wales' 1911 Exhibition. 2111( This is the only account of such a sell -out in either of the 

~·I 'Juno', IR95 p. 2. 

:M~ 'V'l ldon', Fcbnmry I'JOS, p. 36. 

~Mti Jeffries, 19 10, pp. 309. ) 10. 

~M 7 Jeffries , 19 10, p. )09. 

lH~ The ea rliest usc of the term 'strnight', in relation to Pictorial ism, Ilmt I have been able to discover in 
Australia is 1909. Australian Photographic Journal, February 1909, p. 63. In 1907, Robert Demachy's 
arl icle, 'The Slmigh l and the Modified Print' was reprinted in Camera Work. Demachy, 1907. This 
demonstrates that the term was in currency, internationa lly at least, before 1909. 
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two main Australian photographic journals that I have been able to discover. This 

leads me to believe that most Pictorial photographers could not sell their work to the 

public because, although the public liked looking at photographs, they did not care to 

own them.2119 It seems, therefore, that most Pictorialists worked for their own 

pleasure, the esteem of their peers, and in pursuit of a program. In th is latter context, 

what mattered most was to 'prove' that what they were doing was 'art'. As evidence of 

this, the two main Australian photographic magazines, from the tum of the century 

unti l well into the 1 920s, published many articles, some original and some reprinted 

from overseas journals, to this effect. 

Etchers though, were concerned to establish their credentials to a much lesser extent. 

The admittedly scanty early literature on Australian etching refers to the topic 

infrequently, and briefly. For etchers, what was more important than 'proving' whether 

their work was 'art' - they could after all, if pressed, point to an artistic lineage denied 

the photographer - was whether it sold. Who it sold to was another issue. Australian 

I>ictorial photographers may have been disappointed, but not surprised at the 

institutional lack of interest in their work. 2
')O But such indifference also applied to 

Aust rali an etchings which seem not to have been acquired by institutions until the late 

2~'J I have noted the lack of statislics relating to the numbers orvisitors at photographic exhibitions. The 
fact Ihat such shows continucd to be held argues that they attracted satisfactory numbers. As an 
c.xnmple of this, the Camera House ileacon noted that an exhibition put on by the Working Men's 
Collcge Photographic Club in 1910 had 240 visitors. The Club was no doubt pleased with the turnout. 
Otherwise they would not have drawn attention to it. Camera Hause Beacon, May 1910, p. 114, 

2'XI Bostock, 1926, p. 1. The South Australian National Art Galle!)" from 1922, was an exception. 
Wilkinson, 1924, p. 9. 
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1920s.'91 For instance, R.H. Croll in The Etched Work of John Shirlow, c. 1920, 

complained about the lack of gallery and library interest in that artist's work. 

Referring to Shirlow's The Five Etchings, 1904, he says: 

T he British Museum has long had a copy, but, in keeping with the ancient saw thaI a prophet 
is not without honour S<lVC in his own cou ntry, lhe Melbourne Public Library has none. Nor 
have the trustees of our Library and Nilliollal Gallery acquired a single Shirlow print.292 

From this it seems that etchings were being devalued as colonial work. This might 

equally have app lied to Australian photographs, so even if Galleries were persuaded 

on the question of art istic value there was no guarantee that they would have added 

them to their collections. 

Croll thought that 'lhe Five HlcMlIgs was, 'the first portfolio of etchings issued in 

Australi a' . As a collection it concentrated on city themes, something reflected in 

Shi rlow's work as a whole at least until 1920. In Croll's 'Chronological List of Plates 

Etched by John Shirlow', city subjects predominate. 293 Notab le exceptions apart -

Ilarold Cazneaux took many such photographs, especially around 1910 - Pictorialists 

were inclined to avoid them. A comparison between 9 1 etchings reproduced inArl in 

Alls/ralia up to 1922 and 224 Australian Pictorial photographs from a working 

~I Field, 1992, pp. 142· 143. 

~n Croll , n.d., p. 16. Although the work is undmcd, the 'Chronological List of Plates Etehed by John 
SlIirlow' contained in it suggests public.11ion in 1920. 

29) Croll, n.d. 
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database to the same period, demonstrates that etchers chose city scenes as subjects 

much more often than Pictorial photographers. (Appendix HI) The number of such 

etchings amount to 25.3% of the whole. The same calculation for photographs gives a 

result of only 7.6%. This observation is also underlined by contemporary comment. 

For instance William Moore, reviewing the 1926 exhibition of the second Australian 

Salon of Photography, remarked upon the paucity of city scenes. He commended a 

view of the University of Melbourne as a welcome exception. 294 

Moore, like Lionel Lindsay, wrote both about etching and photography. In 1926, as 

well as reviewing the photographs shown at the Australian Salon, he reviewed 'The 

Year's Etchings' for Art in Auslra/ia.295 This suggests that a critic's qualifications for 

the two were regarded as being similar, another argument for suggesting that the 

disciplines were closely akin. This does not mean to imply that from the outside it was 

only those who practised etching who could or should write about Pictorial 

photographs. I would argue, nonetheless, that it is no coincidence that those who 

wrote with most insight abollt Pictorial photography in the early days - Sydney Long 

in 1903 and Lionel Lindsay in 1911 - were both etchers. If etchings and Pictorial 

photographs could be written about in a similar way, there were also those who 

believed that there should be other resemblances. William Moore, for instance, 

suggested that the Australian Salon should emulate the Australian Painter-Etchers' 

2'.1<1 Moore, 1926 a, p. 334. 

29~ Moore, 1926 b. 
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Society's practice of giving, 'demonstrations of the methods of making an etching.' He 

asked, 'could not the same plan be adopted in connection with the art of the camera?' 

He also thought that, 'the aims of the members of the Salon' should be better known to 

the public, and that , 'the Salon itself has not quite that intimate hold on the people 

which has been established by the art societies.,296 

Moore did not say what he thought the 'aims' of the members were. It is a pity that he 

did not discuss why, 'compared with landscapes' city views had, 'small representation'. 

One possibility is that most Pictorialists avoided city views because they were 

indifferent to a, 'fuller recognition of contemporary reality\ and preferred images that 

were timeless and idealised.'297 In thi s context, the fact that Australian etchers 

favoured city views would be consistent with their embrace orthe 'realist' aesthetic 

wh ich derived from Haden and Short. But to what extent might they share the 

qualities of , real ist' photography? An interesting instance where a direct comparison 

can be made is found in the 'Sydney Number' of Art in Auslralia in 1927. This 

magazine, edited by Sydney Ure Smith and Leon Gellert, first appeared in 1916. It 

had occasionally featured photographs before 1927, reflecting the editors' interest in 

photography as an art form, notably in 192 1 when four works by Harold Cazneaux 

2'Xi Moorc, 1926 a, p. 334. 

l'n Kellcr, 1985, p. 10. 
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appeared .298 The 'Sydney Number' was thematic, and the editors explained that their 

aim was to make, 'an interesting record ofthe largest city in the Commonwealth,?99 

For record purposes the camera is ideal, and it is therefore no surprise to find that the 

issue contained a portfolio, 'A Series of Photographic Studies By H . Cazneaux'. T here 

were thirty separate views of Sydney, including harbour vistas, street scenes and 

architectural studies?OO But as well as the photographs, the issue contained 

reproduct ions of a number of oil paintings, watercolours, drawings and etchings, all 

with similar subjects to Cazneaux's photographs. There are elements of impressionism 

in the oils and watercolours reproduced, but the etchings are closer, both in spirit and 

appea rance, to Cazneaux's photographs. It is also clear that these photographs were 

intended to mirror at least some of the qualities of etchings. An advertisement for 

Cazneaux's studio at the back of the magazine, after noting that he was a 'Member of 

The London Salon of Photography' said: 

Origi nal prints, in a bea ut iful arl li nish, Ciln be ordered from the reproduced photographS of 
Syd ney in this issuc of Art in Au.\·lralia. Prints arc in limited editions, and arc mounted s imil a r 
10 clchings .. . Many of Ihese subjccls Iwvc becn exhibited al London and Australian 
exhibiliolls. Prices from 21/_.3111 

The fact that the prints are priced is unusual, but of course that is the point of the 

advert isement in the first place. The reference [0 'li mited editions' also parallels the 

:!')K Art in Au.~tralia, Tenlll Number, 192 1. 

"!W Art in Australia, 'Sydncy Number', 3120, June 1927, p. 6 . 

.100 Arlin AUslralla, 'Sydncy Number', 3120, June 1927, pp. 60-88. 

301 Art in Australia , 'Sydney Number', 3120, June 1927, advertisements. 
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etcher's practice. Frequently a print's individual number in relation to the total (often 

less than 50) is pencilled on the mount . Not all etchers viewed limitation with favour. 

Victor Cobb noted that the practice was introduced to Australia from Europe in the 

early 1920s mainly, 'to place a higher money value on the prints on the score of 

rarity'. Cobb warned that the process was liable to be a trap for the unwary, because 

although some dealers maintained that, 't he etched plate will only yield a small 

number of proofs' this was 'absolutely incorrect'. It was possible, he said, 'to pull 

1,000 perfect prints' from one plate.302 Unless the purchaser had pfOofthat it had been 

destroyed after the 'limited' impressions had been taken, there was no telling how 

many might have been run off. This also applied to the photographic negative. 

Perhaps because the public knew more about how the camera worked than they did 

about etching, limited edition photographs at this time are almost never encountered. 

This attempt by Cazneaux to suggest rarity perhaps needed the association with 

etching to make it cred ible. The connection is strengthened by the direct reference to 

mountings which were, 'si milar to etchings' . This leaves the reader in no doubt that a 

photographic print , 'in a beautiful art finish', was intended to be considered on an 

equal footing with an etching. 

I have suggested that it was possible that one medium could actually be mistaken for 

the other, but this was not always the case. A. Henry Fullwood's Martin Place, 

S),dl1ey, 1923, (Fig. 20 a) seen alongside Cazneaux's photograph, Centre of Sydney, c. 

302 Cobb, 1987, p. 41 . 
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1927, (Fig. 20 b) would not leave the viewer confused as to which was etching, which 

photograph. On the other hand, the aims are the same in each - both the etching and 

the photograph primarily convey information rather than feeling and atmosphere. One 

might also conclude that whoever made the selection did so conscious of the fact that 

etching and photograph not only illustrate the same place, but show it from an almost 

identical vantage point. That this is not a coincidence is borne out by the fact that 

there are other, similar examples included in the Journal. For instance, Sydney Ure 

Smith's etching, Old Milson's POint, before 1927, (Fig. 21 a) can be matched with 

C02neaux's photograph similarly titled and dated. (Fig. 21 b) 

What kind of message might the editors be trying to convey here? In the first place the 

inclusion of photographs in Art in A IIstra/ia alongside other more traditionally 

accepted visual media, is a statement about the acceptance of the photograph as art. 

The point, though, is not made too strongly. There is nothing equivalent to the many 

pieces published over the years in Art ill Australia abou t etching and etchers, to 

explain the history and practice of Pictorial photography. Next, and most 

significantly, we are being shown what kind of photographs are worthy ofinc1usion in 

Art ill A/lstralia. That these are the same in style as the kind of etchings favoured by 

Lionel Lindsay, and most of his contemporaries, will also come as no surprise. The 

juxtaposition of etchings like Fullwood's, where the craft of achieving a convincing 

line is all important, wi th photographs where 'technique' takes precedence over 'art', 

tells the viewer that if'illustration' can be art in an etching, so it can be in a 
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'photograph' . Conversely, it shows that the type of etching favoured by Lindsay has 

the same potential as a photograph. Fullwood the etcher and Cazneaux the 

photographer no doubt took a good deal of trouble when making their views of Martin 

Place. Nonetheless both are primarily 'record' shots, something entirely appropriate 

for an issue devoted to making, 'a comprehensive study ... of this city of ours,.303 

Because etchers favoured city views, the editors of Art in Australia would not have 

lacked examples fo r their 'Sydney Number' . Most Pictorialists as we have seen, were 

not so interested in the city. How then did etchers and Pictorial photographers 

compare in their choice of other subjects? One other obvious anomaly arises in the 

case of portraits. There are very few such examples amongst the etchings reproduced 

in Art ill Allstralia. This contrasts with the relative popularity of portraiture amongst 

Pictorial photographers. To account for this, we need only reflect upon the fact that 

the camera had a traditional role in this field . Indeed, some commentators have argued 

that portraits were considered by far the most important aspect of photography in its 

early days.J04Another consideration is the number of professional portraitists to be 

found in Pictorialist ranks, something that will be discussed in more detail later. 

City views and portraits aside, it is clear that etchers and Pictorial photographers were 

both interested in much the same subjects. In the case of both, ~atural Landscapes' 

) 0 .1 Art in Australia , Tenth Number, 1921, p. 6. 

304 Rotzler, 1976, p. 9. 
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and 'Waterfronts' figure as the largest single category. (Appendix III) As already 

noted, Pictorialists were greatly attracted to views of trees and ships, and etchers 

mirror this fondness as well. Generally speaking, in the choice of subject matter the 

aims of the Australian Painter-Etchers' Society were similar to those of most 

Australian Pictorialist s. This also extended to a fascination with the past. Many 

Pictorial photographs unashamedly evoked a vanished, and perhaps better world. For 

example, cart horses frequently featured in pictures that can be read as a sentimental 

longing for tradition, at variance with modernisation and the industrial world. Lionel 

Lindsay similarly thought that the subject matter of many Australian etchers emulated 

overseas Masters who were interested in, 'perpetuating the passing vestiges of the Old 

Regirne' .~O.5 

'Many Australian etchers' perhaps, but not all. I would argue that some etchers, like 

some Picto ri alists, did attempt adventurous and even confronting subjects. For 

instance, the December 1926 number of Art;11 Australia contained an advertisement 

for Anthony Horderns' Fine Art Gallery in Sydney. It illustrated an etching by the 

South Australian Joseph Goodhart, Nor,h Mille, Brokell Hill, 1926. (Fig. 22) The 

adverti sing copy reads, 'Unique Mining Subjects - In And Around Broken Hill . 

Typical Australian Etchings, Suitable For Xmas Gifts' . 'Typical Australian Etchings' 

is too strong. Mines were not a typical subject for an etcher, and Goodhart's example 

305 LindS<IY, 1924. 
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was not imitated by many others. Interesting they certainly were, as William Moore 

noted when reviewing 'The Year!s Etchings!: 

A ncw ctchcr has appearcd, and hc hails from Broken Hill. This is lC. Goodhart, who started 
learning the technique of the art [r01l1 books on etching two years ago. Since then he has had 
the opportunity of making a holiday trip to Tasmania, where he found morc picturesque 
subjects than at Broken Hill . But his mining prints, being a novelty as regards subject, are 
particulilrly in tercsting . some of his prints have been on view at the Fine Art Department 
at Anthony Hordem and Sons, where thcy have already found a sale, one being bought for the 
Melbourne Gallery.30G 

The novelty of the subject here, rather than formal qualities of the composition, is 

what makes the picture. The arresting visual impact of the print comes about because 

the artist has filled the frame with poppet head and other mining machinery, imparting 

an almost surreal, other-worldly effect. Tasmania may have had, 'more picturesque! 

subjects than Broken Hil l, which would have appealed to those who regretted the 

passing of the old world, epitomised by gentle landscapes populated with fann horses. 

For such as these, this image would have posed a threat. 

Perhaps for this reason, few etchers followed Goodhart's example and portrayed the 

mines. Even if the idea had merit, a reluctance to follow it up was quite consistent 

with the practice of Pictorial photographers. Harold Cazneaux, for instance, wrote two 

lengthy articles copiously illustrated, for the Australasian Photo-Review in 1910, 

strongly recommending the city as a suitable place to find subjects to photograph?07 

306 Moore, 1926 b, p . 34. 

307 Cazncaux, 1910. 
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Pictorialists who declined his example, and most did, had less excuse than etchers had 

for igno ring mining subjects, which were only close at hand fo r those who lived in the 

bush. But if other etchers ignored mines, some found equally striking subjects in 

industrial machinery. After 1922.1essie Traill moved away from Whist le rian 

landscapes to the portrayal of images like Testing the New Turbine, Red Cliffs, 

1923.)01( (Fig . 23 a) This etching was reproduced in Art ill Australia, where the 

readers were left to their own interpretation of its arresting qualities. 

William Moore suggested that Pictorialists had something to learn from Painter-

Etchers in the way they made their aims known to the public, but he could not have 

been referring to the info rmation avai lable in the print media. In comparison to 

photographers, very few publications covered Painter-Etchers consistently. Where the 

aims of Pictorialists were endlessly repeated in print - the Australian photographic 

journals published both original material and articles reproduced from overseas 

journals - simila r theoret ical statements about the motives of the painter-etchers are 

hard to find . This was partly because comparat ively, etching was a much more 

restricted field than photography. Many more people took 'serious' photographs than 

etched, and etchers did not have the incentive to justify their existence constantly as 

artists. 

308 Traill's later work fo r which she is best kuown today, included studies of the construction of 
Sydney Harbour Brid~e, a subject that was also a favourite of two Pictorialists, Harold Caweaux and 
Henri Mallard. Lee, 1982, pp. 130 and 157. 
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Nonetheless, to illustrate so striking a subject as Testing (he New Turbine , Red Cliffs, 

in Art in Australia without comment. may be contrasted with the way the Australasian 

Photo-Review handled J.F. Hurley's Energy, c. 1911. (Fig. 23 b) A much earlier work, 

Hurley (1885-1962) portrays the same kind of energy as Traill. In hi s case steam 

propels the train, in hers it drives the turbine. Just as the theme is the same in each, the 

medium is also interchangeable; Hurley could have photographed the turbines, Traill 

could have etched the train. We know very little of what was in Traill's mind, but we 

know a great deal about Hurley's aims because the Australasian Photo-Review 

commissioned him to write a special ruticle to tell us. Photographing, 'locomotives in 

motion' he says : 

tnll y porlraylslthcir trCll1cndous speed Hnd powcr chanlctcristics . . . a picturc of a stationary 
locomotivc comp(1rcd to onc lakcn whilc tTClvclling up to 60 Iniles an hour . . in nowise gives 
onc an idell of thc locomotivc's speed and powcr potential. Speed is a difficult sense to convey 
per media of a photograph. and it must be bornc in mind that incorrect perspectivc will makc 
thc cnginc look morc like a stationary toy ralhcr than a huge living mass full of power and 

. ,... . • 1(1<) 
lUI c-ucvounng capacJ!y : 

Where Hurley was attempting to portray speed and power as concepts, Traill's 

concern was with power alone, but the question of per spec live is equally important. If 

Trail! had chosen a more distant vantage point the sense of power would be 

diminished. Hurley's locomotive is a, 'huge living mass' because he is so close to the 

engine; Traill's turbines are effective for the same reason. The aims of the etcher and 

the photographer here are the same, as is the adopted solu tion. The difference is that 

3()9 Hurlcy, 1911,p. 10. 
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in the latter case an explanatory, and perhaps quite necessary text for anyone 

proposing to follow Hurley's example, is provided. Hurley recommends putting, 'a 

small stone. on the rails a few feet behind where we wish our engine to come', and 

then: 

As thc train approaches, and the momcnt for snapping draws ncar, watch the stone on the rails 
till the wheels or tile engine g rind over it. Then 'shoot the shutler' and spring for your life. The 
engine will be less than the length of a r.lil from you by this time, and no hesitation must be 
l1lade.JlU 

Hurley was a photographer who believed that good work was, 'worth all the trouble 

taken over it.'] )) Harold Cazneaux: thought highly of him, and recalled the effect this 

particular image had on him many years iater. Jl2 He also made the point that Hurley 

stood apart . He worked, he thought, 'in the Hurley way' although most of his pictures 

were, 'definitely of piclorial nature' .))) 

II might equally be said that Cazneaux himself stood apart, in the sense that he 

produced highly individual work. This is also a characteristic he shared wilh Jessie 

Trail1 and Joseph Goodhart . Traill's work is especially interesting, because both her 

early landscape, and later industrial work went against the consensus. A striking 

llU Hurley, IIJII, p. D . 

.'Il Hurlcy, 1911 , p. 13 . 

. ll~ Cazneaux, 195 1a, April 28,1952. 

31l Cazncaux, 195 1a, March 7, 1952. Frank Hurley later became well known for his photographs of 
Shackleton's 1915 expedition to Antarctica, and then as a war photographer. Hurley, 1948. Bickel, 

1980. 
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common feature of Australian etching and Australian Pictorial photography is that 

most prominent workers in each area tended to follow stereotypes. The output of the 

two media was very alike, particularly in the choice of subject. If the test of an 

interesting photograph or etching was that it did not 'perpetuate the passing vestiges 

of the Old Regime', then those who passed the test did so on an exceptional basis, and 

mainly because they chose interesting subjects. 

The previous chapter concluded by asking what AJ. Hill Griffiths may have meant by 

the term 'natural pictorial' photography. The parallel development of Australian 

Pictorial ism and etching demonstrates that photographers could, without the loss of 

their aims to be recognised as artists, have looked to the predominant school of 

Australian etching as a model for such photography. If'realistic' etchings could be art, 

what was wrong with 'realistic' photographs? Some of the reasons why many 

prominent Pictorial photographers ignored Hill Griffiths, and continued to emphasise 

'lOne' at the expense of , line', have just been explored. In contrast, the next chapter is 

concerned with a little known group in Melbourne whose Pictorial achievements lay 

ill the opposite direction. 
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Chapter 3: The Australian School of Photographers 

A minority of Pictorial photographers who did not follow the Whistler model aimed 

instead to show interesting subjects clearly. AJ. Hill Griffiths accused Pictorialists of 

a lack of clarity in 1904. Harold Cazneaux's memories of the period suggest that what 

he called the 'sad age of pictorial depression', characterised by predominantly low 

tone work, continued until 191 6. 314 Virtually all modern commentators have repeated 

this view. For many years Cazneaux lived and worked in Sydney, a city where 

photographers were thought to be particularly fond of low tone work The Evening 

Post in 19 11 noted that: 

photogr;lphcrs in New South Wales arc running on lines IhM arc enti rely distinct from those 
adopted in Olher Slatcs, the diITerencc being as between tone and artistic effcct, and 'stra ight 
out' photogmphy, New South Wales having adopted the fOfmcr.Jl5 

Cazneaux may therefore not have attached much significance to a 'small band of 

earnest workers calling themselves the Australian School of Photographers', in 

Melbourne . .l 16 This group intended to devote themselves to hard work, believing that 

many existing photographic clubs preferred amusement and socialising to, 'progress in 

ollr art,. :m More important was the fact that they were interested in creating 'artistic' 

.lH Ca'l.ncaux. 1950, p. 556. 

m Hvening !'ost. April 1911. This is not an accurate comment, and ca n be contradicted by many 
exa mples. 10hn KaufTrnann, who worked in a low tone style for most of his career, was firstly in South 
Australia, and then operated his business in Melbourne. E.C. Joshua, whose Great Collins Street, 
Melbourne, has been discussed, was a Victorian . 

316 'Lux Luxmore', 1909, p. 150. 

311 Camera House Beacon, August 1907, p. 124. 
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photographs and mainly worked in a 'natu ral pictorial' style. Their history is little 

known today, but they are significant because they were an organised body of 

photographers limited to a small number of professionals and amateurs, whose output 

as a group working in a consistently 'natural' style can be identified and studied 

through reproductions in the photographic journals. 318 

Formed in August, 1907, the new School was closely associated with the Working 

Men's College Photographic Club whose early reputation for commercial, rather than 

artistic photography, may help to explain the general direction taken. J 19 Another 

influence was the fact that some of the most active members shared the distinction of 

having studied photography with, and passed examinations under, Ludovico Hart. 

Hart had been the head teacher at the Working Men's College Photographic Club 

since 1887, and enjoyed an international reputation in the matter of photographic 

technique, which was, as we shall see, an important element in 'natural' work.no The 

School's activity was under the general direction ofF.A Campbell , Director of the 

Working Men's College, who was also described as, 'the school's 'an critic".321 

Nicholas Caire, the noted nineteenth century photographer of'picturesque views' was 

11M Originat prints by members of the group may have survived , but J have not been able 10 locate them 
reI. There arc, of course, Ilumcrous examples availablc of Nicholas Caire's dislinelivc work, the great 
·majority of which were done before he joined thc group. 

J)'.l ' Lux Luxlllore' , July 1909, p. 150. Hill Griffiths, 1903, p. 84. The School was also a mcmber in its 
own right of the Victorian Photographic Affiliation. Victorian Photographic Affiliation, 1908, p. 4. 

no Australian Photographic Journal, December 1897, p. 280. Hill Griffiths, 1900, p. 45. 

m Camera House Beacon, September 1907, p. 140. ComeTo House Beacon, November 1909, p. 260. 
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an early member, 'very enthusiastic to contribute his mite,.J22 Others prominently 

involved in the School were equal enthusiasts. A. Norton was a native of Leeds, 

Yorkshire, and acted as honorary assistant instructor in photography at the Working 

Men's Co llege. Archibald 1. Campbell , was a Commonwealth public servant, who 

o riginall y took up photography in order to ill ustrate a work of natural history, Nests 

alld Eggs of A ustraliall fJjrd~·.323 W.J. Jackson was a professional photographer. 

Finally, there was yet another Campbell, J. P., a commercial t raveller specia lising in 

views of places he visited in the course of his work, who was appointed Government 

Photographer in 191 1.324 

A judge's report in a 1909 issue of the Allstralian Photographic jOllrnal, did not refer 

to the School direct ly, but explained that: 

Judges ... have 10 lake i/llo consideration the fact th<ll lwO distinct schools exist, na mely the 
Straight Photogra ph lind the Pictorial. Asjudges, we ca nnot take into consideration the ideas 
of a ny dist inctive school: our dUly is to view Ihe work submit ted for our j udgelllelll as a 
whole, a nd to make up ou r minds what is Good Art, what is Fine Arl.

m 

P', S be 0 . •• ((llIIcra lIou.\·c IJclIcon, eptclIl r 1907, p. 14 . 

\~l Nesl.\' and I~Kg\' of AU.I"fralian Birds, printed fo r the a uthor by Pawson & Brnilsford, Sheffield , 1900. 
Camera I/ouse lJeacon, November 1909, p. 26 1. 

r.'~ Camera !{ouse Deacon, November 1909, pp. 258-262. Australasian Photo-Review, December 19 11. 

m Australian Photographic Journal, Febmary 1909, p. 63. Another wri ter, two years later, made the 
same point about the 1wO differe nt schools when he said: 'The English workers all expressed 
themselves in a low key, and strove ... to produce the effects of engraving and fine bmsh work. Much 
or tile work bore not the slightest resemblance to the ordinary idea ofa photograph; and had it been 
judged by some of the judges that the NSW Society occasionally gets hold of, would have been thrown 
oul 'because it doesn ' t look like photography." Jeffries, 19 11 , p. 261. 
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The Camera House Beacon immediately refuted the implication that ' straight' work 

was not ' Pictorial' when it said: 

Can not a straight photograph claim piclorial qualitics as much as one which is altogether 
faked'llfycs. then why th is senseless division? They rIlle judges1 do nol spc.-1k orthe two 
conceptions of art - the ideal and Ihe realistic. Docs this silence mean 10 5.1y Ihat Ihey would 
exclude p<linters . .. as artists Iwho] rcpresent Ihe rea listic and nOllhe idc.1l islic school'f16 

The journal had addressed this issue before, noting that, 'This is the view we hold 

with regard to pictures of the old and new style. Either a production is of artistic 

stamp or nOI. ,:m This seems very close to the poi nt that the judges were making. 

Their use of the term 'Pictorial' was clearly not intended to suggest that 'straight' 

work was not 'artistic '. Although the Exhibition Gold Medal was won by an 

impressionistic work, their award for the best genre picture went to a straight 

photograph . ~21t The conrusion over terminology and styles persisted. and even ten 

years later it was still drawing attention. Harringtoll.,·' Photographic Journal, 

cOlll lllenting in 1919 o n the formation ofa Pictorial Section by the Council of the 

Photographic Society or New South Wales, said: 

There is a very common impression that Pictorial Photography mC:lIls Fuzzy Phologrdphy, but 
this is entirely erroneous, as although many Pictorial photographers produce lIl:linly what is 

j2(; Camera !louse lJeacon, February 1909, p. 34. 

127 Camera /louse lJeacon, August 1908, p. 172. 

128 Re. Joshua 's Great Collins Street, Me/bourne, and Mrs. Wm. Smith 's The Snake Charmer arc 
illustrated and discussed in this thesis. 
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termed fuzzy work, there are very many olhers WllO show clearness of detail in a great number 
of thei r pictures. )29 

Members of the Austral ian School of Photography were committed to clarity of detail, 

and some of them were articu late on the theoretical issues involved, long before the 

School itself came into being. For example, in August 1903, AJ. Campbell wrote a 

letter to the Edito r of the Australian Photographic Journal, asking which factors were 

given most weight in judging photographs in exhibitions; technique or art. 330 The 

Editor opted for a rt. Campbell di ssented, believing art and technique should have 

equal value, and that the photographer's work should not solely be judged, 'on the 

brush artist 's li nes.' For Campbell, 'technique' had to do with the choice of 

photographic processes that ensured the final print was true to what the camera 

recorded. In th is he was undoubtedly influenced by his teacher Ludovico Hart, who 

was, 'one of the foremost amongst photographic techniques in the world, .3J1 Campbell 

argued that 'composit io n' was the artistic practice of, 'inventing and counterfeiting, .332 

Such pract ices were also known as 'faking' . They invo lved moditying a pri nt , usuall y 

by hand, either 10 supprcss something 'unarti stic' that was originally on the negative, 

or to add somcthing 'artistic' whi ch was never there in the first place.D3 The issue was 

J2') lIarrinJ!,lOns'/Jh%graphic.lournal, May 191 9, pp. 139·140 . 

.l ~ l Aus/ralian PhofographicJourna/, June 1903, p. 137. 

l.1I Hill Griffiths, 1900, p. 45 . 

J32 A us/ro/ian Ph%graphic Journal, August 1903, p. 188. 

m Harring/ons' Ph%graphicJourna/, October 20, 1916. Although this arliele was wri tten some years 
aner Ole controversy being discussed, it is an excellent summary of the issues - especially the 
diffe rence between a 'control' and straight photograph. 
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debated at some length, with the Austratian Photographic Journal running two leader 

art icles, and reporting in detail a subsequent discussion at the Working Men 's College 

Photographic Club in Melbourne.334 

On this occasion, Campbell argued for 'Technique', and E.c. Joshua took the stand for 

'Art,.:m The ground covered was hardly new, alt hough one ofCampbe[l's remarks was 

distinctly prophet ic. He argued that, 'it is high lime that photography took aposiliol1 

of its own, and not be judged in the light and by the methods of any sister art or 

science.,3l6 Otherwise the participants addressed what had been so often argued 

before, namely that being ' true to nature', was different from being true to personal 

vision. The result was inconclusive due a persistent misunderstanding at the heart of 

the debate. The issue of how to take an accomplished 'clear' photograph became 

entangled with the purely 'technical' question of making 'good' prints. 337 A good 

print from a perfectly exposed and correctly developed negative was important to the 

st raigh t Pictorial worker, but it was not an aim in itself. The Editor of the journal 

pointed out that : 

I in maki rig good priJ1(s l ... thei r negatives were correctly exposed and developed for 
aceur<icy, and (he consequent prints are precise, clean and well fin ished. But beyond this . 
there is· Irothing to commend the work or the individual, little or no regllrd having been given 

lH Australian PholographicJournal, June 1903, pp. 121-123 and p. 137, August 1903, pp. 187- 188 , 

and September 1903, pp. 193- 195. 

m Australian Photographic Journal, August 1903, pp. 187-188. 

336 Australian Pholographic Journal, August 1903, p. 189. 

m Australian Photographic Journal, June 1903, p. 137. 
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to position, perspective, balance of light and shade, lone values, , , hence no hannony. no 
expression oftempcramcnt , ' . or aught which constitutes a picture,338 

Campbell and his friends were the future members of the Australian School of 

Photographers, certainly more than able to make 'good' prints, Indeed their greatest 

triumph was to dominate the successful Australian exhibitors at the International 

Exhibition, Dresden, in 1909,339 This was a major event and, at the time, 'the largest 

photographic exhibit ion ever held',340 The fact that Victorian photographers' pictures 

were accepted for hanging at all , in competition with photographers from a ll over the 

world , was thought to be a great honour, 'because thousands of other exhibits had 

been rejecied' ,H' Opened by the King of Saxony, the exhibition was designed to be, 

'the greatest exposition of scientific, applied and pictorial photography that the world 

has ever seen' ,J42 It seems that there were plenty of'fuzzy' and out-of-focus Pictorial 

works on view - a critic referred to, 'an absolu te sensation of nausea' in this respect. 343 

But the Pictorial style employed by the Victorians, and accepted by the hanging 

committee, was quite the opposite of 'fuzzy', 

l.lH AU,l,troliafl Pho/f!grnphic J(}urnnl, June 1903, p. 12 1. 

Jl'J ('(lmNn lIou,l'e ne(1con, August 1909, p. 17 1. ' Fifty per cellt oflhe accepted pictures arc productions 
of thc . Ausl ra ti.m School of Photognlphcrs ' . 

. 1~U Amn/eur J)hotogrnpher, May 1909. 

1~1 Geelong Times, 1909, 

l42 British Journal oj Photography, June 1909, p. 8. 

l~l British Journal oj Photography, June 1909. p. 471 . 
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A Norton's 1I-Tree, c. 1909, (Fig. 24 aJ is a good example. The photograph was 

illustrated in the Camera House Beacon, which devoted an entire issue to, 'Australia's 

Successful Exhibitors at the Dresden Exhib ition,.344 Ti-Tree was praised as having, 

'pecul iar charm and character ... good composition . line and effective iighting, .345 Ti

Tree is an unmanipu[ated photograph, which is evenly and naturally lit, and the way 

light is handled here may be compared to a manipulated work like Joshua's Greal 

Collins ,\'Ireet, Melbourne. (Fig. l Oa) Here the lighting effect is achieved by 

retouching, employed to create cont rasts. Particularly effective is the manner in which 

the luminosity of the sky is opposed to the murk and gloom of the street scene below. 

Critics of th is style of photography, like Hill Griffiths and the Camera HOllse Beacon, 

thought that over-retouchi ng detracted from the true character ofa picture?46 Joshua's 

picture might be faithful to conditions in the north of England, or Holland, the journal 

argued, but failed to represent, 'Australian atmospheric conditions.' To suggest 

otherwise by the creation of, 'pseudo-effects . .. abso lutely foreign to the object' was a 

betrayal of 'pictorial va lue, .J47 This was even more the case if attention to national 

environment was a criterion for judging a successful 'Australian' Pictorial 

photographer, as Hill Griffiths had suggested. 

m Camera I!ouse J3encon, November 1909. 

lH Camera I!ou.\·e IJencon, November 1909, p. 26 1. 

]016 Camera Ilouse Beacon, February 1909, pp. 32-33. 

H7 Camera House Beacon, February 1909, pp. 33-34. 
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To an observer today, and perhaps also to contemporaries, it is evident that special 

pleading was involved in these debates. The fact that l ashua's picture might have been 

more realisti c than its opponents allowed, has already been discussed. The proponents 

of natural photography were so violently opposed to, 'the modern retouched double

printed faked fuzzy-wuzzo types', that they forgot that, in such matters, 'the view of 

even the highest authorities differ' . The Camera House Beacon reminded its readers 

of this. and illustrated the point with the example of Wagner's and Berlioz's first 

operas. where time had proved that the composers' critics did not know what they 

were talking about. But it then proceeded to give a very one-sided account of its own 

views, and found no merit in Joshua's production. 348 It praised another photographer's 

handling oflight , and noted that, 'a centre of light helps softly to give the production a 

character of truth and true art,.J49 Its failure to notice a similar effect in Great Collins 

Streef, Melhourne, that is its luminous sky, was because it felt that the 'character of 

truth' had been betrayed by retouching. 

Joshua's luminous sky is exceptional in the low toned Pictorial photography of the 

period. Because the remainder of tile picture is so dark , it can hardly be said that 

(h·elll (·ollin.\" .)'Ireel, Melholfrne , has the 'warmth and glow' characteristic of the 

cultural environment at the turn of the century. There were those, indeed, who thought 

that, since Streeton's departure for London in 1897, artists had mainly given up 

J~~ Camera !louse Beacon, February 1909, pp. 32-33. 

149 Camera House Beacon, February 1909, pp. 32-33. 
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'painting oflight, ?:50 AJI the more reason perhaps, for suggesting that the Australian 

I . ., lSI Th School of Photography should, 'seek the light . . and portray umlOoslty . at 

they were capable of this may be seen in W.1. Jackson's Evenillg Reflectiolls, before 

1909. (Fig. 24 b) As an amateur, Jackson had both been a member of the School and 

the Clifton Hill Amateur Photographic Society, but had recently turned professional 

when he took thi s image.352 The technique he has used here - dividing the 

composition so that one third of the photograph is of the subject and the remainder of 

its reflection in the water - is highly effective in conveying a sense of light. Using 

this approach renders most of the image as actual or reflected sky. Although it is 

evening, this suffu ses the scene with a soft but brilliant ljght, as opposed to the trees 

and the church on the shoreline, which are in shadow. Particu larly effective are the 

sharp shadows etched on the water, which enhance the light by contrast . As Ruskin 

put it, 'the distinctness of shadows is the ch ief means of expressing the vividness of 

light. 3:53 And yet the ligh t portrayed here cannot be described as 'warm' o r 'glowing' . It 

is cool, and because the picture has been taken in a kind of half-l ight, it has more the 

quality of moonlight than the sun. 

Cool lu mi nosity is also evident in A. J. Campbel l's Portrail oj a J,c,dy, c . 1905, (Fig. 

25) another 'Dresden Picture'. This study had won the First Award in the portrait 

J)Q 'Lux Luxmorc ', 1910, p. 94. 

lSI 'Lux Luxmorc' , July 1909, p. 150. 

3S2 Camera House Beacon, November 25, 1909. p. 264. 

3Sl Ruskin, 1851, Volume I, p. 172. 
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category in the Victorian Amateur Photographic Association ' s Exhibition for 1905. 

Portrait of a lAdy concentrates attention on the sitter - the subject looks straight at 

the camera - is sharply focused, and is strongly and directly lit. Light is used here to 

' portray luminosity', but its si lvery effect introduces a slight reserve, duplicated in the 

formality of the title. If the overall effect is not 'warm', clarity of detail is certainly 

achieved. In 1907, clear Australian work had already been noticed in the international 

arena. H. Snowden Ward, in Pho{ogram.1" of the Year 1907, contrasted a portrait by the 

Australian Ernest Gale , praising it as, ' so clear' , with a work by a Canadian 

Pictorialist said to , 'go beyond the anecdotal, aspiring to a higher pictorial 

purpose. ,354 

In view of this, it is interesting to note that around 1909, in the United States, the 

pendulum started to swing away from soft to sharper fOCU S.
355 Photographers like 

Alfred Stieglitz, who had hitherto been an uncompromising Pictorialist, began 

experiment s that stressed the abstract and formal elements in making photographs. a 

reflection ortlle direction modern art was taking.356 Sadakichi Hartmann, (1867-1 944) 

whose contributions to Camera Work were often signed with the pseudonym 'Sidney 

Allan', writing there about the 1910 Internatio nal Exhibition of Pictorial Photography 

at the Albright Art Gallery in Buffalo said. ' the pictorial army is divided into two 

camps' one favouring, , painter like subjects and treatments '. the other, in whose 

354 Ward, 1907, p. 27 . 

m Peterson, 1997, p. 36. 

3M This trend only reached Australia in the 19205 and 305. Newton, 1980 b, p. II. 
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ranks Stieglitz was to be found, 'who flock around the standards of true photographic 

Ihemes and lextures. ,357 Australian photographers who worked in a 'natural' style, if 

not conversant with Stieglitz's ideas, are distinguished from those who favoured 

'painter like subjects and treatments.' Nonetheless Pictorial photographs of the kind 

described by Hartmann, were not intended to be mirror images, and conceptually had 

much in common with heavily manipulated work - both were concerned with 'picture 

making' as opposed to 'picture taking,?58 This common ground was also true to some 

degree in practical terms. The 'natural' photographer was not averse to intelligent 

retouching - what was objected to most was supposed misrepresentation by 

' faking ' ? 5,) If an enlarger was used instead of a contact print, some alteration was also 

involved. The enlarged natural print might be cropped , or it might be ' full frame', 

wh ich preserved everyth ing that was on the negati ve. As the A IIstralia" Photographic 

JOllrnal pointed out in 1907: 

II I Hartmann , II) II . p. 55R. lemphasis in originall The Buff;llo exhibition was the swan song ofthc 
Photo·Secession . which had been promotcd and largely controlled by Alfred Sticglitz . It was formcd in 
New York 011 Febmary 17. 19C)2 , to rurther the ar1istic recognition of pic tori HI photography, Thc phrase 
'Secessioll ' was cmployed bcalUSC avant-garde anists in Germany and Austria had used it to mark their 
secession from thc academic establish men t. Newhall, 1982, p, 160, Pcterson, 1997, p. 9. After 1910, 
Sticgli tz moved from the manipulative to the straight camp, al1cmpti ng to align photography with 
modern painting by emphasising the abstract or formal elcments ofpicturc making, or by choosing 
' ugly ' subjects. In the process, he a nd his followcrs rediscovered sharp·focus realism hitherto thought 
inartistic. Thornton, 1976, p. 61. 

.ISt Camera Iiouse lJeacon, June 1910, p. 126. 'The Australian School of Photographers {proponents or 
'unrakcd' photognlphyl aims at picture making, not copying nature ', 

m In February 1909, Bcrnard Hall, Director or the National Gallery of Victoria, 'as an artist . . , 
deplored the growi ng practice of altering the effects obtained by the camera and lens on the plate by 
retouching'. The Camera House Beacon regretted the remarks as being liable to misunderstanding. The 
journal drew a distinction between retouching to eliminate a blemish, and over-retouching, Camera 
House Beacon, February 1909, pp. 32-33. 
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Everyone who possesses a hand camera will, al some lime or other, fccl a desire to obtain 
largcr pictures Ihan those which he can obtain by contact printing ... Small prints are all very 
wcll in their way, and small negatives are very easy to stock and handle, but if any exhibition 
work is to be done, or if pictures are to be sent to the illustrated papers for publication, it will 
soon be found that enlargements are rar more readily received and have a greater chance of 
being acccptcd.360 

Even so, the act of enlargement exacerbated the di stance between the print and tonal 

range in a photographic negative, something which, in any event, cannot be faithfully 

reproduced.361 Thus both the 'natural' and the heavily manipulated print deviate from 

the original negative in several respects , The difference is that the 'natural' print aimed 

to stress what was 'clear and decisive,.362 

The predominance in Australia from ]897-1916 of the 'British School', which was 

not so interested in clarity, is reflected in the editorials and many of illustrations in the 

Australian PholOl;raphic Journal and the Australasian Photo-Review during this 

period. But 'predominant' does not mean 'exclusive'. The Camera House Beacon stood 

fo r the 'natural pictorial' mode, and many of its illustrations reflected this preference. 

It is, perhaps, not surprising to find that the journal had strong links with the Working 

Men's College Photographic Club, (from 1908 it described itselfon its masthead as 

the Club's 'Official Organ') and the Australian School of Photographers who also 

l(j~ Au.I·Imlinn I)h%j!.mphic Journal, October and November 1907, p. 224 . 

. 1£,1 Bry, 1996, p. 12. The contact print, made by exposing sensitised photographic paper in direct 
contact with, and which is the same size as thc negative, comes closest 10 reproducing the negative's 
tonal range. Usc of an enlarger widens the opportunity for manipulation. ' Straight' purists in the 1930s 
insisted on contact prints; Christian Peterson notes that Pictorialists in the United States in the 1910s 
sometimes made straight contact prints from unmanipulated negatives. These were small, intimate 
prints, often on platinum paper. Peterson, 1997, p. 48. 

162 Hill Griffiths, 1904, pp. 24 and 27 . 
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favoured this style. James Aebi, the Beacon's editor, was Head Instructor of 

Photography to the College, and organised the Australasian exhibits to the Dresden 

Exhib ition. )6) The Camera House Beacon had a short li fe . First appearing in January 

1907, it ceased publication in 1910. The Australian School of Photographers seems 

also to have faded away at about this time, but the controversy between 'natural' and 

'fuzzy' photographs continued. 

J n 191 5, it received another airing in the correspondence columns of the Australasian 

J)holo-Review. A Mr. J .G. Shale took exception to the. 'very inferior and mediocre 

class of work that had recently won prizes in the journal's mont hly competitions.')64 

Willllie , c. 1915, (Fig. 26) by Pegg Clarke (c. 1890-1956) was said to be ' awfu l', and 

typified those pictures where, ' the more fuzzy and out of focus and the more indistinct 

they are the greater is the prize awarded to them.' Mr. Shale was particularly 

concerned about the elTect such productions might have on, 'the boys at the front'. He 

said that, 'truly our soldier boys - nor anyone else who appreciates a good photo - are 

not interested in fuzzy or so-called 'art' effects ... detai l is what is wanted, not fog or 

blu r, or blotches of wool or blocks of charcoal.,)6S It is clear from his letter that Mr. 

Shale and, ' quite a number to whom I have shown these papers. some of whom were 

expert photographers', equated art with 'faithful likeness' . On this point the Editor of 

3lil Camera /louse Beacon, August 1908, p. 173. 

~ Au~·tralasian Photo-Review, November 1915, p. 610. 

36' Australasian Photo-Review, November 1915, p. 6 10. 
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the Australasian Photo-Review took him severely to task saying, 'but if Mr. Shale has 

not yet learned to appreciate the fact that a photograph can have merit though perhaps 

'fuzzy' and its detail ill defined , he could not understand any reply we might rnake. ,366 

J66 Australasian Photo-Review, November 1915, pp. 610 and 611 . 
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Chapter 4: The Sydney Camera Circle 

Clear 'natural' photographs on one side, 'fuzzy' and manipulated on the other, marked 

the first major divide throughout the history of Australian Pictorial photography. The 

second was between pictures that were low and high keyed, a distinction in Pictorial 

terms which was explained by Harrington ')' Photographic Journal: 

As a term i( is borrowed from Ihe vocabulary of music. When applied to pictorial works, il 
metlns the position in lhe tonal scale ofille gradalions composing the image; considering their 
coll ective cIYeet miller Ih~n each gr<ld(l[ion separately. The Iighlcsllone is always spoken of 
being the 'highest' and the darkest as lhe 'lowest' in the scale ; consequently a 'high key' effect 
is onc in which the feeling of lightness prevails, and one pitched in a 'low key' is composed in 
the main ofd<Hk toncs. 3li

' 

It follows from this that 'natural' photographs might be high key, low key, or 

somewhere in between, depending upon the time of day and the conditions when the 

photograph was taken. 'Faked' Pictorial photographs at thi s time, on the cont rary, were 

almost invariably understood to mean soft-focus and low tone, although 'faking' also 

d . . k 1(01( covere compositIon war .. 

In the r 8905, the Ilcide lberg school artists, Streeton, McCubbin, Robert s and Conder 

used the sun as a way of establishing a distinctly Australian identity. 369 In the same 

Y" lIarring/cms ' Pholop.raphicJournal, Augustl CJ24, p. 32. 

W I! will be TCCc1 11cd Iha t this was a technique where foregrounds might be printed from one negative, a 
principal object from another, and the sky from the third. Harringlons' Ph%graphic Journal, October 
1916, p. 324. 

16\1 Bernard Smith has remarked that, 'tJlis love of the sun did not wholly arise from a desire to state 
visua l facts truthfully, but as much from the fact that the image of the sun came to be used increasingly 
in Australian literature and art during tJle last two decades of the century as a symbol of Australia 
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way, the call to portray 'Australian Sunshine' as opposed to English misty mornings, 

became the aim of those promoting a 'national' Pictorialism. But those who favoured 

'artistic' photography had always been against stating 'visual facts truthfully'. This 

posed an obvious difficulty for the 'natural' Pictorialists, such as the Australian School 

of Photographers, who might wish to follow Streeton's example.37o Their efforts were 

unl ikely to win acceptance, because critical opinion strongly opposed those 

photographers who did emphasise the sun; they were condemned for not exercising 

more control. HI Indeed one critic, in 1910, was so averse to the sun that he believed a 

distinctive Australian School of Photography would probably be best expressed in its 

night pictures, saying: 

For when the rain has swept the continent, and thc dust is held down by the luxuriant burst of 
verdure, out b<lek the nights are very lovely. The landscape, always park-like where there are 
trees, becomes elysian in its beauty. In the clarified atmosphere thc moonlight is intense 
enough to give twenty minutes of c.xposurc pictures fu ll of delicate suggcsted detail with all 
the charrn of thc night atmosphere added. m 

A problem for the 'natural PiclOrialist' was that taking natural photographs in the 

sunshine appeared to herald a return to the past. The record work, 'of small stops and 

needle sharpness' had been a feature of the nineteenth century?73 This had the effect, 

ilsclr. Smith. 11JG2, p. 82. 

370 ' Lux Luxmorc' , July 1909, p. 150 . 

. 171 f1arringtons' Pho!ographic Journal. 1912, p. 262. 

3Jl Photograms oj/he Yeor 1910, p. 10. 

m Radford, 1899, p. 10. 
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in 1910, of making those who favoured the 'Impressionist Photography' first proposed 

in Australia by Fred Radford in ] 899, appear less conservative than their rivals who 

portrayed the sun, when just the opposite tendencies were seen in painting.374 The 

difference was that where sunlit photography was equated with realism, sunlit 

painting tended toward s impressionism. Because of this, the painters of sunlight were 

regarded as a minority, a)lant-garde group, where the photographers of sunlight were 

no t. )7~ At a time when impressionism was strongly equated with art in photography, it 

seems that only a few were prepared to argue that natural photography could be 

artistic. As Fred Radfo rd put it, in artistic photographs, 'something must be left to the 

imagination as well as a general softening ofalll ines,.376 An alternative idea that 

impressionist photography could be filled with sun light, and achieved naturally, 

seems to have received but little attention from the criti cs. 

By 1916, the time was ri pe for another organised attempt to articulate a new 

photographic vision. In November of that year a body known as The Sydney Camera 

Circle was formed . According to HarrinK/ol1s' Pho/r)Kraphic Journal the group was, 

'imbued with the idea of forming a photographic club interested solely in the 

advancement of photography as an art in New South Wales,.377 Harring/om;' also 

31~ R.adfo rd's art icle, 'Impressionist Photography', was featured in tllcAuslralasian Photographic 
Review, August 24, 11199. 

31.'iSmil h, I962, pp. 119_120. 

316 Radford, 1899, p . 10. 

311 Harring/ons' Photographic Journaf, February 19 17, p. 35 . 
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mentioned that the Circle was formed expressly, 'with the idea of . .. cultivating a 

distinct Australian type', and although what this should be was not spelt out, it was 

made clear that the avoidance of the 'English-looking print' was a major concern.37S 

Six founding members extended the hand of welcome to, 'all those who may qualifY 

by merit of their Pictorial work' . 379 They were James E. Paton, Harold Cazneaux, 

Cecil W. Bostock, James S. Stening, W.S. White and Malcolm MacKinnon. The 

Circle's inaugural 'Declaration', dated November 28, 1916, and other contemporary 

accounts, made it clear that the group aimed to be exclusive, emulating overseas 

groups like the Linked Ring Brotherhood in London.no Prospective members had to 

be nominated, and pass a membership test by submitting work for judgement. Once 

admitted, the publication and exhibition of work was strictly controlled by, and had to 

bear the name of, the Circle. The only exception permitted was in the case of the 

member's 'home' New South Wales photographic society or club. The reason for this 

was to try and ensure that members only published work that conformed to a self-

imposed, 'fairly high standard, .3Hl This standard was ensured by proceedings at the 

Circle's monthly meetings. Each member had to submit at least one print for criticism 

by every ot her member, 'irthere is a fault, be it ever so small , it will not be allowed to 

. d ,))(2 pass unnotlce . ' 

.m /Inrrinp,/ons ' Ph%grnphicJournn/, February 1917, p. 35. 

37'J Cazncau.x, 1950. p. 557. 

Jl«J Cazncau.x, 1950, p. 557. Melon, 1987,p. 88. 

lRI /Iarring/ons' Photographic Journa/, February 1917, pp. 35 and 36. 

382 Harringtons' Photographic Journal, July 1917, p. 206. 
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The public's first intimation of the new directions came in January 1917, when 

Harrington . .", reproduced pictures by Harold Cazneaux, W.S. White, and Malcolm 

Mackinnon, but without identi fy ing them as Circle members. In February, the journal 

ran an editorial about the group, and illustrated other examples of the members' 

works, identified for the first time with the Circle's name. When giving advance 

not ice of, 'Our February Number', Harring/ons' said, 'we feel sure that it will be 

awaited with interest by camera workers generally,.383 This interest may well have 

been whetted by one of the photographs illustrated in January, W. S. White's Melody 

,,{Mom, 19 16. (Fig. 27) 

White's picture has a claim to be considered the most remarkable of those reproduced 

in Harrillgfoll.\·' January and February issues, something recognised by contemporary 

c rit ics. Sydney Ure Smith called it , 'a grey landscape with a fi ne feeling of 

atmosphere'; 1. S. Watkins said that it was one of White's best, 'the suggestion of the 

mystery of morning in the distance, and the detai l delica tely felt' ; OJ . Webster called 

While 'a great Thcmatist', and thought that Melody of Mom was amongst his best 

work . .lH4 Harold Cazneaux was also full of praise, call ing it a, 'charming essay of mists 

and slinshine, . .1H~ Melody <4 Mom was not just lauded in print, it was also frequently 

illustratcd. In 19 17 Harriflp,foIlS' reproduced the work twice; once in January, and 

)!!)lIarring(on.\·t PhotogmphicJournal. January 1917, p. 2. 

m Urc Smith, 19 17, p. 665. Watkins, 19 17, p. 379. Webster, 1922 b, p. 13. 

llH Cazneaux, 1932 b, p. 482. 
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again in October. 386 Finally, a copy was li sted at £21l2/6d, a relatively high figure, in 

the 1917 Calalogue of Exhibition of Australian Pictorial Photography under the 

auspices of the Photographic Society of New South Wales, where it was also 

illustrated and described as 'London Salon, .387 

Harold Cazneaux identified the photograph's characterist ic that was most likely to 

have struck contemporaries - it was an essay in sunshine. But what is most intriguing 

is the way White has used the sunshine to achieve a misty, glowing appearance - the 

kind of 'impressionism' that Streeton had achieved with the brush - in a way that 

suggested he was not just 'stating visual facts truthfully' . 'Low tone' impressionists 

typically used hand work to get this kind of effect . A photographer who was working 

in high key could get his impression naturally, as here, by using 'contre-jour' lighting 

- taking the photograph against the light. As Walter Burke explained in a piece called, 

'Portraiture In Direct Sunlight', in this kind of photography, 'straight prints from 

straight negatives' gave the best results: 

i 1\ addil iOIl to Illysclf. I bel icve olhers have found that attempl ing 10 work up sunshine subjccts 
in any way more OftCII reSlllts in failurc than success, and it is bettcr to rely o n good tcchnical 
work rather Ili:ln ol her J1\Clhods.}8~ 

)H~ I/nrringrons' Pholographic Journal, Oclober 20, 1917, p. 314. 

3M1 A u.~tmlinn Pictorial Photography, 1917, unpaginatcd. Only Cazneaux's The Razzle Dazzle carried a 
higher price al £3/3/0 . The lowest price was 10/-. 

388 Burke, 1916, p. 15. The sense here makes it clear that 'work up' means hand work. 
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'Good technical work' meant using processes that ensured the final print was true to 

what the camera recorded. This is exactly what AJ. Campbell had said in 1903 . It was 

the cardinal precept of the photographic tradition which had derived from the 

teachings of Ludovico Hart and found its expression in the Aust ralian School of 

Photographers in Melbourne in the period 1907_ 1910.389 

In light of Burke's endorsement, it is not surp rising 10 find that the virtues of this 

tradi tion were being strongly pressed in both photographic journals in 1916. The 

Allstralasian Photo-Review published 'A Plea For Straight Photography', which was 

extracted from an address given before the Scottish Photo-Pictorial Circle.390 The 

speaker. Dan Dunlop, was quoted as follows : 

YOll will find every pictu re. worthy of cxami n:uion, determined by three qualities - first , 
Illotive; second . selection or composi tion; and, thi rd, light ing. There is no reason whyallthesc 
shou ld 1I0t be entire ly under our control at the time of taking the picture. This being so, and I 
think 110 olle will deny tha t proposition. what is there to prevent us get! ing a straight print from 

' ] , d ob " kf '/'" a stT,lIg II negatIve an yet lalOlng a woe 0 art 

Dunlop also quoted Furley Lewis, 'the foremost English portrait ist of to-day' who 

thought that the use ofconlrol processes was getting out of hand, and leading to 

results thaI , 'cannol, under the most favourable aspect, be called really 

J~9 A us/rolian Photographic Journal, December 1897, p. 280. Hill Griffiths, 1900, p. 45. 

