\ax
/4l

T HENREBER AT EARERREBREENEN - 1839FERBR (RBERE) HIREEIET —
WARKRNERET | FR SYEEFE—BEEREZT N - EA-TEL=TFR  SXERKER
BRTET  BAHFREBMEN PG —EL - XEFER - LFBEIL (Alfred Stieglitz, 1864-1946)
1B0FFERTMHHRN—BENRA > ZR(FE) KEPRBFUIFZ—EFENITE - MR ARE
RETBESNEN  —MEENEERRABEMEANBESAAL - FEROE+F - B TEHE
AT E AN EFRRELNRAEENRENHEES  RN0XIEMEPNSER T
2 mR BRESFIENRATACAABZMRTNIR EEBARKIBZRRZET  BOHER
Az EER [ 1B ] KRBT - [ R ] BRAEAKEEABYERBEENZHREEZOLSIED
B EERTE - Al MEESASMAMRE  TRNUEELEREZMNER KA BEAZTSITEREN (1§
WL | Rk - AR —REEBNERINABE R ABHLEWENKEN LRSI EF® o

SR TR BN ALE SRR E TSR A0 B A (8 55 25 B A )8 0 Bk
B o WA AT EN BEMARKE S - NS E AR bR RE T BEAS TSR -
RIPR  GIMFIBEY - B8 B RIIMEAMEERS SSRERER A AL e e REY
BTN AEETEREEYEF R ARG TBME o N\

;ﬁ%/}\\éfg'éﬁi K TSRS | M [ St e L EmY | IE TR -
H (HHEEY AN FHECERY | A LRAR - HEEH
ERREAN #Hz8F: Br26RBLHRARBEEEATHED 0B
FZ4D BEHERER FERMAL HEFABZRE —EEE—
A B REANE [ FFEEY | DERBTRERY
ME—FEHE FEERREEHOEBEERT T T EABBERN - BE - LHh - BE (Mary
Ellen Mark, 1940-) m# R FMMEMRIE T B+ Es e (RSB HHLE) (1981) A7 A
Hr - ##E3R (Bruce Davidson, 1933-) R2003FHRM (R —BH ) REMBLZHIERERITHHIF -
(FHEEY | mEANER LTRSS BARA S5 | BT ELDREEENKET
A - BREBHESROERUTEAAREERES  RESANENSLIRNERES -
ATERBE  EREARETEBDEES  EEA [ BYEL | HESTEAMAESSRMN B -

ERBOAARBRA - BIZOEK (Max Kozloff, 1933-) E— & R A NTFROFERT ) 05TIHE
T [ FEBZOETARNEREERESAERR BERANENFEIESHNRIRTN - |
FEBYRIRE-: [WMEEE — HELERY | WREUSNLEEBHLE  BL2RER - #
HRABFEASEALELERIMIEL — LR  RAFEEFEMLARBENERER -



Photography was traditionally seen as the best medium to reflect objective realities. Since 1839 when Daguerreotype
first appeared and dubbed as "a mirror with a memory", this special characteristic of photography has been in play.
Riding on the influence of Modernism in the 1930s, photography strove for a place amongst fine arts. In 1930, Alfred
Stieglitz (1864-1946) released Equivalent, a photo series depicted on clouds to demonstrate that photography was not
an objective tool, but rather a medium to express subjective ideas very much like the personal perceptions and
messages expressed by paintings and sculptures. In the decades that followed, photographers continued to explore
other possibilities in different dimensions of photography. New Vision advocated by Bauhaus in the early 20th century
was one example. Meanwhile, the expressions in the art movements like Abstract Formalism and Surrealism etc. became
trends that photographers would want to explore. Influenced by different schools of Modernism, some photographers
leaned increasingly towards a "museumized” form of presentation. To gain a place in museums, photos were "aestheticized"
and gradually departed from the social function of photography and went into an ivory tower. Since then, photography
was split into two major camps: the mainstream social documentary photography and the museumized academic
school. There had always been debates on whether photography was an aesthetic work or a medium with social
function.

Since the 1970s, the invasion of television and progressive digitalization of video recorders have posed immense
impacts and challenges to the tradition of documentary photography. Photographers had no choice but figure out a
way to regain lost ground. Attempts were made to discover new messages in photographs, and to introduce new
lines of thought and forms of expression. For instance, the use of colour, collage, staged photography, serialization
and montage, to respond to the importance of photography as a vehicle for social and cultural message, hoping to
put photojournalism back in a key position among mass media. This

gave rise to neo-photojournalism and neo-social documentary

photography in the 1980s. P rEfa Ce by C u rator (

The thinking pattern and form of expression are essentially the same
for neo-photojournalism and neo-social documentary photography.
Both aspire to bring out in-depth messages and complexity by blending
objective facts with subjective views. From this perspective, the two are in fact one and one includes the other.
Perhaps it can be said that neo-photojournalism has employed the same shooting approach of documentary photography,
which no longer emphasizes objective depiction but instead adds personal viewpoints. There are many fine examples,
and amongst them are Falkland Road: Prostitutes of Bombay (1981) by Mary Ellen Mark (1940-) which took tens years
to complete and East 100th Street published in 2003 by Bruce Davidson (1933-). By transiting from traditional photographic
reportage of pure objectivity to a more "first person" experience, neo-photojournalism has bowed out of the territory
captured by television scenes. However, these works were not widely accepted by the mass media and thus they
could only seek exposure by book publishing and holding exhibitions. From the 1990s, more neo-photojournalism
works have been accepted by museums and they now rank equally with museumized aesthetic and personalized
works.

Joseph Fung, Guest Curator

In an exhibition pamphlet titled Photojournalism in the 80s, well-known photo critic Max Kozloff (1933-) wrote, "Still
photographs cannot compete with network television in massiveness of audience, but they can be more concentrated
in their revelations.

This is the concept we adopted in curating this exhibition "Hong Kong Photography Series 2 — City Flaneur: Social
Documentary Photography" The exhibits have been selected to tease out some threads of contemporary social
documentary photography in Hong Kong, and to present the development of Hong Kong photography over half a
century.





