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Lemere, Bedford

Lenses: 1. 1830s-1850s

Lenses: 2. 1860s-1880s

Lenses: 3. 1890s-1900

Leon, Moyse & Levy, Issac; Ferrier, Claude-Marie;
and Charles Soulier

Leuzinger, George
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Levitsky, Sergey Lvovich
Library of Congress
Lichtwark, Alfred

Liébert, Alphonse J.
Light-Sensitive Chemicals
Lindsay, Sir Coutts

Lindt, John William

Lion, Jules

Lippmann, Gabriel

Literary Gazette

Lithography

Livernois, Jules-Isaie and Jules-Ernest
Llewelyn, John Dillwyn
Lockey, Francis

Loecherer, Alois

Londe, Albert

London Stereoscopic Company
Loppé, Gabriel

Lorent, Jakob August

Lotze, Maurizio (Moritz)
Luckhardt, Fritz

Lumiere, Auguste and Louis
Lummis, Charles F.

Lutwidge, Robert Wilfred Skeffington
Luys, Jules-Bernard

Lyte, Farnham Maxwell

M

MacFarlane, Sir Donald Horne

Mach, Ernst

Mackey, Father Peter Paul

MacPherson, Robert

Maddox, Richard Leach

Maes, Joseph

Malacrida, Jules

Malone, Thomas Augustine

Mann, Jessie

Mansell, Thomas Lukis

Marconi, Gaudenzio

Marey, Etienne Jules

Margaritas, Phillippos

Marion and Company

Marissiaux, Gustave

Markets, Photographic

Martens, Friedrich

Martin, Josiah

Martin, Paul Augustus

Marville, Charles

Masury, Samuel

Matthies-Masuren, Fritz

Maull & Co. (Maull & Fox, Maull &
Polyblank)

Mawson & Co

Maxwell, James Clerk

Mayall, John Jabez Edwin
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Mayer & Pierson Company N
Mayland, William Nadar
Maynard, Richard and Hannah Nadar, Paul

McCosh, John
McGarrigle, John
McKellen, Samuel Dunseith
McLaughlin, Samuel Natterer, Johann and Joseph

Meade, Charles Richard and Henry W. Naturalistic Photography

Medical Photography Naya, Carlo

Méhédin, Léon Eugene Negre, Charles

Meisenbach, Georg Negretti and Zambra

Melhuish, Arthur James Nekhoroshev, N

Merlin, Henry Beaufoy Netherlands

Mestral, Auguste Nettleton, Charles

Mexico Neuhauss, Richard

Meydenbauer, Albrecht Neurdein Freres

Michetti, Francesco Paolo Nevill, Lady Caroline; Augusta, Lady Henrietta; and
Michiels, Johann Franz Frances, Lady Isabel Mary
Microphotography New South Wales Government Printer
Miethe, Adolf New Zealand and the Pacific

Migurski, Karol Josef Newhall, Beaumont and Nancy

Military Photography Newland, James William

Miot, Paul-Emile Newman, Arthur Samuel

Misonne, Leonard Neyt, Adolphe

Mission Héliographique Nicholls, Horace Walter

Moffatt, John Niépce de Saint-Victor, Claude Félix Abel
Moigno, Abbe Frangois Niépce, Joseph Nicéphore

Monpillard, Fernand Night Photography

Montfort, Benito de Noack, Alfredo

Moodie, Geraldine Normand, Alfred-Nicolas

Moon, Karl E. Norway

Mora, Jose Maria Notes and Queries

Moraites, Petros Notman, William & Sons

Moran, John Nudes

Moravia, Charles Nutting, Wallace

Morse, Samuel Finley Breese

Narciso da Silva, Joaquim Possidénio
Nasmyth, James Hall and Carpenter, James
Nastyukov, Mikchail Petrovich

Moscioni, Romualdo (0]

Motion Photography: Prechronophotography to O’Sullivan, Timothy Henry
Cinematography Oehme, Carl Gustav and F.

Moulin, Félix-Jacques-Antoine Ogawa, Kazumasa

Mountain Photography Olie, Jacob

Mounting, Matting, Passe-Partout, Framing, Oosterhuis, Pieter
Presentation Oppenheim, August F.

Mucha, Alphonse Marie Optics: Principles

Mudd, James Orientalism

Ottewill, Thomas & Co.

Ottoman Empire: Asian and Persia
Ottoman Empire: European
Overstone, Lord

Mulock, Benjamin

Multiple Printing, Combination Printing, and
Multiple Exposure

Mumler, William

Mundy, Daniel Louise Owen, Hugh
Murray, John
Murray, Richard and Heath, Vernon P

Muybridge, Eadweard James
Myers, Eveleen

XX

Pacheco, Joaquim Insley
Painters and Photography



Panoramic Photography

Panunzi, Benito

Paper and Photographic Paper

Parker, John Henry

Parkes, Alexander

Patents: Britain and Europe

Patents: United States

Paul, Robert William

Pease, Benjamin Franklin

Peck, Samuel

Pencil of Nature

Penn, Albert Thomas Watson

Penrose Pictorial Annual

Percy, John

Perier, Charles-Fortunat-Paul-Casimir

Perini, Antonio

Permanency and Impermanency

Perspective

Pert

Perutz, Otto

Petit, Pierre

Petzval, Josef Maximilian

Philadelphia Photographer

Philosophical Instruments

Philosophical Magazine

Philosophical Transactions

Philpot, John Brampton

Photo-Club de Paris

Photocrom Process

Photogalvanography

Photogenic Drawing Negative

Photoglob Zurich/Orell Fussli & Co.

Photoglyphic Engraving

Photogrammetry

Photograms of the Year (1888-1961)

Photographic and Fine Art Journal, The

Photographic Exchange Club and Photographic
Society Club, London

Photographic Jewelry

Photographic News (1858-1908)

Photographic Notes (1856-1867)

Photographic Practices

Photographic Retailing

Photographische Correspondenz

Photographische Rundschau

Photographs of the Gems of the Art Treasures
Exhibition

Photography and Reproduction

Photography as a Profession

Photography in Art Conservation

Photography of Paintings

Photography of Sculpture

Photogravure

Photohistorians

ALPHABETICAL LIST OF ENTRIES

Photolithography

Photomechanical: Minor Processes

Photomicrography

Photomontage and Collage

Piazzi Smyth, Charles

Pictorialism

Pigou, William Henry

Piot, Eugene

Pizzighelli, Giuseppe

Plateau, Joseph Antoine Ferdinand

Platinotype Co. (Willis & Clements)

Platinum Print

Plumbe Jr, John

Pliischow, Peter Weiermair Wilhelm

Poitevin, Alphonse Louis

Poland

Police Photography

Pollock, Arthur Julius, Henry Alexander Radclyffe,
and Sir Jonathan Frederick

Ponti, Carlo

Ponton, Mungo

Pornography

Porter, William Southgate

Portugal

Positives: Minor Processes

Postcard

Postmortem and Posthumous Photography

Potteau, Philippe Jacques

Pou and Camps, Juan Maria

Pouncy, John

Prestwich, William Henry

Pretsch, Paul

Prevost, Charles Henry Victor

Price, William Lake

Pringle, Andrew

Printing and Contact Printing

Printing-Out Paper

Pritchard, Henry Baden

Process Photogram

Projectors

Prout, Victor Albert

Puliti, Tito

Pulman, George

Pumphrey, William

Puyo, Emile Joachim Constant

Q
Quinet, Achille

R

Ramon y Cajal, Santiago
Raoult, Jean

Rau, William H.

Reade, Joseph Bancroft
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Reeve, Lovell Augustus
Régnault, Henri-Victor
Reid, Charles

Rejlander, Oscar Gustav
Relvas, Carlos

Retouching

Reutlinger, Charles

Rey, Guido

Reynaud, Emile
Richebourg, Pierre-Ambroise
Rigby, Lady Elizabeth Eastlake
Riis, Jacob August

Rive, Roberto

Riviere, Henri

Robert, Louis-Rémy
Robertson, James
Robinson, Henry Peach
Robinson, Ralph Winwood
Roche, Richard

Rodger, Thomas
Rodriguez, Melitén
Roentgen, Wilhelm Conrad
Roll Film

Root, Marcus Aurelius
Rosling, Alfred

Ross, Andrew & Thomas
Ross, Horatio

Rosse, Lady

Rossetti, Dante Gabriel
Rossier, Pierre

Rouch, William White
Rousseau, Louis

Royal Collection, Windsor
Royal Engineers

Royal Geographical Society
Royal Photographic Society
Royal Society, London
Rudge, John Arthur Roebuck
Ruskin, John

Russell, Andrew Joseph
Russian Empire
Rutherfurd, Lewis Morris
Ryder, James Fitzallen

S

Sabatier-Blot, Jean-Baptiste
Saché, Alfred

Saché, John Edward

Salted Paper Print
Salzmann, Auguste
Sambourne, Edward Linley
Sanderson, Frederick H.
Sarony, Napoleon and Olivier Francois Xavier
Saunders, William Thomas
Sauvaire, Henri
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Savage, Charles Roscoe

Saville-Kent, William

Sawyer, John Robert and Charles

Sawyer, Lydell

Saxton, Joseph

Sayce, B. J.

Schaefer, Adolph

Scheele, Carl Wilhelm

Schlagintweit, Hermann, Adolph, and
Robert

Schnauss, Julius Karl

Schneider, Trutpert, Heinrich, and Wilhelm

Schott, Friedrich Otto

Schrank, Ludwig

Schultze, Johann Heinrich

Science

Scientific Photography

Scovill & Adams

Scowen, Charles

Sears, Sarah Choate

Sebah, Johannes Pascal and Joaillier, Policarpe

Sedgfield, William Russell

Self-Portraiture

Sella, Vittorio

Sensitometry and Densitometry

Sevastyanov, Petr Ivanovitch

Shadbolt, George

Sherlock, William

Shew, William

Shimooka Renjg

Sidebotham, Joseph

Silvester, Alfred

Silvy, Camille-Léon-Louis

Simpson, George Wharton

Sipprell, Clara

Skaife, Thomas

Skeen, William Louis Henry

Sky and Cloud Photography

Slingsby, Robert

Smee, Alfred

Smillie, Thomas

Smith, Beck & Beck

Smith, John Shaw

Smith, Samuel

Smithsonian Institution

Snapshot Photography

Snelling, Henry Hunt

Société Francaise de Photographie

Société Héliographique

Societies, Groups, Institutions, and Exhibitions in
Asia

Societies, Groups, Institutions, and Exhibitions in
Australasia

Societies, Groups, Institutions, and Exhibitions in
Austria



Societies, Groups, Institutions, and Exhibitions in
Belgium

Societies, Groups, Institutions, and Exhibitions in
Canada

Societies, Groups, Institutions, and Exhibitions in
France

Societies, Groups, Institutions, and Exhibitions in
Germany

Societies, Groups, Institutions, and Exhibitions in
Italy

Societies, Groups, Institutions, and Exhibitions in
Russia

Societies, Groups, Institutions, and Exhibitions in the
Netherlands

Societies, Groups, Institutions, and Exhibitions in the
United Kingdom

Societies, Groups, Institutions, and Exhibitions in the
United States

Sommer, Giorgio

South Kensington Museums

South-East Asia: Malaya, Singapore, and Philippines

South-East Asia: Thailand, Burma, and Indochina

Southworth, Albert Sands and Hawes, Josiah Johnson

Spain

Sparling, Marcus

Spencer, Walter Baldwin

Spiller, John

Spirit, Ghost, and Psychic Photography

Squier, Ephraim George

Stahl, August

Stanhopes

Steichen, Edward J.

Steinheil, Rudolph

Stelzner, Carl Ferdinand

Stereographic Societies

Stereoscopy

Stewart, John

Stieglitz, Alfred

Still Lifes

Stillman, William James

Stirn, Rudolph and Carl

Stoddard, Seneca Ray

Stone, Sir John Benjamin

Story-Maskelyne, M.H. Nevil

Stuart Wortley, Henry Archibald

Studio Design and Construction

Sturmey, Henry

Sun Artists Journal

Survey Photography

Sutcliffe, Frank Meadow

Sutton, Thomas

Suzuki Shinichi Studios

Swan, Sir Joseph Wilson

Sweden

Switzerland
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Szathmari, Carol Popp de

T

Taber, Isaiah West
Tableaux

Taft, Robert

Talbot, William Henry Fox
Taunt, Henry William
Taupenot, Jean Marie
Taylor, A. & G.

Taylor, John Traill

Tenison, Edward King
Terris, Adolphe

Teynard, Félix

Thomas, John

Thompson, Charles Thurston
Thoms, William John
Thomson, John

Thornton, John Edward
Tilbrook, Henry Hammond
Tintype (Ferrotype, Melainotype)
Tissandier, Gaston

Toning

Topley, William James
Topographical Photography
Tourist Photography
Tournachon, Adrien
Towler, John

Townsend, Chauncy Hare
Travel Photography
Trémaux, Pierre

Tripe, Linnaeus

Tuminello, Ludovico
Turner, Benjamin Brecknell
Turner, Samuel N.

Tytler, Harriet and Robert C.

U

Uchida Kuichi

Ueno Hikoma

Ukai Gyokusen

Underwater Photography
Underwood, Bert and Elmer
Union Cases

Unions, Photographic
United States

Urie, John

\%

Vacquerie, Auguste
Valenta, Eduard

Valentine, George D.
Valentine, James and Sons
Vallou de Villeneuve, Julien
van Kinsbergen, Isidore
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van Monckhoven, Désiré Charles Emanuel
Vance, Robert

Varin Freres

Vedani, Camillo

Veress, Ferenc

Vernacular Photography

Victoria, Queen and Albert, Prince Consort
Vidal, Léon

Vienna International Exhibition and Vienna Trifolium

(1892)
Viewing Devices
Vigier, Vicomte Joseph
Vignes, Louis
Vignoles, Charles Black
Villalba, Ricardo
Vogel, Hermann Wilhelm
von Ettingshausen, Andreas Ritter
von Gloeden, Baron Wilhelm
von Herford, Wilhelm
von Humboldt, Alexander
von Kobell, Franz
von Lenbach, Franz
von Steinheil, Carl August and Hugo Adolf
von Stillfried-Ratenitz, Baron Raimund
von Voigtldnder, Baron Peter Wilhelm Friedrich
Vuillard, Edouard

w

Walker, Samuel Leon
‘Walker, William Hall
Wall, Alfred Henry

Wall, Edward John
Walter, Charles

War Photography

Ward, Catherine Weed Barnes
Ward, Henry Snowden
Warnerke, Leon
Washington, Augustus
Waterhouse, James
Watkins, Alfred

Watkins, Carleton Eugene
‘Watkins, Herbert

Watson, William & Sons
Wattles, James M
Watzek, Hans

Waxed Paper Negative Processes
Wedgwood, Thomas
Weed, Charles Leander
Wegener, Otto
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Wehnert-Beckmann, Bertha
Welford, Walter D.

Wellington, James Booker Blakemore
Werge, John

Wet Collodion Negative

Wet Collodion Positive Processes
Wey, Francis

Whatman, James & Co.
Wheatstone, Charles
Wheelhouse, Claudius Galen
Whipple, John Adams

White, Clarence Hudson

White, Henry

White, John Claude

‘White, John Forbes

White, Margaret Matilda
Willeme, Frangois

Williams, Thomas Richard
Willis, William

Wilson, Edward Livingston
Wilson, George Washington
Winter, Charles David

Wittick, George Benjamin
Wolcott, Alexander Simon and Johnson, John
Wollaston, William Hyde

Women Photographers

Wood, John Muir

Woodbury, Walter Bentley
Woodburytype, Woodburygravure
Worthington, Arthur M.

Wothly, Jacob

Wratten, Frederick Charles Luther
Wynfield, David Wilkie

X
X-Ray Photography

Y

Yearbook of Photography
Yokoyama Matsusaburo
York, Frederick

Young, Thomas

V/

Zangaki Brothers
Zeiss, Carl
Ziegler, Jules
Zille, Heinrich
Zola, Emile



Thematic List of Entries

Companies

Agfa

Alinari, Fratelli

Autotype Fine Art Company

Bassano, Alexander

Bausch & Lomb

Bonfils, Felix, Marie-Lydie Cabanis, and Adrien

Britannia Works Co. (Ilford Ltd)

Brogi, Giacomo, Carlo and Alfredo

Bruckmann Verlag, Friedrich

Caldesi, Leonida & Montecchi

Chevalier, Vincent & Charles Louis

D’ Alessandri, Fratelli

Dallmeyer, John Henry & Thomas Ross

Downey, William Ernest, Daniel, & William Edward

Elliott, Joseph John & Fry, Clarence Edmund

Frith & Co

Goerz, Carl Paul

Goupil & Cie

Hering, Henry & Co.

Hills, Robert and John Henry Saunders

Kodak

Lafayette (James Stack Lauder)

Lambert & Co., G.R.

Lemercier, Lerebours and Bareswill

Leon, Moyse & Levy, Issac; Ferrier, Claude-Marie;
and Charles Soulier

London Stereoscopic Company

Marion and Company

Maull & Co. (Maull & Fox, Maull & Polyblank)

Mawson & Co

Mayer & Pierson

Murray, Richard and Heath, Vernon

Negretti and Zambra

Neurdein Freres

Notman, William & Sons

Ottewill, Thomas & Co.

Photoglob Zurich/Orell Fussli & Co.
Platinotype Co. (Willis & Clements)
Ross, Andrew & Thomas

Rouch, William White

Scovill & Adams

Smith, Beck & Beck

Taylor, A. & G.

Underwood, Bert and Elmer
Watson, William & Sons

Whatman, James & Co.

Zangaki Brothers

Formats

Cabinet Cards

Card Formats: Minor Formats

Cartes-de-Visite

Cased Objects

Lantern Slides

Mounting, Matting, Passe-Partout, Framing,
Presentation

Photographic Jewelry

Postcard

National and Regional Surveys
Africa

Africa, North

Arctic and Antarctic

Argentina

Australia

Belgium

Brazil

Canada

Central America and the Caribbean
Ceylon

Chile

China

Cuba

XXV
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Denmark

Egypt and Palestine

Finland

France

Germany

Great Britain

Greece

Hawaii

Hungary

Iceland

Indonesia

Ireland

Italy

Japan

Korea

Mexico

Netherlands

New Zealand and the Pacific
Norway

Ottoman Empire, Asian; and Persia
Ottoman Empire, European
Pert

Poland

Portugal

Russian Empire

South-East Asia: Malaya, Singapore, Philippines
South-East Asia: Thailand, Burma, and Indochina
Spain

Sweden

Switzerland

United States

Photographers, Inventors, Patrons, and Critics
Abbe, Ernst Karl

Abdullah Freres, Vhichen, Kevork, and Hovsep
Abney, William de Wiveleslie

Ackland, William

Acres, Birt

Adam-Salomon, Antoine-Samuel

Adamson, John

Agnew, Thomas and Sons

Aguado de las Marismas, Comte Olympe-Clemente-

Alexandre-Auguste and Vicomte Onesipe-
Gonsalve

Ahrendts, Leopold

Alexandra, Queen

Allen, Frances Stebbins and Mary Electa

Alma-Tadema, Sir Lawrence

Alophe, Menut A.

Altobelli, Gioacchino and Molins, Pompeo

Amici, Giovanni Battista

Anderson, James

Andrieu, Jules

Angerer, Ludwig and Viktor

Annan, James Craig
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Annan, Thomas

Anschiitz, Ottomar

Anthony, Edward and Henry Tiebout

Appert, Eugene

Archer, Frederick Scott

Arnold, Charles Dudley

Arnoux, Hippolyte

Artaria, Ferdinando

Asser, Eduard Isaac

Atget, Jean-Eugéne-Auguste

Atkins, Anna

Aubert, Frangois

Babbitt, Platt D.

Bacot, Edmond

Baker, EW.

Baldi, Gregor and Wiirthle, Karl Friedrich

Baldus, Edouard

Ball, James Presley

Bambridge, William

Barkanov, V.

Barker, Alfred Charles

Barker, George

Barnard, Edward Emerson

Barnard, George N.

Barnardo, Thomas John

Barnett, Henry Walter

Bartholdi, Frédéric-Auguste

Baudelaire, Charles

Bauer, Francis

Bayard, Hippolyte

Bayliss, Charles

Beals, Jessie Tarbox

Beard, Richard

Beato, Antonio

Beato, Felice

Béchard, Henri and Emile, and Délié, Hipployte

Becquerel, Edmond Alexandre

Bede, Cuthbert

Bedford, Francis

Beere, Daniel Manders

Behles, Edmondo

Belitski, Ludwig and von Minutoli, Baron
Alexander

Bell, William

Bell, William Abraham

Bell, William H.

Belloc, Auguste

Bemis, Samuel

Benecke, Ernst

Bennett, Henry Hamilton

Bentley, Wilson

Berggren, Guillaume (Wilhelm)

Bernoud, Alphonse

Bertall, Charles Albert, vicomte d” Arnoux

Bertillon, Alphonse



Bertsch, Auguste-Adolphe
Bey, Mohamed Sadic
Beyer, Karol

Biewend, Hermann Carl Eduard
Biggs, Colonel Thomas
Bingham, Robert J.

Biot, Jean-Baptiste

Biow, Hermann

Bird, Lajos

Bisson, Louis-Auguste and Auguste-Rosalie
Black, James Wallace
Blackmore, William

Blair, Thomas Henry
Blanchard, Valentine
Blanquart-Evrard, Louis-Désiré
Bock, Thomas and Alfred
Bogardus, Abraham

Bolas, Thomas

Boldyreyv, Ivan

Bonaparte, Roland, Prince
Bonnard, Pierre

Bool, Alfred and John
Bottger, Georg

Bourdin, Jules (Dubroni)
Bourne, John Cooke
Boyer, Alden Scott

Brady, Mathew B.

Bragge, James

Brandel, Konrad
Brandseph, Friedrich
Brandt, Christian Friedrich
Braquehais, Bruno
Brassey, Lady

Braun, Adolphe

Bresolin, Domenico
Breuning, Wilhelm
Brewster, Henry Craigie
Brewster, Sir David
Bridges, George Wilson
Brigman, Anne W.
Brothers, Alfred

Brown Jr, Eliphalet
Brownell, Frank

Buchar, Michael

Buckle, Samuel

Bull, Lucien George
Bunsen, Robert Wilhelm
Burger, Wilhelm Joseph
Burke, John

Burnett, Charles John
Burton, Alfred and Walter
Burton, William Kinninmond
Busch, Friedrich Emil
Byerly, Jacob

Cadett and Neall Dry Plate Ltd
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Caffin, Charles H.

Caire, Nicolas

Cameron, Henry Herschel Hay

Cameron, Julia Margaret

Cammas, Henri

Caneva, Giacomo

Capel-Cure, Alfred

Carabin, Francois Rupert

Carbutt, John

Carjat, Etienne

Carrik, William

Casiano, Alguacil Blazquez

Casler, Herman

Charcot, Jean-Martin

Charnay, Claude-Joseph-Désiré

Chauffourier, Gustavo Eugenio

Chevreul, Michel-Eugene

Child, Thomas

Chit, Francis

Choiselat, Marie-Charles-Isidore and Ratel, Frederick
Patrice Clement Stanislas

Chute and Brooks

Cifka, Wenceslau

Civiale, Aimé

Claine, Guillaume

Claudet, Antoine-Frangois-Jean

Claudet, Frances George

Clifford, Charles

Coburn, Alvin Langdon

Cole, Sir Henry

Collard, Hippolyte-Auguste

Collen, Henry

Collie, William

Colls, Lebbeus

Colnaghi, Paul and Dominic

Constable, William

Constant, Eugene

Constantinou, Dimitrios

Cornelius, Robert

Corot, Jean-Baptiste Camille

Cosmes de Cossio, Antonio

Courbet, Gustave

Coutinho Brothers

Cox, James

Craddock and Co., James

Craven, William

Crémiere, Léon

Crombie, John Nichols

Crookes, Sir William

Cros, Charles Emile Hortensius

Cruces, Antioco and Luis Campa

Cruikshank, John William

Cuccioni, Tommaso

Cundall, Joseph

Cundell, George Smith and Brothers
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Currey, Francis Edmond

Curtis, Edward Sheriff

Cutting, James Ambrose
Cuvelier, Eugene and Adalbert C.
Daguerre, Louis-Jacques-Mandé
Daintree, Richard

Dallemagne, Adolphe Jean Frangois Marin
Dally, Frederick

Dammann, Carl and Frederick
Dancer, John Benjamin

Dandoy, Armand

Darlot, Alphonse

Darwin, Charles Robert
Dauthendey, Karl

Davanne, Louis-Alphonse
Davidson, Thomas

Davison, George

Davy, Sir Humphry

Day, Fred Holland

de Azevedo, Militao Augusto

de Banville, Vicomte Aymard

de Beaucorps, Gustave

de Brébisson, Louis-Alphonse

de Clercq, Louis

de La Rue, Warren

de Meyer, Baron Adolph

de Prangey, Joseph-Philibert Girault
Deane, James

Degas, Edgar

Delaborde, Henri

Delacroix, Ferdinand Victor Eugene
Delagrange, Baron Alexis
Delamotte, Philip Henry
Delaroche, Paul

Delessert, Benjamin and Edouard
Demachy, (Léon) Robert
Demeny, Georges

Denier, Henry ( Andrej Ivanovitch)
Devéria, Achille and Theodule
Deville, Edouard

Diamond, Hugh Welch

Dickson, William Kennedy-Laurie
Dillwyn, Mary

Disdéri, André-Adolphe-Eugene
Disdéri, Genevieve-Elisabeth
Divald, Karoly

Dixon, Henry and Thomas J.
Dmitriev, Maxim Petrovich
Dodgson, Charles Lutwidge
Donisthorpe, Wordsworth
Donné, Alfred

Draper, John William

Du Camp, Maxime

Dubois de Nehaut, Chevalier Louis-Pierre-Theophile

Duboscq, Louis Jules
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Duchenne, Guillaume-Benjamin-Amant
Ducos du Hauron, André Louis
Diihrkoop, Rudolf and Minya
Dumas, Tancrede

Dunlop, Sir James Francis
Dunmore, John L. and Critcherson, George
Durandelle, Louis-Emile
Durieu, Jean-Louis-Marie-Eugéne
Duryea, Townsend and Sandford
Dutilleux, Constant

Eakins, Thomas

Eastlake, Sir Charles Lock
Eastman, George

Eaton, Thomas Damont

Eder, Joseph Maria

Edison, Thomas Alva

Edler, Anton

Edwards, J.D.

Egerton, Philp H.

Eickemeyer Jr, Rudolf

Ellis, Alexander James

Ellis, William

Emerson, Peter Henry

Emperor Pedro 11

England, William

Enslen, Johann Carl

Epstean, Edward

Ermakov, Dmitri

Eugene, Frank

Evans, Frederick H.

Eynard, Jean-Gabriel
Fallowfield, Jonathan

Famin, Constant Alexandre
Faraday, Michael

Fardon, George Robinson
Farmer, Howard

Fenton, Roger

Fiebig, Frederick

Fierlants, Edmond

Fisher, George Thomas

Fiske, George

Fitzgerald, Lord Otto Augustus
Fizeau, Louis Armand Hippolyte
Flachéron, Count Frédéric A.
Florence, Antoine Hercules Romuald
Floyd, William Pryor

Fly, Camillus Sidney

Foelsche, Paul Hinrich Matthais
Fontayne, Charles H.

Forbes, James David

Forrester, Baron Joseph James de
Foster, Peter le Neve

Foucault, Jean Bernard Léon
Fowke, Francis

Fox, Edward



Franck (Francois-Marie-Louis-Alexandre Gobinet de
Villecholles)

Fréchon, Emile

Fredericks, Charles De Forest

Freeman, Orrin

Frénet, Jean Baptiste

Fresnel, Augustin

Fresson and Family, Théodore-Henri

Friese-Greene, William

Frith, Francis

Frizshe, Julius Fedorovich

Frond, Victor

Fry, Peter Wickens

Fry, Samuel

Fry, William Ellerton
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Schneider, Trutpert, Wilhelm, and Heinrich

XXX11

Schott, Friedrich Otto
Schrank, Ludwig

Schultze, Johann Heinrich
Scowen, Charles

Sears, Sarah Choate

Sebah, Johannes Pascal and Joaillier
Sedgfield, William Russell
Sella, Vittorio

Sevastyanov, Petr Ivanovitch
Shadbolt, George

Sherlock, William

Shew, William

Shimooka Renjg
Sidebotham, Joseph
Silvester, Alfred

Silvy, Camille-Léon-Louis
Simpson, George Wharton
Sipprell, Clara

Skaife, Thomas

Skeen, William Louis Henry
Slingsby, Robert

Smee, Alfred

Smillie, Thomas

Smith, John Shaw

Smith, Samuel

Snelling, Henry Hunt
Sommer, Giorgio
Southworth, Albert Sands and Hawes, Josiah Johnson
Sparling, Marcus

Spencer, Walter Baldwin
Spiller, John

Squier, Ephraim George
Stahl, August

Steichen, Edward J.
Steinheil, Rudolph

Stelzner, Carl Ferdinand
Stewart, John

Stieglitz, Alfred

Stillman, William James
Stirn, Rudolph and Carl
Stoddard, Seneca Ray
Stone, Sir John Benjamin
Story-Maskelyne, M.H. Nevil
Stuart Wortley, Henry Archibald
Sturmey, Henry

Sutcliffe, Frank Meadow
Sutton, Thomas
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Thomas, John

Thompson, Charles Thurston
Thoms, William John

Thomson, John

Thornton, John Edward
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von Gloeden, Baron Wilhelm

von Herford, Wilhelm

von Humboldt, Alexander

von Kobell, Franz

von Lenbach, Franz

von Steinheil, Carl August and Hugo Adolf
von Stillfried-Ratenitz, Baron Raimund
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‘Watkins, Herbert
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Watzek, Hans
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Emulsions

Exposure

Fixing, Processing, and Washing
Latent Image

Light-Sensitive Chemicals
Paper and Photographic Paper
Photocrom Process

Stanhopes

Toning
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Introduction

The Encyclopedia of Nineteenth-Century Photography
is a unique publication, one that is an essential reference
work for anyone interested in the medium of photogra-
phy. This text is the result of diligent primary research
by many of the world’s leading researchers and writers
on the subject. Their scholarship has revealed many long
established ‘facts’ to be fictions, established the role of
many hitherto unrecorded figures, measured the achieve-
ments of many of the leading practitioners against con-
temporary critical appraisal of their work, and placed the
history of photography’s first century within a social and
economic context. What these researches have produced
is a reference work of significant scholarship that in ad-
dition to standing as a critical work of reference, offers
many highly perceptive essays that significantly develop
current critical debate on the role, the nature, and the
merits of nineteenth century photography.

We have devoted considerable space to key figures
like Daguerre, Talbot, Fenton, Herschel, Brady and
others to place their achievements in context. Similarly,
major inventors, manufacturers, organisations, and sup-
porters of the medium have been examined in extended
essays. In its totality the encyclopedia contains1197
entries: 610 major entries of 1000 to 5000 words, and
an additional 587 shorter entries on minor and emerg-
ing figures; together these provide readers an expansive
history of nineteenth century photography. This text
ranges from shorter 200 word entries that provide snap-
shots of photographic figures and other key elements of
nineteenth century photography to large, 5,000 word
entries that provide detailed, analytical scholarship for
our readers.

The encyclopedia offers a number of access points
to information. Photography’s history can be explored
by date, by named image-maker, by area, or by process
to name but four, with each of these themes offering a
fresh perspective on the history of the medium.

How to Use This Book

The Encyclopedia of Nineteenth-Century Photography
contains both alphabetical and thematic tables of
contents for easy reference. These sections allow re-
searchers to quickly and easily locate topics of interest
or a group of similar entries under a specific theme. See
Alsos at the end of many entries provide cross-refer-
ences to guide the reader to associated entries. Read-
ers also have the pleasure of viewing the 197 images
placed throughout this work to aid their understanding
of nineteenth-century photography. Included as well
with every major entry is a Further Reading section
in which authors have listed referenced texts or other
works giving additional content on that topic. A thor-
ough, analytical index increases the ease of navigating
these two volumes.

National and Regional Surveys allow readers geo-
graphically oriented access, enabling them to learn about
location-specific issues—from the overly humid condi-
tions of South Asia to the arid environment of Egypt.
These sections provide a fresh framework by which
to read, separating true history from the conventional
western-oriented understanding of history that has domi-
nated photographic historiography for a century.

Societies, Groups, Institutions, and Exhibitions of-
fer a unique view of the popularisation of photography
and its encouragement by local and national groups and
organisations, and show how exhibitions were used to
draw together photographers from other countries. In
these entries short- and long-term interest groups and
exhibitions are discussed from conception to either
their conclusion or present day. These discussions
often include the photographers and patrons who were
critically involved in the success of these groups and of
photography in the nineteenth century. Readers will see
a global interconnectedness emerge from these entries
as the histories of these groups are revealed.
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INTRODUCTION

Publications looks at both illustration- and word-
based texts. Word-based publications often focus
primarily on the art and science of photography itself.
Necessary to a comprehensive understanding of the
appeal of photography in the nineteenth century is
that illustration-based publications provided not just
images of foreign lands to people who could not af-
ford to travel, but they created images for discussion,
research, and further review as well. The emergence of
the photographic press served not only as a means of
disseminating information for the practical application
of photography but also for its chemistry, techniques,
processes, and equipment. The photographic press also
functioned as a platform for the publication of criticism
and debate. Through these increasingly widely-read
journals, problems concerning the manipulation of
early processes were often resolved through readers’
letter pages.