390 Dunlop, 19 16. 

'" 0 ] un op, 1916, p. 655. 
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photographic,.392 Harringtolls' Photographic Journal reproduced an article. 'The 

Straight Photograph, And Why" from the British Amateur Photographer & 

Photographic News.393 The arguments advanced were similar, but the author 

considered another point, 'that of technique .. . the picture will depend for the 

correctness of its tonal values and the truth which it is to convey of the character of 

the original scene upon flawless technique, .394 

'The Straight Photograph, And Why' also made the point that this style of work was 

something, 'we hear a great deal about nowadays'. Although it conceded that the, 

'claims of the straight, untouched print' were 'overlooked by the majority' it gave the 

impression that to work in this style, at least in England, was considered more 

acceptable for an artistic photographer than it had been in A.J Campbell's day.395 

Although Burke, in Australia, was prepared to advocate, 'straight prints from straight 

negatives', there may st ill have been enough prejudice against them for the Sydney 

Camera Circle to avoid stal ing things quite so plainly. 'Straight prints' were not 

mentioned in the Circle's 'Declarat ion', nor was the expression used by a 

correspondent of Harring/oils' who attended a Circle meeting 'Among The 

Pictorialists' in June, 1917. An account oflhe proceedings employed the usual 

Pictorial ist critical vocabulary. Pictures were variously praised as, 'very rich toned'; 

.191 Dunlop, 1916, p. 655. 

J 9J flarringlons' PhD/agraphic Journal, October 1916. 

J 90t Harringlons ' Photographic Journal, October 1916, p. 325. 

J9S Harringtons ' Photographic Journal, October 1916, p. 324. 
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'fine in its rendering of light and shade\ 'in a very rich sepia tone'; and, 'rich in its 

rendering of tone values,.396 

Burke's remarks about straight prints were made in a January 1916 article, 'Portraiture 

in Direct Sunlight', where he argued that, 'some of the very best effects in 

photography are most often obtained when working against the light,?97 In the case of 

Melody of Morn, and other pictures li ke it, one of ' the very best effects' from a 

Pictorialists' viewpoint was that the result was not too 'realistic'. The photographer 

had the best of both worlds; a kind of natural impressionism that did not need 'faking'. 

Here was a path to explore, and the wonder is that more photographers did not follow 

White's example. There were, of course, reasons why this was the case. The first was 

the relative scarcity of suitab le 'natural' subjects, The author of 'The Straight 

Photograph, And Why', made this point saying, 'it is quite possible that the worker 

will find his year's output of , straight' pictures far less than would be the case ifhe 

modified his work to the extent that inferior pictures were made passable,.398 

A second consideration was that not too many had the patience or aptitude to work at 

the 'flawless technique' needed to make superior pictures. At this period, correct 

timing was essential to good 'natural' results. The plates and films used allowed little 

3% Harringlon,\" Photographic Journal, July 1917. pp. 206·207. 

~97 Burke, 1916, p. 10. 

391! lfarringtons' Photographic Journal, October 1916, p. 325. 
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latitude for mistakes at the time of exposure. and it was far easier, and perhaps more 

enjoyable, to correct errors later by a little manipulation of the print.399 Finally, there 

was the question of fami liarity. Walter Burke's 1916 article was commenting on a 

competition run by the A IIstralasial1 Photo-Review, 'Portrait or Group in Full 

Sunlight'. The results convinced him that, 'a large number of those sending in prints 

failed . .. because they simply did not know how to deal with a subject foreign to 

their regular mode ofprocedure'.4IKl 

Harold Cazneaux maintained that , 'their regular mode of procedure' was 'pictorial 

work uniformly low-toned' ,40] Writing in 1950, he said that at this time: 

Even the IIIOSI briJlianttypcs of subjcct were loned down and all vitality suppressed with a 
view 10 producing piclorial work uniformly low-toned .. . the members of the Circle , . , were 
merely reprcscntalive of .. . [Ihosel who desired to sec eSlablished an Auslralian school of 
picloriai photogrnphy in which low and muddy lones would no longer be secn .. , the Circle 
would be the las] to clllirn any special credit for Ihis victory over the powers of gloom; its 
members were , . , a few who wished to make a definite attempt to sct going the forces of 
lighl . 4u~ 

and concluded that the decade to 1916 had been, 'this sad age of ' pictorial 

dcpression, .4(J] This commentary has the effect of polarising the Pictorial styles of the 

.w'J JJorring/ons ' I'holographic Journal, October 1916, p. 325. 

~(JJ Burke, 1916, pp. 10 and 15. 

~Ol C;:lzneau,,< , 1950, p. 556. 

402 Cal.ncaux, 1950, p. 556. 

403 Cazncaux, 1950, p. 556. 
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day: photographs full of sunshine and vitality on the one side; the powers of gloom on 

the other, with the latter in the ascendant. I would argue that this seriously over

si mplifies the true state of affairs, but first it should be noticed how persuasive a view 

this has been for later writers about photography. Jack Cato, writing about The 

Pictorial Movement' in Thl! Story of The Camera /11 Australia, distinguished in his 

illustrations only between, 'European Twil ight Influence', and the 'Australian Sunlight 

School,.4()4 Five examples of the former were reproduced, and six of the latter. The 

chapter in question gives the reader the impression that Cato was speaking from 

personal experience. He says that he, 'knew all but two or three' of the Australian, 

'thirty outstanding Amateur Pictorialists whose pictures were looked for every year in 

the overseas salons', and who were his contemporaries. 405 

It is clear by comparing what Cato wrote, with the info rmation and suggestions he 

received from Cazneaux's letters while he was doing his research, how influential the 

latter's memory was.4116 But how accurate was his memory? Fig. 28 illustrates two 

'Australian Sunlight School' works by members of the Sydney Camera Circle, White's 

Melody (!! Mol'll, (Fig. 28 a) and Cecil Bostock's MOllgroves, c. 1926. (Fig. 28 b) 

White's work is characteri sed as 'contre-jour Impressionist'; the reasons for classifYing 

it thus have already been discussed . Bostock's high keyed image has been labell ed 

4().1 Calo, 1979, between pp. 160and 16 1. 

IIOS Cato, 1979, p. 155. 

406 Cazncaux, 195 1 a. 
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'Realist'. The reason fo r this is readily apparent; Mangroves has been taken in natural 

light, and there is no sign that the image has been interfered with in any way in the 

printing process. Compare these to the 'European Twilight' influence in 1. Williams' 

award winning A Winter's Evening, c. 1909. (Fig. 28 C)407 This picture is a low keyed 

manipulated impression, very similar to a reproduction in Cazneaux's 1950 article on 

the Sydney Camera Ci rcl e which is capt ioned, 'An extreme U.S. exarnple!,408 A 

Willler's 1~'veniIlK and Melody of Mom are both, in some degree, 'impressions'. The 

major difference between the two is that one is high, the other low keyed. 

If the g reat majority of Pictorial photographs put in front of the public before 1916 

had reall y been like A Winter's 1~'veJling, then no exception could be taken to 

Cazneaux's thesis. That they were not is clear when we consider another work of 

Williams', ";arty MornillK Oil the Yarra, c . 19 10, (Fig. 28 d) which is in the natural 

style favoured by the Australian School of Photographers. Not only is Early Morning 

Oil the Yarra , 'rea li stic', in the manner of Mangroves , but it is also taken against the 

light. This is obvious when the background is studied. The river in the distance and 

the landscape surroundi ng it are lost in a shimmering haze of sun light that would 

surely have pleased the most exacting member of the 'Australian Sunlight School'. It 

~m T his pic!lIrc won thc 1. Acbi plaque for lhe best piclure of the year, and the gotd medal, in tllC 
LandsCc1pc Class at the Working Men's College Photographic Exhibition in May 1909. Camera House 
Beacon, May, 1909. 

40B Cazncaux, 1950, p. 556. 
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certainly pleased the Australasian Photo-Review; the reproduction in that journal 

noted that it was, 'Awarded Second Prize in the A.P.-R Competition'. 

It has previously been suggested that Cazneaux may not have been as familiar with 

work in Victoria, as in New South Wales. Williams was a Victorian, hailing from 

North Richmond. It is also fair to say that he was relatively unknown, and Cazneaux 

could not be expected to be aware of the work of every Picto ri alist active 'in the 

decade to 19 16'. It might then be argued that Early Morning on the Yarra, and a few 

natu ral photographs like it, were exceptions and that leading Pictorialists mainly 

published low keyed work s. In fact Cazneaux himself, in 191 0, had explained how 

effective, 'against the light pictures' were, and the article in question illustrated several 

such examples. 409 

Norman Deck was a prominent member of the Photographic Society of New South 

Wales at about the same time as Cazneaux .4 10 Deck was noted for, 'taki ng against the 

light', and the reviewer oran exhibition of his in 19 12 commented on the many, 'high

keyed pictures' on Sh OW.
411 Ifit is st ill argued that low keyed work fo rmed the 

majority of works published in the decade to 19 16, Appendix IV analyses the 

illustration of works by Australian photographers in the two major photographic 

"" C azncaux, 1910, p. 490. 

41 0 Harringlons' Photographic Journal, July 1912, p . 199. 

411 'Valdon', July 1909, p. 204 . Harring/ons' Pho(ographicJournal, Jul y 1912, p. 199. 
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journals in 1906, 1911, and 1916 . These years can then be compared to 1917, the first 

full year that the Sydney Camera Circle was in operation, when Harring/ons' 

Photographic Journal in particular, opted to illustrate high keyed work almost 

exclusively.412 Neither journal, in any of the four years chosen to 1916, published a 

majority of low key works. 

The evidence cited strongly suggests that if the decade to 1916 was, as Cazneaux said , 

a sad age of Pictorial depression, it was not just because Pictorialists worked in 

universally low tones. Those who argued otherwise were either mistaken, or had other 

reasons for doing so. One of these would certainly have been a desire to, 'cultivate a 

distinct Australian type' which bore, 'a distinctive stamp of Australian character'.4!3 

But, despite many efforts, a satisfactory answer to the problem oflight had not yet 

emerged. Concerned with formal qualities many, if not all Australian Pictorialists, 

anxious to avoid the 'realist' label that would identify them with the past, had fallen 

into another trap. This was to be associated with an English way of seeing - not 

necessarily just low lOne - which was, as Vance Palmer put it , 'detestably colonial ,.414 

The Syd ney Camera Circle argued that they were prepared to confront this issue. 

m 19(}("J and 1911 were chosen because the Photographic Society of New South Wales had major 
exhibitions in both yea rs, entries 10 which were illustralcd in the photographicjoumals. 
The first two columns dctail high keyed work, where sunlight is especially evident. The next column 
lists low keyed work . The last 'Niltural Pictorial', where the scene is naturally lit in a medium key. 

413 H(1rring(on.~·' PholographicJournal, February 1917, p. 35. 

41 ~ Edward (Va nce) Palmer, 'An Australian National Art', in Steele Rudd's Magazine, January 1905, 

Lee, 1999, p. 37 1. 
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A legitimate question is why the Pictorial world as a whole was more responsive to 

this issue in 19 16, than it had been on the many previous occasions when it had been 

raised. One important reason was that there was a more receptive artistic climate. For 

example, the first issue of Art ill Australia whose principal aim was, 'to make the 

work of Australian artists better known to the Aust ral ian Public' appeared in 1916. It 

was made clear that the Australian artists in question were not just the well known 

names from the past . Less established, contemporary workers would also be 

covered.4l S The first number was limited to 1,000 copies, so the 'Public' in question 

was not a large one, but despite this, the second issue commented upon the fact that it 

had , 'received a cord ial reception by the press and the public, .416 Th is might not have 

been the case a few years previously. A change in public opinion was probably due to 

the Great War, which was certain ly the case in England. Norman Lindsay spent the 

yea rs 1910- 19 12 there, and said he observed, 'the tail end of the civilisation going 

rottcn before illy eyes' . The damage, he thought , had been created during the later 

Victo rian era , when a moral inellia had settl ed over England, Europe and America.4 !? 

Despite the fact that he exempted the 'new land' of Australia from thi s criticism, 

Lindsay welcomed the War, because he saw its ability to release an energy that had 

hitherto been bottled up by conservative forces. 41 8 This may seem a strange reaction 

,li S Art in Au.\·lmfin, 1916. 

~ 16 Art inAu,~frafin, 1917. 

411 Lindsay, 1966, p. 110. 

~18 Lindsay, 1966, p. 11 5. 
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today, understanding as we do the frightfulness and futility of war in general, and the 

Great War in particular. It was, nonetheless, a commonly held belief at the time. We 

have the evidence of cheering crowds when war was declared, in old newsreels and 

press photographs, and the testimony of poets. The English poet, Rupert Brooke, 

wrote these lines in 1914: 

Now, God be thanked Who has matched us with His hour, 
And C:!lIght our )'outh, and wakened us from slccping, 

With hand made sure, clear eye and sharpened power 
To turn, as swimmers into clc.1nness leapi ng, 

Glad from a world grown old and cold and weaf)'.41 9 

For Australi ans exultation came later, in 1916, and Norman Lindsay put it thus: 

GalJipoli and the French trenches revealed that the Australian is an indomitable fighting man 
which led to ,I w;Jve ofmlt iolllli exultation sweeping Austmlia . That was the point in time 
wl lere Allstra li ,1 became a nation, and not 1I mere colonia l outpost or the British Empire. 420 

This, he said, had an astonishing effect on the small group of artists in Australia, 'our 

pictures began to sell '. Lindsay also talked about the way in which the, ' 1914 war 

exploded its energy principle on civilisation's collapse into inenia'.421 On a much 

more modest scale, it is likely that the loosening of the conservative gri p made it 

possible for di!Tercnt directions in Australian Pictorial photography to be accepted. 

Generally speaking, it is fair to say that the inertia of which Lindsay complained also 

~I <J k <. Broo c.I:l26, p. ll . 

~ 2(I LindS<IY, 1966, pp. 11 5- 116. 

421 Lindsay, 1966, p. 11 5. 
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applied to much Pictorial photography. This was only of concern to those who 

believed that an art form should attempt something new, now and again. The irony in 

1916 was that nothing at aU new was being proposed - painters, poets and writers had 

long since 'seen the light', and other Pictorial photographers, largely unacknowledged, 

had contributed their measure too. To disguise this obvious fact by demonising those 

who worked in low tone was an easy option. 

It would, however, hardly have impressed those who knew that much Pictorial work 

was not low tone. Cato's readers in the 1950s knew very little of this, because his was 

the first major account of Australian photography to appear, and he did not elaborate. 

Although narrative intention is flagged in Cato's title, (The Story of the Camera in 

Aus/ralia) and a reader may be struck by its chatty, anecdotal style, the work does 

have pretensions to be a serious history as well. In this respect it fails , because the 

author has left so much out. For those contemporaries who knew a great deal more 

than Cato disclosed, a better line was to argue, even if incorrectly, that much Pictorial 

photography was orpoor quality, due to a lack of vitality, and that it needed to be 

rescued. The Sydney Camera Circle was interested in staking out a distinctive 

position, based on excellence. Its 'Declaration' made it clear that the members only 

extended their hand to those who qualified by merit. 422 Lack of merit, and lack of 

light , might be associated with an over use of hand work, but care was needed when 

advancing such an argument. Exponents of the use of sunlight in photography in 

422 Cazneaux, 1950, p. 556. 
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Australia had traditionally been associated with the 'natural' or 'straight' school.423 

This latter was never a stated aim of the Circle, whose quest for a 'movement towards 

a national character in Australian photography', continued to embrace the extensive 

use of hand work .424 This was, after all, said to be one of the characteristics of the 

'English print', which the Circle was trying to banish. 

4 23 'Lux Luxmorc', July 1909, p. 148. 

>124 Cazncaux, 1950, p. 556. 
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Chapter 5 : K. Ishida - '8romoil as a Means of Artistic Expression ' 

White's Melody of Morn was a high keyed 'natural' work, but it is not true that high 

key photographs were always unmanipulated. Ishida Ki ichuro, (1886-1957) known in 

Austra lia as K. Ishida, exhibi ted 13 works at the 1922 exhibition of the Photographic 

Society of New South Wales, 12 of which were bramail s.42
' Ishida later became 

famous in his nat ive Japan for, 'high-key bromoil', of which A Group o/Gums, c. 

1922, (Fig. 29 a) is a good example. 426 Ish ida's story is interesting and highly unusual 

in the context of Australian Pictorialism with its strong British roots. Ishida was 

transferred to Sydney as an employee of the Okura Trading Company, for whom he 

traded wool between Australia and Japan, in 1919.427 Soon after, (the exact date is 

uncerta in) he became a pupil of Harold Cazneaux, who was advertising for 

photography studen ts at the time.42 11 Ishida's rise to prominence in the Sydney 

Pictoria l world was swi fl . I3y 1922 he had been elected a member of the Sydney 

Camera Circle, and OJ . Webster, President of the Photographic Society of New South 

Wales, referred to him in these terms: 

, ' ~~ Wcbslcr, 1922 b, p. 14. 

<1 M Mi lsuda , 199M, p. 190. 'Ishida's 'high-kcy bromoil' becamc ramous aOcr hc rcturned to Japan. He 
widely conveyed Ih is mclhod 10 Ja pancse photography 10\lcrs, and crea ted a ncw lrend by wriling and 
Iccturing aboul iL' Ishida had no tics with thc Japa nese photographic world until he rc lUmed 10 Japan 
from Auslralill in 1924. A mO\lcmenl wi th aims similar to thc aspiral ion or Pictorial ists elsewhere, 
calJed Shashin Gcijutu, (,Phologrrlphy Art'), did not appcM in Japan unlil 1921. Milsuda 1998, pp. 183 
mld I I)(). 

427 Mitsuda, 1998, p. 190. 

4 28 Webster, 1922 a, flarringlons' PholOgraphic Journal, NO\lember 1919. 
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In my fcw years' associat ion with Ihc piclorialists of Sydncy, I do 110t know one who has made 
thc mClcoric progress of this littlc photographcr from the Land of the Chrysanthemum, and I 
do not know onc who is morc versati lc or more consistcntly prolific.~29 

Webster also recorded the opinion, of 'one of our greatest workers' who thought that 

Ish ida was one of Australia's lead ing Pictorialists, amongst the first three or four, 

which he thought a great compl iment to , 'our little friend from Japan,.430 A fellow 

countryman, Kagiyama lchiro, a Sydney portrait photographer who published 

Pictorial work as 'K . Yarna', has left us an image of him, titled K Ish;da at Work, 

1922. (Fig. 30) 

Webster's praise showed that Ishida epitomised the qualities that the Sydney Camera 

Circle looked for in photographers. His merit was undoubted; two of the works shown 

in the Photographic Society of New South Wales' exhibition were also hung in the 

1922 London Salon.4JI What Ishida might have to contribute to a distinctive 

Australian photography will be discussed in more detail shortly. Before doing that , an 

understanding of what he was trying to achieve with his 'high-key bromoi ls' will be 

outlined. Brollloil s were produced by brushing an oi l pigment on the surface of the 

print , and as Harold Cazneaux explained, Tit] can be dabbed on with a special 

~29 Webstcr, 1922 a. 

~ 30 Webslcr, 1922 b, p. 14. 

43 1 Webster, 1922 b, p. 14. 
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Bromoil brush to replace the original silver bromide image,.4J2 It was thus one of the 

control processes, used to enhance atmosphere. 

Cazneaux, who was Ishida's teacher, particularly favoured bromoil. In 1925 he 

devoted a lengthy article to it called, 'Bromoil As A Means Of Artistic Expression,.433 

Unusually, the article had 'before and after' reproductions ofa Cazneaux print, Before 

The Race, c. 1925, (Fig. 3 1) showing the degree of alteration consequent upon 

applying the pigment. Fig. 31 b is the contact print prior to the application of pigment, 

whi lst Fig. 31 a is the inked version. The article is technical, but makes the point that, 

'bromoil [is] a process that is displacing all other photo-printing processes at our big 

exhibitions of Pictorial Photography of today as a favourite medium of artistic 

expression'. As such, it had great possibilities for, 'those workers who feel that they 

are limited in artistic expression with the practice of straight -out photography, .4J4 

Webster noted that, 'the big majority of[Ishida's] pictures are bromoi ls,.4J j It follows 

that thi s acclaimed member of the Sydney Camera Circle, one of whose aims was to 

avoid 't he English print', did not do so by practicing 'straight-out photography' . 

Equally, if Ishida was famous for, 'high key bromoil', he did not work in this style 

exclusively. The Collier, c. 1922, (Fig. 29 b) is an example of a low key bromoil. The 

w - Caxnea ux. 1925 , p. 387. 

433 Cazneaux, 1925. 

434 Caz.neaux, 1925, pp. 387 and 398. 

m Webster, 1922 a. 
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fact that the collier's steam is a highlight of the composition does not alter the fact that 

the picture employs low tone to achieve its effect. Ishida also produced work that was 

not especially distinctive or unusual, and was very similar to that on offer from other 

Australian Pictorial workers. While Gum, c. 1922, (Fig. 29 c) was illustrated in the 

catalogue of the 1922 exhibition of the Photographic Society of New South Wales. It 

shared a double spread with an almost exactly similar work by Cazneaux, Camden.436 

However, none of this explains why Ishida was so highly regarded, in what way his 

work was distinctive, or how a study of his pictures might further an understanding of 

the aims and achievements of the group to which he belonged. Of more interest, 

perhaps, was his background, which in this company, was unique. It obviously 

intrigued the critics - Webster said as much - that someone from Japan could master 

an unfamiliar idiom in an alien culture so quickly and so successfully. But th is was 

essentially a side issue, unless it could be shown that Ishida contributed something to 

Australian Pictorial photography from his own culture. The Sydney Camera Circle, in 

its 'Declaration', made it clear that one of the aims of pursuing a distinctive Australian 

photography was to encourage the taking of better photographs. It is hard to see how 

high key renderings of the same subjects that had been hitherto identically produced 

in low tone qualified. Better photographs must surely mean those that were more 

interesting, arresting, and had something different to say. by whatever method they 

were produced. A Japanese Australian Pictorialist would be a good test. If the 

436 Photographic Society of New South Wales, 1922. Plates IV and V. 
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strength of the existing conventions was such that his work was indistinguishable 

from everyone else's, then it could be argued that Pictorialists continued to be bound 

by the most conservative conventions, and reproduced stereotypes. On the evidence of 

White Gum alone, this is a valid criticism. Not only does the image resemble the 

Cazneaux work with which it was paired in 1922, but also both pictures are similar to 

any number of photographs of gum trees taken by Pictorialists since the turn of the 

century. 

Webster thought that one ofI shida's major strengths was versatility. Reviewing his 

contribution to the 1922 exhibition he remarked: 

He gives us delightrul studies or roses, son and dclicmcly treated, and low-toned, vigorous, 
industrial subjects or men al work enveloped in smoke and stc.-lm; and between these extremes 
we sec his landscapes reminiscent of Japanese art .437 

No copy of the 'studies of roses' appears to have survived. The 'landscapes 

reminiscent of Japanese art ' doubtless rerer to A Grollp of Gums, whilst, 'men 

enveloped in smoke and steam' is an obvious description of The Collier. Going no 

further than Webster's description of them, a comparison of the two works 

demonstrates how well Ishida hand led such different conceptions. 

437 Webster, 1922,8. 
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This ability was a talent that Ishida shared with Cazneaux, but by itself it would not 

have been enough to draw the praise of the criti cs, or gain entry to the Sydney Camera 

Circle. A mo re promising line is to recall an earlier critic's remark that, 'the 

photographer who regards light as his best friend gives it a place of supreme 

importance in hi s productions, .438 The way Ishida uses light in The Collier is a good 

example. The cont rast between the dark outline of the ship and the brill iant burst of 

light marking the escaping steam makes the composition effective. The working 

dockers, on the gantry and the deck, are insubstantial and insecure. It is only through 

the reflected ligh t that they can be seen at all - indeed the whole picture would be 

virtually invisible without the light from the steam. Because of this, The Collier is a 

prime example of risk taking. The photograph 'works', but is just on the border of 

looking unnatural. The use ofa key that was either too high, or low, for the rest of the 

photograph would invite comment from the viewer that such an effect would very 

rarely be secn in real li fe . And, because it is a bromoil , and at least some of the 

atlllosphere has been put o n by hand, this is certainly possible. 

The saille evaluation also applies to A Grollp of GUn1S. Here, Ish ida has contrived, as 

Webster suggests, to remind the viewer of Japanese art. To see how this has been 

done, the Cazneaux illustrations which accompanied his 'Bromoil As A Means Of 

Artisti c Expression' are instructive. The pigmented version of Before The Race, (Fig. 

3 I a) has a very similar texture to A Group Of Gums. The bromoil introduces softness 

~J8 'Lux Luxlllore' , July 1909, p. 148. 
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lacking in the original contact print, and if the two oiled prints are placed side by side, 

the similarities in treatment are quite apparent. After the pigment has been applied, 

Before The Race becomes a more brilliant work. As Cazneaux explained, 'the light on 

the sails, water, and sky called for some variation of tone and acceot,.439 In A Group of 

Gums, the pigmenting applies light and accents to a bush scene w here there are 

already filigree patterns in the branches and leaves. The surface containing these 

patterns is relat ively flat, a device also favoured by the Japanese-American 

Pictoriali sts on the Uni ted States West Coast in the 19205 and 19305.440 One of these 

was Hiromu Kira, who lived for a time in Seattle, where he was a foundi ng member 

of the local camera club.441 His Walerplanls Decoration, before 1926, (Fig. 32) was 

on view at the Second Exhibi ti on of the Australian Salon in ]926. Harold Cazneaux in 

'A Re view of the Pictures ' fo r 'Cameragraphs' 1926, said that it, 'is exactly the sort 

of treatment that one would expect fro m Japan, its note of simplicity is livened by the 

delicate halftones of the leaves and the accent note of the lili es, .442 This description 

could well apply to A (;nmp of Gllms, which was also treated in a particularly 

Japanese way. 

Using Japanese art as a model to depict the Australian bush was, arguably, hardly a 

contributio n to a dist incti ve Austral ian Pictorial photography. Lionel Lindsay may 

4.l'J Ca:-,Ilcaux, 1925, p. 388. 

440 Rccd, 1994, p. 83 . 

~4' Reed, 1994, p. 144. 

442 Cazncaux, 1926 a, unpagi natcd. 
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have had this in mind when he noted in 1911 that, 'the Japanese influence [has] 

shown the way to new and unlikely compositions. ,443 But it does show how flexible 

the Pictorial style could be when a practitioner was prepared to use a little 

imagination. Another striking instance of this is Ishida's Argyle Cut, Sydney. c . 1922. 

(Fig. ]] a) Here the main effect is achieved by the use of natural lighting. The device 

used is simi lar to the burst of luminosity in lhe Collier. Because, like A Group of 

Gllms, The Collier employs a flattened pattern, the visual impact of the bright steam is 

immediate. A rK)Jle Cut, Sydney on the other hand, uses perspective in its composition 

so that the eye is led gradually, through the shadow cast by the bridge above the cut, 

to a jagged bolt of light in the middle distance. 

Argyle CuI, .\'ydney is high, and 'lhe Collier low keyed, but in both pictures the effect 

is achieved by contrast . In the former work the contrasted areas are so prominently 

marked out , that the way in wh ich geometrical patterns are made becomes of greater 

interest than what is in the picture itself. This is enhanced by the fact that the scene is 

sparsely populated. There a re just a few people, and in the distance a couple of carters 

with bales aboard . In this Ishida's reading may be contrasted with Cazneaux's Going 

HOllie, ArK)'/e CIII , 1918. (Fig. 33 b) Here the people are important. The title 'Going 

Home' first draws our attention to this. In the picture itself, the significance of people 

is enhanced by the use of the Cut as a framing device. This has the effect of 

concentrating attention on the human figures, and away from the figuration created by 

443 Lind5<1Y, 1911 , pp. 260-262. 
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the play of light. The fact that the majority of the people are concentrated around the 

same bolt of light that Ishida's picture leaves bare. means that where Cazneaux's 

reading emphasises people, Ishida's stresses form. 

Both Ishida's and Cazneaux's pictures are taken from a high viewpoint. another 

favourite Japanese visual device. It is often used by Japanese art ists and 

photographers to lessen perspective, but in the case of these two photographs that is 

not the effect."· E.N. Poole's The Argyle Cui, c. 1918, (Fig. 33 d) is another 

demonstration that these rules are variable. Poole has taken his photograph at ground 

level, in what appears to be heavy fog . This destroys all sense of perspect ive and, in 

contrast to the two other examples, the pattern in Poole's The Argyle Cut is much 

flatter. To show, again, that rules are made to be broken, it is interesting to observe 

that Poole, like Cazneaux and Ishida, was a member of the Sydney Camera Circle, 

supposedly devoted to sunshine. But where the latter two use a high key, Poole's 

image is decidedly low key, which suits his reading of the Cut. 

Each interpretation of the same subject is different. Cazneaux's photograph is about 

activity and movement , a snapshot of early twentieth century pedestrian commuters. 

Ishida and Poole's views are, in contrast, relatively static. Where Ishida is interested in 

revealing form , described by light, Poole emphasises it by subduing light, which 

focuses attention on the patterns created by the architectural structure of the Cut. A 

44 ~ Reed, 1994, p. 83. 
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different view again is proposed in another Cazneaux photograph, The Wharf Road, c. 

1916. (Fig. 33 c) Here the camera has been placed at a slight angle, where the 

previous examples have been shots through the Cut. The field of vision favours the 

drays proceeding in line ahead, on their way from the wharves. This association is 

also suggested by the wording of the title, which alone amongst those being discussed 

omits to mention the Cut 

The Argyle Cut was not just a favourite subject for photographers. The artist William 

Johnson made a pencil drawing, 'after an old print', which shows Argyle Cut in the 

Making, c. 1900. (Fig. 34 a) This contrasts with another Johnson pencil drawing, 

Argyle CUI, Sydney, c. 1900, (Fig. 34 b) and an oil painting by the same hand, Argyle 

CuI, S'ydll/!y, 190 I. (Fig. 34 c) The two latter works differ from the photographs in 

displaying a much more open view, to include the dwelling houses and commercial 

premises remaining above the Cut. These adopt a documentary approach, as opposed 

to the photographs where cropping is used to limit the amount of information 

available to the eye. This characteristic is shared with a much later coloured drawing 

by Sydney Ure Smith, ArK)Jle CIII ill 1926, (Fig. 35 a)and an etching by Lionel 

Lindsay, ·lhdJld ArKYIe ('III, before 1928 (Fig. 35 b) both of which highlight the 

approach to the Cut. Where the photographs, and particularly Jshida's, strive to 

capture an effect of lighting as well as recording an interesting scene, the drawings, 

the painting, and the etching are more aligned to conveying facts. In many ways, the 
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differences between these two sets of views of the Cut parallel observations 

previously made concerning etchings and photographs. 

Ishida's Argyle CuI has just been discussed and compared with other works in ways 

that stress its formal qualities. An image like this, and the other photographs of the 

Cut illustrated here, would not just have appealed visually to contemporary viewers. 

Of equal importance were factors relating to the history of the Cut, and its 

associations. Work on the Cut, which connected Sydney's Rocks area and Miller's 

Point with the busy wharfage and yards in Darling Harbour, (originally Cockle Bay) 

was begun by chain gangs of prisoners in 1843 . Considerable difficulties attended the 

work, because of the hardness of the rock, and the two ends of Argyle Street were not 

finally joined until 1859. The stone and rubble dug out in the work of excavation was 

used to construct Circular Quay. The bridges, used to such effect in all eight of the 

illustrations in Figs. 34 and 35, reconnected the severed ends of Gloucester, 

Cumberland and Princes St reets, and were finally completed in the J 860s.445 One way 

to look at the Cut, as a piece of history, was to admire it as a major feat of nineteenth 

century engineering. 

Another point or view was to see it as part of The Rocks district, which had a hi story 

that paralleled European settlement in Australia. Sydney Cove was chosen by 

Governor Phillip for the reception of the new immigrants, who debarked there on 

445 Gccves, 1980, p. 98. Karskcns, 1999, caption to illustration of ' Sir William ElJiolt Johnson, 'Argyle 

Cut, Sydney, 1901", between pp. 128·129. 
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January 26, 1788.446 From this beginning the population of The Rocks grew apace, so 

that throughout the nineteenth century it was Sydney's most cosmopolitan location, 

centred upon trade from shipping. When Norman Lindsay joined the Bulletin in 190 I, 

it retained this character, which he described vividly in these terms: 

The Sydney I arrived in was a sai lors' town; a free trade port where sailors from aU nations 
jostled in the crowd at Circular Quay, their ships a forest of masts far down the harbour ... In 
lowe r George Street was the Chinese quaner, and behind thaI the Rocks, habitat o f Sydney's 

I d · ~~1 toug lest c ltl /.cns. 

Amongst the 'toughest denizens' were the larrikins. In the 1890s and early 19005 'The 

Rocks Push', and its ri val gang 'The Argyle Cut Push' ensured that The Rocks was a 

part of Sydney where 'decent people' feared to gO.44R As late as 19 10, Harold 

Cazneaux: was cautioning the would be photographer about the dangers: 

A trip down to the Rocks arca and Argyle CuI will convince any workcr with pictorial 
imagination ofwlwt is to be had. but photography is difficult in this ncighbourhood. To be 
sllccess fu l\ he worke r should have had some experience, as any nervousness of manner and 
lack of tact whi lst worki ng here would on ly end up by being ridicu led. However, go by al l 
means ,lIId gel broke n in. Tact ,lIId expert m~HliplJlation of one's ca merd is neccssary if we 
wis h to deal sliccessfllil y with side street work in this loc.:1 li ty. Sti ll , the chances a re that you 

I 'k . ~~'J lIlay not J e to re turn aga lll. 

w ; Phillip, 1789, pp. 54.57. 

U7 Lindsay, 1965. p. I . 

4~8 Kelly, 1997, p. 70. 

m Cazncaux , 1910, p. 492. 
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This conveys the idea that The Rocks had a 'reputation'. which was certainly the case. 

Originally rich and poor had lived side by side. because The Rocks was the hean of 

the dock lands, and those who profited from shipping and trade tended to live close by. 

By the late nineteenth century, the rich had moved away. and by 1900, when bubonic 

plague broke out in the di strict, The Rocks had become a slum.4'0 Such an impression 

is vividly confirmed by a number of surviving contemporary photographs taken in 

1900 and 190 I. These were taken at the instance of George McCredie who was 

appointed, belatedly, by the government in March 1900 to take charge of all 

quarantine activities in the Sydney area.4~1 Despite official tardiness in recognising 

the seriousness of the outbreak, the plague was eventually used as a convenient 

pretext for the State to intervene, and from 1900, the whole headland between 

C ircular Quay and Darling Harbour was resumed at a cost of a million pounds .4~2 The 

idea here was to modernise the area for economic reasons; the newly.created Sydney 

Harbour Trust could make much more profit for the people of New South Wales if the 

ha rbour fa cilities were brought up to international standards.4'3 

~~ I Australasian I'hoio}.:rnphic Nel'ielf'. April t900, p. I. Kelly, 1997, pp. 64 and 69 . 

4~1 Kelly, IIJXI . Ip. 51 McCredie was not appointed until IwO months after Ihe first plague death. One 
purpose of tile pictures. by a photographer whose identity is uncertain, bu t who is thought to be C. 
Dcgotardi . was to make a record or premises titat were 10 be pulled down, as a preparation for possible 
future lit igation. In th is book, Plague Sydney 1900, Max Kelly recounts the history of the plague. 
(plague Sydney 1900 was previously broug ht oul, by Ihe same publisher, in a slightly dillerent format 
in 1978 under the title A Certain Sydney 1900.) 

m Kelly, 1997, p. 93 . 

m Kelly, 1997, pp. 96-97. 
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The viewers of Pictorial photographs of the Argyle Cut twenty years later, would have 

been reminded of a number of significant associations. The Cut could be read as a 

metaphor fo r the narrat ive of European settlement in Australia. As part of The Rocks, 

it was a survival from an altogether more romantic past. The hi story of the district, 

which the image of the Cut eVOked, included plague, debauchery, villainy, gangs, 

colourful slums, overcrowding, noise, dust, and foul smells. These were all things best 

app reciated in a nostalgic retrospect, or viewed from a safe distance through the lens 

of a camera. It would be overstating the case to argue that it is only the camera that is 

capable of evoki ng thi s kind of culturally determined meaning. On the other hand 

strik ing visual photographic images, like Ishida's, are particularly effective in 

decoding meaning from subject matter, a proposition that the next chapter will 

explore marc fu ll y. 

151 



Part Three 

Subject Based PhotoSlraphy 

Subject-Orientation 
'what really matters in a photograph is the image itself, 
the subject matter; thallhe rcally significant photographs 
have been made by those with a persistent and penetrating 
attitude to the subject as being of primary importance. ,454 

One reason why photographs of the Rocks area hold the viewer's attention is because 

of their subject matter. Contemporary critics recognised this factor as one of the two 

strains operating in the photography of the early 19005. For instance, writing in 

Camera Work in 1913, Marius de Zayas distinguished between 'photography' which 

expressed 'pure objectivity' and where the aim was knowledge and the expression of 

something outside the self - and the 'artist photographer', whose aim was pleasure, 

and the expression of something inside the self.,m In practice, the main emphasis in 

the fi rst instance is the subject. In the second, the 'art ist photographer' often achieves 

effects us ing technical and chemical processes. Both kinds of Pictorial photography 

are expressions of the photographer's vision and individuality. However, as distinct 

from the process workers, subject-oriented photographers stressed the connection 

between the camera and what was actually before the lens. This linkage was originally 

racilitated by advances in optics in the late nineteenth century - instruments were 

45 4 6 Pholographers. (1 955 ) 

m Dc Zayas, 1913,p. 709. 
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developed that enabled the photographer to record appearances faithfuJly.456 Such 

' realist' prints, characterised by attention to detail, were generally sharp-focus, not 

manipulated by hand, and objective in outlook . 'Realist' photography was much 

indebted to Pre-Raphaelite painting of the 18505.457 The Pre-Raphaelites used as one 

of their precepts, ' truth to nature', a major theme in the writings of the English author 

and art critic John Ruskin . The pioneer photographer William Henry Fox Talbot 

(1800-1877) whose experiments aimed at a more faithful reproduction of natural 

objects by mechanical means than manual drawings, was an early realist. 458 

Susan Sontag argues that the identification of the subject of a photograph always 

dominates the viewer's perception.459 1n subject-oriented work, this is of major 

importance, but the photographer also has a creative role to play through choice, 

framing, and lighting. In process-oriented work this identification, and the associated 

narrative, dominates perception to a lesser degree, something well understood from 

the early days of Pictorial photography. As a French critic said in 1903 , 'The subject 

of thc photograph is of small importance; it is the way of treating it that makes the 

• ,4(,11 pIcture. 

-I V, Bcnj;lIlIill . 1979. p. 248. 

m Sialey. 1995. p. 113. Bartram, 1985, passim. 

HI! Rolzler, 1976, p. 13. Realism W1IS also the major tendency in French painting in the second half of 
the 19th cent ury. Sobicsl'.ck, 1975, p. 154. Realist painlers valued complete objectivity and neutrality 
before their subjects. Sobicszck, 1975, p. 146. 

'" S ontag, 1978, p. 92. 

460 'A French critic', quoted by A.I. Campbell in Australian PholographicJournal, August 1903, p. 

189. 
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Chapter 1; Trees as Subjects 

I would express this latter thought differently, and suggest that whilst the subject of a 

photograph is generally important, the degree of its significance derives from the way 

it is treated . The portrayal of trees, one of the most favoured single subjects in the 

repertoire of the early twentieth century Pictorialist photographer, is a particularly 

good example of this . For instance, the Art of John Kauffmann, a monograph 

published in 1919, contained twenty half-tone reproductions of the artist's work 

intended to demonstrate that, 'he has, in fact, risen to an assured place amongst the 

foremost artisl~photographers of the world, .46J No less than fifteen of the twenty plates 

are either tree subjects, or have trees as an important component of their composition. 

Although it is unusual to find a body ofwock where such a high proportion is devoted 

to a single subject, both Pictorial photographers and etchers - with whom they can he 

compared - were inordinately fond of trees . 

This did not mean that trees were always treated in the same way. For example, a tree 

trunk plays an important part in Harold Cazneaux's Found, c.1916. (Fig. 36 a) But the 

tree has a supporting role, the focus ofaltention being the two children and the 

associated narrative suggested by the title. The trunk acts as a kind of stage prop, and 

is not strictly necessary for the success of the picture; something else might have 

taken its place. It is nevertheless highly effective as a pictorial device in the way it 

divides seeker from sought. More than this, its presence is also appropriate because 

46! Beer, 1919. lp. 12.) 
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trees have strong connections with childhood. They are for climbing, sheltering from 

the rain, and above all, hollow trees are for hiding in. 

Trees also had other associations with children at the time this photograph was taken. 

They featured prominently in many children's books of the day. English books like 

Kenneth Grahame's The Wind in the Willows with its 'Wild Wood', first published in 

1908, would have been well known to Australian readers at the time Found was 

made. 462 A little later, in ]926, A.A. Milne's Wil1nie-The-Pooh was full of images, 

verbal and pictorial, of woods and trees. 463 Closer to home, May Gibbs' first 'Gumnut 

Adventure', whose heroes li ved in trees, came out in 19] 6.464 Adults, and there were 

no doubt many, who enjoyed these books would have also appreciated the evocation 

of innocence and childhood games in Found. 

The opposite of being found is to be lost. Cazneaux's image portrays a happy 

domestic scene with little likelihood that the 'hider' runs any real risk of disappearing. 

The photograph was probably taken in a suburban garden, and the 'safe haven' 

environment that this implies is also suggested by the fact that the children are naked . 

The subjects of Found may be compared with the way children were often shown in 

turn of the century bush paintings. Frederick McCubbin's two pictures entitled Lost, 

462 Grahamc, 1908. 

463 Milnc, 1926. 

464 Gibbs, 1916. 
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1886 and 1907,465 are examples of this genre.466 Beginning with the contrasting titles, 

the atmosphere of the paintings is entirely different. Both grief and anxiety are 

suggested, recalling the way in which the Australian landscape was often portrayed as 

alien and threatening. This reflected the line taken by the early discoverers and 

explorers who referred to Australia's fantastic wildness and other-worldly nature.461 

Representations that followed these accounts show men, women and especially 

children as menaced rather than protected by the natural landscape.46g In Cazneaux's 

picture the case is quite the opposite. The tree can be read as a symbol of 

guardianship. 

Max Dupain has argued that Cazneaux's trees are symbols ofpower. 469 Cazneaux was 

not the only Pictorial photographer to use them in this way. John Kauffmann's The 

Survivor, before 1919, (Fig. 36 b) is a good example. Even without the title, the great 

tree may be seen as a metaphor of strength and endurance. Despite the presence of 

others in the picture, this is above all an image of a single tree whose strength is 

enhanced by the way the photograph has been taken. By using a low viewpoint and 

tilting the camera upwards, as opposed to taking a horizontal shot, the tree is made to 

.v,~ Frederick McCubbin, I,{J.~/ , IX86, oil on canvas, 114.3 )( 72.4 em, National Gallcl)' of Vie tori a; Lost, 
1907. oil 011 aUlV;lS, I 9H .7 x 134.6 em, National Gallcry of Victoria. 

·1M Hoarn. 1994. pp. 104-105. 

"'-;7 Gibson, 1992, p. x . 

·,(,8 Hoorn, 1994, p. lOS. Jeannette Hoarn points to loon Lindsay's book Picnic at Hanging Rock as a 
representation or this tendency in fiction. 

"'0 . 1978 ... upalO, , p. XIII . 
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appear even larger and more imposing than it actually is. The symboli sm becomes 

evident when we consider what the tree has survived - the partly sawn trunk on the 

ground to the left of The Survivor gives the clue. The tree has survived clearing. 

When European settlers first arrived in Aust ral ia in the late eighteenth century, the 

mountain ranges close to what were to become the major cities were covered with 

forests of giant eucalyptus. These trees descended from forests of great ant iquity. 

Some estimates suggest that eucalypts have ex.isted in Australia for over 250,000 

years .470 

As the population of the Australian colonies ex.panded in the middle of the nineteenth 

century, timber splitters began to fell the giant gums, mainly for use in the 

construction of railways, piers and bridges.471 The high quality timber thus obtained 

was not just in demand for these uses. Red Cedar, the highest-priced wood of all, 

owed its value to the fact that it was greatly desired for cabinet-rnaking.472 Intensive 

fell ing meant that it was not long before Red Cedar, one of Australia's few deciduous 

trees, and the other once plentiful great trees became rare . Between the early 19005 

and the 1920s the work of clearing was continued by the subdivider who cut the forest 

into quarter-acre blocks. These blocks were purchased by weekenders, for whom the 

act of fclling trees meant that they were becoming 'real bushmcn'.473 

47U Mitchell . 1950. p. 23. 

~71 Cou lson, 1959. p. 23 . 

412 Mitchell, 1950, p. 46. 

41J Coulson, 1959, p. 37. 
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Today, 'real bushmen' might be expected to pay some attention to environmental 

considerations. But such concerns were very far from the thoughts of the early 

developers, as contemporary accounts make clear. Writing in the 1887 'Revised 

Edition' of his History of Ballarat, W.B. Withers recalled that when the mines in the 

district went underground, 'whole forests have been felled to supply firewood to our 

steam engines, and timber for the mines below.'474 By implication this was a matter 

for pride and wonder, not a cause for concern or regret . Even if those who lived in the 

nineteenth century had been less ignorant about the effects of what they did, this 

would not have saved the majority of the trees. 'Progress' dictated that the railways 

needed to be built , just as the gold had to be won from the ground. A much more 

sophisticated approach than was available at the time would have been needed to 

address the problem. The results of the tree felling may still be seen in the Ballarat 

district today - Clunes State Forest, not far from the city, is a forest in name only. 

The situation on the goldfields might suggest that no thought was given to 

conservation, and this was certainly true in the early days of colonial development, as 

Withers makes plain. 'Conservation' on the other hand, had become a major public 

issue by the 1880s but the term had a different emphasis from what is understood 

today. Now we are co ncerned with nature preservation; then what mattered was the 

wise and efficient use of resources. The main purpose of conservation at the turn of 

the century was to facilitate development, or at least make it more sustainable.
47

!i A 

~ l~ Wilhers 1887, p. 200. 

~7 5 Bonyhady, 1994, p. 6. 
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piece published in The Leader, 'Victorian Timber Resources', in January 1908 

illustrates the distinction.476 The writer here is reporting on the 'Ruthless Destruction 

Of Victorian Timbers', with special reference to the Cape Otway State Forest. 'A 

paper read before the Victorian Institute of Engineers, in 1905, [by] Mr. Jas. Mann, 

assistant to Professor Kernot of the Melbourne University' is quoted, which criticises 

'the ruthless manner in which important Victorian forest resources are destroyed.' 477 

This seems clear enough, but the argument then develops, for a modern reader, in an 

unexpected direction. What is principally complained of is the practice of, 

'Government engineers and inspectors' setting an, 'unnecessarily high standard' when 

picking timber fo r construction use. As a result , 'red gum, which is one of our most 

valuable woods, has been practically cut out, whi le ironbark and g rey box, both high 

class timbers, are becoming increasingly difficult to obta in .'4711 In the Otways it had 

been, 'the practice to insist on blue gum as the one Otway hardwood suitable for 

Government purposes. Bridge beams, planking, piles and railway sleepers it was 

postulated, should be of this wood.r479 

Such a policy of exclusiveness meant that the balance of the forest timbers were 

tacitly condemned, 'to be ri ngbarked and dest royed by the land selecto r anxious to 

promote the grass carrying capacity of his lands.' The art icle argued that much of the 

~76 The Lender, January 1908. 

m The Leader, January 1908, p. 25. 

m The Leader, January 1908, p. 25 . 

m The Leader, January 1908, p. 28. 
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timber going to waste, such as grey gum and brown messmate, was little inferior to 

blue gum.480 It cited an example of brown messmate being 'accidentally' used in one 

of the piles of the original Apollo Bay jetty which. 'notwithstanding its nearly sixty 

years' association with salt water .. . remains sound and solid.r481 Preventing 'The 

Ruthless Destruction of Victorian Timbers' is therefore concerned with the efficient 

use of resources, not about preserving the forests. In the long run, despite Victoria's, 

'12,000,000 acres of forest country', requiring the saw millers, 'to take all the sound 

woods having a commercial value', the day when the forests would be cut out would 

only be postponed.4112 Nine photographs in support of the argument advanced 

accompanied the Leader's article.483 One for example is captioned, Otway Brown 

Me,\:\mote, solid as a hell after 27 years' service in tramway work another, 'a 'Cut 

Out' Fores/under the old .\y.'Ilem.0484 Text and illustration work hand in hand, to the 

point where some of the pictures can only be read in conjunction with the appropriate 

article. On the other hand, one of the / ,eader's illustrations is captioned Virgin 

F(),.esl.4M~ Ifit were to be shown to a present day viewer out of it s original context, the 

.lIm The l.emler, Janu:uy 1908. p. 28. 

4111 The I .(,ntla. JaulInry 190M. p. 28. 

~, 

• The l.eacler. January 1908. p. 28. 

411] Unfortunately the phologr.lphcr is not idcnlified. It was possibly N.J. Caire. The Leader frequently 
Ilscd his work. and there ,Ire silll ilarities wilh othcr or his known photographs. 

~M4 Unknown. Virgin Fore.\·l. c. 1908, dctails unknown, half·lonc reproductions in The Leader, January 
1908, p, 25 , 

485 Unknown. Otway Brown Messmate, 'solid as a bell after 27 years' service in lramway work' and, A 
'Cut QuI' Forest under the old system. both c. 1908, delails unknown, half-tone reproductions in The 

Leader, January, 1908, p. 25. 
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chances are that the combination of picture and title would suggest an association 

with conservation of the subject. 

The Leader's 'Victorian Timber Resources' reminds us that images need to be read in 

their original context. The extent to which 18th and 19th century artists and 

photographers were arguing for the conservation of the landscape in their work is very 

much open to question. Many early colonial paintings, for example, emphasised 

settler domination of the environment. Typical was a work such as Conrad Martens' 

Australian Landscape with Cattle and a Stockman al a Creek, 1839.486 This painting 

is a testament to European achievement. 487 It, and others like it, had very little 

obvious connection with preservation. A better candidate for such a consideration was 

the, 'long line of colonial art celebrating romantic nature - the richest fern gullies, the 

tallest palms and the most abrupt mountains and waterfalls.'488 What was open to 

question here was political intention - showing 'romantic' nature was not necessarily 

arguing for its retention. 489 An example of artistic political intention in an artist can be 

found in the late works of Arthur Streeton, like The Vanishing Foresl, 1934.490 Here 

~86 Conrad Martens, Australian Landscape with Callie and a Stockman at a Creek, 1839, oil on canvas. 
Private collcction, Melbourne. 

~87 Bonyhady, 1994, p. 5. 

488 Bonyhady, 1994, p. 4. 

489 Bonyhady, 1994, p. 5. 

490 Arthur Streeton, The Vanishing Forest, 1934, oil on canvas 122.5 x 122.5 em. Private collection. 
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Streeton is overtly concerned with the, 'de-forestation which he felt threatened the 

future of the Dandenong Ranges.,491 

The question of intention applies equally to photographers. Nicholas Caire was a 

nineteenth century photographer who specialised in 'picturesque views'. His 

professional career commenced in 1867, but in 1907 he proclaimed an interest in 

Pictorialism by joining the Australian School of Photographers, the enthusiastic group 

of amateurs and professionals associated with the Working Men's College 

Photographic Club.492 Caire took many photographs of Victoria's giant trees and was 

well known for arguing forcefully for their preservation.493 Yet, despite this no doubt 

deserved reputation, his Giant Tree at Marysville (70 jeet girth), 1904, (Fig. 37) 

conveys an entirely different impression. In particular, the inclusion in the title of the 

words '70 feet girth', and the presence of the figure holding the measuring tape, 

suggest that the tree has been entered into a contest and is being di splayed as a trophy. 

The figure is particularly significant; pictures of giant trees by other photographers 

onen included them, possibly to indicate scale.4!14 Carleton Watkins, the American 

photographer who specialised in images of the Yosemite Valley, employed them, as 

·1')1 Smith, 1995, p. 178. In 1944, the year aOer Strccton's death, a 'Save the Dandenongs League' was 
sct up. Coulson, 1959, p. JR. 

~n Camera !louse IJeacon , Septcmber 1907, p. 140. 

~9.1 Pitkcthly, 1988, pp. 8 and 18. 

~9~ In fact, a public competition had been organised in 1888 to find the tallest tree in Victoria. This was 
in response to Caire's photographs of giant trees which were shown at (he Centenniallntemational 
Exhibition in Melbourne in the same year. A large sum of money was raised fOf the purpose. Caire was 
asked to share the work with another photographer, J. Duncan Pierce. This he declined 10 do, and 
Pierce carried out the project alonc. Pitkethly, 1988, p. 18. 
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did the artist Albert Bierstadt.495 Yet the use of Man as a yardstick in this way can 

compromise the idea of an unconstrained and free environment, by belittling the main 

subject and introducing the idea of domination. 496 

This same sense can be observed in Caire's photograph. The environment is not free 

because Man is displaying the tree as a captive. One might even suggest that it is 

being measured preparatory to the ultimate imprisonment, felling. Caire's known 

history makes this unlikely. The human presence, however, makes a different point 

from any conservation argument that may be intended. This would have been better 

served if Man had been absent. This is not to say that it is always inappropriate to 

include people in photographs like this; it depends on the context. A good example is 

another picture of Caire's, 'lall Timber (Eucalyptus Amygdelina) c. 1904. (Fig. 38) 

This photograph is one ofa number, some by Caire, others by 1.W. Lindt, illustrating 

an early 20th century guide book to Healesville and the surrounding district. ,497 First 

impressions suggest that the images of the trees are straightforward descriptions. 

Closer examination reveals two tiny figures in the centre foreground , one of whom, in 

particular, is enact ing an awed visual commentary on the trees' grandeur and 

magnificence. This reaction is wholly appropriate to the context. because the book 

4<)5 Schamll, t 995 , pp. J 90 and 193. 

496 This clement, and the consequent sense Ihal natu re has been diminished, is clearly conveyed in 
Simon Sehama's discussion orllle figure in onc of Watkins' best known Big Tree images. He talks 
about the fact, 'Ihat the greal column . .. lowered above him, almost an extension of his own heroic 
American personality.' Schama, 1995, p. 195. 

497 Lindt and Cairc, n.d. 
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and the illustrations are designed to promote tourism, not agitate in favour of 

conservation. 

Many photographs taken by the Tasmanian photographer lW. Beattie, on the other 

hand, were designedly pro-conservation. In 1908, Beattie mounted a major campaign 

for the protection and preservation of the Gordon River on the Tasmanian West Coast. 

His River Gordon, West Coast Tas., c, 1900 (Fig. 39) is a view of a pristine 

wilderness. This photograph can be compared to A Virgin Forest in The Leader of 

January 4, 1908.49
1( Both are 'wilderness' views without human figures, but where The 

Leader was arguing for resource management , Beattie was concerned with resource 

retention. The difficulty is that without knowing the context, it is not possible to 

distinguish one from the other. In Beattie's case the issue was particularly clear. He 

combined illustrated lectures with publicity in the press; in all cases his photography 

was an integral part of his advocacy.499 This has led Tim Bonyhady to argue that, 

'before Beattie, no Australian artist had ever been so directly political' . He links 

Beattie wi th the wi lderness photography of Ole gas Truchanas and Peter Dombrovskis 

in the 1970s and I 980s, which became the main visual expression of an organised 

environmental political movement in Tasmani a. soo A characteristic of this later 

~% The Siale Library of Victoria holds the Leader on microfilm. The printed image is inadequate for 
reproduction in this thesis. 

