
D espite my love of December 

and the Holiday Season, 

there is always a touch of sadness as 

the year draws to a close. It is a time 

of reflection: a summing up of accom-

plishments and failures, gains and 

losses, good times and bad. It is a time 

to think about the New Year with all 

its possibilities. Realizing that the 

next year will fly by just as quickly as 

the current one, we are left with the 

desire to be prepared. We make reso-

lutions for the coming year that are 

usually founded on the shortcomings 

of the previous one. This is not only 

true of individuals, but of organiza-

tions as well. Be aware that that the 

goals of the 2015 Board Members are 

to improve on every aspect of the 

Council’s reasons for existence. 

I am sorry to 

have lost some good people along the 

way, grateful for those who have been 

actively involved from the start, and 

excited about the talent the new 

Board members will bring to the ta-

ble. We are here to find ways to better 

serve our member clubs and individ-

ual members. We will depend on your 

input and support to accomplish these 

goals. Having met and worked with 

many of you over the past three years 

makes me feel optimistic that 2015 

will be our best year yet. 

On behalf of the 3CT Board, I wish 

everyone a safe, healthy and happy 

Holiday Season and a wonderful 

New Year!  ◙ 
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25th Annual Wilderness Wildlife Week                                                                                          
Set for January 24 - 31, 2015 
By Roger Trentham, LeConte Photographic Society 

The Camera Club Council of Tennessee is proud to be   

an active member of the Photographic Society of      

America (PSA). Click here to learn more about PSA   

and the advantages of being an individual member or   

a club member of PSA. 
http://3ct.org/  

president@3ct.org  

www.Facebook.com/CameraClub

CouncilOfTennessee 

http://3ct.org/ 

3CT Governing Board 

President: Sue Milligan 

Vice President: Jerry Atnip 

Secretary and Editor: Pat Gordy 

Treasurer: Les Milligan 

Communications Director: Open    

Membership Director: Brian 
Stamm 

Publicity Director: Open 

Activities Director: Sue Foster 

Education Director: Jeff Roush 

   

Member Clubs 

Brentwood Photography Group 

Camera Club of Oak Ridge 

Cookeville Camera Club 

Crossville Camera Club 

Digital Lunch Bunch 

Eastman Camera Club 

Giles County Camera Club 

Great Smoky Mountains Institute               
 at Tremont 

Hendersonville Camera Club 

Jackson Photo Club 

Kingsport Sr. Center Photo Group 

LeConte Photographic Society 

Memphis Camera Club 

Nashville Photography Club 

Paris Photography Club 

Photographic Society of              
 Chattanooga 

Photographic Society of East                  
 Tennessee 

Southern Appalachian Nature       
 Photographers 

West Tenn. Photographers Guild 

West Tenn. Shutterbugs 

W ho would ever think the best 

photography week of the 

year in Tennessee would occur in 

late January? Who would ever ex-

pect over 55 hours of expert photog-

raphy instruction to be free? Most 

Tennessee nature photographers 

tend to slow down in the winter ex-

cept for the occasional southern 

snow, but those in the know set 

aside the week of the annual WIL-

DERNESS WILDLIFE WEEK in 

Pigeon Forge, Tennessee. 

World renowned, WILDERNESS 

WILDLIFE WEEK kicks off Satur-

day, January 24, 

with full days of 

programs, lec-

tures, hikes and 

other activities 

through Saturday, 

January 31. Dur-

ing these eight 

days you can learn 

about all things of 

nature, Appala-

chian culture, and 

photography.  

With over 15 well-

known photogra-

phers teaching 

classes and leading 

programs, there is something for all 

levels of photographers.   

Want to learn how to take better 

photos with your cell phone camera, 

your point and shoot and/or your 

DSLR? There are classes for you. 

Want to learn more about wildlife 

subjects such as bears, deer, elk, ea-

gles, and/or salamanders? There are 

classes for you. Want to learn where 

and when to photograph in the 

Great Smoky Mountains National 

Park, Reel Foot Lake, Yellowstone 

National Park, the Appalachian 

Trail, or the Big South Fork? There 

are classes for you. Want to learn 

how to photograph wildflowers, 

birds, macro, amphibians, insects? 

There are classes for you.  Want to 

learn about equipment calibration, 

how to prepare images for competi-

tions, or how to process images? 

There are classes for you. 