Photographers, Inventors, Patrons, and Critics,
the most conventional of the texts’ themes, offer the
reader extended biographies of leading names in the
development of the art and science of photography. The
figures located under this section have often contributed
critically to the success and proliferation of photography
internationally; however, this section includes minor
figures as well whose involvement were nonetheless
important in the development of photography.

Although there is both an alpha and thematic table
of contents, the entries are sequenced alphabetically,
ensuring that the information contained in these volumes
can be accessed easily by the reader. This encyclopedia
offers a total overview of the history of photography’s
first century. Many of the earliest encyclopedias served
as compilations of photographic history and practice for
the benefit of the working photographer in pre-Great
War Britain and America, however this encyclopedia
is a comprehensive reference work on photography’s
first century for the benefit of a growing body of not
just photographic historians, academics, professionals,
and enthusiasts worldwide but students as well. Primary
amongst our requisites for this encyclopedia was that
it be the reference work we would want students and
upcoming scholars to use in researching photographic
history.

A century ago photographic history was the pursuit
just a few. Very few eminent photographers of the day
were interested in the work of their antecedents, a no-
table example being Alvin Langdon Coburn, , who was
fascinated by the work of early Scottish photographers
David Octavius Hill and Robert Adamson, and the
Scottish amateur Dr Thomas Keith. Today however a
much wider body of people—including photographic
historians, nonspecialists, and students—seek to develop
a deeper understanding of photography’s history to
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place it within the wider context that this encyclopedia
provides.

Readers can also explore the history of the com-
panies, devices and techniques that were invented,
developed, and marketed by individuals and compa-
nies such as Bausch & Lomb, R & J Beck, Jonathan
Fallowfield, Kodak, J Lancaster, Marion & Co, Ross,
Voigtlander, and Alfred Watkins all of which are dis-
cussed in detail in the entries that follow. The breadth
of this encyclopedia’s list of entries reaches not just the
science or art of photography, but also the practicality
of it. For instance, between the announcement of the
daguerreotype and the end of the nineteenth century, the
weight of a camera had been reduced from more than
one hundred pounds to just a few pounds, and the total
equipment a photographer needed to carry on location
had been reduced from enough to fill a small carriage
to less than would fill a small knapsack. These entries
narrate the progression and evolution of photography
for the historian, constructing a dynamic, fundamental
understanding of photography starting from kitchen-sink
chemistry where each photographer was exclusively
responsible for the manufacture of his or her sensitive
materials, to the beginning of mass manufacturing to-
wards the end of the century. These discussions highlight
the emergence of companies like Kodak and Agfa, which
were already firmly established in the industry as the
nineteenth century drew to a close and which would
later dominate the twentieth century.

It has often been said that at the time of the introduc-
tion of the first viable photographic processes, photog-
raphy was a solution in search of a problem. Although
the inventors of the medium were confident in their
predictions of the huge potential of photography, none
could have foreseen the range of applications, and the
innumerable approaches and styles that would emerge
before the end of the nineteenth century. Nor could any-
one have foreseen the number of processes that would
be introduced, or predict the success of some and the
failure of others. Those applications, approaches, styles,
and processes, minor as well as major, are explored
and discussed within the pages that follow, as are their
photographic inventors, supporters, and exponents.
This comprehensive text provides researchers with this
material in an easy-to-navigate, meticulously organized
reference work.

This Encyclopedia of Nineteenth-Century Photog-
raphy encompasses the enormous range and depth of
nineteenth century photography, both art and science.
There are many entries on major and minor figures
whose achievements have previously been under-re-
ported, providing readers with a much fuller history than
was available hitherto. This is the first comprehensive
reference work to introduce and celebrate these obscure,



misremembered photographers, and clarify enduring
confusion over names. For example there were three
photographers operating under the name William Bell,
all of whom were in the forefront of nineteenth century
American photography. Our contributors have clearly
identified all three and separated their achievements.
Similar diligence has been applied all the entries to en-
sure the histories included herein are thoughtful, useful,
and clear, and that they establish an accurate nineteenth
century photographic history.

Photography’s first century is one of invention and
innovation, intense debate and the development of an in-
creasingly sophisticated visual language. The academic
study of photographic history is a surprisingly young
subject, despite the fact that over a century and a half has
passed since its first published history. It is one of photo-
graphic history’s failings that some of the misinterpreta-
tions that are bound to be present in any early attempt
to document a history have remained unchallenged for
so long. That many such misunderstandings have been
replicated from one book to another, and are now re-
peated on countless websites, underlines the importance
of a publication as exhaustive as the Encyclopedia of
Nineteenth-Century Photography. This text contains
explorations and discussions by leading theorists, his-
torians, and critics of the innovations, and the debates
and implications of photography in the nineteenth cen-
tury. These contributors have painstakingly researched
these topics to simplify and delineate these issues for
our readers. The commissioning of leading experts to
research and compile this encyclopedia, with many of
them offering fresh and often challenging readings of
the subject, has made this text essential reading.

As mentioned earlier, one of the strengths of this en-
cyclopedia is the inclusion of many figures whose con-
tribution to the development of the medium have been
unacknowledged, but yet another is the commitment of
the writers to return to primary source material and re-
view many of the assumptions and misconceptions in the
history of the subject. Because of this return to primary
material several of the ‘facts’ published in many past
works have been revealed as misunderstandings based
on only partial information. An example is the discovery
of hand-written patents in the Scottish and Irish Patents
Offices, negating the widely published assertion that
Richard Beard did not patent the daguerreotype in either
country, which scholars have often cited as an explana-
tion for why there were in the 1840s more daguerreotyp-
ists in Scotland than in England. That he patented the
process throughout Great Britain, but apparently did not
enforce his patent rights except in England and Wales,
opened up new understanding and interpretation of his
career included in his entry in this text.

Furthermore, the encylopedia’s scope encompasses
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more than just American, Great Britain, and France
to include countries not often thoroughly discussed
in photo-historical texts. The history of photography
contained in this encyclopedia is the product of a photo-
instead of Anglo- or Euro-centric approach, and one that
encompasses extended accounts of the emergence of
photography in many areas of the world including Rus-
sia, China, Japan, Central and South America, Africa,
and the Ottoman Empire and also offers biographies of
leading figures in each of these areas. These countries
and regions have been covered in depth to establish a
history of photography’s expansive influence upon, and
importance in, cultures throughout the world. Research-
ers using this text will read entries by authorities based in
the countries about which they are writing, introducing
them to many photographers whose work will now be
recognized to be as important as some of the image-
makers whose place in the pantheon of photographic
history is already established.

Although photography existed in its own right world-
wide, photography’s inventors were predominantly from
France, Britain, and America, and as such, these nations
were primarily responsible for the dissemination of
the medium. British and French travellers and military
personnel played a pivotal role in taking photography
to Asia, Africa, and the Antipodes, with American
photographers taking the medium to South America
and the Pacific.

These travellers introduced photography to the first
generation of indigenous practitioners in each country,
many of whose achievements are published within this
text for the first time. As local photographers matured
in their understanding of the medium, and developed
their own locally relevant aesthetic—often drawn from
national trends and styles in painting the exhibitions they
organised, and the societies and groups they established,
developed their own national momentum. Essays map-
ping the emergence of these exhibitions, institutions,
and organisations are crucial in establishing the con-
texts within which the first and second generations of
photographers operated.

The diversity of perspectives provided for readers
includes the exploration of the role played by major
and minor figures in the emergence of historical and
critical writing on photography, from Henry Snelling to
Helmut Gernsheim. Documented as well are accounts
of pioneering advocates of the medium who understood
the importance of the photograph as historical artefact.
Key amongst those advocates are the early collectors,
whose understanding of the importance of collecting
visual material then ensured that the available evidence
of photography’s history would be as rich as it is today.
Thus readers will find entries for those who established
the collection at the South Kensington Museum, now
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the Victoria & Albert Museum—and those who initiated
the collecting of photographs at the Library of Congress
and elsewhere.

Our enduring impressions of the nineteenth century
including the Crimean War, the American Civil War, and
other mid-century conflicts are informed by the images
offered by surviving photographs. These images were
often constrained by the limitations of available process-
es and technology, by the photographers’ interpretation
of contemporary sensibilities and by the photographers’
recognition that sales of the resulting images had to
conform to the tastes of the purchaser. When with an
understanding of their time, however, these images serve
as valid historical documentation from which anyone
reading this text can gain not only a more intimate
knowledge of these events, but also of how responsive
photography was in certain circumstances.

Just as influential in dictating the nature and content
of photographs of news and current affairs were the
constraints placed on mid-nineteenth century photog-
raphers by the nature of the processes they were using.
The inability of the medium to capture action resulted
in an abundance of staged portraits. Thus, in offering a
real understanding of the images produced during the
nineteenth century, we have sought in compiling The
Encyclopedia of Nineteenth-Century Photography to
present factual material within its contemporary nine-
teenth century context. Reading mid-Victorian images
with a twenty-first century mindset is to misunderstand
much of what is to be seen.

The publication of both the Encyclopedia of Nine-
teenth-Century Photography and the companion
three-volume Encyclopedia of Twentieth-Century
Photography, document the magnitude of nineteenth
century photographers’ vision, and the extent to which
their early predictions for photography have been
achieved and surpassed. These two texts present in a
set of reference books what will become the standard
sources of students for years to come. These volumes
will also by their breadth and content undoubtedly drive
further photo-historical research in many of those areas
of study.

x1

Acknowledgments

In bringing this project to completion, I am indebted to
the vision of the original editor, Pamela Roberts, and to
the Advisory Board made up of leading academics and
curators worldwide, who established the basic principles
of the project and drew up the original list of entries. I
have deviated only slightly from their list, adding a few
emerging figures as the project progressed. To realise
their vision required the scholarship of the many leading
authorities on nineteenth century photography who have
written the entries, and the many collections from which
the illustrations have generously been made available.

The contributions of many people have been equally
crucial in completing this project and we owe them
each, individually, a debt of gratitude for their perse-
verance. To name but a few, I am especially indebted
to Ron Callender, Alistair Crawford, Malcolm Daniel,
Anthony Hamber, Michael Hallett, Colin Harding, Kath-
leen Stewart Howe, Gael Newton, Michael Pritchard,
Pam Roberts, Larry Schaaf, Graham Smith, and Mike
Ware for their knowledge and their advice, and for
their generosity with their time in helping me unravel
some of the complexities of identification, and helping
me to find authoritative writers for many of the more
challenging entries that have significantly expanded the
boundaries of published knowledge. That we have found
accomplished researchers adds to the integrity of the
project. Special thanks to Mark Georgiev, Acquisitions
Editor, and also to Beth Renner, Development Editor at
Routledge, who has had the unenviable task of keeping
track of all the assignments, cajoling writers who missed
their deadlines, liaising with me every step along the
way, and helping us get back on track needed.

Despite its trials, this has been one of the most re-
warding projects with which I have been involved. Dur-
ing it, [ have had the pleasure of meeting and discussing
photographic history with countless remarkable people.
The highs have been very high, but the lows would have
been a lot lower without the support and encouragement
of my wife, Kath.

JoHN HANNAVY



ABBE, ERNST (1840-1905)

German-born Ernst Abbe was one of the pioneers in op-
tical physics. In 1866, while a Professor at the University
of Jena, he met Carl Zeiss, later becoming Director of
Research at the Zeiss Optical Works in Jena.

Abbe and Zeiss later became partners (1875), and
were responsible for the development of many innova-
tive optical systems for the microscope, and for develop-
ments in optical design which were far-reaching—none
more so than the development, with Otto Schott, of the
world’s first apochromatic lenses (1886), the first to
eliminate chromatic aberration.

Abbe’s command of optical theory was a significant
factor in the establishment of the worldwide reputation
of Zeiss optics, as all his lens designs were based on
precise, and theoretically sound calculations. Together
with Otto Schott, who he met in 1881, Abbe played a
significant role in the evolution of new formulations for
the manufacture of optical-quality glass.

One of Abbe’s many significant contributions to the
understanding of how lenses worked was his system
of ‘Abbe numbers’ which gave a numeric value to
the extent to which glass disperses light of different
wavelengths. These figures varied from around 25 for
flint glass, to over 60 for crown glass—the lower the
number, the greater the loss of quality due to refractive
dispersion.

JoHN HANNAVY

ABDULLAH FRERES
Vhichen (1820-1902), Kevork (1839-1918).
and Hovsep (1830-1908)

Vichen Abdullah was an Ottoman Armenian who began
his photographic career touching up photographs at the
studio opened by Rabach in Istanbul in 1856. When his
brother Kevork returned from studying at the Murad-

Raphaelyan School in Venice in 1858, together with a
third brother, Hovsep, they took over Rabach’s studio,
which became known as Abdullah Fréres.

The brothers became official royal photographers
after taking a portrait of Sultan Abdiilaziz (1830-1876)
in 1863.

They took portrait photographs of Edward, Prince
of Wales, who visited Istanbul in 1869, and Empress
Eugénie (1826-1920) of France.

The Abdullah brothers were masters at both studio
and outdoor photography.

When the Ottomans were defeated in the Ottoman-
Russian War of 1877-1878, the Russian army made its
headquarters at San Stefano near Istanbul on 26 Febru-
ary 1878. Grand Duke Nicholas (1831-1891) commis-
sioned Kevork Abdullah to take a group photograph
of 107 people. Angered by this, Sultan Abdiilhamid II
prohibited the brothers from using the royal monogram
and keeping the portraits of the sultan they had taken.

In 1866, at the invitation of the Khedive of Egypt,
Tevfik Pasha, Kevork, and Hovsep opened a branch
studio in Cairo.

In 1890 Sultan Abdiilhamid II restored the right of
the Abdullah brothers to use the royal monogram, and
the studio flourished once again.

In 1895 the brothers closed down the Cairo studio,
and at the end of 1900 they sold the Istanbul studio to
Sébah and Joaillier.

ENGIN OZENDES

ABNEY, WILLIAM DE WIVELESLIE
(1843-1920)
English photographic scientist

Abney was born in Derby, England on July 24, 1843, the
eldest son of the Rev. Edward Henry Abney and Cath-
erina Abney (formerly Strutt). His father was the vicar of
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St Alkmands, Derby (later the prebendary of Lichfield).
Through his mother, Abney was the great great grand-
son of Jedediah Strutt, a partner of Richard Arkwright,
inventor of the waterframe spinning machine.

Abney was educated at Rossell school and then the
Royal Military Academy, Woolwich. He was com-
missioned as a Lieutenant in the Royal Engineers in
1861 and served in India until invalided home in 1867.
As photography’s practical applications became of
increasing value to the army, Abney was encouraged
to develop his boyhood interest in the subject, which
had become a serious study as early as1862. In 1871
he was appointed Assistant Instructor in Telegraphy
at the School of Military Engineering at Chatham but
within a year was transferred to a similar post with sole
responsibility for chemistry and photography. Abney
produced a small pamphlet, Instruction in Photography,
as an aid in his classes. This was later to become the
basis of an invaluable guide for innumerable students
of the art beyond the army. In 1873 he developed the
papyrotype photolithographic process and was promoted
to Captain in the same year. In 1874 Abney was selected
to organise the photographic observation of the transit
of Venus in Egypt. His book, Thebes and its Five Great
Temples (1876), was written following this trip. Abney
left Chatham in 1877 to become a Civil Servant in the
Department of Science and Art. However, he was not
formally retired from the army until 1881 and continued
to be known as Captain Abney until he was Knighted
in 1900.

On joining the Department of Science and Art in
1877, Abney became an Inspector of Schools and soon
became a respected figure. He was promoted to Assistant
Director for Science in 1884 and Director for Science
in 1893. One of his major tasks was the organisation of
grants for the establishment of school laboratories. He
was convinced that practical instruction in the sciences
was a vital component of a modern education. He later
claimed that this period was largely “missionary work”
for science Abney retired in 1903, following changes
brought about by Balfour’s Education Act.

During his time as a Civil Servant, Abney was based
at the South Kensington Museum in one of the of the
metal buildings know to Londoners as the “Brompton
Boilers.” It was from his laboratory here that he under-
took most of the scientific and photographic work for
which he is remembered. He made important investi-
gations into the alkaline development of photographic
images in 1877 and in 1880 he introduced hydroquinine
as a developing agent. More significant was his work
on the improvement of photographic emulsions along
with the development of printing processes and of
photographic printing paper. With Charles Bennett and
D.B.van Monkhoven, he was largely responsible for
the widespread introduction to England of the rapid

gelatin emulsions that made so called ‘instantaneous’
photography possible. In 1881 Abney introduced the
gelatino-citrochloride emulsion printing process that
later became the basis of POP (Printing Out Paper),
an immensely popular product in the growing amateur
market. Abney also found time to publish Emulsion Pro-
cesses in Photography (1878), later retitled Photography
with Emulsions and the popular Treatise on Photography
(1878) which reached its tenth edition in 1905.

Other investigations included tests on the speed and
efficiency of shutters and probably the first quantitative
density measurements of a photographic image. This
latter work was to lead him to question the accuracy
of the experiments of Hurter and Driffield. As Editor
of the Photographic Journal however, he considered
their investigations important enough to be published
and was content for the matter to be judged by his
peers. Abney also undertook work in colour analysis
and colour vision, which naturally led to an interest in
colour photography. In 1905, he introduced a tricolour
system of colour photography, which employed three
separate lenses and colour separation positives. Abney
later published Trichromatic Theory of Colour (1914)
which was based on his original research.

Abney’s achievements in science extended beyond
photography. His work on emulsions led him to pro-
duce a photographic emulsion sensitive to the infrared
region of the electromagnetic spectrum. This allowed
him to record the infrared spectrum of the sun. More
importantly, with Robert Festing, he studied the absorp-
tion spectra of chemical compounds, work that was to
play a key role in the development of spectroscopy. He
made numerous contributions to other sciences and was
elected a Fellow of the Royal Society in 1876.

Abney’s interests in the aesthetics of photography
were overshadowed by his contribution to its science.
Nevertheless, he did not ignore the artistic aspects of
the subject as is evident from his publications. He was
a keen traveller and produced many fine photographic
views both in England and in the Swiss and Italian Alps.
Abney was also a competent watercolorist.

Abney held prominent positions in several scientific
societies and served as President of the Royal Photo-
graphic Society in 1892-94, 1896, and 1903-1905. He
published over twenty books and innumerable articles
and papers. He promoted a national collection of photo-
graphic history at South Kensington, which later became
the Science Museum Photography Collection, the fore-
runner of the National Media Museum at Bradford.

Abney was a taciturn but charming man who despised
snobbery in any form. He married Agnes Mathilda,
daughter of Edward William Smith of Tickton Hall in
Yorkshire in 1864. They had one son and two daughters.
Following Agnes’s death in 1888, he married Mary
Louisa, daughter of Rev. Eward Nathaniel Mead of East



Barnet, Hertfordshire. The second marriage produced
one daughter. For many years, Abney lived in South
Bolton Gardens, close to his South Kensington labora-
tory, but moved to Folkstone in 1920 because of failing
health. He died there of bronchitis and kidney failure
on December 2, 1920.

JoHN WARD

Biography

William de Wiveleslie Abney was born on July 24, 1843
in Derby, England. He was given a scientific education
at the Royal Military Academy in Woolwich. The army
also encouraged him to develop a boyhood hobby of
photography and he later instructed officers and men in
the subject. Abney became a Civil Servant in 1877 and
from his laboratory at the back of the South Kensington
Museum undertook most of the work for which he is
remembered today. He undertook significant researches
into the nature of gelatin silver halide emulsions at a
time when they were being widely adopted by photog-
raphers. His most important practical innovations were
the introduction of hydroquinone as a developing agent
in 1880 and silver gelatin citrochloride emulsions for
printing-out paper (POP) in 1881. However, Abney was
at the forefront of many aspects of photographic research
during a period of great innovation in photography. He
devised new techniques of photomechanical printing and
conducted significant researches in the fields of colour
photography, photochemistry and spectral analysis.
Abney published prolifically throughout his career.
He was instrumental in establishing what became the
Science Museum Photography Collection, now at the
National Museum of Photography Film and Television
at Bradford. Artefacts relating to Abney are preserved at
Bradford and in the Science Museum, London. Abney
died in Folkstone on December 2, 1920.

See also: Emulsions; and Hurter, Ferdinand, and
Driffield, Vero Charles.
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ACKLAND, WILLIAM (1821-1895)
English optician and photographer

William Ackland was connected for nearly forty years
with the firm of Horne and Thornthwaite up to his
death. He directed the optical works of the firm and in
later years gave much attention to equatorial stands and
reflecting telescopes.

Ackland was the author of several pamphlets on
photographic matters including How to take stereo-
scopic pictures (1857) and Hint’s on Fothergill’s Pro-
cess (1858) which were all published by Horne and
Thornthwaite. He also wrote on the collodion process
on glass in 1857 in Horne and Thornthwaite’s catalogue.
As part of his wider involvement in optics he wrote
Hints on Spectacles. When to wear and how to select
them (1866).

Dr Ackland became a member of the Photographic
Society in 1869 and was for many years a member of the
Society’s Council. Shortly before his death he was made
an Honorary Fellow. From 1856 he wrote several articles
for the Journal of the Photographic Society mainly on
different processes and was an active participant in the
Society’s meetings. He was a Fellow of the Institute of
Chemistry.

His interest in photographic matters continued
throughout his life and he designed a Photographic
Exposure Scale, a form of exposure calculator, in 1888.
He applied for a patent for this in 1891 under the title
‘Registering Photographic Expsoures’ (British patent
number 12409) which was subsequently abandoned.

Ackland died in Brixton aged 74 on 30 March
1895.

MICHAEL PRITCHARD

ACRES, BIRT (1854-1918)

American photographer

Born in the U.S. to British parents, 23 July 1854. Trained
in art and science in Paris and was a frontiersman on the
North American plains. Moved to Britain in the early
1880s. In 1888 Acres lectured on the use of isochro-
matic (color sensitive) plates for correct representation
of tones, projecting his own examples to acclaim. His
slide subjects included European cathedrals, boats, and
the sea. Married Annie Elizabeth Cash, 1891. Working
as a photographer, he eventually became manager of
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Elliott & Son, photographic plate manufacturers in
Brent, north London. Long interested in representing
motion by photography, in 1893 he patented a slide
changer for projecting a sequence of slides in quick
succession, simulating movement. The patent also al-
lowed for the device to be used for photography. In 1892
his “Story of a Cloud” (showing changing formations)
was projected with the rapid slide-changer to the Royal
Photographic Society.

Acres apparently made sequence photographs on 2%
inch unperforated celluloid c.1894. In association with
engineer Robert Paul he eventually achieved motion
picture success with a camera using perforated 35mm
film. He left Elliott & Son in 1895, but the partner-
ship with Paul quickly ended in acrimony. Acres made
films in Germany in 1895, was the first to project a
film publicly in England, and gave Britain’s first Royal
Command Film performance in July 1896. His 1895
films include “Oxford and Cambridge Boat Race,”
“Rough Sea at Dover,” and “The Comic Shoeblack.”
He later designed the first small-format home movie
system, the Birtac, marketed in 1898. Unhappy with
the showbusiness (rather than educational) exploitation
of motion pictures, Acres concentrated on filmstock
manufacture and processing in later years, but suffered
severe financial setbacks. Bankrupted twice, he died 26
December 1918.

STEPHEN HERBERT

ACTINOMETERS AND EXPOSURE

MEASUREMENT

The researches of Ferdinand Hurter (1844—1898) and
Vero Charles Driffield (1848-1915) in the 1880s and
1890s established the basic principles of densitometry
and sensitrometry that they applied to photographic
exposure measurement. Their work was based on exten-
sive observation and experimentation and was the first
attempt to systematically relate light intensity and the
density of exposure on the photographic plate. It was
not the first attempt to produce a method of determining
exposure by calculation or measurement but it allowed
commercial manufacturers to produce photographic
plates of consistent sensitivity to a widely adopted
standard that allowed exposure measurement devices
to become practical.

The first photographic exposures tables were pub-
lished by C.F. Albanus in 1844 and journals and manuals
would often include such tables as a guide to exposure.
They were usually based on observation and were sub-
jective and susceptible to variants in the sensitivity of
photographic emulsion, optics and geography, as well
as the rigour with which the author conducted his tests.
W.K. Burton issued a comprehensive series of tables

based on practical tests in 1886 that were still in use at
the end of the century.

Antoine Claudet produced his Photographometer
to measure the intensity of light details of which were
published in March 1849 of the Art Journal. The device
was also exhibited at the 1851 Great Exhibition and
mentioned in several contemporary handbooks. Formal
measurements were first conducted and published by
Bunsen and Roscoe in 1858 which connected sunlight
with the position of the sun to time of day and year.
This work was expanded and developed by Hurter and
Driffield who published extensive tables in 1888. Their
work produced a H&D number that was used to indicate
sensitivity and crucially they showed that each dry plate
could be allocated a number which could form the basis
of an exposure calculation. The commercial outcome
of this work was their Actinograph, a calculator, which
was patented in 1888 (British patent number 5545) and
sold from 1892 by Marion & Co for a range of different
latitudes and longitudes.

A range of other calculators appeared after this.
J.A. Scott of the Britannia Works Co (later IIford Ltd)
patented a disc form calculator (British patent number
17642) and this became the main form of this type of
calculator until their demise in the later 1950s. Hurter
and Diriffield refined their Actinograph in 1897 to a flat
disc design. Cadett and Neall claimed sales of 10,000 for
its own calculator by November 1897 and sales of nearly
20,000 for Dibdins exposure meter by July 1899.

Actinometers, also known as tint-meters, relate the
time taken to darken a piece of light-sensitive paper to
match a standard tint. A variant is to expose the paper
for a fixed time under an optical wedge with steps of
increasing density. The strength of the light is then in-
dicated by the densest step under which exposure has
taken place. W.H.F. Talbot noted the idea for an acti-
nometer on 30 March 1840 to measure the time required
to print out a negative and the idea was put to good use
with many such devices in the later nineteenth century,
especially for the carbon and platinum processes where
the progress of printing could not be inspected directly
as it could with ordinary silver printing.

Formal experimentation and measurement of light
was published by Bunsen and Roscoe in a series of
papers from 1858 to 1862 read to before the Royal
Society and they established a standard grey tint of
one thousand parts of zinc and one part soot. Earlier
devices using a standard grey colour on silver chloride
paper were produced by Jordan and Malagutti in 1839,
Heeren in 1844, Hunt in 1845, Claudet in 1848, and
Schall in 1853.

It was the work of Bunsen and Roscoe together with
more consistent commercially produced sensitised
materials that aided the spread of reliable actinometers.
Before the mid-1860s paper and plates were coated



with sensitised chemicals that had been made by the
photographer or commercially in small quantities.
Their sensitivity varied until more consistent chemical
production, larger production batches and consistency
between batches and standardisation of lens apertures
allowed reliable exposure measurement devices became
feasible.

Louis Bing’s provisional British patent of 13 Sep-
tember 1866 described an improved mode of and ap-
paratus for determining the actinic power of light. In
this actinometer a sheet of sensitised paper was exposed
under a grid of mica squares of varying thicknesses for
a standard time. The intensity of light was gauged by
the number of mica layers through which it had passed.
The patent was produced commercially as Bing’s Uni-
versal Self Registering actinometer from 1866. Vogel’s
Photometer of 1868 was used as a printing meter and
Woodbury’s Photometer of 1879 was a comparison
actinometer where a darkening strip of sensitised pa-
per was compared against six standard tints. The time
taken to match a particular density, chosen on the basis
of previous experimentation gave an indication of the
required exposure.

By the 1880s watch-form actinometer’s gave ex-
posure measurement a more practical air. Green and
Fiiidge’s 1884 actinometer (British patent number
14457) gave seven comparison tints and a transparent
aperture behind which was a disc of sensitive paper that
was exposed for one minute. Both this and the Woodbury
actinograph required the photographer to calibrate his
plates to the meter. Stanley and Sargeant’s actinometer
(British patent number 4624) of 1886 was designed to
be suspended from a watch chain and held a ribbon of
photographic paper sufficient for 500 measurements.

The two most commercially successful actinometers
of the later nineteenth century was Alfred Watkin’s
Standard meter of 1890 (British patent number 1388)
which was a short tube containing sensitised paper next
to a standard tint which was exposed for one minute
using the time the cap on a pendulum chain completed
it’s swing. The exposure was determined using a series
of rings on the outside of the barrel. The Watkins meter
was refined into the 1895 watch form and Bee meter
from 1902 that was available up to 1939 and sold in
very large numbers. The main competitor to the various
Watkin’s meters was G F Wynne’s Infallible meter of
1893 (British patent number 10,617) which was in the
form of a pocket watch containing a disc of sensitised
paper and scales to determine the exposure. Variants of
these basic designs appeared in Germany, France and
the United States.

Although actinometers were popular there were other
forms of determining exposure that saw some success
in the nineteenth century although many of these re-
emerged in the twentieth century to greater commercial
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success. Visual or extinction meters worked by viewing
the subject to be photographed through a variable den-
sity filter. The last point where the subject could be seen
gave a number which could be applied to a calculator
to determine the exposure.

One of the first visual meters was demonstrated to the
Société Francais de Photographie in 1856 by Lanet de
Limenci. His Lucimetre used a series of squares of dif-
ferent density number 1 to 16. The first successful such
meter was J Decoudin’s meter (British patent numbers
13332 of 1887 and 11578 of 1888) which was widely
available. Others appeared usually in the form of tube
that was held to the eye. The disadvantage of all visual
extinction meters was the subjective nature of determin-
ing the reading to be applied to the calculator.

One alternative that found some favour was the com-
parison photometer where the brightness is measured
against a standard light source. Leon Warnerke’s (died
1900) device described by Eder as ‘the first practically
serviceable device for measuring exposures’ was the
subject of British patent number 185 of 1880 and was
placed in the market in England. It used a disc of phos-
phorescent material activated by light and the extinction
principle was used to determine a numeric value. Other
devices such as H D Taylor’s Photometer of 1885 used a
candle. Wernerke’s Actinometer as it was called allowed
dry plate manufacturers and photographers to obtain a
precise measurement of the sensitivity of silver bromide
plates rather than the guesswork which had been com-
mon until thenand it was adopted as a standard in 1881.
The Warnerke sensitometer was displaced in 1894 by
rotating wheel densitometers.

With the precise measurement of sensitivity given
by Warnerke’s device to a common standard, later
supplemented by the longer-lasting H & D and German
Scheiner scales (adopted from 1899) a clear basis had
been established to determine exposure by calculator,
extinction or comparison methods, culminating in
the twentieth centuries ASA and ISO measure of film
sensitivity.

MICHAEL PRITCHARD

See also: Hurter, Ferdinand, and Driffield, Vero
Charles; Claudet, Antoine-Frangois-Jean; and Société
Francaise de Photographie.
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ADAM-SALOMON, ANTOINE-SAMUEL

(1818-1881)
French sculptor and photographer. Born at La
Ferté-sous-Jouarre, Seine-et-Marne,

Adam-Salomon was destined for a mercantile career
when in his youth he entered the Fontainebleu factory
of Jacob Petit as a modeler. When his talent for sculpting
was discovered, he received an official scholarship to
study in Paris. Salomon turned to photography in mid-
life and continued to practice both art forms. By the time
his portrait work came to public attention at the Paris
International Exhibition of 1867, Salomon had already
been practicing photography for eight or nine years,
accumulating 15,000 negatives of the most estimable
sitters. His portraits, three-quarter length figures, and
some full-length, reveal his marvelous arrangement of
light and shade.

Working in a 10 5/8” x 8 1/4” format, Salomon’s
prints were renowned for their deep rich blacks, pure
whites, and continual tonal gradations between these ex-
tremes. Discussed in terms of their “brilliancy, boldness,
and relief,” his portraits often took one hour to pose,
fifteen-seconds to shoot, and up to three hours to print.
Salomon observed, “It is far more difficult to produce a
good photographic portrait than a painted portrait.”

Solomon used special lighting techniques which
may have accounted for his rich graduated tonal range.
In his studio, even overall light emanated from the
ground-glass ceiling and light from clear-glass sides
could be modulated by a curtain. Equally, his inventive
props adjusted to the subject’s height making the sit-
ter comfortable and the pose appear more natural. His
illustrious client list included: the architect Charles
Garnier, French philologist, Joseph Ernest Renan, the
dramatist Emile Augier, and journalist and novelist
Alphonse Karr. He was praised and photographed by
his contemporary Nadar.

MARGARET DENNY

ADAMSON, JOHN (1809-1870)
British photographer and physician

As a member of the British scientific community in the
1840s, John Adamson was an early innovator in photog-
raphy, producing the first calotype photographs in Scot-
land and making key technical changes to stabilize the
process and improve results. Though he never practiced
photography professionally, Adamson instructed and
encouraged many others, helping establish the primacy

Adamson, John, “Portrait of woman seated in profile.” From
the album “Photographs A.A. Bell.” 27 mounted and 9
unmounted prints.