~ 99 Bonyhady, 1994, p. 7. 

soo Bonhady, 1997, p. 237. As Bonyhady points out, Dombrovskis' Rock Island Bend, Franklin River, 
southwest Tasmania, early 1980s, 'has become the symbol of the Franklin campaign.' Bonyhady, 1997, 

p.249. 
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photography was that it excluded signs of the human figure with the implication, 'that 

the wilderness is to be seen, contemplated and revered, not touched', a feeling very 

successfully conveyed by Beattie's image of the Gordon.'OJ 

To stress Beattie's unique approach overlooks the contribution of a Pictorial 

photographer of the day who had similar motives. In March 1904, the Australian 

Photographic Journal carried the following account of a lecture to the Working Men 's 

College Photographic Society by one of its leading members, AI. Campbell. It 

recalled that : 

On I'" March, Mr. A.J. Campbell, one of our Vicc·Prcsidenls, gave a lecturette. 'In the Big 
Scmbs', 10 a very lilrge audicnce. Thc lecturer deplored the alienation of a large portion of lhe 
'Dandenong Foresl' land] gave the histol)' of its discovery and occupation. Mr. Campbell had 
taken four journeys through various parts of the forest before the establishment of the village 
scttlcment and was thus able to give an indication of the primeval grandeur of the 'Big Scrub'. 
The vegetation of the forest received careful treatment, pictures were exhibited giving full 
views of various kinds of scmb, ferns and timber and the g iants of the forest were in frequent 
evidence. The hills were shown in various moods, and the cloud effects were very fine indeed. 
Lllndslips, steep slopes, mggcd tracks, creeks, waterfalls, and dcnse scmb all bore witness 10 

Ihe toil nCCCS~lry to pcne!nlle this forest and the presence in all the pictures of good sound 
trees all point to the [ass by the state ora valuable assct. Mr. Campbell related some touching 
accounts of those who had becn lost in this forest. The name of the lecturer is a guarantee Ihat 
Ihe birds would not be forgotten and the pictures of nests and of tile lyre-birds were rcceived 

. I I '" will npp ' ]llse. • 

'OJ Bonyhlldy, 11)94, p. 5. 

502 Australian J'hotographicJournal, March, 1904, p. 69. As previously ment ioned, Campbell 
originally took up photography in order to illustrate a work of natural history, Nests and Eggs oj 
Australian Birds, 1900. It is not clear when Campbell took hi s photographs of lhe Dandenong State 
Forest. It is likely that his reference 10, 'the alienation of a large portion of the 'Dandenong Forest" 
meant the period from 1867·1900 when the forest reserve was reduced from 26,500 to about 4,000 
acres. A large part of this loss look place during the Depression of the 189Os, so Ulere would have been 
opportunities Ihen for him to make the expeditions he described. Coulson, 1959, p. 29. 
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This account is a reminder of the fact that Campbell's human intervention aJone was 

responsible for any record of the loss of the, 'good sound trees'. In one sense his 

journeys could be read as acts of male domination - 'virgin' could be substituted for 

'primeval', and he talks about penetrating the forest . Yet his relationship with the 

original forest reads more like an encounter between equals than the kind of master 

and servant domination implied in some of the photographs oflhe big trees where 

people are included . Campbell, after all, was a noted naturalist, so that his 

'conservation' ideas were likely to be similar to Beattie's. The 'valuable asset' lost by 

the state was the forest itself, not the opportunity for more efficient development. 

Campbell, Beattie, and The l.eader in January 1908, used photography to advance 

political arguments, and all three combined art and text. The Leader used visual 

images in conjunction with the written word. Beattie added an oral dimension to abet 

his campaign, which was more sustained. Different 'conservation' agendas were 

involved, something that is only apparent when images and texts are viewed together. 

I have suggested that a present day viewer, presented with a copy of The Leader's A 

Virxill Forest out of context might think that the image signified conservation of the 

subject. A contemporary observer, in line with the understanding in those days of 

'conservation', would be more likely to think of resource management. Although the 

two approaches should not be confused, both are lamenting the widespread loss of 

trees, and particularly the great trees. I would argue that it is quite legitimate to read 
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the same kind of meaning also into an image like John Kauffmann's The Survivor, 

where the context is not so explicit. 

The caption to the plate of The Survivor in The Art of John Kauffmann calls it, 'an 

example of the pictorial qualities of the old warrior gum trees so typical of the 

Australian Bush.'~o3 The choice of the word 'warrior' is significant, because after the 

First World War gum trees became emblems of the fighter and the fallen - indeed, 

this ruined landscape is a reminder of the battlefields in France where artillery 

bombardment had a similar destructive effect to the saw millers . ~ o4 The Survivor is the 

fighter. For the fallen trees, only memorials were possible, and not just recorded in 

expensive limited editions - the Kauffmann monograph was limited to 500 copies, 

and priced at a guinea each. By the 1920s, the story of the trees was also being 

circulated in much more accessible ways. For example, the South Australian finn of 

H.R. James & Co. published a small booklet called tne Majesty alld Beauty ofthe 

Austra/ioll (i"ms. j()~ Apart from a short afterword , which draws attention to the 

contrast between the size of some of the eucalypts and the delicacy of their colouring, 

there is a bare minimum of text, which in any event is scarcely needed. The pictures 

of the great trees - Mountain Ash, Blue Gum, Red Gum, Tasmanian Swamp Gum and 

Karri Gum - speak for themselves. So potent are the images that no photographer is 

503 Bccr, 1919, caplionto Plate 9. 

so. Newton, 1996, p. 21. 

S05 H.R. James & Co. [1920sj 
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listed for the sixteen photographic plates, several of which have identical titles. Many 

of the locations are obviously remote. This implies that whilst some examples of the 

great trees survived, they were hard to find, a point that A.I. Campbell had already 

made in 1904.~O(j 

The Survivor also reminds us of a tragedy that goes beyond an environmental disaster. 

How complete this was may be judged from the desolate landscape shown in 

Kauffmann's photograph. But The Survivor recalls an earlier Australian history before 

European settlement, and all the pain and tragedy associated with its loss. In this sense 

the tree takes on the mantle of human meaning, symbolising continuity and 

association with the past. Such a reading mirrors the way trees had been similarly 

invested with human qualities in parts of Europe from the earliest times.507 For 

instance, in France and Scotland it had always been the custom to fell the finest trees 

on a traitor's estate in order to extinguish the visible evidence of family continuity:~08 

Fine trees and their human associations exercised a particular spell in England where, 

from the late eighteenth century unti l the middle of the nineteenth, vast numbers of 

books were published about them, with especial emphasis on old and famous 

examples.5u
') 

S(1t> Australian I'hotographicJournal, March 1904, p. 69. 

S07 Thomas, 1983, p. 214. 

508 Thomas, 1983, p. 218. 

509 Thomas, 1983, p. 2 13. 
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Prominent writers of the day adopted different approaches. Some, like the novelist 

Thomas Hardy, laid stress on the physical connection between trees and human 

lives.
jlO 

He envisaged the decaying bodies of our ancestors effecting transformation in 

nature by fertilising the grass and trees .Sll John Ruskin, on the other hand, associated 

trees and plants with the innocence of his childhood, equating that world with pre

Darwinian science, untainted by the 'struggle for existence' and images of nature 'red 

in tooth and claw.'S12 The message contained in The Survivor is strongly associated 

with innocence and its loss, and reminds the viewer of the world that existed before 

European settlement. Lost are the lives and way of life of most of the original 

inhabitants - people, flora and fauna. Yet as a symbol, Kauffmann's image also 

conveys hope. If the giant gums had died out altogether, there would be nothing left to 

photograph except leaness corpses. These may remind us of our own mortality, an 

association that occurred in the eighteenth century to the English poet William 

Cowper. (1731-1800) In 'The Poplar Field ' he dreaded the rail of the poplar trees 

because it reminded him of his own approaching end.m But survivors have the 

chance to regenerate the species, and hold out hope for the future. Kauffmann's 

survivor has stored life-giving sunshine as a source of energy, which assures its own 

life, and that of its successors. 

SIO Knocpnm<lchcr and Tennyson, 1977, p. 490. 

Sl l Knocpnmachcr and Tennyson, 1977, p. 497. 

512 Kirchhoff, 1977, pp. 246-258. 

m Thomas, 1983, p. 213-214. 
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The Survivor is an heroic tree, portrayed in much the same way as those in The 

Majesty and Beauty of the Australian Gums. That this was a popular way of 

photographing trees may be seen from another collection, published in 1950, 

Australian Treescapes. ~t4 Most of the studies were, 'by the veteran photographer, 

Harold Cazneaux', and were representative of, 'his special study of native trees' 

carried out over his working [ifetime . ~tj The book was particularly concerned with the 

representation of beauty, and many of the images are of trees, 'of unknown antiquity 

which came to maturity generations before the first white man set foot on Australian 

shores.'~t6 

Pictorial photographers portrayed trees that were neither majestic nor beautiful less 

frequently . In England, certain species were thought to signify hidden mysteries, and 

ancient ones in particular often engendered feelings of sp iritual and religious awe.~J7 

Some tree-lovers in Australia thought that the local varieties lacked such qualities. 

Elyne Mitchell , writing in Australian Treescapes, argues that, 'one does not often feel 

that an Australian foresl is haunted, not like the deep conifer woods of North America 

and Europe, .:'ill! This view was evidently not shared by Max Dupain when he took 

Weather of 1'arlarus, 1933 . (Fig_ 40 a) Although the hand working of the print 

~ 14 Mitchell, 1950. 

~ 15 Milchcll. 1950, p. 8. 

516 Mitchell , 1950, p. 8. 

517 Thomas, 1983, p. 216. 

m Mitchell, 1950, p. 13. 
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contributes to the drama, it is the subject itself, the weirdly expressive trees with their 

dead branches etched against the stormy sky, that makes the image so effective, and 

haunting. ~19 'What hellish weather', the viewer might be tempted to think without 

knowledge of Dupain's title. And it was just this quality that Dupain saw when he 

took the picture and called it Weather of Tarlanls because Tartarus, in Greek 

mythology, was a place of punishment even worse than Hades. Here, as legend had it, 

the defeated Titans who had revolted against the gods of Olympus were cast, bound in 

chains. As Hesiod put it in his TheogoflY: 

it is there alllong impenctrablc shadows and roul vapours, at the vcI)' end of the world, lhat the 
Titans, by the will or thc heavens, arc buricd. $20 

Zeus, in Homer's Iliad, describes Tartarus in these terms: 

the gloom or Tartams. rar, rar, away whcre the deepest of all chasms yawn below the world, 
whcre thc Iron Galcs <lfC and the Bnl",cn Threshold, as far below Hades as the earth is under 
hcavcn .~21 

The Titans sutTered hellish weather indeed, and although Dupain's picture could stand 

on its own, with the title added it becomes a highly charged allegory of death and 

$19 Crombie, 1993, p. 2. 

S20 Larousse, 1959, p. 96. 

S21 Homer, 1986, p. 145. 
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punishment, which was the artist's expressed intention.s22 And what better symbols to 

suggest such a notion to him than the dead trees? 

John Kauffmann, too, would not have shared Mitchell's view when he took Victory. 

before 1919. (Fig. 40 b) Victory. like The Survivor, was reproduced in The Art of John 

Kauffmann, where the caption to the plate calls it: 

A dramatic arrangement of weirdly fantastic branches and twigs. H is an artistic expression of 
[he 'spirit ' of the li-trcc. The bold impressionistic treatment adds great ly to the charm and 
mystery of the subject. m 

The most obvious association here, which equates the 'V's made by the tree trunks 

with the recent outcome of the Great War, is not necessarily the only one available. 

Where The Survivor conveys a sense of the immense space oflhe Australian continent 

and suggests links with creation and the eternal , Victory speaks ofa world that is 

closed and secretive. Leslie Beer, who wrote the descriptive caption quoted above, is 

right in equating 'mystery' with the 'artistic expression of the 'spirit' of the ti-tree'. The 

nature of the mystery is contained in the profound silence suggested by the visual 

image. Hardy stressed the physical connection between trees and human lives in 

England. If we extend the parallel here, there is a connection between, 'the 'spirit' of 

the ti-tree' and human spirits . For some the image may be read as a silent and 

m Crombie, 1993, p. 2 . 

m Beer, 1919, caption to Plate 11. 
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mysterious memorial to the dead in the recent war. For others the tree commemorates 

the people who formerly owned and loved the land. 

For many, ti-trees were as much a dist inctive representation ofa uniquely Australian 

environment as the great gums. Some Pictorialists, indeed, devoted a large part of 

their output to the study of the eucalypts and the ti-trees .524 Many such pictures of 

trees, like the ones discussed here, had human associations. These may be obvious 

from the choice of subject, or the work's title. lfKauffmann's Victory can be read as a 

memorial to the human spirits who inhabited Australia before European settlement, 

where are the Pictorial photographs of those spirits' descendants? They are strangely 

absent , and possible reasons for this will be discussed in the next chapter. 

Pictorial photographers sometimes used trees as accessories. H. Cart right in hi s MOUIlI 

WelliI1Klol1, Hoharl, Ta.\'monia, before 1909, (Fig. 41 a) employs them as a framing 

device. The main subject of the picture is the mountain itself. The trees, important 

though they are in the picture's composition, and despite the amount of space they 

occupy in the rrame, are secondary. They act as an avenue, albeit of uneven 

proportions. This has the effect of drawing the eye on to the main subject in a way 

that is much more effective than if the mountain had been photographed 'plain'. Of 

particular interest is the way in which the overhanging branches of the large tree on 

the right have been used to frame the top edge of the picture . This brings the eye 

524 Charles Mcrficld, for instance, a Vice-Prcsident, judge and lecturer at the Working Mens' College 
Photographic Club, who was active in the period before and after the Great War. Elliott, 1991 a, p. 7. 
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down into the picture; without this there would be too much sky. The photographer 

has thus overcome a common difficulty for the landscape photographer when 

attempting to capture relatively distant subjects. 

It could also be argued that Cart right is using trees here as formal devices, and that the 

picture can be read in two ways. There is the mountain whose significance is 

underlined by the title, and the abstract patterning formed by the trees. This effect is 

quite difficult to achieve with trees in the Australian bush, as many artists have 

attested. Victor Cobb, the etcher, noted that English trees and foliage were much: 

more filvourablc and tractable for the elcher on account of the fact that their contours are bold 
and decided, the foliage denser and stronger in colour. and the shadows clearer and well 
defined .·~ 25 

The key point here for the photographer interested in the tree as a formal device is the 

reference to Australian trees' lack of contours. Australian trees may be picturesque, 

and consequently afford good opportunities to the Pictorial photographer. 526 On the 

other hand they arc unruly, and tend to untidiness. To English eyes who preferred, 

'trees with the heavy magnificence of an English dinner, and often as dull' they were 

always a ditTicult subject. 527 As Cobb put it, 'their forms (are] most elusive and 

S2S Cobb. 1987, p. 41 . 

S26 Photograms of the Year 1910, pp. 10·11. 

m Stephens, 190 1 . 
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subtl e, . ~28 This is the reason why. when Australian Pictorial photographers became 

interested in explo ring and exploiting the fonnal qualities of their natural landscape. 

many of them favoured either impo rted exotics. or the few Australian trees that 

resembled them such as the Cypress Pine, Callitris columellaris. '29 

J .E. Paton's 111 Stately SjJ/elldour, before 1926, (Fig. 41 b) is a case in point The 

Cypress trees, whether imported or native. have obviously been chosen for their lack 

of subtlety. This is not a criticism - the way in which the line of trees marches across 

the picture frame is effective. But the qualities to which the photographer draws the 

viewer's attention are the opposite of elusive. Moreover the effects could have been, 

and frequently were, captured by workers in other parts of the world. A study of the 

photographs reproduced in the English Amateur Photographer & Photographic News 

from the turn of the century on confirms this impression. So even if the Cypresses are 

Australian natives rather than imports, the impression conveyed is not at all 'typically' 

Australian . Without knowing the photograph's o rigin, the viewer might opt for a 

location in Europe such as France or Germany. 

This tendency to photograph Aust ralian trees as if they came from somewhere else is 

also seen when the image concentrates more on the picturesque than the formal 

qualit ies ofa composition. W.H. Moss's Sunshine in Woods, before 1906, (Fig. 42 a) 

m Cobb, 1987, p. 41. 

529 MitChell, 1950, p. 31. 
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again captures a group of trees, but the effect sought is different from the one 

attempted by In Stately Splendour. What the photographer is aiming for here is to 

draw attention to the way the trees make contrasts in light and shade. In this sense, 

they are used in a creative role; the trees themselves are less important than the effect 

they produce. Thi s is emphasised by the way that the picture has been cropped from 

the top, which draws the viewer's attention towards the ground and away from the 

canopy. It is true that the arrangement of the tree trunks does have an element of 

formal patterning, like 111 Stalely Splendour. Again this is achieved by photographing 

trees that are symmetrical and tidy, as in Europe, rather than undisciplined and untidy 

as many Australian trees are. 

Pictoriali sts were prepared to photograph trees that were untidy and lacked symmetry, 

but when they did their motives differed from those just discussed. Sunshine in Woods 

may be contrasted with W. Churchill Fisher's Across the Creek , before 1909. (Fig. 42 

b) The style of Acros.\·the Creek follows a more reali stic tradition than some of the 

other photographs so far considered in this chapter. It is less carefully arranged, and 

there has been no attempt to conform to Pictorial rules of composition. There is, for 

example, no clearly defined main subject, and the different elements of the picture 

overlap. Rather than symmetry, it seems that the photographer has chosen to 

concentrate on the lack of it. As opposed to the tidy park-like forest floor in Sunshine 

i ll Woods, the foreground of Across the Creek is covered with natural debris. One 

reaction is that Churchill Fisher has chosen to photograph a natural Australian 
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landscape as might anyone who wants a holiday record , But this picture was taken by 

a prominent Pictorial photographer, who would be expected to tidy up his 

composition by cropping the details out of the bottom of the frame in order to create a 

more pleasing aesthetic result . The fact that he did not leads me to wonder why. 

The answer, in this picture specifically, but also in the case of other Pictorial 

representations of trees, is that the image is coded. It is true that the creator of Across 

the Creek has left few direct clues - no suggestive title, for example - as to why he 

chose to show such an unadorned landscape. One possible motive is to draw attention 

to the tenacity with which trees in the Australian bush cling to life, however hostile 

the elements. In this case the danger comes from the erosion caused by constant 

flooding which has bared ancient roots, normally hidden. Despite the increasing 

danger of being washed away, the trees hang on stubbornly. Another possibility is that 

Churchill Fisher may have had the same kind of broad conservation motives that have 

been discussed in this section, and that he wanted to contrast a completely unspoiled 

bush scene with what happens when the saw millers move in . 
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Chapter 2: Illuminating the Subject 

Photographing di stinctive Austral ian trees was one way in which Australian workers 

could take advantage of their own, unique environment . The work ofPictorialists, 

mainly British, in India shows another approach, in particular their interest in 

recording the lives of the ind igenous people. Gascoigne Lynde's The Daily Round, 

The Common Task, c. 1909, (Fig. 43) was an entry in the 1909 'Exhibition of 

Pictorial Photographs by Colonial Workers' in London. The Amateur Photographer & 

Photographic News, speaking of the characteristics of the different work on view said, 

'Indian work, again, has characteristics which may be described morc as of subject 

than treatment. The same may be said of contributions from H ong Kong and 

Ceyl o n .'~:10 Lynde was singled out, amongst a handful of photographers from 

different colonies, as one who showed di stinct evidence of originality of outlook. B I 

The Daily ROllnd, The ('ommon Task, one of two of Lynde 's works which were 

reproduced rrorn the exhib ition, had been 'more than usually successful, and . . 

awarded hono rs at several exhibitions.'H2 

HII Amaleur Phot0i!.rnpher & Photographic News, July 13, 1909, p. 36. 

HI Amateur Photographer & Photographic News, July 13, 1909, p. 36. 

m Journal o/the PhotographiC Society 0/ India, February 1909, p. 25. The photograph was also 
illustrated in this journal. Lynde's oUler photograph from the exhibition, reproduced in the Amareur 
Photographer & PhotographiC News, was Evening on rhe Hooghly, which adorned the cover of the 

issue of September 7. 1909. 
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In this photograph, the treatment, described as 'sympathetic' by the Journal of the 

Photographic ~)'ociety of India, throws light on the subject, rather than drawing 

attention away from it by restricting the tonal range. S33 In particular, the face of the 

figure on the left is lit in a way that emphasises her concern for her task. The rules of 

composition, relating to balance and proportion, so important to a Pictorial image, are 

adhered to . The two figures have a pleasing symmetrical relationship with each other, 

and although the one in the foreground is centred, the balance is redressed by the way 

in which the second figure is placed on a slightly higher plane, thus shifting the 

viewer' s eye away from dead centre. The important thing is what is happening in the 

picture; the action, allied to the title. leaves little to the imagination, and the process 

assists this. Although the overall tone is low, the strongly lit sections emphasise 

graceful actions and fluid movement, particularly the woman's face on the right, and 

the arm of the woman on the left. as she lifts the water vessel. The title brings 

everything together . We are watching poor, working people. We are being asked to 

empathise with their work, and to understand that where there is poverty, the worst 

effects of it can be overcome if people cooperate with each other, to lighten the 

burden. 

The photograph also suggests that there can be beauty, and nobility. in poverty. No 

doubt Lynde was aware of the harsh reality facing the poor in India; he chose not to 

face it. In portraying beauty, particularly by the dramatic use of light and shadow, he 

m Journal of the Photographic Society of India, February 1909, p. 25. 
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was reflecting a concern with the picturesque above all, which was an abiding theme 

of Pictorial photographers. This had also been the dominant factor influencing British 

artistic perceptions of India; as such it was Lynde's artistic heritage.B4 Both the 

landscapes and the people of India had enabled painters, and photographers, to further 

the cult of the picturesque which originated in 18th century Btitain.~m Monuments, 

temples, ruins, and above all the people of India, colourful and exotic to Western 

eyes, were ideal raw material. SJ6 Added to this was the part played by Indian light: 

The dramatic usc of light and shadow, also a sine qua non of the picturesque, called for 
considerable ingenuity on the part of artists painting in the dull light of Britain. In India, on 
the other Iltllld, there is always a contrast betwccn bright sunlight and the deep shadows, 
except around noon:~·17 

Australian light, at least in summer, would also have suited the Indian approach to the 

picturesque, and there is evidence that Indian work was known in Australia. At the 

September 1900 meeting of the Tasmanian Camera Club, 'the schedule of the 

Photographic Society of India was handed round"B8 Much Australian work, on the 

\ .1·1 Peterson, [<)97, p. [X . 

q ~ Pratapaditya Pal and Vidya Deheija quole W.H. Pylle, in 1815: 'it has become the prevailing taste of 
higher families to explore the country ill SCllrch of the picturesque.' They note Ihal William Gilpin's 
paintings of Ihe English Lake Distriel were transformed to present an acceptable, imaginary, 
picturesque landscape . 'India, on Ihe other hand, unfolded before the artist's eye all of the clements that 
he formerly had to conjure up from imagination al home.' Pal and Dehejia, 1986, p. 97. 

536 Pal and Deheji:l, 1986, pp. 97-98 . 

5) 7 Pal and Dehejia, 1986, p. 98 . 

H R Australasian Photographic Review, Seplember 1900. Information about early Pictorialists in India is 
not easily obtained, and the history of the early pioneers has yet to be written. The Journal a/the 
Photographic SoCiety of India published monthly from 1888-1926. Its usual practice was to reproduce 
only one illustration per issue, chosen from those senl in by members oflhe Society. Journal o/the 
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contrary, was under the influence of what Jack Catc called 'European Twilight,.539 

This school had a different idea about 'the dramatic use of light and shadow'. James 

Craig, writing about the problem in an English article, which was run by the 

Australian Photographic Journal in 1901, believed that in many subjects the tonal 

range of light and shade was too extended for representation on paper. He favoured 

modifications in the darkroom, which would restrict that range in such a way that the 

eye found the result natural. He also thought that a picture with a rest ricted, and mo re 

subdued, tonal range, was often more pleasing.540 

Beauty and the Picturesque 

Both these approaches were attempts to capture what was considered beautiful. 

Sadakichi Hartmann, a frequent contributor to Alfred Stieglitz's Camera Notes and 

Camera Work, wrote in Camera NOles in 1902 about a series of photographs taken in 

the Jewish quarter in New York by Ed . & E.C. Heim.541 He argued that the 

picturesque is not only about the more obvious beautiful subjects, and said : 

Thc Hcbrew quarter is undoubtedly the 1110s1 picturesque part of New York City, ie., the one 
whi ch !cJ lds itself 1Il0S1 e,lsily to artist ic interpretation . .. lIs very dinginess and squalor 
render il intc resting. For filth - disagreC<lble as it is in aClUa l conlact- is the grc<lt harmonizer 

l'h%graphic: Socie~v oj India, September 1909. A number of these are Pictorial works, by artists like 
Lynde , bUI Ihere seems to havc been liule auemplto do more than acknowledge, and list very brief 
details aboullhe picture and its milker. Thc main activity of thejoumaJ was to reproduce material from 
photographic journals overseas. 

5)<) Cato, [979, (fi rst published in (955) p. [64. 

5~O Craig, 1901, p. 131. 

5H Allan, 1902 b, p. 144. Sidney Allan, as previously mentioned, was a pseudonym frequently used in 
Hartmann's writings about photography. Roberts, 1997, p. 3 1. 
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in the pictorial arts, the wizard who can render every scene and object - even the humblest one 
_ picturesque. H2 

That he intended no condescension may be seen from the parallels he drew with 

Rembrandt and Whistler. He cited the example of Whistler's Thames etchings: 

they will show you that a modern dwelling, clean and comfortable, can never have the same 
pictorial fascination as a ramshackle structure in some waste locality of the river fronlage, the 
haunlS of vag'lbondagc and paupcrism.S~3 

By such a definition, the picturesque could be conventionally beautiful, as in Lynde's 

image, but need not be. This would have allowed Australian Pictorialists to depict 

images of squalor rather than beauty. No doubt there were plenty of subjects to hand, 

which might have substituted for imitating English misty morning effects, but it 

seems that Australian photographers even preferred their filth to be foreign. Baker & 

Rouse ' s reviewer said ofMrs.Wm. Smith's The Snake Charmer, (Fig. 9) 'it presents 

arti stically but faithfully all the garish opulence of the East with its contrasting 

squalor turned to romance by the glare of the midday sun . '54~ 

As in Lynde 's photograph, light is used in The Snake Charmer to emphasise the 

subject. Whether or not the sunlight turns squalor to romance here is a matter of 

1--12 Allan, 1902 b, p. 145. 

543 Allan, 1902 b, p. 145. 

544 E.H.W., 1909, p. 68. 
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opinion. Equally a matter of opinion is how unbiased the reviewer could be in view of 

the fact that he was writing for the donor of the Trophy. The fact is that the prize went 

to a photographer who had submitted a foreign, rather than a typically Australian, 

scene.H~ 

Images and the Exercise of Power 

Another way of looking at Lynde's image is to recognise that the photograph is an 

assertion of British, rather than Indian beliefs and values.~46 Created for the white, 

Western viewer, it creates an impression of , us' looking at a timeless, static image of 

' them'. A reality has been created as 'we' would like to see it, which avoids the issue 

o f whether the subjects have hi stories, lives and customs, beyond the photographer's 

construction. This created reality relies heavily not only on colonising attitudes, but 

also upon something quite alien to most Indians, a Western concept of classical 

beauty. The figures here echo what the painter William Hodges said about his 

po rt rait s of Indian people, 'to a painter's mind, the fine antique figures never fail to 

present themselves, when he observes a beautiful female form ascending these steps 

c h ' , ~47 
1 rom t C fi ver. 

545 The prevailing nole of lhe exhibition was 'Australian life, incidents, scenes and types.' E.H. W., 

1909, p. (,6. 

546 Pal and Dchcija, 1986, p. 16. 

S47 Quoted in Pal and Dehcjia, 1986, p. 129. 
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Descriptions of women at the wells and rivers, were also a favourite theme in Anglo-

Indian literature. S48 This ability to construct a representation which answers to the 

viewer's agenda, and ignores that of the viewed, is what creates the unequal power 

relationship between the two. It stressed the point that The Raj was fundamentally 

about the preservation of structures of power and British superiority.S49 This may lead 

to an understanding as to why Indian expatriate work of this period, as well as that 

from Hong Kong and Ceylon, came to be subject -oriented. The image is a 

picturesque scene of a conquered people, firmly anchored in a discourse of colonial 

appropriation and power. This echoes Edward Said's theory of Orienta I ism, which he 

saw as an imperial vision of domination fixing the identities of others. For Said. 

Oriental ism is the expression of a power relationship emanating from those in the 

West who analyse, teach, paint, or reproduce a view of 'the Oriental' , exercised by 

the coloniser over the colonised subject. sso 

~·III Pal and Dchcj ia. 11)86, p . 129. 

~~<; Pal and Dchcija, 1986, p. 81 . The analysis in this section is indebted to, and fo llows, Linda 

Nochlin 's lIr1iclc 'The Imaginary Oricnt.' Noelllin, 1983. 

5~() Said. 1995, p. 3 . Said 's llnalysis mainly applied to what he called ' this militant' Islamic Orient. Said , 
1995, pp. 74-75. He points oulthatlndia was ncvcr a threat to Europe in the same way that rslam had 
bee n, and implies th,lt there w.tS no need for the same general assertion of European superiority. Said, 
1995, p. 75. Bcc<'luSC a large, indigenous conqucred colonial population is a lways a threat to the 
occupying power, Said 's idc.1S about the purpose and power orOrientalist representations, whilst not 
specificall y including India , may be extended legitimately to the Raj . Partha Chatterjee's reaction to 
reading Said's book was: 'I was struck by the way Orienlalism was implicated in the constructions not 
only orthe ideology of British colonialism which had dominated India for two centuries, but also of the 

nationalism which was my own heritage.' Chatterjee, 1992, p. 194. 
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Power and Absence 

For Englishmen in India, the conquered 'Others' were Indians. For Australians they 

were Aborigines, and with this similarity, Australian Pictorial ism might have 

developed, at least partly, in the way that it had in India. Major nineteenth century 

photographers like John Lindt, had photographed the Aboriginal people extensively, 

although Lindt 's imagery has subsequently been characterised as ethnographic 

stereotyping. 55] Lindt 's pictures were, arguably, much more than record shots, but 

many nineteenth century photographs fulfilled this kind of function, where visibility 

and representation had collecting aims embedded in the contemporary fascination 

with anthropology and tourism.552 As Jack Cato pointed out in an article in the Age 

/,ilerary S'upp/emenl in 1963, 'When I began to collect all the old photographs I could 

find of our aborigines, I was amazed at the numbers of them stored in our State 

Libraries'. II was not just the photographers, he thought, who were fascinated by, 'our 

wild tribes then living in a stale of nature'. The subjects liked being photographed, and 

for a small consideration, 'were prepared to pose all day.553 Cate's thesis in this article 

was that for the camera reportage to be possible, 'there had 10 be friend ly feelings on 

both sides', and he is at pains to refule the suggestion that the Aborigines were subject 

to , 'neglect and ill treatment by our ancestors,.5H 

5\1 Reid, 1995, p. 7 . 

m Griffit hs, 1996, pp. 24.25 . 

553 Cato, 1963, p. 7. 

55~ Cato, 1963, p. 7. 
185 



Few people today would accept Cato's hypothesis. Neglect of Aboriginal imagery by 

Australian PictoriaJists, is therefore a legitimate area for research. Although 'Typical 

Australian life' in the genre class of the 1909 Exhibition of the Victorian Affiliation 

had included 'Natives', such Pictorial images at this time, whether original prints, or 

reproductions in photographic journals, are uncommon. 555 This omission becomes 

more interesting when one considers that photographs of Aborigines continued to be 

seen at thi s time in press photographs and in books. The work of Francis Birtles, 

(1883-1941) provides an example. Between 1907 and 1908 he travelled 8,300 miles 

throughout Australia o n a bicycle. He took a large number of photographs, using a 

camera provided by Messrs. Harringtons Limited. Some of these were published, 

along with a series of commissioned narratives, in the Auslralian Photographic 

JOllrnal. ~ '6 As part of the record of his journey, Birtles took photographs of 

Aboriginal people. 'Wildjel/ows', Northern Terrilory Blacks, 1908, (Fig. 44) is one 

such instance. There is no attempt here to romanticise the two hunters, or their 

situation. Power resides within the representation - the Aboriginal hunters are very 

much in command, even if the ti tle suggests otherwise - rather than being articu lated 

rrom outside and exercised on the viewers ' behalf The photograph also speaks of the 

relationship which Aboriginal people have with the land, drawing from it both 

spiritual , and as in this case, material sustenance. The image also recalls the 

m E.H.W., 1909, pp. 7 1-72. 

SS6 Birtles, 1908, p. 303. 
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independence so many Aborigines had lost - the 'Wildfellows ' are not shown captive 

to European power or influence.~" 

Birtles was a serious photographer and other, consciously Pictorial, work by him was 

illustrated from time to time in the photographicjournals.~~l1 In reproducing 

'Wild fellows', Northern Territory Blacks, as a photo-eng raving, the Australian 

Photographic Journal chose the one image Birtles took on this trip that had more than 

just documentary interest. This becomes clear on an examination of the eighty-four 

photographs reproduced in his book of the trip, Lonely Lands: Through the Heart of 

A IIslralia. These are simply poor quality record photographs.~~9 What also becomes 

clear on reading the book, is that the sympathetic impression conveyed by 

'Wildjellows,' Northern Terri/ory Blacks is accidental. The purpose ofBirtles' trip was 

to discover whether it would be possible to settle a white population in Northern 

Australia as protection against, 'the Asiatic hordes.'~60 His attitude to the indigenous 

people is very characterist ic of the period. He calls them 'niggers', and when 

discussing their eating arrangements writes, '} suppose that was hut an added evidence 

of how low they rank on the scale of civili sation.'~61 

~ ' 7 With the possible exception ofwh.1I is implied by the capt ion. 

\5\1 For example. An I~xcursion Steamer, Brisbane, in theAustrafasian Photo-ReView, Apri[ 22, [910, p. 
202. [n the book of the trip. he says that he has, 'dabbled a little' in photography, and devotes a section 
to exposure v(llucs and developing. Binles, 1909, p. G. 

5S9 Birtles, 1909. 

S60 Birtles, 1909, p. 4. 

561 Sinies, 1909, p. 84. Harringtons' Photographic Journal, as LheAustra/ian Photographic Journal 
became in 1910, in 1914 and 1915 reproduced another series of documentary photographs, which 
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This may be contrasted to the situation in New Zealand, where a different kind of 

history had developed between settlers and the indigenous Maori people. As a result 

of the New Zealand Wars, (1845-1872) the two sides 'came to gauge each other's 

manly calibre, and came, finally, to respect each other for the capital virtues that only 

trial of war can bring to mutual view.'~62 A well-known local Pictorialist, Frank 

Denton, (1870-1963) reflects this feeling of respect in his studies of the Maori people. 

Denton's Young New Zealalld, c, 1905, (Fig. 45) is notable because the title proposes 

the image of indigenous people as a trope for the country's hopes for the future, 

This attitude is far removed from the feeling expressed by Birtles, that Australian 

Aboriginal people were beyond consideration, This may be the reason that most 

Pictorialists avoided them. Not only were images of the indigenous people not 

considered picturesque, they positively repelled most 'sensitive' white viewers. In 

1911 the AII.\'/ralasian Ph%-Review reported a meeting of the Working Men's 

College Photographic Club which reviewed the slides to be sent to England by the 

Victorian Affiliation, They were noted to be almost equally divided between the 

educational and the artistic: 

the whole being fini shed oJTwith a group or Australian aborigines, whose sleek appearance 
may possibly upset thc equilibrium of any raint-hearted intending emigrant who may happen 
10 sec Ihcm:~('·l 

included images or indigenous people, laken by Birtles on a Lrip to the Gulf ofCarpenlaria. 
Harringlons' Photographic Journal, December 1914, p. 408. 

S62 Cowan, 1955, (firsL published in 1922) p. 2, 

56] Australasian Photo-Review, Septcmber 1911, pp. 530-531, The word sleek, in this contexL, 
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Here the group of Aborigines is written out of both educational and artistic discourses, 

in striking contrast to the situation in India. An interesting archive from the sub-

continent has recently been discovered, which demonstrates this point. Around 1910, 

Thomas Blow, the English Pictorialist, visited India and took a large number of 

photographs. Fifty of these, recently offered at auction in New York, were contained 

in an album. The catalogue entry reads: 

the majority lor photographs I focusing on members of the country's lower caste, including 
somc remarkably compassionate and unsentimental images of children, as well as scencs of 
vil lages, laborcrs and architcclurc.564 

Jack Cato would no doubt have argued that these photographs also evidenced a happy 

state of relations. But the reason why there were so many photographs of ' our 

aborigines' in the Australian archives when Cato started hi s search, may have had 

little to do with this. More cred ible is the fact that 'our aborigines' were being 

portrayed as curiosities, and for evidence of'our power' over them. Cato writes 

approvingly about those who were: 

educated and worked hopliclds, market gardens, and othcr agriculture. Under a white leader 
Ihey lIlan,lgcd and administered thesc cstates. Thcre are photographs of these men. They 
becamc quite conccited about clothes and were as well groomed as any group of shire 
cou nci llors.:w 

presumably meant that they had an 'oily, plaslercd-down look'. Chambers Twentieth Century 

Diclionary, p. 1270. 

SM Swann Galleries, 1998, item 334. The photographs are all platinum prints, 15 x 10 cm. 

S6S Cato, 1963, p. 8. 
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This purported to describe conditions in the middle of the 19th century. If there was 

any truth in what he said, things had certainly changed by the early 19005. Racial 

fears, and in particular anxiety about miscegenation, had become increasingly strident 

by then. 'Australia for the white man' was the slogan, an idea promoted especia!Jy by 

the Bul/etin, which believed that the country's 'white descent' and 'purity of race' were 

paramount considerations. ~66 The Bulletin's voice carried particular significance for 

practitioners in the arts, because at the turn of the century, according to Lindsay, it 

was: 

the only cultural centre this country possessed. It dominated opinion wherever people were 
looki ng for an intciligent outlook all life and art. 11 had startled into being a genuine urge of 
nationalism landl it maintained a high standll rd of prose and poetry.56; 

One characteristic of the 'urge of nationalism' the Bulletin had 'startled into being' was 

a racial paranoia inherited from the Old World, with an Australian inflection. The 

s logan 'Austra lia for Australians' appeared on the masthead of the paper at the time, 

and the journal's contents made it plain who these Australians were. Not 'niggers', not 

'Japs' and not 'Chows', but: 

White evermore 
Inland and shore 

While in our dealings and White althe core.S611 

S66 Bulletin, June 8, 1901. 

S67 Lindsay. 1965, p. 12. 

S68 Bulletin, April 1901. 
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The State of Queensland was a particular focus of interest, because of the importation 

of, 'the cheap foreign nigger ... Kanakas, Chinese, Hindoos, Japanese, etc.,.'69 Many 

of these, especially those described as 'Kanakas', who came from the Polynesian 

Islands, had been forcibly impressed to work the cane plantations. "0 

The Bulletin argued that its objection to non-white races was only incidentally about 

colour. The main point of contention was that, 'the whole Asiatic, African and Kanaka 

tribe', worked for wages far below those necessary to sustain the civilisation enjoyed 

by Anglo-Saxons. {fthey, in order to get work, had to come down to the same wage-

level, then their civilisation-level would fall accordingly. The other objection 

advanced by the Bulletin centred upon racial intermarriage. The products of such 

unions were seen as having, 'many of the vices of both its parents and few of the 

virtues of either.,571 It disingenuously said that if a black, brown, or yellow race in 

Asia or Africa could be found that had, 'as high a standard of civilisation and 

intelligence as the whites', and that CQuld, 'intermarry with the whites without the 

mixed progeny showing signs of deterioration, (hat race is welcome in Australia 

regardless of colour.,s72 

.~,,<) /Julie/in, July I\)() I . Raeiill prejudicc against immigrants had a long history in Australia. Chinese 
labourers were first brought 10 Sydney in the 1830s. Many more emigrnnts from China were attracted 
to the gold discoveries in the 1850s. Cannon, 1971, pp. 222-223. Whites instigated clashes on the 
goldfieldS. prompted by envy. There was a major incident in 1861 , when many Chi nese were 
Jll~lssacrcd by white miners at L..1Inbing Flal, NSW. Cannon, 1971, pp. 236·237. 

510 Bulletin, February 190 I. The kidnapping and virtual enslavement oftlle Island people in this way 
was known colloquially as 'blackbirding'. 

S11 Bulletin, June 22, 190 I. 

S72 Bulletin, June 22, 1901. 
191 



Statistics which demonstrated, 'the enormous increase in the cheap foreign nigger in 

Queensland', which it called, 'the happy Piebald Land' were closely analysed and 

discussed. H3 What is clear from such discussion is the fact that only 'the imported 

brown man' and hi s descendants were considere<1.!i74 Indigenous Australians were 

ignored . They rated no mention for the obvious reason that they posed no economic 

threat. They were not working in the canefields, or anywhere else, for wages that 

might threaten the level of civilisation enjoyed by whites. The racial prejudice 

extended to non-whites at the turn of the century on mainly economic grounds, 

reinforced existing white attitudes of ignorance about, and indifference to, the 

Australian indigenous population. In the climate of racial prejudice fomented by the 

Bulle/in, it would have been very difficult to promote a more sympathetic attitude to 

black Australians. There was, on the other hand, nothing specific to hate them for, 

even allowing that their life-style did not accord with 'civi lised' ideals. So it was 

easiest to pretend that they did not exist, which is exactly how 'artistic' photographers 

operated; they ignored them. As Alan Trachtenberg put it, when discussing the 

photographic record of the American Civil War it, 'tends to banish blacks to the 

, f ' 'b' l' ,H!i margm 0 VIS] Iity . 

m JJulletin, February 1901. 

51~ Bulletin, July 1901. 

'75 Trachtenburg, 1989, p. 110. 
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Portraying the 'picturesque' Aborigines, and their environment, in Australia might 

have been an option for the development of a distinctively Australian Pictorialism. 

Conditions of light, and the material at hand, would have allowed Australian work to 

follow the lines of Indian photography. Whatever qualifications are made about 

Indian Pictorial work at the tum of the century, it did have distinctive elements. 

Photographers like Lynde may have represented India in specific ways fo r a Western 

audience, but at least acknowledgments of the Indian subjects were there to start with. 

What then could be distinctive about Australian Pictorial work, if it seemed to avoid a 

major source of typical Australian subjects? 

Pioneers and Pictorialists 

It might be argued that Australian Pictorialists did specialise in 'typical AustraJian 

subjects' . After all, many Pictorial photographs have a bush setting. However this is a 

narrow view of what constitutes 'distinctive work' . Although the Australian bush is 

typical of the cou ntry, and distinctive, it is a limiting subject for the photographer. For 

instance, a gum tree composition by one Pictorialist, suitably altered for 'atmosphere" 

does not differ markedly from another's. Repetition of identical subjects quickly sates 

the viewer's appetite for them. As Jack Cata put it, when arguing in 1953 that Pictorial 

photographers should, 'Extend the Subject Matter', 'an exhibition of many such 

pictures, no matter how beautifully handled, could make boredom an almost mystical 

experience.'!i76 This is not least because such images are often what Roland Barthes 

H e; Calo, 1953, p. 337. 
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called, 'weak in respect ofmeaning,.:m Barthes argued in 'Rhetoric of the Image' that, 

'general opinion too has a vague conception of the image as an area of resistance to 

meaning', and that many people view photographs simply as a're-presentation,.HS 

Barthes develops the idea that the photographic message is both 'denoted', the literal 

reality portrayed, and 'connoted', inferred, symbolic, coded. '79 To make his point, he 

drew particular attention to advertising images because, 'in advertising, the 

signification of the image is undoubtedly intentional,.'8o 

But even without intemion on the photographer's pan, clearly some images have 

stronger rheto rical, or 'speaking', positions than others do. Barthes also argued that 

images are polysemous, 'they imply, underlying their signi fie rs, a floati ng chain of 

s igni fied s, the reader able to choose some and ignore others,.'SI In the case of bush 

images produced by Pictorial ists concerned above all with delighting the eye, the 

signifieds are limited. But another way to photograph the bush is to concentrate on 

dramatic narrati ve, rather than producing pleasing images. For instance, one 

int imately associated with European hi story in Australia was that of the pioneers and 

their struggle to open up, and gain a living from, the land. If Australian Pictoriali sts 

m Bartl lCS. 1977. p. 32 . 

.\7K Ba nllCs, 1977. p. 32. 

nil This reduces Bllrtlles' argulllcntlo its simplcst fonn. He dcveloped a series of sophisticated 
variations on the thcme in 'Thc Photographic Message', and 'Rhetoric oCthe Image', Barthes, 1977. 

sao Barthcs, 1977, p. 33. 

SSI Barthes, 1977, p. 39. 
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were reluctant to photograph the indigenous people, perhaps they would be more 

interested in narratives of their own history. 

To a limited degree, this was so. Certain prominent photographers specialised in, and 

were well known for this type of work. George Bell, for instance, was a press 

photographer, whose pictures were jllustrated in a series published in the Australian 

Photographic Journal, entitled 'Our Artistic Workers' in 1908 and J 909. 582 Bell at 

this time was mainly published in the Sydney Mail, where he was on the art staff.~83 A 

native of Cornwall, after some years at sea, he became Surveyor to the Victorian 

Government Engineers, which gave him plenty of time and opportunity in the field to 

indulge his hobby of photography. In 1890, he joined the 'Victory Expedition' to New 

Guinea organised by the New South Wales Government, in conjunction with Burns 

Philp and Co . 'Many fine pictures' were taken on the expedition, and therefore Bell 

was, 'acquired by Me Ken)' of the firm Kerry and Co.' as a field photographer. 

Charles H. Kerry, orSydney, specialised in selling 'view' photographs to the public, 

'and had done as much as a whole Government department to advertise Australia 

through the camera,. ~H4 

S112 'Valdon', December 1908. 

YlJ Australian Photographic Journal, August 1908, p. 239, and December 21,1908, p. 361. 

584 Australian Pho(ographicJournai, December 21, 1908, pp. 359-361. 
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Bell's background in 'view' photography and reportage, pre-dated Pictorialism which 

only arrived in Australia in the late 1890s. It was consequently quite different from 

that of a photographer like John Kauffmann, whose aim had always been to make a 

living, not through reportage, but by the production of , artistic' work. ·m So different 

was it that one might be forgiven for asking whether Bell fitted the description of an 

'artistic' photographer at all. This, naturally, depended upon how 'artistic' was defined 

in this context. Whatever anyone else may have thought, the Australian Photographic 

Journal was in no doubt. In 1908 Bell was included in the 'Valdon' series, along with 

most of the prominent Pictorial photographers of the day.:i86 In August of that year the 

same journal explicitly acknowledged his qualities, saying: 

Mr. Bell , whose photoglllphic work is so wcll-known through the Sydney Mail, has a choice 
collection of pictorial enlargemcnts on view at Messrs. Kerry and Co.'s, 310 George-street. 
These excellent pictures represent the bush life of our state, and prove that (he camera is 
capable of giving highly artistic pictures in the right hands. The collection is destined for 
exhibition in England .~7 

It is highly likely that these exhibits included examples from the period 1890 -1900 

when Bell worked for Kerry. During these years, he had made a number of journeys 

~,,~ Beer, 1919. 

51'6 Kauffmann was not included, possibly because he was eXlremely reticent, and the pieces by 'Valdon' 
depended upon inleraction with the subjcct of the interview. Kauffmann gave what was billed as an 
interview in 1907 in which he said so little that it \'llaS hardly worth publishing. A ustralian , 
Photographic Journal, December 1907. 

S87 Australian PholographicJournal, August 1908, p. 239. 
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into the interior of New South Wales, and the photographs he brought back recorded 

life in, 'the golden age of the outback'. !iS8 

The idea that the pioneering period was 'a golden age' was not likely to have occurred 

to the pioneers themselves, except perhaps in retrospect. That Bell considered the 

period in this latter sense is clear from his Pioneers, before J 908. (Fig. 46 a) Pioneers 

is a romantic evocation of a period that was already by the 18905 acquiring the status 

ofmyth.!i89 The heartbreaking conditions faced by many of the pioneers have been 

sanitised here. Not much of the sweat and dirt that attends heavy physical labour can 

be observed. The woman helping with the work seems to be expending very little 

strength or effort in operating her lever. Her dress suggests leisure, and the whole 

scene is a little too comfortable to be true. And, indeed it may very well have been 

posed, something Bell was known to dO.59O If so, what we see is more a representation 

of. than actual pioneering. This would detract from the narrative, making Pioneers 

similar to the genre studies so favoured by other Pictorialists. On the other hand, 

Bell's credentials for outdoor work, as well as the evidence in the photograph itself, 

argue that this is unlikely to have been a tableau posed in the studio. Questions of 

authenticity aside, Bell's intentions are clear. The signifieds we are invited to read are 

5M8 Millar, 1981, pp. 19 and 27. 

SlI9 Millar, 1981, p. 27 . 

590 Millar, 1981, p. 27 . 
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unambiguous; all point to an evocation of the 'golden age of the outback', with strong 

dramatic narrative associations. 

Another photograph by Beli, 0" the Road to the Darrigo, before 1908, (Fig. 46 b) is 

less contrived, and invites the viewer to an even st ronger reading. Here it is interesting 

to imagine the photograph without human intervention - no road, no tents, no smoke 

from a campfire, no cart, cartage, stock or people. We would just see another 

unadorned version of the bush; majestic Australian gum trees offset by scrubby re

growth. The narrative Bell has captured is another version of Arthur Elliott's March oj 

Empire, (Fig. 13) showing the interior of South Africa being developed by steam 

engines escorted by troops. Here the march is not being made by soldiers, but by 

carters carrying supplies. The picture would have reminded viewers in 1908, when it 

was reproduced in the Allstralian Photographic Journal, how inaccessible the New 

South Wales interior had been in living memory. Darrigo, which today adjoins the 

National Park of the same name, is not so far distant from the coast, lying less than 

100 km from Coffs Harbour, between that town and Armidale in the New England 

district. Bell's photograph is a serious reminder of the difficulties of communication 

faced by the early pioneers. 

Less serious views of similar subjects are also found in the work of some Australian 

Pictorialists. The introduction of humour, in particular, is notable for the way in which 

it relieves tension. This has the same effect as a romantic rendering; the photographer 
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lightens the realism by using a mood filter. A striking example of this technique is 

seen in Thomas Cummins' The Last Post, before 1917. (Fig. 47 a) Cummins' 

background was quite different to Bell's. He first took up photography around 1894 as 

an amateur, which he always remained. j 91 Cummins specialised in marine 

photography; his seascapes attracted the main critical attention at his 'one man show' 

in Sydney in July 191 1.592 These were mostly taken at Bondi, but Cummins was also 

noted for depicting, 'remarkably fine horse teams and waggons in the Burragorang 

Valley.'" 

In 1he Last /10sl the horses have become steers, and the point of the photograph is not 

their fineness, but the tragedy that has overtaken the group. The title must also have 

reminded viewers in 1917 of more serious 'Last Posts' than for a dead steer. This and 

the attitude of the team master, impart a laboured sort of jocularity to the image. The 

effect on the viewer is simil ar to, but much stronger than the one conveyed by Bell's 

Piolleer.\". In Barthcs' terms, it might be said that from the 'floating chain ofsignifieds', 

the reader of 'lhe / .(lsl Post is encouraged to choose the least serious ones. Those that 

stand for a distinctive Australian narrative drama, signifyi ng the difficulties attending 

the opening up of the country by the pioneers, tend to be pushed aside by those that 

are less threatening. 

591 Valdon, April 1908, p. 98. 

592 Australasian Pho(o~Review, August, 19 11 , p. 475 . The show, of carbons and bromides, was, 'on 
view in the window of Kodak (Australasia) Ltd., George Street. Sydney. 

59) Australasian Photo~Review. February 1933 . 
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The avoidance of the tragic was, however, a feature of most PictoriaJ photographs. 

Although Cummins shows us quite a small accident, diminishing its impact in the way 

that he invites us to read it, it is an affecting tragedy nonetheless . In this respect, it is 

an unusual Pictorial image. Pictorial photographers who specialised in bush narrative 

more commonly emphasised optimistic subjects. The struggle to gain a living from 

the land is not often represented in terms that represent failure. This tendency can be 

observed in H. Cartright's Fording the River, c. 1911 , (Fig. 47 b) where conditions are 

ideal for the crossing. There is no wind, the ford is shallow, and the water still -

nothing disturbs the even tenor of the task at hand. Here Cartright has not tried to 

make things look better than they are . His picture is undoubtedly a faithful record, 

something for which he was well-known. As the Australasian Photo-Review noted in 

1911 , 'most of Mr. Cartright's work possesses the added merit of being 'straight ' 

photography.' ~,)4 But his choice of subject, and the conditions under which he has 

shown it, show little of the problems which faced those struggling to gain a living in 

the bush. 

A belter estimation of these problems can be gained from a work by P. Sheppard, a 

Pictorial photographer without a 'big' reputation in his day, or subsequently. A Blish 

Home , c. 1906, (Fig. 47 c) stresses man's insignificance compared to the environment. 

The home is dwarfed, even threatened by its surroundings. What we see contains no 

assurance of permanence. A little carelessness and the bush will take over again, 

594 Australasian Photo-Review, July 1911, p. 416 . 
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leaving only traces of human intervention. As distinct from Cummins' The Last Post. 

where a title has been chosen to emphasise the jocular, Sheppard's title is 

straightforward. For instance. he could have cal led his picture 'A Bush Idyll'. He has 

not. because the signifieds we are asked to read are by no means idyllic. Where the 

messages in Fording the River are unproblematic, those in A Bush Home are about 

difficulties; hard work, but above all isolation and loneliness. A Bush Home could also 

be considered as an image of perseverance and progress; it is about carving a 'home' 

out of the bush. 

Hard work as a leading idea can also be seen in J.P. Campbell's Heavy Laden, c. 1907. 

(Fig. 48 a) Campbell was a highly regarded member of the Australian School of 

Photographers who, a few years later, became Government Photographer.595 As 

mentioned previously the School, which had close ties with the Working Men's 

College Photographic Club, was interested in creating 'artistic' photographs but in a 

'natural pictorial ' style. Heavy Laden is just such a picture, described by the Camera 

HOllse Beacon, where it was reproduced in March of that year as, 'a well caught 

typical scene of Australian everyday life; centres of height and of interest 

concentrated emphasise the leading idea well.' The journal also commented on the 

way that the photographer had captured the Australian character of the landscape.
596 

5<)5 Cnmern Ilouse Beacon, November, 1909, pp. 258-262. Australasian Photo-Review, December 
1911 . In May 19M, 'Lux Luxmorc', reviewing an exhibition by the Working Men's College 
Photographic Cl ub, devoted a rull page in the Camera House Beacon 10 J.P. Campbell. The conclusion 
was that Campbell, 'should tell fellow-members and other workers 'how to do il." 'Lux Luxmore', May 
1909, p. 117. 

596 Camera House Beacon, March 1907. 
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Typical scenes of Australian everyday life are not often found in Pictorial work, 

although they had been featured in the 'picturesque' photographs dating from the late 

19th century. ~97 Distinctive Australian photographs containing images of the bush that 

can be read as dramatic narrative are also in the minority. This does not seem to be 

because such work was not appreciated. Thomas Cummins died in 1933 , 'at the very 

advanced age of nearly 96 due to a motor accident in Sydney'. His obituary gives the 

impression that hi s work was not much known at the time of his death, although much 

admired, 'some twenty years or so ago ... and no doubt would be equally appreciated 

today, .398 Pictorialists generally were inclined to imitate the example of others. If 

Cummins' work was admired, the fact that relatively few Pictorialists followed his 

lead must have been due to other reasons. One was the important division between 

those who worked outdoors, and others who worked in the studio. Many 'genre' 

subjects were posed, and it was possible for elaborate studio tableaux to suggest that 

they were taken outdoors. For example, with a little judicious re~arrangement, a 

picture like George Bell's Piolleer,\· could be shot in the studio. The bush backdrop 

could be a painting, and with less substantial tree stumps, there would be no need for 

the photographer to go outdoors at all. 

Again, successful outdoor photography entailed considerable time, effort, and 

sometimes danger. Cummins, as mentioned, was not just noted for bush scenes. He 

S97 For example in the work of 1. W. Lindt and N.J. Caire, which has already been discussed. 

598 Australasian Photo~Rev;ew, February 1933. 
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was pre-eminently a marine camerist. Neptune's Wild Horses, before 1908, (Fig. 48 b) 

is typical of this aspect of his work 'Valdon', writing about Cummins in the 

Australian Photographic Journal in April 1908, has left a graphic account of his 

methods. A heavy camera on a tripod was usually employed, as opposed to a lighter 

hand camera, The tripod was fixed on the rocks, and Cummins often had to wait for 

an hour or more before the right moment arrived : 

Then Ihe green giant is in the air .. . and with boom and thunder, it strikes!!! The shutter 
clicks, and then il is fly, jump, scramble anything to escape the savagery of hungry waters. Up 
10 the knees in foam , sometimes, Ihe photographer must retrc.'lI, and the line of ret real must be 
well-studied or woe betide him. 599 

Accidents were frequently met with, but the risk was worth it for an outstanding 

negative. Bush work , whilst not so dangerous, also required effort. Cummins thought 

that the dawn was , 'picture time, different from all other times', and advised, 'young 

camerists' to arise early. In search of suitable subjects, hikes of 10 and 12 miles were 

frequent occurrences. 6oo 

These subjects were also likely to be found at some remove from the cities where 

most Pictorial photographers lived. In this sense, relative distances at the turn of the 

century were quite different from what they are today. Dorrigo's isolation, 100 km 

from the New South Wales coast, has already been mentioned. A more striking 

599 'Valdan', August 1908, p. 98. 