Want to know the best 

part of all the classes? 

All classes are FREE!  

Want to enter the pho-

tography competition? 

It’s FREE! The photogra-

phy competition has divi-

sions for youth, amateur, 

and professional photog-

raphers in landscape, 

wildlife, black & white, 

and the Great Smoky 

Mountains National 

Park. Monetary prizes 

are awarded for 1st, 2nd, 

and 3rd place winners. 

Plan now to attend the 25TH AN-

NUAL WILDERNESS WILDLIFE 

WEEK in Pigeon Forge, and print 

those images for entry in the photog-

raphy competition. For all the de-

tails, visit www.mypigeonforge.com/

events/wilderness-wildlife-week/  ◙ 

2014 WWW 1st Place in the Wild-

life Category by Roger Trentham 

http://psa-photo.org/
http://3ct.org/?page_id=346
mailto:president@3ct.org
http://www.Facebook.com/CameraClubCouncilOfTennessee
http://www.Facebook.com/CameraClubCouncilOfTennessee
http://3ct.org/?page_id=346
http://www.mypigeonforge.com/events/wilderness-wildlife-week/
http://www.mypigeonforge.com/events/wilderness-wildlife-week/
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A  camera artist for 50 years, 

Jon is comfortably retired 

and living in the Northwest. Jon 

was a working professional for 

over 30 years. His past fine art 

work includes work collected by 

the Seattle Art Museum and the 

Detroit Art Institute. Past-

published articles include Lens 

Work and various online photo-

graphic publishers. Jon’s present 

work consists of various projects 

one of which is Ambiguity. 

Jon holds the degree of Full Fel-

low (FP) from the professional 

photographers of Washington 

and the Associate degree from 

the Royal Photographic Society 

(ARPS). 

Jon is director of education ser-

vices for the Photographic Soci-

ety of America (PSA). He is in-

strumental in the creation of the 

education department, has cre-

ated the curriculum and teaches  

four online courses. 

Jon lives with his wife Rachel, 

in Vancouver Washington. 

Be sure to read his article begin-

ning below and continuing 

throughout the newsletter. 

T he principle of looking at 

an image through a glass 

and tracing it with ink has been 

known since Leon Battista Al-

bertie wrote his book on paint-

ing in 1435. In 1525, Albrecht 

Deirer wrote of the use of a peep 

hole opposite the center of the 

glass, which can be used to 

change perspective, and is a 

valuable tool for portraiture. 

The artist simply viewed the 

subject through the peep hole 

and traced the image on the 

glass with ink. The perspective 

was changed by moving the peep 

hole closer or farther from the 

glass. The first mention of the 

use of this  procedure to reverse 

the technique, and project an 

image passing through the peep 

hole onto a white vertical sur-

face, came from Giovanni Bat-

tista Della Porta in the book 

Natural Magic (1553). Fifteen 

years later, the peep hole was  

replaced by a lens, which pro-

jected a sharper image. From 

these beginnings came the cam-

era obscura, a box with a lens 

and vertical plane with which to 

view the scene outside the box.  

When first designed, the Cam-

era Obscura was not portable, 

and  was  usually  a  room  with  

the lens fixed in one wall. People 

would pay to come and sit in the 

dark  room  and  watch the up-

side down and backwards scene 

outside the room, which was be-

ing reflected on the white wall 

inside. Later, moving objects 

were presented to further amaze 

the public. There was some trou-

ble, at first, with the concept. 

There were many superstitions 

at this time in history, and it 

was thought by many that this 

was the work of the devil. It was 

not until the 17th century that 

the camera obscura became   

portable. A two foot box was fit-

ted with a lens, and a piece of 

ground glass fastened opposite 

the lens. This model was used 

by painter to trace scenes in na-

ture. A perfect model of the 

modern reflex camera was fash-

ioned by placing a mirror at a 45 

degree angle to the lens, and 

casting the image up to the 

ground glass. This turned the 

image right-side-up  and made it 

easier for the artist to conceptu-

alize the scene even though it 

still was reversed from left to 

right. (Newhall, 9) 

The first person to attempt to 

record an image by the action of 

light was Thomas Wedgwood in 

1802. He knew of the light sensi-

tivity of silver salts and experi-

mented with flat objects placed 

on paper and leather that had 

been treated with silver nitrate.   