Courtesy: The J. Paul Getty Museum, Los Angeles. © The J.
Paul Getty Museum.

of Scottish photography in the medium’s early years.
Most notably, in training his younger brother Robert
Adamson, he contributed to the celebrated collaboration
between Robert and David Octavius Hill that set the
standard for artistic achievement in photography.
Adamson was born in Fife, Scotland in 1809, the first
of 10 children to Alexander Adamson and Rachel Mel-
ville, farm owners from Burnside, Scotland. He studied
medicine at St. Andrews University and the University
of Edinburgh from 1826 to 1829 and concluded his
studies in Paris in the early 1830s. After working as a
ship’s surgeon in Asia, he returned to Scotland to open a
medical practice in St. Andrews in 1835. He befriended
the eminent scientist Sir David Brewster while lecturing
part-time in chemistry and natural science at Madras Col-
lege, St. Andrews University, between 1837 and 1840.
It was probably as a member of the St. Andrews Lit-
erary and Philosophical Society—founded by Brewster
in 1838—that Adamson first became acquainted with
photography. As a confidante of photography inventor
William Henry Fox Talbot, Brewster showed early ex-
amples of Talbot’s “photogenic drawings” at meetings
of the learned society in 1839. In May 1841, Talbot
disclosed the details of his recently-patented calotype



process to Brewster and, since Talbot’s patent did not
extend to Scotland, Brewster shared the information
with his St Andrews colleagues. Adamson immediately
embarked on learning the process.

Although he had already taken photographs with the
rival daguerreotype process, for the first few months
neither Adamson nor his colleagues had much suc-
cess with calotypy, despite numerous experiments. By
autumn, Adamson had produced several negatives but
still encountered difficulties in making durable positive
prints. Nonetheless, Brewster found Adamson’s work
promising enough to send several examples to Talbot
in November.

It was not until May 1842 that Adamson executed
a satisfactory calotype print, which was not only the
first such photograph made in Scotland, but also one of
the earliest accomplished by anyone other than Talbot.
A very faint half-length portrait of his sister Melville,
Adamson noted it required a two-minute exposure in
“bright sunshine [... with a] temporary camera obscura
made with a common small lens or burning glass”
(Michaelson, 34).

The breakthrough encouraged Adamson to undertake
further experiments and in his enthusiasm he taught the
process to his brother, Robert, an engineering student
who soon envisioned becoming a professional photogra-
pher. The pair collaborated closely on many experiments
and photographic excursions throughout the summer
of 1842 and into the beginning of 1843, by which time
Robert felt skilled enough in the process to move to
Edinburgh and open a commercial studio.

Unlike Robert’s eventual business partnership with
Hill, the Adamson brothers’ collaboration was an
amateur effort as concerned with resolving the techni-
cal shortcomings of Talbot’s fledgling process as with
producing visually stimulating compositions. The coop-
eration between the two brothers during this short, but
intense period, resulted in crucial improvements to the
process that served as the means to Robert’s stunningly
rich prints as a professional.

Adamson sent a small presentation album of his
and his brother’s best work to Talbot in November,
1842, perhaps to gain the inventor’s approbation for his
brother’s professional aspirations. Another album (in
the collection of the National Museums of Scotland) is
organized like a working notebook and clearly illustrates
the technical and aesthetic evolution of their pioneering
achievement. Amidst considerable discrepancies in print
quality, Adamson’s accompanying notes document the
constant chemical and procedural improvisations that
marked their efforts.

The Adamson brothers made family portraits, archi-
tecture studies and even some scenes of local fishermen
that acknowledged the older Adamson’s medical con-
cern with sanitation reform among fishing communities.
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These possibly served as the source for Robert’s later
series with Hill on the fishing families of Newhaven.
Many of the photographs, like “The Priory and the West
Gable of the Cathedral” (c.1842), exhibit a flattened
perspective and awkward framing that suggest they were
made primarily to work out photo-processing problems,
but the more inventive framing found in images like “A
Farm House” (c.1842)—with its elevated and angled
view—attests to the brothers’ growing awareness of
compositional issues.

Even after Robert’s partnership with Hill was well-
established, Adamson continued making calotypes and
may have had more than a passing relationship with the
Edinburgh studio, perhaps even aiding the partners on
occasion. As it were, even after two years of working
with Robert, Hill still saw the brothers as a formidable
pair when he conjectured that “both from [Robert] and
his brother [John] much new improvements may yet be
expected” (Stevenson, 54).

Upon Robert’s untimely death in 1848, Hill briefly
may have hoped to engage the older Adamson brother as
successor. Despite an enduring interest in the medium,
Adamson never considered it as a full-time profession
and was not willing to sacrifice his established medi-
cal practice for the uncertainties of running a studio.
Nonetheless, he remained on good terms with Hill and
pursued portrait photography on a more modest scale,
both individually and in conjunction with his former
student and photography assistant, Thomas Rodger, who
owned a studio in St. Andrews.

Adamson’s photograph of a bare-chested athlete
(c.1850) demonstrates an artistic talent that he perhaps
too often ignored in pursuit of his scientific inquiries.
The subject’s determined stride and flexed muscles
project a classical strength verging on the heroic.
Though such striking images were the exception in his
work, even as late as 1867 he was producing personal
portraits of his family for a commemorative album for
his nephew, in perhaps his last project before his death
in St. Andrews in 1870.

While Adamson’s contributions to photography were
significant, especially in its technical development, his
amateur status and public diffidence left him relatively
neglected in subsequent histories of the medium. It is
only since the early 1980s that his work has received
greater consideration, not only in its importance to the
achievements of his brother and others, but on its own
terms.

STEPHEN MONTEIRO

Biography

John Adamson was born in Fife, Scotland in 1809 and
studied medicine at the University of Edinburgh, St.
Andrews University and in Paris (1826—early1830s).
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He was a professor of chemistry and natural science
at St. Andrews University and served as a medical of-
ficer for the town of St. Andrews, publishing a study of
local public sanitation measures. He took up calotype
photography in 1841 and taught his brother Robert, as
well as Thomas Rodger and likely others. He produced
Scotland’s first calotype in May 1842 and collaborated
extensively with his brother on perfecting the process.
Although his efforts slowed once his brother opened a
professional studio with David Octavius Hill in 1843,
he remained involved in photography and took portraits
individually and with Rodger until shortly before his
death. He contributed photographs to the Edinburgh
Calotype Club in the 1840s and was a member of the
Literary and Philosophical Society of St. Andrews, serv-
ing as its museum curator from 1838 until his death. He
was married to Esther Alexander and had a daughter,
Tetty. He died in St. Andrews, Scotland, in 1870. His
work is in the National Museums of Scotland, the J. Paul
Getty Museum, the St. Andrews Preservation Trust and
the St. Andrews University Library.

See also: Calotype and Talbotype; Hill, David
Octavius and Robert Adamson; Brewster, Sir David;
and Talbot, William Henry Fox.
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ADVERTISING OF PHOTOGRAPHIC
PRODUCTS

In general photography was no different to other manu-
facturing and retailing sectors in the way it approached
its advertising. Different methods were adopted for
advertising throughout the nineteenth century reflecting

the different markets for photographic products and the
changing nature of photography itself. The methods that
the photographic studio used to advertise itself directly
to the general public were different to that adopted by
photographic manufacturers who were appealing to pro-
fessional photographers and, later, directly to amateur
photographers and a wider public.

The announcement of the daguerreotype in 1839
generated an enormous amount of editorial coverage in
newspapers and more specialised Victorian periodicals.
The Times newspaper, Art Journal and publications
such as the Athenaeum regularly reviewed photography,
covered developments and the activities of, mainly,
London-based photographers. From the early 1850s
this coverage declined rapidly as photography became
established as a trade and there were fewer significant
technical developments of interest to the general pub-
lic. The growth of specialist photographic journals and
a trade press from 1853 and 1854 respectively meant
that these developments could be dealt with internally.
Throughout the rest of the century photography was only
of limited editorial or news interest and photographers
had to undertake more extensive marketing activities to
promote their business.

Studios

The principal studios in London and other cities and
towns from the early 1840s regularly advertised. They
made use of newspaper and periodical classified adver-
tisements, directories and more specialist publications
such as Bradshaws railway timetables to maximise their
audience reach and to ensure that new visitors would
have awareness of them. This was increasingly impor-
tant with the rapid growth in the number of studios from
the early 1850s. Often these advertisements were simple
text, but with more commercial success or more creative
copy writing the text would carry recommendations,
details of patrons or mention of medals and prizes won
by the photographer.

The growth of an affluent middle class and eager
consumerism from the 1850s and a depression in de-
mand for photographs in the mid-1860s all provided
an added impetus for photographers to promote their
services. Price cutting was used to increase sales and
claims exaggerated to create demand. As early as the
late 1850s, a number of photographers were spuriously
claiming royal patronage, which was recognized as
supporting a studio’s commercial success and prestige.
It was not until 1895 that the issuing of Royal warrants
was firmly regulated.

Other more subtle forms of advertising was under-
taken, for example, the offering of free sittings to mem-
bers of society, statesmen, literary figures and celebrities
whose portraits could then be sold as carte de visite or



cabinet cards. The resultant publicity, both free and paid
for, could generate sales of tens of thousand for a single
carte, each carrying the photographer’s details on its
back. The carte de visite craze and new standard styles
of presenting photographs supported a specialist station-
ary trade supplying customized mounts, envelopes and
studio paperwork branded with the photographers name
and studio details. Marion & Company and the London
Stereoscopic Company both of London and Percy Lund
& Company of Bradford were perhaps the best known.
The growth of chains of studios in the later nineteenth
century, such as A & G Taylor which had twenty-five
branches across Britain by 1880 offered the public fa-
miliarity and, perhaps, a consistency in the style of work
produced. Such studios advertised extensively.

Photographic manufacturers and retailers

If the photographic studio was focused on reaching the
general public, then photographic manufacturers and
retailers from 1839 until the later 1880s were more
interested in reaching photographers, photographic
studios and the serious amateur or art photographer to
sell equipment, sensitized materials and photographic
requisites. Occasional advertisements in specialist art
journals were used but manufacturers often used more
targeted means of reaching their markets. The specialist
photographic press would carry advertisements (which
were frequently discarded when the loose issues were
bound) and year books carrying formulae and reference
material which would be kept for longer periods of
time carried extensive advertisements from the 1860s
especially as the photographic trade began to specialize.
Some firms such as Horne & Thornthwaite, J.J. Griffin
and others had their catalogues bound into the back
of photographic manuals or books; in some cases the
company would commission the book or a staff member
would write it. Firms such as Negretti and Zambra, Fal-
lowfield and Houghtons amongst many issued their own
separate catalogues particularly from the later 1860s. By
the end of the century some of these were over 1,000
pages carrying thousands of different products.

The later 1880s and especially the 1890s saw the
advertising of cameras and photographic goods in more
mainstream publications and targeted at the consumer.
This was partly facilitated by the growth of a popular
press able to print with lithographed illustrations. The
Hlustrated London News and Punch for example, all
carried extensive display advertising. The key driver
for this change in emphasis was the growth of popular
photography epitomised by the Kodak camera of 1888
which by the early 1890s was extensively advertised
outside of the traditional photographic press directly
to an amateur audience. The company saw branding as
essential in ensuring that a consistent, familiar, image
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was given to its customers: everything from the Kodak
name itself to its retail shops was part of this. In the
late-1890s George Davison, Kodak’s managing direc-
tor in Britain, asked designer George Walton to style its
shops. The Kodak girl was introduced in 1901 to appear
in advertising to emphasise style and the simplicity of
Kodak photography. Other manufacturers moved some
of their advertising into more mainstream publications:
the main British companies of Lancaster, Thornton-
Pickard, Houghton and Butcher all targeted the amateur
directly with their cameras and photographic products
before the century was over. Well-known illustrators
were used to prepare advertisements.

The photographic trade’s early focus of mainly target-
ing professionals and the serious amateur had, by the
end of the century, broadened into a much wider con-
sumer strategy as the amateur and family photographer
began to grow in commercial importance. Cameras and
sensitized materials were being mass-produced and sold
directly to the consumer and advertising played a key
part in this process.

MICHAEL PRITCHARD
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PHOTOGRAPHY

During the late nineteenth century, manufacturers began
placing visual images in the mass media to create and
promote brand-name products. Advertisers began to un-
derstand that images could be designed to sell products
and services by making irrational appeals to consumers’
needs and desires. Photography’s aptitude as a factual
and persuasive tool to sell goods and services to potential
customers, grounded in the perceived “truth” of camera
images, is what gave the medium such potential to be
coupled with advertising text.

Photography in service of product illustrations and
sales aids had its earliest beginnings in daguerreotypes,
calotypes, and in the collodion era, ambrotypes, cartes
de visites, cabinet cards, and stereographic cards. The
precedent for illustrating product through photography
appears in Louis Jacques Mande Daguerre’s Still-Life,
1837 and Shells & Fossils, 1839, daguerreotypes of
objects arranged in his studio. Equally, the calotype
process provided opportunities for documentary product
photography in the early days of the medium. In The
Pencil of Nature, published between 1844 and 1846,
William Henry Fox Talbot had demonstrated that the
camera was an excellent tool for documenting sculpture,
china and glassware, and even a sample of lace. In es-
sence his serial publication was an advertisement for
the calotype process of photography itself.

Photography’s earliest influence upon illustrative art
for print media was exerted through the process of the
woodcut. The photograph’s initial role relating to adver-
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Bierstadt, Charles. Point View, Niagara, New York.

Courtesy: The J. Paul Getty Museum, Los Angeles. © The J. Paul Getty Museum.

tisement during the mid-nineteenth century was to serve
as a template for wood engravers to make a wood block
print. Later photomechanical printing techniques such
as the woodburytype and photolithography attempted
to reproduce the appearance of the continuous range of
tones found in a photograph. Interim printing processes
such as the collotype and photogravure all required
photography to be separately printed and mounted or
tipped into the text.

From the mid-nineteenth century on, photographic
images were coupled with advertising on posters, trading
cards, and stereographs or in promotional volumes such
as trade albums, patterns books, and business directories.
An early application concerned the sale of real estate
property around Paris. In 1854, La Lumiére reported new
applications of photography when the Bisson Brothers’
photographs of residences for sale were attached to
promotional posters and hung in train stations.

Ambrotype views by Mrs. Bethia Mead formed the
basis for engravings to promote commercial real estate
in Chicago. In 1857, her photographs of the prestigious
Iron Block Buildings along the city’s Lake Street busi-
ness district appeared reproduced in the elite journal
Chicago Magazine.

By 1858 the British photographic team of Padbury
and Dickins, specializing in product photography, re-
corded centerpieces, church furniture, and toast racks
on stereographic cards. Photography in this practice was
a benefit to the middlemen, traveling salesmen, as they
could show their potential customers product images
instead of carrying around heavy samples.

In 1865 cartes de visites were affixed to wanted post-
ers advertising the $100,000 reward for the capture of
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President Abraham Lincoln’s murderers: John Wilkes
Booth, David C. Harold, and John H. Surrat. The post-
ers were commissioned and distributed by the United
States War Department.

By the 1870 and 1880s cabinet cards promoted dis-
parate product such as weaponry as in L. Lafon, Rapid
Fire Hotchkiss Cannon, 37mm, for Hotchkiss Arms and
scientific laboratory apparatus for the Wood & Comer
Ltd. (with a printed guarantee on the reverse) Various
kinds of trade albums and business directories survive.
In 1870 the French photographer Lafon was com-
missioned to document the Hotchkiss line of military
equipment. Lafon’s work differs from many product
albums of the day as his showed the goods in service;
his photographs showed French soldiers and sailors
demonstrating the operation of guns. Another promo-
tional album, the Illustrated Catalogue of Locomotives,
Philadelphia: J. B. Lippincott & Co., 1871, featuring
locomotives built by the Baldwin Locomotive Company
of Philadelphia illustrates the many types of products
enhanced by photography.

In the same city, the Gallery of Arts and Manufactur-
ers of Philadelphia, a directory illustrating the wares of
fifty-six businesses, issued in 1871 by the photographic
firm of Wenderoth, Taylor & Brown, and publisher
William Ritter, constitutes an advertising project on a
grand scale. Products represented in the Gallery, luxury
goods such as jewelry, watches, and perfume and utility
items, drugs, chemicals, sewing machines, dental tools,
and stationary, were featured with city businesses, for
instance, Wanamakers and Brown’s Oak Hall, one of
the nation’s first department stores, and the Continental
Hotel, one of the first in the country to install an elevator



and electricity. Traveling salesmen carried the bound
album of albumen silver prints surrounded by advertis-
ing text to show prospective customers the availability
of products and services.

The creation of business directories integrating pho-
tographs of city streets, establishments, and shops signs
became a viable method for promoting local merchants.
An outstanding example of the photographically illus-
trated business directory is Isaiah W. Taber’s View Album
and Business Guide, of San Francisco, Photographi-
cally Illustrated, published around 1884. An example
of Taber’s promotional cabinet card couples an interior
factory view of San Francisco’s largest printing firm,
Schmidt Label and Lithographic Co. with architectural
renderings of their three-story structure before, during,
and after having recovered from an 1884 fire. Taber
linked much of his photographic work to the tourist
trade. His two album set, California Scenery and Cali-
fornia Scenery and Industries, were part of a commercial
endeavor and contained images from Taber’s extensive
files linked to advertising text.

The introduction and practical application of the
half-tone printing process by the 1890s revolution-
ized print illustration and established photography in
its practical and preeminent role as illustrator for the
advertisement industry. In 1897 the New York Tribune
became the first publication to reproduce halftones daily.
In its much perfected state, the half-tone was capable
of nearly faithful reproductions of the tonal ranges and
shadows of the original photograph for magazine and
newspaper prints.

At the turn-of-the-century, the history of photography
and advertising history coalesced yet further with the
proliferation of cheap widely distributed magazines,
and their ability to bring advertised product directly to
the customer. McClure’s, Munsey’s, and Ladies Home
Journal, as well as a score of other magazines emerged
in the late 1890s based on the literary principle that
individuals could be encouraged to buy and read maga-
zines if the content was designed to catch their inter-
est. Principally, the larger circulations gave impetus to
manufacturers to advertise their products and publishers
began to realize 80% of their income from advertising
revenues. Halftone brought new creative freedom to
layout design by making it possible to seamlessly com-
bine photography, line drawing and typography into a
unified composition.

During the last decade of the nineteenth century,
with the rise of manufacturers prone to want their ar-
ticles shown worn or used by living models, in prefer-
ence to drawings or lithographs, studio photographers
discovered advertising photography to be a profitable
business. For his or her role in the imaging of products
and services, the photographer needed to make everyday
objects aesthetically pleasing and marketable. Many
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photographers came to advertising from portrait studios
and found they could enliven the object with the addition
of a human presence.

By the 1890s product photography shows the indus-
try preference for live models demonstrating product
benefits such as the Munsingwear advertisement for
Northwestern Knitting Co. and Smith’s Bile Beans.

In an era when few women ventured into photography
as a profession, Kate Matthews of Pewee Valley, Ken-
tucky, located a short distance from Louisville, made
a name for herself when her photographs were used in
advertisements of the Old Flour Mill Company and the
J. B. Williams Company. Likewise, Chicago photogra-
pher Beatrice Tonnesen successfully entered the field of
advertising photography as an extension of her portrait
photography beginnings. Tonnensen’s advertising work
began in the late 1890s when a manufacturer sought out
her photography skills to produce a corset ad. From
these auspicious beginnings Tonnesen ran a successful
studio for nearly a quarter of a century photographing
products ranging from butter to lawnmowers, always
using attractive models, young women and children, to
enhance the subject being advertised.

As the demand for “realism” in advertising images
grew, the new industry of modeling agencies sprung up
to support photography’s role in advertising. Equally, the
demand on the part of the manufacturer to continually
show a “pretty woman” and the perceived importance of a
“fresh face” to demonstrate the benefits of their products
and services required modeling agencies to continually
look for new models. To solve this problem photographer
Beatrice Tonnesen operated her own modeling agency,
one of the country’s largest—providing easy access
to new subjects for her growing advertising business.

The early history of advertising photography remains
a verdant field for further examination. In archival col-
lections, advertisement photographs have quite often
been hidden from view as they were typically not signed
and end up buried along with other still-lifes or scenic
views. To protect and promote their enterprises, some in
the industry like Chicago photographers Beatrice Ton-
nesen and J. Ellsworth Gross stamped the lower corner
of their photographs with a copyright.

Leading trade journals, Printer’s Ink and Progressive
Advertising, began publication in 1891 and continued to
advance the advertising industry well into the twentieth
century.

MARGARET DENNY

See Also: Daguerreotype; Calotype and Talbotype;
Wet Collodion Positive Processes; Cartes-de-Visites;
Cabinet Cards.; Daguerre, Louis-Jacques-Mandé;
Talbot, William Henry Fox; Woodburytype; Bisson,
Louis-Auguste and Auguste-Rosalie; and Half-tone
Printing.
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AERIAL PHOTOGRAPHY
Prior to the advent of airplane flight early in the 20th
century, the only means of obtaining aerial photographs
was via birds (mainly carrier pigeons), flying devices
(balloons, dirigibles kites, gliders, or rockets), or by
elevating the camera itself through various means such
as artificial structures—Iladders, cranes and buildings—,
or geographic features such as hills and mountains.
Aerial photography today is most often associated with
powered aircraft flying at altitudes usually starting at
1,000 feet. Air photography today incorporates two
types of orientation to the ground: vertical and oblique.
Rupert Martin and other photo historians argue that the
vertical aerial photograph and an appreciation of it as an
aesthetic art form is a modernist viewpoint reflected in
society’s consciousness of powered flight. The oblique
aerial photograph as an aesthetic convention extends
back to the very first photographs taken by Daguerre in
1839. His daguerreotype, “Boulevard du Temple, Paris,”
looking down at the street from within or on top of a
building is also heralded as the first to capture a human
figure. Another version of the daguerreotype exists in
which the man is not visible and a wagon or cart appears
parked opposite the shoeshine stand. Daguerre also took
several other daguerreotypes of Paris from an aerial per-
spective. Some photographers even experimented with
a vertical perspective when appropriate such as views
down geyser holes or mineshafts, and early pioneers in
balloon photography and aerial photogrammetry such
as France’s Nadar (Gaspard-Félix Tournachon) worked
on the problem of stabilizing the camera in a vertical
position. He patented a device in 1858 to maintain the
camera in a vertical orientation.

While innovative photographers such as Nadar and
the Boston photographer James Wallace Black took
great personal risks in balloon photography, historians
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acknowledge that aerial photography in the 19th century
from anything other than artificial, fixed structures or
geographic features was more of a novelty than a reality.
Nadar took the first aerial photographs from balloons in
1858 at heights ranging from 262 feet (his first show-
ing the village of Petit Bicétre) to 1,600 feet (the one
most often published showing Paris). He was honoured
for this achievement by his cartoonist friend Honoré
Daumier (1808-1879) who produced a satirical illustra-
tion titled in English “Nadar Raising Photography to the
Height of Art.” Nadar, in addition to devoting consider-
able energy towards solving some of the problems of
aerial photography by manned balloon, also promoted
aerial travel. He founded the Société d’encouragement
pour la navigation aérienne and published his own maga-
zine L’Aéronaute. His famous and short-lived passenger
balloon Le Géant (The Giant), which made only two
ascents from Paris in October 1863, included a two-
story passenger compartment along with a photographic
darkroom. On 31 July 1868 the French magazine Le Petit
Figaro published a reproduction based on an aerial pho-
tograph Nadar took which showed the Arc de Triomphe.

Nadar was not the only photographer conducting
experiments with cameras and balloons, both unmanned
and controlled remotely from the ground. James Wallace
Black took the first photograph from a balloon in the
U.S. of Boston on 13 October 1860 at a height of 1,200
feet. One early book on the history of ballooning credits
the British scientist aeronaut James Glaisher (1809-
1903), accompanied by balloonist Henry Coxwell, with
the first unsuccessful attempt on 5 September 1862 to
photograph a cloudscape from above the clouds. This
was on the historic ascent on which they reached the
highest yet elevation in a balloon and nearly perished
from oxygen deprivation: around 37,000 feet (7 miles).
Photographer Henry Negretti (Negretti & Zambra)
chartered Henry Coxwell’s balloon Mammoth in 1863
for a flight near London. Due to the gondola’s rotation,
none of the wet-plates were successful. English inventor
Walter Bentley Woodbury patented a camera in 1877
which could be controlled from the ground through an
electric cable. Inventors in other countries such as the
Russian Viacheslav Sreznevskii also designed aerial
photography cameras; whether this was in 19th century
is not clear. The introduction of dry-plate technology
and better camera equipment meant photographers could
concentrate on image taking rather than the preparation
time for taking a photograph. The French photographer
Jean Nicolas Truchelut is credited with taking the first
photographs using a dry-plate camera on a balloon flight
over Paris in 1879; his name is sometimes misspelled
as Triboulet. Other early French successes in aerial
photography with dry plate technology are credited to
photographer Paul Desmarets in 1880 over Rouen and
the work of writer and photographer Gaston Tissandier



in the mid-1880s. The earliest known air photograph
from a balloon taken in Canada was taken in 1883 via
remote control by Royal Engineer Captain Henry Esdale
in Halifax, Nova Scotia, in August 1883. This image is a
vertical, not an oblique, perspective from an altitude of
1,500 feet. Upon his return to England he continued to
experiment with balloon photography. The English pho-
tographer C.V. Shadbolt also took vertical photographs
of London from a balloon in 1883. J.M. Bacon credits
himself and J. N. Maskelyne with patenting a late 19th
century (prior to 1902) aerial photography invention: “a
small captive [balloon], carrying aloft a photographic
camera directed and operated electrically from the
ground.” By the early 1890s with even more sensitive
dry plates and smaller cameras, photographers such as
Philadelphia’s William Nicholson Jennings boasted of
excellent results given the right weather conditions and
a tethered balloon.

Besides its use as a novel viewpoint for photogra-
phers adventurous to take flight, there were three main
categories of aerial photography from balloons: survey-
ing, military observation and exploration, including
scientific observation. Frangois Jean Dominique Arago,
the man who publicly announced Daguerre’s invention,
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Black, James Wallace. “Boston, as the
Eagle and the Wild Goose See It.”
Courtesy: The Metropolitan Museum
of Art, Gilman Collection, Purchase,
Ann Tenenbaum and Thomas H. Lee
Gift, 2005 (2005, 100.87) image. © The
Metropolitan Museum of Art.

first referred to the use of photography in 1840 for
mapmaking or phototopography. Nadar around 1853
connected the use of balloons for aerial surveying or
aerial photogrammetry. The first successful experiments
in photo topography were conducted in 1849 by Colonel
Aimé Laussedat (1819-1907), a French army engineer.
Laussedat, simultaneously but separately from Nadar’s
promotional work with aerial photography by balloon,
experimented with aerial surveying using kites and bal-
loons. At the Exposition Universelle, Paris in 1867 he
exhibited the first map compiled from a stereographic
aerial image. Laussedat’s work, along with that of
other surveyor innovators in the 1860s and 1870s, was
extended by the Canadian Dominion Lands Surveyor
General, E.G.D. Deville (1849-1924) in the mid-1880s.
He published the first book about the subject, Photo-
graphic Surveying in 1889. His technique later proved
far more efficient than traditional survey methods dur-
ing an early 1890s international boundary survey in the
southeast Alaska mountains. The term “photogramme-
try” was coined in 1893 by Dr. Albrecht Meydenbaur
(1834-1921). C.B. Adams, a U.S. Army officer, was
granted a patent in 1893 for an aerial photogrammetry
method involving two balloons and cameras to produce
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overlapping photographs which could be converted into
topographical maps.

Military applications, while obvious to scientists,
photographers and balloonists themselves, were not
immediately apparent to many military officers. There
does not appear to have been any attempt made by
either the British-led allied army or the Russians to
photograph from balloons during the Crimean War
(1854—1856) which was the first international conflict
closest to photography’s birth. The British balloonist
Henry Coxwell failed to convince the British War Office
to use balloons in the Crimea. The United States Civil
War was the first large-scale military action in which bal-
loons played a role on both sides. While their presence
made no difference to the outcome of the war, the first
and successful use of balloons by the Union (Northern)
Army is inspired the Confederate (Southern) Army to
establish its own balloon corps. There appears, however,
to be disagreement on whether photographs were taken
from balloons during the United States Civil War. E.S.
Haydon, who published the first detailed study of mili-
tary ballooning during the war, concluded that absence
of evidence meant evidence of absence. Another author
came to a another conclusion based on Union Army
reports which described the use of aerial photography
to create a map-like image used by ground commanders
and the aerial observer.

The U.S. Civil War is acknowledged to be the source
of British air power developed under the leadership of
the Royal Engineers who also operated in Canada and
elsewhere in the Empire. A Royal Engineer observer
of balloon operations took his experience back to Eng-
land. Because of the public expense and the somewhat
impractical nature of maneuvering and transporting
balloons, the British Army, of which the Royal Engi-
neers is a part, only slowly yielded to the inevitable. It
took nearly two decades for a balloon detachment to be
incorporated into the British Army chain of command.
With typical British thoroughness, however, in the early
1880s “The training of the aeronauts incorporated aerial
reconnaissance, photography and signalling....” (Mead,
1983, p. 19). Like Great Britain, France also established
a special school for instructing its military in ballooning
and photography.

Military conflicts in which aerial photography was
practiced or thought to have been used via balloons/di-
rigibles, kites, gliders, rockets and pigeons were the 24
June 1859 French action under Napoleon III at the Battle
of Solfernia, Italy; the Spanish-American War of 1898;
and the South African (Boer) War of 1899-1902. Lord
Baden-Powell, who invented a man-carrying kite, had a
non-manned version used during the South African War
at Modder River for photographic reconnaissance. A
British Army balloon section was sent to China during
the Boxer Rebellion in 1900 but saw no action.
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One of the more unusual accounts of photography
and ballooning occurred during the Siege of Paris in the
Franco-Prussian War (1870-1871). Although Nadar was
in charge of the balloon corps during this conflict, aerial
photography by balloons does not seem to have been
utilized. Microphotography, however, was employed
in the Siege of Paris to reduce the size and weight of
letters carried out by carrier pigeons. A Paris photog-
rapher, René-Patrice Dagron (1819-1900), perfected
the microphotography technique and was smuggled
out of Paris with his equipment on 12 November 1870.
The balloons, one of which held the microphotography
equipment, were named Niepce and Daguerre. The first
carrier pigeon camera was patented in 1903 by the Ger-
man experimenter Julius Neubronner; he also developed
a panoramic camera for the birds in 1912.

The most tragic association between ballooning and
aerial photography is the story of the Swedish adventurer
Salomon August Andrée’s fatal 1897 expedition in his
balloon, the Eagle, along with two companions, to reach
the North Pole by air. The remains of the expedition,
including undeveloped photographs, were only discov-
ered in 1930 on White Island, Spitzbergen. Some of the
photographs taken by Andrée and his companions were
developed by G. (or J.) Hertzberg, a detailed account of
which appears in a book commemorating the journey.
Expedition member Nils Strindberg, who was the prin-
cipal photographer, built his own camera.

If photography from balloons can be considered a
partial success in the 19th century, then photography
from other aerial contrivances such as kites and rockets
was, at best, even more of a novelty. The introduction
of roll film by the Eastman Kodak company permitted
further kinds of experimentation with aerial photography
because cameras were considerably lighter. Kite pho-
tography was primarily used for meteorological experi-
ments and military observations, and were conducted to
this end beginning in the 1880s. Amateur experimenters
invented their own ingenious kite and photographic
systems. In some cases the camera was triggered from
the ground, and in other cases, particularly with early
rocket photography, the camera was on a timer. The
photographic results were completely unpredictable
and mainly served as experimental evidence. Probably
the most celebrated figure in kite photography is Arthur
Batut (1846—-1919) of Labruguiere, France. He is some-
times credited with being the first to take a successful
photograph using a kite in either 1887 or 1888. Batut
published the first book on kite aerial photography: La
photographie aérienne par cerf-volant (Paris: Gauthier-
Villars, 1890). The Musée Arthur Batut in Labruguiere
preserves his work and celebrates his genius. Other early
kite photography experimenters were E.D. Archibald
(England, 1886), Emile Wenz who worked with Batut
(France, late 1880s), U.S. Army Lieutenant Hugh D.



Wise (1895), the American William A. Eddy (1895),
and Lord Baden-Powell (England, pre-1900). Early
camera-carrying rockets include an 1888 model invented
by Amedee Denisse (France) and another in 1897 by
Alfred Nobel (Sweden). One of the first successful
rocket cameras was patented in 1903 by Germany’s
Alfred Maul.

Despite the considerable and often dangerous bal-
looning activities experienced by photographers, high-
altitude aerial photography from unpowered flying
machines proved to be mainly a form of experimental
photography and impractical until the advent of more
stable aerial platforms (rigid airships or dirigibles, and
airplanes) and more advanced photographic technology.
The French engineer Henri Giffard flew the first self-
propelled dirigible on 24 September 1852. Led by the
English émigré Frederick Marriott (1805-1884), the
first successful American experiment of a self-powered,
rigid airship, the Avitor, occurred in California in 1869.
Captain Charles Renard and Captain Arthur Krebs,” air-
ship, La France, flew several times near Paris in August
1884. Count Ferdinand von Zeppelin’s self-powered,
rigid airship, made its first successful flight at Lake
Constance, Switzerland, in July 1900. None of these
early dirigible experiments, however, appear to have
involved aerial photography.

Aerial photography did not emerge as a separate,
highly specialized branch of photography until it had
fully proved its worth during World War One (1914—
1918). In North America, Canada is regarded as a leader
in the peaceful application of aerial photography in the
first two years after the war. Many of the men who flew
the aircraft and staffed the special cameras in freezing
conditions were war veterans.