600 'Valdon', August 1908, p. 98. 
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instance was described by the Australian Photographic Journal in 1896. This was a 

triP. undertaken by members of the Amateur Photographic Association of Victoria. 

from Melbourne to Toolangi, only 50 km away from the city.6ol The journey was 

initially accomplished by train, then electric tram and train again, and concluded by 

horse and buggy. The road was described as good, though dangerous. The slopes were 

steep. and the way exceedingly narrow in parts, so that the reader is left in no doubt 

about the adventurous nature of the expedition. This despite the fact that Toolangi was 

described as being relatively accessible. Close to their destination, after travelling for 

the best part of the day, the photographers, 'reached the camping ground of the 

bullock teams, which being populated proved too strong an attraction for our cameras 

to resist, .601 

Destinations closer to hand, and more convenient for the busy amateur, were also 

attractive to the Pictorial photographer. But these no longer provided images for those 

interested in recording the vanishing world of the pioneers. That images of this world 

were highly regarded in the early 1900s, is attested to by contemporary accounts. For 

instance, the Au.\·/mlion Photographic Journal in October 1902 carried a lengthy 

account of the, 'N .S.W . Art Society's Exhibition' . One of the pictures illustrated and 

discussed was C.E.S. Tindall's GOlle are The Days which was, 'purchased by the 

Trustees of the National Art Gallery'. The reviewer did not care for the picture, and 

601 On thisjoumcy, Toolangi was reached via Ulydate and Yarra Glen . 

602 Australian Photographic Journal, December 1896, p. 178. 
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criticised the Trustees for buying it, but did concede its ability to 'convey a noble 

intention,.603 'Noble intentions' which looked nostalgically at a vanished past

Tindall's work shows a couple beside the now dilapidated travelling coach which 

brought them to their pioneering horne - were more conveniently, as here, recalled 

from memory by the painter. 

The recognition as Pictorial photographers accorded to Bel! and Cummins does 

demonstrate though, that distinctive and evocative Australian subjects existed for 

those prepared to take the trouble to look for them. Subject centered natural 

photographs, but conforming to Pictorial compositional conventions to satisfy the 

purists and differentiate them from 'record shots', might well qualify under the 

heading of'distinctive' Australian photography'. But it was not the only kind of 

'subject-centred' photography that could suit the description. 

Illuminating the Subject 

Another way of strengthening an image's rhetorical position was through the selective 

use of lighting. Consider another work by H. Cartright, The Return of the Farm 

Horses, c. 1911. (Fig. 49) Despite being a bromoil, a favourite Pictorial control 

process, the result looks relatively untouched. The image is sharp in the foreground, 

where the leading horses are, through to the church and tree at the back. The picture is 

relatively high keyed, with the light concentrating on and emphasising the subject; a 

003 Australian PhotogrophicJournal, October 1902, p. 219. 
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pool of light runs from the foreground through to the house at the end of the bridge, 

which serves to emphasise the horses and their riders. The composition in this 

photograph is unusual. As well as a line of perspective running through the bridge, the 

mass of detail in the houses with the church rising at the back creates another point of 

focus. The eye is not quite sure where to rest; this enhances a sense of movement. 

The composition, despite its subject-centered realism, also evokes the past, when 

farmer and farm labourers including farm horses, were closely linked in an enclosed 

and self-sufficient village system. The Return oj the Farm Horses was shown at the 

1911 exhibition of the New South Wales Photographic Society, where Cartright's 

work was compared to English low key work also on show, and highly praised.604 

Cartright swept the awards, finishing well ahead of Norman Deck, who came second. 

All Cartright's pictures were sold as soon as the exhibition doors opened .6o, His sales 

admittedly may have had something to do with the prices he charged; a uniform 10/6 

compared 10 the most expensive English work by F. 1. Mortimer, {I 874-1944) priced 

at 126/-. Cartright 's asking price was also well below the general run of Australian 

work .(,Ol; 

(>I I" Australasian Photo-Re view, July t 911 , p. 416, ' AI the exhibition held recently by the N.S. W. 
Photographic Socicty. Mr. Cartrighl '5 work scored very freely, his work receiving Ule unanimous 
approval of alJ critics. This is the more noteworthy wllcn consideration is given to U1C fact that many of 
the e,xhibits were supplied by prominent English workers, whose pictures are reckoned as equalling the 

best thaI can be produced.' 

60S Jeffries, 1911 , pp. 261-262 . 

606 Photographic Society of New South Wales, 1911, pp. 11·13. Mortimer, as well as being a leading 
photographer, was the editor of the Amateur Photographer & Photographic News. 
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Another example of subject-centred work in this exhibition, where light is used to 

strengthen the image's rhetorical position, this time with a distinctively Australian 

flavour, was Harold Cazneaux's The Razzle Dazzle, 1908. (Fig. 50) Instead of evoking 

the past like Cartright, Cazneaux here portrays modern li fe - a scene of bourgeois 

leisure. Many French Impressionists had also sought out modem themes - they took 

as their models, ' informal and spontaneous sociability, of breakfasts, picnics, 

promenades, boating trips, holidays and vacation travel' .607 These contrasted with the 

subjects previously favoured by painters in the Paris Salon.60
1! The photographer was 

particularly well placed to record such spontaneous and fleeting scenes. As the editor 

of the Camera House Beacon, James Aebi, put it in 1908: 

The difference between the older and the modern conception of a picture in its essence is that 
the former emphasises pictoria l ma iler as a transient JIloment, while the lalter lays stress on an 
everlasti ng idea. incorpontlcd by nature it sel f in the motive, without regard to time. Pictorial 
eonccptions of the older kind create more interest with regard to the matter.609 

In 'lhe Razzle I )az::le. Cazneaux has used the older concepti on of a picture to freeze a 

moment, preserving in it a sense of bustle. Cazneaux worked in a number of different 

styles . Like Kauffmann, he often used soft-focus, low tone effects. Indeed, at one 

point he was cri tic ised for 'faking' his negatives by the over use of the brush .6 lo Here, 

61)1 Clark, 1985, p. 3, quotes Mcyer Shapiro. 

6(>~ Clark, 1985, pp. 11 8 and 119, illustrates contemporary photographs of State purchases from the 
1865 Salon . Hc."lvily represented are landscapes and genre scenes with classical settings. 

609 Camera I/ouse Beacon, April 1908, p. 77. 

6 10 Australasian Photo-Review, March 22, 1909, p. 130. 
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by contrast, he has used the light to emphasise the subject, in a manner similar to 

Cartright. The fall o fl ight stresses the dynamics of the composition; the white figures 

in the foreground are echoed by the figures in white on the carousel. In this instance, 

doubling, or repeti tion, enhances a sense of movement rather than repose. The sense 

of action is enhanced by the way image has been cropped, which suggests 

continuation of activity outside the picture frame, lending a 'natural' effect to the 

composition. The artist Lionel Lindsay understood this when, in 1911 , he noted the 

importance ofa sense of life in The Razzle Dazzle, free from camera consciousness. 61 1 

Praise of a different kind came from another quarter. H. Snowden Ward, the editor, 

writing in l'hologroms of fhe Year 1911, said that only Alfred Stieglitz could have 

handled The Razzle Dazzle better.612 This was significant, because 1911 saw the 

culmination of the argument between the American Stieglitz, and the conservative 

British Pictorial establi shment, epitomised by F.J. Mortimer.6 lJ At issue was the 

direction Pictorial photography would take. Stieglitz opted for maintaining high 

exhibition standards through a process of ri gorous selection; Mortimer supported open 

exhibitions where there was no selection. 614 Stieglitz also stood for a conscious avant-

M 1 Li nds<l Y. 19 11 . p. 266. 

lin Ward. 191 1. p. 54. 

hll The same F. J. Mort im er whose 126/- print has just been mentioned. In 1911 , a ' progressive' group 
in symp<lI hy with Alfred S tiegl itz, finally and Connally broke away from the Photographic [from 1910 
the Londonl Salon, which h<ld been held annually in London since 1892 by a society known as the 
Linked Ring. The new grouping was known as the London Secession, and its ai m was to combat in the 
sa lons ' the mediocre and commonplace' . This was a hit at ' the late [salon]comrades ' of the 
Secessionists. Ward, 1911 , pp. 26-27. The London Salon, controllcd by ' the late comrades', continued 
on; the London Secession ceased shortly after the events described here. Taylor, 1978, p. 12. 

61<1 Harper, 1979, pp. 122-123. 
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garde position embracing novelty and experimentation and, in the early stages, an 

emphasis on scenes of contemporary life.615 In 1911, Camera Work illustrated 16 of 

Stieglitz's photographs, most dating from 1910 or 191 1.616 Subjects range from New 

York skylines, to ocean liners, aircraft, railway yards, and scenes ofleisure.617 

Mortimer, on the other hand, argued that Pictorialists should avoid such 'start ling 

innovations' and concentrate on the expression of nature and beauty.618 

In these terms the Razzle Dazzle was not a 'safe' subject, and Mortimer would not 

have thought highly ofit. 61 9 However, it is the choice of subject, and its treatment that 

makes The Razzle Dazzle especially worthy of not ice for its avant-garde credentials. It 

claims contemporary Australian topicality, underlined by the use of a slang title. In 

this it is opposed to the timeless images and archaic titles favoured by so many 

Pictorialists. Equally compelling is the demonstration that Cazneaux was capable of 

(,I' Peterson, 191)7, p. J(j . 'I n the mid- 191 Os $t iegl it1-, Strnnd and others insisted that erealive 
photograp hers pursuc lhc unique llSpcctS of their medium, which by shunning the manipulative 
tcchniques ,lIld cscllpist pictorialist C1l1iludcs, established a modern aesthetic for photography - creativc 
picturcs of cvcryday subjcets sharp foclls and in a full range of tones.' Stieglitz's cxperiments at tJlis 
timc arc secn by Holmes Smith as 'the first strong suggestion of what 20e photography was to become. 

his skill with photographic stmcturcs enabled him to find a diffcrent way from the manipulative 
Pictorial ists of avoiding over rC;llistie depictions ofthc object. In his later work, the subject assumes 
less imporlilnce; the statcment Ofl hc idea agllin becomcs paramount' Holmcs Smith, 1981, pp. 423, 
426 and 428. 

(ol/;Terry, 11)82, p. 216. 

r.J7 ('amera Work 36, pp. 582-600. 

618 Taylor, 1978, p. 10. 

619 The f<lel that Mortimer's photograph in the 1911 exhibition of the New South Wales Photographic 
Society had such a high value placed. on it compared to Cazneaux's, no doubt also reflected a hierarchy 
of seniority, and Ihe view that English work was bound to be better than anything ' made in Australia'. 
Harringtons' Pholographic Journal, May 1911 , p. 129. 
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creating a narrative image whose strengths went beyond the purely formal qualities of 

its composition. As late as 1917, a local reviewer saw nothing of this. His views were 

rooted in conventional Pictorial precepts - he was still concerned about composition 

above all else, and confined his praise for The Razzle Dazzle, 'as one of the best 

effects of light and shadow in the exhibition. ,620 

The Portrayal of Modern life 

Aebi suggested that, ' Pictorial conceptions of the older kind create more interest with 

regard to the matter' . This creation of interest illuminates the subject in another sense. 

For instance, with the benefit of Guy Debord 's analysis, we can consider another side 

to The Razzle f)azzle. Debord 's most famous metaphor is: 

The spectacle is capital accumulaled to the point where it becomes an imagc. 621 

The same process that turns capital into spectacle, also produces the petite -

bourgeoisie as its most characterist ic social symptom.622 In The Razzle Dazzle, the 

image is of the petite-bourgeoisie at leisure. The camera that produces the image is 

it sel f part ofa leisure industry created by and serving capital. 

620 Watkins, 1917, p. 377. 

621 Debord, 1997, p. 24 . 

m Rifkin, 1985, p. 488. 
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Images by other photographers looked at the realities beyond the happy bourgeoisie at 

play on their carousel. This may surprise those who believe that Pictorial photography 

is limited to chocolate-box imagery.623 One of the most interesting examples was a 

photograph noted in the Australasian Photo-Review, unfortunately not illustrated. The 

reviewer is again writing about the 1909 Exhibition of the Victorian Photographic 

Affiliation, noting Mr. 1. Temple Stephens' (deceased 1923) The Coal Wharf, c. 

1909,624 as a sympathetic portrayal of the everyday life of the working man.625 He 

says, 'One cannot help thinking of the pathetic side of the lumper bowed beneath his 

load. ,626 This comment introduces thoughts very far removed from gentle landscapes. 

It speaks of industrialisation; despoiling the countryside to gain the resources to fuel 

it ; and the capitalist exploitation of labour. A later review noted that The Coal Wharf 

was, 'strong, the grime and dust can be felt. ,627 

Grime, dust, and the exploitation of labour, are characteristics of another portrayal of 

modern life. This is the Adelaide photographer Tom H. Stoward's LAbour, c. 1911. 

(Fig. 5 1) The picture shows a group of men erecting telegraph poles, demonstrating 

that Pictorial work can be employed to portray modern industry. The subject is 

unusual and, as well, IAhou, has several other uncommon features . Stoward 

r.2J Bowman, [()C)2, p. 44t . 

624 Unfortunately no print or reproduction has yet come lO light. 

625 Temple Stcphens' obituary was carried in f/arringions' Photographic Journal, March 1923, p. 9. 

626 E.H.W., 1909, p. 72. 

627 ffarringtons' Photographic Journal, May 1911 , p. 142. 
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habitually used an enlarger, and it seems here as if the whole negative has been made 

bigger, as opposed to the usual Pictorial practice of selecting and enlarging a section 

of interest.628 Notice the figure on the extreme left, which has been 'left in', despite the 

fact that the camera has bisected the image. In terms of composition, the centred 

major subject, the figure in the foreground , is also unexpected in a Pictorial work. As 

well, there is a general untidiness about the picture. Another Pictorialist might well 

have used cropping and enlarging to gain greater control by eliminating some of the 

distracting images on the print's edges. 

These may be defects according to the rules of composition, but add interest to the 

anist's conception. Stoward's example of originality and versatility might have served 

as a model for those amateurs, criticised by Edwin Welch in Pholograms of Ihe Year 

1907 as being, 'possessed of many virtues, including some artistic ability, but more 

often devoid of purpose and sadly lacking in originality.,629 Despite the dust haze, the 

work is again high-keyed, with natural light falling on the men at work with the heat 

of the day recorded by their shadows. There is also an emphasis on the difficult 

working conditions, the dust haze in some places obscuring pans of the scene. It is 

hard to make out the half figure on the left. Perhaps a boy has stopped on the way 

('211 'Valdon', June, 1909, p. 174. 'Valdon' mcntions hcre that Stoward, 'aims to produce negativcs 
suitable ror enlarging'. It is possible, bul perhaps unlikely, Ihal he had changed his habits by 1914. 
There is a copy of Labour in the An Gallery of South Australia, whicJ\ differs slightly from the picture 
reproduced in this thesis, believed by the Gallery to date from c. 1930, measuring 39.7 x. 53.5 em. This 
may be a later print, and because or this, the reproduction in Harringtons' Photographic Journal has 

been prererred. 

629 Welch, 1907, p. 90. 
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home from school to oversee the work for a moment.630 The rest of the photograph 

though is quite 'realistic" so much so that an argument could be made that Labour is 

very close to being a record image, like a press photograph. 

Stoward's work leads to another consideration. How can a <record shot' be considered 

a work of art, when in the contemporary context Pictorial photographs, both straight 

and manipulated, were intended as creative expressions of the photographer's vision 

and individuality? The work of George Bell, the press photographer, has already been 

noticed. As mentioned, his work was included in a series published in the Austra/;an 

Photographic ./ollrtlal, entitled 'Our Artistic Workers' in 1908 and 1909.631 The 

inclusion of Bell's photographs in a series devoted to 'artistic' work, is another 

symptom of how the journals widened artistic qualifications. One of his works 

illustrated was 'Jhe I,awn, Cup Day, '-lemil1glon, c. 1908. (Fig. 52) Like The Razzle 

Dazzle, the subject celebrates bourgeois leisure, and like that work it is relatively high 

keyed. Care has been taken with the print. One of the control processes has been 

employed, although there is no obvious alteration. No great care, on the other hand, 

has been taken with composition. It looks as if Bell has stood on an eminence, taken 

aim allhe crowd, and shot what he found in front of him, an impression confirmed by 

the accompanying account. 632 

(,';0 The hazc is a rC<llistic representation here. It is not introduced 10 produce a general 'artistic' 
atmosphere, although it could have helped to attract the photographer to the scene. 

631 'Valdon', December 1908. 

632 'Valdon', December, J 908, p. 369. 'The press photographer who has to attend the Melbourne Cup 
has a trying time. His subjects come thick and fast. Winning horses, jockeys, crowds, jockeys, crowds, 
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In contrast, Leslie Beer's monograph, The Art of John Kauffmann, also illustrates a 

Melbourne Cup scene, lhe Melbollrne Cup 1911, 1911. (Fig. 53) Beer's commentary 

makes Kauffmann 's intention clear, drawing attention back to the dominant Pictorial 

preoccupations. He describes it as : 

An impression. This is a really noteworthy figure composition strong in artistic merits . .. the 
ar ..... ngement and grouping of the animated crowd of ligures is a pictorial achievement of 
distinction.r.33 

The artistic 'impression' is conveyed by the use ofa soft-focus, low tone effect. The 

artistic composition is achieved through the subtle use of a very limited tonal range. 

The focus of interest is the lady with the large hat in the heavy mass on the left. This 

is offset as the eye moves into the composition to the lighter areas in the right middle 

ground. Another manipulation is evident in the way that the photograph has been 

cropped and enlarged; the whole scene is held together and concentrated by the high 

horizon line - the lack of sky forces the eye into the picture. In formal terms, The 

Melhoume CIII' 191 I is meticulously contrived to give expression to the 

photographer' s vision, as opposed to recording what was in front of the camera, and is 

alTered to the viewer in the context of the monograph, as Art . 

crowds, celebrities, starts, finishes, etc., all have to be seized in the awful crush and clamour, enough to 
shattcr a man's ncrves when the utmosllevel-headedness is required, and when he is expected· 
photographically speaking -to 'draw' the winner every time.' 

6 ] ] Beer, 1919,lp. 20.] 
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Lionel Lindsay, however, would have argued that neither The Melbourne Cup 1911, 

nor The Lawn, Cup Day, Flemington, could be considered Art, whatever their 

pretensions. He felt that whilst photography could be artistic and beautiful, it could 

never be Art . He also drew attention to the confusion that arises when, 'Art is taken 

for its tool, Craftsmanship. ,634 In 1905, Clive Holland spoke of photography as one of 

those pursuits, 'so near the borderline which divides art from mere craftsmanship that 

it is difficult to assign to [it] an exact position.'63$ Kauffmann 's work may cross the 

borderline, but to include George Bell, a photographer whose main interest was to 

record facts for his newspaper, in a canon of ' Artistic Workers' seems incongruous. In 

many ways it anticipates present day practice when all sorts of works, never intended 

to be art, are recovered with those which were so conceived, as part of an 

interdependent project.636 Today, Lindsay and Holland's distinctions may not be 

relevant. But, in early 20th century terms, the distinction between ' art ' and ' craft' in 

Pictorial work was significant . 'Artists' were artists, but some ' artists ' thought that 

'craftsmen ' were not . Nonetheless, a question remains . Whose work was most valued 

by their contemporaries? The photographer who tried to be an arti st and manipulated 

process, or the pho!Ographer who relied on technique to record , and whose artistry in 

doing so lays claim to the attention as a craftsman? 

(,]4 Lindsay, 1911 , p. 255. 

635 Holland, 1979, (first published in 1905) p. GBI. 

6J6 Szarkowski, 1966, ' Acknowledgments'. ' It is the thesis of this book Lhat the study of photographic 
form must consider the medium's ' fine art ' tradition and its ' functiona l' tradition as intimately 
interdependent aspects of a single history.' 
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Chapter 1: Creating the Canon 

Individual creativity 

Pare Four 

' Mr. Cazneaux, Mr. Deck, Mr. Cartright, Mr. 
Raymond, Mr. Arthur H. Adams, Mr. Stephens. 
and Mr. Stening are the strong men amongst the 
Australian pictorial iSIS, all having an excellent 
sense of composition, particular aims, and dead 
seriousness about their work .'611 

The previous Pan concluded with a question. [n Pictorial photography, how does the 

' artist' compare to the ' craftsman'? 'We' make our assessment from the viewpoint of 

the late 20th century - 'our' sensibilities may well differ from 'theirs' at the time the 

photographs were made. If the issue seems uncontroversial today, it was quite the 

contrary in the early 20th century. What makes a good print, 'precise, clean and well 

finished '. is not so hard to fathom ; what makes a good picture, whether from a good 

or an indifferent print, is much more difficult to define. In the quote noted above, the 

writer refers both to the importance of the work itself, and the individual who created 

it. This emphasis on individual creativity - outstanding photographers and their 

outstanding works - informs much or the literature on Australian Pictorialism during 

the last twenty years, which tends to treat photography and its history as a branch of 

art history. A typical recent example was the 1996 exhibition catalogue John 

Kauffmann: Art Photographer. Gael Newton is concerned here to emphasise the role 

of the photographer in the same way that art historians distinguish painters. At one 

637 Lindsay, 1911 , p. 266. 
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point she says that, 'many of his relatives, friends and associates { who] have since 

passed on , , , would be pleased, , , that national recognition has finally been given to 

John Kauffinann ,06J8 

Writers like Abigail Solomon-Godeau have been critical of attempts to c reate a 

modernist history for photography, ' fabricated under the aegis of the aesthetic, 

predictably function [ing] to generate a succession of artists, styles, oeuvres, 

traditions, masterpieces. ,639 For Solomon-Godeau, 'the history of photography is not 

that of remarkable men, much less remarkable pictures, but the history of 

photographic uses. ,640 However, there is a problem if this is applied to Pictorial 

photographs, which were produced specifically for aesthetic purposes. Postmodem 

crit ics may argue that the modernist formula of making heroes of the creators of 

masterpieces is fundamentally flawed. Where the aim is to make 'remarkable pictures', 

it might well be permissible to construct a canon, 'by selecting the 'great ' artists from 

the not so great . ,641 Gael Newton found this approach valid in 1996. Did critics at the 

turn of the century also distinguish photographers in this way? 

(oJ!! Newton, ]1)1)(" 'Acknowledgments' 

6W SOIOIllOll-GodC:IU , 11)9], p. XXI II . 

Mil SOIOlllOll-GodC<llI , 199 I , p. XXIV. 

MI SoI01ll0n-Godc.1u, 1991 , p. 39. Postlllodern critics concentrate on the photograph as messenger, ' its 
message being succinct, direct and ai med at a target audience' Ocfelein, 1997, p. 192. Solomon-Godeau 
is particularly severe on lhe whole queslion of pholography as an art form. She says: 'Today as 
photography reaps lhe dubious reward of having accomplished all that was first sel out in its mid
nineteenlh century agenda: general recognition as an art fonn, a place in the museum, a market 
(however erralic), a patrimonial lineage, an acknowledged canon, Yet hostage still to a modernist 
allegiance to the autonomy, self-referenliaHty, and transcendence of tile work or art, art photography 
has systemalically engineered its own irrelevance and triviality. It is, in a sense, all dressed up with 
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A canon thus legitimated argues that certain artists were recognised for their ability to 

create photographic masterpieces. How can this be reconciled with what Jean 

Baudrillard calls, 'the reflex miracle of the photographic act', when he asks: 

Where docs the objective magic of photography come from? The answer is that it is the object 
which docs all thc work. Photographers will ncver admit it, and always argue that all the 
originality lies in their vision of the world. This is how they take photos which are too good, 
confusing their subjective vision with the reflex miracle of the photographic act.642 

This view would not have been acceptable at the turn of the century, because there is 

clear evidence that a canon of outstanding workers was under active construction in 

Australia at this time. In November 1906, the Australian Photographic Journal 

complained that at the Exhibition of the Photographic Society of New South Wales: 

The well - known work of J. Kauffmann , Fred Radford, AH. Kingsborough, Miss 
Kingsborough, E.C. Joshu~, F.A Joyner, [andl T.H. Stoward is not to be seen on the walls of 
Ihe present show.'''o 

Later, in 19 17, Sydney Ure Smith reviewed the photographic exhibits at the New 

South Wales Society's Eleventh Exhibition and wrote: 

The Olllsl,lIlding work oflhe show is by Harold Cazneaux, W.S . White, James E. Paton, 1. 
Temple Stephens, J.S. Stening, C. Bostock, E.N. Poole, and 1. Kauffmann. Cazneaux's work . 
. . is the stro ngest work in the show.644 

nowhere 10 go.' Solomoll-Godc.1U, 1995, p. 85. 

M2 BaudriJ[~rd, 1996, p. 87. 

643 Australian Photographic Journal, November 1906, p. 261. The question of why more ' strong 

women ' were not recognised at this period will be discussed later. 

644 Ure Smith, 1917, p. 663 . 
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In his 191 9 monograph, The Art of John Kauffmann, Leslie Beer defined 'artistic 

conception' as, 'the temperament, the artistic instinct, and the gift of perception that 

enables the individual to express himself pictorially. ,645 A valid question here is to 

what extent chance controls whether some works are more perceptive than others. The 

case for accepting that there were 'strong men' would be enhanced by a 

demonstration that, 'happy accidents' were the province of the ordinary 35 opposed to 

the 'art' photographer.646 

Harold Cazneaux's M. Gul7lBux Aloh: A Case Study 

Harold Cazneaux was thought by many critics to be a model for the 'art photographer'. 

H. Snowden Ward, the Editor, said this about the photographs he submitted to the 

Engli sh journal Pholograms of the Year in 1911 : 

Alone slride he comes from the position of 'a very good man indeed' to rank amongsllhe 
dozen or score pioneers from whom we may expect anything. Nothing in his previous record 
gave LIS reason to look ror such strong stuff as he sent th is lime."'" 

What then characterised his ' strong stufr? Was it simply attention to what the 

Australian jJh%Kraphic Journal called, ' position, perspective, balance of light and 

MS Beer. 1c)IIJ, jp. 1.1 

M r, 'Let every unprejudiced fC:1der . . . ask himself whether this or thaI fine negative was the result of a 
happy accident or whether he attempted a problem, studied it in every direction, considering all the 
points which it involved, until he read the solution of his picture . . . therein lies the difference between 
ordinary and art photography.' Hinton, 1979, (1905) pp. G3-G4 . Hinton quotes an article by Manies 
Masuren in 1902 commenting on the work of the Austrian Dr. F.V. Spitzer. 

647 Ward, 1911, p. 54. 
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shade, tone values,?648 Or can we find some other reason that might account for his 

success? A photograph taken in 1914 is an example of one aspect ofCazneaux's 

distinctive achievement; in this case the ability to use the Pictorial style in ways that 

occurred to few of his contemporaries. M. Guillaux Aloft, 1914, (Fig. 54) is not one of 

the photographer's 'key', or better known images. It is nonetheless one that shows 

Cazneaux's versatility and imagination. The photograph's most striking characteristic 

is the way in which it uses Pictorialist style, argued to be mainly decorative, to show a 

strongly documentary subject, around which many linkages and causal connections 

can be built . 

The subject of the photograph was a young Frenchman, Maurice Guillaux, flying his 

Blerio! monoplane. Guillaux together with his crated machine, had arrived in Sydney 

in April, 1914 on board the liner Oronles. The Australian postal authorities had 

engaged an American pilot, Eugene (Wizard) Stone, to fly the first air mail from 

Melbourne to Sydney. Stone crashed his plane shortly before the day appointed, and 

Guillaux took hi s place, making his historic flight between July 16 and 18, 1914.
649 

Prior to the actual flight, Guillaux gave aerial exhibitions in several Australian cities, 

including two at Sydney's Victoria Park Racecourse.6SO The second of these found 

Cazneaux in attendance, 'with a (4111 x 211t inch) roll film camera, fitted with Cooke 

~H Australian PholographicJournal, June 1903, p. 121. 

649 Joy. 1965, pp. 27-28. 

6SO Harringlons' Photographic Journal, June 1914, Cazneaux, 1914, p. 226. 
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f/S .6S inch lens, and compound shutter,.6S1 The result of his visit was M Guillaux 

Alofl. 

At first sight, M Guil/aux Aloft seems more like a press photograph than a carefully 

contrived 'artistic' image. Like Cazneau)('s The Razzle Dazzle, M. Guillaux Aloft is 

an action shot; both images are sharply focused and employ high tone, with very little 

processing work in evidence. The photographer's aim in each case might have been to 

make a record of the occasion, rather than attempting an 'artistic' Pictorial rendering. 

In the case of M Guillaux Aloft, this reading is reinforced by the fact that the mount is 

autographed by the aviator. Perhaps this means that the photograph was a memento, 

like the facsimiles of a similarly signed letter which was available to the public on 

receipt of a penny stamp.632 Another impression is that ' anyone' could have taken M. 

Guillaux Akifl. This may be particularly true for today's viewers, when ' fast' lenses 

have removed the hazards of photographing moving objects. 

Despite its appearance, closer inspection reveals that M. Guillaux Aloft, in fact, is very 

carefully composed. In its 'Editorial ' of June 22, 1914, which accompanied an article 

containing instructions for photographing aeroplanes, Harrington\" PholograpMc 

Journal remarked that: 

651 Cazncaux, 1914, p. 226. 

6$2 Sydney Morning Herald, July 22, 1914. 
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Ph.otography must, of course, keep pace with the evolution of all these wonders - snapshots 
must be secured of everything new. Pictorial photographs, too, must naturally follow the 
snapshot. 6SJ 

The Editor then commented on the problems involved, noting that photographing 

something as rapidly moving as an aeroplane posed considerable difficulties - a large 

proportion of recent efforts in this direction having proved a disappointment. 

Cazneaux has avoided this by waiting to ' snap ' the monoplane at exactly the right 

Pictorial moment. 

One of the oldest and most consistently followed rules of pictorial composition is 

known as the rule of thirds. The main purpose of the rule is to avoid putting the key 

subject of interest in the dead centre of the frame.6H Here the monoplane is the chief 

focus . If the surface ofCazneaux's print is divided into thirds, and then marked off 

venically one third from the top and horizontally one third from the left, the center of 

the undercarriage falls very close to the intersection of the two points. 

In formal terms, this photograph is al so a study in horizontals, accentuated by the 

landscape format of the print itself The ground, the fence threading the crowd and the 

cloud formation are horizontal . Finally the monoplane itself moves horizontally from 

right to left . But the most essential element of the composition, which turns this into a 

notable picture - subjective as such a judgement may be - has very little to do with 

M3 I1arrington.\· ' Photographic Journal, June 1914, p. 184. 'Snapshots' and 'Pictorial photographs ' 
(where more care is laken) arc distinguished here. This point is relevant to tile discussion in tile 
previous Part in relation to George Bell 's photographs. 

65~ 0s0Iinski , 1981 , pp. 106·107. 
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formal qualities. It is the fact that Cazneaux has photographed the crowd from behind. 

We are watching the watchers watch the subject. If the crowd had been photographed 

from the ITont, there is a good chance that some would have chosen to look at the 

camera rather than the monoplane, destroying the effect of their absorption in the 

spectacle. 

Pictorial photographers were not much given to discussing their work publicly in a 

way which might afford insights into their aims and methods. An exception is an 

article by Cazneaux in July 1914, <The Pictorial Treatment ofa Flying Machine', 

where he recounted the taking of M. Guillaux Aloft. I know of no other instance in 

either of the Australian photographic journals at this time, of such a specific first-hand 

account. 655 In it Cazneaux explained that this was his first attempt at photographing a 

monoplane from a Pictorial viewpoint, although he did not expect to obtain anything 

but the usual record of, ' the man up aloft'. As he recalls the occasion, the display was 

nearly ended when he realised that he had obtained nothing out of the ordinary. His 

only satisfaction was the knowledge that, ' a fine array of photographers out for trying 

h h ' ' h .. 6)6 their hand at aeroplane or monoplane p otograp y were m t e same position. 

Monoplanes photographed from the crowd were Pictorial failures, he thought; better 

to get away from , and make use of the people as part of the picture. To do this, 

655 Cazncaux, 1914. 

656 Cazncaux, 1914, p. 226. 
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Cazneaux describes how he found a slight hollow, where the backs of the spectators 

were silhouetted against the sky. Earlier in the afternoon, Guillaux had made a 

number of low overhead passes. The only question was whether he would do so a 

final time before the display ended. Mentally marking out the point of a cloud, which 

when Guillaux reached it would be the moment to take the picture - thus confirming 

that adherence to the rule of thirds was deliberate - Cazneaux waited.6n Sure enough, 

the aviator returned, and Cazneaux was able to capture the moment , just as he had 

planned . A last refinement was the use ofa slightly lower shutter speed than would 

normally be called for, in order to heighten the illusion ofmovement. 6j8 

The only element of luck in this story is the happy chance that GuilJaux flew over the 

crowd one last lime. Had he not done so, there would have been no photograph. The 

rest was a reflection ofCazneaux's planning, and his ability to see what the many 

other photographers present could not. Indeed, he relates that two who saw him drop 

into the hollow did so as well , but for the purpose of photographing each other with 

the crowd as a background .(i~ 9 The object in the photograph plays an important role. It 

does not do ' all the work ' - in this case Cazneaux's original vision of the world 

found , posed, and photographed it. He stood out from the crowd, literally because he, 

among the several hundred photographers present had the vision to do so, and 

6$7 Cazncaux, 1914, p. 227. 

6 58 Cazncaux, 1914, p. 228. 

659 Cazncaux, 1914, p. 227. M. Guilloux Aloft was also reproduced as a photogravure supplement in the 

same issue. 
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metaphorically because his was the 'good ' photograph, amongst the many that were 

mundane. 

Sid Grossman (1915-1955) the New York School photographer and teacher, once laid 

down criteria for 'good', as opposed to 'ordinary' photography. He said: 

The runction of the photographer ... is to go to the place as a mature creative personality and 
a man who knows his medium to penct.rate this situation, this object, and 10 come back with 
the revelation or new and important facts. 660 

An 'important fact' about M. Guiliaux Aloft is that it is a 'naturaJ' rather than an 

impressionistic Pictorial photograph. As such, it takes full advantage of the camera's 

properties - the photographer here is not trying to imitate a painting or an etching. M 

Gllillaux Aloft captures, in a way that only a photograph can, an essential moment in 

time to which it lends realism and a conviction of immediacy. This moment, 

epitomised by the crowd's absorption with the monoplane, marks a significant 

conjuncture in Australian history from which there was no return. The moment also 

signifies a symbolic narrative - the meeting between people and their future. 

Contemporary accounts in the media clearly reflect an awareness of this. The Sydney 

MOfllillK Herald, in an editorial published two days after Guillaux's arrival in Sydney, 

said: 

660 Quoted in Livingston, 1992, p. 296. 
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A few years ago if anyone had vcntured to prophecy (sic) that in 1914 mails would be carried 
from Mclbourne to Sydney by aeroplane he would have been regarded as the most visionary 
of dreamers. Yet the impracticable has been accomplished .. . his achievement a landmark in 
the history of Australian aviation .661 

The newspaper then went on to note that: 

M. Guill<iuX has shown us that given reasonably favourable conditions an aviator could fly 
from Melbourne 10 Sydney ... in half the lime that the train takes to cover the distance. Thus 
M. Guillaux's flight is not merely a sensatlonal achievement without much practical value. It 
teaches us a useful lesson, because it brings home to us all as nothing else could have done the 
practical possibilities of the aeroplanc.662 

The Sydney Daily Telegraph, on the same day, said: 

This delllonslr<llion of the startling fact thai it is possible (0 carry mail from Melbourne to 
Syd ney in eight hours is an extremely important event for Australia ... For cheapness, as well 
as for speed, Ihe air service Illust beat the train service out of sight.663 

The Telegraph also saw Australia, with its vast distances, as being ideally suited for 

prac ti cal applications of aviation: 

As soon <IS the Auslrcllian corps of <linnen is sumciently numerous there docs not appear to be 
any compelling reason why an aerial Illail scrvice should not be opera ted by the Postmaster 
General's departlllcllt in connection with the existing systelll of mail communications and 

I 
. (.t;~ 

supp elllentary to II. 

(01;) ,\:vdney Morning {{erald, July 20, 1914. GuiJlaux arrived in Sydney on Saturday, July 18. Because 
there were no Sunday newspapers al this time, Monday, July 20, was the first opportunity for press 

coverage. 

662 Sydney Morning Herald, July 20, 1914. 

663 Daily Telegraph, July 20,1914. 

664 Daily Telegraph, July 20, 1914. 
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The paper also thought that the sooner a school of instruction in practical airmanship 

was established, the better it would be for the development, and defence, of 

Australia. 66j Melbourne Punch agreed, noting that , 'Australia is well suited to 

aero planing, as well as peculiarly in need of aviators'. As soon as trained men were 

available, it thought that Guillaux's trip could be performed twice a day, 'M. Guillaux 

has shown the way', Punch said, pointing out that '[aviation] may be the greatest gift 

this country has had from science', particularly in the development of the interior. 666 

Other Melbourne newspapers were more reticent in discussing future possibilities, 

conveying instead the contemporary sense of jubilation and the importance accorded 

the occasion. The Age described GuiJIaux's arrival in Sydney: 

he was besieged by an excited crowd and rrantically cheered . . . He was aftcnvards presented 
to the Govcrnor~Geliend and the Stale Governor . . . Guillaux appeared at tlle Tivoli at about 
4.)0, and was accorded an enthusiastic reception. The orchestra played The Marseillaise, and 
the lIudicncc cheered wildly.(,67 

The Argus noted that the aviator, 'was besieged by enthusiastic admirers' as soon as he 

tOllched down in Sydney, and described how the Governor-General, 'at the heels of a 

stalwart aide-de-camp, forced his way through the crowd, to shake the airman by the 

hand .'('('8 

M~ IJaily Telegraph, July 20, 1914. 

6&i Punch, July 23,1914. 

667 Age, July 20, 1914. 

668 Argus, July 20,1914. 
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These accounts of the Melbourne to Sydney flight recognised its importance, but 

today we may be a little surprised at the relatively restrained way the news was 

displayed to readers of the day. There were no 'banner headlines', and the accounts of 

M. Guillaux's daily progress on his historic journey were tucked away in the middle 

pages of the four newspapers noticed. Of more interest, it seems, was the forthcoming 

Federal Election on September 9. Page 9 of the Argus on July 20, ] 9 I 4, is typical . 

Here, 'GuilJaux Reaches Sydney', and 'Federal Contest' are reported in adjacent 

columns; the bigger, bolder type belongs to the election report. More striking visual 

impact for M. Guillaux's achievement, and its future potential, was reserved to 

commercial interests. For example, Lipton's Tea, on July 25, 19]4, ran a half page 

advertisement, 'It Was Lipton's Tea That Was Carried On The AeriaJ Mail' . (Fig. 55 a) 

Guillaux is quoted as saying that it was, 'the strongest stimulant I used on my 

Melbourne to Sydney flight' . Apparently it proved particularly effective when he 

landed at Gaul burn where, 'he was obviously very much affected by cold, and on 

landing reli shed a drink of tea from a thermos flask he was carrying. 0669 

This advertisement was notable for both content - photographs of Guill au x and his 

aircraft, extracts from other newspapers, and a facsimile, with translation, ofa letter to 

'Messieurs Lipton Ltd, Marchants de the, a Sydney' [sic] - and visual effect. The latter 

is achieved by the use of a well-spaced collage of the different items. This stands out, 

in marked contrast to the impression conveyed by the type-setting of the news items 

669 Sydney Morning Herald, July 20, 1914, Age, July 20, 1914. 
228 



on the same page, which is notably impenetrable. (Fig. 55 a) Another instance of 

imaginative advertising may be seen in the Sydney Morning Herald of July 21, 1914, 

'Guillaux Delivers D.T. By Aeroplane' . (Fig. 55 b) A quarter-page this time, it is less 

striking than Lipton's half-page, but any Jack of visual impact is offset when the 

reader is told: 

Mon. Guillaux carried a parcel of the well-known beverages O.T. and O.T. Co's Lemon 
Squash consigned to thc Secrctary of the Commercial Travellers Club, Sydney. This is 
possibly the first (ilne (hat merchandise ]1as been carried by aeroplane over such a long 
distance in the world.67o 

This early account of ai r freight clearly looks to the future, when merchandise would 

be carried lo ng di stance allover the world. The readings by the advertisers are 

therefore similar to the press accounts, although the former convey a sense of being 

more alive to the flight's signi ficance because they were prepared to make radical 

visua l statement s about it . This is especiall y noticeable when the advertisements 

which have been quoted are compared to other examples. where the layout is almost 

indistinguishable from that of the newspaper itself.671 

Examination of the contemporary press show that severaJ advertisers were closely 

associated with Gui llaux's exploits, and took advantage of them in an opinion forming 

<l10 Sydney Morning lIerald, July 21, 19 14. The sa me advertisement was also placed in the Bulle/in , 
July 30, 1914, p. 41. 

67 l Daily Telegraph , July 20, 191 4. Several such advertisements adjoin the newspaper's account of 
Guillaux's fljght 
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process designed to entice and persuade the consumer market . The different 

approaches used, anticipated the widespread sponsorship of similar events by 

commercial interests with which we are familiar today. Liptons concentrated on the 

stimulant and revivitying effect of their tea during the Melbourne to Sydney flight . 

D.T. stressed the convenience of airmail, whereby their products could be delivered to 

a clamouring market at speed, and over great distance. 'Shell' focused on the high 

quality of their aviation fuel, advertising that, 'Australia's First Aerial Mail [was] 

successfully carried by M. Guilleux (sic) on his 50 h.p. Bleriot Monoplane, under 

most adverse weather conditions, without the slightest engine trouble', in a way that 

would be familiar to us today.672 

A lively and imaginative, if more obviously commercial, line was taken by Black & 

White Whisky, who reproduced a photograph of Guillaux landing at one of the 

exhibition flights in Melbourne, over a prominent hoarding advertising the product. 

The advertisement was called 'A Dive for Black & White'. (Fig. 55 c) Like M. 

Guilla"x Alofl, the Black & White advertisement is an 'action shot', but here a 

different kind of seeing is promoted. In M. Guillallx Aloft, Cazneaux has linked the 

monoplane to the watching crowd . This encourages readings which pose the 

significance of one against the other. In the advertisement, both monoplane and the 

crowd are dwarfed by the Black & White sign. This tends to concentrate the mind on 

whisky, to the exclusion of thoughts about the future possibilities of powered flight. 

612 Punch, July 23, 1914. 
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'A Dive for Black & White' is an exception, because the other advertisements 

mentioned share with the newspaper accounts a vision of the future made possible by 

new technology. The Age, it is true, was conscious that this might be a mixed 

blessing. A column separates the account of'M. Guillaux's Great Feat' with one 

reporting a 'Series of Accidents': 'Collision With Electric Tram'; 'Knocked Down By 

Car'; 'Knocked Down By Motor Bus'; 'Car And Cyclist Collide'; and finally, 'Cyclist 

Runs [nto Car, .673 These mishaps might have reminded the reader of the less 

triumphal aspect of progress in the air; the fact that from 1912 -1914 there had been a 

very high casualty rate amongst the young pioneer pilots. As one commentator put it, 

'flyi ng men have been killed . . . in cruelly constant procession for a long time now -

for so long indeed that the public has become quite callous' .674 The Sydney Morning 

Herald stressed how crucial Guillaux's flight had been in changing the public's 

perception in this regard. It said: 

M. Guillaux's feat has dispelled any lurking doubts tllat may have remained with regard to the 
practictll possibilities of aviation on a serious scale in Australia ... No doubt, much remains to 
be done before the navigation of the air is made entirely safe, bUI wIlen one considers Ihe 
extraordi nary progress in this direction Ihat the recent past has shown, one is inspired with 
fresh confidence for the futurc.6H 

67.1 Age, July 20, 1914. 

674 Mason, 1914. 'Even the nying fraternity, including tile designers, felt great anxiety for it was being 
said that aircraft had some inherent and perhaps unconquerable faull. It seemed lhal the ultimate fate of 
every machine, regardless of type or make, was 10 gel into a spinning nose dive from which there was 

no hope of recovery.' Miller, 1968, p. 20. 

675 Sydney Morning Herald, July 20, 1914. 
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It is clear then, that the vision of the future articulated in the media was also 

powerfully reinforced by a relief that the technology that made it possible actually 

worked, something only the flight itself made clear. For this reason, can it be argued 

that Cazneaux's version of events in M. Guillaux A/oft, which was taken before the 

flight , projects a similar kind of seeing to that found in the media? If it does not, how 

does it differ? The Daily Telegraph made the point that, '[Guillaux's] feat marks a new 

departure for aviation in Australia. Hitherto this interest has been chiefly spectacular. 

But now the practical utility has been amply demonstrated.,676 The Sydney Morning 

Herald thought that even the recent exhibitions, 'have left us, perhaps, not wholly 

convinced . . . that man is surely and steadi ly realising his immemorial ambition of 

conquering the air.,677 Because Cazneaux was a Pictorial photographer who took M. 

Guillaux Aloft at one of the exhibitions which preceded the actual flight, perhaps his 

interest could be said to be 'chiefly spectacular'. This impression might also be 

reinforced by reading his first hand account, quoted above, where he seems, above all, 

to be concerned with, 'photography of a monoplane from a pictorial point of view. ,6711 

What evidence might be looked for to support the contrary view, that M (}lIiIlallx 

Aloft shared the imagery generated by contemporary accounts of the event? An 

obvious clue would be if Cazneaux had taken his action photograph at the time of the 

676 Daily Telegraph, July 20, 1914. 

611 Sydney Morning Herald, July 20, 1914. 

"'c azneaux, 1914, p. 226. 
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historic landing in Sydney, rather than at a spectacle some time before the event. But 

the latter stages of Guillaux's journey, 'were performed amidst boisterous atmospheric 

conditions', which would have made it difficult for anyone to take this kind of 

photograph.679 It seems that no one did. A portfolio of pictures taken on GuiIlaux's 

arrival at Moore Park in Sydney on the afternoon of Saturday, July 18, and published 

in the Sydney Mail of July 22, 1914, had as its most prominent feature a reproduction 

of Cazneaux's M. Guillaux A loft, titled 'The Flying Machine That Has Made 

History,.680 

All the other photographs in the group are directly identified with the historic flight -

'M. Guillaux, a snapshot taken immediately after the airman's landing at the close of 

his hazardous journey'; 'The Governor-General and the State Governor reading the 

message carri ed by M. Guillaux from the Governor ofYictoria; 'Studying the Map'; 

and 'Guillaux Receiving the Mail at Melbourne'. This association, and the fact the 

headline over 'The Flying Machine That Has Made History' reads, 'Australia's First 

Aerial Mail : Melbourne To Sydney In Nine Hours', means that the Sydney Mads 

readers were invited to believe that what they were seeing was a genuine image of the 

incident being celebrated. I would argue, therefore, that Cazneaux's reading taken 

beforehand became inseparable in the public mind with the visual imagery of the 

679 Sydney Morning flerald, July 20, 1914. Melbourne Punch reproduced an 'action' photograph of 
Guillaux's Melboume departure from the Show Ground, Flemington. I have not been able LO find any 

similar shots of the arrival. Punch, July 23, 1914. 

680 Sydney Mail, July, 1914. 
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actual event portrayed by the media. In support of this contention is the fact that a 

previous owner of the copy of M. Guil/aux Aloft under discussion here, has inscribed, 

'1st flight from Melbourne to Sydney at landing', on the backing board of the print. 

Another significant piece of evidence is the title that Cazneaux chose for his work. It 

might be argued that he could have used a more suggestive one. For example, Arthur 

Ford called his 1915 study ofa monoplane circling a warship in a foggy harbour, On 

Guard. (Fig. 56) 68 1 Clearly indicated here is the way the fragile aeroplane has 

assumed, in wartime, the role of the great ship's protector. In comparison 'M. Guillaux 

Aloft' might appear more descriptive than evocative, unti l the significance of naming 

the aviator is considered. If Cazneaux was simply concerned with, 'photography of a 

monoplane from a pictorial point of view', he need not have made any such 

identification. In Ford's photograph, both the aviator and the occasion are anonymous. 

Naming the aviator in the work's title does of course introduce another traditional 

theme of art, the heroism of exceptional people.682 But in the case of M Guillaux 

A/ojl, the imagery shift s the emphasis from the aviator, the individual , to the 

monoplane, thereby making it clear that the new technology is even more remarkable 

than the man. In his own account, Cazneaux speaks ofGuillaux's, 'wonderful 

monoplane', whi lst for the Sydney Mail, it was 'The Flying Machine That Has Made 

681 This photograph was also reproduced in the Australasian Photo-Review, December, 1917, where it 
was described as having won first prize in that journal's October 1915 exhibition. 

682 Thornton, 1976, p. 13 I. 
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History', in preference to the man who flew it.68J Cazneaux clearly indicates in 'The 

Pictorial Treatment of a Flying Machine" that M. Gui/laux Aloft was titled before the 

airmail flight. 684 This raises the possibility that the photographer was offering 

meaning and interpretation which went beyond the purely stylistic, before the events 

which made Guillaux famous. In other words, the exhibition was seen by Cazneaux as 

more than just a spectacle, and did not owe all its significance to subsequent events. 

This opinion was certainly held by Guillaux himself The Age of July 21, 1914, 

carried a lengthy interview with the aviator on the possibilities of, 'the aeroplane 

becoming an aggressive force in military or naval tactics.' Through his interpreter he 

said: 

Thc dClllonSlriltions I have recently given in Sydney and Melbourne ... should convince the 
people or Austrulia that aeroplanes will be the dominant factor in the next war. No time should 
be lost in furnishing the Australian aerial rorccs with air cran or the destructive type. The 
scheme must be complete in every detail. Progress must be made. Even the Melboume
Sydney night is a small accomplishment beside the daily feal of airmen in Europe.68' 

Implicit here is the assumption that , 'the daily feat of airmen in Europe' was replicated 

in the demonstrations, and that their importance should have been apparent to anyone 

(~l Cazncau.'(, 1914, p. 226. ~)ydney Mail, July 1914. 

(,l!4 Ca:t.nC3ux, 1914, p. 226. The issue of Harringtans' Photographic Journal in which Cazneaux's 
account of taking the photograph, and a reproduction oflhe photograph itself, appeared was dated July 
22, 1914, or four days after Guillaux landed in Sydney. Tile copy must have been prepared before the 
flight, because there is no rererence in it to anything other lilan the exhibitions. 

68' Age, July 21, 1914. 
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who attended them, including photographers. This adds another dimension to the fact 

that Guillaux autographed the mounted copies of M. Guillaux Aloft. Now the 

autograph on the mount may be seen, not just as a souvenir, but a statement of the 

significance of the exhibition flights, which were, after all, the reason Guillaux came 

to Australia in the first place. Indeed the exhibitions were so important , no doubt for 

the revenue they generated, that thirty hours of the Melbourne to Sydney flight were 

devoted to displays in country towns on the way.686 

The fact that Cazneaux's image was widely distributed is another break with Pictorial 

convention. Pictorialists normally published their prints in small editions; 'originals' of 

M. Guillallx A lofl are extremely scarce. As well as the copy under discussion, the 

National Library of Australia also owns one that was reproduced in Philip Geeves 

presents Cazlleallx 's Sydney 1904_1934.687 In contrast, Lipton Ltd. made 250,000 

facsimi le reproductions ofGuillaux's autographed letter to them, 'as a memento of the 

first Australian Aerial Mail', to advertise their teas. 688 It is improbable that the Sydney 

Mails circulation was anything like this number. Nonetheless, this illustrated weekly 

has distributed Cazneaux's photograph to a much wider public than was usually the 

case ror Pictorialists' images. The ract thalM. Guillaux Aloft has been reproduced in 

the mass media, means that viewers are being invited to identify with the importance 

6li6Punch , July23, 1914. 

687 Gceves, 1980. 

688 Sydney Morning Herald, July 25, 1914. 
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of the events being depicted, as opposed to the usual Pictorial aim which stresses the 

authority and integrity of an 'original' art work. Cazneaux: is complicit in a different 

kind of photography concerned with mechanically reproducible image-making 

technology, rather than 'art' . Here, he anticipates the modernist period in the 1930's, 

when the mass reproduced photographic image became ubiquitous through 

d 
.. Gil? 

a vertlsmg. 

It may be still argued that Cazneaux's image was taken with one purpose in mind, the 

'spectacular', and has later been invested with a series of meanings not originally 

intended. The strongest evidence here would be his own account of how the 

photograph was taken, which concentrates on elements of Pictorial composition. 

Against this is the fact that 'The Pictorial Treatment Of A Flying Machine' was 

written for a specialist photographic journal, whose readers would look for guidance 

on how rather than what to take. On the other hand, the 'Editorial' in Harring/ans' 

Photographic JOllrnal of June 22, 1914, stressed that photography must keep pace 

with evolution, implying that it was no longer enough for a Pictorialist to take 

timeless images of nature. Although M. Guillallx Aloft is a Pictorial photograph, it is 

also a thoroughly modern image associated, by the photographer's design in granting 

reproduction rights to an illustrated newspaper, with the whole narrative of Maurice 

Guillaux's exploits in Australia. 

689 Slephen, 1983, p. 42. 
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Susan Sontag reminds us that the viewer' s reaction to a photograph also depends upon 

what the photograph is of, or what piece of the world it represents.690 The subject of 

M Guillaux Aloft is a monoplane flying over the heads of a crowd of people who are 

watching it. The piece of the world it represents is the man who carried the first 

airmail in Australia, flying the very machine that delivered it . Knowledge of this 

would have been widespread at the time the photograph was taken, as would 

speculation about the implications for the future. I would argue, therefore, that this 

association, together with the specific significance accorded to the image by its 

creator, means that Cazneaux's version of modernity is similar to the kind being 

enacted in the media. Both recognise and represent GuilJaux's visit to Australia as a 

turning point , and promote images of a future made possible by technology, using the 

camera which is itseJfa product of that modernity. 

Social Content in Cazneaux's Wharfies, Circular Quay 

M. GllilklllX Ah~ft is not the only example of the ' new and important facts ' Cazneaux: 

came back with. Peter BUrger has argued that art created primarily for aesthetic 

reasons severs it self from social relevance. 69 1 Harold Cazneaux was a Pictorialist , 

primarily interested in aesthetic results, but in whose work I al so see evidence of 

social content. It is arguable whether this content arrives because of the inherent 

( ,')U Sontag, 1978, p. 93. 

(,\II Burger, 1984, pp. 19-20. 'Sincc the middle of the nineteenth century, that is subsequent to the 
consolidation of political rule by the bourgeoisie ... the form-content dialectic of artistic structures has 
increasingly shifted in favour ofform. The content oCthe work of an, its ' statement' , recedes ever more 
as eompared with its fomlal aspect, whic11 defines itself in the narrower sense .. . means become 
available as the category 'content' withers. ' 
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nature or the photograph's ' realism', by the intention of the photographer, or by a 

combinatio n of the two. BUrger was speaking here in terms of general rather than 

photographic theory - I would exempt at least some ' artistic' photographs from his 

proscription. 

As an example, I would argue that Cazneaux's Wharjies, Circular Quay, 1910 (Fig. 

S?), combines aesthetic vision with an objective reality. At first glance, it might be 

taken for a picturesque view of a cast of colourful characters on the waterfront posed 

against a backdrop of wreaths of smoke and a ship in port . Where M. Guillaux Aloj' is 

a study in horizontal lines, this photograph is a study in verticals. Particularly striking 

is the use of repetition; the wharfies are in two di stinct groups, divided. but with their 

uni ty emphasised in the st rong verticals formed by the ship's bowsprit and mast. 

Cazneaux has also contrived a lighting effect that emphasises formal , almost abstract, 

patterning. A criti c of Pictorial photography might argue that the way light is used 

here conceals, rather than enhances reality - Ulrich Keller calls this kind of procedure 

'pastorali sing' the cityscape.692 

The 'contrejour' lighting does indeed efface the features of the men to the point where 

they become silhouettes against the sky, distancing each from the viewer. This 

emphasises the human drama, which is epitomised by these dejected, waiti ng figures. 

The lens does not highlight individuals but shows the men as the victims of casual 

692 Keller, 1985, p. 10. 
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labour hiring on the docks. The system of select ion favoured the strong over the Jess 

strong, and was extremely unpopular amongst the men.693 Even if the public did not 

generally appreciate these facts at the time, the attitude of the wharnes alerts the 

viewer to the fact this is more than a pretty picture . Some commentators hold that 

PictoriaJists only sought to, ' to show the best side of the city by the creation of 

beautiful and imaginative photographs.,694In this case, the reality of the scene lies 

behind and subverts such a Pictorial aim. 