Photography  
By Jon P. Fishback 

Continued on page 8 
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Photographs from 3CT’s Fall Outing at                                                             Fall 
Creek Falls State Park in October 
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He exposed them to light, and 

was rewarded with a  negative 

image. He was greatly dismayed 

that the images, thus formed, 

were not permanent, and in fact, 

if not kept in total darkness 

would quickly fade into black. It 

was not until 1827 that there is 

proof of images created by light 

becoming permanent. A man 

named Joseph-Nicephore Niepce 

discovered a completely differ-

ent process, and was able to cre-

ate images by using an asphalt 

called Bitumen of Judea, and oil 

of lavender. The asphalt, nor-

mally soluble in the oil, when 

exposed to light became hard 

and insoluble. He was able to 

create plates for etching by 

washing the exposed plate cov-

ered with Bitumen of Judea, 

with the oil of lavender. The un-

exposed asphalt would dissolve 

and leave the exposed plate, 

which could be etched with acid 

and printed on a conventional 

printing press. Good copies 

made from Niepce’s plates were 

pulled as late as 1870. Niepce 

met and collaborated with Louis 

Jacques Mande Daguerre, who 

was in similar experiments to 

make images from light. 

(Newhall, 15) 

They formed a partnership, but 

Niepce died only four years 

later. Daguerre went on alone 

and developed a method of coat-

ing a silver plated copper sheet 

with iodized silver. He acciden-

tally discovered that putting the 

exposed plate in contact with 

very toxic mercury vapors would 

render a visible positive image. 

He also discovered that the im-

age could be made permanent by 

washing it in a salt solution. Da-

guerre knew that he had a new 

and different process than that 

which Niepce first presented to 

him. Being a very honest man, 

he went to Niepce's son, Isidore, 

the sole survivor of his partner, 

and offered to share the inven-

tion with him. It was tentatively 

decided to sell stock in the in-

vention for 100 Francs each, and 

they would let out 400 subscrip-

tions. This idea soon was aban-

doned when the French govern-

ment made it clear that they 

wished to buy the entire discov-

ery. (Newhall, 18) 

William Henry Fox Talbot dis-

covered a method of making a 

paper negative in the camera ob-

scura at the same time that Da-

guerre was publishing his tech-

nique. Sir John F. W. Herschel 

used the discovery of Fox Talbot 

to continue his experiments, 

started in 1819, of using hypo-

sulphate of soda to dissolve sil-

ver salts. Fox Talbot's discovery 

gave Herschel a use for his ear-

lier discovery, and gave Fox Tal-

bot a method of making his pa-

per negatives permanent. The 

chemical,  Sodium Thiosulphate 

is still used to make the black 

and white photographic process 

permanent. Herschel was also 

something of a linguist and sug-

gested changing Talbot's cum-

bersome title for his discovery, 

from 'Photogenic Drawing', to 

Photography. (Newhall, 21) 

Daguerre's sensitized copper 

plates were of much higher reso-

lution than were Talbot's paper 

negatives. The advantage that 

Talbot's process had over Da-

guerre's was the ability to repro-

duce. By placing the paper nega-

tive in a light oil and making 

the paper translucent, one could 

place it in contact with another 

sensitized paper and reverse the 

negative to a positive as many 

times as  one wished. It was, 

however, a soft image due to the 

light passing through the paper. 

Upon viewing examples of each, 

Herschel remarked that, com-

pared to the masterpieces of Da-

guerre,  Talbot's work was 

vague and foggy. The purchase 

of the discovery came in the 

form of a bill presented to the 

French legislature in July of 

1839. The bill was an early at-

tempt at federal subsidy. 

(Newhall, 24) 

The bill which was presented to 

the chamber of deputies in 

France on June 15, 1839 con-

tained important thoughts on 

the presentation of such an im-

portant event. The deputies 

were presented with a document 

that was almost impossible to 

turn away. A complete break-

down of the future uses of the 

invention seemed overwhelming, 

and in fact only scratched the 

surface of the uses that were to 

come of photography. It was 

noted that the invention would 

be impossible to protect by pat-

ent, and the sacrifices of the in-

ventors must be addressed. The 

amount of two million francs 

was mentioned as consideration, 

but was modified to reflect a 

6000 franc per year annuity to 

Daguerre and a 4000 franc per 

year annuity for Isidore Niepce. 

Both of their annuities were to 

be for life. 