DAVID MATTISON

See also: Daguerre, Louis-Jacques-Mandé;
Daguerreotype; Nadar (Gaspard-Félix Tournachon);
Black, James Wallace; Glaisher, James; Negretti
and Zambra; Woodbury, Walter Bentley; Dry Plate
Negatives: Non-Gelatine, Including Dry Collodion;
Dry Plate Negatives: Gelatine; Tissandier, Gaston;
Expositions Universelle, Paris (1854, 1855, 1867
etc.); Eastman, George; and Kodak.
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AFRICA (SUB-SAHARAN)

Sub-Saharan Africa is a nineteenth-century term used
to describe those countries of the African continent
that were not considered part of North Africa, but syn-
onymous with “the Dark Continent” for Europeans. In
today’s post-colonial world, it is a troubled and some-
what artificial term which, in the case of the history
of photography on the continent, could perpetuate a
fragmented and distorted view. Equally problematic is
a unified history that, in the aim for comprehensiveness,
risks concealing the diversity of national and regional
expressions behind a mask of homogeny. For a fuller
picture of the developments of photography in Africa
as a whole, please also refer to the entries for Africa,
North and Egypt.

Photography was introduced to Africa by Euro-
pean travellers as early as October—November of 1839.
Frenchman Frédéric Goupil-Fesquet accompanying
his uncle, the painter Horace Vernet and Swiss Pierre
Joly de Lotbiniere made daguerreotypes of ancient
monuments in Egypt. Their photographs were photo-
mechanically reproduced for Noél-Paymal Lerebours’
Excursions Daguerrians (Paris, 1840—44) and Hector
Horeau’s Panorama d’Egypte et de Nubie (1841). Both
publications catered for a well-established European
market for Orientalist art that had developed since the
late eighteenth century.

Steamships first brought photography to coastal cit-
ies and towns of sub-Saharan Africa. Advertisements in
newspapers from the 1840s testify to daguerreotypists at
work in major African ports of call on the maritime trade
routes between Europe and Australasia. They appeared
in the West African city of Freetown in Sierra Leone
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by 1845.These early photographers were itinerants,
producing mainly portraits for European settlers and
locals for a few weeks at a time before moving on.
While travelling daguerreotypists continued to service
small towns, permanent photographic studios began to
be established in busier locales from the mid-1840s.
The most direct route to India and Australia was round
the Cape of Good Hope, so photographers set up per-
manently along the South African coastline, and even
inland, earlier than elsewhere in sub-Saharan Africa.
In 1846 Parisian Jules Léger opened the first studio in
Grahamstown, and Carel Sparmann, assisted by E. Jones
and Dr S.N.H. van Sweel, established one in Cape Town.
By 1861 there were around 40 photographic studios in
South Africa. Also en route to India were the islands
of Mauritius and neighbouring Reunion, where studios
were first opened by Evariste Letourner at Port Louis
in 1843 and by Frangois Cudenet at Saint-Denis in the
1860s, respectively. From the late 1860s, West Africa
saw the establishment of permanent studios run by Eu-
ropeans, Africans and photographers of mixed origins.
Washington de Monrovée opened the first studio in St-
Louis (Senegal) in 1860 and was followed by Decampe
the next year. Gerhardt L. Lutterodt, operating between
Freetown (Sierra Leone) and Douala (Cameroon) in the
1870s, trained his nephew Freddy (1871) and son Erick
(1884-1959) who opened studios in Accra in 1889 and
1904, respectively. Many of East Africa’s early per-
manent studios were established by photographers of
Indian origin. In 1868 A.C. Gomez from Goa opened the
first studio in Zanzibar, branching out from his existing
photographic business in India.

As elsewhere, early African commercial studios were
not always profitable so photographers often supple-
mented their income by continuing to work in related
professions, such as opticians, chemists, jewellers,
printers, publishers and booksellers. Using imported
materials and equipment of European manufacture,
they kept up to date with developments in photographic
technology and styles. Studio owners practiced a variety
of photographic processes, including the calotype and
wet-plate from the mid-1850s. However the potential
explosiveness of the collodion (guncotton in ether)
required for the preparation of the wet-plate negatives
made shipping dangerous. The studios offered cased,
cartes de visite, cabinet and hand-tinted photographs.
Portraits, rural landscapes and scenes of life and new
constructions in the rapidly growing towns were avail-
able for purchase by wealthy locals, Europeans and other
foreign settlers. Unfortunately, due to the detrimental
effects of the climate, few of these early photographs
have survived.

From the late fifteenth century Europe had contact
through trade with sub-Saharan Africa, yet by the early
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nineteenth century the peoples, cultures and geography
away from the coasts and southern tip remained largely
unknown to Europeans. The invention of photography
coincided with the growth of European travel inland and
the new medium was used enthusiastically, if not always
successfully to document the pioneering explorations.
The first photographs of the interior of sub-Saharan
Africa were taken during Dr David Livingstone’s (1813—
1873) Zambezi expedition of 1858—1864 by its official
photographer and cartographer Charles Livingstone
(1821-1873). Journal entries by the expedition leader
and other members recount Charles’s lack of knowledge
and skill with the wet-plate process and subsequent
poor results. The expedition’s doctor and naturalist
Dr John Kirk (1832-1922) was more successful. He
experimented with different techniques, and found
waxed negatives most effective as they did not require
the distilled water the expedition lacked. Kirk’s subjects
were chiefly buildings, boats, and vegetation. The Royal
Geographic Society in London holds stereoscopes made
in Zanzibar by James Augustus Grant (1827-1892) dur-
ing John Hanning Speke’s (1827-1864) Nile expedition
from the island, through Uganda, to Gondokoro (Sudan)
between 1860 and 1863. Grant’s photographs show the
British Consulate staff and buildings, slave markets,
emancipated slaves and other local people. However,
he appears to have abandoned photography in favour
of coloured sketches once on the mainland.
Expedition and travel photography was beset by
numerous difficulties. Transportation of all the neces-
sary equipment, including a large and cumbersome
camera, chemicals, plates and dark-room facilities,
proved problematic in a climate and conditions which
foreigner travellers found inhospitable. The intensity of
the African sun, which the French publication Moniteur
Universal had presumed as early as the 14th January
1839, would give instantaneous, sharp daguerrian im-
ages, caused over-exposure of plates. Camera and tripod
were unbalanced by strong winds. Heat and dust played
havoc with wet collodion. Dirty water deposited a film of
mud and sand on developed plates, which were further
damaged by the humidity. Processing had to be done at
night, in the usually stifling and malodorous environ-
ment of a wagon covered by blankets and skins. Not only
problems of a technical nature were encountered. Wild
animals terrorised travellers. Diary entries also recount
the reluctance and sometimes refusal of Africans to be
photographed. Unlike their littoral counterparts, who
had been photographed and practised photography from
the 1840s, inhabitants of localities little visited by Eu-
ropeans were understandably suspicious and sometimes
fearful of the camera. That this was not always the case
is exemplified by Thomas Baines” humorous diary entry
for July 1862. He recounts a chieftain situated near Lake



Ngami refusing to be photographed because he was not
suitably attired and bartering his consent for items of
the explorer’s clothing.

Since the 1798 publication and subsequent transla-
tion of Scottish explorer Mungo Park’s (1771-1806)
best-selling book about his travels on the Gambia River,
the courageous adventurer had become a familiar and
romantic figure in nineteenth-century European popular
imagination. From the late 1870s travellers capitalised
on this existing taste for tales of the ‘Interior’ by pub-
lishing photographically illustrated personal accounts
and memoirs in books, contemporary newspapers and
magazines. Henry Morton Stanley’s (1841-1904) pho-
tographs from his second Central African expedition of
1874, which were probably the earliest produced by the
dry-plate process in sub-Saharan Africa, contributed to
the illustration of his Through the Dark Continent (1878).

Photography was also employed by the numerous
missionaries who came to Africa. Taking advantage
of local unfamiliarity with the technology, they made
show-like photographic demonstrations to impress and
gain influence in often volatile political climates. In
1862 William Ellis (1794-1872) of the London Mis-
sionary Society and author of the photographically
illustrated Three Visits to Madagascar (1858) was em-
broiled in a political scandal surrounding the attempted
assassination of the island’s King Radama II. Another
British missionary Henry Aaron Stern’s (1820-1885)
Wanderings Among the Falashas in Abyssinia (1862),
an account of his conversion of Jewish Ethiopians illus-
trated by his photographs of the country and its people
offended Emperor Theodore II (1818—-1868) during a
critical period for Anglo-Ethiopian relations. In 1863
Stern was arrested, beaten and imprisoned at Gondar
and later Magdala.

Photography also served missionaries as a teaching
and conversion aid. Lantern-slide shows of photographic
images, created or borrowed by missionaries, were used
to demonstrate the benefits of conversion and to teach
biblical, moral and other educational stories. Shows
were even used to compete with and distract from
‘heathen’ activities such as tribal dancing. Publicity,
support and fund-raising for their missions in Europe
were furthered by juxtaposed, staged photographs of
naked and dirty, clothed and orderly ‘natives’ before
and after conversion. Missionaries also contributed to
the dissemination of photography on the continent by
passing on their techniques and equipment to African
assistants and friends. German administrator, Heinrich
Klose, recorded teaching Meppo, a young Togolese boy
to develop film in 1897.

Photography was also employed for ethnographic
studies. The founding of Ethnological Society of Lon-
don in 1843 was symptomatic of a growth in European
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interest in human races and their classification through
the study of distinguishing external features and in-
herent characteristics. In Africa and elsewhere travel-
lers and missionaries photographed native people to
provide ‘scientific’ proof for the emergent disciplines
of anthropology and ethnography. In 1866 the Royal
Geographical Society, London appointed photographer
and travel writer John Thomson (1837-1921) to instruct
explorers in photography to improve the accuracy and
professionalism of their visual records. Three years
later the British Colonial Office ordered governors to
collect and send to London photographs documenting
the empire’s various native races. Travellers took bust
and full-length photographs in profile, back and front
of nude indigenous people. French explorer and archae-
ologist Claude-Joseph- Désiré Charnay (1828-1915)
produced a study in this style of the ethnically mixed
population of Reunion in 1863, which is now held in the
island’s Natural History Museum. In Hamburg between
1873-1874, Carl Dammann (died 1874) gathered im-
ages of peoples of the world, sent by missionaries and
travellers. Portfolios like Dammann’s Anthropologisch-
Ethnologisches Album in Photographien (1873-1876),
organised portraits according to nationality and race and
presented them in a grid-like chart that facilitated pseudo-
scientific observations of ‘racial’ characteristics and the
creation of taxonomies of ethnographic types. European
categorization of ‘natives’ conveniently justified their
subjection to authoritarian and colonial powers.

Photography was integrated into colonial administra-
tion, both aiding and documenting European expansion
in sub-Saharan Africa. Applied to surveying, map-mak-
ing and the reproduction of plans, it greatly increased
European knowledge of the terrains into which they
ventured. The usefulness of the medium for recording
military operations was recognised early on in Britain
where the War Department appointed Charles Thurston-
Thompson (1816-1868) ), Superintendent of Photogra-
phy at the South Kensington (later Victoria and Albert)
Museum, to train the Royal Engineers in photography in
1856. During the Abyssinian Expedition of 1868, they
photographed their camp, soldiers and their activities
along the 400 mile journey inland from Zula, Eritrea to
the mountain citadel Magdala. The photographs are in
the Victoria and Albert Museum, London. The Anglo-
Zulu wars of 1879-1884 and the British expedition to
Benin in 1897 were also documented. George T. Ferney-
hough, who was the first non-military professional pho-
tographer to accompany the British troops in the field,
covered the Anglo-Zulu wars and published his work
in an album of views. War photojournalists correspond-
ing for newspapers were rare until the early twentieth
century. Filippo Ledru, who reported the Italian landing
in Massawa in 1885 was one early exception.
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Photographers were employed to record engineer-
ing feats, such as the building of railways, roads and
bridges, symbols of the civilising effects of the colo-
nial endeavour. In the 1880s Cape Railways employed
T.D. Ravenscroft. In the late 1890s William D. Young,
official photographer for Ugandan railway, covered
the construction of the Mombasa-Kampala line. From
the 1880s publication of photographic albums of these
infrastructural projects, such as J.A. da Cunha Moraes’
Africa Occidental (1885-88), Robert Harris’ South
Africa Illustrated (1888) and The Queen’s Empire
(1897), increased. They depicted an idealized picture
of the European presence in Africa to garner support
for the colonial agenda at home. Colonial administra-
tors also used photography to check and control native
populations subjected to their rule. As early as the 1860s
partners Acly and Lecorgne took identity photographs
of African, Indian and Chinese immigrants disembark-
ing at Mauritius point of arrival, Coolie Ghat, for the
island’s government.

Taking pictures as a hobby was popularised by the
introduction of dry-plates and small hand-held cameras
in the 1880s. Enthusiastic amateur photographers, in-
cluding women, formed camera clubs, creating a forum
for the exchange of information, advice and aesthetic
ideas which they gained from the increasing number
and range of photographic journals published. In sub-
Saharan Africa, the first camera club meeting was held
in Kimberley, South Africa in 1890. Contacts with the
club movement in Britain were formed. Sir Benjamin
Stone (1838-1914), President of the Birmingham Photo-
graphic Society, addressed the Cape Town Photographic
Society in 1894. Previously, in 1882 a member of that
club, C. Ray Woods, was the first in South Africa join
the Royal Photographic Society in 1882. The clubs
acquired premises with studio and dark-room facilities,
exchanged prints and lantern slides, organised outings
and participated in competitions. From 1896 a national
salon organised by the Cape Town Society became an
annual event. By 1895 there were in total eleven photo-
graphic societies in South Africa and just two elsewhere
in the continent, at Constantine and Oran, Algeria.

In comparison with photographs taken by colonial
officials, scientists and amateurs, commercial photogra-
phers catering for a European market for travel photog-
raphy that had greatly expanded by the 1880s, created
less authentic images of Africa and its peoples. Large
photographic companies operating in sub-Saharan Af-
rica, such as Naretti (Abyssinia), Lazarus (Mozambique)
and Harris (South Africa), produced appealing, saleable
photographs by carefully staging subjects to adopt cer-
tain poses and wear ‘typical’ clothes and ornaments.
Their manipulated representations contributed further
to a stereotype of Africa and Africans. In the nineteenth-
century photography’s relation to sub-Saharan Africa
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was predominantly as a transmitter to the outside world
of a view of the continent that was anything but unbiased
and informs prejudices to this day.

ANNE-MARIE EZE

See also: Africa, North (excluding Egypt and
Palestine); Anthropology; Egypt and Palestine;
Ethnography; Expedition Photography; Survey
Photography; Imperialism and Colonialism; Royal
Engineers; Travel and Exploration; Herschel, Sir John
Frederick William; Piazzi Smyth, Charles; and Stone,
Sir Benjamin.
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Photography in the countries of North Africa—present
day Algeria, Morocco, Tunisia, Syria, and Libya—may
logically be considered separately from photographic
practice in the Near East—the Holy Land and Egypt—in
the nineteenth century. The number of visitors to Egypt
and the Holy Land—initially explorers and antiquarians,
followed by travelers extending the Grand Tour, and
ultimately tourists lured by package tours and a highly
developed tourism industry—accelerated and amplified
photographic activities in those areas. Other regions of
North Africa experienced the arrival of photography
in the hands of European travelers and the subsequent
establishment of indigenous commercial photographic
studios at different paces.

The earliest photographers of North Africa were
motivated primarily by the documentary interests of
architects, antiquarians, and archaeologists who focused
initially on Greco/Roman ruins. The site of Baalbek
in present day Lebanon was photographed frequently
by visitors and commercial photographers; a list that
begins with Joly de Lotbiniere (1839) and Gerault de
Prangey (1842), followed in short order by Maxime
DuCamp (1850), and later commercial photographers
such as the Bonfils Studio. Lerebours’ Excursions Da-
guerriennes (1841-44), the first book with engravings



from daguerreotypes included views of Algiers, Beirut,
Damascus, and Baalbek.

For the French, an interest in the architectural pat-
rimony of France begun under the Commission for
Historic Monuments and photographed by the Missions
Heliographique extended to expeditions to document
the remains of the line of castles built by the Frankish
Kingdoms following the Crusades. In 1859-60, and on
a second journey (1862-63), Louis De Clercq (1836—
1901) accompanied historian Emmanuel-Guilluame Rey
and photographed Crusader castles in present day Syria,
Lebanon, and Libya. His work is contained in six albums
of 222 photographs, entitled “Voyage en Orient,” which
also included volumes devoted to Egypt, Jerusalem
and Palestine, and Spain. As part of his multi-volume
studies of architecture, Pierre Tremaux photographed
throughout Asia Minor and North Africa including
Tunis and Tripoli. In Aleppo, Albert Poche (1842—-1930)
photographed archaeological sites, the castles of the
Crusaders, and ancient Christian churches from Aleppo
and northern Syria. By the 1860s there were a number
of photographic studios in Beirut and Damascus. The
Bonfils studio (1867-1918) in Beirut was responsible
for one of largest bodies of photography of the Near East
including North Africa. Georges Saboungi established
a Beirut studio in 1863 and published technical papers
and manuals in Arabic. And Suleiman Hakim’s studio
in Damascus in the 1870s produced both tourist views
and portraits.

The French colony of Algeria—the north came under
French domination in1830 and the French extended con-
trol to the south in the following decades—and its capi-
tal city Algiers, only a day’s journey from Marseilles,
received large numbers of colonial administrators and
visitors. Photographers documented the colonial ap-
paratus, as well as archaeological sites. Delamotte and
Alary made daguerreotypes of Meddea and Biskra in
1850. The young photographer and archaeologist John
B. Greene photographed in Constantine and accompa-
nied an 1856 expedition to excavate the ancient tumulus
tomb known as the Tomb of the Christian. He made a
series of photographs that thoroughly documented the
mound prior to its excavation. The Parisian commercial
photographer Felix Moulin, visiting Algeria at the same
time, reportedly made photographs with the expedition,
although those photographs have yet to be found. Moulin
placed in commercial release a number of photographs
which documented the colonial presence in Algeria,
scenes from Bedouin life, and a number of erotically
charged photographs of dancing girls that answered an
avid market for Orientalist fantasies of the harem. The
latter continued the subject and treatment of photographs
that he had staged in his Parisian studio and offered as
studies to artists. Charles Marville (1816-1880), after
completing the commission to document the changes to
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Paris under Baron Haussman, photographed the colonial
and urban fabric of Algeria.

The erotic fantasies of the Orient supplied by Moulin
were elaborated by local studios later in the century and
can be read as a statement of colonial control. Malek
Alloula’s (1986) critical study of the cabinet cards and
later postcards that constituted an entire class of colo-
nialist images in Algeria is a landmark in post-colonial
studies. Alloula’s work examined the vernacular images
of semi-nude, erotically posed Algerian women within
the context of colonial systems of power and control.
The hundreds of photographs in circulation from the
1880s on indicate they number of commercial studios
participating in their creation.

Extensive photography in Tunisia, Morocco, and
Libya was delayed relative to that in Algeria or the
coastal regions. Tunisia was generally considered an
extension of Algeria, although without a French garrison
stationed there until late in the century it was considered
less stable and thus was visited less frequently by the
casual traveler. A full-blown trade in images for tour-
ists, as exemplified by the volume of views of Tunisia
published by Cairo booksellers Lehnert and Landrock,
Picturesque North Africa, 1900, did not emerge until
the end of the century. Morocco, more closely associ-
ated with Spain than France, also emerged as a photo-
graphic site late in the 19th century. Moroccan views
were frequently appended to collections of views of
Moorish Spain, such as those by August Jacob Lorent.
The photography of Libya followed a bifurcated path.
The great Greco-Roman ruins near Tripoli—Leptis
Magna and Sabratha—were frequently included in the
itinerary of archaeologist/photographers, De Clerqc for
example, but exploration further inland was limited. The
first major expeditions to be photographed were those
made by of Gerhard Rohlfs. A 1869 expedition along
the Libyan littoral was photographed by Emil Salingre.
Rohlfs himself photographed the 1873-74 expedition
to which traveled between oases in the Libyan Desert
(Drei Monate in der Libyschen Wuste, 1876). The oc-
cupation of Libya by Italian forces at the beginning of
the twehtieth century provided the impetus for the first
major photographic survey and archive of Libya ac-
complished by Luca Comerio (1878-1940).

KATHLEEN STEWART HOWE
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AGFA
AGFA is the acronym of “Aktiengesellschaft fuer Ani-
linfabrikation” (stock corporation for anilin fabrication)
composed at the union of two chemical companies in
1873: The chemical corporation Dr. Jordan in Berlin
which produced potassium ferricyanide since 1850,
and the “Society for Anilin Fabricates” founded by
Carl A. Martius and Paul Mendelsohn-Bartholdy in
1867, as well in Berlin. The acronym was not in use
before 1897 when it was made a trademark with the
logo that lasted to the very end of the company in 2005.
AGFA’s photographic history began in 1887 with the
installation of a photographic department under Dr.
Momme Andresen, a chemist who gained three patents
on developping agents within four years: in 1888 for
Para-phenylene-diamine, in 1889 for Eikonogen, and
in 1891 for Paramidophenol. The same year 1891 saw
three more patents for Andresen and the company, and
it marked the beginning of the production of “Rodinal,”
a developper in practical use for more than a century.
In 1892, the company and Andresen launched the first
fixing agent that only had to be dissolved in water. The
instant success of all these substances instigated the
company’s concentration on photographic materials, and
in 1893, Momme Andresen succeeded in establishing
the production of dry plates. In 1895, these plates were
undergoing substantial development by the addition of
an anti-halation layer after a patent by Otto Magerstaedt.
The “Isolar” plate was such a success that the final
AGFA acronym and logo had to be launched in 1897, a
year before the production of celluloid-based films was
started. By 1899 the AGFA was able to offer roll films in
sufficient lengths for film productions. The production
of film rolls brought AGFA into competition with East-
man Kodak and the Lumiere brothers but the production
quality suffered from the steam of a nearby railroad line
in Berlin; several areas were tested until the final move
of the company to Wolfen in 1909. By this time the
production of synthetic colours for which AGFA had
been founded was completely abandonded.

In 1896, the optician A. Heinrich Rietzschel founded
a manufacturing company for optical devices in Munich;
in 1900, it began to produce cheap cameras for amateurs.
In 1921, this company was bought by the “Chemi-
cal Company hitherto known as Friedrich Bayer” in
Leverkusen which had installed its own production line
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in photographic films and papers by taking over Eduard
Liesegang’s establishment in Dusseldorf in 1904. With
the installation of “I.G. Farben” (Industrial Society in
Colours) as the union of Bayer, BASF, and others chemi-
cal companies, AGFA was made the prime photographic
branch of this group; Rietzschel began to market its
cameras under the AGFA branding in 1927. Between
1927 and 1945, AGFA was the biggest photographic
manufacturer in Germany. With the destruction of “L.G.
Farben” in 1945, AGFA was made a company of its own,
to be united in 1964 with the Gevaert holding, set up in
Antwerp in 1894 by Lieven Gevaert; at the same time
the Perutz company was made part of the new holding
and seized to exist as a trademark of its own.

ROLF SACHSSE
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AGNEW, THOMAS AND SONS
English art dealer, publisher, and patron

The Agnews were well established Manchester art deal-
ers and print publishers long before their involvement
with Roger Fenton and the photography of the Crimean
War. The company regularly commissioned work from
the leading artists of the day. Examples included the
Lake District artist J.B. Pyne in 1853 and the Crimean
War artist Thomas Jones Barker in 1855.

William Agnew (later Sir William) was already
acquainted with Fenton when the idea of sending a
photographer to the war was first mooted, the art deal-
ers became involved in the project because they could
see the commercial potential of such a series of im-
ages. Agnew’s decision to engage Fenton pre-dates the
often-quoted reports by William Howard Russell which
had caused considerable disquiet when published in
the Times in November and December 1854. Agnew’s
investment in the project was considerable, and due to
the time taken to publish the works after the war, their
return was limited.

In September 1855, the works were exhibited at
London’s Water Colour Society, and William Agnew and
Fenton travelled to Osborne to present a set of prints to
Queen Victoria and Prince Albert, and to St. Cloud, Paris
to show them to Napoleon III. In 1858, the Agnews pub-
lished albums of photographs by Caldesi and Montecchi



of the Manchester Art Treasures Exhibition of 1857, in
collaboration with P&D Colnaghi.
JoHN HANNAVY

AGUADO DE LAS MARISMAS, COMTE
OLYMPE-CLEMENTE-ALEXANDRE-
AUGUSTE (1827-1894) AND VICOMTE

ONESIPE-GONSALVE (1830-1893)

The brothers, Olympe and Onésipe Aguado de las Maris-
mas epitomize the body of amateur enthusiasts in the
early 1850s who reveled in exploring the potential of
photography. Of the two brothers, Olympe was without
question the one who was most involved. Their father,
Alexandre Aguado, marquis de Las Marismas del Gua-
dalquivir, born in Spain, had become one of the richest
bankers of aristocratic Paris and one of the figures of
the Restoration and the monarchy of July. After having
fought the Napoleonean armies, he left Spain to emigrate
to France and was naturalized in 1828. About 1810, he
married Maria de Carmen Victoire Moreno, Spanish
like him. They had three sons: Alexandre, Olympe and
Onésipe. Olympe Clémente Alexandre Auguste Aguado
was born on February 3, 1827 in Paris and his younger
brother Onésipe on May 9, 1830 in Evry. With the death
of their father in 1842, a considerable fortune as well
as many vacation resorts were bequeathed to the three
sons. The life of Olympe Aguado, like that of his brother
Onésipe, was divided between socialite activities, family
intimacy and photography.

The reasons that pushed Olympe, and to a lesser
extent his brother Onsésipe, whose activity was much
more limited, to practice photography were, as was the
case very often within the confines of noncommercial
practice, difficult to define. A favorite recreation of
distinguished and wealthy people, photography became
for Olympe an occasion to affirm the artistic sensitivity
acquired from father. According to surviving records
from 1848-49. Olympe Aguado was introduced to
photography at the same time as Vicomte Joseph Vigier,
and like many amateurs in paris at the time, learned the
rudiments of photography from Gustave le Gray.

Aguado’s beginnings as a photographer remain as-
sociated with the daguerreotype, however there is only
one plate testifying that he used this process [Intérieur
d’un hétel particulier—Paris, Société Francaise de Pho-
tographie]. According to the testimonies provided by the
critic Ernest Lacan, others’ works cunducted using the
daguerreotype attest to the beginnings of a regular and
varied practice. Parallel to the use of the daguerreotype,
it seems that in 1850 Aguado attempted the new tech-
nique of negative paper as shown in Composition avec
outils de jardinage (Composition of youth with tools
for gardening) which is preserved at the Getty Museum
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Aguado, Onésipe. “Woman Seen from the Back.”
Courtesy: The Metropolitan Museum of Art, Gilman
Collection, Purchase, Joyce F. Menschel Gift, 2005 (2005,
100.1) image. © The Metropolitan Museum of Art.

in Los Angeles. Lastly, probably around 1850 or 1851,
Aguado practiced collodion on glass specifically adapt-
ed for portraits and instantaneous photographs. Olympe
Aguado had rather quickly acquired the knowledge of
the principal through varied practice. Olympe Aguado’s
production increased significantly from 1853—-1854. In
addition to the two principal techniques that he used,
negative paper for the landscapes, and collodion on
glass for portraits and images of the like, he increased
the frequency of his technical experiments, and regular
exposures as part of being an active emmber in the new
Société Francaise de Photographie.

One of the least-known aspects of the career of
Olympe Aguado is without doubt, the role of experi-
mentation that he had with the emergence of new photo-
graphic processes. It is indeed he who, in 1854 and in the
company of Edouard Delessert, developed the invention
of the carte-de-visite, which was eventually patented
the same year by Eugene Disderi. In the carte-de-visite
format, Olympe Aguado even created a certain number
of self-portraits along with portraits of his close relatives
and an imperial couple, as well as various indoor scenes.
According to writings of the time, he was also involved
in some of the first attempts at photographic enlarge-
ment in which he carried out some spectacular images;
unfortunately there remain no known examples to date.
He also had an important role to play in the formation of
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the Société Francaise de Photographie, which he joined
in 1854 as a founding member.

What has reached us of the photographic produc-
tion of the two Agaudo brothers is, as in many cases,
certainly quite less than all they produced. The diversity
of the results is, however, enough to measure the extent
of the subjects they confronted: deserted interiors,
studies of trees, pastoral scenes, dramatized portraits
and vibrant scenes, reproductions of works of art, and
lastly snapshots of sailboats. It is difficult to determine
chronologically the list of these images. It is believed
though, that they were taken simultaneously at meetings
and other places in one or around their many properties
throughout Frances territories. Regarding the diver-
sity of the subjects in these images, it is necessary to
emphasize the two brothers’ originality as undeniably
expressed in these images.

A series of portraits is for this reason exemplary.
From the years 1852-1853 the two brothers arranged
a workshop in their apartment in the Place Venddme in
Paris where they carried out a series of portraits in front
of painted canvasses, anticipating the use of decorative
elements which would dawn on the Parisian commercial
studios under the Second Empire. In 1853, parallel to the
series of portraits, Olympe Aguado launched out in an
important series of scenes that he carried out for the most
part on his property of Grossouvre, located in the county
of Cher. Among them were images of farm animals, but
also of scenes of carts and cattle drivers copied on the
compositions of animals that can be found at the same
time in works by painters like Constant Troyon or Rosa
Bonheur. During this period, Aguado started his stud-
ies of trees, underbrush and edges of rivers which he
continued throughout the 1850s. On this occasion he
is revealed as one of the more enlightened landscape
photographers of his generation, drawing still from the
pictorial model the sources of its compositions. But the
originality which, without question, distinguishes the
Aguado brothers from the remainder of their contem-
poraries, appears in the few surviving images that they
created at the end of their photographic careers, at the
end of the 1860’s. By subtle staging the Aguado brothers
regulated all the details and they reconstituted, with the
assistance of characters, a series of fascinating images of
their family. Thus Admiration! [Musé d’ Art moderne et
contemporain de Strasbourg] with aspects of La Lecture
[Musée d’Orsay], Jeu de Solitaire [private collection]
or even L’album de photographies [collection Maurice
Dussartre, Paris] form an elegant but bitter criticism of
the mores of the Second Empire which falls under the
tradition of the visual satires of middle-class problems
then in vogue in the French press, or the caricatures of
Honore Daumier.

The mid-1860s marks the end of the photographic
career of the two brothers. The Getty museum has pre-
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served an album from 1866 in which appear a certain
number of small prints in albumen attributed to Olympe
and Onésipe and whose subjects—small pastoral scenes
carried out in the family circle—announce the formal
vocabulary of instantaneous photography. Undoubtedly
the multiplication of the regular commercial practices
of photography and the renewal of occasional photog-
raphers are not inconsistent with the gradual disinterest
of the two brothers in a practice that they approached
in an indifferent way and outside of any normative
prescriptive framework. The younger brother, Onésipe,
died in Paris on May 19, 1893, followed one year later
by Olympe who died in Compiegne on October 25,
1894.

DENIS CANGUILHEM

Further Reading

Morand, Sylvain et al., Olympe Aguado photographe (1827—
1894), Strasbourg, Musée d’ Art Moderne et Contemporain,
1997 (exhibition catalogue).

Roubert, Paul-Louis, “1859. Exposer la photographie,” Etudes
Photographiques, no. 8, novembre 2000, 5-21.

AHRENDTS, LEOPOLD (1825-1870)
German photographer

Leopold Ahrendts, born Friedrich Leopold in Dessau on
16 June 1825 to master plumber and subsequent factory
owner Leopold Friedrich Heinrich Ahrendts and his wife
Caroline, worked first as a painter and lithographer in
Dessau, before moving to Berlin around 1850 where he
presented lithographs at the Academy of Arts Exhibi-
tions of 1850 and 1852. In 1856 he began work at the
portrait studio of court photographer Philipp Graftf’s
widow, a studio later acquired by August Beer. Ahrendts
is best known for his photographs of Berlin views and ar-
chitecture. He also documented the urban transformation
in events like the laying of the foundation stone of Berlin’s
Town Hall on 10 June 1861. In 1865 he exhibited his
city views at the “Erste Internationale Photographische
Ausstellung” [First International Photographic Exhibi-
tion] under the name of the Graff Studio, for which he
continued to work until his death on 19 March 1870. His
photographic work is preserved in a portfolio “Berliner
Ansichten” [Berlin views] in the Berlin Staatsbibliothek,
in the Stiftung Stadtmuseum Berlin and in the Berlinische
Galerie Photographic Collection.

STEPHANIE KLAMM

ALBUMEN PRINT

Albumen printing paper was the medium of choice for
the majority of photographic printers for more than
thirty years following its introduction in the mid 1850s.



Showing exceptionally fine detail and the longest tonal
range of nineteenth century processes, albumen domi-
nated the field until the rise of emulsion-type gelatin
and collodion papers from the late 1880s. Because of
its unique qualities, however, it remained in widespread
use until the closing years of the century.

The use of albumen in photography can be traced
to the anonymous ‘H.L..” who proposed the method in
the May 1839 issue of Mechanics Magazine, but never
provided further details. The man generally credited
with the invention is Abel Niépce de Saint-Victor, who
conceived the idea of making photographs on glass and
reported his experiments in Comptes Rendus in June
1848. His albumen on glass negative process offered
very fine detail, but a sensitivity which imposed long
exposures on its users and thus restricted its use.

Searching for improvements to the salt-paper printing
process, where the image was carried within the upper
thickness of the paper, Louis-Désire Blanquart-Evrard
added chlorides to albumen thus containing the light
sensitive chemistry within a surface coating, a major
factor in the fineness of detail for which then paper
became renowned. The coating of albumen also helped
protect the silver salts from the corrosive effects of air,
and was believed to offer the potential of great stability
for a correctly processed print than offered by the salt-
paper process. In fact the effect of residual sulphur in
the egg-white actually left the untoned albumen print
more prone to discolouration and fading.