The quotation above is from Gael Newton's 1980 essay on Cazneaux, where she also 

says: 

It is not appropriate to class Ca7.Jlcaux as a Documentary photographer concerned with social 
or political conditions. His work was not directed towards revealing the poverty of the slum 
children he photographed nor the hard labour orthe wharfics. Ugliness ofsccne or society was 
Ilot the subjcct of the Piclorialists.695 

I think it is very difficult for a photograph, however beautiful, to avoid the ugliness of 

tragedy entirely. Here I differ from Walter Benjamin, who complained about the 

abili ty of certai n photographers to , ' transform ... even abject poverty ... into an 

object of enjoyment. ,6% On the other hand I do not agree with Roger Scruton when he 

693 Gccvcs. 1980, p. 48. 

~ Newton, 1980 h, p. 15. 

69' Newton, 1980 b, p. 15. 

696 Benjamin, 1978, p. 230. 
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Vision. Image, and Text 

I say that objective reality, once identified, ' ranks with' the photographer's vision 

rather than outranking it, because there may be a difference between what a 

photograph is of, and how it is described. A photograph's title may also be an intrinsic 

part of the photographer's creative process. Henry Peach Robinson's Fading Away, 

for instance, illustrates the point that appearances in a photograph can be deceptive. In 

this case Robinson used five negatives, superimposed o n each other, to create the 

impression that a healthy fourteen-year-old girl was dying of consumption. 

The deceptiveness oftitJing is also apparent in F.1. Mortimer's The Wreck, 1911 , held 

in the collection of the Royal Photographic Society. 700 It shows what are presumably 

survivors in lifeboats pulling away from a sailing ship, which has either gone aground 

on a reef, or foundered for another reason. Some of the figures in the first boat appear 

to be young boys, rai sing the possibility that this is a training ship. There are two 

other similar photographs in the Society' s collection, also dated 19 11 . One is 

SMpwreck, 1911,70 1 which shows survivors in the water; the other is The Relief 8oal, 

19 11 .7U2 Shipwreck and 'l"he Wreck look as if they form part ofa sequence, which 

suggesls that both portray an actual incident. It is also possible that they are posed; 

like Fadinx Away, several different negatives may have been involved in their 

7(~1 F.J . Monimcr, The Wreck, 191 1, gelalin sil ver pholograph. The Royal Photographic Society 

Collection , Bath . 

701 FJ. Mortimer, ,S'hipwreck, 1911, gelatin sitver photograph. The Royal Photographic Society 

Collection, Bath. 

702 F.l. Mortimer, The Relief Boat, 1911 , gelatin silver pllOlograph. The Royal Pholographic SocieLy 

Collection, Balh. 
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production. Whatever their construction, the title 'The Wreck', like 'M Guillaux 

Aloft', is more descriptive than suggestive. 

In 1917, Harring/ons' Photographic Journal carried a reproduction of The Wreck re-

titled The Trail of the Hum·. (Fig. 58) Here the artist's faculty of invention, or 

expression, comes into play. The title, as well as being descriptive, is now highly 

suggestive. The imagery of a sea incident, whether real or not, is pressed into service 

as a piece of maritime propaganda. The Wreck of 1911 in its new guise is offered as a 

moment of 1917 reality, endorsing the AJlied contention that German U-boats 

torpedoed everything in sight, especially defenceless sailing ships carrying children. 

The new title alters our reading, bringing a new level of meaning, which is stressed by 

the use of the word ' Hun ' as a loaded and emotive term. Further evidence to support 

this perspective on The Wreck may be found in 'Cameragraphs' of the Year /924. 

Shipwreck was reproduced there, but now the title isAn Eyefor an Eye, which 

strongly suggests that a whole sequence of Mortimer's pre-war pictures was used as 

wartime propaganda about a U-boat attack . This impression is reinforced by Harold 

Cazneaux's commentary on AI1I~yef()r an Eye where he speaks of the, 'surging wave, 

h·d· h I lb· ,70J I mg perc ance t le treac lerous su manne. 

The importance of titles in Pictorial photographic work, and the way in which the 

naming of a photograph can alter or charge meaning, is illustrated by many Australian 

70) Bostock, 1924, p. 15. Cazneaux, 1924. [p. 2J 
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examples. In July 1912, Harringtolls' Photographic Journal reviewed an 'Exhibition 

of Pictures by Norman C. Deck, .704 Among the photographs illustrated was There isa 

Rapture on the Lonely Shore, before 1912. (Fig. 59) The reviewer said: 

No. J 3. . is beyond photography - it is Art . Not only is the composition, tone and value 
convincing, but the selection and whole arrangement shows the imagination and poetic 
suggestiveness of an artist, and worthily illustrates the reautifulline of the title: 

'There is a Rapture on the Lonely Shore. ,70S 

'The beautiful line ' is from Lord Byron's (1788-1824) Childe Harold 's Pilgrimage, 

but even without this knowledge, the title infuses the composition with mood and 

atmosphere. 706 The reference to Byron's poetry, with its High Romantic associations, 

serves to heighten the ' poetic suggestiveness ' which, the reviewer intimates, only an 

artist is worthy to illustrate. But let us invent another title, The Beach at Byron Bay, 

New .. \'outh Wales, or think of the photograph untitled - how do the Romantic 

associations fit then? 707 If the picture no longer illustrates 'the beautiful line of the 

title ', does it become a simple landscape? Does Mr. Deck's photograph because of 

this cease to be a, ' picture, no matter the medium employed,?7og Or could the 

reviewer have argued that, , No. IJ ... is beyond photography - it is Art ' by virtue of 

its convincing composition, tone and value? 

711-1 ttarring/on.I" Ph%graphic Journal, July 1912, pp. 197-202. 

1m Harring/on ... ' PhOiographic Journal, July 1912, p. 198. 

706 Lord Byron, Childe Harold 's Pilgrimage, (1809-1818) Canto. IV, stanza 178. 

707 This is purely invention . I have not been able to discover where t11e picture was taken. 

700 Harring/ons' Photographic Journal, July 19J 2, p. 197. 
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In this instance, the title makes the picture. Indeed. so well was the necessity of fitting 

a suitably atmospheric title to a photograph in order to give it Pictorial qualities 

understood, that the Australian Photographic Journal, in 1908 , published two lists of 

'Suggestive Titles for Evening Pictures ' .709 A stanza by the American poet William 

Cullen Bryant (1794 -1878) gives the flavour of the select ion: 

Upon Ihe mounlain'sdistanl head, 
With trackless snows for ever white. 
Where all is still, and cold, and dead, 
Lmc shines the day 's departing Iiglll." O 

Apart from Bryant. verses by Beesley. Campbell. Coleridge. Longfellow. Macaulay. 

Milton, Scott, Shelley, Tennyson, and Wordsworth, all in a similar vein are suggested. 

Edwin Welch, writing in Phologramsoflhe Year 1907, thought that lack of 

originality in titles was one of the weaknesses of the amateur photographer. 711 Such a 

list was doubtless intended to provide a remedy for those without access to poetical 

inspiration. Welch ' s comment nonetheless underlines the importance and function of 

titles in Pictorial work - it is extremely rare to find examples which were untitled. Out 

of22 1 photographs in my worki ng li st of Australian Pictorial photographs dated 

between 1897 - 1920 , only three are untitled - two portraits and a photograph of 

children at play. 

709 Australian Photographic Journal, January and March 1908. 

7LO Australian Photographic Journal, March 1908. 

7LL Welch, 1907, p. 90. 
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The alliance of image and text had been previously noted in the Australian 

Photographic Journal of December 1902. The writer was commenting on the view 

that, 'pictorial art is much more restricted in its method of addressing itself to the 

world than poetry or fiction ' because it was thought to, ' appeal to but one sense 

sight' . In asking whether ' the visual sense [is] all that a picture appeals to', a critic's 

view was quoted to the effect that Hogarth's Enraged Musician was, 'deafening to 

look at' because the viewer, ' hears in imagination the din.' The writer then argues that 

a photograph, too, is capable of telling a story, or suggesting some train of thought, 

' even though it may need the prop ofa title to do SO.' 712 This article foreshadowed 

Walter Benjamin who, in the 1930s, considered the implications of captions when 

added to photographs. For Benjamin, captions allowed photography to tum, 'all life' s 

relationships into literature' , and he asked if captions, 'Will not . . . become the most 

important part of the pholograph.'7lJ As in the examples given above, he saw how the 

photographer could use titles creatively, ' [to] give his picture the caption that 

wrenches it from modish commerce and gives it revolutionary useful value.' 714 

The Influence of International Pictorialism 

Not all Australian Pictorialists used titles creatively in order to suggest a story. One 

reason why Cazneaux was thought capable of 'strong stuff', was that he went beyond 

1 12 Australian Photographic Journal, December 1902, p. 274 . 

713 Benjamin, 1979, p. 256. 

714 Benjamin, 1978. 
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the conventions of the day, in this as in other respects. Many of hi s admired 'artistic' 

compositions have descriptive, as opposed to suggest ive titles .715 In making a point 

about these 'straighter' photographs by Cazneaux, Max Dupain noted that : 

He look many pictures of city life, and Ihey are the most ' photographic' in my opinion of all 
his work . they madc a break away from the stereotyped ' pictorial' photograph about 
which he comments severely in 1916: ' There are so many doi ng the same thing in the same 
way,.7111 

An issue here is to what extent Cazneaux's break from stereotype resulted from 

outside influence. The importance of originality as stressed by contemporary critics 

has already been referred to in the previous Part . The claim that Cazneaux created 

'st rong stuff' wou ld be not be enhanced ifit could be shown that he copied the work 

of others. It should also be noted that the creator of'strong stuff' was capable of some 

very 'ordinary stuff' , too . In October 1919, Harringlons ' Photographic Journal 

placed a set ofCazneaux's pictures before its readers, ' which will please all lovers of 

good photography. , 7 17 Included amongst the portfolio was The Bidding of Spring. 

before 1919. (Fig. 60) The journal does its best for the image, calling it, 'a 

temperamental picture, a creation of the fancy, with deli cate tone values and light 

tracery, symbolical of the artist' s concepti on of an impression of Spring.,7IS These 

m Wharfies, Circular Quay is such an example. 

' " D . 1978 .. upam, , p. XII. 

'1 ' Narringtons ' Photographic Journal, October 1919, p. 312. 

718 Harringlons ' Photographic Journal, October 191 9, p. 312. 
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flattering words do little to disguise the fact that this is a perfectly competent, but 

deeply conventional Pictorial rendering, both in subject matter, treatment, and with 

regard to title .719 It is an impressionistic conception, of a kind that anyone among a 

number of average Pictorialists could have produced, let alone a 'strong man'. It is 

very hard to believe that Snowden Ward, writing in 1911, would have recognised here 

his prediction concerning a man, ' from whom we may expect anything. ,720 

Another Cazneaux image, thought by the photographer to be one of his two best 

pictures, which Snowden Ward might have admired, is The Japanese Blind, 1915116. 

(Fig. 61) Jack Cato said in 1952 that this photograph, 'inspired a host of imitators' the 

world over - a big claim!721 In 1917, it was shown in a major exhibition of Australian 

Pictorial photography mounted by the Photographic Society of New South Wales, 

which also included The Razzle Dazzle.722 Both photographs are annotated in the 

catalogue as having been accepted for exhibition in the London Salon, and Cazneaux 

thought highly of each. He priced The Razzle Dazzle at 3 guineas, the highest in the 

show, and [he Japanese Blind at £2112/6, the second level of pricing. 72) A notable 

71'1 This image has been chosen for comparison bcwusc it was made after 1914, the date of M . Guiflaux 
A loft, and is therefore comp:lf'able in lerms of artistic malurity. 

HO Ward ,1911 , p. 54 . 

721 C~1I0 , 1952, p. 733, Caw. 1979, p. 153. 

m Cazneaux 's own account, in 1952, of this photograph 's history is confusing. He says that the work 
in question was, 'first published in the Home, Vol. 1 (1920)' as The Bamboo Blind. A usfralasian 
Photo-Review, December 1952, p. 738. Cazncaux's view of the picture's merits is contained in 
correspondence with Jack Calo. Cazncaux, 1951 a, April 28, 1952. 

72J Australian Pictorial Photography, 1917. Not all the exhibits were priced, although the majority of 

Cazneaux's were. Price ranges were from 3 gns. to 10/-. 
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feature in The Japanese Blind is the way Cazneaux imitates Japonisle compositional 

devices - diagonals and trellis patterns. Another point of interest is the way the sun is 

used, a contrast to what Cazneaux saw as the prevailing Australian obsession with the 

soft-focus and low tones of European Pictorialism. Of paramount importance is the 

fact that the image holds the viewer's visual interest by using formal devices. The 

abstract patterning in The Japanese Blind is noteworthy because it reflects a 

preoccupation with form that was a characteristic of the modernist movement in the 

other visual arts. Cazneaux here is in sympathy with photographic workers overseas 

aligned to the newly emerging avant-garde. 

In 1978, the photographer Max Dupain, whose contacts with Cazneaux went back to 

the late 1920s, wrote 'Caz - An appreciation ' for a book of his photographs 

published by the National Library of Australia.724 Dupain considered Cazneaux the 

father of modern Australian photography. struggling against isolation only tempered 

by second-hand acquaintance, through third - rate reproductions of the notably 

conservative English Pictorialists of the day.725 By 1911, leadership of the Pictorial 

movement had passed from England to America. Dupain says that very little that was 

new and turbulent in the arts at this time - he mentions Post Impressionism, Cubism, 

Dada, and Surrealism - made any impact in Australia. 726 Others have taken up this 

n~ Ennis, 1991 , p. 5. Dupain, 1978. 

m Dupain, 1978, p. xi. 

n6 Dupain. 1978, p. xi. 
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refrain . Phillip Adams, for instance, says that Cazneaux' s work, 'shows little 

awareness of international trends or ideas' .727 Gael Newton affirms this when she 

writes: 

Australian photographers were generally unaware orthe directions taken by the Photo· 
Secession land) relied on British magazines like Amateur Photo§rapher, and the annual 
Ph%grnms of the Yeor, which were conservative publications.J 

B 

Dupain himself said : 

I think one of the tragedies of photography in Australia in this formative period was lack of 
b<lckground and isolation from Europe and America and the great art traditions. We had little 
or no yardstick against which to measure or contrast our achievements. Caz in his letters 
recalls ' that great photographer Stieglitz' {but] docs not tell us fhat Stieglitz opened the Photo
Secession Gallery in New York in 1905 .. . Jwhich was] a meeting place of the avant·garde in 
art and photography .. . Obviously we had not heard about thoscdevelopmenls in Australia. 729 

IfCazneaux was unaware of ' international trends or ideas', and had not heard 

anything about, or seen any avant-garde photography, the creation of an image like 

lhe Japanese Hlilld in artistic isolation would be quite remarkable. The ability, 

without much knowledge of directions abroad, to break away from the stereotyped 

' Pictorial ' photograph, would alone entitle Cazneaux to be considered an outstanding 

photographer whose works would qualifY him for inclusion in any Australian canon. 

'" Adams, 1994, p. 20. 

72S Newton, 1979, p. 4. As previously noted, the Photo-Secession was promoted and largely controlled 
by Alfred Stieglitz, to further the artistic recognition of Pictorial photography. 

"' 0 . 1978 ... upam, , p. xu!. 
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Without belittling Cazneaux's achievement in finding fresh Australian photographic 

insights, I do not believe that he was, in fact, entirely isolated from the influence of 

progressive and experimental tendencies. It is clear from a study of the Australian 

photographic journals, that the British Amateur Photographer & Photographic News 

was widely circulated in Australia during the early 20th century. As an example, 

Australian entries were sent in 1909 to an 'Exhibition of Pictorial Photographs by 

Colonial Workers ', at the ' A.P.' Little Gallery in London in the summer of that 

year. 7JO This publication may have been consetvative. Nonetheless it included the 

British anist Malcolm Arbuthnot's 'A Plea for Simplification and Study in Pictorial 

Work', and several of his photographs.71' 

In 1907 and 1908, Arbuthnot had been experimenting with abstract photographic 

patterns. He studied the effects of light and shade in ways that suggested the influence 

of Japanese an, just as Cazneaux was to do in The Japanese Blind. Arbuthnot's The 

Wheel, 1908, (Fig. 62) was one of eight of his images which were reproduced in the 

Amateur Photographer & Photographic News ill 1908 and 1909, all of which would 

have been available for study by Australian photographers. To see how radical 

Arbuthnot's work was, compare The Pool, 1908 (Fig. 63) with a more conventional 

English Pictorial image by ET Holding, The Craftsman, 1908. (Fig. 64)732 

730 Amateur Photographer & Photographic News, July 13, 1909, p . 36. 

7)1 Arbuthnot, 1909. 

7J2 Both were published in Ihe same issue of the magazine. Arbuthnot's picture is sub-titled 'From the 
Photographic Salon', Holding's 'From tbe 'Salon des Refuses". A group of photographers, led by FJ. 
Mortimer, broke away from the English Photographic Salon in 1908, and fonned a Salon des Refuses. 
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Arbuthnot's 1909 article also gave a theoretical justification for his imagery, arguing 

that photographers should gain an understanding of the underlying formal structures 

in a composition, the realisation of which becomes apparent when The Pool and The 

Craftsman are compared. The Japanese Blind was made some years later, and I do not 

suggest that Arbuthnot's photographs were a direct, and certainly not an immediate 

influence on Cazneaux. But it is equally hard to argue, in this instance, that Australia 

was so isolated that, 'obviously we had not heard of these developments' .733 

Anyone familiar with Alfred Stieglitz's publication Camera Work would have had no 

difficulty keeping up with 'these developments'. Gael Newton has recorded her belief 

that Camera Work was virtually unknown here - she says that only one copy, a 1909 

issue owned by Cazneaux, appears to have arrived in Australia.734 Ulrich Keller has 

down played Camera Work's importance, arguing that it was simply the mouthpiece of 

one particular group of photographers, and ignored the work of those outside 

Stieglitz' s circle .7]5 This truth should not obscure the fact that Stieglitz, and his fellow 

Secessionists, were much admired and imitated in the United States and Britain, 

Contrary to the history of the French Salon des Refuses, the breakaway group represented 
·conserva1ive' forces ; those len behind, Arbuthnot, Coburn, Steichen, Stieglitz, Baron de Meyer, Craig 
Annan, Bellington, Demachy. and Eugene were 'progressives' . Anderson, 1908. John Taylor mentions 
that Mortimer, Editor of the Amateur Photographer & Photographic News, the only available source of 
quality Pictorial reproductions at the lime, scrupulously excluded the work of tile Photographic Salon. 
Excepted were, 'two pieces IphOiographsl by ArbUlhnot . .. ' which he 11lOUghl were only included as 
examples of what to avoid. Taylor, 1984, p. 285. As mentioned, there are eight examples of 
ArbulhnOI'S work, as well as two significanl articles by him over a two year period ~ I do not lllink it is 
a fair commenllo say thai Arbuthnot was only included as an example to avoid. 

"' D . 1978 ... upam, , p. XIII. 

134 N ewton, 1979, p. 4. 

7JS Keller, 1984, p. 267. 
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where the works of his group had a wide circulation.736 I believe that Camera Work, 

and Stieglitz's name, were also better known in Australia than has been realised. As 

an example, the Australian Photographic Journal of August 1908 contained a short 

notice entitled' Mr. Alfred Strieglitz', (sic) quoting part of an attributed article from 

Camera Work on 'Hot weather experiments' .737 

If the photographs reproduced in Camera Work in 1908 were seen in Australia, they 

would have afforded an insight into the succession of different steps in the Pictorial 

progression, according to Stieglitz. These were: conventional and conservative 

Pictoriaiism and abstract formalism - both exemplified by the photography of 

Clarence H. White; and' true photographic themes and textures' - notably interpreted 

by Alvin Langdon Cobum.1JII One striking image by Coburn is The Rudder, 1908. 

(Fig. 65) Perhaps Cazneaux had not seen this when he created Ship's Spiders, c. 

1915; (Fig. 66) nonetheless the resemblance is very marked. 

Equally marked is the likeness between Cazneaux's picture Pyrmont Marshalling 

Yard\·, 1910, (Fig. 67) and Stieglitz' s celebrated composition The Hand afMan, 1903, 

1.Y, Keller, 1984, pp. 267 and 269. 

137 A u.I"tralian Photographic Journal, August 1908. ithink it likely that the piece is taken from the 
Amateur Photographer & Photographic News of June 23 , 1908, where SLieglitz' s article ' Frilling and 
Aulochromcs' is reproduced in full. Stieglitz, 1908. The Australian journals were not par1icularly 
scrupulous in their rendering ofattribuLions. The reference to Camera Work in (lle Australian 
Photographic J ournal is in the text of the extract. The Amateur Photographer & Photographic News 
mentions Camera Work in an Editor's note, where it is referred to as a, ' sumptuous publication ' . 

13k Hartmann, 1911 , p. 558. 
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(Fig. 68) which had appeared in the first issue of Camera Work The Hand of Man 

was a1 so reproduced in the Australian Photographic Journal in November 1904, 

where it was described as, 'one of the finest specimens of pictorial photography ever 

exhibited' and, 'the latest product of Mr. Alfred Stieglitz, of New York, the 'leader' of 

the Photo-Secession of America.,739 Writing about the American Pictorialists, Ulrich 

Keller notes their preference for long-accepted subjects arguing that, ' the pictorialists 

hardly ever seized upon a motif until it had proved a safe and popular one in other 

branches of the visual arts'. Images which, 'seem to possess a touch of distinction 

when reproduced in fine photogravures on the pages of Camera Work', were in fact 

imitations.74o 

Thi s The Hand ofMal1 may not be, but it clearly recall s the 1870s Gare SainI-lazare 

canvases by Claude Monet. These paintings, in their day, signified the entirely new 

lifestyle that ' the hand of man' had recently made available through the steam train.
74 1 

This perspective was no longer fresh by the time of St ieglitz took his photograph . 

St ieglitz might have argued that, notwilhstanding his debt to painting, the subject was 

a new o ne for a pho tographer. In 191 D, Cazneaux could not say the same. There is 

more than a passing resemblance between The Hand of Man and Pyrmont 

MarshallillK Yard\·. They share the same subject matter, a train with stearn up in a 

719 AU.I'lm/ion PhotogrophicJournal. November 21 , 1904, p. 246 . 

740 Keller, 1985, p. 3. 

741 Twelve of these works have survived, dating from 1871-1877. Wilson-Bareau. 1998, p. 2, and pp. 

103-129. 
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railway yard, and the visual treatment is similar. In each the eye is drawn into the 

composition by the curving movement of the railway tracks. As well, the strong 

verticals formed by the trains ' funnels , and the steam rising from them, are echoed by 

other verticals; smoking chimneys in the case of Pyrmollt Marshalling Yards; 

telegraph poles in The Hand of Man. 

Cazneaux was also aware of the work of other photographers in Stieglitz's circle, as 

he made clear to Jack Cato in 195]. Discussing Photograms of the Year, 1911, he lists 

a number of, 'workers I had admired greatly' whose pictures had been included in 

Camera Work. Amongst these were Craig Annan, Annie Brigman, Robert Demachy 

and, 'the great American camera man' Eduard Steichen.742 Others in Australia 

acknowledged a similar acquaintance. The amateur W. 1. Chapman, described by his 

1909 interviewer as a' rebel', listed Stieglitz and Craig Annan amongst his models .74J 

Other photographers of the day also had American contacts; Gaston Mervale, 

interviewed in the same series as Chapman, used his knowledge of American 

photography to complain about Australian parochialism.744 The evidence, then, 

strongly suggests that even if Camera Work had little or no Australian circulation, the 

Australian Pictorial community, including Cazneaux, knew the work of Stieglitz and 

many more of its contributors. 

142 Cazneaux, 195 1a, March 6, 1951. 

143 'Valdon ', September 1909, p. 268. Anderson, 1908 . 

;44 Valdan. May 1909, p. 138. 
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The Razzle Dazzle and M. Guillaux Aloft are images far removed from 'stereotyped 

pictoriaJism'. So are other works like Ships Spiders and Pyrmonf Marshalling Yards 

although the evidence suggests that these last two were created with an awareness of, 

and not in isolation from, international trends and ideas. This does not detract from 

Cazneaux's importance. His contemporaries held him in high esteem, as did those, 

like Max Dupain, who followed him. This regard, supported by the examples of his 

work illustrated here, lends substance to an argument that Cazneaux, the Pictorial 

'artist', was valued more highly than those who emphasised the craft of technique. 

Where the 'technicians', such as A.J . Campbell and the Australian School of 

Photographers are forgotten, Cazneaux continues to be admired by present day critics 

who argue that he was a photographer capable of consistently outstanding work. 745 

Yet there are other Pictorialists, not only belonging to the school favouring technique, 

who were greatly admired in their day and whose work is also unknown now. The 

following chapter explores some possible reasons that would account for this. 

74SLeGuay, 1980, p. 7. 
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Chapter 2: Gentlemen vs. Players 

Section 1: Players 

The story of Australian Pictorial photography began as the 19th century gave way to 

the 20th. As the 21 st century begins, the works of many of the early Pictorialists have 

vanished without trace, but the reputations ofa handful of , strong men' survive, John 

Kauffmann and Harold Cazneaux prominent amongst them. Kauffmann has been the 

subject of a 1996 retrospective exhibition; fifty-nine of his photographs from the 

National Gallery of Australia's collection were on Show.'46 The National Library of 

Australia's 1994 publication Cazlleaux: The Quiet Observer, which contained fifty

eight reproductions of his work mostly from the Library's collection, was reprinted in 

1997.747 

Serious amateur photographers who worked with artistic aims did not produce 

individual prints in quantity . 'One or two excellent prints, finished so as to express an 

original conception of the subject' were all that was desired .74K Nonetheless over a 

working life of some years, a keen photographer might produce some hundreds of 

'excellent prints' of differing subjects. This understood, the surviving quantity of 

early prints by KauOmann and Cazneaux is exceptional; many more examples are 

available than is the case with other prominent turn of the century Pictorialists. Very 

7016 Newton, J 996. 

Hi National Library of Australia, 1997. 

748 Camera House Beacon, March, 1907, p. 36. 
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little is known about these latter figures, and our acquaintance with much of their 

work today is confined to photogravure reproductions in the Australian photographic 

journals. One possible reason why the work of these two photographers, as opposed to 

others, may have survived in quantity could be because of its quality - both 

Kauffmann and Cazneaux enjoyed outstanding reputations in their day, and 

admiration in Pictorial circles for both men was long lasting. Such acclaim was, 

however, qualified on occasion. Cazneaux at one point was criticised fOf being over 

fond of faking his negatives by adding crayon and paint.749 Kauffmann had fifteen 

works on show at the 1917 Exhibition of Australi an Pictorial Photography staged by 

the Photographic Society of New South Wales where he was criticised by J.S. 

Watkins fOf, 'an over emphasis offacts and an over-statement of unnecessary detail, 

like the idea of the decorator, that no part of a panel should be devoid of ornament.,750 

One reason for Watkins' concern may have been the fact that Kauffmann, a Victorian, 

had been left behind by the ' progressive' Sydney Camera Circle. This was the grouP. 

initially six, inspired by Cazneaux and founded in November 1916, whose aim was to 

promote work, ' in which low and muddy tones would no longer be seen' .1$1 As a 

continuing enthusiast for relatively low tone work. Kauffmann 's reputation amongst 

the progressives was in decline at this point in his career.
m 

1.f) Au.\"IN1I(1.~i(Jn Photo-Review, March 1909, p. 130. 

I SO Walkins, 1917, p. 380. 

"lSI Cazneaux, 1950, p. 556. 

m NeWlon, 1996, p. II . 
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The failure of the works of others to survive from the period before 1920 is not 

because of contemporary doubts about their quality. Watkins contrasted Kauffmann 

with J. Temple Stephens, another Victorian, whose work, 'gives one the feeling of 

quiet satisfaction dainty verse often inspires even in the unpoeticaL' 7S3 Temple 

Stephens' 'The Dredger', River Arno, Florence, before 1917, (Fig. 69) was compared 

to a watercolour by Whistler, and described by Ure Smith as, ' his finest print' . This 

work and The Woodman's Collage, before 1917, (Fig. 70) were both singled out for 

highest praise.7s4 Temple Stephens had been regarded as a 'strong man ' since 1905 , 

when one of his prints won the Victorian Amateur Photographic Association's 

Exhibition championship. He received three 'firsts ' and two gold medals in the 

exhibition, and was the hero of the show to such a degree that the judges were 

criticised for not spreading the awards more widely.7~s He was also one of those 

marked out for favourable notice by Lionel Lindsay in 1911 . n6 Today, we know very 

little of Temple Stephens, and there are few surviving examples of his prints. 7S7 Gael 

Ne\.Vton remarked upon this in J 988, noting that only a handful of his work was 

known, in private collections. nH My own investigations confirm that the position has 

H.l Walkins, [9[ 7, p. 380. 

15·1 Urc Smilh. 1917, p. 665. Walkins, 1917, p. )80. 

m AU.\'!rnlian PhotoKraphic Review, March 1905, pp. 50 and 52. 

H6 Lindsay, 1911 , p. 266 . 

151 I have previously referred 10 my inability to trace a print, or indeed a reprocluction, of The Coal 
Wharf 

H8 Newton, 1988, p. 191 . The Melbourne Camera Club (formerly the Working Men's College 
Photographic Club) has one print. Alan Elliott, the Club historian, advises me that il is presently 
(February, 1999) unavailable. The Australian Photographic Society have seven prints in !.heir 
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not changed since then. Major galleries lack holdings, and dealers in photographic 

prints have handled no examples recently.759 

Temple Stephens is not alone in this respect. Original prints by H. Cart right, whose 

work was so successful in the 1911 exhibition of the Photographic Society of New 

South Wales, have proved equally untraceable?60 Even more striking is the fact that 

of seventeen Pictorial photographers working in Australia in 1908 and 1909, 

characterised as 'Artistic Workers' and reviewed by 'Valdan' in the Australian 

Photographic Journal, more than half are unknown today. Of these, T. C. Cummins 

was an amateur 'shore-marine camerist' who specialised in seascapes.761 Bert Gilbert, 

an amateur with a flair for the unusual, was an actor by profession.762 George Bell 

earned his living as a professional press photographer. 763 Herman Carl Krutli, a 

professional whose work was highly praised by the English critic H. Snowden Ward, 

speciali sed in children's portraits.764 

coll cction. which arc currently (February 1999) untraceable. 

m My sourcc here is Josef Lcbovie, JoscfLcbovic Gallery, Sydney. 

160 Josef Lcbovic. in convcrS<lIion in February 1999, averred that in 20 years as a dea ler specialising in 
photography, he had nevcr come across work by Temple Stephens, Cartright or Cummins. 

761 ' Valdon', April 1908. 'Valdon ' coined the term 'short-marine camcrist' especially for Cummins. 
'Valdon '. April 1908, p. 95. 

762 ' Valdon', July 1908. 

163 ' Valdoll', December 1908. 

;(,oj 'Valdon ', January 1909. Camera House Beacon, March, 1908, p. 53. 
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W. 1. Cranley was an amateur who had little experience as a photographer at the 

time.
76j 

Gaston Mervale, another amateur was also in the theatre;766 T.e. Cleave was 

another professional portraitist;767 W.J. Chapman, an amateur from Stawell was a 

successful medallist in local competitions;768 and finally there were the amateurs 

Stanley Dickson Wynn and H.S. Golding.769 The remaining ' artistic workers' were, 

L.W. Appleby, a professional photographer with a studio in Sydney who specialised 

in portraits using the gum bichromate process;770 Francis Styant Browne, a Tasmanian 

described as a highly gifted amateur whose pictures had been successful in 

competition in many parts of the world ;71 1 Ernest Docker a Judge and amateur, whose 

experience extended back to the 1850s;772 the leading professional Harold 

Cazneaux;71J Fred Radford, another professional who worked for extended periods in 

England and the United States;714 Tom H. Stoward, an amateur from Adelaide; n~ and 

JM ' Valdon ' , February 11)09. 

1«, ' Valdon ' , May J!)09. 

71\7 ' Valdon ' , August 1909. 

1(0( ' Valdon', Septcmber 1909. 

71f) ' Valdon ' , October and November 1909. 

7711 'Valdon' , January 1905. 

771 ' Valdon', February J90S . 

m ' Valdon ', August 1908. Judge Dockcr, as he was invariably known , has already been discussed in 
this thesis. 

m ' Valdon ', October 1908. 

m ' Valdon ' , April 1909. 

7?S ' Valdon' , June 1909. Stoward' s work, particularly his Labour, before 1911, has been previously 
noticed. 
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Norman Deck, another widely and successfully exhibited amateur who was still 

taking photographs in the 1970s. n6 

Apart from Cazneaux, Deck and to a lesser extent Stoward and Styant Browne, prints 

made by any of these 'artistic workers' are hard to find today.7n The lack of 

examples, especially those that can be securely dated to the period when they were 

originally taken, makes comparisons a very difficult matter. Dating is significant since 

it was common practice for Pictorialists to use the original negative to make later 

reprints. Accurate dating is hard for two reasons. Firstly, very few Pictorial 

photographs were signed and dated on the print. Secondly, whilst it may have been 

more usual to sign and date on the mount, not many original mounts have survived. 

When only a few years separate different prints from the negative, the problem is not 

so serious, but it is often hard to be sure. 

JJ(, 'Valdon' , July I'JOI) . Walker, 1978. Other photographers included in the series, who are not 
mentioned here, were Erie de Catalano, Sidney Jackson, and Francis George. 'VaJdon', September 
1!)08, M;IY and June 1908, and November 1908. Dc Cata lano was an Italian serving on a French ship, 
which was visiting at the lime. His inclusion was due to the faCllhat he appears to have influenced 
some local Pictorialisls. The anicle about him contains no examples of Australian subjects. Jackson 
ilnd George were photogmphers who specialised in natural history. The piece 011 Jackson is the longest 
in Ihe series, and the only one 10 extend over two issues. This was due to the fact that the second article 
reviewed a recent book of hi s. 

711 Cazncau.'\'s work is widely held by leading Australian Galleries, including the National Gallery of 
Aust ralia , and Slale Galleries in New South Wales, South Australia, and Vicloria. The State Library of 
New South Wales possesses a small number of works of'8reakers' at Bondi, Sydney by Thomas 
Cummins. The Art Gallery ofSoulh Australia holds examples ofStoward's work. The Tasmanian Slate 
Library holds albums of the Northern Tasmanian Camera Club, which include Styant·Browne's work. 
Styant-Browne had a long association with this Club, and was its Secretary for many years. 'Valdon', 
February 1908, p. 36. 
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For instance many of Norman Deck's early prints were lost in a fire, and examples 

found today from what Max Wilson describes as his 'golden years' - the period under 

discussion in this chapter - were often done by Deck thirty to forty years later than the 

'o riginal ' .778 The question of whether there is any such thing as an uniquely' original ' 

photograph print is irrelevant here, because the practice under discussion promoted 

the idea of the photograph as an original work of art. This being so, it seems 

reasonable to compare like with like. Two 1908 prints by different Pictorialists can be 

assessed in the context of contemporary photographic practice. The reverse is true if 

one of the prints is a 1948 reprint . By this time the owner of the negative, assumed for 

this argument to be the person who first took the photograph, may have difficulty 

remembering and realising the original artistic concept, not to mention differences 

caused by papers and toners. 

A review of contemporary opinion suggests that the photographers whose work has 

disappeared ranked equally with those whose prints have survived. H Cartright and 

T.e. Cummins are good examples; Walter Burke in 1912 grouped Cartright with 

Cazneaux and Kauffmann.719 Why some works have survived as opposed to others is, 

therefore, unlikely to reflect qualitative judgement. Other factors must be involved, 

the most significant of which is likely to be that Pictorial photographs at this time 

were not widely valued . They were of course exhibited - the contemporary records, 

118 Wilson, 1978, p. 49. 

779 Burke, 1912, p. 30. 
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such as the photographic journals, are full of references to such displays, some of 

which were elaborately organised and promoted. Such exhibitions were an obvious 

way of claiming a public standing for the proposition that the photograph was art. On 

the other hand, as already noted previously, Pictorial photographs in this period were 

not widely collected. This applied both to individuals, and galleries and museums. 

Without contemporary collections, the survival ofa Pictorialist's work in any quantity 

has depended upon the willingness and ability of the photographer's family to 

preserve it. 780 Otherwise, examples sold to individual purchasers for decoration may 

still be fulfilling that purpose in private homes today. A strong price rise and the 

attendant publicity may yet bring some of these to light. 

I would further argue that survival is much more likely if the photographer was a 

professional and note should now be taken of the fact that both Harold Cazneaux and 

John Kauffmann were professionals and made their living by photography. As part of 

a commercial operation, a professional photographer would aim for work of a 

consistently high quality . As well, quantity would be needed to maintain working 

stock. A professional studio would also be more likely to reprint as stock diminished. 

More speculative is the possibility that a professional photographer's output would be 

preserved by his or her successors for the future, because they had always been valued 

as commodities. For example the major holdings ofCazneaux's work in the National 

780 Such is lhe opinion of Josef Lcbovic. of the JosefLeOOvic Gallery, Sydney, and the Melbourne 
photographer Joyce Evans, both of whom have extensive practical knowledge and experience in this 
area. In conversation with the writer, September, 1998. 
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Library were gifts from his family. His daughters, in particular, were noted for sharing 

their father's passion for, and belief in, his work.781 In the case of someone for whom 

photography was a hobby, not a livelihood, survival might not be so assured. 782 

Professionals to the Fore 

'You must try and mention other Australian 
workers around this time - amongst these 
were the professionals Fred Radford, H. 
Krutli , W. Appleby etc.' 783 

Professional photographers had a leading role in the early Pictorial movement - six of 

the seventeen' Artistic Workers ' were professionals. This is a minority it is true, but at 

35% of the whole it represents a far greater percentage than that suggested by A.E. 

Walcott in 1899, who said that 90010 of those engaged in photography were 

amateurs.7g4 Although the definition of an amateur had been a constant source of 

friction since the earliest days of photography, it is clear from the discrepancy 

between the two figures that Walcott must have included all those for whom 

photography was a hobby, whilst 'Valdon 's' was a selective sample.78~ Such being the 

case, A.J. Hill Griffiths ' comment in 1900 to the effect that the greatest number of 

J~! Chandler, 1978. Ennis, 1994, 'Acknowledgements', p. iv. 

m Joyce Evans, who has made a particular study of Norman Deck, believes that immediately surviving 
family might not have seen any great need to keep the products of a hobby that was often not a shared 
activity, and wilh which they did not have a great sympathy. In conversation with the writer, 

September, 1998. 

183 Harold Cazneaux to Jack Cato. Cazneaux, 1951a, March 6,1951. 

18~ Walcott, 1899, pp. 208-210. 

185 The Photographic Review oJReviews, November 1894, pp. 34. 
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photographic pioneers were gradually deserting professional ranks, is surprising. 786 It 

is possible that the situation had changed between 1900 and 1908/1909.1 would argue 

that even in 1900, Hill Griffiths was overlooking the fact that some of the most 

influential early Pictorialists, including John Kauffmann, were not amateurs. 

This oversight is reflected in other commentaries of the day. Sydney Long, reviewing 

the 1903 Exhibition of the Photographic Society of New South Wales was, 'very 

much struck by the artistic poverty of the work in the professional section.'787 As late 

as 1915 another writer thought that pandering to the popular philistine idea that a 

photograph should be, 'a catalogue of facts' handicapped professional 

photographers.788 More telling is what 'Valdon ' wrote in 1909 about the amateur H .S. 

Golding: 

the amateur . . sits in the house of Art and honours the traditions all ofwhieh to the striving 
professional Inan means so mueh dallying in the valuable hours of business. . But lhejoy of 
the amateur . is his own satisfaction or the approval oflhosc competent to approve or 
condcmn. Iflhe amateur seeks monetary reward, or shapes his work towards that end, he 
forS<lkes the highest levels of his art.

7H9 

No attempt is made in any of these comments to exempt a more discriminating class 

of professional practitioner, although some critics recognised that there were a few, 

JU Hill Griffiths, 1900. p. 46. 

717 Long, 1903, p. 450 

718 Australasian Photo-Review, December 1915, p. 664. 

789 'Valdon' , November 1909, p. 326. 
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'Professional Photographers ... styling themselves Artist Photographers and 

aspir[ing] to live up to that distinction.,790 Those who used the camera to earn a living 

were generally scorned and derided, and thought to, 'value their own services and 

those of their fellow[s] at the lowest price; routine work is all what they care for' .79 1 

'Valdon' obviously believed that the pursuit of profit was inimical to the pursuit of art 

and that only the amateur who did not use photography to gain a livelihood was 

worthy.792 It should be noted that this was not what some of the overseas founders of 

Pictorialism had in mind, because they believed that the more important separation 

was to distance 'art photography' from the true amateur. 793 This would have allowed 

the professional who was serious about 'art photography' to join hands with the 

serious amateur in defence of'artistic' standards, as opposed to the weekend camerist 

and the journeyman professional. 794 This was particularly true in Australia where, in 

the formative period 1897-1916, professionals led innovative Pictorial practice. 

7<'>" Camera l/ous/! lJencon, March 1908, p. 5]. The writer was urging Australian professionals to 
submit work to the professio nal photognlphy class at the Internat ional Photographic Exhibition, 
Dresden. 1909. The Exhibition progmm stated thaI. ' Pictorial merit will be demanded in the pictures 
shown .' 

1')1 Camera l/ouse IJencon, October 1909, p. 220. 

m Au.\.lrala~.ian Photo-Review, December 1917, p. 648. 

793 Hinton. 1979, (first publi shed in 1905) pp. G3-G4 . 

19-1 At least one contemporary writer recognised this. The A us/ration Photographic Journal in 1909 
s.1i d , ' The professional will come out all right, as it is his nature so to do, and the illustrated papers will 
reward him; the practised amateur will be not far behind him in results, and in some cases, perhaps,just 
a little ahead; while our old friend, the 'messer' wiU bring up the tail~nd of a long and sorrowful 
procession of his brethren .. . [whose] absolutely ridiculous excuses .. . serve to explain a failure to get 
' the loveliest snapshot you ever saw." Austrolion Photographic Journal, February 1909, pp. 53-54. 
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What is an Amateur? 

A reasonable definition of an amateur is someone who carries out an activity as a 

hobby rather than a profession.79~ The Victorian Photographic Affiliation Handbook 

of December 1908 put the matter thus: 

An 'Amateur' shall mean a person who after the passing of these regulations practises 
photography as a pastime, and not as a means of livelihood; but an Amateur shall not be 
debarred rrom receiving a cash prize at any exhibition or competition held under the sanction 
of tile V.P.A., or from selling any exhibit at any such exhibition.796 

This may be clear e nough in theory; nonetheless asking payment for non-professional 

work does cloud the issue. Amateur photographers in Australia sold their work, and as 

far back as 1894 this had created controversy. Many professionals thought that those 

who competed with them by accepting payment, could not lay claim to 'pure' amateur 

status.797 In 191 1, as the catalogue of the Exhibition of the Photographic Society of 

New South Wales makes clear, the pure 'pastime' position was still being staked out 

fo r the amateur. In this instance the majority of exhibits were priced, although the 

' Introduct ion' claimed that amateurs made all the pictures on show in their spare 

lime.7,)!! In fact, this was not correct. The works of prominent professionals such as 

19.\ The IJri/ish Journal of Ph%graphy accepted thi s position, in an article quoted in the A ustralasian 
I'hotographic Review. AUl·tralasian Ph%graphic Review, October 1905. 

7% Victorian Photographic Affiliation, 1908, p. 14. 

197 The Photographic Review afReviews, November 1894. p. 3. 

798 Photographic Society of New South Wales, 1911, p . 1. It should be noted that in the Society's 1906 
Exhibition, none of the exhibits were priced. Widespread pricing seems to have come in around 1910-
1911. 
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Harold Cazneaux and Fred Radford were included, even if made in their spare time, 

and priced. Hobby or not, when amateurs charged for their work it posed serious 

problems for professionals. In ]907, the matter was important enough for the 

Australian Photographic Journal to notice it in these terms: 

The photographic world everywhere has been disturbed by this maUer, and much bitter 
invective has been levelled at the head orthe amateur for accepting remuneration for his work, 
and, indeed, with apparcntjustice, when one considers that the professional photographer 
rarely encroaches on other fields of business outside his own, and in that finds it every day 
more difficult 10 meet the opposition thai assails him on all sides.l99 

An alternative line proposed was that the amateurs' offence only arose if they 

undercut the professional. In the case ofa highly worked print, 'outside the usual 

groove of professional work' it was said that, 'the action of taking money for 

photographic work should not exclude a worker from the ranks of the amateurs .• 800 

If the sums desired were insignificant - just a question of covering the cost of 

materials - the difficulty might not be so great. In reality, some of the asking prices 

were considerably higher than those sought originally by the pioneer Australian 

etcher, John Shirlow.Ho1 A set offive of his etchings, put out in 1904, was priced at 

two guineas. This translates to just over 8/- each, a figure which had advanced to 80/-

7'/') Australian Photographic Journal, June 1907. p. 121 . 

800 Camera House Beacon, June 1907, p. 83 . 

801 Shirlow pursued his artistic activities in his spare time. He worked full time for many years with the 
Commonwealth Treasury, and then the Melbourne City Council. Robert CroU conveys the impression 
that if Shirlow could have made a living from his art, he would have done so. Croll, n .d., p. 3. 
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by 1920 because of'strong demand' .W2 In 1911, leading amateur Australian 

Pictorialists like Norman Deck and Francis Styant Browne, were asking 63/- for a 

print, a sum exactly matched by Fred Radford, a professional. These, in turn, were 

eclipsed by sums paid for the work ofleading Pictorialists in the United States. At an 

American exhibition in 1910, sixty-five pictures made $1500, or over 90/- each. 

Writing about this, H. Snowden Ward said in Ph%grams of the Year 19/1, 

'Compared with sums paid for great paintings, these prices are absurdly small , but 

compared with ... rates a few years ago, they are most encouraging.,80) Preoccupation 

with financial outcomes suggests that the amateur, 'who sits in the house of Art ', was 

not quite as pure and free of commercial taint as the commentary on Golding 

suggests. This certainly seems to have been the case a few years later. Talking about 

the 'Exhibition of Camera Pictures in Sydney' staged by the Photographic Society of 

New South Wales in 1922, D. 1. Webster noted that, 'At the time of writing, over £200 

worth of pictures have been sold, and there are three more days to go. This is easily a 

record as far as sales are concerned. ,804 The same impression is conveyed by the 

remarks ofa commentator in 1910, who complained about the small amounts of 

money the Press were prepared to give for a Pictorial photograph, as opposed to a 

topical snapshot, or a drawing with brush and pencil. Until the magazines offered 

11(12 Croll, n.d., pp. 8-9. 

SO] Ward, 1911 , p. 16. In 1911 , the sterlinglUS dollar exchange rate was 5 dollars to the pound. The 
Australian pound was at par with sterling until 1931. Blainey, 1958, p. 314 and pp. 33 1-332. As a 
comparison with the work of painters, at the Lord Ronald Sutllerland Gower Sale in 1911 , Richard 
Parks Bonington's water colour, Street Scene in Verona, made £220. Dubuisson, 1924, p. 201. 

804 Webster, 1922 b, p. 15. 
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more inducements, he thought that the outlook for Australian Pictorialism was 

unpromising.8o
, In the context of amateur purity, this is a very curious argument to 

say the least. 

The article on Golding was illustrated by examples. One was The Avenue, before 

J 909 (Fig. 71). The work of Golding the serious amateur, may be cont rasted with that 

of Fred Radford the experienced professionaL Radford left Australia in 1903 for 

London and New York, where he worked in the field of professional portraiture for 

some years before returning to Melbourne in 1905.806 Since 1900 he had been by far 

the most successful Australian exhibitor with the Royal Photographic Society of Great 

Britain. His prints had been accepted continuously, and he had as many as three at a 

time shown by a Society renowned for being exclusive.807 Radford 's The Window, 

1909, (Fig. 72) was reproduced in the AusJralian Photographic Journal in April 

1909. 11011 The A vellue is a conventional Pictorial realisation, tastefully arranged, with a 

recognisable debl to painting. Above all it is a study in linear perspective, the device 

I()~ JeITries, 1910, pp. ){}().3 10. In 1905, the Australian Photographic Journal made it clear tha t many 
amatcurs were only [00 plc.1scd to, 'carn a modicum for the right to publish photographs taken by 
thcm.' Australinn Photographic Journnl, December 1905. p. 266. The British Journal of Photography 
Ihoughllhat in England the custom of pulting prices on exhibition photographs arose more from the 
desire of visi tors to possess a work, than a desire on the photographer's par1 to sell. ' The photographer 
cannot reasonably be asked to give it away, so a price is fixed, and in future exhibitions to ... save 
trouble, the exhibitor is asked to place a price on his pictures beforehand. Australasian Pho/agraphic 
Review, October, 1905 . But the same ar1kle maintained thaI the proportion of sales at any 
photographic ex hibition was \'ery small compared to the number of pictures exhibited. 

V06 Australian Photographic Journal, October 1905. 

801 'Valdon' , April 1909, p. 108. 

808 The Window can be securely dated because it is referred to in the article as being Radford 's latest 

production. ' Valdon ', April 1909, p. 112. 
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employed so often in Western painting. The eye is led down the tunnel fonned by the 

canopy of trees, to the vanishing point at the end of the path. There is an 

overwhelming sense of order - even the fallen leaves convey a sense of symmetry. 

Everything in the composition is explicit - there is no ambiguity about the scene, or 

its purpose. 

The Window on the other hand is flat . untidy, and asymmetrical. Although the window 

itself, as stated in the title, may be the focus of attention, the flatness of the 

composition ensures that this is in doubt. The eye vacillates between the tree at left 

centre, the highlighted grass on the right, the structure that contains the window, and 

the window itself. Radford has cropped the print at the top in a way that leaves no 

sense of what the window belongs to . The cropping deliberately conceals the structure 

so that the eye concentrates on the window rather than the building, which raises a 

question. Why should an insignificant window in such a setting excite the interest of a 

Pictorial photographer? ' Valdon ' thought that The Window was, ' an object-lesson in 

tonality' - a stock Pictorialist preoccupation - [that] 'will repay study. ,809 In my view 

it is the flatness, lack of symmetry, and ambiguity that make The Window a more 

interesting photograph than The Avenue. To call1he Window, the product of a 

professional photographer, ' an object lesson' and a picture that ' will repay study', 

seems inconsistent with the idea that someone who seeks monetary reward ' forsakes 

the highest level of his art'. 

809 ' Valdon', April 1909, p. 112. 
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There is a possible complication here, in that some distinction was made between 

work done by professional photographers that was, 'every-day commercial', and that 

which was done more for Jove than for profit - as a sideline. L. W. Appleby's gum 

bichromate portraits were praised partly because it was recognised that the process 

would never, 'have commercial value equal to the time and skill required to use it in 

the manner which it is designed for.' Despite the fact that Appleby had been the first 

photographer in Australia to introduce portraits in gum bichromate commercially. he 

must necessarily give the best of his time to: 

regular commercial photography - the kind that pays, and yel should be so devoted to the 
higher aim of our art-science as to make sufficient lime to produce works that set a standard 
for those interested in , and aspiring 10, elevate the art of pholography.81 0 

If The Window was such an example, it testifies to the fact that a professional 

photographer could achieve high quality work, judged by the artistic standards of the 

day, despite his devotion to business. It can be argued that this was also due to the 

influence of business - the necessity that, as one contemporary commentator noted, 

' the Band 8 must be found' ,1111 This surely sharpened up a good photographer's 

perception about what made a ' saleable' property. Amongst professional 

photographers, John Kauffmann may have been unusual in that all his photographs 

810 A usfralian Photographic Journal, January 1905. 'Valdon', April 1909, pp. 107-108. Australian 

Photographic Journal, November 1906, p. 263. 

811 ' Valdon'. January 1908, p. 15. I take ' the B and B' to mean Bed and Breakfast. 
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were actually for sale.8 ]2 Conversely, he was not the only professional who aspired to 

meet Pictorial standards in <every-day commercial ' work. For most, this meant 

commissio ned portraiture, and the Pictorial production of a professional photographer 

in thi s field makes an interesting comparison to portrait work by amateurs who were 

able to aspire to the highest levels oftbeir art because they were not interested in 

monetary reward. 

Professional Portrait Work 

L.W. Appleby, whose work has just been noted. was a New Zealander who began his 

professional photographic career in Christchurch, and then moved to the Strand 

Arcade in Sydney where he opened a studio.8D Jack Calo has described Appleby as 

one of the pioneers of the Pictorial movement in Australia.8 ]4 Signor Robert Hazan, 

before 1906, (Fig. 73) is typical of hi s work, not least because it is an example of the 

gum bichromate process, an Appleby speciality at this time.8 ]' Appleby was described 

in 1904 as an, ' art ist photographer . . . endeavouring to bridge the gap between the 

Camera and the Palette' , whose output was, <the nearest approach to the arti st's brush 

wo rk o f anything we have seen, and very much resembles the genuine work of some 

of our famous painters. ,816 These brief quotations could well serve as a prospectus for 

III NeWlon, t 996, p. 20 . 

m ' Valdon', January 1908, p. 14. Nodatcsaregiven. 

HI~ Cato, 1979, p. 147. 

81S 'Valdon ', January 1908, p. 14. 

816 Auslralian Photographic Review, July 1904, p. 244 . 
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Pictorialism in the early 20th century - in precis here is a description of what most 

Pictorialists at this time were trying to achieve. That such praise could be bestowed 

upon a professional photographer seems to make nonsense of the claim that only 

amateurs could aspire to art. Moreover, this article and the 'Valdon' piece where 

Signor Roberto Hazon was illustrated, make it clear that Appleby 's gum print 

portraits were intended for the market, if perhaps at no great profit .817 

Jane Clark remarked in 1995 that : 

Pictorialism was particularly appealing to professional portrait photographers - it brought 
drama , romance and atmosphere through son-focus, retouching and special printing 
techniques.HI S 

These qualities are well illustrated in Signor Roberto Hazan. The strength of the 

ponrait derives from the way the printing technique has highlighted features of 

interest - the eyes and nose and the forehead - allowing less important ones to fade 

into the background. The fact that much of the portrait is indistinct imparts the feeling 

of atmosphere and mystery. Whatever else Signor Hazon thought of his gum print 

portrait, he is unlikely to have criticised it for being a, 'catalogue of facts ' . Appleby 

himself, and others, thought highly of its artistic qualities. It was accepted for 

817 Australian Photographic Journal, November 1906, p. 263 

818 Clark, 1995, p. 4. The reference was made in relation to the National Portrait Gallery's exhibit.ion, 
High SoCiety: Society Portraiture & Photographers 1920-1960. 
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hanging, along with three other Appleby portraits, nine years later in the Photographic 

Society of New South Wales' 1917 Exhibition of Australian Pictorial Photography.819 

Signor Roberto Hazan is an interesting contrast to the portrait work of a serious 

amateur, Gaston Mervale. Mervale worked in the theatre, and during the course of his 

travels had gained knowledge of major Pictorial developments on the Continent

France, Germany and Austria - and in the United States.820 'Valdon ' described him 

as, 'an able and enthusiastic amateur' who was, 'in the front rank of our craftsmen'. 

Nelson Illingworth. Sculptor, before 1909, (Fig. 74) is evenly lit, and because the 

natural fall of light has been left untouched, the whiteness of the bust draws the 

viewer 's eye. This results in the picture being one of Nelson Illingworth's sculpture, 

rather than Nelson illingworth. SculplOr. This effect may be intentional, and the 

representation is indeed a faithful likeness, if perhaps lacking in imagination. 

Mervale was capable of more imaginative work; his Portrail oj Mrs. Gaston 

Mervale , before 1909, (Fig. 75) is evidence of this. This portrait conveys a sense of 

the sitter's power, heightened by the blurred background which makes the figure 

stand out, and further stressed by the way Mrs. Mervale's strong face is lit. Nelson 

Illingworth, Sculptor, on the other hand is characterless. To include it in an article 

devoted to the photographer's work argues that it was thought to be typical of his 

819 Australian Pictorial Photography. 1917. 

m Valdon, May 1909, p. 138. 
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output. At the least it is evidence of unevenness of quality. perhaps an indulgence 

that only an amateur could afford. A professional like Appleby. with a reputation to 

protect as an 'artist photographer', could not allow his standards slip to the level ofa 

pedestrian professional studio photographer. 