Continued on Page 9 

Photography by Jon Fishback … continued from page 3 



Y 

The final sentence of the docu-

ment was designed to create a 

feeling so that the chamber 

could not refuse the request. 

You will, we feel confident, par-

ticipate in an idea which has al-

ready excited general sympathy, 

and you will never suffer us to 

allow any foreign power to have 

the glory of having bestowed on 

the learned and artistick (sic) 

world one of the most wonderful 

discoveries of which our country 

can boast. It worked, and the 

chamber passed the resolution 

237 to 3. (Goldberg, 35) 

Daguerre arranged for his brother

-in-law to construct a supply of 

cameras and accessories. The 

equipment was put up for sale 

right after the release of the proc-

ess and was soon being exported 

to other countries. The camera 

and processing equipment cost 

400 francs, the equivalent of a 

months wages. This was quite 

high, but it was not long before 

demand and competition caused 

the price to fall. 

Despite the generosity of the 

French government at allowing 

the process to be published free 

of charge, the process, at first, 

was not as popular as was 

hoped. The public wished for a 

method of doing portraits, and 

Daguerre's process was much to 

slow. The portrait sitter was 

made to sit perfectly still for as 

long as twenty minutes, some-

thing which was nearly an im-

possibility. 

A good description of what it 

was like to have ones image cap-

tured by the Daguerreotypist 

prior to 1850 comes in a letter 

from L. E. Chittenden in response 

to that very question by a leading 

camera magazine in 1898. 

My Dear Murphy: 

 You asked for a confession 

of my first experience in the 

art of Daguerre, and since 

confession is good for the 

soul, you shall have it. In 

September of 1842, when I 

was eighteen years old, I 

had read Blackstone, and 

thought myself a greater 

lawyer that I have since 

supposed or claimed myself 

to be. I was at the Court of 

Franklin County in St. Al-

bans, Vt. There I met two 

peripatetic artists from the 

great City of Boston, who 

were offering to make por-

traits of such accuracy that 

they were more like than 

the sitter, for five dollars 

each. They called them Da-

guerreotypes. They had not 

been able to secure a victim, 

for their mechanism was 

fearfully made and its op-

eration awful to behold! 

They offered to give me my 

portrait if I would endure 

the trial. I was ambitious 

and did not wish to deprive 

the bar of the opportunity of 

securing my portrait so 

cheaply, and in a moment of 

weakness I consented. The 

operators rolled out what 

looked like an overgrown 

barber's chair with a ballot 

box attachment on a staff in 

front of it. I was seated in 

the chair and its Briarean 

arms seized me by the 

wrist, ankles, waist and 

shoulders. There was an 

iron bar in which the head 

rested, which held my head 

and neck as in a vice. Then, 

when I felt like a martyr in 

the embrace of the Nurem-

burg "Maiden," I was told to 

assume my best Sunday ex-

pression, to fix my eyes on 

the first letter of the sign of 

a beer salon opposite, and 

not to move or wink on pain 

of "spoiling the exposure."  

One of the executioners 

then said I must not close 

my eyes or move for ten 

minutes, at the end of 

which he would signal by a 

tap on the ballot box. The 

length of that cycle was too 

awful for description. There 

was not such another in the 

"time, times and an half," of 

the Prophet Daniel, or in 

the whole of "Pollock's 

Course of Time."  It was a 

time of agony, and I sup-

posed at first that it would 

come to an end, but I had 

abandoned that hope. I be-

gan to recall and review the 

tortures of which I had 

read, Fox's Book of Martyrs, 

The History of the Inquisi-

tion, and had nearly fin-

ished Las Casas, Tyranies 

and Cruelties of the Span-

iards, when the tap came 

and the anguish ended. 

Some days afterward the 

portrait was produced. It 

was a portrait with a trem-

olo attachment of wavy 

lined, the eyes leaden, the 

nose too large, the expres-

sion dull and heavy. And 

yet it was regarded as a tri-

umph of art. The printing of 

anything directly from the 

object was in itself so ex-

traordinary that one 

scarcely thought of  

Continued on Page 12 
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criticizing the print. I my-

self thought it the most 

wonderful advance in art 

that had ever occurred. Now 

when I recall the pitiful re-

sults of this experiment and 

mentally compare them 

with the exquisitely beauti-

ful illustrations in the num-

ber of Camera Notes you 

have sent me, I cannot but 

feel that the world owes a 

larger debt to photography 

than to wood and line en-

graving and etching com-

bined. I think I have never 

seen an etching which sur-

passes the "Lombardy Pas-

toral" in all the qualities 

that make an etching at-

tractive. 

