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History conferences: in RochesterPhotoHistory 111, a symposium on the 
history of photography, was held at the
International Museum of Photography at
George Eastman House during the week­
end ofOct. 8-10. The event was hosted by
IMP/GEH and sponsored by the Photo­
graphic Historical Society, a Rochester,N.Y., organization composed mainly of
collectors of ''photographica." 

The conference participants-like themembers of the sponsoring group and its
umbrella, the Photographic HistoricalSociety of America, which conducted itsannual business meeting during theweekend-were a strange mix of collec­
tors of photographic hardware (cameras,miniature cases, technical books, evenchemicals) and people interested in theend product of the manipulations: theimage. 

Presentations reflected the diversity of
the audience, with talks ranging from a
chronological listing of Japanese 35mmSLR cameras (postwar) and a travelogue­type slide tour of W.H.F. Talbot's home­town, Lacock, by the curator of the Fox
Talbot Museum, to scholarly lectures on
early uses of the medium. 
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D. Ermakov, Shepherds, c. 1890, from an album of "Georgian Types." Collection ofHeinz Henisch, courtesy The Photographic Historical Society.

Included in the days' sessions were"Japan's Photography in its EarlyStages," presented by Norihiko Matsu­moto, and Jerome O'Neill's entertainingtalk on racetrack "photofinish" photo­graphs. 

sensitivity of silver salts in 1725-the
same year that Johann Schulze is said to
have made his discovery. 

Lithographs after daguerreotypes werepublished in Eastern Europe at about thesame time as the well-known series Ex­
cursions Daguerriennes appeared, He­
nisch noted. CountSzathmari, accordingto Henisch, preceded Fenton in photo­
graphing the Crimean War. 

Henisch did not, however, emphasize
"firsts," but tried to provide information
on what was happening in what we often
think of as "underdeveloped" countries
during the early years of photography. 

Heinz Henisch, editor of History of
Photography, a new journal which begins 
publication in January, provided some
challenges to accepted assumptions
about photographic history by pointing
out events in Eastern Europe which oc­
curred at the same time as more famous 
Western counterparts. For instance, He­
n i sch reported that  the  Rus s ia n  
Bestuzhev-Ryumin discovered the fight 

Perhaps the best-received presenta­
tion was Estelle Jussim's "An Immigrant
Photographer of the 1920s; Apprentice­
ship, Aesthetic Milieu, and Bu_siness Ad­
ventures." Jussim, author of Visual Com•
municatlon and the Graphic Arts, traced 

... and in Alb·uquerque 
A symposium on Twentieth Century His­
tory of Photography was held in Albu­
querque at the University of New Mexico, 
sponsored by the Art Museum and the 
Department of Art on Oct. 22-23, 1976. 

Down Central Avenue, a few blocks 
from where the conference was held, is a 
small Mexican-style restaurant. The 
menu, painted on the wall, holds familiar 
items-all but one: a "chili relleno bur­
rito." This turns out to be an interesting 
concoction. Indeed, it contains a chili 
pepper stuffed with cheese, but it is
accompanied inside the tortilla with the
rice and beans. The latter are usually on
the outside and thus optional, but in this
case they were unavoidable. The sympo­
sium was much like the burrito: the meat
was there and delicious, but what should
have been optional was too tightly
wrapped and thus diluted the flavors of
the fine chefs. 

The types of presentations might be
conveniently divided into two broad, ma­
jor categories. Broad historical periods
were considered in two presentations: 
"Photo-Eye of the '20s" (Beaumont New­
hall) and "The World is Beautiful, Ger­
man Photography Between World War I
and World War II" (Hans Georg Puttnies); 
six presentations provided monographic 
approaches to single artists: "E. 0. 
Hoppe" (Bill Jay), "George Platt Lynes"
(Charles Harrision), "Robert Fichter: 
Puns and Anagrams" (Thomas Barrow), 
"The Influence of Minor White's Philo­
sophy on His Teaching and Photography"
(John Upton), "Lewis Baltz" (William 
Peterson), and "Aaron Siskind" (Carl Chi­
arenza). 

One of the most enlightening experien· 
ces of the conference was a constrast of 
approac�es to the same period of history. 
Newhall s presentation on the "Photo­
Eye of the '20s" seemed oriented to a 
biographical/technical view of events. It 
was important who pointed the camera 
up or down and when. This analysis 
placed the images of the day in a histori­
cal perspective: one can, as a result. 
understand how these artists were influ­
enced and how they, in turn, influenced 
others. On this tack, what is tacitly called 
"photography" is in reality a slightly nar­
rower field, "art photography." 

In contrast to this approach was Put­
tnies's presentation on photography in 
Germany between the wars. His ap­
proachwasmore a social/political analy­
sis. Puttnies argued that the images were 
formed in response to the dominant in­
pulses of the culture: the need to order
the surrounding world into an understan­
dable whole and the reindustrialization
of the country. In addition to using im­
ages from what can be considered the
mainstream of "art photography", Put­
tnies found that anonymous snapshots,
propaganda, and travel slides comple­
ment and perhaps more clearly define
our understanding of the images and the
times. 