Professional 'Strong Women' 

To date the photographers under discussion have all been men. Some contemporary 

critics, when noticing women's work, tended to patronise it. One reviewer thought in 

1907 that, ' there are plenty oflady amateurs, who carefully conceal their best work 

for fear of being praised.,821 This condemnation was clearly too sweeping. For 

instance, Lily Kingsborough, an amateur from South Australia, specialised in flower 

studies, and had won first place in that category in the Photographic Society of New 

South Wales' 1903 Exhibition. The Australian Photographic Journal listed Miss 

Kingsborough, along with several men, as a prominent absentee from the Society's 

1906 Exhibition.K22 

It is (rue that women had always been prominent in amateur photography. For 

instance, photographs were amongst the displays at the First Aust ralian Exhibition of 

Women's Work, in Melbourne in 1907.823 According to the catalogue. there were 288 

." • Welch, 1907, p. 91. 

m Long, 1903, p. 449. Australian Photographic Journal, March 1906, p. 51. Australian Photographic 
Journal, November 1906, p. 261. 

ttl First Australian Exhiblrion of Women 's Work, 1907, p. 3. 
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exhibits in aU, the bulk of which were sent in by amateurs, and although the number 

was thought to be disappointing by one critic, 65 separate photographers were 

represented altogether. 824 But women at this time also produced work to the highest 

professional standard, a fact recognised by their contemporaries. A striking instance 

of this may be seen in the first issue of the Camera House Beacon in January 1907. 

Alice Mills (1870-1929) was a prominent Melbourne professional photographer, and 

a portrait by her, Mrs. Robert Brough, c. J 907 (Fig. 76 a) faced the magazine's title 

page.82~ This was significant on several counts. Because of its smaller size, (the first 

issue was only 16 pages) the Camera House Beacon was not as liberally iUustrated as 

the other two Australian photographic journals, restricting itself to one or two 

reproductions in each issue. On this account, the editor could afford to be selective, 

and it is therefore noteworthy that Mills' portrait was not just the first illustration to 

appear in the magazine, but was also the only full page plate in that issue. 

Ahead of all the 'strong men' who might have been chosen, the Camera House 

Heac()l1 first honoured the work of a woman. This is unlikely to have been accidental, 

because the editor was making a point. Mrs. Robert Brough appeared opposite the 

magazine's statement of aims, 'To our Readers'. This article argues that the test of a 

publication, devoted to any specialised branch of activity, must be its usefulness. But 

the magazine noted in its second issue that lady photographers in Australia, in 

m Camera House Beacon, November 1907, p. 169. Hall and Matber, 1986, p. 4. 

&25 Alice Mills opened a studio in her own name, which achieved considerable success until the 19305, 
at some stage between 1900 and 1907 in the Centreway in Collins Street. Hall and Mather, 1986, p. 49 . 
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common wi th other countries. had become successful practical photographers and 

later also argued that photography itself should be a 'useful art,.826 In this case the 

choice of a portrait by a woman professional photographer was quite appropriate, 

because portrait work was 'useful', and moreover thought to be a particular woman's 

strength, assisted by, ' a high-cultured mind and heart [which] will be conducive to a 

rapid taking hold of the sympathies of the model. ,827 

Be this as it may, the choice of a portrait by Alice Mills to inaugurate the magazine's 

debut, clearly recognises the fact that in Melbourne at least, where the Camera House 

Beacon was published, she was recognised as a leader in her profession. This 

recognition is emphasised, as Barbara Hall and Jenni Mather point out in Australian 

Women Photographers, by the fact that at the 1907 First Australian Exhibition of 

Women's Work. Mills' portraits and press photographs were displayed separately from 

the works of o ther photographers in order to emphasise their importance. 828 Mrs. 

Roherl Brollgh provides some evidence for this distinction. In particular, Mills' 

handl ing of li ght is notable. At the risk of appearing unnatu ral, one side of the sitter's 

face is strongly lit, whi lst the other is left in darkness. This effect, and the way the 

subject's cu rl s are swept towards the dark side of the photograph, highlights the 

profile emphasising her warmth and good humoured strength. The treatment is in 

116 Camera /Iouse iJeacon, February 1907, p. 19. Camera House Beacon, July 1909, pp. 147-148. 

m Camera /louse Deacon, February 1907, p. 19. The writer went on to say, 'No doubt man and 
woman lIlay possess these faculties to quite an equal degree; but notwithstanding that the lady operator 
has a great natural advantage.' 

128 Hall and Mather, 1986, p. 49. 
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contrast to many contemporary photographic portraits, for instance A.J. Campbell's 

Portrait oj a Lady, c. 1905, (Fig. 25) where the lighting is relatively even and flat . 

Despite the recognition accorded to her, Mills' success must have been exceptional 

because the AlJstra/~Briton in 1916 alleged that there were very few woman 

photographers of the first class in Australia.829 The fact was that the majority of 

leading professional photographers were men, and women were most often found 

working in back rooms as retouchers.no It was said that, 'retouching is the best 311 

round remunerative branch for the training it demands' . 831 Despite this many made no 

further progress, which the Camera House Beacon in 1907 attributed to a somewhat 

light~hearted attitude when it noted that : 

Most of thc female sex who enter the professional ranks work their way up from retoucher or 
assista nt printcr ... They have made some nice portraits of their friends, and thus fee l a desire 
to become professional. They never think for a moment thai photography is a serious study. 
and enter wilh a light heart upon duties partly or wholly unknown to them . Thus they court 
failure (lnd dis.1ppoinllllent , notwithstanding Iheir natural quaJities.m 

m ·P.I. C.A.'. 11)16, p. 23. 

IJtJ In 1981 the Cal'.ncaux family gave Ule Auslralian National Gallery a small fo lding album of 
pholographs which include infonnal photographs by Harold Cazneaux showing women retouchers al 
work in Hammer's sludio c. 1903. Auslralian Photography Depanment, accession number 82. 1167. I ~ 
6. 

1)1 ' P.I.C.A.·. 1916, p. 24. 

an Camera House Beacon, February 1907, pp. 19~20. 
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This clearly did not apply to May Moore, (1881-1931) for one, who was cited as, 'one 

of Sydney's leading professional women' ,S)) The Camera House Beacon thought that 

success, for the lady photographer, came about, 'by labour and diligence, by continued 

study and attention, and by protracted patience.,834 But in discussing her own work, 

Moore stressed the need for originality: 

When I commenced work . . . some of the cui and dried photographers held up their hands in 
horror. It was necessary, they said, 10 stick to the beaten track, stodgy backgrounds and stiff 
accessories. I had my own ideas, and dctcnnincd. sink or swim, to pUllhem into practice. 81S 

An example of Moore's originality is 'Our Miss Gibbs' (Miss Blanche Browne), c . 

1911. (Fig. 76 b) Of particular interest, compared to an obviously impressionistic 

work like Appleby 's Signor Robert Hazan, (Fig. 73) is the way Moore uses realistic 

effects to convey atmosphere. Here, detail is suppressed by the use of light, rather 

than the brush, to concentrate attention on the sitter's face. The originality also lies as 

much in the presentation as in the print itself - both mount and print combine to form 

a harmonious composition. The print itself is cropped to emphasise the subject - the 

portrait does not conrorm to the rule of thirds which dictates that it should not be in 

the dead centre of the frame - which is strikingly set off by the two-toned colouring of 

KlJ ' P.I.C.A.', 1916, p. 24. 

814 Camera House Beacon, February 1907, p. 20. 

m 'PJ.c.A.', 1916, p. 23. 
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the mount. Particularly effective is the way the black border picks up Miss Browne's 

dark hair, and hat. 

In contrast with Moore's work is The Young Housekeeper, c. 1907, (Fig. 77) by the 

Stawell amateur W.J. Chapman.836 Allowing for the difference in subjects, Chapman 

adopts a more usual conservative approach. Here, the rule of thirds is scrupulously 

observed - the subject is placed one third of the way in from the left margin - but at 

the expense of the integrity of the composition. In consequence there is a prominent 

dark gap between the right margin and the figure . This space, no doubt empty so as 

not to distract the eye from the main subject, is so obvious that attention is drawn to it 

nonetheless. Where Moore's subject, through cropping, is tightly contained and 

disciplined, Chapman's, despite its size, is not . Of the two, Moore's presentation is 

more effective, and in consequence the overall aesthetic impression is more 

successful . 

Apart from Alice Mills and May Moore, there were other women professional 

photographers 'of the first class in Australia' at the time the Austral-BrUOI1 made its 

comments. Pegg Clarke, whose Winnie , 1915, has already been mentioned, ran a 

successful business in Melbourne from this period through until the 1950s.
837 

The 

Winnie controversy about ' straight' versus ' fuzzy' images, erupted in the 

U6 This picture gained a third prize in the Ballarat Star annual competition of 1907. 'Valdon', 

September 1909, p. 268. 

m Hall and Malher, 1986, pp. 67~9. 
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correspondence columns of the Australasian Photo-Review in 1915, where Clarke's 

picture was stout ly defended by the Editor. Clarke's picture was not only defended, 

but was awarded equal first prize in that year's Home Ponraiture Competition.8J8 

Clarke generally worked in a soft-focus impressionist ic style, of which Winnie was 

but one example. Another of her photographs in the same style, Mist in the 

Mountains, before 1924, (Fig. 76 d) was reproduced in the publication marking the 

First Exhibition of the Australian Salon of Photography in 1924, the only picture by 

an Australian woman to be so distinguished. 

Pegg Clarke's 'close friend and professional rival' Ruth Hollick, could also lay claim 

to be a 'strong woman' . Hollick, who specialised in child portraits, took over the 

Melbourne studio that May Moore operated there in conjunction with her sister 

Minna.IIJ9 Hollick's 1'hOllKht, 1920, (Fig. 76 b) portrays a young gi rl rather than a 

ch ild. but as an example of her work, it may explain why her images were highly 

esteemed by contemporary opinion. Thought received a Bronze Medal at the 1921 

Colonial Exhibition in London, where its essentially Australian character typified by, 

'an ou tfit with applique gum nut leaves and gum nut belt' doubtless attracted 

anention.840 In their professional work, both Clarke and Hollick figured prominently 

in the Home magazine in the 1920s. For instance, the December 1920 number 

.3M Australasian Photo-Review, November 1915, p. 611. 

' 39 Clark, 1995, p. 5. Hall and Mather, 1986, p. 67. 

'40 Crombie, 1993, p. 2. 
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featured portraits of children who, it said, will be, 'Debutantes of the] 930s' by both 

photographers.841 

I do not wish to contest the proposition that the majority of the well known and 

recognised photographers in the early years of the PictoriaJ movement, interested in 

their discipline as an art, were men, Contemporary evidence, particularly as recorded 

by the Australian photographic journals, is compelling on this score. On the other 

hand, an important minority of photographers, particularly amongst professionals, 

were women, whose standing and achievements were acknowledged by their peers. 

The Importance of Presentation 

May Moore's attention to presentation was undoubtedly part of her quest for 

originality. The opposite tendency may be seen in a photograph like the Swiss 

Studio's Mr. w.1. Crallley, 1909. (Fig. 78) Mr. w.1. Cranley is no doubt an excellent 

likeness, but that is all it is. The image is thrown at the viewer in a most 

uncompromising and unadorned fashion - compare it to Portrait of Mrs. Gaston 

Mervale where the effect is achieved by suggestion and subtlety, not by 'cataloguing 

facts '. The most that can be said is that if passports were in use in 1909, Mr. WJ 

Cranley would have made an excellent passport photograph. One of the 

characteristics of the 'artist photographer', whether amateur or professional, was 

meticulous attention to the overall effect of their work, including presentation. W.I. 

141 The Home, December, 1920, p. 12. 
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Cranley, the subject of the studio portrait just mentioned, was not a professional 

photographer; at the time he is said not to have known, four months previously, 

'which end of the camera took the picture. ,&42 He did, however, have a thoroughly 

professional approach to pictorial effects, having received formal training in classes 

given by the Royal Art Society in Sydney.84J The full-page illustration in the 

Australian Photographic Journal of Cranley's Reflections, before 1909, (Fig. 79) 

attests to this fact. A great deal of trouble has been taken to ensure that a striking 

combination of picture, mount and frame, all work together as a study in verticals to 

achieve a pleasing overall aesthetic experience for the viewer. It is not mentioned, but 

quite possible, that Cranley did his own mounting and framing. Harold Cazneaux did, 

and his work was highly praised because, as in this example ofCranley's, he was able 

to bring together the whole scheme into perfect harmony.844 

Cranley's realisation shows a professional attention to detail. At the ' strong man' (and 

woman) level , I would argue that professionals, although a minority, had a significant 

role in Pictorial photography's development in Australia. John Kauffmann and Fred 

Radford were influential and much emulated Pictorial pioneers. Harold Cazneaux has 

a claim to be considered the most consistently outstanding Pictorial photographer of 

hi s generation. L. W. Appleby was a leader in Pictorial portraiture specialising in one 

m ' Valdon ', February 1909, p. 37. 

I~ ) 'Valdon ', February 1909, pp. 43 and 46. 

8~ 4 Jeffries, 1911 , p. 262. 
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of the most radical printing processes to achieve his effects. May Moore was an 

acclaimed professional portraitist. Amateurs may have been the backbone ofthe 

Pictorial movement in Australia, but there is strong evidence to suggest that 

professionals set the standard for them to emulate. 
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Section 2: Gentlemen 

The World of the Amateur 

'When one joins a Photographic Society 
one finds that the long, hard road to 
success is much more easily covered 
in the company of kindred spirits than 
by travelling alone . .s~5 

In 1936, the Victorian Salon of Photography presented, 'to our friends an International 

Exhibition of Photographs - the sixth to be held in this city by us' at the Athenaeum 

Gallery, Melbourne. The catalogue contained the following observations: 

We wish to point out thatthesc exhibitions represcnt a hobby - a sort of lillie backwater in the 
great river ofworld-cmbracing commercial photography, wilh which it has very little 
connection. Moreover, the pictures are made for the sheer love of it, just as the exhibitions are 
definitely not profil~sccking, but are sct out for those interested in and enjoying pictures made 
by photography.g46 

The same sentiments expressed in the above quote could have been voiced at any time 

over the preceding fifty years . The 'sort of little backwater' where pictures were 'made 

ror the sheer love of it' by dedicated amateurs, was the world of the amateur camera 

club. In order to understand this important aspect of Australian Pictorial photography 

properly, it is essential to appreciate what kind of organisations these were, and who 

belonged to them. 

845 Hill, 1924. 

S~6 Victorian Salon of Photography, 1936. 
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Advancing technology had been the first cause of the general explosion of amateur 

interest in photography.847 This came about in the 1880s and 1890s after the 

introduction of the gelatin dry plate made photography easier and less expensive. In 

the words ofa Mr. Trowbridge, reminiscing in 19 14 about the early days of 

photography, 'from that time on the amateur photographer multiplied like sand on the 

sea shore. ,848 Amateurs were certainly responsible for the growth of camera clubs and 

photographic societies, but in general the Pictoriali sl movement was prompted by 

those whose aims were, 'the advancement of photography [through] ... the 

production of the best kind of photographic work. ,849 This description is at odds with 

the implication contained in Trowbridge's remarks. His point about the growth of 

amateur photography was made in a photographic society setting; he was speaking 

about the past at a social event given by the Photographic Association of Victoria. 8$0 

Read in this context, they might convey the impression that camera club membership 

was broadly representative of the amateurs who had multiplied so greatly, and that 

Australian Pictorial photography was a 'popular' movement. Such an argument has 

certainly been advanced for American Pictorial ism, where the activity carried out in 

photograp hic magazines and camera clubs has been contrasted with, 'Stieglitz and his 

H47 T he first, more modest, wave or amateur interest, which resulted in the establishment of associations 
like the 'original' Sydney Camera Circle in 1856, was in the 1850s and 1860s. Hall and Mather, 1986, 
p.3. 

B48 I/arringlons' Photographic Journal, July 1914, p. 242. This was undoubtedly H.J. Trowbridge, the 

publisher of the Camera House Beacon. 

849 E.H.W., 1909, p. 65 . 

850 Harringrons' PhofographicJournal, July 1914, p. 242. 
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elitist Photo-Secession group,.851 Pictorial photography in America especially in the 

1930s, has been described as, 'an art for the masses' and it has been said that, 

'Pictorialists sought popular understanding of their images, not high-art status for 

themselves. ,852 For similar propositions to be valid in Australia, a ' popular' 

movement presupposes that considerable numbers of people were involved. and there 

should be some evidence that Pictorialists were aiming to reach a wide audience. 

Australia certainly supported a goodly number of clubs. In 1907 the inaugural issue of 

the Camera House Beacon noted that there were around 30.853 This had increased 

considerably by 191 0 when the Australasian Photo-Review listed S8 photographic 

societies. Of these, there were 27 in New South Wales, 11 in Victoria. 1 in Tasmania, 

6 in South Australia, lO in Queensland, and 3 in Western Australia.854 Allowing for 

the difference in po pulation, this is a substantial number compared to the United 

States, where, during the 19 1 Os and 1920s, there was between 50 - 70 clubs 

nationwide.8~5 The American figu res included, in addition to those where photography 

was pursued as a pastime, societies whose main interest was scientific or other useful 

applications. Australian societies had only one focus, photography as a hobby. This 

H51 Peterson. 1992, p. IK9. 

m Pelerson, 1997, p. 109. Peterson quotes Lloyd E. Varden's calculations for tlle late 19305, wh.ieh 
suggcstthat 250.000 individuals were active in 5,000 clubs in the American camera club movement. IT 
corrcel, this is a much more credible mass movement. Pete rson, 1997, p. 127. There is evidence that the 
camera club movement in Australia was declining by the 1920s. Merfield, 1924, pp. 7-8 . 

853 Camera /louse Beacon, January 1907, p. 4. 

854 Australasian Photo-ReView, August 1910, p. 445 . 

855 Peterson, 1997, p. 127. 
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tended to exclude many of the more 'serious ' workers who might have been attracted, 

as was the case in the United States, to their own groupS.8j6 With this in mind, 

Australia 's comparative advantage in the matter of club numbers is even more 

. . 
ImpressIVe. 

The number of clubs is one thing, but how many members they had is another. and in 

this regard available evidence discloses a less robust picture in Australia. Exactly how 

many workers were involved is hard to establish because only a few membership 

records have survived. For instance the Working Men's College Photographic Club in 

Melbourne had, 'some score or so of gentlemen' at its first meeting in June 1892, a 

number that had grown to 130 by 1900. 8H Membership appears not to have increased 

much beyond this, but there were still over 100 enrollments ten years later. 858 

However, only the more successful clubs achieved numbers like these. More typical 

was the Fort Street School Camera Club, formed in Sydney in September 1910, which 

had 35 members. Another example was the Gordon College Amateur Photographic 

Society, which at its 22nd annual meeting in August 1911 reported membership of 

43 .l!j9 Many clubs were even less well attended. In 1907, Edwin Welch noted that, ' In 

856 Camera House lJeacon, October 1909. 

SS7 Australasian Photographic Review, July 1900. 

858 Hill Griffiths, 1903, p. 84. Australasian Photo-Review, June 1910, p. 321. 

859 Australasian Photo-Review, October 1911 , p. 596. Australasian Photo-Review, August 1911, p. 473. 
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Australia there are many camera clubs, societies, etc, not all as prosperous as they 

might be,.860 Three years later Photograms of the Year 1910 stated: 

On paper there arc fifty-six photographic societies in Australia. But a very large proportion of 
these should not exist even on paper, although in the Stale Capilals Ihere are flourishing 
societies, even though nOI supported as Ihey should be.861 

The state of affairs at the Gordon College Amateur Photographic Association four 

years later, in 1911, is a good example of the lack of support referred to in the above 

quote. Presenting the report and balance sheet at the club's 22nd annual meeting, Mr. 

H.L.S. Potter, the secretary and treasurer, said that despite the club's sound financial 

condition - 'assets were valued at £7311 012 and liabilities were nil' - 'the past year had 

been one of great disappointment to the committee.'862 'A number of members had 

been lost during the year' and : 

II had been hoped lhat members would rally up and make the meetings more attractive and the 
attendance encouraging. Anticipation had not been realised, notwithstanding the fact that Ihe 
equipment of the club was second to none in the stalc.863 

The loss of membership was attributed to the fact that, 'individual interest seemed to 

be lacking', but whether this was due to a loss of interest in photography or in 

~60 Welch, 1907, p. 90. 

1!61 Photogramsofthe Year 1910, p. 8. 

862 Australasian Photo-Review, AuguS11911 , p. 473 . 

863 Australasian Photo-Review, August 1911, p. 473 . 
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belonging to a club was not spelled out. 864 An anonymous reviewer writing in 

PhoJograms of the Year 1910 about 'Pictorial Photography in Australia' seemed to 

favour the latter explanation. He remarked that in Australia, there were probably more 

cameras in proportion to population than anywhere else on earth. He assumed 

therefore that many exponents of Pictorial ism would be found amongst such numbers, 

but thought that most of these tended to be, ' imbued with the spirit of going alone. ,865 

It is hard to see how this assumption could have been tested in 1910, let alone today. 

' Going alone' implies that the hidden Pictorialists did not appear in public, and 

contemporary records confi rm this. An advance notice of the 1911 Exhibition of the 

Photographic Society of New South Wales chronicled, 'A new departure, provision of 

a sect ion for unattached photographers, the entries for which are not very 

numerous. ,866 

The figures for those who belonged to photographic organisations are hardly more 

reliable, but some estimate may be deduced from the fact that all seven founding 

clubs of the Victorian Photographic Affiliation in 1907 had in excess of25 members 

each.1!67 If we allow for the flourishing societies, and those who were relatively 

inactive, an average of25 members over the 58 societies listed in 1910 gives a total of 

just under 1,500 active Pictorial photographers. This is a considerable number, but 

1164 Australasian Photo-Review, August 1911, p. 473. 

865 Photograms of the Year 1910, p. 8. 

866 Australasian Photo-ReView, April 1911, p. 227. 

867 Fox, 1910, p. 5. 
292 



only a fraction of Trowbridge' s 'sand on the sea shore' , and hardly enough to justify 

the idea that Pictorial photography in Australia was a ' popular' movement. 868 Nor is 

there evidence at this time that Australian Pictorialists were trying to reach a wide 

audience or that Pictorialism was an expression of mass culture. On the contrary, 

Sydney Long in 1903 thought that Australian Pictorial work compared well to 

overseas examples, having regard to, ' the indifference of the Australian public to 

anything artistic.,H69 ' Valdon ', writing about Norman Deck in 1909, said, 'Pictorial 

photography is an acquired taste to the great bulk of its exponents, and of that little 

section of the educated public which spares five minutes a year to think of the art.'870 

This reference to 'an acquired taste' is significant, because it implies that Pictorial 

photographers were an elite group. Other contemporary evidence gives a similar 

impression. For instance, the catalogue of the Melbourne Photographic Exhibition of 

1895, gives a listing of 134 'view' photographs by members of The Amateur 

Photographic Association of Victoria. together with their creators' addresses .
81 1 

Although the date of the exhibition was just prior to the 'official' introduction of 

Pictorial photography in Australia, it was a time when critics were already noticing a 

move towards artistic, as opposed to record photography.8n Ifwe exclude city 

I!(.I! Rough calculations rrom figures noted by Christian Peterson for the United States. would give a 
compardble mcmbership orbctwcen 2,000 - 2,500. 

869 Long, 1903, p. 442 . 

870 'Valdon ', July 1909, p. 200. 

871 Melbourne Photographic Exhibition, 1895, pp. 6-10 . 

an Ponder, 1896, p. 54. 
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addresses because these may have belonged to professionals, most of the other listings 

are in 'good' suburbs. Amongst these were South Yarra, 'long considered one of the 

most aristocratic and favourite suburbs'; Kew, ' a favourite place of residence for 

professional men, merchants and other magnates of society'; East Melbourne; and 

Hawthorn where most residents were, 'of the superior middle class!. 873 With the 

exception of 1.H. Mulvany, who gave his address as the !Audit Office, Treasury 

Buildings', the catalogue contains no clues about the exhibitors' professions. Despite 

this, their residences strongly suggest that they were in the top socia-economic group. 

In order to confirm this generally, it would be useful to have more information 

regarding the occupations of the early camera club members. Not many membership 

lists have survived, and they are mainly silent on the topic. Where professions can be 

gleaned from elsewhere, they tend to point towards a similar pattern of privilege and 

prosperity. For instance, the patron of the Ashfield Camera Club in 1910 was 

Professor David. R74 Francis Styant Browne, for many years the Secretary of the 

Northern Tasmanian Camera Club, was a homeopathic pharmacist . 87~ Ernest Docker, 

the long time president of the Photographic Society of New South Wales, was a 

judge.876 Henry Roebuck, one of the Officers of the Gordon College Amateur 

81J Davison, 1978, p. 150. 

87~ Australasian Photo-Review, July 1910, p. 385. 

875 Richards, 1997, pp. 262-263 . 

876 ' Valdon ' , August, 1908. 
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Photographic Association, was a dentist. 817 Granted that this is not a large sample, 

there is nonetheless a correlation between 'good' addresses and 'good' professions, 

which is not a coincidence. 

There are additional reasons for believing that some camera club members were 

relatively prosperous. Harringlons' Photographic Journal for July 1914, said in its 

'Melbourne Notes' which recorded information about the clubs, that 1. Temple 

Stephens was doing a world tour through the Italian Lakes, Swjtzerland, England and 

Brittany. A Mr. A.B Stone, 'has taken a trip to the South Sea Islands, and expects to 

be away for about six months.,878 Even if the ability to take extended overseas trips 

was confined to a minority of the camera club membership, there are other factors 

suggesting that se rious amateu r photography was the province of the relatively 

wealthy. The cost of equipment wou ld have been a serious barrier to the less well to 

do. Around 1890, for example, £3/0/0 was a week's wage for a good artisan. g'79 This 

compares with £67/0/0 a week for a salaried bank manager, £58/0/0 for a supreme 

court judge, £ I 0/0/0 - £201010 for doctors in an average suburban practice, and £6/010 

- £8/010 for a small shopkeeper. 88o At this time English cameras for use by beginners 

comprising, 'portable Camera with double dark slide, Rapid Lens, portable Stand, Dry 

PI ales and all Chemicals complete in polished case' cost from £212/-, almost equal to 

877 Australian PholographicJournal, December 1897, p. 281. 

878 Harringtons' Photographic Journal, July 1914. 

879 Cannon, 1975, p. 26L. 

880 Davison, 1978, p. 191. 
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the value of a week's work for an artisan. More elaborate outfits, 'suitable for taking 

instantaneous pictures of yachts sailing, &c', ran from £8/8/- to £3010/0 .881 The 

cheaper outfits were undoubtedly suitable for good work, but the production of. 'the 

very best kind of photographic work' obviously required a commensurate investment 

in suitable equipment. 

The cost to a serious amateur did not stop at the purchase of personal equipment. 

Some camera clubs boasted elaborate facilities which could only have been provided 

by relatively affluent members pooling their resources. The Camera House Beacon of 

July 1907, for example, carried a lengthy description ofa social event to celebrate the 

opening of the new Clubrooms of the Amateur Photographic Association of Victoria 

at nos. 57-59 Swanston Street, Melbourne. 882 The first point to note is that these were 

very prestigiously situated premises indeed being, 'in the most central block of the 

City, in the immediate vicinity of the Town Hall , the Cathe(Jral, and the Central 

Suburban Railway Station.8s3 The club appointments were as impressive as the 

location. As the Camera House Beacon reported: 

Besides the commodious Club and Reading rooms (furnished with current periodical 
photographic journals and gencralliterature) there is a spacious lecture hall, and a well 
appointed dark-room equipped with aU the necessary facilities for development of negatives 
and the mllking of enlargements by solar or elcclric iliumination.1II4 

1!8! 1. Robinson and Sons, 1895. p. 99. 

~82 Camera House Beacon , July 1907, p. 90. 

883 Camera House Beacon, July 1907. p. 90. 

8t~ Camera House Beacon. July 1907, p. 90. 
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I t went on to note that: 

The commodiousness of Lhe new quarters of the Association was the subject of very cordial 
and general commendation by all present, and it was generally agreed Lhat they would provide 
for an existing need - a place ofrcndezvous for those interested in the promotion of artistic 
photography, not only the residents of the Metropolis, but also of visitors from the country 
centres, from the other States oflhe Commonwealth, and from overseas. It may be mentioned 
that the rooms are open every day from 10 o'clock a.m. until 10 o'clock at night.8lIJ 

No doubt labour was comparatively cheap in 1907, yet the commitment to keep open, 

and presumably staff, the premises for twelve hours a day until 10.00 p.m., would 

have entailed expense. The article also made it clear that the ability to cover outgoings 

had been a matter of long-standing concern. The outlook in 1907 was thought to be a 

rosy one, and subsequent events appear to have confirmed this, because the Club was 

still occupying its premises in Swanston Street nine years later in 1916.886 Moreover, 

a very substantial establishment of Officers was on hand by this time. The Governor 

of Victoria was Patron, and there were in addition a President, two Vice-Presidents, 

an Hon. Lanternist and Custodian of Apparatus with an Assistant, an Hon. Librarian, 

an Hon. Treasurer, an Han. Secretary, two Han. Auditors, a Press Correspondent, as 

well as an eight person Council. 

On the other hand, the 25 years prior to 1907 had not been as happy from a financial 

viewpoint. The improvement had come about through the hard work of the Club's 

88~ Camera House Beacon, July 1907, p. 90. 

886 PhOlographic Association o[Victoria, 1916. 
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pioneers, aimed at, 'a constant increase in membership', which by 1908 was just shon 

of 100.887 Much of this work was likely to have been undertaken by volunteers, like 

the Officers mentioned above. In the case of another club, the Ashfield District 

Camera Club, we have an account of members carrying out the necessary work and 

supplying the timber for alterations to their darkroom.888 It is possible that the 

Swanston Street premises were also obtained in 1907 due to the voluntary liberality of 

some members, despite the fact that the annual subscription had been doubled to 

£1/0/0 in anticipation of the extra expense.889 

The fact that their members were relatively affluent, might convey the impression that 

Australian camera clubs operated in the same sort of elite environment as the first 

overseas Pictorialist amateur associations which appeared in the 1890s. These were 

notable for their wealthy members.89o There were however major differences between 

the two traditions. In Australia the twenty or so camera clubs formed at the same time 

- in the 18805 and 18905 - were not exclusive.89
] Anyone who could afford to do so 

was welcome to join and then as later, the rule was that, 'a [Photographic] Society is 

formed to gain and give information, and to help the beginner take up the more 

lIM1 Camera !louse /Jeacon, July 1907, p. 90. 

lIlIII Australasian Photo-Review, August 1910, p. 445. 

1189 Photographic Association of Victoria, 1916. Australian Photographic Journal, August 1908. 

800 Melon, 1987, p. 88. 

291 Brown, 1984, p. 52. 
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serious Pictorial work,.892 There was also no suggestion that some clubs were 'true 

representatives' of the Australian Pictorial movement, whilst other were not. Despite 

the fact that they were mainly the province of the better off section of the community, 

Australian clubs therefore had democratic origins, and appear to have been 

democratically organised and run.893 

In contrast, the first overseas Pictorialist clubs had relatively undemocratic 

beginnings. By some accounts only five or six of these associations were thought to 

be truly representative of the Pictorial world.894 Amongst these were the Vienna 

Camera Club, the Camera Club in New York, and the Linked Ring Brotherhood in 

London. The latter is a good example of these clubs' exclusive nature. Admission to 

its ranks was by invitation only, and the aim was to include only photographers of the 

very highest calibre whose work could then be exhibited in annual salons.89
:1 The 

other elite associat ions had similar aims, and were ab le to stage frequent and elaborate 

salons only because they were rich, powerful , and influential in a way that Australian 

clubs were not.~% As previously mentioned, even one of the more affluent Australian 

clubs the Amateur Pho tographic Association of Victoria, had found it a struggle to 

1192 Hill . 1924. 

R9.l The Gcclong Historica l Rccords Centre holds a SCI of minutes for the Gordon College Amateur 
Photographic Associalion from 1899 to 19 12. A study of the way in which proceedings were 
undertaken confi rillS this observation. 

R'J.4 Melon, 1987, p. 88. 

895 Melon, 1987, p. 88. 

Il96 Melon, 1987, p. 88. 
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make ends meet. 897 This club and others like it had of course put on a number of club 

and inter-club exhibitions over the years. It was not possible though, to mount 

something in Australia which matched the standard of the overseas salons just 

mentioned, including a lavish catalogue, until the Australian Salon held its first 

showing in 1924.898 

Nor were the Australian camera clubs elitist in the way that many of the exclusive 

social clubs were. In this context, it is interesting to note the objects of the Amateur 

Photographic Association of Victoria in 1916, by which time it had changed its name 

to the Photographic Association of Victoria. These were stated to be: 

The fostering of interest in Scientific and Pictorial Photography by Meetings, Lectures and 
Demonstrations; Co-opcration with Kindred Societies, and the Promotion of Social 
intcrcourse amongst members by occasiona l Excursions, Competitions, &C. Any Member 
requi ring information in refcrence to any of thc following subjeclS: Carbon, Oil and Bromoil, 
Gu m Printing. and Olhcr special subjccts relating to Photog!:fhy, on application 10 the 
Secrcta ry he wi ll arrange to obtain Ute desired information. 

These aims have strongly craft-related and very practical overtones, although the 

phrase, 'fostering of interest' should be noted. because normally camera clubs did not 

teach photography as a subject. The Ashfield Camera Club. which was associated 

197 Camera House Beacon, July 1907, p. 90. 

898 Bostock, 1924, p. I. 

199 Photographic Association of Victoria, 1916. 
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with the Ashfield School of Arts, was exceptionaJ in this respect. Harringtolls' 

Photographic Journal noted in November 1919 that: 

The syllabus was specially framed to suit beginners, and amateur camera workers in the 
Western Suburbs should take advantage of the opportunity of laking a course of lessons in 
photography, for Illal is what membership of this club means.900 

The normal rule, though, was that camera workers were expected to learn by example, 

without the benefit of qualified teachers. This emphasis is confirmed from a note that 

appeared in the Australian Photographic Journal of October 1909 on, 'How to Form a 

Photographic Club or Society': 

First.- Obtain some local influential person, sympathetic with your object, to act as chairman. 

Call a meeting through your local paper, elcct officers, find a name for the club, draw up rules 
of club. 

Arrangc programme for ensuing half-year, viz.:- For regular meetings, consisting of practical 
demonstrations, individual workers being nominated to read up and practice certain subjects, 
such as developing, enlarging, gaslight papers, contact printing, lantern slides, and pictorial 
work. 

Arrange for outings, competitions, exhibitions, annual dinner or concert. 

Reports of mcctings, etc., should be submiUed to the local newspapers and to the 'A.P.J .' 

Form some son or library. and kccp finances nourishing. 

An enthusiastic secretary is indispensable. 

The rest is casy, and once started the club works out its own salvation.901 

How these aims could best be pursued was also explained. The same issue of the 

journal in 'Answers to Correspondence' reiterated the point about the necessity of 

obtaining a good secretary, but it was also clear that the need, 'to keep finances 

900 Harringtons ' PholographicJournal, November 1919, p. 373. 

901 Australian Photographic Journal, October 1909, p. 315. 
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flourishing' was of equal importance. 902 A good example of how crucial this was is 

provided by the experience of the Gordon College Amateur Photographic 

Association, which owed its continued existence to the liberality of one of its 

members, 'who frequently makes handsome donations to the club.,90J 

This emphasis on practical outcomes and funding concerns would have been quite 

different from the exclusive social clubs, where membership tended to be drawn from 

the urban middle class, whose wealth came from the private ownership of land, 

mechanised factories, and dividends on invested capital.904 George Meudell has an 

entertaining section on this type of club in turn of the century Melbourne in his 

contemporary account in The Pleasant Career of a Spendthrijt .905 There he mentions 

the Athenaeum Club, the French Club, the Australian Club, and the Melbourne Club. 

He concentrates on their exclusivity, the fineness of their dinners, and the wealth and 

gaudiness of their founders . Dr. James Beaney, the founder of the French Club for 

example, 'wore diamonds all over his clothes wherever there was a peg to hang them 

on. His dinners were rare and recherche, precious as the apple of the eye, and like his 

diamonds. of the first water,.?06 

9112 Australinn Photographic Journal, Oclober 1909, p. 3 15. 

903 Australian Photographic Journal, December 1897, p. 280. 

904 Cannon, 1975, p. 175. 

905 Mcudcll, n.d., pp. 47-53. 

9()(j Meudell, n.d. , p. 47. 
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Moving away from these rarities, Meudell notes that, 'many of the Melbourne clubs 

are simply drinking dives,.907 Despite the fact that, 'as a young man I liked belonging 

to clubs, and had a mania for founding leagues and associations" he appears to have 

been unaware of the existence of camera clubs as part of the Australian social fabric. 

His probable attitude to them can be inferred from a slighting remark made about the 

Royal Automobile Club which, 'is merely a mistake, for motorists should be united 

only in business and not in social union, .908 This idea that leisure activities should be 

divorced from any kind of trade and commerce, very much mirrored Melbourne's 

attempt to emulate the British upper classes, whose occupations were also much 

imitated by the local 'bon ton'. Activities such as 'morning calls', garden parties, 

organised picnics, fonnal balls, 'the newly introduced upper class sports of lawn 

tennis and croquet ', and for younger people ballroom dancing were all important.909 

Photography was also an acceptable British upper class activity . For example 

Princess, later Queen, Alexandra had been, 'persistently faithful to the cult of the 

camera . .. for many years, .9 10 

But in Melbourne, at least, as a focus for social activities amateur photography fitted 

more into the world of suburban bowling clubs, mutual improvement associations, 

musical societies and clubs, than the upper-crust clubs epitomised by the Melbourne 

907 Mcudcll, n.d. , p. 48. 

908 Mcudcll, n.d. , p. 47. 

9()9 Cannon, 1975, pp. 218-219. 

910 Australian Photographic Journal, October 1907, p. 215 . 
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Club with its 40 guinea entrance fee .911 Perhaps too, its participants took themselves 

and their hobby, which some people might equate with science rather than art, a little 

too seriously. rn this sense cameras were items of technology, just like motor cars, 

and the desire for expertise in their use more typically reflected the aims of those 

classes interested in 'improvement' through various forms ofself-education.912 

'Improvement' in this sense can also be seen in the context of class competition, where 

cultural practices that were readily accessible to all would not likely find favour 

amongst the upper classes. 9
\3 

The Amateur Photographic Association of Victoria, and many camera clubs like it, 

appear to have drawn their members from the affluent middle class. There was, 

however, one very important club with a distinctive working class background, the 

Working Men's College Photographic Club. As an organisation it was associated with 

the Working Men's College, now R.M.LT., which opened in Melbourne in 1887. The 

College was established along the English lines, specifically designed to provide 

education for skilled workers, although it was open to all comers.914 Initially set up as 

!I I I Davison , [978, p. 207 . Graelne Davison notes that in the 1880s, those who confined, 'their social 
pleasures to the lillie suburban pond of mayo raJ receptions and mutual improvement societies' tended 
10 be, 'the miscellaneous class of shopkccpers, tradesmen and other self-employed small entrepreneurs', 
as opposed to the bus incss and professional classes. Davison, 1978, p. 191 . 

'" C 9 annon, 1 75 , p. 254 . 

91 1 For example, Pierre Bourdieu has argued that, ' the relationship between individuals and 
photographic practice is essentially a mediate rciationship, because it always includes the reference to 
the relationship that the members of other social classes have to photography and hence to Ule whole 
structure ofrcialionsliips between the classes.' He also says that. 'members of photographic clubs seek 
to ennoble themselves culturally by attempting to ennoble photography, a substitute within their range 
and grasp for the higher arts.' Bourdieu, 1990. p. 9. 

914 Cannon, 1975, p. 92. Murray-Smith and Dare, 1987, p. 15. 
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a night school, its establishment came during a period when the introduction of 

shorter working hours meant more weekend freedom for the working classes.915 Trus 

starred in Australia in 1856, when the Operative Stonemasons' Societies of 

Melbourne and Sydney negotiated the first eight-hour agreements, involving 48 hours 

a week, or a full six day week.9!6 By the 1880s it had become customary for working 

hours to be lengthened during the week, so employees could finish at 1 p.m. on 

Saturdays and enjoy an additional half_holiday.917 Some workers used their new

found leisure to watch football, whose growth as a major spectator sport in Australia 

dates from this period.9!8 A minority, interested in social mobility through acquiring 

knowledge, turned to organisations such as the Working Men's College.919 

To give some idea of the type of people who attended the College, a breakdown of the 

364 students enrolled in June 1887 revea1s the following: 65 carpenters, joiners and 

cabinet makers; 37 from other building trades; 43 engineers, machinists, fitters and 

turners; 12 iron workers; 11 printing trades; 8 boot trades; 8 office boys and 27 clerks. 

By 1889 there were 2,000 students, numbers then stabilising at that level through a 

lack of accommodation.92o By the end of 1891 , nearly 400/0 of enrollments were 

91 S Murray-Smith and Dare, 1987, p. 34. 

9 16 Cannon, 1975, p. 249. 

917 Cannon, 1975, p. 251. 

9 18 Cannon, 1975, p. 254 . 

919 Cannon, 1975, p. 254 . 

920 Murray-Smith and Dare, 1987, p. 27. 
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women, and out of2,040 students, 44% were skilled workers, 25% clerks, teachers or 

draftsmen, 16% domestic duties, and the rest shop assistants, schoolchildren and 

unskilled workers .921 Photography had been taught at the College from the outset, but 

because it was seen as neither a trade nor a profession, there were some initial 

questions as to whether it had a place in the syllabus at all. 922 By 1905, an official 

School of Photog raphy was established - in 1908, 80 students, some from other 

Australian States and others from New Zealand, were enrolled - but one of the 

College's most important student clubs predated the School.923 

This was the Working Men's College Photographic Club, founded in 1891, and 

subsequently renamed the Melbourne Camera Club in 1919.924 Membership was 

originally restri cted to College students and graduates. When this qualification was 

removed in 1896, the 'outside' members diluted the original working class base.92s 

Under the influence of its head teacher Ludovico Hart, the Club had enjoyed an early 

reputation for commercial photography with an emphasis on technique, rather than 

artistic work .926 In 1903 it was described as: 

" ~ , Murray·Smilh and Dare, 1987, p. 34. 

'122 Murray-Smilh and Dare, 1987, p. 76. 

92l Acbi, 1905. Cnmera House Beacon, January 1909, p. 262. 

92~ Elliott, 1991 a, p. 6. 

92} Ellioll, 1991 a, pp. 2-3 . 

926 'Lux Luxmore' , July 1909, p. 150. 
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a thoroughly energetic little body counting from thirty to fifty members, in common with the 
purposes of the grand institution of which it forms part is primarily given to the study of the 
commercial side of photography, some of the work in this respect being really tine.927 

As previously related, this influence had lead to the development of a style of 

Pictorialism emphasising the natural as opposed to the 'impressionist' qualities in 

photography.9211 This direction was an unusual one in Pictorial photography of the 

day, and clearly represented a class difference between the more commercially 

inclined College instructors, and the 'artistic' tendency at other camera clubs and 

photographic societies. There are those who argue that similar institutions to the 

College like Mechanics' Institutes, 'soon became part of the middle-class landscape of 

urban Australia, .929 If this is correct, and bearing in mind the influx of middle-class 

members after 1896, something similar doubtless happened to the Photographic Club. 

Nonetheless the influence on the members of a tradition that began in the College's 

working class days continued. 

It has been argued that another major difference arose between the Working Men's 

College Photographic Club and its competitors because the Club had a policy of 

admitting women causing it to be, 'the liveliest photographic club in Australia,.93o As 

previously noted, women made up nearly half the Working Men's College enrolments, 

927 Hill Griffiths, 1903, p. 84. 

928 Australian Photographic Journal, December 1897, p. 280. Hill Griffiths, 1900, p. 45. 

929 Rickard, 1996, p. 86. 

930 Murray Smith and Dare, 1987, pp. 7, 15, and 76. 
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a clear reflection of their acceptance in a 'craft' based environment.93 1 This make-up 

was doubtless also reflected in the membership of the Working Men's College 

Photographic Club. But to say that women were entirely absent from other clubs 

appears to be incorrect For instance, a notice in the Australian Photographic Journal 

of August 1895, 'confirmed Mrs. H. Small, [and] Miss Coath ... were elected 

members' of the Amateur Photographic Association ofVictoria, .932 In the same 

journal in September 1896, a correspondent noted that the members of the 

Association: 

have developed a sufficient amount of gallantry to provide that ladies may be admitted to 
mcmbcrshipJree. At the present time the number of lady members is very small, but this 
departure should have the effect of increasing the attendance of the fair sex at the meetings.913 

On the other hand, it was not until 1900 that the Association altered their proceedings 

to allow, 'the introduction of Social Meetings to which members could bring their 

lady friends. ,9]4 Without direct evidence, the reasons for this desire to increase the 

number of women participants can only be guessed at, but it is likely that there were 

some who were not comfortable with an image of camera clubs as a male refuge away 

from wife and family. George Meudell's 'drinking dives' are a clear reference here, but 

there were also masonic and other lodges and sports clubs which would have provided 

931 Hall and Mather, 1986, p. x. 

932 Australian Photographic Journal, October 1895. 

933 Australian Photographic Journal, September 1896. 

9H Australasian Photographic Review, April 1900, p. 23. 
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such a haven. These would also have included workingmen's clubs, which acted as an 

escape from crowded slum houses. 93~ 

More significantly, women lecturers were in demand. In June 1907, for instance, the 

Australian Photographic Journal noted a highly successful presentation by a Miss 

Ben-Yusufto an audience of about ]20 at a meeting of the Mosman Photographic 

Society on 'Unfamiliar Japan ' in the following words: 

Some of the lantern slides shown were of great rarity, and all of them were technically of the 
highcst class . .. Miss Yusufspoke in a very entertaining manner of the principal features 
connected with every slide, and the hearty vOle of thanks accorded to her al Ule close of the 
lecture was no more Ihan her due. 9;6 

In other clubs, women were also active in photographic competitions. In November 

1912, the Australasian Phofo-Review carried an account of the field day competition 

of the Ipswich Amateur Photographic Society with separate sections for men and 

women.937 

The Camera House Beacon in its February 1907 issue had a full-page article, 'Lady 

Photographers' . The contributor thought that, 'especially when the public demand for 

artistic productions becomes more and more pronounced ... the qualities of pose, 

935 Cannon, 1975, p. 257. 

936 Australian Photographic Journal, June 1907, p. 113. 

931 Australasian Photo-Review, November 1912. 
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illumination and faultless technique' required put the lady operator at, 'a great natural 

advantage.,938 These advantages were thought to be particularly noticeable in child 

portraiture, because of the natural affinity a lady photographer had with children.939 

To balance these, the gentleman operator was said to enjoy the benefits of artistic 

training and attention to detail which made up for other shortcomings.94o This state of 

affairs was not easily remedied. Nine years later in 1916, May Moore, 'one of 

Sydney's leading professional women' thought that the continuing shortage of first 

class women photographers was due to an, 'almost total absence ... of sufficient 

training - technical, business, anistic.'94! Moore stressed the importance of the woman 

who wanted to enter photography joining one of the camera clubs - 'Kodak or 

Harrington will give particulars.,942 

This may have been one of the reasons why a group oflady photographers, 

numbering around 20, had come together in 1908 to form the Victorian Ladies' 

Photographic Association, 'which was started for the advancement of photographic art 

and science, and to encourage mutual assistance and aid .,943 Unfortunately there is 

little information available about the club's history, aims and objects which might 

'UN Camera ffouse /Jeacon, February 1907. 

9.W Camera /louse Beacon, July 1909. 

9~O Camera House Beacon, February 1907. 

94) 'P. I.C.A. ', 1916, p. 23. 

942 'P.l.C.A.', 1916. p. 23. 

943 Camera House Beacon, November 1908, p. 249, and May 1909. 
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suggest distinctive characteristics.944 A 'syllabus' for 1909 was published in the 

Camera House Beacon, which magazine proclaimed itself as, 'The Official Organ of 

the Working Men's College School of Photography and of the Victorian Ladies' 

Photographic Association'. Amongst the subjects listed were standard camera club 

fare - 'Carbon Printing', 'Bromide Toning', and 'Printing on Albumen Paper' - and 

many of the guest lecturers were men.94S A number of these had close connections 

with the Working Men's College, an association also suggested by the fact that the 

club's rooms were situated in the Photo Department and James Aebi, the Head 

Instructor of Photography to the College acted as Honorary Instructor.946 

The Victorian Ladies' Photographic Association was one of the few exceptions to the 

male domination of the 'serious' business of the camera clubs - taking photographs. 

Accounts and pictures of Club activities in thejoumals indicate, on the other hand, 

that women were frequently included in club social activities. However these 

activities were considered separate from the 'real' work of the club. This distinction 

appears to have been modelled on the example of American photographic societies. 

As the AU.\"Iraliall Photographic journal explained, 

'.M~ A 'Directory of Australasian Photographic Clubs', in Harringlons' Photographic Journal, December 
20, 191 7, lists the Association in the Victorian Section. The, 'Hon. Sec. and Treas.' is given as, 'Mrs. 
T.G. Campbell, 'Trcwithen', Gordon Street, Toorak'. I have not been able to trace any other account of 
the Association's activities after 1910. 

9.5 Camera House Beacon, April 1909. 

9~6 Camera House Beacon, July 1909. Elliott, 1991 b, p. 3. 
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The 'social side' is a question which many of the American societies have very satisfactorily 
solved. The arrangement is that the members attend to strict business until the close of the 
programme, and that thereupon the meeting becomes perfcclly open, the members breaking up 
into small friendly knots and spending half an hour or more with refreshments and the 
soothing weed. The Boston Camera Club and the Albany Camera Club have both adopted a 
regular supper at the end ofbusincss proceedings and in both cases the result has fully 
warranted the expcriment.941 

The reference here to, 'refreshments and the soothing weed' gives the impression of a 

gathering limited to men so it is interesting, and perhaps a little unexpected, to find 

examples in Australia where women were included as participants. This was 

particularly the case when outings were involved, although care has to be exercised in 

interpreting these facts because of the possibility that some of the women concerned 

were brought along as helpers. The Kapunda Photographic Club, for instance, passed 

a resolution in March 1910, 'to formally thank the ladies and other friends who had so 

considerably helped to make the recent social to Mr. Banyer such a success.,948 

With this caveat in mind, the AustraUan PholographicJourna/, of October 1909. 

illustrates A Cluh (Juting oj the Adela;de Camera Club, (Fig. 80 a) where four of the 

sixteen participants are women. Again a photograph of some members of the 

Toowomba Photographic Society, reproduced in the Australasian Photo-Review of 

June 1910, (Fig. 80 c) is clearly a family gathering, with nine women and six children 

out of the total of twenty four participants. Of significance here is the very strong 

implication that at least one, if not two, of the women depicted is a photographer -

947 Australian Photographic Joumal, June 1898. 

9411 Australasian Photo-Review, April 1910, p. 201. 
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observe the proprietorial way in which the third figure from the left holds the camera 

tripod with her left hand. To counter the impression of significant female involvement 

is the evidence of a group photograph published in the Australasian Photo-Review of 

July 22 1910, Some Members of the Ashfield Districl Camera Club, (Fig. 81) where 

all the twelve members shown are men, most of them young. 

Male dominance is also apparent in another group, a photograph attached to the 

Gordon College Amateur Photographic Club's minutes of March 23 1914, Queen's 

Park Outing 25th Anniversary. (Fig. 80 b) This club was founded in 1887 at about the 

same time that Ludovico Hart, a teacher who in 1892 became the photographic 

instructor at Gordon College itself, established photographic classes in the Working 

Men's College.'J49 The Gordon College Amateur Photographic Club seems to have had 

a much more male dominated tradition than the Working Men's College Photographic 

Club. For example, its syllabus for the half-year ending December 8, 1899, listed 

nineteen separate events, only one of which a, 'Lantern Night - Ladies Social' had any 

clear female involvement.'J~o 

The reference here to a 'Ladies Social' suggests that in some circumstances women 

were only involved in camera club activity when providing entertainment, or that they 

attended events as spectators. A typical example in the former category was the 

949 Australian Photographic Journal. December 1897, p. 280. 

950 Gordon College Amateur Photographic Association, 1899. 
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Mount Gambier Photographic Club's first annual social in 1904, which was marked 

by musical entertainment. 'The programme opened with a pianoforte solo by Miss 

Gladys Kook, after which Mr. G. Lienau sang with success 'The Maid of the Mill.,,951 

Another instance was at a lecture given by AJ. Campbell, a Vice-President of the 

Working Men's College Photographic Club when, 'During the evening Miss Campbell 

perfonned an original 'Bush Symphony' with piano, and Miss B . Campbell played the 

'Bell Bird' both pieces were played with taste and were favorably received.,952 An 

example of women attending events as spectators was an account of a football match 

between Professional Photographers and the Combined Stock Houses, 'the match 

created a good deal of interest, and attracted a sprinkling ofthe fair sex, who were 

keen observers of the game.'9B 

There is sufficient evidence to suggest that it is difficult to generalise either about the 

gender balance or class composition of camera clubs. Most clubs appear to have had 

affluent rniddle~class origins. But against this is the example of one of the most 

successful of all the clubs, the Working Men's College Photographic Club with its 

strong working class roots. Men undoubtedly dominated some clubs, yet others 

clearly attempted to admit women as equals, and women had their own club. Most 

clubs did not teach photography as a subject, and yet at least one was an exception to 

951 Australian Photographic Journal, March 1904, p. 70. 

951 Australian Photographic Journal, March 1904, p. 69. 

953 Australasian Photo-Review, August 1910, p. 445. 
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this rule. On the other hand, clubs had many features in common. For instance, the 

majority provided their members with facilities that they might not have been able to 

afford individually. One among many examples recorded in the pages of the 

photographic journals, was an announcement in the Australasian Photo-Review in 

August 1911 by the Warrnambool Camera Club. It said that, 'a Thornton-Pickard New 

Improved Patent 'Ruby" Enlarger has been purchased by the club, and a 

demonstration on enlarging will be given at the next meeting. ,954What else clubs had 

in common can be gleaned from comparing their members' aims. They helped each 

other, both individually and through the agency of organisations such as the Victorian 

Photographic Affiliation, which was set up in 1907 to bring individual clubs, 'into 

close communication with each other' and 'to advance the art of photography. ,955 They 

were also interested in education, and self-improvement in and through technology. 

Education began with the budding photographer. Mr. Trowbridge of the Photographic 

Association of Victoria, who 'was making prints as far back as 1851' and had joined 

the club in 1884, advised intending amateurs. 'as to the advantages of joining a good 

photo society such as the P.A. V., and benefiting by the experience of older 

amateurs. ,')56 Once there, exposure to technology through a club's lecture program 

came about in two ways. One was through hearing a first-hand account of modern 

95~ Australasian Photo-Review, August 1911, p. 473. 

955 Victorian Photographic Affiliation, 1908, p. 5. Fox, 1910, pp. 4-6. 

9S6 Harringtons' Photographic Journal, July 1914, p . 242 . 
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developments. For instance in 1907 Professor Kernot, president of the Working Men's 

College Photographic Club: 

related his experience ofbaUooning while in Paris, at the time of the Paris Exhibition. The 
lecturer also gave the audience a very complete account of the progress made in balloon 
building and the building of various flying machines since the lime of first inventions in that 
line about 1783. whcn the first ascent was made in France. The professor had some very good 
slides representing various fl ying machines, some of which looked anything but safe to travel 
. 957 m. 

Then there were practical matters dealt with in a club's regular lecture program. For 

example, the syllabus for the Ashfield Camera Club in New South Wales in 1919 -

1920 listed the following classes: Development of Plates and Films~ Gaslight Printing; 

Question Box; Enlarged Prints; Toning Bromides; After Treatment of Negatives; 

Selection of Subject; Use of Colour Screens; Annual Exhibition; and Artificial Light 

The club also advertised two field trips, one to Vaucluse, the other to the National 

Park .959 To emphasise the importance of education, The Photographic Society of New 

South Wales in 1906 put ' Instruction' first amongst its aims, but did not neglect to 

mention other activities. Also included were Excursions; Provision of Lecture and 

Dark Room; Competitions and Annual Exhibition; and Social Of these, the annual 

9~7 Australian Photographic Journal, June 1907, p. 144. 

958 Harringtons ' Photographic Journal, November 1919. p. 373. 

959 Harringtons' Photographic Journal, November 1919, p. 373. 
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exhibition was a favourite vehicle for the 'advancement of photography'. The same 

Society had held its Eighth Exhibition in September 1903, which was divided into an 

Open and a Members' Competition. A Gold Medal was awarded for the best picture 

in the Exhibition, whilst Silver and Bronze were awarded in each Class. For the Open 

Competition, the classes were Landscape; Seascape; Yachting and Shipping; Still 

Life; Animals; Genre; Portraits; and Lantern Slides.96o 

The fact that the educational and practical side were so strongly stressed, did not of 

course mean that all the members of any particular club were likely to be as totally 

and emotionally involved in the art of photography as the programs might suggest. 

