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In June 1950, Brazil became the only non-European country among the fifteen founding 

members of the International Federation of Photographic Art (known as FIAP, abbreviation from 

the organization’s name in French: Fédération internationale de l'art photographique). 

Established in Switzerland in 1950, during the next fifteen years FIAP brought together national 

associations and federations of photographers from fifty-five countries in Western and Eastern 

Europe, Asia, and Latin America. The main goal of FIAP was to create a global framework for 

creative photography—which they called “photographic art”—through activities such as 

publishing the FIAP Yearbooks of photography, organizing the FIAP Biennial, and circulating 

its official magazine, Camera.2   

During the 1950s, the concept of “photographic art” had quite different meanings in 

different countries. FIAP attempted to give a unified framework for this concept on a global 

scale. The FIAP Yearbooks witness the struggle of photographers to achieve the status of artists. 

The existence and popularity of a transnational organization such as FIAP suggests that this was 

a valid struggle across cultures and continents. By the end of the 1950s, however, there was only 

one major case where this struggle had succeeded, at least partially and for some time—it was 

the Bandeirante photographers who were recognized by the professional art world and whose 

work was showcased in the São Paulo Biennial. In a way, this was the ideal scenario that FIAP 

members everywhere wanted to achieve, but for most photographers it remained only a dream.  



2 

Brazil had a special place in the history of FIAP. The founder and president of FIAP, 

Belgian photographer Maurice Van de Wyer (1897–1994) visited Brazil, and São Paulo in 

particular, numerous times during the 1950s—at least in 1952, 1954, 1956, and 1960.3 During 

these trips, Van de Wyer contacted several organizations of photographers. For example, at the 

beginning of his trip to Brazil in 1960, Van de Wyer stopped in Santos, where the members of 

the local photo club greeted him in front of the City Hall.4  

But during all of his trips to Brazil, Van de Wyer visited the organization which 

represented Brazil in FIAP—the Brazilian Photography Federation (Federaçâo Brasileira de 

Fotografia) as well as the Foto Cine Clube Bandeirante (FCCB) which officially was part of this 

Federation.5 The president of both organizations, Eduardo Salvatore (1914–2006) was Van de 

Wyer’s close acquaintance.  

During his visit to São Paulo in 1960, Van de Wyer was invited to serve as the honorary 

chair of the Brazilian Photography Federation’s Management Committee meeting, where he 

discussed the Brazilian participation in FIAP with Salvatore and others. These frequent visits 

were outstanding since transatlantic travel was not as simple and accessible as it is today, and 

FIAP was a non-profit, all-volunteer organization with no budget. These trips show that 

establishing and maintaining a close working relationship with the Brazilian photographers was 

important for FIAP. This paper aims to answer the question—why so? 

The work of Brazilian photographers was highly visible in the FIAP Yearbooks. Seven 

Yearbooks were published between 1954 and 1965 in Lucerne, Switzerland, and distributed in 

all FIAP member countries. Each Yearbook was a hardcover, large format photo-book (9 x 11.8 

in),6 containing 120–150 full-page high quality photogravure reproductions. Each country was 

represented by an average of four to six photographers, and each photographer usually had only 
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one work reproduced. Images in the FIAP Yearbooks were grouped alphabetically by the 

photographer’s country of residence. Thus, the works by Brazilian photographers appeared at the 

beginning of the book, between Belgium and Chile. A minimal amount of information—

typically only the photographer’s name and a short title of the work—appeared separately from 

the full-page illustrations.   

Today, art historians recognize Bandeirante as the creative hub of the Brazilian avant-

garde or modernist photography. But Bandeirante photographers explored various aesthetic 

sensibilities, and these sensibilities existed side by side in the selection of works circulated in the 

FIAP Yearbooks. For example, the FIAP 1954 Yearbook featured German Lorca’s (b. 1922) 

White Rooftops, which is a canonical modernist work, widely circulated in the 1950s, and 

reproduced also in the book published in 2016 on the occasion of the Bandeirante exhibition at 

the São Paulo Museum of Art.7 The stark contrasts of the architectural detail emphasize the 

angular geometric shapes and the rhythm of lines. Ademar Manarini’s (1920-1989) Line, on the 

contrary, captures a fluid shape in movement, created by a shade of a human figure on a partially 

transparent “screen” of a piece of laundry. Both works are quite “modernist” in their aesthetics. 

The third Brazilian work in 1954 Yearbook, The Old Church by Kazys Vozylius provides a more 

traditional view on historical architecture, using the linear perspective—this aesthetic is more 

painterly. This selection also reveals that most Brazilian photographers whose work was 

included in the FIAP Yearbooks were associated with FCCB, although there were a few 

unaffiliated photographers like Vozylius as well as a few Rio de Janeiro-based photographers. 

The works for the FIAP Yearbooks could be selected from all members of the Brazilian 

Photography Federation, not only the leading group of FCCB photographers. By 1960, this 

federation (by then, called Photography and Cinema Federation, CBFC), united thirty photo 
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clubs with a total of 4,106 members.8  

But in the 1958 FIAP Yearbook a completely different aesthetic dominates the Brazilian 

section. These works by two well-known Bandeirante photographers were included: At a 

Tenement by Jean Lecocq (1898-1986) and Children by Francisco Albuquerque (1917-2000). 