Cordially yours, 

(Signed), L.E. Chittenden 

March 14, 1898                 

(Goldberg, 21) 

 

By the end of 1840 there had 

been substantial improvements 

in the process. A better lens was 

developed in Vienna, and the 

sensitivity of the Daguerreotype 

was increased. None of the im-

provements are attributed to 

Daguerre himself. He, in fact, 

took up painting again, and died 

in 1851 without so much as a 

single improvement to his 

credit. (Newhall, 24) 

The technical improvements of 

the 1840's allowed the Da-

guerreotype to finally be used 

for portraiture. The sitter was 

only made to sit still for thirty 

seconds. Portrait studios sprang 

up like weeds all over the world. 

There were studios that boasted 

outputs of 1000 daguerreotypes 

per day. The business of photog-

raphy had begun, and in two 

weeks, anyone could learn the 

process well enough to open a 

studio. Many did just that, much 

to the detriment of the business. 

Nowhere was the process taken 

up with so much enthusiasm 

and zeal than in America. Yan-

kee ingenuity put machines to 

work doing the processes that 

were dangerous and tedious. The 

very toxic mercury process was 

put to machines, and the 

'American Process' was devel-

oped. It also consisted of electro-

plating the copper plates, thus 

rendering a much smoother sur-

face with which to work. When 

Daguerre was sent samples of 

work by the famous portraitist 

Edward Anthony, the inventor of 

the 'American Process'. He said: 

"It is with great satisfaction 

that I express all the pleasure 

that your daguerreotype por-

traits have given me. I certify 

that these pictures, in execu-

tion, are among the most per-

fect I have seen. I am flat-

tered to see my invention 

thus propagated by such art-

ists in a foreign country. It 

brings me much honor." 

It is interesting to note Da-

guerre's use of the word 'artists' 

in conjunction with the photo-

graphic process. The artistic 

ability of photographers was to 

become a controversial subject 

for many years to come. 

By 1853 there were 86 portrait 

studios in New York. One of the 

most famous was that of 

Mathew Brady. Brady was to be-

come more famous after his 

death, from his photographs of 

the civil war, but people then 

knew him as one of the most fa-

mous portrait photographers. 

Prices for portrait work in the 

1850's was high by today's stan-

dards. There was very little to 

compare prices with in those 

days. The fledgling business of 

photography was just beginning 

to be competitive. A large 8.5 X 

6.5 inch daguerreotype cost 

$33.00. The 1/4 size was $8.00, 

and the 1/6th plate cost $2.00. 

When one considers that most 

working class people worked for 

an entire day for less than $2.00 

the price for the 1/6th plate 

would be equivalent to $100.00 

today. The high prices were not 

to remain in place too long. 

Soon, competition and the divi-

sion of labor forced prices to 12.4 

cents for the 1/6th plate da-

guerreotype. 

The division of labor in the 

'picture factories' created a less 

than tolerable atmosphere, for 

the customer or the employee. 

The sitter bought a ticket, and 

sat in line to be posed by the op-

erator who never left the cam-

era. The plate was already pre-

pared in the laboratory and was 

passed to the operator. After the 

exposure , the plate was passed 

to the mercuriolizer who devel-

oped it, the gilder who polished 

it, and to the artist who tinted 

it. The whole process took  fif-

teen minutes, and many disap-

pointed customers left empty 

handed after seeing the poor  re-

sults. Many employees fell ill   

Continued on Page 13 
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and/or died from the exposure to 

the toxic mercury vapors. Despite 

all this, the money rolled in. 

The daguerreotype was doomed 

for many reasons;  The finished 

daguerreotype did not lend itself 

to reproduction, and it was ex-

pensive and fragile. Copies could 

not be made to send to relatives 

and friends. In order to buy 

more pictures, you had to have 

more taken. The daguerreotype 

had to be kept under glass in a 

case or frame, which also added 

to the cost. The daguerreotype 

became less competitive after 

the development of the glass 

negative, and by 1864 it had dis-

appeared altogether. 