Some critics denied camera clubs any serious purpose at all. They were said to treat 

photography as 'a light hobby\ and their members were not thought to be interested in 

useful applications, such as the relationship between photography and science, and 

practical pursuits like printing.961 A good many serious workers, who had joined 

camera clubs, 'to further their knowledge ... [or] because they expected opportunities 

to meet kindred minds' could drift away, because: 

Why should a man interested in new discoveries in photography. in new improvements, join a 
body, which in its majority has for such mailers only the interest of superficial curiosity? A 
man interested in kite or balloon photography, in photography in the service of science, tIle 
officer. the SUlvcyor and architect, the explorer - why should they become or remain members 
of a club in which they find no deeper intcresl.

962 

960 Australian Photographic Journal, January 1903, p. 23. 

961 Camera House Beacon, October 1909, p. 219. 

962 Camera House Beacon. October 1909, p. 221. 
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These somewhat gloomy strictures would presumably also have applied to another 

side of the camera club, which appealed to many of its members. This was the 

recreational and social aspect - outings, gatherings, and shared holidays.963 For 

instance, members of the Fort Street School Camera Club in Sydney in 1911 , with 35 

members on the roll, achieved an average attendance of 16 for their weekly outings. 

Considerable pleasure was derived from these, 'and most of the beauty spots on and 

around Sydney Harbour were visited, as were also many places further afield.' 

Pleasure was also undoubtedly derived from the fact that members of the Club were 

allowed to travel at reduced rates by, 'the various Ferry Companies.' 964 But to lay too 

great a stress on the purely recreational aspect of trips round the Harbour is to miss 

the point that the club outing was but part of an important overall goal. This was to 

learn how to take better photographs. 'Silvex', writing in the Australasian Photo-

Review in 1926, thought that, 'too often the social side obtains prominence at the 

expense of the photographic, which should not be the case, .965 And as Harringtons' 

Photographic Journal put it in a 1917 editorial : 

The formal ion of a new photographic club is a pleasing event to us, because it means thai a 
body of men and women who have hitherto been working more or less in the dark, will help 
e:Jeh 01 her, profil by eaeh other's experience, and become beller photographers.966 

963 Seiberling, 1986, p. 108. Keller, 1984, p. 256. 

964 Australasian Pho to-Review, October 1911. 

965 'Silvcx', 1926, p. 346. 

966 Harringtons' Photographic Journal, July 1917, p. 205. 
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The purpose of this particular editorial was to welcome a new country photographic 

society, a part of Australia where the clubs' influence was especially important. It was 

said, for example, of the Cootamundra Amateur Camera Club that, '(it] has given 

great impetus to photography in Cootamundra, and the monthly pri ze competitions 

have resulted in a great improvement in the work of the members.,961 Furthennore, 'in 

country towns a camera club is a great help to amateurs who seldom have the 

opportunity of getting assistance from professionals, as is the case in the large 

cities.,968 How necessary this assistance was can be judged from some of the 

difficulties facing the country worker. The scarcity and expense of water, and the 

presence of mineral elements in it in some places, even affecting so large a country 

town as Geelong, in Victoria, made printing next to impossible. This meant that 

knowledge of compromise techniques was necessary, such as saving up negatives to 

develop when away on annual holiday.969 If the 'natural' home ef Pictorial work was 

thought by one commentator to be, 'the small country town, where time hangs heavy 

and the camera worker turns to his craft to kill it', the really serious participants who 

had developed a di stinctive personal style and a national reputation were still likely to 

be found in the city clubs in the State Capitals.97o 

%7 Australian Photagraphic Journol. June 1907, p. 143 . 

%8 Australian PhofogrophicJournal. June 1907, pp. 143-144. 

969 Geelong Times, 1899. Photograms a/the Year 1910, p. 9. 

970 Photograms o/the Year 1910, p. 8. 
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These were always a minority. The bulk of members belonging to any given club-

although exhibiting photographs and taking part in functions - had not developed 

such a recognisably personal style, did not exhibit internationally, and only 

occasionally had photographs published. People such as these may fairly be said to 

comprise the background of the camera club movement. Even jfthey published 

infrequently, their relative numbers must have ensured that they were responsible for 

producing large quantities of photographs. It might also be expected that 'ordinary' 

camera club members would draw their inspiration from the culture of the 

organisations to which they belonged, some account of which has been attempted in 

this chapter. The next section tests this proposaJ, and looks at the kind of Pictorial 

photographs that the camera club 'rank and file' made. 

Camera Clubs and Genre Photography 

In July 1903, the Ballarat Camera Club came into being. Ballarat already had one club 

- the Ballarat Amateur Photographic Society - dating from before 1887, which was 

associated with the School of Mines .971 Only Newcastle, outside the State Capitals, 

also supported more than one club, a fact that argued a lively interest in photography 

as an art in Ballarat.972 The connection between art and photography had been noted 

there as early as 1856. At this time the Miner and Weekly Slar drew its readers' 

971 Withers, 1887, p. 284 . Withers menLions that, 'an amateur society has its home at the School of 
Mines: Australian Photographic Journal, December 1904, p. 272. This listing of Australasian 
Photographic Societies gives the School of Mines as the regular meeting place for lhe Ballarat 
Photographic Society. The Ballarat Camera Club had club rooms in Lydiard Street. 

972Australasian Photo-Review, August 1910, p. 465. 
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attention to the merits ofa number of photographic establishments. It spoke of; 'the 

artist, Mr. Wilson, whose rooms are furnished with a large variety of specimens of the 

art'; the rooms of Mr. Ellis, containing, 'some very beautiful specimens of that 

department of photographic art, to be seen there'; and the premises of Madame 

Charpiot, 'another temple of Art.' 973 In 1856, art in photography was associated with 

realism. The Miner and Weekly Star, for instance, criticised some of Mr. Wilson 's 

views of the Crimea for being hazy and indistinct although, ' in the main a sharpness 

and boldness of relief fix the attention and convey a striking sense of reality. ,974 These 

studios were professional outlets for commercial photographic work, which was the 

least concern of the camera club members. 

As Photograms of the Year 1904 put it when the Ballarat Camera Club was formed, 

<it is noticeable that the object of this club is the art side of photography, which is a 

pleasing variation of the rule in Victoria. ,975 In the context ofthe times, this meant 

Pictorial aims, one of the most important of which was said to be trying to achieve a 

pleasing aesthetic experience for the viewer.976 In June 1912, the Australasian Photo-

Review published a photograph by S.H. Hodder, titled My Own, c. 1912. (Fig. 82) 

'm Miner and Weekly Star, 1856, p. 252 . W.B. Withers, in his Hislory of Bal/arat, says Lhat William 
Ellis, 'was the first Ballarat photographer. He was a bricklayer, who had emigrated from Liverpool to 
Port Natal, crossed over to Victoria in 1853, worked at his trade in Melbourne, picked up the rudiments 
of photography there, and settled on the Red Hill, Ballarat, in 1855.' Withers, 1887, pp. 283~284. 

9H Miner and Week/ySlar, 1856, p. 252. 

915 Hill Griffiths, 1904, pp. 30·3 1. 

976 Peterson, 1992, p . 191. 
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Hodder was a prominent member of the Ballarat Camera Club, where he had first 

been a Committee member, and then President. 917 In light ofthe Club's attention to 

'the art side of photography', what sort of experience does My Own provide? A late 

20th century viewer might regard it as 'mawkish' or sickly sentimental, but this is not 

how most contemporaries would have reacted. 1n 1912 images like this were 

common, popular, and esteemed. 

As evidence, Mr. Hodder's photograph won a prize in the genre class in the 

Australasian Photo-Review's monthly competition.978 William Murray argued in 1899 

in Camera Noles, that 'genre' tended to be used as a kind of miscellaneous 

department, where items were assigned that did not fit into more clearly defined 

categories. He saw some justification for this practice in the history of genre painting, 

whose origins can be traced to the 16th century. Genre painting was often associated 

with ' low life '. but Murray thought that genre representation was not just about this 

aspect oflife. ' [it] is the picturesque illustration ofhfe, either real or ideal, in nature, 

which preserves the dignity orthe work and saves it from caricature. ,979 This is an 

important qualification difficult to deal with in retrospect, because what may look like 

a caricature today, was clearly not seen to be one at the time. This said, genre 

photography in the days of the camera club Pictorialists was indeed characterised by a 

977 Australasian Photo-Review, June 1910. p. 322. Australasian Photo-Review, October 1911. p. 596. 
Australian Photographic Journal, May 1904, p. 119. 

978 Australasian Photo-Review. June 22,1912, p. 330. 

979 Murray, 1899, pp. 150-155. 
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strong narrative element. This was not the dramatic narrative of the kind noted in 

images of ' the golden age of the outback' . It was something altogether more homely, 

relating to simple contemporary domestic scenes, a significant number of which 

contained affectionate images of children.98o 

It is clear that emphasis on the narrative mirrored a general understanding in the 

Pictorial community. As the Australian Photographic Journal put the matter in 1902: 

The generally accepted definition now.a-days is tbat a genre picture is one that tells a story. 
The possession ora title, or a little alteration in the action of the picture is enough to convert 
from onc class, like a portrait, to another.98 1 

The journal then confirmed this view in a lengthy notice three years iater.982 

The Australasian Photo~Review said in 1909 that, 'It is the genre class . .. that 

appeals most readily to the public . .. the story is what people want.' It was also 

made clear that plentiful genre subjects were to be expected from the amateur camera 

clubs.98J 

9IIQ John Hadfield talks about the Victorian atlitude to children as expressed in painting. He says, 'it is 
rare to find the features of a child, especially a girl, painted other than with affection'. Hadfield, 1985, 

p. 15. 

981 Auslralian Photographic Journal, December 1902, p. 273 . 

982 Australian Photographic Journal, June 1905. 

983 E.H.W., 1909, pp. 66 and 68. 
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In light of this comment it is important to recognise that genre subjects were not just 

the province of the 'ordinary' camera club amateur. Members with established 

reputations who were role models for beginners, also made extensive use of them. 

Tom Stoward ' s The Latest Rumour, c. 1909, (Fig. 83) is one example amongst many 

- the article about Stoward in the series 'Our Artistic Workers' contains nine 

illustrations, seven of which are unmistakably genre work. 984 H. Cartrighfs Grannie, 

c. 1911 , (Fig. 84) was awarded a plaque at the 1911 Exhibition of the Photographic 

Society of New South Wales' " Harold Cazneaux's The Quest, 1910, (Fig. 85) was 

illustrated in the same number of the Australasian Photo-Review as My Own.986 A 

picture ofCazneaux's daughter, it was described by a critic in 1911 as, 'one of the 

loveliest things this writer has ever seen. ,987 

In 1911 , and for decades thereafter, genre subjects retained their fascination for 

Pictorial photographers, even though they were essentially expressions of Victorian 

and Edwardian popular middle class taste, a seeming anomaly that will be explored 

later. Because the chosen subjects were generally people, most photographers found 

them difficult to handle, and fell short of completely satisfactory results, something 

that the critics were well aware of. Genre depictions were often ' character studies '. To 

be successful the photographer had to get the character exactly right, and set the scene 

98~ 'VaJdon ', June 1909. 

985 Photographic Society of New South Wales, 1911 , p. 29. 

986 Australasian Photo-Review, June 1912, 'Supplement ' . 

981 Jeffries, 1911, p. 262. 
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in a convincing and unforced environment. It was easier to copy someone else's work, 

which was noted by Edwin J. Welch in Pholograms of the Year 1907, when he said, 

'amateurs are possessed of many virtues, including some artistic ability, but are more 

often devoid of purpose and sadly lacking in originality. ,988 

This criticism is severe, but not unfair. Its substance may be confinned when My Own 

is compared with the prominent South Australian photographer F.A. Joyner' s genre 

work A Shaft <if Light, c. 1905-1908. (Fig. 86) A.l. Hill Griffiths in 1902 had held 

Joyner to be a model for those interested in Pictorial photography.989 Contrasted with 

Joyner' s photograph, My Own leaves very little to the viewer' s imagination, 

portraying as it does the supposed innocence and enchantment of childhood. A Shaft 

of Light would have appealed to a Victorian and Edwardian audience through the 

evocation of literary and allegorical art.990 Even without this it has an air of mystery 

about it. In comparison, My Own lacks depth; there is very little here to fire the 

viewer's imagination. In this, My Own does not stand alone. Many other examples 

may be found in the pages of the Australian photographic journals. Alongside the 

~~ Welch, 1907, p. 90. Welch may also have had the amateur's love of idealised landscape in mind 
here. 

9&9 Hill Griffiths, 1902, p. 190. 

990 lsobel Crombie calls A Shaft oJ Light, 'This striking image' and draws auention to the way the use 
of red toner adds warmth to the photograph. She notes that, • Joyner's photograph also suggests an 
awareness of the Victorian love of ancient English legends, in particular the story of King Arthur and 
Camelot, with his female model dressed in a flowing mediaeval·style robe.' Crombie sums up by 
observing that A Shajl oJ Light is, 'a work afthe imagination ' Crombie, 1993, p. 2 . 
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impressive work of the better-known Pictorialists is much truly pedestrian and 

repetitive work. 

It is also easy to appreciate this when Joyner's A Shaft of Light is compared with a 

photograph like E. Coombe's Pets, c. 1909 (Fig. 87). Joyner's work lays claim to the 

imagination; Coombe's is simply 'cute'. Similar problems arise in 'Pictures of Photo 

Competition', published in the Ballarat Star annual of 1907. The competition was 

intended to be artistic; two recognised Pictorial photographers, Tom H. Stoward and 

W.J. Chapman, were induded amongst the entrants, and won awards. Running it in a 

daily newspaper as opposed to the specialist photographic journals meant access to a 

wider, if less discriminating, audience. This no doubt accounts for the popularity of 

genre in the pictures reproduced. Of the 41 illustrated, 18 fell into that class. 

Suggestive titles, an integral component of genre, dearly indicate the narrative 

intention, some of which is quite forced by present-day standards. A picture ofa dog 

with a ' toothache' for instance, was called Abject Misery. 991 Ten photographs featured 

children. A representative example was S.P. Kemp's And the Big Wolf Showed all his 

Teeth , c. 1907. (Fig. 88) What effect the photographer was aiming for here is difficult 

to tell - a reference to ' Little Red Riding Hood' is one obvious possibility. If Kemp's 

purpose was to, 'go beyond the anecdotal, aspiring to a higher pictorial purpose' it is 

99! Colin C. Corrie, Abject Misery, c. 1907, details unknown, ha1ftone reproduction in Ballarat Star 
Annual, 1907, [po 22.] 
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quite hard to see how this is achieved. 992 Perhaps the photographer's purpose was 

clear at the time, whilst remaining ambiguous to a viewer today. 

Innocence and Innocents 

Another example of such ambiguity may be seen in Miss L. NichoUs' Will / Do?, c. 

1907, (Fig. 89) in the same publication. The Bal/aral Star was a family newspaper, 

and it is inconceivable that the sexual implications we may read today were evident to 

the majority of its readership, for whom the image would have been one of natural 

innocence. Some though, could have had misgivings. They might have noticed the 

direct coquettish look, the bare knees, and the inviting pose, all reflecting the 

Victorian ambivalence towards children.993 Pure, innocent, and sexually inactive on 

the o ne hand, children were also seen as monsters of appetite, corrupt and open to 

corruption. The cont radiction that they can be both at once seems to have escaped the 

Victorians ' notice, particularly in representations like this. 994 Charles Dodgson's 

(Lewis Carroll) photographs of children also reflect this, and have become notorious 

in consequence. Carroll himself insisted that his images were of innocent childhood, a 

view shared by his contemporaries. To many viewers today, they not only lack 

innocence, but also seriously impugn the photographer's motives.
995 

992 Ward, 1907, p. 27. 

993 Marcus, 1970, p. 15. 

994 Marcus, 1970, p. 15. 

99S Higonnet, 1998, pp. 10 and 125. 
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Miss Nicholls, at least, was surely unconscious of other ways in which her image 

could be read. Her particular aims, one of the touchstones of the serious Pictorial 

photographer according to Lionel Lindsay, were undoubtedly to picture purity and 

innocence.996 These might have been better served if more care had been taken with 

the photograph. In particular the stiffness and artificiality of the pose, and the 

directness with which the child confronts the viewer, have an almost painfully 

realistic effect. A better way of conveying' innocence' through a generic, rather than a 

specific image, may be seen in Harold Cazneaux's Rainy Day, 1910. (Fig. 90)997 The 

comparison of WillI Do? and Rainy Day, makes the case that it is the genre class, 

where deftness and subtlety of execution are so vital, that most clearly divides the 

successful photographer from the not so successful The gifted professionaJ and 

serious amateurs are on one side - the journeyman professional and less accomplished 

amateur are on the other. In Rainy Day, the softening of the composition through the 

use of 'contre jour' lighting, and the lack of direct eye contact because the subject is 

photographed from behind, play down the impact of the child as an individual. 998 

Cazneaux' s photograph is thus a masterpiece of understatement about childhood 

innocence. Nicholls' picture, leaving aside questions of its ambiguity, or its claim on 

our attention as ' anistic', fails in its aims because it is obvious to the point of being a 

cliche. 

996 Lindsay, 1911 , p. 266. 

991 This picture is alS(! known as Dawn On A Rainy Day. It was reproduced in Photograms of the Year, 
191 I , and in 'Milestones ' , Australasian Photo-Review, December 1952, p. 751. 

998 Anne Higonnct makes the same point when discussing a 1987 photograph by Betsy Cameron. 

Higgonet, 1998, p. 79. 
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Allowing that Will f Do? is not a particularly successful photograph is not to say that 

Miss Nicholls was devoid of aims, one of the main charges levelled by Edwin Welch 

at amateur photographers. I believe this to be the least credible of his criticisms, 

because camera club stalwarts had a clear purpose to their work, which reflected 

historical context. For ex:ample, I would argue that their devotion to genre work 

reflected questions of taste inherent in the camera club environment. I believe that 

taste is an element that is fundamental to the creation and appreciation of genre 

photographs. As Giselle Freund reminds us, in the broader sense taste is not a whim. 

[t is rather a product of well-defined conditions characterising the social structure at 

each stage of its evolution. For Freund, every society develops the forms of artistic 

statement that ex:press the needs and traditions of the dominant social c1ass.999 

The social class most strongly represented in the camera clubs was the bourgeoisie or 

those with a working class background aspiring to the same status. The bourgeoisie 

were to become the dominant class of the late 19th and early 20th centuries. 

Following Freund's analysis, the forms of artistic statement that developed in the 

camera clubs were likely to express their needs and preferences. Willy Rotzler has 

noted the parallel rise of photography and the bourgeoisie, because the latter could 

identify with it, whereas 'higher art' was still seen as an aristocratic preserve. 1000 In 

this context genre photography with its strong narrative associations - 'the story is 

999 Freund, 1980, p. 3. 

1000 Rotz1er, 1976, p. 10. 
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what people want' - with ordinary, as opposed to 'high' life, was likely to be one of 

the areas where this sense of identification worked most strongly. 

Genre photographs invariably turned ordinary people, especially children, into 

sentimental objects, something that had become a Victorian tradition. For example, 

Charles Dickens, who had written about many unpalatable facets of Victorian society 

in the previous century, also depicted them in the same way - Little Nell, heroine of 

The Old Curiosity Shop is an excellent example. 1001 Viewed from the perspective of 

1907, Miss Nicholls is employing a similar visual technique to the effect that Dickens 

achieves in prose. Those who warmed to Little Nell would have had a similar feeling 

for Willi Do?, and clearly pictures like this were extremely popular. The Australian 

correspondent for Pholograms of the Year 1910 said as much when observing, 'that 

for the future; the best of the pictorial work now is in the genre class, particularly 

d· f h·ld '[002 stu les 0 c I ren. 

Obviously such images were popular because they met the viewing public'S needs. In 

class terms, this was essentially the same group as the makers of the pictures, the 

bourgeoisie. An examination of large numbers of genre photographs makes it clear 

what this audience desired. Dickens was prepared to depict the obverse of cosy 

middle class life. <frightening images of adultery, gambling debts, social disgrace, 

1001 Dickens, 1841. 

1002 Photograms of the Year 1910, p. 10. 
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bankruptcy, fallen women, emigration or the workhouse'. 1003 This was also true of 

some painters. 1004 Camera club workers were not, and it may be argued that their 

unwillingness to face the unpleasant side of reality was a form of escapism. 

'Character' photographs and images of rural scenes with carthorses, for example, 

could be seen as a reaction to the process of industrialisation from which some of the 

middle class members of the camera clubs drew their income. 1005 On the other hand, a 

feature of the clubs was an optimistic belief in self.irnprovement through education 

and the application of technology, so that one might expect that at least some of the 

members would have been interested in recording 'modern' subjects. The pictures that 

have been discussed in this chapter, especially those in the genre class, are far 

removed from such images and might support the views of those who believed that 

Pictorialists lived in the past. By the 1930s and 19405 many Australian photographers 

were attempting to look to the future, yet genre character studies continued to be one 

of the most highly esteemed areas of Pictorial work. The next chapter explores some 

possible reasons for this dichotomy. 

!OOJ Hadfield, 1985, pp. 10·11. 

l~ The A ustralian Photographic Journal reproduced, 'Fred. Leist's picture in the [1902] N.S. W. Art 
Society Exhibition' A Nocturienne, which depicts a prostitute. Australian Photographic Journal, 
October 1902, p. 223. 

1005 Hadfield, 1985, p. 11. 
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Part Fiwe 

Late pjctor.aUsts and Earl,. "odern.sts 

Chapter 1: The 1940. 

On June 1, 1927, Harring/ons' Pholographic}ournal advised that: 

the prescnt issue ... is the last which will be published, and the purpose of tile following 
article is 10 explain to the many rcaders, who will rcceive the announcement with regret. why 
this decision has been rcachcd. 1OO6 

The main reason given was that 'Progress', in the guise of advances in technology, had 

made photography too easy, 'for what must be done now to be a successful 

photographer [is] but to follow simple directions, press a button, take the exposed film 

to Harringtons and wait for a few hours the certain - and inexpensive - result. ']007 

This was contrasted to the days when the amateur photographer achieved success as, 

'the result of the mastery of many and various intricate processes, of hard study and 

intense zeaJ.,IO08 The article recalled that, 'for some thirty-five years this Journal has 

worked diligent ly for the advancement of photography. It set out to instruct. advise, 

and entertain, and it did these things surpassingly well .,]OO9 

1006l1arringtons ' PholographicJournal, June 1927. 

100, Harringtons' Photographic Journal, June 1927. 

1008 Harringlons' PholographicJournal, June 1927. 

1(109 Harringtons' Photographic Journal, June 1927. 
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Although not specifically mentioned, it was Pictorial photography that Harring/ons', 

and its rival the A ustralasian Photo-Review, worked so hard to promote. Creativity 

had been the hallmark ofPictorialism, for which Harringtons' pronounced this 

epitaph, 'no more for us the fascinating experimentation, the joy of watching the 

growth of our creative effort to a successful fruition and the sweet sorrow of 

failure ., lo lo The cause for which Harringto!Js' for so long, 'gathered and nurtured 

disciples' had apparently died, and the journal with it. lOll Lacking any other 

information, a present day reader of this obituary might reasonably conclude that the 

kind of photography Harrillgtons' loved so well was in terminal decline in the late 

1920,. 

Kathryn Needs has certainly proposed this view, with particular reference to the 

'Pictorial Photographers of Australia' exhibition in 1928 at the Royal Photographic 

Society's Gallery in London's Russell Square. Needs argued that this show was seen 

as international recognition for Australian Pictoriaiism.1012 In support of this view is 

the fact that, in addition to the exhibition itself, the Society's official organ, the 

Photographic Journa l, publi cised the work of the exhibitors in its January 1929 issue. 

1013 'II . d . Harold Cazneaux's Sydney, c. 1929, was chosen as the cover I ustrauon, an 10 

1010 Ilarringlong' Pholographic Journal, June 1927, 

lOll Harring/om" Pholographic Journal, June 1927, 

1012 Needs, 1980, p. 10. 

1013 Harold Cazneaux, Sydney, c, 1929, details unknown, half-tone reproduction in the Photographic 

Journal, 1929. 
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addition there were reproductions of works by Peter Lawrence, James E. Paton, H . 

Mallard, Julian Smith, R.N . Jones, 1.B . Eaton and Monte Luke.1014 This recognition, 

according to Needs, came very late in the day, and at a time when, ! the movement 

was in the throes of being overtaken by modemism,.lo,s 

This, however, was less than the full story. In Australia, International Exhibitions, 

containing clearly identifiable Pictorial works, continued throughout the 1930s. For 

example, in 1936 the sixth in a series of events staged by the Victorian Salon of 

Photography had as its aim, 'to select a truly comprehensive collection embracing all 

of the varied modes of expression adopted in pictorial photography.oI ol6 In 1938, in 

Sydney, over 350 guests attended the opening of a Commemorative Salon of 

Photography, which was part of Australia's 150th Anniversary Celebrations. This was 

h ~. . h 600· h '0 f· , 1017 a mammot all air, Wit over pictures ung irom a score or more 0 countnes. 

The 'Pictorial Section' was judged by Harold Cazneaux who, 'expressed his very great 

pleasure at the high quality ... stating that the show was one which would more than 

hold its own anywhere in the world .'I018 And cont rary to the fears expressed by 

HarrillK{OIlS' nine years previously on the question of creativity, the Australasian 

Photo-Review noted that, 'the pictorial section represented every phase of 

IOI~ Royal Photographic Society, 1929. 

)(115 Needs, 1980, p. 10. 

10 16 Victorian Salon ofPholography, 1936. 

1017 Australasian Photo-Review, April 1938, p. 170. 

10 18 A ustralasian Photo-Review, April 1938, p. 170. 
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photographic ideology, every type of photographic technique, demonstrating most 

forcibly the many avenues available fo r personal artistic expression.'1019 

That an account of the 'Australian Commemorative' appeared in the Australasian 

Photo-Review in 1938 is a reminder that, unlike Harringtons', this journal continued 

publication throughout the 1930s and 1940s. 1020 The owners of Harringtons' may 

have misjudged the situation in 1927. Perhaps there were other reasons why one 

journal survived, and the other did not. By 1926, it may be that Harringtons' attention 

was directed towards other ventures . For example, 'Cameragraphs' 1926 carried three 

of the firm's advenisements. One was concerned with photographic equipment, but 

the other two related to radio sets, which were both manufactured and distributed for 

other concerns. I021 The fact that the Australasian Photo-Review lasted so long, 

suggests that 'creative' photography continued as a force long after it was supposed to 

have been 'overtaken by modernism'. Kodak (Australasia) Pty. Ltd . confirmed this 

view when it advised readers of the Australasian Photo-Review of its ultimate closure. 

It said that: 

Pictorial ,lIld interpretative photography is no longer the preserve oflhe select few but is 
practiscd by thousands or enthusiasts, the mcmbers of hundreds of camera clubs. Ion 

1019 Auslrala#an Photo-Review, April 1938, p. 170. 

1020 Its eventual demise in 1956 will be discussed later. Australasian Photo-Review, November 1956. 

1021 Cameragraphs' }926. 

1022 A us/ra/asian Photo-Review, November 1956. The 'hundreds of camera clubs' may have been an 
ovcr ambitious assessment. The December 1950, number of the magazine listed sixty four principal 
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Some modernists argue that Pictorialism was a retrograde style and the antithesis of 

photographic progress. Ion For this to be true, 'late' Pictorial photography in the 1930s 

and 1940s was presumably seen as no different from the practice of the pioneers. The 

existence of the A uSlralasian Photo-Review throughout this period affords an 

opportunity to test this, by comparing some of the journal's illustrations in the late 

1940s with those published in earlier years. 

From their inception in the late nineteenth century, both the major Australian 

photographic magazines commonly reproduced single photographs, titled and 

attributed without any commentary or association. Collections were rare, and where 

found invariably present the work of a single photographer as opposed to being 

grouped around a theme. Typical of these was the series 'Our Artistic Workers', 

produced by the AlIslralian Photographic Journal between 1908-1909. These took the 

form of interviews by 'Valdon', who also wrote the accompanying article. There was 

very limited commentary on the works reproduced, but a lot about the photographer 

and his methods. (No women were included in the series.) Articulate statements by 

photographers regarding their aims, illustrated by a portfolio of examples, are not 

often found . Harold Cazneaux's 'In and About the City with a Hand-Camera' , in the 

A 1I.\·tralasian Photo-Review in August and September 1910, is one unusual 

Photographic Societies. There may have been an increase over t1le intervening six years, but not 
enough to make 'hundreds'. Australasian Photo-Review, December 1950. The main reason given for the 
closure was that, 'it is felllhat Ulere no longer exists the need [or a firm basically organised for the 
manufacture of photographic supplies and equipment to sponsor a general photographic magazine, 
since that duty is now undertaken by a score of specialised publishing houses. ' 

H'" B owman, 1992, p. 441. 
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example. \024 Thomas Cummins' 'Seascapes, And How To Make Them', in the same 

journal in July 1910, is another. ,o2s 

In the late 19405, the practice of reproducing single photographs without commentary 

was still in vogue. N.S. Smith's Peace Beside the Waters, c. 1947, (Fig. 91a) is a case 

in point. Smith's picture is a conventional Pictorial production in other respects, and 

does not differ from many of the landscapes and water scenes which have been 

illustrated and discussed in this thesis. It is a striking contrast to Max Knobel's 

Wynyard Queue, c. 1948. (Fig. 9tb) Here the photographer aims to show an aspect of 

Australian life in the 1940s, and does so by illustrating a real, as opposed to an 

idealised scene. The intention is made clear from the title of the collection in which 

the picture is included - 'News And Record Album,.lo26 If something like Wynyard 

Queue had been published in the Australasian Photo-Review forty years previously, it 

might have been criticised as having no Pictorial merit at all. As the magazine said 

when celebrating its 50-year jubilee in 1943, 'the amateur photograph of fifty years 

ago bore little relation to the real life of the times, being mainly concerned with such 

matters as scenery.d027 The lack of Pictorial merit, it will be recalled, was the 

102~ Cazncaux, 1910. 

1025 Cummins, 1910. 

1026 Australasian Photo-Review, July 1948, p. 385. 

11)27 A ustralasian Photo-Review, January 1943. This explained why. 'a portfolio of [documentary] 
photographs averaging fifty years old', which was published to celebrate the jubilee, was 'drawn from 
professional and official sources.' 
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argument advanced against Mrs. Wm. Smith's picture The Snake Charmer (Fig. 9) in 

1909 when the Camera House Beacon said: 

it certai nly docs not lack in trutll. In fact, it is a street view seen almost every day in Egypt and 
Syria. Photographically it is an excell ent snapshot without any pictorial claim ... as a 
snapshot it is nothing but a record of ethnologica l intercst. 102t 

WYllyard Queue is also a street scene that might be 'seen almost every day' in Sydney, 

but a closer examination of the print reveals that it is something more than just, 'an 

excellent snapshot without any pictorial claim'. The soft-focus effect and the way the 

photographer draws attention to the contrast between light and shade are particularly 

characteri st ic of Pictorial work. The subject though - a scene of everyday life - is not 

typical. WYllyard Qlleue therefore. is a hybrid work resembling in some respects the 

pictures that Harold Cazneaux took of The Rocks distri ct in Sydney in the period 

\909- 19 10. L02? But where Cazneaux's photographs could be described as Pictorial 

work with strong documentary element s, Wynyard Queue is primarily documentary, 

. h P" I I 1030 Wit stro ng Ictona e ements. 

The point of this dist inction. I suggest, would not have been lost on readers of the 

Australasian I'holo-Review in 1948. This is because Wynyard Queue has echoes of 

10211 Camera /louse Beacon, February 1909, pp. 39-40. 

1029 Caz.ncaux, 1910. 

1030 A 'documentary' photograph can mean one that 'documcnts'; in other words a s.ubstantia.lly 
unmcdiated image concerned with real life events. Cato, 1979, p. 48. In the 19305, 10 the Umted States, 
'documentary photography' came to be understood as a tool of social advocacy. Galassi, 1995, p. 22. 
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the documentary work of Max Dupain, and is likely to have been a quotation from 

that artist's Meat Queue, Sydney, 1946, (Fig. 91c) to which it has some resemblance. 

Dupain was originally a Pictorialist, but in the 1930s became an assertive champion of 

the modernist style. I031 After the Second World War, he became committed to 

documentary work, whose characteristics were to show 'life as it is' through 

unmediated photographs. IOn For Dupain this meant that the camera is used as a 

documentary instrument to reveal life in a realistic and vitally human manner. 1033 

Pictorialists who adopted some documentary elements in 1948 were probably 

unaware of the fact that some of their predecessors, like Mrs. Wm. Smith and the 

'natural photographers' in the early years of the century, had anticipated this kind of 

work . In 1947 and 1948, the Australasian Photo-Review did not illustrate Max 

Dupain's documentary work. One reason for this might have been the journal's 

perception that, like The Snake Charmer, it had no Pictorial qualities. The only 

example of Dupain's work to appear in the Australasian Photo-Review in the issues 

, h' h' liP' '1 1034 W d for 1947 and 1948 IS a Canberra tree scene W IC IS C ear y Ictona . ynyar 

Queue then, is the 'late' Pictorial compromise. It is a work that consciously 'crosses 

1031 Dupain was especially critical orthe works in the 1938 Commemorative Salon, which he said in a 
leiter to thc Sydney Morning Herald. March 30, 1938. 'had [10 contemporary spirit of modern adventure 

l.md rcsearch' . Newton, 1979, p. 6. 

1032 Ennis, 1991 , pp. 5 and 6. 

10)3 Dupain's idea of 'documentary' appears to fall somewhere between the lwo definitions given 

above. 

1034 Australasian Photo-Review, July 1948, p. 377. 
339 



• 

over' between two styles, whilst retaining important differences. For instance, where 

Meal Queue, Sydney has a hard edge - it is clear from the expressions on the womens' 

faces that they are queuing for something they really need. and they are not happy -

Wynyard Queue takes place in warm sunshine, and the picture conveys a sense of 

conviviality. 

The happy atmosphere of Wynyard Queue is enhanced by the way that the 

photographer has softened the image, and although the viewer is given no clue as to 

what the queue is for, it is clearly not a cause of stress. In its treatment of subject, the 

photograph 'crosses over' in a way would have occurred to few of the early workers. 

This is because the arguments between the two mai n schools of Pic to ria lists before 

the First World War were about whether a photograph should be 'artistic', or 'realistic' 

and 'artistic' . The differences were about how a photograph looked, rather than what it 

was of. Very few early Pictorialists - Harold Cazneaux is an important exception

would have described themselves as being interested, as Max Dupain became, in 

revealing life in a realistic and vitally human manner. For Dupain, 'life itself was the 

crux of the matter, photography of secondary importance, . I03S In Knobel's 'late' 

Pictorial photograph, the emphasis has changed. 'Life itseJr is of the essence, but 

photography is equally important. 

)035 Dupain, 1978, p . xii. 
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'Photography' in this sense is featured in a portfolio which was published in the 

Australasian Photo-Review in its May 1947 issue, 'The Pictorial Bromoils ofW.H. 

Moffitt' . L036 Only two of the twelve works illustrated a re about 'life' in that people are 

shown, and in one of the two the figure is so insignificant as to be easily missed. The 

remaining pictures are favourite Pictorial subjects; landscapes and water scenes. The 

titles speak for themselves: Landscape near Richmond; Berowra Creek; The Side of 

the Boa/shed; River Balik, Albury; Lafld~cape with Sheds; ROiling Hulks; Hunter 

I.'.:stuary; Meadows Near Morpelh; Shadowed Hill Orange; Old Collage Morpeth; and 

Dry Weather . As subjects, these appear to be even more conservative than the 

select ion from the exhibition 'Pictorial Photographers of Australia', shown in the 

Photographic Journal eighteen years previously. [neluded in that portfolio were an 

aerial view of Sydney by Harold Cazneaux, and a shot of the Sydney Harbour Bridge 

being constructed by Henri Mallard. L037 

Appearances are misleading, however, because not all Moffitt's subjects are as 

conventional as they sound , and nor is their t reatment. Dry Weather, 1936, (Fig. 92) is 

a particularly interesting example, because it is another hybrid or 'cross over' picture, 

on several levels. Its inclusion in a portfolio of'Pictorial Bramoils', may stamp it as a 

Pictorial work, but its subject is unconventional in thi s company. Pictorialists almost 

invariably avoided unpleasant and uncomfortable images like the effects of drought 

l Ol6 Austra lasian Photo-Review, May 1947. 

1037 Photographic Journal, 1929, cover illustration and p. 13. 
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on the land. ,o38 Although no people are included in Dry Weather it is not difficult to 

imagine the effect that drought has had on the farmer, particularly when prolonged, 

something suggested here by the absence of stock and the state of some of the 

fencing. Like Wynyard Queue the photograph is both Pictorial in its look and 

documentary, being about 'life itself . But Dry Weather departs from Pictorialism in 

its emphasis on abstract geometric shapes and patterns. This shows awareness of the 

visual language of modernism, as opposed to Pictorialism that was usually more 

concerned with picturesque beauty.l039 

More conventional from a Pictorial viewpoint is the artist's aim that the print of Dry 

Weather should not look like a photograph, something made clear in the 

accompanying article. Moffitt explains that, 'I have emphasised line and simplified 

tone' to the point where critics have argued that Dry Weather resembles, 'neither 

etching nor photograph' . He then goes on to say that photographs like this 'were not 

meant to look like etchings . .. but they were meant to look unlike photographs. 1040 

Equa[Jy conventional is his view on the dilemma facing the serious photographer: 

Will you adhere to the production of prints with photographic quality and abandon the effon 
[0 produce piclures [hal may justly rank as works afan 

lOll! Brown, 1984, p. 228. Notable exceptions are F.A. Joyner's late 1920s images of the Flinders 

Ranges in the far north of South Australia. Waterhouse, 1981, p. 6. 

1039 Petersen, 1997, p. 18. Jaek Cato reproduced Dry /Yea/her in The Story of the Camera in Australia 
as an example of the work of the Australian Sunlight School. Cato, 1979, p. 161 . 

\040 AUSlralasian Photo-Review, May 1947, p. 255. 
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- or will you make the attempt in oil pigment ... to be told that what you are trying to do is 
(a) not only to produce a hybrid but, (b) to waste your time because what you are aiming at 
can be done much better in one of the recognised art media. 1041 

At this level, Moffitt's discussion is no great advance on Harold Cazneaux's article, 

'Bromoil as a Means of Artistic Expression', which appeared in the Australasian 

Photo-Review in 1925 .1042 In choosing to write about his pictures in terms of 

photographic process, Moffitt is continuing a hallowed Pictorialist custom. More 

interesting is what he is doing when he takes his pictures, which in the case of Dry 

Weather is clearly influenced by other traditions. It did not occur to Moffitt to 

mention this visual awareness. This suggests that when a 'late' Pictorialist in Australia 

undertook self-assessment, the 'old' topics, process and composition, were still in the 

foreground. Consequently I would argue that looking at Dry Weather is more 

rewarding than reading the photographer's opinion about it. 

Another portfolio that appeared in the Australasian Photo-Review, this time in June 

1948, would certainly have endorsed the primacy of picture over explanatory text. 1043 

Called 'Clouds', it reproduced twelve studies by different artists, of which S.H. Lofts' 

Herald.\· (?! 'he Slorm, c. 1948, (Fig. 93) is a good example. The study of clouds had 

always greatly interested photographers, and some exhibitions contained separate 

HMI Au.wmla.\.inn Photo-Review, May J947, p. 255. 

10<12 Cazncaux, 1925. Moffitt's defence of the bromoiI process was much admired by Cazneaux, as is 
clear from the obituary he wrote in 1948. He said, 'tllere has been considerable criticism of Ihe bromoil 
process. I, for one, was particularly pleased when Mr. Moffiu accepted your editorial invitation to 

answer that criticism.' Cazneaux, 1948. 

1043 Australasian Photo-Review, June 1948. 
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sections devoted to them. For instance the catalogue of the First Australian Exhibition 

of Women's Work in Melbourne in 1907, listed 'Clouds' amongst the 'Competitive 

Exhibits' along with, 'Landscape, Seascape, Still Life, Portraits, Enlargements, Genre, 

Flower or Fruit Studies, Lantern Slides, Pictorial Postcards, Snapshots etc.,IO .... John 

Ruskin, who had inspired the Pre·Raphaelite Brotherhood which had such an 

influence on Victorian photographers, devoted much space to clouds in Modern 

Painten. I O"~ His main thesis was that 'the ancients' either failed to render clouds at all, 

or when they did, did so incorrectly in contrast to lM. Turner whose clouds were 

perfection. 

Ruskin was interested in analysing and identifying clouds. He divided their formation 

into three regions ~ the upper, region of the cirrus~ the central, region of the stratus; 

the lower, region of the rain·cloud ~ and assigned separate characteristics to each. 1046 

But he mainly saw their pictorial value as playing the role of accessories. One of his 

major examples of Turner's use of clouds involves a lengthy analysis of The A Ips at 

/Jayhrl!lIk, 1834. (Fig. 94) As may be seen from the illustration, the clouds are 

secondary to the ether components of the composition. In this respect the picture 

rellews the text of the poem which it illustrates, where clouds are not mentioned at 

all : 

1044 FirSI Au.\·tralinn Exhibition o/Women 's Work, 1907, p. 3. 

1045 Ruskin, 1851 , Volume I, pp. 213·216. 

1046 Ruskin, 1851, Volume I, p. 214. 
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The sun-beams streak the azure skies, 
And line with light the mountain's brow: 
With hounds and horns lhe hunters rise, 
And chase the roebuck through the snow. 

The tradition that clouds were important in theory, but were mainly used in a picture 

as an accessory, appears to have been a Pictorial commonplace. For technical reasons, 

the early workers had photographed clouds and then superimposed them on a 

separate, landscape print. 1047 Some Pictorialists continued to do this even when the 

technical difficulties had been overcome. As an example, in August 1920 a general 

meeting of the Melbourne Camera Club voted against the practice, a decision reversed 

at another meeting six years later. 1048 This tradition of clouds being used as a kind of 

'paste-in' inevitably influenced photographers' attitudes towards them. For instance, 

HarrillKlolIs' Phofowaphic Journal in May 1914, said that they 'must suit the 

landscape both in form and in lighting', inferring that when an unsuitable cloud 

format ion was encountered, it could be removed and a more pleasing one 

. 104') 
substituted. 

This was slill the attitude in some quarters at the time of the publication of the 

'Clouds' portfolio. BL McNamara, writing in February t948 about landscape 

photography said: 

1041 Ifarrington.\. ' Photographic Journal, May 1914. 

1048 Elliott, 199 1 a, p. 7. Elliott remarks Ulat the arguments for and against have not survived fOf either 

of these occasions. 

1()49 Harring/ons' Photographic Journal, May 1914, p. 148. 
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Only too often is a landscape exposure made without thought of tile possible future 'sky'; only 
when the negative is printed is it realised that suitable clouds are necessary to complete a 
harmonious composition .. . So, be ready - have a good supply of cloud backgrounds in your 
negative file . I O~ 

The relative lack of importance attached to clouds as separate natural phenomena in 

the sense that Ruskin wrote about them, with different moods and characteristics, may 

account for the fact that there are so few Pictorial photographs where the cloud itself 

is shown in isolation. Even a work like F.W. Frenchley's An Inhospitable Coast, 

c.1909, (Fig. 95) with its spectacular cloud effect, has the coast as its dominant 

subject, as the title suggests. And, despite its title, John Kauffmann's The Cloud, 

before 1914, (Fig. 96 a) a rare 'pure' example of early Pictorial cloud photography, 

relies on other elements as well for its effect . 

The Australian ocean had its Pictorial interpreter in Thomas Cummins, who took 

spectacular photographs from the rocks around Bondi over a period of many years.I O~1 

1 know of no Pictoriali st who made a similar study of clouds. Even without Cummins, 

it would be possible to construct a portfolio of reproductions of sea pictures by a 

number of different photographers, which would not have been feasible in the case of 

clouds. In fact, in Cummins' younger days, (he died in 1933) collections around a 

single photographer are found where those around themes, such as the sea, or sail ing 

ships, or a particular kind of landscape, are not. If the hallmark of photographic 

excellence for a Pictorialist was the 'one man show', a 'one man portfolio' in an 

IOSO McNamara, 1948, p. 83 . 

1051 Cummins, 1910. 
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Australian photographic journal was also a mark of distinction. By the 1940s, it seems 

that the emphasis had changed. Apart from 'Clouds', the 1947 issues of the 

Australasian Photo-Review contained nine other thematic collections: a 'Tree 

Portfolio'; 'Water' ; 'Streets, Roads and Tracks' ; 'The Farmer's Day'; 'Covering The 

Waterfront'; 'Curves'; 'Contre Jour'; 'A Gallery Of Self-Portraits'; and 'A Pattern And 

T P e l" , 1012 Th" ""fi < exture ortlO 10 . IS was a slgm cant change away lTom the photographer as 

'auteur', and towards an interest in the photographic subject . 

Ruskin attributed character to cloud format ions, which he cast in terms of physical 

traits . He thought that cirrus clouds in the upper region, for instance, had symmetry, 

sharpness of edge, multitude, purity of colour and variety . lo~3 As pure shapes, with 

nothing to distract the viewer's attention, clouds can appeal to, and be directly equated 

with, human emotional experience. Pictoriali st photographers, always interested in 

generating an emotional response, missed an opportunity when they generally 

neglected clouds as subjects. As with the sea, clouds are so naturally powerful that 

there is no need to intervene in the process, by cropping for example. Alfred Stieglitz 

understood this when he created his 'Equivalents' . These tiny 4 x 5 inch contact prints 

of clouds were first shown in 1924, and the artist described them as, 'documents of 

eternal relationship'.lo~4 They are an exemplification of what the photographer had 

IOS2 Australasian Pholo-Review, 1947, pp. 91 , 151, 319, 419,443 , 493 , 507, 627 and 683. 

1 0~J Ruskin, 1851 , Volume I, pp. 214-215. 

1054 Sry, 1996, p. 19. 
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long been attempting - pictures based on related shapes and the deepest human 

feelings.'lo,~ The intensity of the images is enhanced by the lack of titling - all the 

prints carry the same title, Equivalent. 

With such examples, by 1948 one can surmise that clouds were no longer exclusively 

seen as accessories. lOS6 The most notable feature ofFrenchley's 1909 photograph is 

the bank of clouds, yet he ignored this fact and called his work An Inhospitable Coast. 

By 1948, the collection is called 'Clouds' , and the titles are equally descriptive: 

Herald\· of the Storm; Wind'iWept Cloud\·; Sky Ballet; Silver Lining; and Sky Dragon 

for example. In 1916, Harrington.,' Photographic Journal thought that over use of 

control processes argued a weakness in the photographer who should try to, 'obtain 

clouds and landscape in one negative instead of having to combine the two'. 1057 That 

cloud photography might have other than background value is not addressed. The 

publication therefore in 1948, ofa portfolio of photographs where the cloud is the 

main subject, is a significant departure from previous Pictorial practice. 

In contrast , another portfolio, 'An Album of Character Studies' in the January 1947, 

issue of the Au.\"lralasian Photo-Review covers more familiar ground. The 

accompanying article, by E. Robertson, A.R.P.S., is entitled 'Thoughts on Character 

1fISS Terry, 1982, p. 212. 

1056 To demonstrate that lhis was not an isolated occurrence, cloud portfolios were also included in the 
AustraJasian Photo-Review for July, 1950, pp. 421-430, and OcLober 1956, pp. 605-617. 

1057 Harringtons' Photographic Journal, October 20, 1916, p. 326. 
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Portraiture', and the twelve reproductions are intended to be examples as Robertson 

observed of, 'the 'human element' and its wide gamut of moods, postures and 

expressions - all the light and shade of human personality.'10~8 He also thought that, 

'character portrait photography is a branch of art that calls for more of our imagination 

than almost any other branch' . Robertson was a leading exponent of the kind of work 

illustrated in the 'Album', something that is clear from the thirteen reproductions from 

his 1948 one-man-show illustrated in October's Australasian Photo-Review. 1059 

Character photography had always been a feature of ' genre', or story - telling Pictorial 

work. H.C. Krutli's indifference to Consequence, c. 1908, (Fig. 97 a) and L. W. 

Appleby's A Knight of the Old Regime, c. 1907, (Fig. 97 b) are good examples. 

Although it is unclear what sort of , Knight' we are looking at in Appleby's picture-

possibly the subject was a 'Knight of the Road' - his narrative is obviously intended to 

evoke the past. Quaint and curious though the image may be, and it was no doubt 

chosen for its unusual character, it is a genre subject intended to induce a feeling of 

nostalgia. 

Indifferem;e to ('ollseqllcllce is almost as odd as A Knight of the Old Regime, but in a 

ditferent way. The career of the professional photographer who created it, Herman 

Carl Krutli , stretched back to the late 1870s when he became an apprentice to J. W. 

Lindt. 10M) One of those included in the series 'Our Artistic Workers' in the Australian 

1058 Robenson, 1947, p. 32. 

1059 Australasian Photo-Review, October 1948. 

1060 Lindt was well known for his genre pictures. His Funshaw Gossip JejJerson's, 1882, was widely 
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Photographic Journal in 1909, Krutli was still alive in 1947 although not active as a 

photographer by then , Marie McLardy interviewed him in the Australasian Photo-

Review for September of that year, where he was described as 'Our Oldest Living 

Photographer'. 1061 As McLardy noted, Krutli was an early Pictorialist, executing 

'many fine genre . .. works' in the vein of, 'the English impressionist school- a school 

whose ideas found a ready response in one so artistically inclined'. 1062 Indifference to 

Consequence is not as 'impressionistic' as some of the work illust rated in 'Valdon's' 

article. but otherwise is typical of much Pictorial genre work of the period. where 

external props have a strong role to play. The child is central of course, which reflects 

the fact that Krutli specialised in portraits of children. As he related his, 'favourite 

types of work were child portraits and those of old people',1063 His skill in working 

with chi ldren had also been noted by 'Valdon' thirty-eight years previously. 1064 In this 

portrait 'whimsy' in the sense of delicately fanciful behaviour is portrayed, a particular 

favourite of the genre practitioner. One way of employing such activities in a picture 

is to show a child 'playing up' to an adult role, as here. 

circulated and admired, for example. Jones, 1995, p. 75, In his 1909 article, 'Valdon' mentioned the fact 
that during Krutli's apprenticeship with Lindt, 'he laid up many lessons never forgotten afterwards'. 
Valdon, January 1909, p. 10. It is reasonable to infer that skill in making genre photographs \vas one of 
them. 

1061 MeLardy, 1947. 

1062 McLardy, 1947, p. 489. 

1063 McLardy, 1947, p. 487. 

1064 Valdon, January 1909, p. 16. 
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The trait can also be portrayed 'straight' in an adult, as in E. Robertson's Whimsicality, 

c. 1947, (Fig. 98 a) which is one of the illustrations in 'An Album of Character 

Studies'. Some interesting conclusions can be drawn if these three pictures are 

compared . All three are 'genre', or story telling pictures, Whimsicality less obviously 

so than the others, because it might easily qualifY as a straight portrait without its 

descriptive title . Both A Knight of the Old Regime and Indifference to Consequence 

have strong narrative elements which are deliberately reinforced by the photographer. 

In the case of the former, the unusual garb suggests the narrative of times past, whilst 

in the latter it is carried by the action, and the garb contributes to a lesser extent. The 

story that Whimsicality tells, on the other hand, is solely about the characteristics of 

the person being photographed. The artist is attempting to meet, as Robertson put it, 

'the everlasting challenge of mysterious hard-to·depict elements present in the faces of 

all mankind.,IO(,5 This aim is also a characteristic of genre figure studies with strong 

narrative elements. The 'Knight' certainly has an interesting, even arresting face, and 

Krutli's child's expression is an integral pan of the narrative action. Robertson's kind 

of 'character portraiture' is different in that it is a study of human emotions less reliant 

on external 'props' for its effect. This point is underlined by another illustration from 

'An Album of Character Studies', D.A. Read's Meditatioll, c. 1947 . (Fig. 98 b) In this 

case, the human emotion shown is almost strong enough for the title to be dispensed 

with. 

1065 Robertson, 1947, p. 32. 
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Chapter 2: Theatrical Genre vs . 'Pictorial Modernism' 

A different sort of character study may be seen in Ernest H. Shepherd's Gentleman of 

Verona, c. 1947. (Fig. 98 c) This type of genre picture had a long history, both in 

painting and photography. Oscar Gustave Rejlander (1813-1875) in the late 19th 

century produced a large number of such images, one of which was famously 

purchased by Queen Victoria. 1066 In this kind of work, the photographer invokes an 

allusion, often to literature as here, by dressing the subject in a suitable fashion .1067 In 

the 1930s and 1940s, it was a speciality of Julian Smith, (i 873-1947) who became 

one of the most important and influential 'late' Pictorialists.1068 His Self-Portrait, 

before 1947, (Fig. 99) with its suggestion of restless energy combined with 

eccentricity, is a fitting introduction to his work. 

Smith took up photography around 1925, and became a serious amateur as a 

distraction from his busy medical practice. Out of doors work did not suit his 

schedule, and he therefore concentrated on the studio, where he could photograph 

after hours . lOW His work is not often favoured by present day opinion. For instance, 

Barbara Hall and Jenni Mather have this to say about Smith's practice: 

1t166 Newhall, 1980, p. 74. Lcmagny and Rouille, 1987, pp. 82-83 . The photograph in question was 

Rcjlandcr's Two Ways ofLiJe. 

1067 Murray, 1899, p. 150. 

1068 Le Guay, 1978, p. 5. 

1069 Grimwade, 1948. Lebovic and Cahill, 1989, p. 194. 
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The final phase ofPiclorialism to emerge in Australia ... was a theatrical Pielorialism. The 
heavily rendered, personality stereotypes of the widely emulated amateur, Dr. Julian Smith, 
were typical examples of this style. Mocked up subjects were a speciality and tableaux of 
china doll characters became a substitute for real people and feelings. Phoney architectural 
ruins with fake ethnic cxotics such as blond witch doctors, and lifeless gum tree landscapes 
complete the picture of this exhausted slyle.1070 

A good example of a 'mocked up' subject is Mad Haller, before 1940, (Fig. 100) 

which carried the caption 'Exhibited at the J 940 'Red Cross' Victorian Salon of 

Photography and purchased by Kodak (Australasia) Pty. Ltd. for the Kodak 

Collection of Australian Pictorial Photography'. This, no doubt, was the sort of thing 

Laurence Le Guay had in mind in 1978 when expressing a contemporary view of 

Australian photography. He thought that the, "character studies' once made famous by 

the late Dr. Julian Smith now seem sadly contrived and passe.,I 07] 

On the other hand, Smith was greatly admired by his contemporari es, among them 

Jack Cato, who thought that he entered the Pictorial field, 'and so dominates it that all 

the others, regardless of their own high merits, declare him the master., lon This 

admiration was evident not just in Australia, but internationally as well. At home, 

Smith was 'a prolific exhibitor', and Harold Cazneaux, for example, singled out one of 

his pictures for particular praise when reviewing an Interstate Exhibition of Pictorial 

Photography in Sydney in 1932.1073 He also frequently showed abroad - one of his 

lu70 Hall and Mather, 1986, p. 92 . 

1071 Le Guay, 1978. p. 5. 

1072 Cato, 1979. p. 156. 

1073 Lebovic and Cahill, 1989, p. 194. Cazneaux, 1932 b, p. 478 . 
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exhibits in the 1928 'Pictorial Photographers of Australia', Portrait, c. 1928,1074 was 

illustrated in the January 1929 issue of the Photographic Journal. At the time he was 

an 'Associate of the Royal Photographic Society', and Smith received further 

recognition when he later became a 'Fellow'; to this day, he is one of the few 

Australian Pictorialists whose work is included in that Society's collection. Jack Cato 

wrote that when his, 'pictures went the round of the Salons in Vienna, Paris, London, 

and New York', they were instantly recognisable, 'for his prints had such force and 

carrying power that they dominated every exhibition'. 1075 Eric Merton, writing about 

Smith in the February 1941 number of the Australasian Photo-Review commented on 

similar lines: 

In the realm ofportaiturc. or perhaps morc correctly character portraiture, Dr. Julian Smith has 
no peer, and rew ir any equals. His work is known and respected throughout the world not 
only for its story telling composition and atlllosphere, but also for its superb technique, 
without which the thoughtful treatment of his many and varied subjects WQuid be 
impossiblc.lUi6 

The reference to 'superb technique' has a familiar Pictorialist ring. Smith had his own 

method of printing in order to, 'get the rich brown tones that are such a feature of his 

work .,lOn This was achieved by the use of, 'a bath of steaming hot developer', thereby 

lU74 Julian Smith, Portrait, c. 1928, dctails unknown, half~lone reproduction in Royal Photographic 

Society, 1929, p. 15. 

107j Cato, 1979, p. 157. 

IOU; Merton, 1941, p. 50. 