Blanquart-Evrard presented his discovery to the
French Academy of Sciences on 27 May 1850. In 1851
he opened a printing company in Lille for the mass
production of photographic prints, a mechanisation not
possible with comparatively fragile salted-paper.

At this time the majority of prints were exposed until
the image reached the required density by the action
of light alone, before being fixed, washed and dried
—a very slow process. Blanquart-Evrard’s technique of
developing prints instead of the conventional printing
out process led to a much faster output of prints. Pho-
tographers were quick to try out this new method for
positive prints and it became an almost instant success.
Edouard Baldus and Roger Fenton, amongst others,
found the sharp definition of albumen paper to be ideal
for architectural photography.

Blanquart-Evrard’s original formula for the prepara-
tion of albumen paper was white of egg beaten to froth
with 25 per cent by weight of a saturated salt solution.
The mixture was allowed to settle overnight. A sheet
of paper was then immersed in the solution. The dried
paper was not light sensitive and would keep indefinitely
in the albumenized condition.

After drying, the albumenized sheet was sensitized
to light by being immersed in or brushed with a silver
nitrate solution. The paper was then exposed to sunlight
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Emonds, Pierre. Maison, rue Saint-Paul.
Courtesy: The J. Paul Getty Museum, Los Angeles. © J. Paul
Getty Museum.

for several minutes or hours—the length of exposure
depending upon whether the print would subsequently
be developed or not. The resulting image was rinsed,
usually toned with gold, fixed, and then rinsed again.
If the prints were not completely divested of their salt
fixing agent, sodium-thiosulphate, they were very likely
to fade or bleach out.

Since silver prints are extremely sensitive to any
chemistry that includes sulphur or its compounds, expo-
sure to the sulphurous atmosphere of industrialized cities
in the 1850s and 1860s was potentially damaging to the
photographs. In May 1855, the Photographic Society of
London (later to be the Royal Photographic Society) es-
tablished a committee to examine the fading of positive
prints. The results of the investigation cited sulphur and
moisture as the prime causes of photographic fading but
claimed that proper care and conservation could make
silver prints last indefinitely.

The earliest albumen prints appeared reddish brown
or chocolate brown in color, while later ones are usu-
ally warm brown, purplish brown, purple, or purplish
black. Approximately 85 percent of prints show some
readily noticeable yellow stain in the whites and high-
lighted areas. The presence of highlight yellowing and
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characteristic surface texture are two of the most readily
apparent and reliable indicators that a given print is an
albumen print. Another indication of albumenized paper
is a surface texture that may possess a ‘“crackled” ap-
pearance. Prints of the period 1850—1870 are usually less
glossy than those of the period 1870-1890 because of
the use of burnishing and rolling machines to smooth the
prints after mounting and the increased use after 1870
of double-coated paper. A very large percentage of the
albumen paper produced during the period 1870-1900
was tinted various shades of pink, purple, and blue by
adding aniline dyes to the albumen before coating it
on the raw stock. The first such paper appeared on the
market in 1863 and attained great popularity in the 1870s
and 1880s. Tinted paper was mainly used for portraits
and pink was the most popular shade. Because the dyes
used had poor stability to light, most of the dyed paper
is difficult to recognize today. In some cases, although
nothing remains of the original tint, a peculiar buff or
chamois coat identifies albumen prints originally made
on tinted paper.

Albumen became a favored process because it
produced a glossy print and many photographers ex-
perimented with the procedure to yield an even shinier
image. Many experimenters discovered that partially
decomposed albumen yielded a glossier and more even
coating. Decomposed albumen passes into an acid con-
dition and forms a homogenous mixture without the
uneven viscosity and stringiness of egg white. Some
albumenizers went so far as to actually allow the albu-
men to naturally ferment at elevated temperatures for
several days to achieve the desired effect. This technique
later became standard practice in the Dresden, Germany
factories which, beginning in the early 1870s, supplied
the majority of the world’s albumen paper.

Close to the sources of raw stock and enjoying an
abundant supply of low-cost eggs, Dresden Germany be-
came the center of world production by 1870 because it
also had the advantage of lower labor costs than English
or American competitors. The procedure of albumen-
izing paper began with the freshest available eggs—only
clear white was saved without slightest contamination
from the yolk, blood, or stringy tissue known as the
chalazae. The whites were heated to froth with the ap-
proximate amount of ammonium or sodium chloride
(ammonium chloride was most commonly used in the
nineteenth century). The amount of chloride used had a
definite relation to the sensitivity and to a small extent
the contrast of the paper. Papers with a low (1-1.5 per
cent) chloride content showed less sensitivity.

Workers, generally women, would fill a tray to a
depth of approximately two-thirds to three-quarters of
an inch with the albumen solution and float the paper
on the surface for 1 and a half minutes. Only one side
of the paper would be coated before drying and, if

24

dried quickly at a high temperature, the result would
be glossy. In the nineteenth century, temperatures of
30-50 degrees Celsius were maintained. The sensitized
and dried sheets of albumen paper were then hung in
a closed box and subjected to the vapors of ammonia.
The fumes were supplied by placing strong ammonia in
a dish in the bottom of the box. The process continued
for 5-10 minutes and its purpose was to make the paper
more sensitive and to obtain richer, more brilliant prints.
Although fuming formed a common part of the Ameri-
can process, it was rare in Germany. Tedious to produce
and slow to develop, albumen paper disappeared as a
commercial article in 1929.

CARYN E. NEUMANN

See also: Fenton, Roger; Baldus, Edouard; Blanquart-
Evrard, Louis-Désiré; amd Photographic Exchange
Club and Photographic Society Club, London.

Further Reading

Dommasch, Hans S. and Brock Silversides, “Cartes de Visite and
the Albumen Process” in The Photographic Journal: Official
Organ of the Royal Photographic Society of Great Britain and
the Photographic Alliance, 129, 1989, 435-437.

Jenkins, Reese V., Images and Enterprise: Technology and the
American Photographic Industry, 1839 to 1925. Baltimore:
Johns Hopkins University Press, 1975.

Le Gray, G., Plain Directions for Obtaining Photographic Pic-
tures Part I1. New York: Arno Press, 1973, original publica-
tion 1853.

Reilly, James M., The Albumen and Salted Paper Book: The
History and Practice of Photographic Printing, 1840-1895.
Rochester, New York: Light Impressions, 1980.

Sobieszek, Robert A. British Masters of the Albumen Print: A
Selection of Mid-Nineteenth-Century Victorian Photography.
Chicago: University of Chicago Press, 1976.

ALEXANDRA, QUEEN (1844-1924)
English photographer

Queen Alexandra of England, christened Alexandra
Caroline Marie Charlotte Louise Julia Oldenburg, was
born on December 1, 1844 in Copenhagen to Prince
and Princess Christian of Glucksburg. She married the
Prince of Wales on March 10, 1863. Her parents acceded
to the throne of Denmark as King and Queen Christian
IX later that same year. At this time, Princess Alexan-
dra became involved in charity work and philanthropy
in Britain and also began to take photographs. Her
pictures were first exhibited at a Kodak exhibition in
London in 1897, and she later participated in two more
exhibitions at Kodak Galleries. After her husband was
crowned King Edward VII in 1902, the Daily Telegraph
of London published Queen Alexandra’s Christmas Gift
Book, Photographs from My Camera (1908). The book
included 136 snapshots taken, selected and captioned by
the Queen herself. It presented the public with informal



pictures of the Royal Family and photographs from
the Queen’s travels. The majority of the photographs
were taken in England, Denmark, Greece and Norway.
Proceeds were donated to over thirty different charities.
Queen Alexandra died on November 20, 1924, fourteen
years after the death of her husband, and was survived
by four of their five children.

ANDREA KORDA

ALINARI, FRATELLI
Italian firm operating since 1854 to the present day

The firm of Alinari Bros was founded at Florence in
1854 by the brothers Leopoldo (1832-1865), Giuseppe
(1836-1890), and Romualdo (1830-1890). Leopoldo
had already been working for a number of years as an
apprentice of the chalcographer Luigi Bardi. In the first
half of the nineteenth century Bardi’s firm had produced
photographic views of Florence in addition to the tradi-
tional copper engravings. These were the years in which
copper engraving was giving way to photography, which
was cheaper and therefore more accessible. Bardi’s
views bore the blankstamp “Luigi Bardi Firenze,” and
today they are attributed to Leopoldo Alinari, who
learnt his photographic technique from Bardi. Some of
Leopoldo’s views were printed in Eugeéne Piot’s L’Italie
monumentale, which was published in Paris in 1851.
Bardi continued to encourage Leopoldo and got him
to open a shop next-door to his in Via Cornina (today
Via del Trebbio) at Florence, to sell pictures to tourists.
From 1854 onwards the pictures sold in Leopoldo’s shop
bore the stamp “Fratelli Alinari/Fotografi/Firenze/presso
Luigi Bardi” (Alinari Bros/Photographs/Florence/near
Luigi Bardi’s), a sign of Leopoldo’s continuing col-
laboration with Bardi.

Later Leopoldo was to have the main part in the
organization of the firm and in deciding its cultural
policies; Giuseppe supervised the technical aspects,
and Romualdo was involved in the administration. The
first known printed catalogue, printed in French in 1856
(Collection des Vues Monumentales de la Toscane en
Photographie par les Freres Alinari, Florence, Louis
Bardi, Avril 1856) shows that initially production was
concentrated on views of monuments and panoramas of
cities in Tuscany, in particular of Florence, Pisa, Siena
and Arezzo. Some of these views were exhibited at the
Exposition Universelle, Paris, in 1855, where the Ali-
naris won second prize and thus qualified as one of the
important firms of photographers in Europe. In an exhi-
bition at Brussels in 1856 they won the gold medal.

For the negatives they used the collodion process.
They devoted their attention to portraits and, from
1858, specialized in reproductions of works of art,
achieving excellent results. Their first photographic
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campaign in this area was in 1858 and it concentrated
on fifty drawings in the Uffizi at Florence . The pho-
tographs made a great impression and were praised by
eminent scholars including John Ruskin. He extolled
their descriptive clarity and precision, qualities which
thenceforth were the unmistakable hallmarks of Alinari
production. In the same year Queen Victoria’s husband
Prince Albert commissioned the Alinaris to reproduce
Raphael’s designs in the Accademia di Venezia and
in the private collection of Archduke Karl in Vienna.
These three pieces of work were greatly admired, and
Luigi Bardi published them in a single volume (Disegni
di Raffaello e d’altri maestri esistenti nelle gallerie di
Firenze, Venezia, e Vienna riprodotti in fotografia dai
Fratelli Alinari) (The drawings of Raphael and other
maestri in the galleries of Florence, Venice, and Vienna
photographically reproduced by Alinari Bros). Of these
three enterprises there remain today some negatives in
the Alinari archives at Florence, and these, together
with some family portraits, form the oldest nucleus of
the firm’s photographs that exists today. In 1861 the
Alinaris took part in the Esposizione Italiana, Firenze,
showing views and portraits of the royal family. By now
the Alinaris’ fame was such that they had been invited

Alinari, Fratelli. Moise by Michael Angelo, central sculpture of
the Tomb of Julius the Second.

Courtesy: The J. Paul Getty Museum, Los Angeles. © The J.
Paul Getty Museum.
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to photograph the ruling house of Italy. In 1863 they
opened a new shop in Via Nazionale 8 (today Largo
Fratelli Alinari) and, when Florence became the capital
of Italy, in 1865, their business grew.

Leopoldo died on the 9th of November 1865, and
the firm carried on under Giuseppe and Romualdo. In
September 1865 the Catalogo generale delle fotografie
pubblicate dai Fratelli Alinari di Firenze (General
Catalogue of the Photographs published by Alinari
Bros of Florence) came out, and it included reproduc-
tions of drawings of the Uffizi, Venice and Vienna in
different formats, stereoscopic views and portraits. The
firm specialized in the production of negatives on large-
sized glass plates, up to 105 by 76 cms. In 1873 a new
catalogue came out with variations and additions, in
which were mentioned the main shop in Via Nazionale,
the new depositories in Via dei Tornabuoni 20 and the
premises which had been opened in Rome, in Via del
Corso 90. The firm had a well-organized plan for the
photographic documentation of the whole of Italy, with
particular emphasis on art collections and the principal
works of art. In Florence they took new photographs of
the frescoes in the sacristy of San Miniato, and of those
in the choir and sacristy of Santa Croce. Appendices to
the 1873 catalogue came out in 1876, 1881 and 1887.
In the appendix of 1881 it is stated that up to that mo-
ment the firm had produced 12,945 negatives, and had
gradually replaced collodion negatives with gelatine
ones. The firm obtained recognition at many exhibitions:
Vienna 1873, Paris 1878, Milan 1881, Turin 1884. At
the Exposition Universelle, Paris, in 1889, they won
the gold medal.

In May 1889 the Societa Fotografica Italiana was
founded. From the beginning, also through its “Bul-
lettino,” it has been the means by which the state of
photography in Italy can be assessed, and problems
regarding photographers rights and copyrights of pho-
tographs can be sorted out. In February 1890 Vittorio
Alinari (1859-1932), the son of Leopoldo, and his uncle
Giuseppe joined the Society. Both became leaders in
the debate about Italian photography, and the “Bullet-
tino” of the Society published several of their articles
and photographs.

In 1890 the brothers Giuseppe and Romualdo died
within a short time of each other. Vittorio then took over
the direction of the firm. Under him its photographic
production was widened to include all aspects of the
Italian countryside, costume, and life in the cities.
They reorganized their material and replaced many
old negatives with more recent ones; from 1892 all
were renumbered. They also published tourist guides
and volumes about art. In 1893 a new catalogue was
devoted to Florence, Umbria, and Rome. In 1894 they
published a work on Venice and the Veneto. In 1892 they
photographed the frescoes in the Raphael rooms in the
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Vatican, for which they used isochromatic negatives.
In 1899 they completed the set of photographs of the
Sistine Chapel which they had started between 1876
and 1880. The extremely high quality they obtained,
considering objectively the difficulties of execution,
marks an important milestone in the firm’s photography
of works of art. The Alinaris now sold to a vast public,
from the most eminent scholars, especially those of the
history of art, to wealthy foreign tourists. In 1899 they
also took part in an exhibition of the Societa Fotografica
Italiana at Florence. They expanded their portrait sec-
tion, where the main specialist was Mario Nunes Vais
(1856-1932). He was one of the few photographers of
the firm to put his own initials on his photographs. He
executed splendid portraits, which show great sensitiv-
ity in their composition, and some were published in
the famous magazine La Fotografia artistica. From the
beginning of the twentieth century, the firm expanded
its colour section, and its photographs of works of art
were highly praised for their quality and fidelity to the
original.

After the death of his son Carlo in 1910 and the
outbreak of the First World War, Vittorio reorganized
the firm’s activities. In 1920 he sold out to a group of
Florentine businessmen whose head was Baron Luigi
Ricasoli Firidolfi. The firm continued with new enter-
prises and changed its name to “Fratelli Alinari I. D. E.
A. (Istituto di Edizioni Artistiche)” (“Alinari Bros I. D.
E.A. Institute of Editions of Art”). Vittorio continued,
however, with his photographic work, and opened a shop
in Via Strozzi specializing in art publishing, the Vittorio
Alinari editions. In 1921 he edited Paesaggi Italici nella
Divina Commedia (Italian Landscapes in the Divine
Comedy), printed by Giorgio and Piero Alinari. Many
of the photographs in this book are the result of a long
and dedicated research into the Italian countryside,
which Vittorio had carried out in the previous years.
These photographs contributed enormously to people’s
increased knowledge of the Italian countryside and
Italian art, through the use of precise expressive codes
deriving from the perspective of the Renascence.

Under the direction of Augusto Socci, in the twenties
and thirties of the twentieth century, the firm grew and
perfected its colour printing and collotypes, thanks also
to the photographer Vincenzo Balocchi (1892-1975),
who was in charge of the photomechanical division.
In 1954 it celebrated its centenary and had branches in
all the largest cities in Italy. It acquired the archives of
important photographers such as Brogi, in 1958, and, in
the sixties, Anderson, Chauffourier, and Fiorentini.

In 1985, on the firm’s initiative, the Museo di Storia
della Fotografia was opened in Palazzo Rucellai at Flor-
ence. In the eighties it acquired the archives of other
famous photographers such as Lattuada, Wulz, Trom-
betta, von Gloeden, Michetti, Zannier, Balocchi, Van-



nucci Zauli. Today the Alinari archives are in Florence,
Largo Alinari 15. Here are kept about 780,000 original
photographs by Italian photographers and those of other
nations, as well as old photographic equipment.
SILVIA PAOLI

See also: Ruskin, John; and Victoria, Queen and
Albert, Prince Consort.
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ALLEGORICAL PHOTOGRAPHY

The presence of a specifically allegorical photography
in the nineteenth century has been the subject of a
great deal of attention since the late 1970s, even if the
aesthetic category of allegory has not always figured in
the debates in question. Oscar Rejlander, Julia Margaret
Cameron and, perhaps, William Lake Price produced
self-consciously allegorical images; it has also been

ALLEGORICAL PHOTOGRAPHY

argued that, works by William Henry Fox Talbot, Louis-
Jacques-Mandé Daguerre and Hippolyte Bayard are best
understood allegorically.

Allegory is the subject of extensive theoretical debate
and is not easy to define; nevertheless, two key features
can be isolated for our purposes. Firstly allegory is a
‘twice-told tale,” in which a literal, or explicit, level of
representation is accompanied by a second, implicit,
meaning. In order for there narrative content to be leg-
ible, allegorical images frequently require knowledge of
some prior representation (the Bible, Romantic poetry,
etc.). Secondly, allegory is typically contrasted with, an-
other aesthetic category, the ‘symbol’: whereas symbols
are said to convey meaning immediately, allegories un-
fold over time; the symbol is usually seen as an organic
whole, whereas allegory contains a gap, or disjunction,
between the literal depiction and the accompanying nar-
rative; the symbol is clear and transparent, allegory is
inherently ambiguous. These characteristics sometimes
figure prominently in hostile accounts of staged photo-
graphs: reviewing submissions to an exhibition by Lake
Price and Rejlander in 1856, Robert Hunt suggested:
‘They are all wonderfully clever, but after all they are
but images of actors posed for the occasion; they all want
life, expression, passion...” (Hunt, ‘Photographic Exhi-
bitions’). Three years later, the poet and critic Charles
Baudelaire made much the same point about French
photography. These criticisms draw attention to the
fissure between what is actually depicted and narrative
allusions in the allegorical picture. The consideration
of a particular image will, no doubt, help to put flesh
on these bare bones: in Rejlander’s double self-portrait:
Rejlander the Artist Introducing Rejlander the Volunteer
(c.1871) the artist at his easel gestures towards the same
person wearing military uniform. Seeing the same man
in two guises, we recognise that Rejlander was both art-
ist and member of the volunteer movement. However,
the literal presence of two Rejlanders is accompanied, at
another level of reading, by the suggestion that artist and
volunteer equally participate in patriotic defence of state
and empire: the artist records and glorifies the deeds
of the citizen-soldier, while embodying the values that
require defending from the supposed barbarians. Here,
the probable date of 1871 is highly significant (figuring
as it does the Franco-Prussian war and the subsequent
Paris Commune). As an allegorical image Rejlander’s
picture goes beyond a portrait of a particular man (in
two forms), invoking the unity of the middle class in
face of both foreign and domestic threat, as well as the
solemn duty of the artist. The disjunction between the
two characters mirrors the gap between literal and al-
legorical meaning.

Work of this type was anathema to modernist critics
(from Helmut Gernsheim to John Szarkowski), because
it went against what they saw as the inherent proper-
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Fredericks, Charles DeForest. “Political Allegory with
Flowers.”

Courtesy: The J. Paul Getty Museum, Los Angeles. © The J.
Paul Getty Museum.

TREDRICIS,
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ties of the medium. However, the rise of ‘postmodern’
staged photography associated with Victor Burgin,
Cindy Sherman, Jeff Wall and Olivier Richon has led
to a revival of interest in this mode of work that, by the
later nineteenth century seemed retardataire. During
the 1980s and 1990s a number of writers argued that at
least some early photographs needed to be viewed, not
simply as plain transcriptions of things, but as densely
textured reflections on the process of representation.
Geoffrey Batchen, for example, has argued that Bayard’s
Self-Portrait as a Drowned Man (1840) should be seen
as a meditation on his own marginalisation in photo-
graphic culture (Batchen, Burning with Desire). Carol
Armstrong’s feminist investigation of the work of Julia
Margaret Cameron as an exploration of gendered iden-
tity is particularly significant, because, alongside the
revival of staged photography from the 1970s, feminist
scholarship played a crucial role in this revaluation of
‘allegorical photography.” Feminist accounts, like that
advanced by Armstrong, stress the performance of gen-
der, arguing that the complex layering of meaning avail-
able in staged images enabled women to explore their
own ambivalent relation to the cultural conventions of
femininity (Armstrong, Scenes in a Library). Cameron’s
work obviously plays a leading role in these debates, but
readings of decorative photographic albums complied by
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aristocratic and bourgeois women could equally figure
as examples. Similarly, one account of F. Holland Day,
articulated from the perspective of queer theory, puts the
weight of interpretation on his coded departure from het-
ero-normative sexuality (Crump, ‘Suffering the Ideal’).
Mike Weaver’s Christian reading of Talbot provides an
account of allegory and photography, which stands as
an exception to this theoretical trend. For Weaver, in
The Pencil of Nature, Talbot produced self-conscious
pictures in the emblematic tradition. According to him,
The Open Door and The Ladder (both 1843) are to be un-
derstood, not only as everyday images of work at Lacock
Abbey, but also as allegorical meditations on the soul’s
salvation, in which broom, lamp, ladder and doorway all
carry long-established Christian connotations (Weaver,
‘Henry Fox Talbot: Conversation Pieces’).

However, there are problems with these accounts
of allegorical photography, only two of which can be
raised here. Firstly, it is not easy to distinguish between
allegorical images and a photographic art of moralised
genre. Whereas Rejlander’s The Tivo Ways of Life (1857)
and his picture discussed above are intentional allegori-
cal pictures, many of his other photographs conform to
the model of ‘scenes from everyday life’ common at the
time. Similarly, while Henry Peach Robinson typically
produced genre pictures, Little Red Riding Hood (1858)
and The Lady of Shalott (1860-1) are most probably
allegories. There is no stable or clear cut distinction
between these aesthetic modes. This distinction is fur-
ther complicated, because genre pictures can be read
for implicit moral, or ideological, content—indeed,
this is their point. In fact, almost any act of interpreta-
tion entails a second moment of reading in which the
literal, or ‘denotative,” depiction of things and events is
complemented, or overlaid, by implied, or ‘connotative,’
associations. The second problem revolves around the
question of anachronistic interpretation. recent critics
often unreflexively project their own values back into
the nineteenth century, attributing forms of their own
self-consciousness to photographers for whom they were
simply unavailable. This is to say, in much of the existing
literature there is insufficient attention to the distinction
between allegory (images intentionally designed to be
read in two registers) and allegorisis (allegorical reading
in which the critic generates the second interpretation).
Allegorisis is an important critical method—particularly
in debates relating to history and identity as they are
being formulated at the beginning of the twenty-first
century—but it is an approach that foregrounds the inter-
pretive act rather than the initial context of production or
first use. This important distinction is often, unhelpfully,
elided in discussions of these photographs.

An alternative approach to nineteenth-century al-
legorical photography might entirely forego the arty,
staged image and suggest, instead, that allegorical mean-



ing is to be found in the plain and ordinary image; in the
mass of photographic documents and portraits. Images
of this type may seem too immediate to be considered
allegorically, but in other ways they directly relate to
some of the classic features of the allegorical mode. Like
allegory, these images are repeatedly described as ‘me-
chanical,” whereas their counterpart, the staged picture,
is usually viewed as an ‘organic’ composition (that is to
say, the staged picture might be viewed as a symbol).
Futhermore, it is evident that the central allegorical
categories of time and death circulate around ordinary
record photographs: images produced then, but, when
looked at now, frequently induce a typically allegorical
moment of melancholic reflection on the passing of time
and the all-too transitory character of life.

STEVE EDWARDS
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Margaret; Price, William Lake; Talbot, William Henry
Fox; Daguerre, Louis-Jacques-Mandé; and Bayard,
Hippolyte.
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ALLEN, FRANCES STEBBINS (1854-
1941) AND MARY ELECTA (1858-1941)

American photographers

The two sisters Frances and Mary Allen, from Deerfield
Massachusetts, took up photography in the 1880s after
their careers in teaching were cut short by the onset
of deafness. Their pictorial images earned them the
accolade from one reviewer in 1901 of being num-
bered amongst “the foremost women photographers in
America.”

Although the height of their success came in the early
years of the twentieth century, the sisters were exhibiting
and selling their work by the 1890s—Washington 1896,
Philadelphia 1900, Paris 1900, Chicago 1908—their
subjects ranging from romantic images of the period
buildings in their native Deerfield, to landscapes in the
emerging pictorialist tradition, and romanticised groups
of local people—especially children—at work and play,
their subjects often dressing up in period costumes.

Drawing inspiration from the works of contemporary
painters as well as photographers, the Allen sisters cre-
ated a fine body of rich platinum prints which has, until
very recently, been overlooked by historians.

The Springfield Daily Republican newspaper in 1901
reported that “The Misses Allen use their camera with
the same spirit with which a painter uses his brush, and
their sense of composition, of the dramatic moment, is
as eminent a qualification for their art as for his.”

A major collection of the sisters’ delicate platinum
prints is held by the Memorial Hall Museum in Deer-
field, Massachusetts.

JoHN HANNAVY

ALMA-TADEMA, SIR LAWRENCE

(1836-1912)
English patron

Born Lorens, or Laurens, Alma Tadema in Holland,
Alma-Tadema as he became known in Britain, was one
of the most prolific and successful artists of his day. He
was knighted by Queen Victoria in 1899.

His huge output drew much of its inspiration from
classical themes, and his work was purchased and ex-
hibited widely.

He was not a photographer, and as far as can be
ascertained, he never took a photograph—but he used
photography extensively, having evolved, with Belgian
photographer Joseph Dupont, a novel application for
the medium. Alma-Tadema, concerned about the tonal
relationships within his painting, collaborated with
Dupont in making photographs of partially completed
canvases. Alma-Tadema believed that the reduction of
the full colour of the painting to the sepia hues of the
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photograph allowed him to assess the composition’s
tonal balance. However, in 1866, the limited spectral
sensitivity of Dupont’s wet collodion plates produced a
significant tonal distortion which we now know would
seriously compromise the results. However, he is reputed
to have carried out further work on canvases to improve
whatever shortcomings he believed the photographs
revealed. Undeterred, he is believed to have used this
technique throughout his life.

A copy by Dupont of Alma-Tadema’s painting The
Sculpture Gallery, signed by the artist himself, survives as
evidence of their experiments. Whether or not such pho-
tographs were offered for sale is unclear, but highly likely.

JoHN HANNAVY

ALOPHE, MENUT ALEXANDER

(1812-1883)
French photographer, lithographer, and painter

A Parisian and student of both Camille Roqueplan and
Paul Delaroche, Alophe epitomizes the mediocre painter
turned commercial lithographer and photographer. From
1838 to 1879, he regularly exhibited paintings at the
Salon (second class medal in 1847). A prolific lithog-
rapher, he created portraits and sentimental subjects for
such publishers as Aubert, and Goupil or for magazines
(L Artiste).

Alophe took an interest in photography in 1856,
eliciting lessons from Nadar and renting an apartment
at 35, boulevard des Capucines, where Gustave Le Gray
was already installed. Upon Le Gray’s bankruptcy in
1860, Alophe occupied his studio (Nadar arrived in the
building that same year). Alophe remained there until
1873, producing portraits and genre scenes in the same
vein as his graphic work. He also copied some of Le
Gray'’s portraits and sold them as cartes de visite. He
moved to 25, rue Royale in 1874.

Alophe exhibited at the Société Francaise de Pho-
tographie (1859, 1861, 1863). Ernest Lacan found his
portraits “remarkable” but lacking in “natural” qualities
and with too much retouching: “We are not at the Salon”
he wrote (Moniteur de la photographie, June 15, 1861:
49). Alophe published a treatise, Le passé, le présent
et I’avenir de la photographie, wherein he advocates
photography as high art.

PIERRE-LIN RENIE

ALTOBELLI, GIOACCHINO (1814-1879)
AND MOLINS, POMPEO (1827-c. 1893)

Studio owners, Italy

Altobelli (born Terni) and Molins (born Rome), origi-
nally portrait and historical scene painters, like many
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others, turned to photographing the tourists sites where
‘new’ money could be made. They shared a studio in
Rome, 1860-1865, producing Vedute di Roma pho-
tographs, with their characteristic posed figures, very
unusual at the time, and signed ‘Altobelli e Molins.’
They were also employed as photographers by the
French Academy in Rome and by Opere d’arte per la
ferrovie Romane. The partnership ceased in 1865 and
Altobelli, one of the most important of the early Roman
photographers, until 1875 ran Enrico Verzaschi’s studio
on the Via del Corso. Verzaschi was famous for his
satirical anti-clerical and anti-royalist photo-montages.
Altobelli continued to photograph on his own account.
In 1870 he posed soldiers outside the Porta Pia gate to
commemorate the breach of the Roman walls in the
revolution on 20 September 1870 which marked the
end of the Pope Pius IX’s rule, in 1878 he documented
his funeral. He became also known for his stunning
‘Night Views’—a product of the darkroom and the
retoucher, for example, ‘The Roman Forum by night,’
c. 1866, was obviously made for the tourists who had
read their Goethe. Molins was commissioned along with
others by the British publisher and archaeologist John
Henry Parker (1806—-1884), founder of the British and
American Archaeological Society of Rome, 1865, on
his mammoth project which resulted in A Catalogue
of Three Thousand Three Hundred Photographs of
Antiquities in Rome and Italy (1879). Molins acquired
most of Parker’s negatives on his death but in 1893 his
studio burned down and all were lost.

ALISTAIR CRAWFORD

AMATEUR PHOTOGRAPHER

The first issue of the weekly magazine Amateur Photog-
rapher appeared Oct. 10, 1884. The title speaks to the
growing ranks of individuals who took up photography
as a hobby or pastime in the 1880s. Smaller cameras,
ready-to-use manufactured dry plates, and prepared
paper had simplified photography to a point where
increasing numbers of men and women could purchase
the equipment necessary to make quality photographs
with little scientific background and minimal instruction.
Photography was seen as a challenging and positive pur-
suit, and there were many who actively photographed,
took part in the numerous local and national societies,
aspired to exhibit their photographs, and looked for
ways to continue to learn about the medium. Amateur
Photographer was tailor-made for these enthusiasts.
The magazine was pitched to the educated middle class,
those with the leisure time and money to photograph.
In January 1885 the editors wrote,

It has been our aim from the first to give to Amateur
Photographer no mere trade organ, but a journal of
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distinctly literary character. The term amateur implies
leisure ... our goal is to meet the needs of educated and
intelligent readers.

Amateur Photographer aimed to educate and encour-
age all levels of amateur photographers, including the
neophyte. The journal provided articles on technical
matters, and every aspect of the photographic process
was discussed, from printing techniques to equipment
reviews. Readers technical questions were answered
each week by the staff in an “Answers and Queries”
column, and by 1889 the editor reported that 2000
questions had been answered the year before. The au-
dience was primarily British (including Australia and
the British colonies) but questions came in from the
United States as well. Each week the journal would
publish minutes of the various (and numerous) meet-
ings of clubs and societies in England, and in fact the
journal was publicized as the Official Organ of the
Amateur Photographic Societies of Great Britain and
the Colonies. At various times competitions were held,
with the winner’s prints published along with a critique
of the aesthetic and technical merits of the print. The
occasional column “Holiday Resorts and Photographic
Haunts,” in which contributors would describe a recent
trip and the photographs they took, encouraged travel
to interesting locales to photograph.

The first editor of the journal was J. Harris Stone. He
was a member of and exhibited with the Royal Photo-
graphic Society. By 1889, Charles W. Hastings and T.C.
Hepworth, well known author of books on lantern slides
for amateurs, were joint editors. The journal took up art
and aesthetic issues from the start, and the first decade
was the site of some of the Peter Henry Emerson/H.P.
Robinson debate. In 1893, A. Horsley Hinton, a found-
ing member of the Linked Ring takes over until his death
in 1908. The appointment of Hinton is significant; he
brings a more ardent interest in fine art photography,
and during the next 15 years Amateur Photographer
becomes the primary journal for the aesthetic photog-
raphy movement in Britain.

In January 1889 the editor reported that circulation
had doubled and he hoped to print 10,000 by the end
of the year. The title still exists, and although it has
gone through numerous changes in publisher and edi-
tor, it still serves the same audience—the enthusiastic
amateur.

BECKY SIMMONS

See also: Emerson, Peter Henry; Robinson, Henry
Peach; and Brotherhood of the Linked Ring.
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AMATEUR PHOTOGRAPHERS,

CAMERA CLUBS, AND SOCIETIES

The history of 19th century photography is dominated by
amateur photographers. This designation is not applied
in retrospect, very early the literature of photography
uses the term self-consciously to distinguish a certain
type of practitioner. An amateur’s interest in the medium
fell outside professional and financial concerns. Some
could be considered casual hobbyists, but many made
photography an avocation, a serious pursuit to which
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they dedicated many hours. The story of amateur pho-
tography is a story of influence—influence on the course
of technological advances, influence on the art, and
influence on the photographic manufacturing industry.
No distinction is without its myriad exceptions, so the
boundaries blurred at times: a few amateurs eventually
turned to making money while some that worked with
photography for a living brought an amateurs enthusi-
asm to the medium.