Lecocq was called by his peers “the king of mist,” and he cultivated pictorial aesthetics in most 

of his work. But these two works are closer to the so-called humanist photography than to either 

the traditional pictorial aesthetics or the modernist vision that characterized the Brazilian 

contribution to the 1954 Yearbook.  

Meanwhile, this spread in the 1960 FIAP Yearbook featuring work by José Oiticia Filho 

(1906–1964) and José Yalenti (1895-1967) is perhaps the closest to our today’s expectations 

regarding the modernist work of Bandeirante photographers. Oiticica Filho’s Abstraction is 

completely non-representational. In Yalenti’s Architecture, the fragment of the built environment 

is rendered almost unrecognizable. The heightened contrasts between shadow and light areas 

create a composition of geometric shapes that emphasize the flatness of the image.  

The following spread from the 1960 Yearbook is a typical result of the alphabetical 

organization of these Yearbooks—the work by Bandeirante member Emil Issa (b. 1926), 

featuring a detail of a modernist high rise building, is next to a close-up of a plant by Chilean 

photographer Adolfo Neumann. This contrast also reveals that the exploration of multiple 

aesthetic sensibilities characterized not only the Bandeirante members, but the whole field on a 

global scale. The understanding of “photographic art” differed from country to country in terms 

of aesthetics and subject matter.  

Finally, Eduardo Salvatore is known today as the leader of the Bandeirante club who 

strived to modernize the aesthetics of the club.9 Yet, in the FIAP Yearbooks, Salvatore’s own 
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creative output is represented by these two works: Lines (reproduced in 1954 Yearbook) and 

Composition with a Horse (reproduced in 1962 Yearbook). While Lines embody much of the 

modernist aesthetics that we are now accustomed to associate with Bandeirante, Composition 

with a Horse belongs to the pictorialist world: the work has romantic undertones, the subject 

matter is rural, nostalgic, and symbolic, and the composition is more painterly than modernist.  

The histories of the Bandeirante club—and most histories of photography in general—

often presuppose a dichotomy between the “dated pictorialism”10 and the good, new 

“modernism.” But after examining how Bandeirante photographers represented themselves in 

the FIAP Yearbooks, it becomes clear that they overlapped. Multiple—and from today’s 

perspective, contradictory—aesthetic paradigms existed side by side not only within the group of 

Bandeirante photographers, but also within the larger, transnational group of photographers 

united in FIAP. They all agreed on the concept of “photographic art,” but its meaning was vague, 

unstable, and flexible.  

One way how to deal with this variety of different aesthetics was to reduce everything to 

numbers and focus on statistics. This is exactly what Bandeirante member José Oiticica Filho 

did. Only one of his works have appeared in the FIAP Yearbooks, but his involvement in this 

organization was more significant on another level.  

Although there has been more interest in the work by his son, Hélio Oiticica, the 

scholarly interest in Oiticica Filho’s photographic work has been expanding recently. As of now, 

such interest comes mostly from scholars specializing in art of Brazil and writing in Portuguese 

for local professional audiences.11 But some articles analyzing Oiticica Filho’s photographic 

work have appeared in English as well, thus making his work more accessible to a more 

international group of art historians.12 Further research, however, might be complicated because 
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of the unavailability of source materials, as many Oiticica Filho’s negatives are believed to have 

vanished in fire in 2009.13 Despite that, special exhibitions in Brazil marked the artist’s 110th 

anniversary in 2016, such as the exhibition in the Galeria Índica in Rio de Janeiro in January14 or 

the exhibition of his abstract photographic works in the Galeria Raquel Arnaud in São Paulo in 

February and March.15 Oiticica Filho’s involvement in the work of FIAP, however, remains less 

examined. 

Oiticica Filho’s most visible contribution to the work of FIAP is compiling extensive 

statistical data about hundreds of international photography exhibitions throughout the world. 

One such extensive list—called the “FIAP official list”—covered exhibitions taking place in 

1956, and appeared in the 1958 Yearbook. Another, slightly differently formatted list, also called 

the “FIAP official list,” covered exhibitions that took place during 1955. This list was published 

in eleven subsequent instalments in the Camera magazine between December 1956 and October 

1957. As an acknowledgment for his contribution, the FIAP congress in Antwerp, Belgium, on 

September 22, 1958, elected Oiticica Filho in the Artistic Commission of FIAP along with 

photographers Tošo Dabac (1907-1970) from Yugoslavia (Croatia) and Francis Wu (1911-1989) 

from Hong Kong and presided over by José Ortiz-Echagüe (1886-1980) from Spain.16  

According to the short preface, Oiticica Filho’s list is “compiled from the catalogues of 

exhibitions,” and the total number of exhibitions is 126.17 These were international, juried 

exhibitions of photography, sometimes also called salons. Organizers of these exhibitions usually 

were photo clubs or federations of photographers. These exhibitions were composed by a jury 

from a pool of submissions received in response to an open call to participate.  