1077 Merton, 1941 , p. 62. 
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forcing the image so that highlights were reduced and depth left in the dark tones. 1078 

The idea that Smith was a 'master' was also promoted posthumously, when a portfolio 

of fifty half-tone reproductions of his photographs appeared in 1948. It was titled Fifty 

Masterpieces of Photography by Dr. Juhan Smith, 'Containing some of the last and 

finest works of this internationally· famous master' . 11m Characterising a photographer 

as a 'master' who created 'masterpieces' is reminiscent of the way in which some of 

the early workers were promoted, This applied particularly to those who were 

accorded the distinction of a 'one man show'. But no single photographer dominated 

his contemporaries in the early days of Pictorial ism in the way that Cato ascribed to 

Smith. From a present day perspective, Harold Cazneaux may legitimately be 

regarded as the outstanding Australian photographer of his generation. At the time 

there were others with equal reputations . John Kauffmann was considered to be one 

such , along with the now little known Thomas Cummins, Fred Radford and L.W. 

Appleby. One of the reasons for Cazneaux's eminence was the fact that he was so 

versatile, a trait characteristic of many of the early workers. Cummins. it is true, was 

best known for his seascapes, but he also photographed the bush extensively. 

The fact that in the 'late' period, one 'master' appears to have dominated his peers 

differs from the situation that applied to the early Pictorialisls. Moreover, the 

dominance was achieved by someone who worked in a specialised field - portraiture, 

11)78 Merton, 1941, p. 62, Cato, 1979, p. IS7. 

11)79 Grimwade, 1948. 
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or perhaps more correctly 'character portraiture', as opposed to displaying a mastery of 

the different kinds of subjects that appealed to other Pictorialists. The reasons why 

Smith concentrated on studio work have already been referred to, and it is difficult to 

find works of his that are not portraits or character portraits. A rare example of 

another style was reproduced in the Allstra/asian Photo-Review for November 1929, 

The Sleeping City, c. 1929, (Fig. 101) a picture of Melbourne taken by Smith at night. 

It is difficult to tell from this admittedly poor reproduction whether the 'superb 

technique' which Eric Merton thought contributed so greatly to Smith's success is as 

evident here as it is in the main body of his work. Merton, who interviewed him in 

1941 for the A IIstralasian Photo-Review, also sat as a 'character portrait' subject. The 

result , Maestro , 1941 , (Fig. 102) is a 'typical Julian Smith'. The account of the 

photographer's working technique in the making of Maestro, conveys a strong sense 

that Smith was something ofa 'holy terror' - a phrase also used by Jack Cata. IOSO It is 

al so clear that he was a driven perfectionist who would have made his mark no matter 

what sort of photograph he took . 

Technique on its own would not have been enough to establish Smith's reputation. His 

cho ice and treatment of subject must have been at least as significant. In this regard , 

critics often overlook the fact that an important aspect of his work was the 'straight' 

portrait. As he explained himself: 

l OBO Merton, 1941. CalO, 1979, p. 157. 
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I approach an evening in one orthree ways: r either aim at a straight portrait, or I endeavour to 
portray an idea already preconceived (may be months before), or I invite a likely-looking 
siner, and by costume, lighting and pose aim al tone scheme and design.1OS1 

It is odd that the 'straight portrait' side of Smith's work has been overlooked. After all, 

they featured prominently in Fifty Masterpieces of Photography comprising almost 

half the reproductions. To see the difference between Smith's portraiture and character 

portraiture, it is interesting to compare Sir 7homas Dunhill, 1935, (Fig. 103) with 

Mad Haller or Maestro. In Sir Thomas Dunhill. the concentration is simply upon the 

characteristics of the sitter, not the development of an 'idea'. The inspiration for Mad 

Haller is obvious, and preconceived, following the second of the three methods listed 

above by the photographer. The same was true of Maestro, although this process was 

more immediate. The idea, of showing a skilled printer as a 'master', was conceived at 

the time of the sitting, and the title was actually chosen after the print had been 

made. 10l!2 

The fact is that Smith was better known for the character studies than 'straight' 

portraits, and why something seen as 'sadly contrived and passe' in 1978 should have 

remained so compelling in the 1940s is a good question. Whatever distinct ions may 

be drawn between the earlier Pictorial genre works, and later 'character' work, there is 

no question about them belonging to the same family. A comparison between A 

Knight oj the Old Regime and Maestro establishes this. The world in J 948 had 

108 1 Merton, 1941, p. 75. 

lOS 2 Merton, 1941, p. 75. 
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changed vastly from that of 1907. The effect of two World Wars, let alone the 

Depression, meant that society's attitudes to social issues had become mOTe 

progressive. Equally revolutionary had been developments in the arts generally, and 

photography specifically. Reflecting these was Australian modernist photography, of 

the kind pioneered by artists like Max Dupain. His Silos-Morning, 1933, (Fig. 104) 

caused a stir at the Photographic Society of New South Wales which he joined in 

1928. 108) Dupain had originally been a Pictorialist, strongly influenced by Harold 

Cazneaux and Cecil Bostock, (the prime mover in the Australian Salon Exhibitions of 

1924 and 1926) to whom he was apprenticed until 1933 .1084 He then left the ranks, 

and became a hostile critic. Looking back in later years he recorded his objection: 

to the kind of photography which requires words like 'esoteric' and 'personal initiation' to 
describe it. It onen derives from the photographer who has turned his back on life and seeks 
solace lind sat isfaclion in his own consciousness, 1 08~ 

Despite this view, which was shared by other leading photographers of the day, the 

widespread affection for 'character' work on the part of Pictorial photographers 

continued undiminished. For example, in April 1947, the Australasian Photo-Review 

reproduced the official microfilm of the Australian entries in the Adelaide Camera 

Club's Second ]nternationa1. 1086 Twenty-two of the eighty-six pictures are 'character 

10l!3 Newton, 1980 d, p. 21. 

10114 Ennis, 1991 > p. 5. 

lOllS Dupain, 1986, p. 20. 

1086 Australasian Photo-Review, April 1947. 
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studies' by sixteen different photographers, amongst them Julian Smith and E. 

Robertson. A similar indication of genre's popularity may be deduced from the 

number of photographers who contributed to the 1947 'Album of Character Studies'. 

Moreover, the publishers of Fifty Masterpieces of Photography a year later, must have 

expected that there was a big enough market to enable them at least to cover their 

costs, if not to tum a profit. 10
!l7 

In Dupain's terms, a photographer of 'character studies' would undoubtedly qualify as 

one, 'who has turned his back on life and seeks solace and satisfaction in his own 

consciousness.'10RR This analysis ignores the relationship between the photographer 

and the beholder. an understanding of which is needed to establish why affinity 

develops between the two. I suggest that Dupain's comment could be extended to 

include the viewer of a photograph, 'who seeks solace and comfort in other people's 

consciousness'. This may derive from the photographer but also, in narrative and 

character study work, from the theatrical qualities inherent in the image. Michael 

Fried, who made a study of the French eighteenth century man ofletters Denis 

Diderot, (1713~ 1784) has explained how Diderot understood 'theatre' in 

lUH Available evidencc suggests that sales of the portfolio were slow. The volume appears not to have 
been offered publicly in Australia until January 1950. when it "'as advertised ~ust from the press' at 
£4/4/0 . 'Only five hundred copies' were available for the Australian markel, but the way tbe 
advertisement is worded leaves the impression that other copies may have been for sale overseas. In 
February 1953, stocks were, 'now down to a mere few dozens, and there'll be no more, because the 
original printing was in a limited edition.' Australasian Photo-Review, January 1950 and February 
1953. A number of copies have reached the market in recent years showing evidence of storage in 
damp conditions. This suggests that the 'mere few dozens' may in fact have been a considerable number 
remaining unsold. 

1088 Even though many 'character studies' are drawn from life. 
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representation. He thought that to achieve truthfulness, a painting should 'forget' the 

viewer. Otherwise. if a picture had too obvious designs on its audience, or was 

unnatural, mannered or false. it was described as 'theatre'. 1089 By such a measure, 

genre photographs in general are 'theatrical', because they actively seek to involve, 

rather than forget the beholder. 

Character studies, like Cenlleman of Verona and most of Julian Smith's work, are 

theatrical in another sense too. Dressing up the photographic model to playa rol e. was 

a commonly employed device. Literary allusions like Mad Hatter were particular 

favourites. Characters from Dickens were also frequently used. Mr. Pickwick, before 

1947, (Fig. 105) is one of the pictures in Fifty Masterpieces of Photography. Also 

represented are; Sidney Carton, from a Tale a/Two Cities~ David Copperfield, Mr. 

Micawber and Uriah Heep; and Dick Swiveller, from The Old Curiosity Shop. Dr. 

H. S. Lucraft , reviewing an exhibition of Smith's prints in Perth in May 1946, thought 

that , 'Julian Smith has a touch of the same geni us with which Charles Dickens was 

blessed .' Just as Dickens, 'presents his characters in a way that we cannot have enough 

of their company in the printed word', Smith , 'does much the same kind of work . .. 

bu t he uses a camera as his medium .. . and shows us types of men and women that 

. h ,1 090 
we would be only too happy to have as pennanent guests In our omes. 

(Jell/Ie man oj Verona, on the other hand, is an obvious Shakespearean reference, 

1089 Fried, 1990, p. 7. 

1090 Australasian Photo-Review, June-July 1946. p. 278. 
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whose plays Julian Smith also quoted. One of the Fifty Masterpieces is an image titled 

'You called me dog', 1091 a line from one of Shylock's speeches in The Merchant of 

Venice . Being photographed as a character from a play. is a representation of the 

theatre itself, whereas characters drawn from Dickens and Lewis Carroll are not. The 

photographer's intention that the beholder should identity with the role being played 

by the model, is the same though. 

Fried was not speaking about the linkage between the photograph and the actual 

theatre, a case that has been argued by Roland Barthes. He thought that, 'however 

lifelike we try to make it, photography is a kind of primitive theatre', - a statement 

that recalls the original relationship between the theatre and the cult of the dead. This 

conjuncture was exemplified by the fact that the first actors separated themselves 

from the community by playing the role of the dead. Barthes said that a photograph 

was, 'a kind of ,ahleall vivanl, a figuration of the motionless and made-up face 

beneath which we see the dead .' \092 Dressing models up as characters from a book or 

a play, and then photographing them as if they were alive or 'reali , creates a similar 

kind of lahlell" vivanl. Such images are not real, and the attempt to represent them as 

if they were, only emphasises theatricality. 

1091 Julian Smilh, 'You called me dog', before (947, 'facsimile reproduction', 35.0 x 26.5 em, in Fifty 
Masterpieces oj Photography by Dr. Julian Smith. 

am Barthes, 1984, p. 31. 
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The element of theatre on the other hand, is no doubt what made Smith's pictures so 

popular. The literary works from which he drew his tableaux vivants were known to a 

wide audience, and were well loved. In the 1940s mass media entertainment at home 

was in its infancy. There were radio serials in Australia like Paul Temple, but often 

amusements were homemade. 1093 Musical items, poetry recitations, and amateur 

theatricals and charades were still in vogue. People performed, often in costume, to 

entertain each other. Tahleaux vivants were also staged in public, in local or church 

halls. 1094 Today television creates what Jean Baudrillard terms 'a real without 

reality' . 10,)~ In the 19305 and 19405, just as they had in the 19th century, characters 

from Dickens, Shakespeare, and Carroll functioned in the same way. For some 

people, Mr. Pickwick was as real as their own relatives, an affinity that was reinforced 

by re-reading the book, acting out the role in a charade, or seeing Julian Smith's 

interpretation in a 'character study' photograph. Tastes change, and Max Dupain was 

entitled to talk about people who, he thought, had turned their back on life. Perhaps 

Joving the works of Dickens, and playing at charades, waS a form of escapism, and 

perhaps images of silos were more in touch with modern life than pictures of Mr. 

Pickwick. For my own part, I do think it is difficult to argue that a more highly 

developed version of genre work in 1947, such as Whimsicality, is an advance on very 

similar images in the early 19005, like A Knight of the Old Regime. 

1093 Paul Temple came to Auslralia via the BBC. 

1()C}4 Personal experience. 

1095 Baudrillard, 1995, p. 253 
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This is not to say that 'character study' photography had things all its own way in the 

late Pictorial era. Smith may have been highly regarded, but there were other avenues 

for expression than his heavily rendered genre work. Even ifPictorialism lacked 

styli stic eclecti cism in the early days, a commonly held view that I have contested, 

this was certainly not so in the 1940s. W.H. Moffitt's Dry Weather has already been 

cited, but there are more radical examples to consider. 1. Hoey's Gauze, c. 1947, (Fig. 

106 a) from 'A Pattern And Texture Portfol io' is one. w.e Barker's Ferry Focal PO;,lf, 

c. ] 947, (Fig. 106 b) from 'Curves', is another. Either of these pictures, which are 

concerned with the study of shapes and form , and whose subjects are everyday and 

up-to-date, would be at home in a modernist, as opposed to a Pictorialist portfolio. 

The fact that the co llections of which they form part were published by a magazine 

whose main styl ist ic th rust over the years had been the promotion of'Pictorial quality' 

work, shows how rar it, and the movement it represented, had travelled. 

'Early Pictorial Modernism ' 

Ir sllch a case can be argued in Australia, it seems that many Engli sh Pictorialists 

cont inued in the old way. In 1992, Edward Bowman add ressed the Royal 

Pho tographic Society Historical Group. Excerpts from his lecture, ' Pictorialism, 

history and photographic progress', appeared in the November issue of the 

Photographic Journal fo r that year. 10')6 His principal argument was that Pictorialism 

was, and continued to be, a retrograde style and the antithesis of photographic 

1096 Bowman, 1992. 
363 



progress. 1097 He illustrated this by citing the British Pictorialist Alexander Keighley 

(1861-1947) as an example. Looking at Keighley's images made between 1902 and 

the date of his death, he first drew attention to their sameness, saying that, 'they seem 

almost identical. ' Next he criticised Keighley, and o ther Pictorial 'stars'. for ignoring 

all the important artistic events which occurred after 1890, such as Cubism and 

Expressionism. Similar arguments about lack of photographic progress have been 

made in Australia . A particular problem has been the perception that Pictorialists 

made no 'progress', because they continued to imitate 19th century paintings. Max 

Dupain. who formed the view that photography should not be affiliated with any other 

graphic form of expression, was one vocal anti-Pictorialist. He argued that, 

' [photographyJ is unique in its own right, and must be kept that way! ,1098 

Dupain's ludlls(riall.anu.w;ape 1935, (Fig. 107) is an example of what he had in mind. 

Like Silos-MomillK, Indu.\·'riall,andscape 1935 is an uncompromisi ngly modernist 

image. Both arc, 'a radical departure from the naturalism and atmospheric effects of 

Ihe Pictorialists' , on en used by the latter when dealing with industrial subject 

matter. l(m Jo hn Kauflmann's The Cloud, before 1914, (Fig. 96 a) is an example of 

this lallcr tendcncy. The caption to the plate notes: 

1091 Bowman makes it clear lhill he was talking about Pictorialism practiced in the present, as well as in 
the past. He 5.1 id, ' I Pictorial ism I is now pmcticcd nowhere in photography apart from what are called 
inlern.uionat exhibitions ... and ill this IRoyal Pilolographic] Society by a large amaleur band of 
followers ' Bowman, 1992, p. 441. 

10911 Dupain, 1986, p. 20. 

1099 Newton, 1980 d, p. 21. 
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By its orig inality or conception an unpromising subject is transfonned into pictorial 
arrangement of bold and daring design. Seldom. indeed, has cloud form been SO strikingly 
well produced. II 00 

The Cloud is a much earlier example of the 'hybrid' 1947- 1948 photographs that have 

already been di scussed. Like W.H. Moffitt's Dry Weather, The Cloud bridges 

Pictorial ism and modernism. incorporating elements of the two styles. It was made at 

a time when modernist photography, like the work ofMa1colm Arbuthnot, was in its 

infancy. Leslie Beer's analysis concentrated on the formal qualities of design, but he 

also assessed The Cloud in a more conventional way. Conforming to a long-standing 

Pictorialist obsession with composition, he called it, 'daring and original ... in this 

respect .' I 10 1 

Beer 's inference that 'Ou' Cloud 's daring and originality derive from the fact that it 

can be read as a study in form is correct. The image has a strong almost abstract sense 

o f underl ying structure. The photograph shows rai lway signals set against a bank of 

clouds - this is its concrete aspect. Observe the separate, almost geometrical, patterns 

establi shed by the clouds and the signals. See also the relationship between the two, 

enhanced by the signals' role as the clouds' sentinels . Elements of geometry and 

relationship of forms, the abstract components of the composition, both conform to 

modernist theory. I 102 As a study of form, part of The Cloud' s subject is modern 

11 00 Becr, 1919, Ip. 49.1 

1I0! Beer, 1919, [po 36.] 

111)2 Terry, 1982, p. 218. 
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technology. This too is a characteristic distinguishing the modernist, rather than the 

Pictorial movement. Christian Peterson has argued that, 'often considered antithetical 

today, pictorial ism and modernism were ... not so distinct and separate at the 

time. ' 1103 This remark, which applied to America, was also relevant to Australia. 

Marcia Clark included an image remarkably similar to The Cloud in a 1943 modernist 

portfolio reproduced in the Aus1ralasian Photo-Review, calling it Storm Signals, c. 

1943 . (Fig. 96 b) It is understandable that images like this should be found in the late 

19405, but it is a surprise to find that the 'originaJ' dated from before the First World 

War. 

It is equally surprising to find pictures even earl ier than The Cloud that not only 

anticipate the kind of industrial subject matter depicted in Max Dupain's Industrial 

/,allJ.w:ul'e 1935, but do so without recourse to, 'the naturali sm and atmospheric 

effects of the Pi ctoria lists'. Such an example is F.H. Wham's Alexandra Bridge, 

Rockhampf()lI, c. 1908. (Fig. 108) The photogravure reproduction in the Austrolian 

I'h%KWl'hh: ./olll"f/a/ i.\· particularly interest ing because it is captioned, 'From a 

technically tine Photograph', a direct reference to discussions which were taking place 

amongst photographers at around this time about the difference between 'art' and 

'technique'. But it would be a mistake to dismiss Wham's photograph as an artless 

record shot simply because it is 'technically fine'. 1 
104 He has seen, and successfully 

1103 Peterson, 1997, p. 39, 

1104 Australian Ph%graphicJournal, June 1903, p. 137. 
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captured here the, 'clear geometric' or 'modernist' forms that were adopted by Dupain 

in the 1930s.1105 

During the 19305, Dupain's interest in exploring the relationship between light and 

form often found expression in 'strong' images. l1 06 Both Silos-Morning and Industrial 

IAl1d\'cape 1935 use framing and angles to emphasise monumentality and strength. )W7 

An instance of the use of similar subject matter, but with a different, more 

documentary approach, is Forrest .. VI. COlles/oe Looking EasI, c. 19205, (Fig. 109) by 

an unnamed photographer from Western Australia. This photograph, which unlike 

those taken by Dupain is not primarily concerned with form, is part of a collection 

relating to the Van Raalte Camera Club. II OS Founded in 1926 as the Dilettanti Club at 

the instigation ofa Pe rth optometrist August Knapp, the Club's artistic mentor was 

the etcher Henri van Raalte, who died in 1929 and in whose honour the Club was 

. I [()') 
renamed In 1934 . 

II'" Newton , I')X( ) d. p. 2 1. 

11'1(, Jolly. lI .d .• p. 22 . 

I IU' Jolly, n.d., p. 22 . 

11<111 Chris Jeffery donated this collection to the Batlye Library in Perth in 1985. Jeffery, 1985, p. 23. 

1 109 Jeffery, 1985, pp. 17 and 23. Van Raalte, alLhough not a photographer himself, was strongly 
interested in the subject of art in photography. His impassioned p!ea that, as well as a means of record 
making photography had the ability to take a high place for purposes of art, was reported by 
Harringtons ' Photographic Journal, in October 1919. Harringtons' Photographic Journal, October 
1919, p. 311. 
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Forrest SI. COlles/oe Lookhlg £aSI dates from the late 1920s, a time when the Van 

Raalte Club was encouraging the study and practice of a Pictorial photography little 

changed from earlier times.IIIO In Western Australia, adherence to the style of the past 

also reflected a profound conservatism, which found its outlet in the popularity of 

happy and joyous images in the visual arts. 1111 The Van Raalte Club, on the other 

hand, followed the selective membership model set by the 'progressive' Sydney 

Camera Circle. Members joined by invitation only, and admission was restricted to 

advanced amateurs. I I 12 Like the Sydney Camera Circle, examples of members ' work 

were submitted to a monthly meeting, where they were evaluated and criticised.111J 

The Van Raa lte Club's insistence on the highest standards through selectivity also 

reflected the position of its mentor, who was an energetic proponent of the idea of 

artistic excellence, particularly in the matter of composition.111 4 Despite its high aims, 

an examination of members' prints generally reveals a familiar conventional Pictorial 

menu - landscapes, waterfronts, city views, portraits, and genre subjects.lll~ Forrest 

SI. ('olles/o" / .ookiIlK Fas! is an unaccustomed subject for a Pictorialist, but is doubly 

I I I" 'A li sl of Ihe Club's A rlicles of railh included ; every piclure should have a decorativc, as well as an 
acs(helie COllle!!l , lite decoralive quality depending on the arrangement of the m:lSSCS and Jinesofwhich 
thc picture is coll1posed, havin g due regard to rhythm , proportion and bahmce; the perfect ready made 
pi clurc occurring but rarely, m~IIl\la l int ervent ion is rrequenlly needed on the negcllive and print'. 
JcfTery, 19H5. pp. 21-22. 

1111 Stannage, I l)l}(l. pp. 12-11 . 

111"2 Jeffery, 1985. p. 16. 

1113 Jeffery, 1985.p. 16. 

I IH Jeffery, 1985. p. 16. 

1115 Broad, 1995, 'Photograph Album' . Nan Broad researehed the Club in the course of an assignment 
whilst studying at the Curtin University of Technology. 
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unusual because it forms part of a series. The unknown photographer has taken 

sixteen images featuring telegraph poles and wires in Perth, Claremont, Cottesloe and 

Fremantle. Because the Club's object was to use the camera as an instrument of 

perception, it may be taken for granted that the photographer was not just making a 

documentary record in this case. The perception here is to use a series to explore a 

single subject in different settings and from different perspectives. This is not only 

imaginative but is also rarely encountered. It is true that some Australian Pictorialists 

had investigated themes in seri es - Harold Cazneaux's photographs of Sydney come 

to mind. On the other hand serial studies of just one subject are as rare as were 

h . II . . hid 111 6 t ematlc co ecl lons In t e ear y ays. 

The telegraph poles have a cumulative effect on the viewer: single poles; poles 

marching into the distance; and in Victoria Avenue NIh. Fremantle Looking Sou. 

West, c. I 920s, (Fig. I 10) many poles grouped together looking for all the world like 

r igs o n an oi l lidd . Another noteworthy feature here is such an early use of the 

p hotographic image to record a fasc ination with modern industrial technology. 

Consider the subject matter chosen in the sixteen pictures in the seri es: city views; 

commercial and industrial landscape; motor cars; and telegraph poles. A theoretical 

approach to photography today argues that the series emphasises the ensemble by 

drawing attention away from the success or fai lure of the single image. This emphasis 

1116 Cazncaux, 1910. Patrick McCaughey, in 1974, nOLed that tlle exploratioll of subject in terms of 
series has been lacking in Australian photography generally. He identified the Holterman collection, 
and the recent work of Wcs Stacey, as exceptions. McCaughey, 1974, p. 5. 
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shifts photography from its roots in painting and printmaking, where the stress is upon 

the unique object made by an individual artist, toward an investigation of its 

affiliations with literature and cinema. 1117 There is no evidence that any such 

considerations were being theorised in the 19205. On the contrary, the Pictorialist 

emphasised the importance of the artist and the integrity of the single image. 

An excellent example of this tendency in the 19305, is provided by Harold Cazneaux's 

Steam and .VIII/shine, ] 93 5. (Fig. 11 1) Discussing the image, which was reproduced in 

"Milestones': A representative selection from the Pictorial Photography of Harold 

Cazneaux', in the A 1I.\·,ralasial1 Photo-Review of December 1952, the photographer 

explained: 

At this time t was engaged 10 cover the whole of the S.H.P. interstate activitics and 'Steam 
and SUllshi nc' was photographed llI110ngst the furnaces at Ncwcastlc. Usi ng myoid half-plate 
C<1 111er.1 with it s (, in . Dagor lens, 1 secured this picture which gai ned wide acceptanec al Salons 
overse,IS and was reproduced in })h()fogmms in 19)9. It also gaincd a Sil\lcr Meda l at the First 
Adclaide Inlcrnatioll,l l, the origi nal pri llt being acqu ired by the Salonjudgc, Hans Hcysen. 1118 

The pholograph itself, as were others in the B.H.P series, is an example of another 

'cross over' similar to KaufTmann's The Clolld, and like that work employs Pictorial 

techniques - much picturesque 'atmosphere' - on a modern, industrial subject. 

Cazneaux's attitude to it, though, is entirely consistent with the approach that stresses 

1117 Sekula, 1984, p. xi. 

11 18 Australasian Photo-Review, Deccmber 1952, p. 754. 
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the 'originality' of a work of art, and the 'author's' role in its creation, This can also be 

seen from the fact that it appears in a 'representative selection' of Cazneaux's work. 

Moreover, the references to 'Salons' and 'S ilver Meda1s', and the fact that the print was 

acquired by the judge, has the effect of suggesting the importance of a single 'best' 

picture, rather than concentrating on what the B.H.P. series as a whole might mean to 

the viewer. This impression is reinforced by a comment Cazneaux made about 

another picture from his B.H.? portfolio, Pouring Steel, 1935, (Fig. 112) which was 

also included in the 1952 selection. He said: 

This is <Ulother Newcastle subject and one which I consider to be onc of my best industrial 
interpretations. The whilc-hot steel sheds a tremendous amount of light, but I was also 
forlun;}tc in (hal lill Ie ray of SUlishine down the right margi n. A dramatic note was introduced 
by thc positioning of the hook whilc the dWlIrfed figure of the man contributed to the human 
clement. 111'1 

The way in which single images are 'selected' is the exact opposite to the way a 

modern theori st would app roach photographs in series. 

Finding the best picture was no t invariably Pictorialist practice but identification of 

the photographer was. The fact rhat the creator of the telegraph poles series has left no 

clue to his or her identity is intriguing - an anonymous series is something entirely 

unexpected for this period . 1 120 That the photographer is unidentified may be 

)]19 Australasian Ph%-Review, December 1952, p. 755. 

1120 The pictures can be dared from horse drawn cabs, early motor cars, and the dress oCthe people. 
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accidental- without further evidence it is impossible to be sure. The choice of such an 

original. modern subject, and the decision to study it serially. was not. 1121 

The fact is that Pictorial photographers chose to portray modern subjects more often 

than might be expected of a movement thought by some commentators to be 

backward 100king.llll The Australasian portion of The Photographic Review of 

Reviews adopted as its motto 'Non Progredi est Regredi', explaining in 1894 that, 'not 

to make progress is to go backwards' had a particular application to the pursuit of 

photograp hic proficiency.lll] But the possibilities of progress and the forward 

directions it might take, were major preoccupat ions at the turn of the century in a 

much wider sense than this . Where there was progress, photographers were on hand to 

record it , and when it was recorded the Australian photographic journals reproduced 

the results. For instance, in 191 I, J.1 . Hammond and Leslie MacDonald, 'Australia's 

first aerial barnstormcrs', brought a Bristol hi-plane to Australia. 1124 Before it arrived. 

the public had in thc main to read about 'the daring exploits of men abroad', but with 

I-lammond's adven t Ihe si tuation changed : 

1121 ·P.I.C.A.', 11) 16, p. 2) . Gllei Newton has drawn atten lion to lhe correspondence belween Clarice 
Beckett's paintings of telegraph poles in a son 'Pictorial ist' way in the 1930s, and Piclorialisl 
photographs. An image by John K.1uffmann dating from the 1920s is used as a comparison. Newton, 
1996, pp. 28·29. 

1122 Adams, 1994, p. 17. 

112) The Photographic Review a/ReViews, November 1894, p. 12. 

112<1 Joy, 1965, p. 25 . 
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From thc very start he was entirely successful in his ascents. At Perth, Melbourne, and 
Sydney, flights wcre achieved over long distances and ascents were made as high as three and 
fou r thousa nd feel into the unexplored spaces above. On various occasions Mr. Hammond has 
been accompanied by passengers, whose remarks aftcr thc nights have invariably been of the 
most elated character. IllS 

T he passengers included George Bell , whose Pictorial work has already been 

discussed, and W. Kimbel, 'Special Photographer fort he Daily 7'elegraph .'U'M 

Kimbel's Hammond's First Night, A/ /Jawn, 19 11 , (Fig. 113) was reproduced in the 

Auslra/asiall /Jh%-Ueview. Apart from being an example of pioneer photographic 

efforts in Australia, no doubt its Pictorial qualities too would have appealed to readers 

of the journal. And, indeed, the contrast between the bi·plane, suggesting motion as it 

enters the frame, and the Pictorial elements - the low tone dawn sky, the swans on the 

river bathed in rcnccted light, the suggestion of shore line as a backdrop, make an 

effective mixture. This photograph is a good example or the way Pictorialist codes of 

signification were onen used to make unfam il iar images immediately readable and 

Obi . 1127 accessl e 10 contemporary vlcwcrs. 

112~ A uslr(l/asi(ln PhllllJ-Review, May 1911 . Thc magician and cscapeologisl, Harry Houdini, claimed to 
be the first man to achi eve H successrul powered flight in Auslralia on March 18, 1910, in a second· 
hand Voisin hi-ptane. Joy, 1%5, pp. 21-22. A Pictorial photographer, C.E. Wakeford, an early 
mClllocr orlhe Sydney Camcra Ci rcle, captured his rcal. Australasian Photo·Revlew, July 1948, p. 392. 
Cazncaux, 1950 . A young Aust ralian mechanic, Fred Cuslancc, who allegedly flew lhree miles in a 
Blcriol monoplanc nca r Adelaidc on March 17, contested Houdini's priority. Custance's story has been 
call ed into question over the years. Joy, 1965, p. 23 . 

1126 Australasian Photo·Review. May 1911 . 

1127 Jolly, n.d., p. 19. 
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Another earlier instance which does not employ overtly Pictorialist codes, dates from 

July 1900, when the Australasian Photographic Review pictured the first motor 

carriage to be landed in the Australian colonies. (Fig. 114) It noted that: 

It is what is known as the Genuine De Dion Voiturelle (Small Motor ear) which at present is 
a lilhe rage in Paris and London ... Ihe speed can be regulated down to as low as a mile an 
hour, and Ihe m,lximulll speed on an average fair road is up 1025 miles per hour with three 
passengers on board. This car was shown for the first time in Paris laSI December, and after 
having carefully exmnincd a ll other makes of cars in Paris and London, Mr. W.J.C. Elliott 
selccted this car for the Austral Cycle Agency, Sydney, in preference to all OilICrs. ll28 

The two photographs were, 'by a Sydney amateur, taken on an Imperial plate with a 

Goerz lens in one-twenty-fifth of a second .. . developed by a Burrough's Welcome, 

and Co.'s Pyro Soda Tabloid, and printed on Austral Sun Paper. 1129 

This was undoubtedly useful informat ion for contemporaries not practised in 

photographing such unfamiliar subjects, but for a modern viewer more interest 

attaches to how the car is shown . In order to convey a fee ling for the great speed it 

co uld attain , the photographer has chosen two images, one 'ready to start', and the 

other 'under way' . A sense of motion in the second picture has been quite artfully 

achieved. If a comparison is made between the two, in 'ready to start' the car is 

athwart the road , but in 'under way' it is demonstrably proceeding along it. The study 

of movement, made possible by the camera, and pursued as a 'conquest of motion', 

1128 Australasian Photographic Review, July 1900, p. 27. 

1129 Australasian Photographic Review, July 1900, p. 27. 
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initially by Eadward Muybridge, ( 1830-1904) showed that its true phases were 

basically different from what had previously been supposed. What is being 

demonstrated here is another radical departure from previous ideas, which is about to 

revolutionise the new century - personal transport by powered, mechanical means. 

How to show concepts like power and speed successfully with little experience and 

limiting equipment must have posed considerable problems to Australian 

photographers of the day. Where Kimbel used Pictorialist syntax to make speed 

through the air by powered flight accessib le to the viewer, here an amateur Pictorialist 

has reverted to the earlier model of realistic depiction to suggest speed on the ground. 

( have said that Pic torial photograp hers portrayed modern subjects more often than 

might be expected of a movement that is often thought to be backward looking. The 

last two photographs discussed, which refute this thesis, come from the period when 

Pictorialism was just beginning. The next chapter looks at another issue which was 

characterised by the same kind of tension between the old ways and the new. This 

arose when the movement had matu red, and continued to be controversial to the end. 
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Chapter 3 : Pictorialism in Advertising 

In his 1947 article 'The Status of Picto rial Photography', W.H. Moffitt, 'at your 

Editors' request' , marshalled some of the arguments that had been made over the years 

about the relationship between photography and art . He said: 

Photogr<lphy is not adapted, nor is it, generally speaking, adaptable, to the production af 
pictures Iwving the quality affine art. Thi s bald asscrt ion, of course, raises an old controversy, 
but with some emphllsis on the words 'generally spc.1king', represcnts my own conviction ... 
The difference between represe ntat ive and abstract art (is that] the one is primarily concerned 
wiLh the depicti on o r concrete objects, the other wi th the pictorill l expression of an idea. 
Pictorially, the photographer is, generally sJ>C<'\king, chained to the negative [which] is a literal 
and matte r-of-rae t record of a concrete subj ect 1130 

It is unl ikely that the unknown author of the telegraph pole series believed that the 

images produced were 'pictures having the quality of fine art '. Most other Pictorial 

photographers, though, spent a great deal of time and effort 'adapting' their pictures to 

make them rescmble fine art as closely as possible. As previously discussed, either 

'selection or arrangcment', o r 'technique and control', or a combination of the two, 

w ere used to mini mise 'photography's limitations,.l l3l Moffitt went on to argue that 

these li mitations could never ent irely be overcome. He thought that the best that could 

be expected was to find , 'a process that will readily permit of that high degree of 

enhancement or ideal isat ion thai will make the structure of the picture as formed in 

the negative come alive'. ] t:l2 His 'conviction' is not greatly different from earlier 

1130 Moffitt, 1947, p. 240. 

113 1 Moffitt, 1947, p. 240. 

1132 Moffitt, 1947, p. 242 . As rela ted previously, h is answer was to be found in the oil pigment. 
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comments by Pictorialists and their apologists. who were concerned not just to adapt, 

but also to argue, endlessly, the legitimacy of their particular adaptations. 

A focus on conventional Pictorialist preoccupations accounts for a continuing neglect 

of other interesting issues that Moffitt, and others, might have reviewed. One of these 

was whether Pictorial photographs, created primarily with a, 'claim to be in a measure 

works of art' could, or should be put to commercial use. And if they were, how this 

would affect their 'art istic' status. Some of the early commentators thought that 

photographic societies and clubs should take steps to encourage a more serious use of 

photography. They drew attention to the fact , 'that very few of the devotees of the 

camera think of it otherwise than ofa hobby for taking views of more or less passing 

interest or, at best, of lrying their abilities in picture making.' 1133 The fact that the 

article in question was tit led 'Photography as a Useful Art' left the reader in no doubt 

that 'art' and 'usc' were quite compatible. It is a lso no surpri se to fi nd that it was the 

('(lfm.:ra H()fI,\'(' lic(1(.·()I} that held this particular view, with its bias towards more 

reali sti c, as opposed to impressioni st ic work . A photographic print that is, 'a literal 

and matter-of-fact record of a concrete subject' carrying with it a presumption of 

't ruth', may be thought especially well suited to advertising.1IJ4 

processes. 

II]] Camera House Beacon, July 1909, p. 146. 

11]~ Yochelson, 1996, p. 84. 
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In Australia, the introduction of the dry plate in the 1880s led, progressively, to the 

use of photographs as an important alternative in commercial advertising to the line 

drawings and lithographs used previously. llJ$ An exampleofa photograph 

publicising a 'beauty spot' in New South Wales, is the Government Printer's Kuring-

Gai Chase, NS. W , c. 1900. (Fig. 115) Kuring-Gai Chase was located at Pittwater, 

close to the Hawkesbury River, 'a short journey by sixpenny return run to Manly, and 

thence about fou r miles by coach'. 1136 An 'official' photograph such as this was 

intended to draw attention to, 'this extensive and most beautiful public reserve, which 

has forever been dedicated to the people of New South Wales ... and seems but little 

known to the toiling crowds of the 'city square" .1137 

It is more than likely that the publicity here was on behalf of the New South Wales 

Railways, in that the print ca rries a legend referring to the railway track and 'Berowra 

Platform'. The pictures in J.W . Lindt and N.J . Caire's early 20th century Companion 

Guide to Heok'.wille, Hlack's .\imr, Narhel/uJIIg. Marysville, MI. DOImabuang, Ben 

('((;/'/I alld fhe '/('KKerly have already been discussed. They represent further instances 

of the use of 'p icturesque' records, as opposed to 'Pictorial' images, in advertising for 

the tourisllrade.1lJ
l! There were several reasons why Pictorial photographs were not 

1 135 There is an extensive account or the first dry plates 10 arrive in Australia in Harringtons' 
PholographicJournal, July 1914. p. 242 . CalC, 1979, p. 62. Caban, 1983, p. 23 . 

11 36 Australasian Photographic Review, December 1900. 

1137 Australasian Photographic ReView, December 1900. 

1138 Lindl and Caire, n.d. 
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initially used for advertising, or indeed any other purpose. The first was that they were 

not usually intended to be, 'a matter-of-fact record ofa concrete subject'. Secondly 

most Pictorialists made 'artistic' pictures for their own enjoyment or for exhibition, not 

for commercial exploitation. This was also true of some, but not all professionals who 

did this kind of work in their spare time. 

Despite this, given the opportunity, there seems to be no good reason why a 

professional photographer shou ld have scruples about using Pictorial work in 

advertising. L. W. Appleby, fo r example, sold Pictorial quality portraits. Henri 

Mallard, writing Appleby's obituary in 1951, said that from around 1900, 'his studio 

became the Mecca of those of the community who were sympathetically inclined to 

beautiful photography.'l])') If Appleby had been offered the chance to use his beautiful 

photographs ill advert ising, I have no doubt that he would have taken it. However, it 

was not until the 19205, when Sydney Ure Smith and Bertram Stevens initiated them 

in the Home and AI" ill Allstralia, that such opportunities occurred, and they fell to 

others. Two such examples are taken from the advertisement section of Art in 

A IIs/ra/ia. The lirst, in December 1926, uses a Monte Luke portrait to promote, 

"Bollinger' The Champagne of eminence and refinement'. (Fig. 116) The second. in 

1927, features an , 'Arthur Ford photo-picture of Ferry Lane, Sydney', as part of an 

advertisement for the Commonwealth Bank of Australia. (Fig. 117) 

ll39 Mallard, 1951. 
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Both men were prominent Pictorialists who exhibited their work extensively. Ford, 

(1889-1965) whose On Guard has been referred to previously in this thesis, was for 

many years overseer of the Photographic Branch in the Government Printing Office in 

Sydney. He was not, therefore, a professional in the sense that he earned his living 

from photography. On the other hand he appears to have had a long standing 

relationship with the Commonwealth Bank, which culminated in the reproduction of 

many of his pictures in that organisation's staff magazine in the 1930s.1 140 Whether 

the Bank paid for these, or any other of his pictures including the advertisement 

discussed above, is uncertain but more than likely. At one time Ford was a Committee 

Member of the Photographic Society of New South Wales.t t41 DJ. Webster described 

him as, 'well known both in Sydney and at Home through many London Salon 

successes. ' lt42 Monte Luke was a professional photographer whose Pictorial work was 

highly regarded, being included in both Australian Salons in 1924 and 1926. By 1921, 

b o th men were mcmbers of the Sydney Camera Circle. tlO 

It is not known whcther Ure Smith and Stevens, in their use of photography in 

adverti sing, were influenced by contemporary overseas examples. especially in the 

11 "0 Newton, 1979, p. 10. 

11 ... 1 Australian Picwrial Photography, 1917. Photographic Society of New South Wales, 1922. Ford 
submitted ten entries in the 1922 'Exhibition of Camera Pictures', four of which had been shown at the 
London Salon. Ferry lAne, the reproduction in the Commonweahh Bank advertisement, was included 
amongst Ford's pictures in the exhibition's catalogue, priced at three !,'llineas. 

1 .... ' Webster, 1922 b, p. 15. 

I ."3 The Home, June 1921, pp. 7·8. 
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United States. Ure Smith, around 1909, was a partner in the commercial art studios of 

Smith and Julius, 'an organisation w hich was not behindhand in the introduction of 

photography into its publicity work.' He was also interested in, 'the artistic outlook in 

photography'. Harold Cazneaux thought that this stemmed from Ure Smith's 

encounter with Cazneaux's firs t 'One-Man-Show of photographs' in March 1909.1I44 lt 

is therefore possib le that the idea of combining publicity work and 'artistic' 

photography was hi s own. Whatever the original inspiration, it is clear that the 

partners would have been aware that important American salon photographers were 

d oing portrait , fashion and advertising work fo r magazines like Vogue and Harper's 

Bazaar.11 4~ Karl Struss, the last photographer to join the Photo-Secession, was 

prominent among these. His SanatoKel1 , 1917, (Fig. 11 8) is a typical example ofa 

commercial advert isement of thi s kind . This trend originally appeared in the United 

S t ales as early as 1910. I3y 1920 soft-focus pictures were commonly found there in all 

kinds o r advertising applications." 46 This development was strongly opposed by 

Al fred Stieglitz, the founder of the Photo-Secessio n, who believed that 'artistic work' 

could nol bc done commcrcially." 47 

Stieglitz add ressed a fundamental issue that also faced portrait photography, and any 

ot her kind of commissioned work. Can 'artistic quality' be achieved if a photographer 

II "" Cazneaux, 1949. 

114.5 The Home , February 1920, p. 3. Petersen, 1997, p. 69. 

11 46 Petersen, 1997, p. 69. 

11"1" Thornton, 1976, p. 93. 
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is meeting a cl ient's requirements?1148 One answer to this question was to match 

quality in photography with quality publications. Vogue was such a magazine, as were 

Ar' in Australia and the Home. 11~9 The stated ambition of the latter was, 'to present at 

three-monthly intervals, all that is best in Australian production and importation'. The 

editors believed that: 

in point of lcchnical excel lcncc - in draughtmanship, style, typography, composition - there is 
nothing produced in ot her parts o f thc world which ca nnot be equalled here. As a production, 
the !lome wi ll 1I0t blush to be comparcd with anything yet published. lIso 

I f photography were to be used in advertising, excellence was likely to be found 

amongst its leading practitioners. In Sydney, this would certainly have included 

members of the Sydney Camera Circle, but apart from this, the top ranking Australian 

photographers, whether amateur of professional, had always been interested in 

Pi ctorial and in terpretative photography. Whether s uch pictures could be used to sell 

commodities depended upon the advertiser. 

Some appeared will ing to try the new medium. Pictori al quality works were employed 

in t he two advertisements featuring Arthur Ford and Monte Luke, but it is interesting 

to see how restrained, yet a lso how effective the approach is. In both, the scenes are 

1148 Thornton, J 976, p. 7. 

1149 Stephen, 1983, p. 42. 

1lSOTheHome, February 1920. 
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'old fashioned', with an historical 'old world' flavour. In Ford's case 'doubting up' with 

an old line drawing reinforces the allusion to the past. The caption too, adds to this 

impression making reference to 'Old Sydney', and the 'charming old-world air of the 

picture. Luke achieves the same effect using period costume. Why references to the 

past should lend substance to the claims being made for the commodities in question 

is not difficult to fathom . Both Bollinger and the Commonwealth Bank obviously 

believed in dignified advertising, for which purpose images that nostalgically evoke a 

mannered past are qu ite appropriate. 

It is also interesting to learn that in Ford's case the photograph was dignified to the 

extent that, although it was used commercially, it was not as Stieglitz put it, 'done 

commercially' - that is commissioned for the occasion. Ferry Lane dates from at least 

four years prior to its appearance in Art ill A IIsJralia in 1926. From one point of view 

its inclusion in thc advertiscment might be considered problematic. The main point 

b e ing made here is the ditlerence between an 'Old Sydney' where crude methods were 

e mployed, and the Bank, which is assisting Australia in, 'conducting her own finance'. 

The Bank is distanced from the picturesque crudity of the Rocks district of ' Old 

Sydney', which is depicted in both illustrations. In particular the Harbour area.. of 

which the Rocks formed part, had as recently as 1900 been afflicted by an outbreak of 

bubonic plague caused by, 'an accumulation of filth in one of our most active centres 

of commerce'. WI The drawing reproduced in the background might equally have 

1151 Australasian Photographic Review, April 1900, p. I. The history of The Rocks, and its use in 
different kinds of visual media, has been discussed previously. 
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conveyed the contrast with the world that the Bank now represented. Yet from another 

viewpoint, the inclusion of photograph and drawing and the way in which one 

overlays the other, is intriguing. Today, with the benefit of modem photographic 

criticism, the collage could be read as a kind of doubling - the photographic image 

suggests reality, which is absent in the drawing which it partly effaces. This erasure 

stresses the indexical primacy of the photograph over the iconic qualities of the 

drawing; where one is a trace of the real, the other is only an impression. I m 

If it is unlikely that this interpretation would have occurred to contemporary viewers 

of the Bank's advertisement, in the case of Bollinger the matter is more 

straightforward. The Monte Luke portrait gets its selling message across using a 

device; it confers 'artistic quality' upon the commodity that it is promoting. lIS) It does 

this partly by using impressionistic 'art photograph' techniques - soft-focus, indistinct 

background and the strong use of contrasted lighting. But the lady of the portrait is 

also a picture of eminence and refinement, characteristics that are equally imputed to 

Bollinger's champagne. 

In this advertisement the emphasis is strongly on the product, although Ann Stephen 

has argued that both the Home and Art in Australia encouraged the idea of the 

individualised art photographer. This is perfectly true in other instances - Harold 

IIS2 Krauss, 1985, pp. 1l0-111. 

1l~3 Stephen, 1983, p. 40. 
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Cazneaux was 'special photographer' for both publications and as such is frequently 

and prominently identifiable. 1154 But it is not so evident here, where Luke's 

identification in the bottom right hand of the print runs a very distant third to the 

champagne's brand name, and its Royal Warrant. Monte Luke's portraits had also 

been in evidence in the first issue of the Home in February 1920. (Fig. 119) Here four 

separate advertisers were involved, and the emphasis differs from the two examples 

just discussed. The nexus between the photograph and what is being advertised is 

direct, rather than indirect. In this sense, there would be no need to impress the 

advertiser with the fact that a photograph can be used to suggest an association. In 

addition, there is Jess call for Pictorial creativity despite the need to be stylish, in that 

selling hats by using photography can usefully be achieved by what w.H. Moffitt 

termed, 'a literal and matter-of-fact record of a concrete subject.' The connection with 

the commercial world is more strongly made, too, because the same issue of the Home 

carries an advertisement for the Falk Monte Luke Studios. (Fig. 120) 

Luke was a prominent Pictorialist, as well as a professional who earned his living by 

concentrating on 'quality' photography. It is not surprising, therefore, that he should 

try to combine the two elements when he had the opportunity. For example, in the 

advertisement for hats, Luke uses the Pictorial technique of soft-focus as an aid to 

selling the product. The hats are attractively presented, but they are also truthfully 

represented, because if they were not the consumer might argue that the advertisement 

IlS4 Cazneaux, 1949. 
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was misleading. Another example of this tendency can be found in a series of 

photographs Harold Cazneaux took for Anthony Hordern, Sydney, to advertise, 

'Frocks that Wash and that Never Forget to be Dainty'. (Fig. 121) Note the use of 

slightly soft-focus and the handling of light, which is particularly noticeable in the 

bottom picture where it makes patterns through the railings. Cazneaux had used this 

technique before, notably in The Japanese Blind, 1915116, (Fig. 61) which was 

reproduced as The Bamboo Blind in the first issue of the Home in February 1920.1 m 

A contemporary contrast to this Pictorial style may be seen in an advertisement for 

Essex Motor Cars, which appeared in the same issue ofthe Home as 'Frocks that 

Wash' . (Fig. 122) The unknown photographer has given us a delightful slice ofreal 

life - the picture appears to show an Essex in action in a rally - and the softness of 

focus in the foreground is not due to Pictorialist choice, but imposed by the lighting 

conditions. 

For technical reasons, until the mid-1 920s, photographic reproduction was limited to 

magazines and books able to take advantage of high quality paper. Newspapers

using poorer quality papers - were only suited at this stage to graphic line work. This 

ensured that in the early 19205, Pictorial work was not suitable for mass 

circulation. 1156 This can readily be seen in the case of Harold Cazneaux's M Guillaux 

Aloft which was reproduced in the Sydney M ail of July 22, 1914, and where most of 

m5 The Home, February 1920. 

!I 56 Stephen, 1983, p. 42. 
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the detail is lost The fact that the local magazine industry was so small also meant 

that there were very few outlets for the kind of advertising under discussion. Before 

Art in Auslralia and the Home appeared, there were no 'quality' magazines in 

Australia. The Home in its first issue when discussing, 'How It Proposes To Be Of 

Service To You', drew attention to this. It said that it was the magazine's intention to 

emulate the: 

many good periodicals published in England, and slill more in America' which, sel a standard 
of taste ... the Home . .. is a definite anempt to seNe . .. the useful purpose which is 
achieved elsewhere by many good foreign publications. 1151 

This meant that the magazine, and the advertisements appearing in it, aimed to reach a 

'cultured' audience. And, because Art in Australia and the Home were the only 

Australian outlets catering to such an audience, the incidence of 'Pictorial advertising' 

was limited to them.l m The Home also emphasised that it intended to illustrate, 'the 

very best that can be obtained. No other consideration than this wiH guide our 

selection of the articles which we shall picture or describe.'I!59 

The 'cultured' audience was obviously going to be a small one, and limited in terms of 

class. The target market for both magazines, but particularly the Home, was the well· 

1157 The Home, February 1920, p. 3. 

11S8 I have not been able to trace examples in other Auslralian publications. 

11 59 The Home, February 1920, p. 3. 
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to-do section of the community - middle-class or those aspiring to it - the social 

grouping from whence many of the early Pictorialists themselves came. By the 1920s. 

though. the movement had widened in class terms. particularly through camera club 

influence. ] ]60 It is therefore ironic to find Pictorial advertising aimed so narrowly. 

something made quite clear from Cazneaux's 'Frocks that Wash'. The class status of 

the children is plain to see. Just as plain, and more curious, is the P.G. 

Wodehouse/British upper-class language employed in the advertising copy. 'That jolly 

little gingham . .. is the kind of frock that looks clean all the time - clear pinks and 

blues you know, widely crossed on a white ground.'tl61 

More clearly than 'that jolly little gingham', Monte Luke's pictures of hats foreshadow 

the alliance that was 10 come between photographers and the fashion industry. It is 

true that, by the 19205 and 305, the modernist style increasingly influenced 

commercial photography, including fashion. For this reason there is a great difference 

between these Pictorial portraits, and the sort of fashion work being done by Max: 

Dupain in the 19305, which showed the influence of surrealism and European 

photographers. 1162 The significance of Luke's participation in commercial work of this 

kind - 'picturing the very best' - lies in the fact that it forms part of Pictorialism's 

'developing vocabulary'. ] ]63 

1160 This is not to suggest that Pictoriatism in Australia qualified either now, or later, as a 'mass 
movement'. 

1161 The Home, [}e(;ember, 1920, p. 38. 

11 62 Lebovic and Cahin, 1989, p. 150. 

116) lolly, 1985, p. 2. 
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Picturing 'the very best' could most readily be done by using 'the very best' kind of 

picture, and to achieve this had always been the Pictorialists' aim. Using Pictorial 

images to shed an artistic aura on champagne may be thought incongruous, but 

advertising has always traded on incongruity; Victorian advertisements thrived on 

it.
11 64 

Perhaps 'the very best' kind of picture, in the tenns understood by Alfred 

Stieglitz, could not be achieved if a Pictorialist was commissioned to do an 

advertisement. On the other hand, many famous paintings have been commissioned, 

and are not badly regarded because of it. It may be that the problem, for some, lay in 

the fact that advertising is too closely allied to mass culture, particularly the 

'international' or American variety, and the assumption that 'art' stands on one side and 

is valued, and 'commerce' on the other, and is not. 116j This might explain the reticence 

of those, including W.H. Moffitt in the 1940s, who wrote about Pictorialism and 

neglected to mention uses to which it might be put because, 'they avoided commercial 

work to keep faith with a vision that was private, abstract, and separate from the 

public art of the mass media.,) 16(; Despite thi s, the early use of Pictorial work in 

commerce was significant, and I have no doubt that it would have been used more 

widely if there had been a larger population in Australia to support the magazines it 

depended on. 

II M A notable example is the juxtaposition in 1890 of the Pope and Bovri1, a beef tea, entitled 'The Two 
Infallible Powers. The Pope and Bovril'. De Vries, 1968. 

1165 Stephen, 1983, p. 45 . 

1166 Thomton, 1976,p.189. 
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It is the original premise of this thesis that Pictorial images should not solely be 

judged in terms of style and authorship. I have examined the reasons why Pictorialists 

wanted to be artists, and the ways in which they sought to create a style that fulfilled 

this ambition. According to the beliefs of the day, an artist had to create; there were 

many different opinions about what this meant and how it might be effected. 

Pictorialists were also preoccupied with taking 'good' photographs. They believed that 

some Pictorial workers were 'stars', whilst many others were not. 

I have preferred to explore alternative readings, and in particular to consider the 

Pictorial photograph as a cultural artefact, believing that it is only a consideration of 

its original context, not its 'qualities' as a work of art, that win reveal its 

significance. 1167 Here I have been influenced by the theory of photography as 

developed by Walter Benjamin, and more recently Roland Barthes and Allan Sekula. 

I n the spirit of context, one could argue that the test of a 'good' photograph is not 

whether it is good art , but whether it is rich in associations. Many Pictorial images 

considered in this thesis reflect significant contemporary cultural issues. Notable 

individual examples discussed are Harold Cazneaux's M Guillaux Aloft, where there 

are links to issues ofmodemity, and the environmental considerations in John 

Kauffmann's The Survivor. In a wider sense] have examined and analysed the 

1 167 Oefelein, 1997, p. 195. 
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economic power of the photographic trade, concepts oflight as expressed in 

contemporary nationalism in literature, poetry and the visual arts, and the social 

structure of camera clubs. Important linkages are also made to other practices in the 

visual arts, and developments in other countries. 

I also argue the importance of the subject in Pictorial production. One of the 

distinguishing features of Pictorial ism is said to be its devotion to decorative 

values. I 168 In the early days, some leading English Pictorialists attempted to hold a 

balance between significant subject matter and decorative composition.1l 69 As time 

went by some workers tended to emphasise the latter at the expense of the former, a 

factor that may account for the relative neglect of Pictorial ism by art and social 

historians. In Australia, some Pictorialists were keenly aware of subject matter. In my 

examination of the importance of light as a concept in Pictorial photography, I have 

drawn attention to the way in which some photographers used light to emphasise the 

subject. This was particularly true of those who followed the natural Pictorial school, 

but not confined to it. K Ishida, a Japanese member of the Sydney Camera Circle 

who specialised in 'high key' bromoil, one of the control processes, was responsible 

for a particularly striking image of Sydney's Argyle Cut, a place rich in history and 

cultural associations. 

1168 Harker, 1979, p. 68. 

1169 Parsons, 1989, p. 282. 
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J have argued throughout this thesis that context and subject matter are cardinal 

reference points when considering any photograph, including those taken by 

Pictorialists. Recognition of this could provide a more secure platform for a re-

evaluation of Pictorial ism by art historians and those who pursue cultural studies. But 

even if neglected by scholars, Pictorial ism's most enduring testament is that many of 

the essential ideas behind the movement survive, and are in regular use today. I 170 

Photographers still seek to take 'good' photographs. Some use manipulative 

techniques very like those employed by the 'low tone, atmospheric' Pictorialists. 

Others follow the 'real istic' school in the search for natural imagery, particularly 

favoured by those who engage with social issues. In the final analysis, however 

socially involved a photograph may be, how it looks is also an important part of its 

impact. I do not deny this. Pictorialists, concerned above all with the image, were 

pathfinders here. From this perspective alone, Australian Pictorialism can tru ly be 

seen as a long-lived photographic movement that was, ' alive, vital, useful and 

resilient. ' 1171 

+++++ 

1170 For instance in the work of Bill Henson, the Melbourne born photographer whose pictures have 
been widely exhibited. in Australia and abroad. Like many Pictori~lisIS, ~ens~n uses 10': tone and.sofl
focus effects. As David Malouf puts it, 'A sense of puzzlement, dislocatIOn, disturbance features III 
many of his images. ' Malouf, 1988, p . 9. 

1111 Jolly, n .d., p. 19. 
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