The two men most associated with the birth of pho-
tography, Daguerre and Talbot, can both be considered
amateur photographers. In the years immediately fol-
lowing the announcement of the daguerreotype and
Talbot’s paper calotype process many individuals took
up photography who would fall under the classifica-
tion amateur scientist-inventor. Well into the 1840s,
photography called for an individual to have some basic
understanding of chemistry. The technology required
patience and precision, and was more akin to the ex-
perimentation of the scientific process than the techno-
logical process of today. Results were not guaranteed.
Early photographers were mainly “gentleman,” with
the education, time and money to take up photography.
They were professionals and men of accomplishment
in other fields: scientists, doctors, professors, lawyers,
clergymen, publishers, as well as artists. Amateur
pursuits of all kinds made up part of the culture of
the wealthy and educated of the time; men of means
and professionals strived to be learned in many areas,
engaging in the arts and following and contributing to
scientific developments, and photography fit quite well
into this well-established tradition, with photographers
seeing themselves as part scientist and part artist. Many
of these individuals made important contributions to
photography, furthering the science, refining technique,
and developing applications for the new medium. Some
of the names associated with this era, men like Samuel
F.B. Morse, Sir John Herschel, Charles Wheatstone,
Edmund Becquerel, Sir Charles Eastlake, and Eugene
Delacroix formed part of an international cultural and
scientific elite of the time.

An important element of amateur practice was com-
munication—in order to learn about new developments
and share ideas. Modeled on traditions long established
in science and the arts, coming together as a group—for
both social and practical reasons—was adapted early
on by photographers. Gentleman of mutual interests
met regularly for discussion of artistic and scientific
matters, print comparison, and development of friend-
ships. In the United States the moral and educational
value of photography were also stressed. In the 1840s
discussion among amateurs took place informally or
within the established scientific community, under the
aegis of the Royal Society in Great Britain, the Franklin
Institute, and the American Philosophical Society in the
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United States, and the Académie des Sciences in France.
In the early 1850s photographic clubs and associations
formed in England, France and the United States, the
main centers of photographic activity and many more
emerged over the next ten years. The earliest mentioned
in the literature is the Photographic Club or Calotype
Society, a small group that formed in England in 1847.
The membership consisted of influential practitioners
in England, including Robert Hunt, Frederick Scott
Archer, Dr. Hugh Diamond and possibly even Roger
Fenton. In France, the Societé Heliographique, consid-
ered the first photographic association, formed in 1851.
The Leeds Photographic Society was formed in 1852,
and predates the Photographic Society of London (later
the Royal Photographic Society), and the Liverpool
Photographic Society, both established in 1853; and
the Societé Francaise de Photographie took the place
of the Société Héliographique in Paris in the same
year. In the United States the American Photographic
Society was formed in 1859, and was followed by the
formation of the Photographic Society of Philadelphia
in 1862. From the beginning these groups were never
the exclusive domain of amateurs, they existed to serve
all photographers, and consequently a mix of amateurs
and professionals, people more interested in science
and technology, and artists all came together under
one umbrella. Nevertheless, the discussions, centering
on technical and artistic matters ultimately served the
non-professional more than those that made a living
through photography.

The associations and clubs sponsored many activi-
ties. Meetings were held regularly, often at a society
headquarters that had meeting rooms, a library, and
workrooms, providing the space and time for social
interaction and discussion of photographic progress.
From the time of their founding, the groups sponsored
salons and exhibitions. Most of these exhibitions
included scientific as well as artistic work, all shown
together. The exhibitions received extensive cover-
age in the photographic literature, and the popular
press regularly reviewed exhibitions as well, bringing
notoriety to certain photographers and attention to
photography in general. Coming together did not neces-
sarily require physical proximity. Print exchanges, the
sharing of work among widely scattered individuals
was another activity undertaken by small groups or
sponsored by clubs and associations and the exclusive
domain of amateurs. In England the Photographic Ex-
change Club was organized in 1855 and conducted an
exchange a year over four years. In the United States
the Amateur Photographic Exchange Club operated
form 1861 to 1863, with members in Pennsylvania and
New York. Various arrangements existed, but the basic
activity called for each member to distribute their own
prints to all the other members at specified intervals,
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enabling each person to view a wide range of work and
processes. The Amateur Photographic Exchange Club
asked that photographs be labeled with a title, date of
printing, and process. In return a letter might be sent,
with criticisms, questions, advice and perhaps a print,
and a personal correspondence would ensue. The general
tenor of the exchange clubs was one of congeniality and
active sharing of information, more of a recreation than
a scientific pursuit.

Communication among amateur photographers
became more formalized in the 1850s. Many of these
organizations began publishing their own journal, and
independent titles appeared as well, all of which func-
tioned as a central distribution point for information to
an increasingly far flung membership. In these pages
photographers found the texts of papers and transactions
of meetings and debates of the societies, articles and
news about every aspect of photography, pages where
the editor supplied answers to readers queries concern-
ing practical problems, as well as advertisements for
equipment and supplies.

While scientific and technical concerns mainly oc-
cupied the early amateurs, many saw themselves as
artists as well. Particularly in Europe, amateurs worked
to have photography accepted as a fine art, on an equal
footing with painting and sculpture. Photographers cre-
ated genre scenes, landscapes, and still lifes, borrowing
from accepted traditions in painting and printmaking to
make similar subjects and compositions. British pho-
tographer Julia Margaret Cameron took photography
to a new level of artistry with her staged scenes from
literary works and softly focused portraits of cultural
luminaries, while in France in the 1850s, amateurs
like Charles Negre and Henri Le Secq, using the paper
negative process for artistic ends, created beautiful
landscapes and architectural photographs which have
been compared to Impressionist paintings.

The growth of the field called for increased special-
ization and professionalization, and eventually the early
amateurs were displaced by trained scientists with an
education more focused on photographic chemistry
and optics, while manufacturers took over many of
the developments and improvements in apparatus and
supplies. With the introduction of the wet collodion
process in 1851, and its widespread adoption by the
1860s, the field hits a sort of plateau, and photographic
methods change only subtly for the next two decades.
More and more men and women take up photography
as a pastime or hobby, and the number of clubs and
societies grows, with groups forming in many major
cities. The most important technical contribution by
amateurs in this period is the effort to develop a dry
plate negative process that did not require sensitization
and processing of plates while still wet in the field. In-
dividuals initially experimented with dry collodion, and

upon the announcement of a silver bromide emulsion
developed by Richard Maddox in 1871, continued using
that formula as a basis for their research. The journals
of the period are filled with reports of their successes
and failures, leading eventually to a commercially viable
dry plate process.

A major change in amateur practice occurs in the
1880s. By this time, reliable gelatin dry plates have
been developed and mass marketed by manufacturers.
The speed of the plates allowed for hand held cameras,
and manufacturers came out with “detective” cameras,
named after their ability to be used inconspicuously.
New, more sensitive printing papers also eased the pho-
tographer’s burden, and equipment in general becomes
less expensive. George Eastman, founder of the Eastman
Kodak Company brought about the next important ad-
vancement. In the 1880s his company developed a roll
holder and flexible film that resulted in the 1888 Kodak
camera, which allowed even greater simplification of the
process, essentially opening up photography to any level
of practitioner. Photography was definitely no longer for
the wealthy and the learned but appealed to a broader
section of society, allowing people of more modest
means and education to take up the hobby. Photography
caught the fancy of the late nineteenth century middle-
class. People joined clubs in droves, and the number of
organizations grew exponentially yet again. As earlier,
the clubs served both technical and social needs of ama-
teurs. They usually had offices with meeting rooms, and
spaces for dark rooms and printing with communal appa-
ratus. Lantern slide shows by individuals were regularly
presented, offering a chance to show personal work and
share travels. There is a revival of postal print exchanges
in the last decade of the century as well as lantern slide
exchanges among clubs. Manufacturers understood
the financial power of amateurs, their keen interest in
the newest cameras and equipment, and became more
involved with their practice. They sponsored contests
and marketed heavily to them, fostering a symbiotic
relationship. New journals appeared such as the British
Amateur Photographer and American Amateur Photog-
rapher, which catered specifically to amateur interests,
as well as manuals which brought simpler instructions
and a lighter attitude. Women joined clubs which did
not allow them previously, and their presence becomes
common. The American photographer Catharine Weed
Barnes Ward became a spokesperson and advocate for
women photographers, and wrote on subjects of interest
to amateurs in her many articles in American photo-jour-
nals, in particular her column for women in the American
Amateur Photographer, which she eventually coedited.
She published several illustrated books and regularly
contributed to journals before becoming coeditor, with
her husband H. Snowden Ward, of the British journal
The Photogram and several other periodicals.
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The last decade of the century saw renewed and
heightened discussion around the question of aesthet-
ics and art photography. This preoccupation caused a
strain among classes of amateurs. Those who considered
themselves more serious photographers felt compelled
to distinguish themselves from the legions of snapshoot-
ers that used a simple Kodak camera to photograph
trips, special occasions, and family and friends; they
also differentiated their practice from professionals,
whose reputation for quality had fallen in recent years.
Another, very visible group of amateurs aspired to make
more aesthetic photographs, and separated themselves
from those more interested in making technically good,
but fairly conventional photographs from the standpoint
of composition and choice of subject matter. Artistic
matters became central to their practice and they took
on critical issues of traditional aesthetics and followed
certain principles of painting and printmaking. The pho-
tographic press also joined the discussion, and journals
like the American Amateur Photographer advocated
taking more time with the artistic side of photography
and encouraged their readers to “elevate” their art.
The photographs created are variously labeled artistic,
expressionistic, or pictorial, the latter term now used to
distinguish this particular type of artistic photograph
created during the late nineteenth and early twentieth
centuries.

The 1890s saw fervent debate over what constituted
a pictorial photograph, and whether personal expression
and artistry should be emphasized over the cameras
ability to record precise detail. Peter Henry Emerson’s
1889 book Naturalistic Photography for Students of
the Art, emphasized selective focusing, which more
naturally imitated human vision, with impressionistic
compositions that showed an idealized nature. Another
group, identifying with the work of H.P. Robinson,
emphasized the artistic possibilities of photography
through combination printing, traditional principles of
composition, and subject matter borrowed from paint-
ing. Photographers experimented with old and new
printing methods, and processes like gum bichromate
and platinotype gained in popularity. Watercolor and
other textured papers were used, and negatives and prints
were manipulated by hand, allowing for more variation
as well as more painterly effects.

Exhibitions and salons continued, many sponsored
by the camera clubs and associations. They took on
added importance as artistic debates intensify. Splinter
groups, devoted to the aesthetics of photography formed
in major European cities. The first Photo-Club de Paris
formed in 1889. In England photographers protest the
lax aesthetic standards of the Photographic Society of
Great Britain salon and in 1892 formed their own invita-
tional group, The Brotherhood of the Linked Ring. The
International Ausstellung Kunstlerische Photographie,
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organized by the Club der Amateur Photographen in
Vienna in 1891, is considered first international photo-
graphic exhibition limited only to artistic photography.
Subsequent art photography exhibitions were sponsored
by The Photo Club de Paris, The Linked Ring in England
and the Camera Club of New York, which was founded
in 1897. In 1898 the Pennsylvania Academy of the Fine
Arts hosted a joint salon with the Photographic Society
of Philadelphia with a selection committee consisting
of painters and photographers, including Alfred Stieg-
litz, leader of the fine art photography movement in
the United States. The jury chose only works showing
“artistic feeling and sentiment,” and the exhibition was
apopular success. With these exhibitions and formation
of aesthetic groups, an international circle of amateur
photographers formed the first international fine art
photography avant-garde movement. They sought to
identify more with the contemporary art world, finding
inspiration in Art Nouveau, Symbolism, Impressionism,
and contemporary literature: their ultimate dream to
raise the stature of photography to the level of fine art
—an equal to painting and sculpture.

Amateur photographers, the groups they formed, the
publications they fostered, and their contribution to sci-
entific and artistic developments made them the leaders
of 19th century photography. In fact, the history of 19th
century photography is largely the history of amateur
activity. From Talbot and Daguerre to Alfred Stieglitz,
many of the most important figures came to photography
because they loved the medium; and their devotion can
be seen in the many hours they spent experimenting,
tinkering, inventing, theorizing, writing, exhibiting,
developing, printing, and of course, photographing.

BECKY SIMMONS

See also: Daguerre, Louis-Jacques-Mandé; Talbot,
William Henry Fox; Daguerreotype; Calotype and
Talbotype; Morse, Samuel Finley Breese; Herschel,
Sir John Frederick William; Wheatstone, Charles;
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Stieglitz, Alfred.

Further Reading

Buerger, Janet. The Last Decade: The Emergence of Art Photog-
raphy in the 1890’s. Rochester, N.Y.: International Museum
of Photography at George Eastman House, 1984.

Coe, Brian. The Snapshot Photograph: The Rise of Popular Pho-
tography, 1888-1939. London: Ash and Grant, 1977.



Eskind, Robert Wall. The Amateur Photographic Exchange Club
(1861-1863): The Profits of Association. Master’s thesis,
Unviersity of Texas at Austin, 1982.

Gernsheim, Helmut and Alison. History of Photography. London:
Thames and Hudson, 1969.

Greenough, Sarah, “Of Charming Glens, Graceful Glades, and
Frowning Cliffs’: The Economic Incentives, Social Induce-
ments, and Aesthetic Issues of American Pictorial Photog-
raphy, 1880-1902,” in Photography in Nineteenth-Century
America, ed. Martha A. Sandweiss (Fort Worth, Tex.: Amon
Carter Musem, 1991).

Griffin, Michael. Amateur Photography and Pictorial Aesthetics:
Influences of Organization and Industry on Cultural Produc-
tion. Phd. Dissertation, University of Pennsylvania, 1987.

Handy, Ellen. Pictorial Effect Naturalistic Vision: The Photo-
graphs and Theories of Henry Peach Robinson and Peter
Henry Emerson. Norfolk, Va.: Chrysler Museum, 1994.

Homer, William Innes. Pictorial Photography in Philadelphia:
The Pennsylvania Academy’s Salons, 1898—1901. Philadel-
phia, Penna: Pennsylvania Academy of the Fine Arts, 1984.

Meinwald, Dan. “The Calotype Clubs: Gentleman-Amateurs and
the New ‘Art Science,” Afterimage, Feb. 1976, 10-12.

Panzer, Mary. Philadelphia Naturalistic Photography, 1865—1906.
New Haven, Conn.: Yale University Art Gallery, 1982.

Le Salon de photographie: Les écoles pictorialistes en Europe et
aux Etats-Unis vers 1900. Paris: Musée Rodin, 1993.

Seiberling, Grace and Carolyn Bloore. Amateurs, Photography,
and the Mid-Vicotiran Imagination. Chicago: University of
Chicago Press in association with the International Museum
of Photography at George Eastman House, 1986.

Snyder, Joel, “Gentleman Photographers & the History of Pho-
tography,” in Robert Lyons, Gentlemen Photographers: The
work of Loring Underwood and Wm. Lyman Underwood.
Florence, Mass.: Solio Foundation; Boston: distributed by
Northeastern University Press, c. 1987.

Sternberger, Paul Spencer. Between Amateur and Aesthete: The
Legitimization of Photography as Art in America, 1880-1900.
Albuquerque: University of New Mexico Press, 2001.

AMERICAN JOURNAL OF

PHOTOGRAPHY
The American Journal of Photography began publica-
tion in New York City as the American Journal of Pho-
tography and the Allied Arts and Sciences in 1855. The
journal was founded by Charles A. Seely, professor of
analytical chemistry at the New York Medical School,
who had also worked at Scientific American before start-
ing the journal. Henry Garbanati, Seely’s partner in the
photographic chemical business, and a fellow member
of the American Photographical Society, joined him as
publisher in 1859. Seely edited the journal until 1867.
The bi-weekly journal had a wide subscribership
beyond New York City and drew correspondence from
areadership of amateurs and commercial photographers
across the United States. In 1859 the journal began
publishing the minutes of the American Photographical
Society; it shared the concerns of the society’s founders,
among them chemist and physician John W. Draper, his
son, astronomer and photographer Henry C. Draper,
Henry Hunt Snelling (publisher of The Photographic

AMERICAN JOURNAL OF PHOTOGRAPHY

and Fine Arts Journal), commercial portrait photogra-
pher Abraham Bogardus, astrophysicist and astronomer
Lewis M. Rutherford (who first photographed the moon
in 1858), Peter Cooper, founder of Cooper Institute,
and Robert MacFArlane, editor of Scientific American,
primarily with science and photographic chemistry.

Scientists such as John W. Draper had been working
on the chemistry of photography even before the advent
of the daguerreotype, and in subsequent decades contin-
ued to experiment and advance photographic science.
Articles explaining and evaluating photographic chem-
istry, with titles such as “On Washing Gun-Cotton” and
“How to Use the Nitrate Bath,” complete with chemical
formulae fill the journal. The leadership of the society
were the most active writers for the journal. Largely
chemists drawn from scientific elite of New York City,
correspondence in the journal suggests that, in contrast,
its readership was either commercial or “practical”
photographers or amateurs whose had less interest in
the science of photography for its own sake. One such
subscriber wrote to the journal that its penchant for de-
bating and publishing multiple chemical formulas and
printing instructions were “bewildering” to the point of
being “useless.”

The journal regularly reported on and evaluated
photographic trade manuals published in the U.S. and
abroad. Several manuals, including Lake Price’s A
Manual of Photographic Manipulation (London, 1858)
and C. Jabez Hughes’ The Principles and Practices of
Photography (London, first edition 18587?) were ex-
cerpted or serialized in the journal.

Seely used his “Editorial Miscellany” column as a
compendium of observations on the medium in and
around New York. Exemplary comments extended from
the social uses of the medium, such as his visit to see
the city’s “Rogue’s Gallery” ambrotype portraits of
criminals, to gauging public response to new processes
such as cartes de visite. Seely frequently noted the
relationship between economy and the photographic
profession. Seely’s commentaries on the state of pho-
tography reinforce the scientific point of view expressed
by the journal’s articles on chemistry. In his view,
science, not art, would be the discipline that furthered
photography.

In keeping with printing practices of the time, the
journal relied heavily on reprints and excerpts from
other publications. Notably all the cultural commentary
on photography is reprinted from other sources. For
example, originally printed in the Atlantic Monthly,
Oliver Wendell Holmes’ “The Stereoscope and the
Stereograph,” and “Sun Painting and Sun Sculpture”
were excerpted in the journal. An appraisal of Brady’s
photographs of the House of Representatives was drawn
from the New York Daily Times, and Scientific American
was also a source for reprints. The journal also reprinted
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commentaries, reports and lectures from British and
French publications, including Photographic News,
The Saturday Review, and The Liverpool Photographic
Journal, which was also known as The Liverpool and
Manchester Photographic Journal and The Photo-
graphic Journal.

The journal also reported on technological innovation
from the United States, Britain and France, in lenses,
studio design equipment as well as cameras, and printing
techniques. For example, the journal published detailed
descriptions, including measurements of the skylight
(facing south, fourteen feet square) at Marcus Aurelius
Root’s former New York studio, are extremely valuable
accounts of commercial portrait technology, which, in
this case, yielded a sitting of “less than one second with
lens at full aperture.”

The pages of the journal reveal how many questions
about the technology and social implications of pho-
tography were debated in the 1850s and 1860s. Ques-
tions of invention, ownership and intellectual property,
for example, can be traced through the coverage of
patent disputes. Along with the two other New York
photographic publications, Humphrey’s Journal and
The Photographic and Fine Arts Journal, the journal
also discussed the social uses of the medium and the
appropriate interests and concerns of photographers,
split in their ranks between intellectual and educated
amateurs and no-nonsense commercial operators. In an
1859 editorial, Seely decried the pecuniary interests of
New York’s “practical photographers” and noted their
absence at Photographic Society meetings. In these
discussions of a photographer’s ideal, the authentic
advocates of the medium were represented as the men
of science, who dominated the society, and sought to
enrich the artistic reputation of the medium through
scientific inquiry. Seely contrasted these elevated con-
cerns with those of men who saw photography only as
a business.

Such debates offer rich sources and insights into
discussions of the social and cultural purposes that
photography should serve in its early decades.

Several important figures in 19th-century American
photography contributed to the journal, including the
Philadelphia photographer Marcus Aurelius Root,
engineer Coleman Sellers, grandson of painter Charles
Willson Peale, and chemist M. Carey Lea.

The history of the journal illustrates the precarious
nature of the photographic press. In 1860, the journal
absorbed Snelling’s Photographic and Fine Arts Jour-
nal; Seely sold his journal in the spring of 1867 but it
faltered under new ownership and was absorbed that
same year by the competing Humphrey’s Magazine.

Secondary literature in the history of photography has
used the journal to trace the technological and social his-
tory of photography. Robert Taft used the trade journals
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in his 1938 Photography and the American Scene; in
the 1980s and 1990s, citations to the journal appear in
newly contextualized studies of photography’s founding
figures, such as Mary Panzer’s 1997 cultural biography
of Mathew Brady, as well in essays that applied new
methodologies from cultural studies to the history of
photography, exemplified by Alan Trachtenberg’s 1991
“Photography: a Key Word,” and in 2000, “Cartes de
Visite and the Culture of Class Formation” by Andrea
Volpe.

ANDREA L. VOLPE

See also: Draper, John William; Snelling, Henry
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AMICI, GIOVANNI BATTISTA
(1786-1863)

Italian astronomer, botanist, microscopist, and
inventor.

Giovanni Battista Amici invented the Amici Prism,
which combined three prisms for use in refracting
spectroscopes. This system is still used today in mod-
ern spectroscopy to differentiate light into its separate
spectral components. Amici collaborated with Bertrand
to design the Amici—Bertrand lens, which could view an
objective’s rear focal plane. This meant it was possible to
view, for example, interference patterns produced by bi-
refringent crystals (e.g. in plastics). Amici also devised
an achromatic lens and designed reflecting telescopes.
Amici was Professor of Mathematics at the University
of Modena from 1815-1825, until being appointed Head
of the Astronomical Observatory in Florence in 1831.
Anmici established a friendship with William Henry Fox
Talbot, from meeting in 1822; they corresponded for
more than twenty years. Talbot wanted his work on nega-



tive-positive paper photography to be known throughout
Europe and he chose Amici to be one of the Italian
scholars that he would entrust examples of his work to.
In 1822 Talbot, after seeing examples of Amici’s work,
requested that Amici design a reflecting microscope for
him; then, shortly afterwards, a microscope micrometer.
Talbot’s work was promoted in Florence by Amici and
Talbot’s sisters, Caroline and Horatia, in the 1840’s, in
Talbot’s absence. As a result of Amici’s friendship with
Talbot’s sisters, Talbot’s work gained the recognition he
desired without his presence. In 1840 Amici devised an
oil-immersion system that improved the optical aberra-
tions found in microscopy. He then went on in 1855 to
improve on this with his water immersion lens.

Jo HALLINGTON

ANDERSON, JAMES (1813-1877)
British photographer of architecture and works of
art

Part of a famous dynasty of photographers in Rome,
after Alinari and Brogi in Florence, Anderson is known
for his architecture views and reproductions of works
of art. Born in England, Isaac Atkinson studied in Paris
and got installed in Rome in 1838. He took the name

Anderson, James. “L’arc de Setime Severe au Velabre, Nomme
L arc des Orfevres.”

Courtesy: The J. Paul Getty Museum, Los Angeles. © The J.
Paul Getty Museum.
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of James Anderson the year after. He certainly began
photography in 1845 and joined the group headed by
Greco’s. He sold his photographs in Joseph Spithover’s
bookshop situated 85, Piazza di Spagna.

Anderson contributed in 1857 to an album entitled
Rome containing fourteen of his views. Two years after,
he published a catalogue counting four hundred and fifty
photographs. He took part in photographic exhibitions
in Scotland in 1857 and in London in 1862. His images,
well contrasted and clearly composed, gave a new vision
of the city, far from picturesque, and closer to archi-
tectural layout and documentation. Very appreciated,
Anderson is one of the first professional photographer
active in the Peninsula. His son Domenico took back
the firm successfully. In the 1930s, Anderson counted
40,000 negatives, but the activity stopped in 1960. The
archives were bought in 1963 by Earl Cini who thus
gathered Anderson to the Alinari collections.

LAURE BOYER
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ANDRIEU, JULES (active 1850s—1880s)
French photographer

The term “Paris Commune” (La Commune de Paris)
originally referred to the government of Paris during the
French Revolution. However, the term more commonly
refers to the socialist government that briefly ruled Paris
from 18 March (more formally from 26 March) to 28
May 1871.

The photographs made by approximately a dozen
French photographers such as Andrieu during the Paris
Commune of 1871 focus on the architectural ruins in
Paris left in the wake of these conflicts. These images,
especially Andrieu’s are void of human figures or signs
of life, and appear today as compelling representations
of destruction and loss.

Because photography could sometimes be a form of
objective documentation, this medium served as a means
of propaganda, which generally denounced the reprisals
against the communards. From 1871 on, ‘collections’ of
demolished buildings were published: the Hotel de Ville,
and the Tuileries, etc. Various Parisian photographers
such as Jules Andrieu traveled around Paris during the
events to take photographs of the unfolding events.
Andrieu was a photographer-craftsmen and laboratory
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technicians who adapted to the “market” of photogra-
phy. For technical reasons his exposure time was short.
Paris seems deserted in most of his images with only a
few people appearing them. In some images by Taupin,
Ferrier, and Lecadre, fires and such are evoked by crude
touching-up of the prints with paint.

This photographic production has a two-fold implica-
tion. The images not only serve as historical documents
of the event, but they serve as documentation of histori-
cal problems of censure and politics as captured in the
image and how that image was taken. The power of im-
ages like these resides in the reproducibility of them, a
market which continued to grow in size and importance
with the development of photography, especially cinema
and television.

In this market, the Commune of Paris proved to have
an economic ground that bore fruit. Reproductions of
monuments on fire, of the Vendéme column, and of Paris
completely devastated were sold as rolls in Provinces
and abroad. In London particularly, these photographs
achieved enormous popularity to the extent that the
Agency Cook Travel began organizing visits for groups
of people.

The photographs entitled “Desastres de la guerre” by
Andrieu are silver prints on albumenized paper measur-
ing approximately 29 by 38 cm, most probably made
from wet collodion glass negatives, the technology over-
whelmingly preferred at the time. To date, forty-seven
separate images of “disasters” have been identified by
their identical presentation and their shared dimensions
and subjects of Parisian architectural ruins of 1870 and
1871. All these photographic prints are mounted on
much larger blue-gray cardboard with a red embossed
stamp, centered underneath the print, bearing the series
title, Desastres de la guerre. It was on October 30, 1871,
that Andrieu registered twenty-one prints with the Depot
Legal, the government bureau regulating commercial
prints, under a series title Desastres de la guerre, along
with individual titles, which he numbered by hand from
one to forty-four, skipping numbers. A photographic
album now in the Canadian Centre for Architecture,
La Guerre et la Commune, includes twenty-one of
Andrieu’s Desastres in conjunction with other pictures
that offer a rare example of the manner in which such
Commune photographs were sold and collected in the
later nineteenth century.

Jules Andrieu and his studio were primarily devoted
to the commercial production of the ruins of the among
others such as Hyppolite Collard, Alphonse Liébert,
Pierre Ambroise Richebourg, Disdéri and Pierre
Edmonds, and others as well. The political actors in
conflicts also used photography and called upon these
studios to take images for them. The government of
Common often had photographs taken of the killed
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National Guards whose identity could not be proven. As
of April 1871, the authorities of Versailles made photog-
raphy profitable in the identification and documentation
of the Communards operations. The image served many
purposes. Very quickly, censorship controlled the pro-
duction of images that were still being sold years later.
By the end of 1871, prohibition was enacted banning
the intent to hawk and put on sale images and emblems
likely to disturb public peace” and in particular the
“portraits of the individuals charged or condemned for
their participation in the insurrectionary facts.” The only
authorized exceptions were “reproductions, which are
made from a purely artistic point of view of the fires of
ruins of Paris.”

Photography, like all media, is ambivalent and even
ambiguous and is perhaps both at the same times and
often a source of information and a tool of misinforma-
tion. An image of a tumultuous event is often more than
just an image. The photographs of the ruins of Paris are
images of war and the questions remains why did people
start to collect and admire them. Recent historical ap-
proach has proposed political and class-based readings
of the photographs of Andrieu. Historians of art, pho-
tography, and culture who are concerned above all with
determining the political positions of the photographers
have divided these images into pro-and anti-Commune
camps, clarifying the ambiguity of photographs so that
a consistent message can be sent instead of contra-
dictons. Historians however have tended to privilege
what they consider to be pro-Commune photographs
and photographers, linking them to the proletariat. The
so-called pro-Commune photographs constitute only a
small proportion of contemporary Commune-related
imagery, and these had indeed suffered in the earlier
ideologically driven (that is, anti-Commune) illustrated
histories of the political moment. Such scholarly efforts
to recuperate these images have provided a fuller view
of Commune representation, if not greater sensitivity to
their broader meanings outside the specific politics of
this radical movement.

JOHAN SWINNEN
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ANGERER, LUDWIG (1827-1879) AND
VIKTOR (1839-1894)

The brothers Ludwig and Viktor Angerer are variously
described as being of Hungarian or Austrian nationality.
They were born in Malaczka, Hungary.

Ludwig was trained as a pharmacist in the early
1850s, and some accounts state that he served as a
pharmacist in the Austrian army, while others place him
in the Imperial Pharmacy at Donauldndern. Initially,
photography was his hobby, but a series of views of
Hungary and Austria, taken during his military service
in the Danube countries in 1854, brought him to public
notice, and apparently encouraged him to make his
hobby his profession.

He moved to Vienna, probably in 1857, and opened
a photographic studio in the city, quickly earning a
reputation for high quality portraiture, both indoors and
outside in the garden of his home.

By 1864 he was a member of the executive com-
mittee of the Photographic Society of Vienna, which,
according to Eder, brought him into contact with Anton
Friedrich, then manager of Voigtlinder’s premises in
Vienna. This led to Angerer acquiring and working
with Voigtlidnder’s recently introduced and massive 8-
inch diameter Petzval-style portrait lens. Indeed, it was
Angerer’s own lens which was displayed at the Berlin
International Photographic Exposition in the following
year. With this lens, he produced a series of very large
format portraits, and his achievement was reported in the
review of the exposition published in Photograpische
Korrespondenz

Ludwig Angerer exhibited portraits, busts and three-quar-
ter lengths, taken with an eight-inch Voigtlander lens.
From the technical standpoint, these were highly success-
ful and vigorous without retouching, but, unfortunately,
they were not as much appreciated as the difficulty of
their production made them deserve.... The nucleus of
his exhibit were the portraits, size 13 x 16 inches, taken
with a six-inch Voigtldnder lens.

That six-inch diameter lens, introduced in 1860 in two
different focal lengths, weighed in at a massive 31 lbs!
The weight of the eight-inch version must have been
considerable. Indeed, so heavy was it that Angerer had to
design a special tripod to carry the weight of the camera
and its optic, with geared mechanisms to raise and lower
the camera. Camera, lens and tripod reportedly weighed
over two hundred pounds!

Angerer is credited with the introduction of the carte-
de-visite into Vienna in 1857, and thereafter he produced
and marketed many portraits of the Austrian Imperial
family and celebrities in that format as well as the larger
format prints for which he was already renowned.

His continued success led to expansion of his prem-
ises, and a larger studio, illuminated with blue glass

ANGERER, LUDWIG AND VIKTOR

skylights, was opened in 1867. It was in this studio that
he was joined by his brother Viktor in 1872, or 1873.
Viktor had previously operated his own highly success-
ful studio since the early 1860s. Their partnership, as
L & V Angerer, apparently lasted just over a year as
Ludwig’s health deteriorated and the operation of the
studio passed solely to Viktor. Ludwig died in 1879,
aged 52, and one of his sons and his daughter would, for
a time, work as photographers in the family studio.

Viktor was a military engineer by training, having
briefly operated a portrait studio in Bad Ischl at the age
of twenty. On leaving the military, he returned to photog-
raphy, eventually becoming Court Photographer to the
Austrian Imperial Family. A pioneer in the production
of photographic enlargements in Vienna, he report-
edly visited Claudet in London in 1861 to familiarize
himself with the challenges of using Woodward’s solar
enlarging camera. His photographic career spanned
more than thirty years, and embraced both photography
and the manufacture of photographic materials, during
which time he produced celebrated portraits of Austrian
celebrities, including a fine series of studies of Johann
Strauss in the early 1890s.

A series of photographs exhibited in the 1863 exhibi-
tion of the Photographic Society in London, and identi-
fied only as by ‘Angerer’ were probably examples of
both men’s work. They had previously been exhibited
in Paris, and were brought to the London exhibition by
the Société francaise de photographie. Amongst them
are two portraits of the Empress of Austria, probably by
Ludwig, but the majority relate to technical experimen-
tation which the two men undertook around that time.
Amongst them, large format portraits of Voigtlinder,
Callaghan, and one of the Angerer brothers—and taken
with Voigtlinder lenses—are probably by Ludwig. ‘A
Photograph on albumenized paper, magnified eight
times without being retouched, produced by means of
the Solar camera’ clearly stems from Viktor’s 1861-2
experiments with enlarging. The experimental nature of
the images in this exhibit is underlined by the fact that,
with the exception of the portraits of the Empress, the
subject matter of the images was not catalogued, while
lenses used are precisely described. Thus, the catalogue
confirms, two images (subject unknown) were taken
with the ‘short-focus’ version of Voigtlédnder’s six-inch
diameter lens.