The inventor of the forerunner of 

the modern 35mm camera was 

Thomas Skaife.  In 1858 he de-

signed and built a camera that 

used negatives of one inch 

square glass plates. These plates 

were enlarged by re-exposing 

them with another camera at the 

laboratory. The process 

allowed the smaller 

camera and equipment 

to be used in the field, 

thus making the entire 

process easier and less 

conspicuous. It also al-

lowed the original plate 

to be cropped, a practice hereto-

fore unheard of. (Newhall, 276) 

From the beginning of a practi-

cal application for photography, 

the battle raged over its accep-

tance into the world of art. The 

inventors had little interest in 

anything but the medium itself, 

and said little about whether 

photography should or should 

not be considered a fine art. 

Others, however, were not so 

quiet. Critiques and lay people 

took up the hue and cry over 

photography as a fine art. The 

poet Baudelaire was one of the 

first and most vehement of the 

adversaries toward photogra-

phy's acceptance. He stated that 

"a vengeful God has given the 

masses photography, and the 

Messiah was Daguerre". He saw 

every painter who could not per-

form, nor in fact complete his 

studies, as taking up the abomi-

nable act of making portraits 

with the camera. 

"If photography is allowed to 

supplant art in some of its func-

tions it will soon have sup-

planted or corrupted it alto-

gether, thanks to the stupidity 

of the multitude, which is its 

natural ally.” (Newhall, 124) 

These were strong words, indeed, 

from one who relied on the pub-

lic, or multitude, for his living. 

The feelings of photographers 

who believed themselves to be 

outside of the mainstream of the 

"picture fac-

tories", was 

mixed. 

Many felt 

they must 

emulate the 

artists of 

the past, 

and make photographs that re-

sembled paintings. The other 

group felt that photography 

should be left alone, and allowed 

its rightful place as an art form. 

These two opinions were sus-

tained for many years. 

Henry Peach Robinson was one 

of the first to articulate feelings 

of the photographer toward the 

controversy. He felt that photog-

raphy was a medium to be used 

as one saw fit. He used many 

types of darkroom techniques to 

create a photograph. He also felt 

that photographers must leave 

an individual mark on the pho-

tograph or leave himself out 

completely, thus relegating the 

medium to mechanics.  

Peter Henry Emerson, one of the 

finest landscape photographers 

of the nineteenth century, wrote 

that for photographers to call 

themselves artists would do no 

more than cause painters and 

sculptors to laugh at the me-

dium. He advocated that photog-

raphers be proud to call them-

selves photographers, and wait 

for the remainder of the art 

world to call them “brother." 

(Trachtenberg, 100) 

In the early years, while there 

were many photographers who 

aspired to work as artists and 

paint with their camera, few 

made money in pure artistic en-

deavors. It was the portrait pho-

tographer, in the most commer-

cial sense, who made a living 

from photography. The others 

were mainly employed in other 

fields, and used moneys gained 

from this to support their artis-

tic passion. 

There were many influential 

artists and photographers with 

opinions on photography's place 

in the art world. Francis Frith, a 

renowned landscape photogra-

pher, wrote in 1859, that the 

most dangerous of all of photog-

raphy's features was its ability 

to be reproduced. He advocated 

the destruction of all the nega-

tives after having been printed 

once. (Newhall, 119) 

Continued on Page 16 
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The decade of the 1880s was sig-

nificant in the commercial feasi-

bility of photography. As the de-

mand grew and grew for portraits 

of all classes of people, the studio 

became a beehive of activity. 

More and more people were re-

quired to coat the glass plates, 

and very quickly process them af-

ter they had been exposed. This 

decade saw the development of 

pre-made and dry glass plates, 

and then discovery of flexible dry 

film that could be stored after ex-

posure, and processed at a later 

time. This film also could be 

made to roll up and was used in 

miniature cameras throughout 

the world. (Kennedy, 13) 

From the late 19th century until 

the middle of the 20th, the ad-

vances in photography were 

mostly mechanical. The technol-

ogy of the camera's mechanics 

and the speed of the film were to 

be significant. Color photogra-

phy did not come into its own 

until 1937, with the introduction 

of Kodachrome film by George 

Eastman. There had been earlier 

successes with color photography 

but they were not commercially 

feasible. (Newhall, 277) 

The improvements of film and 

camera during the last part of 

the 19th century formed a new 

consumerism in America. The 

presentation of the Kodak #1, 

which took so much of the work 

out of photography, was to 

change the face of photography 

forever. Photography was re-

duced to the pointing of the cam-

era and the pushing of a button. 