The first of these lists, the “Exhibitions listed for 1956,”18 is interesting in terms of the 

geographical scope, as the locations range from Denmark to Hong Kong, from Yugoslavia to the 



7 

US, from Brazil to South Africa—all continents are represented. At the same time, this list’s 

informational value is limited because it gives only the name of the city and country, making it 

impossible to identify exactly which exhibition was accounted for. This list is organized 

alphabetically, and it starts with “Alicante (Spain)” and ends with “Zaragoza (Spain).” This list 

includes a surprising number of locations in the US, although the US was not a member of FIAP. 

Out of the total 126 entries in this list, thirty-six are in the US (29%, or almost one third). The list 

provides eight different locations in Brazil, including São Paulo and Rio de Janeiro.  

The next list, called the “FIAP list of the most prolific exhibitors for 1956 having forty or 

more acceptances,”19 features 143 names. If one’s print was accepted by the exhibition jury, it 

counted as an “acceptance.” According to this list, the most active photographers circulated tens 

and even hundreds of prints in various exhibitions throughout the world at once.  

For each person, this list provides their name and country, and the number of exhibitions 

and the “acceptances,” i.e. exhibited prints. On the top of this list is Yu-Chiu Chueng from Hong 

Kong whose 359 prints had been accepted in 125 exhibitions.20 Only two Brazilian 

photographers are present in this list: number nine is Pedro Calheiros with 186 prints accepted in 

eighty-six exhibitions, and number 142 is Guadir Elias Jorge with forty accepted prints in 

twenty-three exhibitions. Oiticia Filho is not among the top exhibitors, but it is worthwhile to 

note that in the list for the previous year, he was number seven, with ninety-eight exhibitions and 

204 accepted prints.21 

Finally, “The FIAP official list by countries” takes up five pages.22 Unlike the previous 

list of top exhibitors, this list records all photographers from each country who had ten or more 

acceptances in 1956. Thirty-four countries are listed alphabetically, starting with Argentina and 

ending with Vietnam.23 Under each country, the names of photographers are listed in an 
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alphabetical order. For each photographer, this list provides their name and city of residence, and 

the number of exhibitions and accepted prints. The list of Brazilian photographers here consists 

of twenty-four names, majority of whom are well-known Bandeirante members such as 

Francisco Albuquerque, Gertrudes Altschull, Gaspar Gasparian, Kazuo Kawahara, Jean Lecocq, 

Eduardo Salvatore, and Ivo Ferreira da Silva. Oiticica Filho also appears on this list with eight 

exhibitions and fifteen accepted prints.  

These lists reveal a vast and dynamic system that was transnational and based on 

commonly shared idealism about photography as an art form. At this time, the camera and photo 

clubs and their juried exhibitions provided the basic structure for creative, self-commissioned 

photography across the world. Writings about Brazilian photography of the 1950s often mention 

the term fotoclubismo to describe the practice of creative photography within the framework of a 

photo club that was flourishing at this time in Brazil. But Oiticica Filho’s lists and the work of 

FIAP in general rather suggest that this phenomenon was not limited only to Brazil or Latin 

America, but was relevant globally.24 In many countries, photo clubs and camera clubs at this 

time provided the only space and the only cultural context for photographers to exhibit their 

creative work—self-commissioned photographs that were supposed to function as aesthetic 

statements and not to serve any other purpose like did illustrations in a magazine, reportages for 

a news agencies or work for commercial customers. 

The contributions by Bandeirante photographers to the FIAP Yearbooks were 

aesthetically diverse, ranging from the most avant-garde to the most conservative. But what 

united all these photographers was the belief that photography can be an art form, largely 

independent from the narrative content of each image. This independence called for the 

appreciation of the individual print as a work of art on its own terms. People were supposed to 
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pay attention to “how” something is depicted, and not to focus solely on “what” is depicted. 

Viewed from this perspective, the various aesthetic sensibilities of Bandeirante photographers 

appear far less opposed than is usually assumed.  

 This observation points to larger issues that were at stake on a global level. This was the 

moment when the status and role of photography in the postwar culture was contested, 

negotiated, and defined. On the one side, there was the concept of “photographic art” as mostly 

amateur, non-commercial practice, organized around photo clubs and federations and their 

annual juried exhibitions. Here, the aesthetics of the individual, unique print mattered the most. 

On the other side, there were the rising creative ambitions of professional photojournalists. Their 

practice—the so-called “picture journalism with human claim”25—was based on the format of 

the photo-essay, and what mattered most was not the unique print in an exhibition, but rather 

reproductions in magazines and thematic photo-books.  

During the 1950s, in many parts of the world, and especially in the US and Europe, the 

work of professional photojournalists was the kind of photography that gradually gained the 

status of art. Meanwhile, in São Paulo of the 1950s, the first concept of photographic art turned 

out to be victorious and accepted by the art world. This was the concept that FIAP stood for. 

This also partly explains the extraordinary and close relationship between FIAP and the 

Bandeirante photographers.   
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