In 1881 he is recorded as the proprietor of the Pho-
tographic Art Institute of Vienna, the most celebrated
studio in the Austro-Hungarian Empire, for which he
bought a licence from Karl Klic to use Kilic’s heliogra-
vure printing process, having received training at Klic’s
Photochemical Works. Printing, by heliogravure, collo-
type and photogravure, eventually became an important
aspect of the studio’s activities.

While Klic was refining his process, he used dry
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collodion plates manufactured for him by Angerer’s
newly opened dry plate factory. Perhaps as a reaction
against the uncertainty of mass produced materials at
the time, Angerer had joined forces with another of
Vienna’s most celebrated photographers, Dr. Székely,
to manufacture plates to their own exacting standards.
The operation lasted only a decade, however, and by
1892 Viktor Angerer had built a new home and studio
on the factory site. The Strauss portraits must have been
amongst the first taken at the new premises. Viktor died
in 1894, at the age of 55.
The studio finally closed at the outbreak of the Great
War, 1914.
JoHN HANNAVY
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ANIMAL AND ZOOLOGICAL
PHOTOGRAPHY

Due to the need for long exposure times in the first
years of photography 1839-1845 only fossils, dead or
stuffed animals could be photographed on metal and
paper (some by use of the microscope) while from the
mid-1840s domesticated animals in static poses appear
in daguerreotypes by Bisson Freres and others. From
1851 access to exotic live animals in new public “zoo-
logical gardens” coinciding with the development of
faster wet-collodion plates, was a boon to photographers
and scientists alike. Spanish gentleman-amateur Juan
de Borbén Comte de Montizon (1822-1887) exhibited
numerous collodion photographs of beasts, birds and
fish taken at the London Zoo between 1852—-1858 and
in Paris in 1860 Louis de Lucy (Louis Godefroy Lucy-
Fossarieu, 1822-1892) was official photographer for an
album for the new Zoological and Botanical Acclimati-
sation Garden in the Bois de Boulogne.

In The Photographic News of 23 February1866
Frank Haes (1832-1916) described the difficulties
of working with slow speed plates and unpredictable
subjects over two years work at London Zoo preparing
his series of stereographs for sale. His difficulties were
slight compared to those of explorer James Chapman
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(1831-1872) in Namibia who secured a few images of
dead wild animals using a French stereograph camera
in 1861-62.

The publication potential of the new negative-posi-
tive collodion process inspired the Paris Museum in
1853 to commission Bisson Fréres (Louis-Auguste
(1814-1876), Auguste-Rosalie (1826-1900) to make
photographs for a serial publication Zoologie pho-
tographique, ou représentation des animaux rares dés
collections du muséum d’histoire naturelle with 60
plates made using Niepce’s photomechanical process.
The British Museum followed suit in 1854 engag-
ing Roger Fenton (1819-1869) but did not produce a
zoological publication. Later publications such as that
of the Harvard College Museum of Comparative Zool-
ogy in 1873-1874 had photographs by John Carbutt
(1832-1905) reproduced in the superior photomechani-
cal process of woodburytype.

A number of specialist pedigree animal photog-
raphers worked in Paris in the 1850s—1860s. Adrien
Tournachon (1825-1903) made photographs at bovine
and equestrian shows later using Adolphe Bertsch’s
rapid collodion plates with the salt paper process in
the mid-1850s but his work was eclipsed by the scale
and style of an equestrian studio hippique set up in the
Bois de Boulogne in 1860 by Jockey-Club member
Louis Jean Delton I (1807-1891). The latter posed
clients on their steeds or in horse and carriage teams
outdoors against a variety of stylish scenic backdrops.
Léon Cremiere (1831-1913) editor and illustrator of
the sports journal Le Centaure (1866—1869) produced
albumen and woodburytype photographs on lettered
cards of pedigree dog in shows. Cremiere published an
album on bloodhounds; La Vénerie Francaise [French
Hunting] on the show of 1865 and Delton an Album
hippique [Equestrian album] in 1870.

The French studios practised a form of portraiture,
while in Scotland from the late 1850s Horatio Ross
(1801-86) used dead props to make pictures of hunting
scenes enlivened with titles like “T have got him at last.”
Others like Willoughby Wallace Hooper (1837-1912)
in India also catered to the hunter’s desire for on the
spot proof and souvenirs with staged hunting scenes in
the late 1870s. John Dillwyn Llewelyn (1810-1888) in
England in used stuffed animals in natural settings in the
early 1850s but turned to his own oxymel “dry” preser-
vative process in 1856 to do outdoor animal studies In
Vienna photographer C. Wrabertz used taxidermy speci-
mens for bird photographs in E. Hodek’s Europdische
Raubvégel, serie 1 [European Birds of Prey series 1]
in 1874 and Canada William Notman (1826-1891) a
fine canine pet portraitist, used taxidermy in 1876 for
his illustrations to H.G. Vennor’s Our Birds of Prey, or
the Eagles, Hawks and Owls of Canada. Taxidermy
facilitated comic tableaux works such as those by cat
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specialist H. Pointer in England in the 1860s—1870s and
melodramatic ‘perils of the wilderness’ 1890s stereo-
graphs in America by George Barker (1844-1894).

A substantial market developed in the 1860s for
animal studies called érudes for use by artists and de-
signers. One of the main publishers from the 1860s on
was the Alsatian firm of Adolphe Braun (1812-1877) in
Mulhouse which released many series on rural animals
as well as and giant carbon prints of still-life studies of
dead game. Achille Quinet (1831-1900) and Constant
Famin (in France (1827-1888) produced picturesque
farm animal studies and one of the most prolific animal
specialists Charles Reid (1837-1929) in Scotland the
1880s, undertook extensive journeys to add types of
animals to his inventory.

The ability to capture more than what the eye could
see awaited the development of the dry-collodion plate
in the 1870s and technical innovations in lenses and
shutter mechanisms into the early 1880s. The great
pioneers were Etienne-Jules Marey (1830-1904) in Paris
from the 1860s and British-born Eadweard Muybridge
(1830-1904) in California in the 1870s and 1880s. In
1878 Muybridge used fast Dallmeyer lenses and a line
of cameras with trip wires to prove a horse’s legs left
the ground while at full gallop. Muybridge developed
his zoopraxiscope an early form of cinematography
which Marey saw in Paris and developed his pistol
camera and sequential chronophotography process
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Juan de Borbon, Count de
Montizon. The Hippopotamus at
the Zoological Gardens, Regent.
The Metropolitan Museum of Art,
Gilman Collection, Purchase, Ann
Tenenbaum and Thomas H. Lee
GIft, 2005 (2005, 100.14) © The
Metropolitan Museum of Art.

making some of the most beautiful and scientifically
precise images of bird flight. Others including German
Ottomar Anschiitz (1846—-1907) took up the new animal
locomotion methods and designed his own rapid shutter
and became a pioneer of cinematographic apparatus. In
1884 he published a sequential shots of a stork leaving
its nest and over the next two years undertook hundreds
studies of animals in the Posen Zoo and a private deer
park. Using a hide and a race to confine the animals
and possibly fake scenic backdrops, Anschiitz’s close-
ups gave a powerful illusion of animals in the wild. At
the same time in Paris Louis-Jean Delton’s son Jean II
(1850-after1917) trading as J. Delton, used the new
rapid gelatin bromide dry-plate negatives to make ‘in-
stantaneous’ photographs showing horses rearing and
jumping. He published a series of albums of photogra-
vures and platinum prints of riders in action in the Bois
de Boulogne from 1882 and took one of if not the first,
in situ race-finish photographs in 1885. In 1917 Delton
IT claimed to have been the first in Europe to capture
horses in movement and had letters from pioneers like
Marey attesting to his success.

In 1887 Muybridge having renewed his earlier experi-
ments utilising an electro-magnetic device to trigger the
shutters on his banks of cameras and made hundreds of
animal movement studies, some of which were made
at the Philadelphia Zoo and Gentlemen’s Driving Park.
The work was published in eleven volumes of collotypes
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titled Animal Locomotion. An Electro-Photographic
Investigation of Consecutive Phases of Animal Move-
ments, a work that has continued to fascinate artist and
the public ever since.

Photography was also pursued as part of the docu-
mentation of government sponsored natural history and
geographic expeditions starting with the Spanish Pacific
Scientific Expedition 186266 for which Rafael Castro
y Ordéiiez (1834—-1865) was official zoological photog-
rapher but took mostly views. The British oceanographic
study undertaken in the Challenger in 1872—-1876
brought the first photographs of penguins in Antarctica
to a wider audience, and Canadian geologist explorer
J.B. (Joseph Burr) Tyrrell (1858-1957), a geologist
employed by the Geological Survey of Canada, photo-
graphed massive caribou herds at Carely Lake in the
Barren Lands in 1893.

Photography played a key role also in stimulating
conservation campaigns. In Montana in 1879 military
photographer Laton A. Huffman (1854-1931) recorded
the mass extermination of bison in the 1880-1890s. The
lesson of those losses affected former big game hunters
such as the American Judge George Shiras 3rd (1832—
1924) (an amateur naturalist, who urged adoption of the
camera instead of the gun and promoted conservation.
In 1898 Shiras developed a technique for photographing
animals at night using trip-wired flash. German hunter
Carl George Schillings (1865-1921) on safaris in East
Africa in the late 1890s became a conservationist. His
later work with flash would make him the best-known
modern wildlife photographer.

In the 1890s an industry developed catering to
both amateurs and professionals interest in ‘wildlife’
photography (though few faced predatory animals).
Thomas Dallmeyer made a special naturalist’s cam-
era and introduced the first telephoto lens in 1891. In
1897 the first German natural history book on middle
European game animals by Dr Wurm was marketed on
the basis of its profuse illustration by ‘snapshots from
life’ (some by Anschiitz). However, the deluxe albums
and high quality books were overtaken by half-tone
reproduction process which supported an explosion
in naturalist books and magazines. Beginning in 1895
with British Birds’ Nests brothers Richard and Cherry
Keaton showed how they had mastered close-up stud-
ies by their ingeniously camouflaged hides and other
devices to reach inaccessible places.

From the outset of the development of photography
in the 1840s, the value of applying photography to the
study of creatures, domestic or wild, dead or alive,
their habits and habitats on land, sea and in the air was
predicted and partially fulfilled by the end of the cen-
tury. The indispensable role of photography in popular
journals such as National Geographic founded in 1898
awaited the new century fast mechanical shutters, rapid
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plates, reflex cameras and telephoto lenses and flash-
lights and orthochromatic plates.
GAEL NEWTON
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ANNAN, JAMES CRAIG (1864-1946)
Scottish photographer and photogravurist

Annan was an important international figure in photog-
raphy’s fight for recognition as an art in its own right at
the turn of the nineteenth century. Then anyone inter-
ested in Pictorial Photography would know his work,
exhibited throughout Europe and the United States from
St Petersburg in 1894 to Buffalo in 1910 and reproduced
in many journals including Die Kunst in der Photogra-
phie of Berlin and Camera Work of New York.

He learned photography from his father Thomas An-
nan and went in 1883 to Vienna to learn photogravure
from its inventor Karl KIi¢. When in 1887 his father died
the family firm became T. & R. Annan & Sons, Glasgow,
Photographers and Fine Art Publishers. James became
a partner specialising in photogravure for the reproduc-
tion of works of art, for example, Sir Henry Raeburn: a
Selection of his Portraits, Constable, 1890, and for book
illustration, an early example, G. Christopher Davies,
Norfolk Broads and Rivers, Blackwood, 1883, and a
macabre example, William Macewen, Atlas of Head
Sections, Maclehose, 1893.

About 1891 Annan decided to make his own photo-
graphs. In 1892 a trip to North Holland produced what
must have been a breathtakingly fresh exhibition in
the firm’s new galleries, its interior, furniture, and the
picture frames designed by George Walton. The almost
abstract “On a Dutch Shore” captures the roar of wind
and sea as a catch of fish is auctioned on the open beach.
“The Beach at Zandvoort,” merely 4.6 cm by 23.3, has
figures which at first appear like irregular notes of music
pushed into a slanting line across the top of the composi-
tion. These two photogravures alone almost reduce The
Hague School to costume painters.

ANNAN, JAMES CRAIG

Annan’s trip in 1894 to North Italy produced in 1896
a folio of eleven photogravures, Venice and Lombardy.
The minimal “Venice from the Lido” shows Annan fol-
lowing his own advice to set up, then watch and wait
and wait, until, in this case, the shape of the drifting
gondola came into a visual harmony with the posts in
the channel and the distant towers of the city. Annan
stated that he had no set of rules. He worked ‘by the
inspiration of the moment’.

1894 brought him astounding recognition. He was
elected a member of The Linked Ring. He showed more
prints than anyone else at the Photo-Club de Paris. He
exhibited at the Joint Exhibition in New York and “The
Beach at Zandfoort” was used as a frontispiece for The
American Amateur Photographer. He exhibited in St
Petersburg, and, at the London Salon, sold a 45.4 cm
carbon of “The Lombardy Ploughing Team” for three
guineas to Harold Holcroft, an early collector.

Annan was an early advocate of the hand camera.
Stieglitz obtained one sometime in 1892-93. Annan
had exhibited hand camera prints in 1891 and presented
an entire exhibition “North Holland” in 1892. When in
1897 Stieglitz wrote about the hand camera he quoted
from Annan’s article in The Amateur Photographer of
March 1896. Annan and Stieglitz were exact contem-
poraries. They enjoyed a long correspondence. Stieglitz
owned sixty Annans.

Annan delighted in the seizing of the moment, for
example, the practised glance of William Strang examin-
ing his etching plate, or the tiny, restless, almost eerie,
movement of the white horse in the farmyard below
Stirling Castle.

In photogravure the image is transferred to a plate to
be worked on as an etcher would. Annan enjoyed this
immensely. “The Etching Printer—Willam Strang, Esq,”
1902, was heavily manipulated with its background and
the wheel of the etching press washed out leaving the
very subject of the work, Strang’s eye and his plate,
sharp. Annan explored other manipulations. Adding
“Ex Libris Dorothy Carleton Smyth” to a print of her
portrait resulted in a photographic book plate.

During its 1901 International Exhibition, Glasgow
was the centre of Pictorial Photography. Annan as-
sembled 201 pictorial works from Austria, Belgium,
England, France, Germnay, India, Italy, Scotland,
Russia, Switzerland, and the United States. In addition,
he asked Steigltiz to select the American section. He
provided, with a few exceptions, the works which in
1902 announced the arrival of The Photo-Secession. T.
& R. Annan & Sons were also official photographers
to the International Exhibition. Three years later they
built the most handsome new premises in Sauchiehall
Street.

Annan produced some fine portraits deeply redolent
of their time. Anne MacBeth, who taught at Glasgow
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School of Art, wears her wide collar heavily embroi-
dered with roses and hearts. Jessie M King, the book
illustrator, gazes out from under a huge bonnet. The
image of the architect and designer C. R. Mackintosh
known today is the one Annan created of him in tweed
suit, flowing bow tie, minute kiss-curl on forehead.
Annan’s rotund G. K. Chesterton carries faint echoes of
Hill and Adamson’s “Professor Alexander Monro.”

Annan could recall as a child meeting D.O. Hill and
he knew well two volumes of calotypes which Hill’s
widow had presented to his father, a close friend. About
1890 he made a set of twenty photogravures from their
original calotypes. He lent prints to Hamburg in 1899, to
Stieglitz’s “291” Gallery in New York in 1906, where Hill
was presented as the Father of Pictorial Photography, to
the Salon in London in 1909, and to Buffalo in 1910. He
also supplied Stieglitz with photogravure prints of their
work to appear in Camera Work in 1905, 1909 and 1912.
At the very end of Annan’s life Helmut Gernsheim, ad-
dressing him as ‘““a great master of photography,” asked
for information about Hill. Annan corrected the account
of Hill in Gernsheim’s New Photo Vision, Fountain
1942, by mentioning Brewster and Adamson. However,
Gernsheim gave Annan his due, “Hill was only thought
of again when photography was rediscovered as an art
by Craig Annan and his circle.”

Principal collections of Annan’s work: Metropolitan
Museum of Art, New York; Museum fiir Kunst und
Gewerbe, Hamburg; Royal Photographic Society;
Scottish National Portrait Gallery; Staatliche Museen
zu Berlin.

WILLIAM BUCHANAN

Biography

James Craig Annan, the second son of Thomas Annan
and Mary Young Craig, was born on 8 March 1864 at
Talbot Cottage, 15 Burnbank Road, Hamilton. He left
school in 1877 when the family moved to Lenzie to set
up a carbon printing works. About 1878 he attended
chemistry lectures at Anderson’s college. In 1883 he
learnt photogravure from Karl KIi¢ in Vienna. On his
father’s death in 1887 he became a partner in the firm.
About 1890 he made photogravure prints from Hill and
Adamson calotypes. He lent these to exhibitions in Eu-
rope and the United States. He championed their work.
Also about this time he decided to become a creative
photographer. In 1894 he was elected a member of the
Linked Ring. He exhibited, often by invitation, in New
York, Paris, St. Petersburg, Brussels, Antwerp, Munich,
Berlin, Philadelphia, Hamburg, Turin, the Hague and
other places. His work was also widely reproduced in
the many photographic magazines of the time. He re-
mained a bachelor. He died on 6 July 1946 at his home,
Glenbank, Lenzie.
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ANNAN, THOMAS (1830-1887)
Scottish photographer and founder of a
photographic firm

Thomas Annan, who lived when the commercial aspects
of photography were being explored, established his
firm, T. & R. Annan, in Glasgow. His obituary in The
British Journal of Photography noted his high reputa-
tion for the reproduction of works of art, as photography
replaced techniques like engraving, but it made no men-
tion of Annan’s qualities as a photographer. He created
some of the memorable images of his century.

In 1862 the Glasgow Art Union, to replace the usual
engravings issued to its subscribers, asked Annan to
produce photographic prints. These proved acceptable.
Annan did not merely photograph a painting. He gave
a print of it to the artist to work upon. This was then
photographed and from that negative the prints were
made. The reproductions of Noél Paton’s “The Fairy
Raid” were made this way.

Annan kept in the forefront of the new permanent
processes. The rights to Joseph Swan’s carbon process
were bought by Braun for France and Belgium, by
Hanfstaengl for Germany, by Annan in 1866 for Scot-
land and by the Autotype Company, two years later, for
England. Swan’s first major production was to make
in 1866 from Annan’s negative, carbon prints, in three
sizes, each in an edition of 1,000, of D. O. Hill’s painting
“Signing the Deed of Demission.” Hill had originally
advertised (23 years before) that the reproductions
would be engravings. These carbon prints were hung in
many a pious Scottish household. When Annan heard



of photogravure he went to Vienna in 1883 with his son
so that James (J. Craig Annan) could learn the process
from its inventor Karl Kli¢. Annan bought the rights of
that process for Britain.

Annan turned photographer from engraver and lithog-
rapher in 1855. That year he photographed the first iron
transatlantic steamer under construction, the gigantic
‘Persia.” Very likely this was a commission from its
creator Robert Napier.

Glasgow commissioned Annan to record two great
civic enterprises. It constructed a new water supply
which, daily, brought 50 million gallons from Loch
Katrine through 35 miles of pipes to the city. This
splendid piece of Victorian engineering is contained
in the album Views on the Line of Loch Katrine Water
Works, 1859 and Glasgow Corporation Water Works:
Photographic Views of Loch Katrine, 1889, a record of
sluices, salmon ladders, aqueducts, syphon piping, a
gauge basin, etc., ending with a photograph of the water
gushing in Kelvingrove Park from a fountain complete
with the Lady of the Lake on top.

ANNAN, THOMAS

Annon, Thomas. Close, No. 37
High Street.

The J. Paul Getty Museum, Los
Angeles © The J. Paul Getty
Museum.

Glasgow also embarked on the demolition of its
terrible slums. Unlike the crusading Jacob Riis in New
York 20 years later, Annan’s task was to record what
was destined to disappear. Working in feotid and disease
ridden conditions he produced the first thorough—and
a most moving—account of the worst slums in Britain.
“Close, No. 157 Bridgegate” is of dirt, decaying stone,
grimy washing, the glint of effluent, yet by Annan’s pho-
tography somehow made beautiful. The slum dwellers
sometimes appear. In “Close, No.46 Saltmarket” they
have been carefully assembled. At the centre is the figure
of a boy set in front of the dark rectangle of a door. His
stance, thin arms akimbo and surely not arranged by
anyone, shows he has some determination left. What
became of him?

Single prints of the slums were made. In 1871, the
first edition, probably four sets of 31 albumen prints,
was titled Photographs of Streets, Closes, &c. Taken
1868-71. The second edition, 1877, probably 60 sets,
Photographs of Old Closes, Street, &c., Taken 1868—
1877 is of 40 carbon prints. The third edition, of 50
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photogravures, was published in 1900 in two versions.
One version, 100 copies, Old Closes and Streets A Series
of Photogravures1868—1899, was published by Annan
for the Corporation. The other version, 150 copies, The
Old Closes & Streets of Glasgow, published by Macle-
hose were the only copies for sale. For the photogravure
editions James sharpened the images.

Annan’s landscapes, once highly regarded should
be highly regarded again. In 1860 The British Journal
of Photography found his “Loch Ranza” the best work
at the Photographic Society of Scotland. In 1861 at
the British Association in Manchester, “Aberfoyle”
gained by common consent “the blue ribbon of merit.”
In January 1863 a review of the Photographic Society
exhibition in London commented that Annan whose fine
landscapes were little known in London, “from this time
forth ... must take rank amongst our first-class artists.”
In January 1865 The Photographic News noted Annan’s
“deep poetic feeling,” which is certainly evident in “The
Last Stooks of Harvest” and “Ferns” whose fronds are
set against a carpet of tiny leaves. These two prints, 16
inches by 13, cost 7 shillings and sixpence each. In April
that year Annan’s “Dumbarton Castle” earned a silver
medal from the Photographic Society of Scotland.

Annan was also a fine portraitist. His posse of
Glasgow University Professors who appear in Memo-
rials of the Old College of Glasgow, Maclehose 1871,
are splendidly understated. Some handle a volume in
the best manner of Hill and Adamson. Annan’s most
powerful portrait was taken in 1864 when the missionary
and explorer David Livingstone was visiting his family
who lived next door. Livingstone, anguish and suffering
clearly visible on his face, sits at a table on which his
consular cap is placed. Livingstone was then a hero. An-
nan created his sombre icon. Annan also photographed
Livingstone’s five year old daughter looking up at the
strange man whom she had just met for the first time.

T. & R. Annan’s cartes-de-visite were mainly of
Free Church ministers but also included the “Rev. Dr
Krummacher, author of Elijah the Tishbite, Berlin,”
two M.P.s, three artists, and from the Pacific ‘Williamu,
Chief Tanna Islands.” They and ‘Dr Livinsgtone, African
Traveller” cost a shilling each.

Collections of Annan’s work are in Glasgow Uni-
versity Library, the Mitchell Library, Glasgow and the
Scottish National Portrait Gallery.

WILLIAM BUCHANAN

Biography

Annan was born on 15 July 1830 in Fife. His “Dairsie
Church” is a scene from his childhood. Under the bridge
flows the River Eden. A laid led off to Lydox Mill, the
family’s corn and flax spinning mill. In the church yard
lie his mother Agnes Bell and his father John Annan,
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Master Miller. In 1845 he left for Cupar to begin an ap-
prenticeship in lithography and engraving. In 1849 he
moved to Glasgow to work for a lithographic company.
In 1855 he established a photography business though
where he learned photography is not known. Two years
later he moved into the first of several premises along
Sauchiehall Street. Annan married Mary Young Craig
on 27 July 1860. They had seven children of whom
John and James (first and second children) worked for
the firm. In 1864 he established a home, Talbot Cot-
tage, and works at 15 Burnbank Road, Hamilton. In
1857 he moved to Lenzie to set up a carbon printing
factory. Annan died at his home, Glenbank, Lenzie, on
14 December 1887. Two years later the firm became
“Photographers and Photographic Engravers to Her
Majesty at Glasgow.”

See also: Hill, David Octavius, and Robert Adamson;
Annan, James Craig; Riis, Jacob August; and Royal
Photographic Society.
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ANSCHUTZ, OTTOMAR (1846-1907)

German photographer and moving picture pioneer

History has not been kind to Ottomar Anschiitz, a lead-
ing photographer of the later 19th century whose career
was “almost forgotten,” in the contemporary words of
one critic, by the mid-1920s. Although he contributed
many important technical improvements to photographic



work, significantly a practical focal-plane shutter that
was in production for over 35 years in the cameras of
C. P. Goerz in Berlin, and developed a moving picture
viewer for his series chronophotographs that preceeded
the Edison Kinetoscope, the rise of modernist aesthetics
early in the 20th century and the unusual technology of
his moving picture system combined wholly to eclipse
his work. Until the 1990s there was neither any substan-
tive research into his career nor any exhibitions devoted
to it. One part of the problem in dealing with Anschiitz
is his own habit of secrecy regarding his work: he made
an inviolable distinction between photographs that he
considered artistic, and worthy of public exhibition, and
those he considered commercial and therefore of little
interest. As a result, he exhibited and also published his
ground-breaking “instantaneous” pictures taken in 1883-
1887 that captured the movements of animals, troops on
manoeuvre, and, strikingly, storks in and around their
nests, for almost 20 years until they became over-famil-
iar and helped characterise his career as old-fashioned
and passé. Another problem is found in Anschiitz’s
extraordinary moving picture work, which absorbed
him almost completely between 1886 and 1894: despite
its success with audiences and its remarkable achieve-
ments in reproducing natural movement, his failings
as a businessman led him to assemble huge debts by
late 1892. This debt seriously threatened the social and
economic standing of this provincial photographer who
had risen to become the photographic instructor to the
Kaiser’s wife and family, and who circulated amongst
the elite social and business personalities of Berlin.
With imminent collapse facing both his reputation and
his energetically led photographic business, Anschiitz
abandoned his pioneering moving picture experiments,
even repressing its artifacts and pictures, so that this
important part of his work also disappeared, leaving
him at the end of his career between 1894 and 1907 in
the superficial public record as a champion of amateur
photography and defender of conservative genre pho-
tography. Obituaries noted the passing of one of the “old
guard” of photography.

In the 1870s and 1880s, instantaneous photography,
or exposures fast enough to capture quickly moving
subjects in natural settings were the cutting edge of
photographic technology. Photographers like the Graf
von Esterhazy, Alfred Lugardon, and others took many
prizes at international exhibitions for their often sur-
prising mages of leaping dogs and jumping men, but it
was Ottomar Anschiitz who consistently led the field,
principally by using a focal-plane shutter which he
developed into a practical design in 1882, first used to
take naturalistic photographs of troops during their field
exercises. To aid his ability to work quickly, he etched
a focussing scale on the outside of his lens tube, so he
could change plates and make an accurate exposure
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very rapidly. His special camera, which Anschiitz kept
secret for seven years, also allowed him to develop a
photographic method far in advance of its time: in an
era when any photographic subject was universally
subservient to the assumed demands of the medium,
or to the imposed demands of the photographer’s style,
Anschiitz gave his subjects complete freedom, his cam-
era allowing him to simply follow their actions, whether
farmers and workingmen around Lissa, which produced
sequences of complete movements and activities, or
animals from the Breslau Zoo photographed from a
specially constructed blind, which produced informal
images of foxes, leopards, monkeys and other animals.
In this work, as the large collection of surviving prints
with consecutive negative numbers at the Hochschule
der Kiinste in Berlin illustrates, Anschiitz with his plate
camera anticipated the much later photographic practise
of the leading photojournalists of the 1930s and 1940s
with their fast-acting 35mm apparatus.

Anschiitz turned to series chronophotography in 1886
with an impressive set of pictures of horses and riders
taken at the Royal riding academy in Hanover. At first
using a set of 12 cameras equipped with his focal plane
shutter, the next year he developed a unique apparatus
using 24 lenses and shutters but incorporating sophisti-
cated adjustments so that complete, “closed” movements
—where the first and last images would match when
reproduced in a circular viewer like the zoetrope or
phenakistiscope—could be recorded. Building his own
electrically-based viewer called the Schnellseher, which
used the intermittent flash of light from a Geissler tube to
illuminate series photographs fixed to the rim of a rotat-
ing disk, Anschiitz then began to exhibit photographic
moving pictures in public, first at the Ausstellungspark
in Berlin in 1887. Over the next five years some eight
different models of this viewer were widely exhibited
across Europe and America, often in “Schnellseher
parlours” of a dozen or more machines such as those in
New York City, Berlin, Hamburg, and London. For the
commercial deployment of his Schnellseher, Anschiitz
made special entertainment chronophotographs, none
of which survive, including subjects like Skatspieler
(Card Players), Mimenspiel (Man with Changing
Expressions), Lustige Fahrt (Funny Journey) and Bar-
bierstube (Barber Shop Scene), several of which were
precisely echoed in the earliest films of Thomas Edison,
the Lumere brothers, and Georges Mélies. Because of
an odd business agreement with the leading electrical
firm of Siemens & Halske, which manufactured some
137 automat Schnellsehers for him, the financial col-
lapse of the Electrical Wonder Company in London left
Anschiitz with a personal debt of over 47,000 Marks to
the Berlin firm, and after the EWC’s failure he repressed
most of his chronophotographic work, including over
100 series of dancers intended for teaching and an
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extensive series showing the work of the German Post
Office. His only surviving chrnophotographs are those
he sold as photolithographs beginning in 1887, those
that were printed for zoetrope bands, and a collection
of contact print leporellos at the Hochschule der Kiinste
in Berlin that were probably included with a report to
the Culture Ministry, who had financially supported his
early work. Between 1894 and his unexpected death in
1907 he promoted amateur photography with lectures,
teaching, and an elaborate studio and exhibition space
opened in 1896. He devised and manufactured a num-
ber of photographic accessories, including a compact
arc lamp, portable darkroom, changing bag, universal
tripod head, and other apparatus; founded a commercial
organization to resist the inroads of foreign photographic
suppliers to the German market, particularly the East-
man Company; and accompanied the Kaiser and his
family on a long trip through the Holy Land in 1898.
His later photographs, still technically supeurb, were
nonetheless often highly retouched in part and reflected
the romantic imagery of an earlier era.

DEAC ROSSELL

Biography

Ottomar Anschiitz was born on 16 May 1846 in Lissa in
the Prussian province of Posen (today Leszno, Poland),
the son of Christopher Berthold Anschiitz, a respected
local decorative painter who took up photography late
in his career. Trained in drawing and painting, the young
Anschiitz studied photography with Maksymilian Fajans
in Warsaw, Ferdinand Beyrich in Berlin, Franz Hanfs-
taengl in Munich, and Ludwig Angerer in Vienna before
returning to Lissa to take over his father’s business in
1868. In the late 1870s he built a travelling studio to
expand his clientele, in 1881 he began working with
dry plates, and the next year he photographed army
manouvers with a camera of his own design incorporat-
ing a practical focal plane shutter and a focussing guide
etched on the lens tube. With this camera, its innovations
kept secret for years, he began to achieve a national and
then European reputation for taking “instantaneous”
photographs that captured quick movements in natural
settings with both sharpness and clarity, with a series of
photographs of storks in their nests receiving particular
acclaim. He established a studio in Berlin in 1884, and
in 1885 began to take series photographs in the manner
of Muybridge using a set of 12 cameras, supported by
a grant from the Prussian Ministry of Culture. In 1886
he devised a wholly new camera unit with 24 lenses and
outfitted with complex adjustments so that a variety of
subjects could be reproduced in a rotating viewer such
as a zoetrope; he designed several new and innovative
models of zoetrope, one of which carried three rings of
viewing slots and allowed didactic examination of move-
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ment. The same year, Anschiitz built his own viewing
apparatus, called a Schnellseher, using a continuously
rotating disk bearing between 17 and 24 images linked
to a strobing light source to provide the necessary
intermittentcy to register clear moving pictures for its
spectators. Between 1886 and 1895 eight models of An-
schiitz Schnellsehers with his series photographs were
widely exhibited in Europe and North America, seen by
14,858 people in five weeks in Frankfurt a. M. in 1891
and 56,645 people in Hamburg in 1895, but his arrange-
ments for the commercial exploitation of his apparatus,
through the specially-established Electrical Wonder
Company in London, were drastically undercapitalized
and quickly collapsed. From 1894 Anschiitz gave up
his decade-long obsession with moving pictures and
devoted his energies to supporting amateur photography,
especially amongst the social elite of Berlin, where he
had long been the photographic teacher to the Kaiser’s
family. He continued to make commercial portraits,
few of which have survived, led an industry boycott of
“foreign” photographic products from the George East-
man Company, and died suddenly of complications from
acute appendicitis on 30 May 1907. His studio in Berlin
continued to operate under his name, often directed by
his son Guido, until 1925.

See also: Chronophotography.

Further Reading

Kummer, Helmut, Ottomar Anschiitz. Ein deutscher Photopionier
[Ottomar Anschiitz. A German Pioneer of Photography],
Munich: Institut fiir Photogeschichte, 1983.

Liesegang, F. Paul, Ottomar Anschiitz. Meister der Augenblicks-
und Reihenphotographie, Meister der Reihenwiedergabe.
Sein Leben, sein Werk, seine Bedeutung [Ottomar Anschiitz.
Master of Instantaneous and Series Photography, Master
of its Reproduction. His Life, his Work, his Significance],
Unpublished MSS (1940), Liesegang Nachlaf3, Agfa Foto-
Historama, Cologne.