Kodak did the remainder of the 

work. (Newhall, 15) 

Prior to 1850, photography had 

no clear social use. There were 

no professionals outside of por-

traits, thus no amateurs. It was 

strictly an artistic activity, with-

out the pretension of being an 

art. It was only when there be-

came social uses for photogra-

phy, that carried with it reac-

tions against these social uses, 

which caused photography to be-

gin looking like an art form. 

(Sontag, 8) 

The business of art photography 

in the early years of the medium 

usually consisted of photogra-

phers making their own portfo-

lios and hand-made books. They 

were given to friends and rela-

tives and occasionally to librar-

ies that seemed interested. 

(Dennis, 52) 

America's first galleries appeared 

in the early part of the 20th cen-

tury, and the prints of some of 

the finest and most revered pho-

tographers of the time were 

shown and offered for sale for 

$25.00. None sold, and the galler-

ies were forced to close, or return 

to painting and sculpture.  

Attempts at selling photography 

as an art met with little success 

until the late 1960's. Earlier at-

tempts almost always were com-

bined with other types of art. 

Galleries that tried to specialize  

Byron Jorjorian’s New Book Shows His Tennessee Landscapes 

B yron Jorjorian’s Treasures Untold will show-

case 90+ color images of landscapes across Ten-

nessee. Jorjorian, a master nature photographer,  

says, “Tennessee is my home and a state of diverse 

and stunning natural beauty. It has been one of the 

main subjects of my photographic exploration for 

much of the past three decades. In Treasures Un-

told: Uncovering Masterpieces of Nature Across 

Tennessee, I have gathered together some of my fa-

vorite images to create a full-color, fine art book.” 

Note cards from the book are also available. Preor-

der your copy of the book now, and it will be deliv-

ered by mid-December. For all details, go to the 

website: http://www.jorjorianpublishing.com/  ◙ 

Photography by Jon Fishback … continued from page 13 

Continued on Page 17 

http://www.jorjorianpublishing.com/
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in photography were forced to 

diversify into what the public 

saw as conventional art. The art 

buying public, as well as the 

general public, were  still un-

easy regarding the ease with 

which photographs were made, 

and the mechanical aspect of the 

improved technology. Early in 

the 20th century there was the 

Little Gallery of Alfred Stieglitz. 

(sometimes called 291)  It ended 

up showing the works of Picasso 

and Rodin. Stieglitz tried again 

in 1930 with The American 

Place gallery, which also showed 

painting and sculpture. The 

painter, Georgia O’keefe began 

her career in the Gallery 291. 

(Newhall, 12) 

The next emergence of a gallery 

atmosphere for photographs 

came in 1954 when the Lime-

light Gallery opened in New 

York. Helen Ghee did not do 

well in this endeavor. Sales 

went very poorly. The average 

price for photographs was still 

$25.00. She was forced to close 

because of the lack of public in-

terest. The public's perception of 

photography was Life and Look 

magazines, and anything thus 

presented could not be consid-

ered art. 

In the mid 1960's, two galleries 

opened. One was in New York, 

and the other in Boston. They 

did better, but the time was still 

not right. It was not until 1969, 

when Lee Witkin opened the 

Witkin Gallery in New York, 

that the world was ready for 

photography. By 1977, Lee Wit-

kin's gallery was estimated to 

gross one million dollars annu-

ally. In 1970, photographic art 

as a business finally became a 

reality. The Strobes Auction, at 

PB-84 in New York, began to 

command respectable prices for 

photographs, and the business of 

collecting and showing photogra-

phy as an art form became a 

topic to be written and discussed. 

The exclusive Lon-

don auction houses of 

Sotheby’s and 

Christie’s quickly 

started twice yearly 

auctions and have 

continued to the pre-

sent. (Dennis, 50) 

After 150 years of 

photography, the 

battle for photography's place 

in the arts seems to be won. Mu-

seums around the world spend 

large portions of their budgets 

buying photographs. The few 

critics who remain are still 

prejudiced by the ease with 

which the image is produced, 

and reproduced, and the fact 

that millions of images are made 

each day by people in all walks 

of life. It is also true that mil-

lions of paintings and etchings 

are done each day by the unedu-

cated public, and this in no way 

undermines these artistic medi-

ums, nor makes them less im-

portant. The arguments become 

fewer and fewer, and photogra-

phy has settled down to its 

rightful place. The painter and 

sculptor have truly begun to call 

the photographer brother."  