The presentations on individual photo-

The exceptions to these categories 
were a pair of presentations dealing with, 
first, a questioning of the way images 
function within psychological/percep­
tual mechanisms, "Representation" 
(Gary Metz), and second, a questioning 
of the way images function within the 
historical/perceptual evolution of image 
making, "What Is Photography" (Hans 
Georg Puttnies). 

graphers also fell into two categories:
living artists, and non-living artists. The
papers on E. 0. Hoppe, George Platt
Lynes, and Minor White, as with many
discussions of non-living photographers,
attempted to place them within historical
perspective, assess their contributions.
and trace their influer-ccs. This approach
may ultimately be very limiting. A danger
arises when the biography is used to
define the work and the work, in turn, is
used to define the biography. Each of
these approaches was evident in the
symposium. 

As a photographer recedes into his-
tory, the life complexities, paradoxes,
and anomalies tend to disappear from

the career of a studio portraitist ("a pho­
tographer of modest aspirations and 
small reknown") from apprenticeship in 
Russia as a retoucher through a succes­
sion of studios catering to New York City's 
immigrant community, participation 
(with 25 other photographers) in a 
doomed Ontario gold mining venture, 
and the eventual decline of his business. 

She also showed post-studio snap­
shots he made with a hand camera 
(which camera the old photographer 
blamed for the demise of his business) 
in juxtaposition with his canvas­
backdropped formal portraits. The 
point-vividly illustrated-was that he 
never was able to adapt his stand camera 
technique to a system which required 
more spontaneous responses. His snap­
shots stayed every bit as technically poor 
as the grossest amateur's 

£. 0. Hoppe, Chic&io, Illinois, c. 1927. Hoppe 
was the subject of Bill Jay's presentation 

at the Albuquerque symposium. 

view. How this affects our view of the 
work is an interesting problem. This 
question was partially dealt with in Bill 
Jay's presentation on E. 0. Hoppe. Jay 
read contemporary (1920s) criticism of 
Hoppe's ideas of female beauty. What
was strongly brought home was the dras­
tically different way in which we interpret 
beauty and, as a result, the drastically 
different way in which we view Hoppe's 
work. This problem extends into prob­
lems attendent in looking at any work 
from any historical period: it can only be 
seen from the present. It is impossible to 
view historical work in the same way as 
contemporaries saw it. 

In opposition to the easy compartmen­
talization of a photographer's work and 
thought, John Upton's presentation on 
Minor White stressed the anomalies and 
complexities in White's philosophy . It is 
unusual and refreshing to hear a talk 
which does not attempt sophomorically 
to simplify someone's creativity, and 
which honestly presents, with fascina-

Prompted by the symposium modera­
tor, Jussim revealed why she was privy to 
the many intimate details with which she 
spiced the story of her subject's life and 
career. The photographer, she admitted, 
was her father. 

"There were a number of different 
special interest groups attending," said 
Jerome O'Neill, publicity chairman for 
the event, when asked about the varied
interests of participants. "I think the 
equipment people found less of inter­
est," he continued. "In fact, some New
York City equipment collectors stayed 
away specifically because the program
appeared to emphasize images." 

Asked whether he thought the groups 
might be mutually exclusive, O'Neill said, 
"There's been some talk about parallel 
sessions, but with a local membership of 
40 to 50 and with the conference being 
organized entirely by volunteers, things 
would get that much harder. I'm not sure 
we could do it." 

Even with the volunteer labor and the 
fact that the society paid no honoraria or 
travel expenses, it looked, for a while, as 
though the organization might not sell 
enough tickets at $20.00 to break even. 
"We cut it a little closer than we would 
have been comfortable with," said 
O'Neill, "but it ended up as a success." 
The final enrollment was announced at 
the conference as "about 200." 

The organizers plan to publish the
proceedings of the symposium, and
hope to mail them in considerably less
time than the two years it took to produce
the collected abstracts of Ph
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submitted to the Photographic Historical
Society, P.O Box 9563, Rochester, N.Y. 
14604 -Charles Desmarais

tion, the complex1t1es wh,ch must attend 
a personality which has contributed to 
the history of photography. 

A consideration of the presentations 
on living artists is more difficult. The 
question of the role of discussions about 
a living artist's work arises: for whom is it 
intended-for the historian, for the stu­
dent, for other photographers, or for the 
artist? At best, it may be seen as forming 
a diacritical commentary on the flow of 
the artist's work and struggle to progress. 
Carl Chiarenza's presentation on Aaron 
Siskind aptly dealt with this question in a 
very interesting way. Chiarenza read re­
views of Siskind's work which appeared 
in the print media over a span of about 20 
years. Some of these now appear down­
right foolish; most, from our position of 
hindsight. now seem misleading. Others 
showed a spark of intuition which 
seemed to indicate a possible direction 
for the artist. However, they all bring into 
question the validity of any criticism 
about a living, working artist. 

Now, a few days after the symposium, I 
have a warm feeling about the event. The 
general tenor of the audience was recep­
tive and tolerant-to a point that very few 
questions were asked and those that 
were, were unusually kind (at least in 
comparison to similar scientific confer­
ences I have attended). Feelings were 
free and open, as if stemming from the 
vast spaces and warm light of New Mex­
ico. In a time when it is very easy to 
question the future directions of the 
study of the history of photography, a 
symposium of this type is reassuring 
both in the diversity of approaches and in 
the effort to make what ultimately may be 
non-rational and non-understandable­
the creative acts of both photographing 
and seeing-decipherable: to give it a 
place within the spectrum of human ex­
periences. -Arthur Taussig

ARTHUR TAUSSIG is a photographer who 
teaches at Orange Coast College, Costa Mesa, 
Calif. 
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