(Witkin, 4) 

Why has photography caught on 

and become legitimate in the 

ranks of collectable art?  The an-

swer lies somewhere between a 

new sophistication and a weari-

ness of the standard forms of art 

by the auction houses and the 

galleries. (Witkin, 48) 

The new sophistication seems to 

have been forced upon the art 

buying public by the galleries and 

the auction houses. People who 

buy art are notoriously influenced 

by what is considered a good in-

vestment. The sale of 

photography in pres-

tigious galleries and 

auction houses has 

caused an interest 

that seems to be per-

manent. There is now 

a market for photogra-

phy because there is 

an interest in its sale, 

which causes collec-

tors to buy, knowing 

there is a place to sell. Supply and 

demand is a reality in the art 

world just as in any business. The 

technology of the medium, which 

has allowed anyone to make pho-

tographs, has created an illegiti-

macy, as an art form, in the eyes 

of the general public. They now, 

more than anytime in the past, do 

not see photography as an art 

form. The gap between the person 

on the street and the photo-

graphic art buyer is greater than 

the gap regarding any other art 

form. If you show average people 

on the street, a very modern 

painting by Picasso, and tell them 

it will sell at auction for $10K, 

they will be impressed and believe 

you. In ninety percent of the cases 

they will not be able to relate to 

the painting nor, in fact, under-

stand it. You can show this same 

group of people a beautiful land-

scape photograph by Ansel Adams 

and they will be able to relate to 

it. They will love it, and want to 

hang it on their wall. When you 

tell them that the photograph will 

sell at the same auction as the Pi-

casso painting, and also sells for 

$10,000.00, they will not believe 

you. 
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This illegitimacy of the medium is a result of 

technology, but to a great extent, as much a result 

of its exposure. The general public is exposed to 

photography and electronic images on such a 

scale that they usually reject them as trivial. The 

art buying public, with the help of the auction 

houses and galleries, has been able to rise above 

this prejudice, and photography has taken its 

place in the art world. After all, the average per-

son on the street will seldom have $10,000.00 to 

spend on art anyway, so the legitimacy of photog-

raphy, from the standpoint of economics, seems to 

be in the correct hands. (Dennis, 53-65) 

From the beginning, it seemed that photography 

would be doomed to an existence of commercial 

applications. Time passed, and this seemed to be 

more of a reality. The more legitimate photogra-

phy became, in the commercial sense, the less 

credibility it seemed to have in the eyes of the 

public. The controversy over the art issue was on-

going from the beginning of a commercially feasi-

ble industry in photography. The attitude of the 

general public has changed from one of mild dis-

interest, in the subject of art photography, to one 

of outright rejection. Corporations, and serious 

collectors of art, on the other hand, embraced pho-

tography starting in the late 1960's and have con-

tinued the love affair until today. The galleries 

and auction houses of today make millions of dol-

“Holidays” in 2015 Interclub Photo Contest 

During this holiday season, keep in mind that one 

of the topics for next year’s 3CT Interclub Photo 

Contest will be “Holidays.”  

The other topics will be:  

 Open Monochrome,  

 Altered Reality, and  

 Cityscapes/Street Scenes.  

3CT is in the process of setting up the website to 

receive them. We hope to have all the submission 

details on the 3CT Website no later than Jan. 1, 

as well as in the January issue of 3CT In Focus. 

lars dealing in photography as an art. The work 

of innumerable serious photographers is collected, 

living and dead, and the collecting of photography 

has surpassed the Dow Jones, in returns, since 

1970. The credibility of photography as an invest-

ment is largely escaping the general public, and 

the profits are being shared by a few serious indi-

viduals and corporations. ----- But isn't that the 

way it has always been with art? 
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Save the Dates  
For the 3CT Spring Fling 

 
 Save the dates of April 10-12, 

2015, for the 3CT spring event, 

which will be in Nashville.  

 Sponsored by the Nashville Pho-

tography Club, it will feature ar-

chitectural and night shoots, plus 

more - details to come later.  
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Send information for the 3CT In Focus newsletter to secretary@3CT.org or president@3CT.org. 