Morrison, Arthur, “Instantaneous Photographs,” in The Strand
Magazine, Vol. 3, no. 18 (June 1892), 629-638.

Rossell, Deac, Faszination der Bewegung. Ottomar Anschiitz
zwischen Photographie und Kino [The Fascination of Move-
ment. Ottomar Anschiitz Between Photography and Cinemal,
Frankfurt a. M./Basle: Stroemfeld/Roter Stern, 2001.

ANTHONY, EDWARD (1819-1888) AND
HENRY TIEBOUT (1814-1884)

For much of the nineteenth century the firm of E and H
T Anthony was the dominant retailer and photographic
manufacturer in the United States.

Edward Anthony (1819-1888) was born in New York
and graduated from Columbia College in 1838. In De-
cember 1839 he paid to see Francois Gouraud’s exhibit
and lectures on the daguerreotype and the following year
he became a pupil of Samuel F.B. Morse. He was given
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his first important photographic job photographing the
American/Canadian border for the US government and
on his return in late 1840 or early 1841 he opened his
first daguerreotype studio where he also sold daguer-
reian supplies.

During the 1840s Anthony formed numerous busi-
ness partnerships and continued to expand his studio and
retailing activities. Between December 1846 and 1848
Anthony undertook correspondence with William Henry
Fox Talbot to encourage Talbot to patent his calotype
process in the United States and license it with Anthony
acting as agent. This failed and Talbot finally sold the
US rights to Langenheim in May 1849.

In late 1847 Anthony moved to 205 Broadway, to
focus on photographic manufacturing, wholesaling,
importing and publishing. Increased competition from
the Scovill Manufacturing Company, which had entered
photographic manufacturing in late 1839, during the
1850s forced him to start making daguerreotype cases
and he began expanding his manufacturing base. A sub-
stantial new factory was opened in early 1853 making
cameras, tripods and equipment and photograph cases.
It made use of production line methods which allowed
prices to be kept low.

In 1852 with the need for more capital his brother
Henry T. Anthony (1814-1884) joined Edward as an
active partner in the firm with responsibility for the
manufacturing and technical side of the business. In
1853 sales had reached $250,000. The firm changed
its name to E&HT Anthony & Co in 1862 reflecting
the increased role of Henry within the business. The
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company was the largest producer of photographic
chemicals and new photographic processes during the
decade offered significant new opportunities to expand
the business.

Stereography played an important role in the com-
pany’s product lines from around 1859 when it began
producing sets of stereocards supported by an extensive
distribution and retail network. By the early 1870s up to
11,000 views were offered, both retail and wholesale.
Anthony published Mathew Brady’s Civil War views
from 1862 with over 2000 images from Brady and
others eventually being offered for sale. In the 1870s
W.H. Jackson’s views of Yellowstone were one of the
most popular series and views by other well-regarded
photographers such a Timothy O’Sullivan and Thomas
C Roche, who had a long business relationship with
the company, were also being published. As interest
in stereography waned the last sets were published in
1880 and the firm moved into magic lantern manufac-
turing and began to publish extensive series of lantern
slide sets.

The period from 1865 to 1880 saw further enlarge-
ment of the business with wet collodion equipment
and sensitized materials being manufactured and the
firm putting considerable efforts into expanding sales
throughout the United States and in Europe. A new
factory was opened in 1860 for manufacturing albumen
paper and the albumen paper manufacturing facilities of
Chapman and Wilcox were acquired making Anthony
the principal maker of albumen paper in the United
States. In 1863 it was estimated that Anthony purchased
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over 15,000 reams of paper and used over 10,000 eggs.
During this period it was producing up to 3600 cartes-
de-visite of celebrities each day with 4000 subjects being
available. The company’s sales had reached $600,000
by 1866. By 1871 the British Journal of Photography
was describing Anthony as ‘the largest photographic
firm in the world.” It had extensive offices and three
large factories.

Photographic cameras and equipment had been
manufactured extensively either directly or by others
for Anthony from the 1850s and the growth of amateur
photography from the 1870s and the introduction of
dry plates encouraged the development of further lines
of camera. Hand and pocket cameras for the amateur
market played an increasing role in the company’s
product lines from the 1880s with the Schmid Detective
hand camera of 1883 being the first of its type. In the
late 1870s Anthony started importing dry plates from
England and started production of its own Defiance dry
plates in 1880 but the firm found it difficult to maintain
quality and keep prices low.

Anthony began selling George Eastman’s dry plates
from 1880 with Anthony’s marketing and distribution
network offering Eastman an unrivalled opportunity
to expand his new business. When Eastman started
paper manufacture in a serious way in 1884 Anthony
employed Frank Cossitt who had operated Eastman’s
coating machine to design a similar machine. East-
man severed his business relationship with Anthony
in 1885 and an intense rivalry operated for the rest of
the century with Eastman frequently resorting to law
to restrain Anthony’s activities in sensitised goods
production.

After Edward Anthony’s death in 1888 the company
began to suffer financial difficulties partly as a result
of the costs of Eastman’s law suits and a severe fire in
1888 which affected the its manufacturing facilities. In
1891 Anthony concluded a financial arrangement with
Thomas Blair of the Blair Camera Company selling
some assets in return for Blair stock. However, the fur-
ther merging of the two firms was restricted by Blair’s
outstanding court cases with Eastman. Other law suits
that involved Blair and Anthony, and Eastman further
strained the company. In 1899 Anthony attempted to
sell its capital stock to Eastman for $268,750 which
Eastman refused and other unsuccessful attempts were
made in 1901, 1904 and 1905.

In March 1900 Anthony established new offices
at 122-124 Fifth Avenue, New York In July 1901 it
combined with Scovill and Adams to buy a controlling
interest in the Goodwin Film and Camera Company.
The two rival firms formally merged on 23 December
1901 to form the Anthony and Scovill Company which
also brought together other American firms controlled
or owned by the two principals. The dominance and
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influence of the Eastman Kodak Company and the cost
of on-going litigation had convinced both parties that
their strength lay in combining forces. The Ansco trade
name which was used from May 1902 became one of
the best known in the American photographic industry
until the late twentieth century. A major reoganisation
of the business in 1907 changed the business name to
the Ansco Company.

During the twentieth century Ansco continued to try
and compete with Kodak but with limited success. It
merged with General Aniline Works Inc, the American
branch of the German chemical giant I.G. Farbenindust-
rie Aktiengesellschaft, to form Agfa-Ansco in 1928 and
with the outbreak of war it became, in 1943, a division
of the Americanised GAF. The postwar period saw a
continued decline and in 1978 the Ansco name was sold
to W Haking Enterprises of Hong Kong.

MICHAEL PRITCHARD

See also: Morse, Samuel Finley Breese; Talbot,
William Henry Fox; and Eastman, George.
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ANTHROPOLOGY

Both emerging in the second quarter of the nineteenth
century, photography and anthropology have had par-
allel histories. Both changed radically in their range
and capability by the end of the century and beyond as
photographic technology became easier and the modern
discipline of cultural anthropology emerged.

The boundaries of anthropological photography are
not easily defined in the nineteenth century. Anthropol-
ogy itself was not a discrete discipline but a fusion of
scientists, travellers, folklorists, theologians, linguistics
and archaeologists with a common interest in the study
of mankind’s cultural, social and biological dimensions.
‘Anthropology’ shifted meaning in the course of the
nineteenth century and was used differently in different
national traditions and at different times, terminology
slipping between the terms ‘anthropology,” ‘ethnology’
and ‘ethnography.” In France ‘anthropology’ meant
‘physical anthropology’ as developed at the Laboratoire
d’ Anthropologie in Paris, whereas in Britain physical an-
thropology was usually called ‘ethnology.” In Germany,
as in Britain, ‘Anthropologie’ was initially the inclusive
term, ethnography or Volkerkunde being the detailed
description of manners and customs, whereas ‘Ethnolo-
gie’ came to mean ‘folklore,” however ‘Anthropologie’



came increasingly to mean physical anthropology as in
France. In the United States the term ‘ethnology’ was
eventually superseded by ‘anthropology,” embracing
physical and cultural anthropology and archaeology.
These complexities of terminology were part of the
search for methodologies to explain racial and cultural
difference. Photographs made and used in these contexts
were integral to this process. The shape of major col-
lections of anthropological photographs were forged by
these intellectual traditions for gathering and organising
scientific knowledge and the specific political, economic
and social agendas operating within the various national
colonial policies and aspirations. For instance, German
anthropological collections are generally founded on a
more inclusive definition of ‘anthropological interest’
than British collections of the same date which include
little travel photography which might be described as
‘ethnographic,” such as that of Samuel Bourne or John
Thomson, because it fell outside contemporary concepts
of ‘anthropological’ data.

The dominant theories of cultural difference were
evolutionary or at least progressivist—the best known
and most influential being Darwinism. Within this cul-
ture was perceived as being biologically determined.
Consequently photographs of culture were read through
a racial grid and visa versa, in a way which makes it
difficult to separate ‘cultural anthropology’ photographs
from ‘physical anthropology’ or ‘ethnology.” Closely
related to other photographies of colonial expansion
such as missions, travel and exploration, anthropologi-
cal photography embraced both photographs taken with
specifically anthropological intentions and those, be-
cause of their content, deemed to have ‘anthropological
interest’ though they were not specifically scientific. The
mutability of photographs gave them evidential value
within different interpretative frameworks, In any case
many photographs could be used as documents of both
race and culture, for instance those of Japanese officials
taken for the Musee de Paris by L. Rousseau and M.
Potteau in the early 1860s. Much nineteenth century
anthropological photography was thus defined through
its subject matter and the way it was used rather than
specific styles.

Whatever the different national and intellectual ori-
entations in anthropology, photography was used with
precisely similar intentions, to produce visual facts
which combined the certainties of mechanical inscrip-
tion with those of scientific observation. There were two
interrelated purposes in the amassing of photographs.
First, ‘salvage ethnography’ recorded cultural practices
which were perceived to be ‘dying out’ in the face
of inexorable cultural evolutionary advance. Second
photography provided raw data which could be com-
pared and contrasted within the scientific taxonomies
of the day, by scholars in the interpreting centres of
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the universities and learned scientific societies of the
Euro-American world. In these contexts, photographs
were integral to the definition and reification of racial
and cultural hierarchies. Yet there is a strong sense in
which anthropological photography created its own ob-
ject of study, focusing in the ‘culturally pure,” primitive
or traditional, excluding evidence of colonial influence
or social change.

There were strong links between anthropology and
colonial government. This was most marked in India.
James Forbes-Watson and J.W. Kaye’s great photo-
graphic compilation People of India (1868—1875)
attempted to describe visually the people, manners
and customs of the Indian sub-continent and their clas-
sification. Some of the earliest ethnographic books with
photographic illustrations are on India, such as James
Wilkinson Breeks Account of the Primitive Tribes
and Monuments of the Nilagiri (1873). Although the
systematic Ethnological Survey of India, suggested in
1882, was not realised until 1901, photography was
nonetheless used extensively throughout the period to
defined the colonial subject both racially and culturally.
This relationship between anthropological photography
and government was also more loosely instrumental in
defining views of indigenous peoples in settler colonial-
isms of Africa, Australia and New Zealand.

Throughout the second half of the nineteenth cen-
tury there were attempts to improve both the quality
and quantity of data available to anthropologists. A
number of publications gave guidance for collecting
information, including the taking of photographs. Many
specifically photographic instructions,, for instance
those of Paul Broca in France (1864), were concerned
with phyisical anthroplogy. The systematization of the
social and cultural was more difficult, photography’s
utility in visualising such information was more often
implied than explicit.

In 1874 the British Association for the Advancement
of Science (BAAS) published Notes and Queries on
Anthropology with questions ranging from physical
anthropology to religious beliefs, marriage forms, mor-
als, treatment of women, forms of greeting, presence
of cannibalism, manufacture of pottery or the concept
of art. The intended photographic section was never
published, nonetheless questions elicited photographic
responses; the earliest being by E.H. Man in the Anda-
man Islands (1876), who posed tableaux specifically
to answer several questions about culture in one pho-
tographic frame. The third edition (1899) was the first
to carry detailed photographic advice. Written by A.C.
Haddon, it covered both technical matters, such as the
problems of rubber parts in the tropics, and comments
on the posing, aesthetics and social relations of photo-
graphy. Similar methodological volumes and question
lists appeared in France, although formal instructions
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were dominated by the concerns of physical anthropol-
ogy. In Germany, anthropology, with prehistory, was
contained within broader instructions for scientific
observation, Anleitung zu wissenschaftlichen Beod-
bachtungen auf Reisen. Produced under the auspices
of Admiralty, first in 1875, this influential volume
included detailed technical photographic instructions
and discussion of desirable subject matter by Gustav
Fritsch. Later instructions from Emil Schmidts (1888)
and Felix von Luschan (1899) included photography
within systematic field observation and collecting.
Overall such manuals had the effect of structuring
vision and thus photography through prescribing the
significance of specific cultural traits.

In the United States the Bureau of American Ethnol-
ogy (BAE) was founded by Act of Congress in 1878-79
to record and photograph America’s indigenous cul-
tures. As well as absorbing earlier photographs of
Native American peoples, such as those by the James
E.McClees Studio in Washington (1857-58), instruc-
tions were issued to photographers working for the BAE
on the photographic procedures of portrait and genre
studies. The first official photographer was John K. Hill-
ers whose photographs of the Pueblos of the southwest
(1879-82) combined scientific and aesthetic agendas.
Between 1879 and 1888 anthropologists of the BAE
were helped by professional photographers, such as
William Henry Jackson and Charles Milton Bell. How-
ever after the Kodak revolution of 1888 anthropologists
increasingly made their own photographs as part of field-
work. Many of the great photographic documenters of
indigenous culture of the late nineteenth century worked
under the auspices the BAE at a time of profound change
for Native American communities: James Mooney pho-
tographed the Cherokee and the Ghost Dances of the
Plains (1890-91), Adam Clark Vroman and Victor and
Cosmos Mindeloff photographed in the Pueblos of the
southwest in the 1890s, the latter working with Frank
Cushing of the Smithsonian Institution.

While the primary function of BAE was scientific,
recording Native American cultured for posterity, there
were also strong governmental agendas in gathering
anthropological information, especially in the light of
western expansion and the Indian Wars of the 1860s. By
the late 1880s they had also become linked to national
policies of cultural assimilation. Photographs made for
anthropologist Alice C. Fletcher amongst Omaha for the
New Orleans Exposition “Indian Civilzation” exhibi-
tion in 1885, typify this approach. The representations
constructed cultural similarities, such as settlement and
nuclear families, rather than stressing differences.

As elsewhere, outside the BAE, the universities and
museums were also increasingly active in anthropology
and thus photography. Franz Boas, perhaps the single
most influential figure in the shaping of American an-
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thropology, viewed photography as an important tool in
his work. He both photographed himself and employed
photographers, notably Oregon C. Hastings and George
Hunt, a Kwakiutl photographer, to make images for him
of, for instance, the Kwakiutl potlatches and Winter Cer-
emony from the mid-1890s on. Boa’s cultural relativist
view, which saw cultures as integrated wholes rather
than a succession of comparable phenomena within
an evolutionary framework, enlarged the potential for
anthropological field photography.

Anthropological investigations encompassed not
only other races but marginal groups at home: peasants,
working class and internal indigenous groups whose
culture was perceived as departing from an assumed
norm. A wide range of material, from Knut Knudssen’s
photographs of the Sami of northern Scandinavia to
Thomson’s Street Life of London (1878), might be seen
as inflected with anthropological ideas. While some
were concerned with issues of class and criminality,
others, through anthropology’s study of culture and
origin, were related to emerging national identities.
Many European countries systematically documented
their peasant cultures—France, especially in Brittany,
Germany, Spain and Hungary. For instance, I.K. Inha’s
Land of the Kalavala (1890s) visualised the source of
Finland’s national epic, or indeed Sir Benjamin Stone,
whose photographs constituted a cultural archive of an
English past.

While many photographs were taken with anthropo-
logical intent throughout the colonised world, equally
important were the huge numbers photographs of
‘anthropological interest’ made outside science, which
became absorbed into anthropology. In France, Broca
recommended those with scientific interests to purchase
photographs of anthropological interest in the countries
they visited. The learned societies, museums and uni-
versities who collected anthropological photographs
provided a forum for the debate, viewing, collection and
classification. Some were active in the dissemination of
images amongst those with anthropological interests,
such as the Berliner Gesellsachaft fiir Anthropologie,
Ethnologie und Urgeschichte’s project with Hamburg
photographer Carl Dammann. This applied equally to
internal ethnographies, for instance the ‘Racial” Albums
of the BAAS, which collected and classified carte de
visite ‘types’ from all over the British Isles, from High-
landers to Suffolk flintknappers.

The large numbers of such photographs collected by
scientists testifies to the anthropological importance at-
tached to them. Cultural subjects by photographers such
as J.W. Lindt, Kerry’s Studios, J.W Beattie in Australia;
Josiah Martin in New Zealand; Dufty Brothers, Burton
Brothers, Thomas Andrew in the Pacific, Marc Ferrez
in Brazil; Frank Rinehart and George B. Wittick in the
U.S.; C. Kroehle in Peru, Lloyd & Co. or Middlebrook
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Studios in Southern Africa; Bonfils’ and Zangaki’s
Studios in North Africa and Middle East, Felice Beato
in Burma and Japan—found their way into scientific
collections in a research resource. Such photographs
occupied the cusp between the popular and the scientific
and photographers marketed their work, some times
aggressively, in both markets. In many cases, the an-
thropological legitimated popular images of the exotic
and erotic. Such photographic productions are found,
repeated through many major collections, suggesting
the global scale of the circulation of ‘anthropological
photographs’.

By the end of the century a clear break emerged
between the amateur and antiquarian and the profes-
sionally trained university or research institute-based
anthropologist who combined field study with clear
theoretical analysis. This development was, in general
terms, common to the various anthropological traditions
and was reflected in the way in which photography was
both produced and used in anthropology. The anthropo-
logical validity of commercially produced photographs
of “native types” and scenes declined. Increasing stress
was laid on photographs which resulted from direct
scientific observation. Linked to this were shifts in
photographic style from the controlled scientific speci-
men and its popular derivatives to a more naturalistic
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approach. These were exemplified by two papers which
appeared in the pages of the British Journal of the An-
thropological Institute. In 1893 Everard im Thurn (who
photographed extensively in British Guiana from the
late 1870s—90s) advocated the anthropological value
for photographs of people in their natural conditions
made from direct observation. A different view was
presented in 1896 by M.V. Portman He advocated the
arrangement of ‘culture’ within the photographic frame
as visual answers to the questions in Notes and Queries,
the approach he had used in his studies of Andaman
Islanders. By the 1890s unmediated naturalism was
becoming the dominant truth value in anthropological
photography. In many ways these concerns resonate with
debates concerning naturalism and intervention within
the wider photographic community.

In photographic terms this was aided by increasing
technical ease, although anthropologists tended to use
well-built cameras and glass plates until well into the
twentieth century because of the instability of film
negatives in tropical climates. However, the possibilities
for ‘action’ photographs by the 1890s accorded with
emerging ideas of scientific truth premised on direct
observation. This is demonstrated in the work of the
BAE, for instance Matilda Coxe Stevenson, working
with BAE stenographer May Clark, used a Box Brownie
extensively at Zuni in 1891, producing snapshots of
everyday life. material culture and ritual. The interdis-
ciplinary university or museum-based expeditions with
large photographic outputs became an important aspects
of anthropology at this period, especially in the German
and America traditions. The 1897 Jesup North Pacific
Expedition, under Boas, used photography to record
a whole range of daily and ritual behaviours, some of
which were specially re-enacted for the camera and as
was often the case with expeditions, photography was
integral to the collecting of material culture for museums
as well as the social description of indigenous peoples.
The Second Cambridge Expedition to the Torres Straits
of 1898, under A.C. Haddon, is especially important
because of the centrality of the visual to its interests.
As well as exposing over 500 photographic plates, they
took first anthropological film to be made in the field
and had hoped to experiment with colour photography
using the Ives and Joly process (which fell victim to the
travelling conditions and the tropical climate).

Increasingly, the dominant way of working in the
early twentieth century, was that of the work of indi-
vidual fieldworker. For instance, Baldwin Spencer and
Frank Gillen produced photographs as a result of long
acquaintance with the Aboriginal peoples of Central and
Northern Australia from 1894 on, and the German Fritz
Sarasin worked in with Veddah people of Ceylon (Sri
Lanka), recording everyday culture in the 1890s. The
emphasis in all these examples, and other contemporary
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projects, was on direct field observation. It translated
into an apparently naturalistic, non-interventionist
photographic style, in which minimal aesthetic control
was integral to its truth value within a recognisably
proto-modern field method. However the individual
colonial ethnographers continued to make photographs
which became absorbed into anthropology, for instance
the German Richard Parkinson, a planter and trader,
who made a compelling series of photographs of the
culture of the Bismark Archipelago. The two methods of
anthropological photography did not finally disentangle
until well into the twentieth century.

The role of anthropological photography in the
public realm was also significant because it had a
profound influence on contemporary perceptions of
race and culture. Science was used to legitimate a wide
range of cultural stereotypes and their photographic
manifestations, although science itself had contributed
to these ideas. The expositions, world fairs and music
halls of the nineteenth century were important sites
for both public dissemination of cultures and their
photography. These cultural displays imported groups
of indigenous peoples from all over the world. They
‘performed’ their culture in reconstructed villages on
the exhibition site, many displays becoming more lurid
and exotic as the century progressed, further reinforc-
ing racial and cultural stereotypes. Nonetheless, they
were also seen as sites of serious anthropological sci-
ence. Photographs were made with both a scientific and
popular audience in mind. The 1893 Columbia World
Fair in Chicago, for which Boas was anthropologi-
cal advisor, featured many cultures including Native
Americans and Samoans. Photographs sold both as a
book, Portraits Types of the Midway Plaisence, and
as picture postcards. This dissemination extended the
photographic focus of earlier shows for instance Prince
Roland Bonaparte photographed Omaha people at the
Jardin d’ Acclimatation in Paris in 1884, and Australian
Aboriginal group at the Folie Bergéres (1886), and Carl
Gunther’s photographs of Bella Coola from Canada’s
Pacific coast taken in Berlin in 1885.

Publications of popular anthropology such as Tylor’s
Anthropology (1881) or Friedrich Ratzel’s Volkerkunde
(1894) were illustrated with engravings made directly
from photographs, which functioned as as an index of
their truthfulness. The introduction of the half-tone
brought about further dissemination of anthropologi-
cal photographs. By the turn of the century there were
many heavily illustrated educational magazines such
as the British Living Races of Mankind (1902-3), or in
France Science et Nature, or L’Journal illustré, which
drew on the collections of anthropologists and learned
societies. Anthropological photographs also were exten-
sively disseminated as lantern slides at public lectures.
For instance Cambridge anthropologist A.C. Haddon
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gave public lectures on ‘Savage Life in New Guinea’ or
‘The peoples of North America’ using photographs from
his own field research. The dissemination of images of
‘anthropological interest’ also increased from the 1890s
by the global market in picture postcards.

By the early twentieth century shifts in disciplinary
practice brought about major shifts in the production and
evaluation of anthropological photographs. The diver-
sity of cultural behaviour, the subjectivity and random
inclusiveness of photography meant that attempts at the
systematisation proved impossible. The truth of anthr-
pological photography not only lay in its indexicality
but increasingly in the contexts of its making. Although
huge numbers of anthropological photographs contin-
ued to be made, photography was relegated largely to
a visual notebook. The stress in scientific anthropology
was on the observation of the trained fieldworker—the
eye of the fieldworker, not the camera, become the site
of anthrpological truth.

EL1ZABETH EDWARDS
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APPERT, EUGENE (1830-1891)
French artist, photographer, and photomontagist
active during the Paris Commune (1871).

Ernest Eugene Appert was born in the Pays de la Loire,
Maine-et-Loire, Angers, France on 1830. In 1869 he be-
came an independent photographer and painter. Because
he had no sympathy with the communards, the rebels
participating in the Paris Commune in the spring of
1871; he produced a series of fake Versaille-propaganda
photomontages called ‘Crimes de la Commune’. Appert
was the genius behind a whole series of photomontages
meant to discredit the communards. It is likely that his
images were not of actual people protesting, but instead
of staged shots with actors.

After the rebellion, Appert took the portraits of hun-
dreds of the individual communards while imprisoned
in jail. He was not assigned this job by the authorities,
but took the initiative upon himself to do this, which
also happened to have a commercial motive. Indeed,
his photographs were eagerly purchased and reproduced
once and again. The police also benefited from his im-
ages by including them in their card indexes. Perhaps
though Appert was attempting to photograph ‘physi-
ognomy,” which around 1870, became a very popular
pseudo science, based on the idea that a person’s physi-
cal appearance could convey his or her character and
personality. Appert died in 1891 in the Provence-Alpes-
Cote d’ Azur, Alpes-Maritimes, Cannes, France.

JOHAN SWINNEN

ARCHER, FREDERICK SCOTT
(1813-1857)

British sculptor, photographer, and inventor

Frederick Scott Archer was born in 1813 at Bishops
Stortford in the English county of Hertfordshire. He was
the second son of a butcher. Both Archer’s parents died
during his childhood leaving him to be brought up by
friends and relations. While a boy he was apprenticed to
a silversmith and bullion dealer, Massey of Leadenhall
Street, London, who traded in antique gems and coins.
Archer studied numismatics and became specialised in
giving valuations. However, the artistic design of the
coins, rather than their commercial value, interested
him most inspiring him to copy their designs by mod-
elling. It was this work which led him to make portrait
busts and eventually to set up as a sculptor in Henrietta
Street, London.

In 1823 he attended the Royal Academy Schools
(RA) at the recommendation of the numismatist and
keeper of coins, medals, prints and drawings at the Brit-
ish Museum, Edward Hawkins. From 1836 until 1851
Archer exhibited at the RA numerous works in sculp-
ture. These were mainly busts of well-known people,

ARCHER, FREDERICK SCOTT

such as the musician Sir George Smart (1839); the Dean
of Manchester (1848); the Marquees of Northampton
(1850); portrait medallions of the engineer Sir [sambard
Marc Brunel (1841, 1842), and miscellaneous narrative
or historical subjects Falling Angels (1836) and A Young
Briton Receiving Instruction (1848). The sculpture
Alfred the Great with the Book of Common Law was
exhibited at Westminster Hall in 1844 to mixed reviews.
His wall monument to Lady Albert Conyngham (1850)
for Mickleham Church, Surrey, carved in the form of an
urn, was illustrated by an engraving in the Gentleman’s
Magazine for May that year but was criticised as having
been “too servilely copied from the antique” (510-11).
Most of Archer’s works in sculpture remain untraced
in 2001.

Archer was often in poor health and it was through
his doctor and friend, Dr Hugh Welch Diamond, a keen
photographer, that he was introduced to William Henry
Fox Talbot’s calotype process in November 1847. Ini-
tially Archer used the photographic medium as an aid
to sculpture to record his finished work and probably to
photograph sitters from which he could model busts. He
became increasingly fascinated with photography to the
exclusion of sculpture and became an early member of
the Calotype Club (from 1848 referred to as the Photo-
graphic Club). At that time the two main photographic
processes in existence both had limitations. Daguerreo-
types were highly detailed but required long exposures
and produced a “one off” positive image; the calotype
allowed many prints to be made from one negative but
these were produced on paper and were therefore not as
sharp. Archer wrote in The Chemist (March 1851, 257)
that he was unhappy with “the imperfections of paper
photography” and of his endeavours to find a negative
material possessing “fineness of surface, transparency
and ease of manipulation.”

From 1848 Archer began experimenting with glass as
anegative support. A light-sensitive coating of albumen
(egg white) on glass had been used by others with some
success but the solution was difficult to spread smoothly
and was extremely delicate. Archer experimented in-
stead with collodion. This was made from guncotton,
a powerful explosive invented in 1846, produced by
soaking ordinary cotton in nitric and sulphuric acid. This
substance was then dissolved in a mixture of alcohol,
ether and potassium iodide to produce the syrupy col-
lodion that could be poured onto glass. This plate was
then sensitised in a bath of silver nitrate solution and
exposed in the camera while still wet. Archer’s findings
were first published in the Chemist in March 1851 in
a communication dated 18 February. The new process
was much faster than the calotype, reducing exposure
times to seconds rather than minutes. It was also less ex-
pensive to produce than the daguerreotype. Importantly,
it allowed superbly detailed negatives to be made of a
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quality never before seen. By printing the new negatives
on albumen paper new aesthetic possibilities and practi-
cal applications for photography were opened up.

Archer gained permission to show a few of his col-
lodion negatives which were displayed to acclaim a few
days before the closing of the 1851 Exhibition at the
Crystal Palace, Hyde Park, London (The Photographic
Journal, 1862, 149). Horne, Thornthwaite and Wood,
opticians and philosophical instrument makers of Lon-
don, arranged with Archer to sell his iodized collodion
and took out newspaper advertisements in the autumn of
1851. Despite demand from other opticians and chem-
ists Horne and Thornthwaite continued to be the sole
distributor for several months. That same year an early
enthusiast for Archer’s process, Robert J. Bingham,
photographed the prize winning exhibits of the Paris
Industrial Exhibition to produce some 2500 collodion
negatives in a comparatively short time. This convinced
many other photographers of the practical viability of
collodion beyond doubt despite the cumbersome equip-
ment required for exposing the wet plates and develop-
ing them on location. Collodion photography gradually
displaced most other processes and was prevalent from
around 1855 to 1881 when it was superseded by the
more convenient gelatin dry plates.

The widespread use of the wet collodion process
can also be attributed to the fact that Archer did not
patent his invention but shared his findings with fellow
photographers and published it freely with no profit
to himself. By contrast, throughout the 1840s and the
early 1850s, Talbot maintained a stronghold over the
licence of his calotype process and threatened legal ac-
tion against those who breached his copyright. Martin
Silvester Laroche refused to pay a license after Talbot
challenged him which led to the court case of Talbot V.
Laroche in 1854. In the case Talbot claimed that Archer’s
wet collodion method, being essentially a negative /
positive process like his own, came under his 1843
calotype patent. The verdict was that although Talbot
should be recognised as the inventor of the negative /
positive process Archer’s discovery was not covered by
the calotype patent and thus free for all to use without
restriction.

However, there were suggestions that Archer was
not the only inventor to have come up with the idea of
using collodion on glass. Bingham claimed that ‘In a
pamphlet on photography, which I published in London
in January, 1850, I mentioned the employment of col-
lodion in photography, and communicated the secret of
this discovery to the most distinguished photographers
of London’ (The Chemist, July 1852, vol.3, no.34, 458).
Archer did not dispute that others had suggested the
possible use of collodion before him but he claimed
priority to the publication of its practical application. In
Notes and Queries, (1852 vol. vi, 612) Archer responded
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to a correspondent who ascribed the discovery of the
collodion process to Gustave Le Gray:

I was certainly the first who published the mode of using it,
and gave the required proportions of the various chemicals
necessary in the process. | have been repeatedly advised
to advertise it as the Archerotype, but | was unwilling to
do so, not because | doubted my right to the name, but |
was satisfied with the general recognition of my claims,
and left others to name it for me. Had | done it myself at
once, the invention at this late hour would not have been
claimed by another.

Archer was usually unassertive about his invention
because he was a shy man. His character is described
in The British Journal of Photography (5 February,
1875, 65) by a contemporary, John Beattie, a Bristol
daguerreotypist who visited him in 1851 to enquire
about the collodion process:

Having got Mr. Archer’s address, without any introduc-
tion but the simple plea of my curiosity and desire for
knowledge, | called upon him. ... | met a thin, pale-
faced, over-thoughtful man, possessing a manner so free,
unsuspicious, and gentle, that in a few minutes all idea
of my being and intruder was entirely removed. ... He
was profuse in description (as if | had paid him a fee) and
ended with the words, ‘Perhaps you would like to see me
make a picture?’ ... But Mr. Archer’s generosity did not
end there. He wrote me a list of chemicals which | was
to procure, and told me to use his name at Horne and
Thornthwaite’s ... He shook me by the hand as warmly
as if I had been obliging him.

Archer chose to demonstrate the powers of the wet
collodion process himself with images made in 1851
of the ruins of Kenilworth Castle, near Warwick in
central England. Its red sandstone remains date from
the various periods in its history from the twelfth to the
sixteenth century. It was depicted by the watercolour
artists of the late 18th and early 19th century such as
Thomas Girtin, J.M.W. Turner and Peter De Wint who
pointed the way to such suitable subjects for the new
art of photography. Walter Scott found inspiration in
the castle for his popular novel Kenilworth (1821). It
was therefore an evocative location well known to the
Victorian public for its romantic, medieval associations.
The young Pre-Raphaelite painters such as John Everett
Millais, and those associated with the movement such
as John Inchbold, concentrated on paintings of minute
detail in the early 1850s of vegetation encroaching on
ruins. It is interesting to note that these artists’ tastes
for meticulous, lifelike observations corresponded with
the exactitude that Archer’s wet collodion negatives
likewise allowed. His images of the castle are among
the earliest photographs of the genre of ruined buildings
that continued to be a popular subject for photographers
throughout the 1850s and 60s.

Archer exhibited work in the first exhibition de-



voted exclusively to photography held in 1852 at the
Royal Society of Arts. He was active in exhibiting
many works at the photographic society exhibitions in
Dundee (1854); Glasgow, British Association for the
Advancement of Science exhibition (1855); Norwich
(1856); Yeovil (1856) and London (1854, 1855, 1856,
1857). His numerous picturesque landscape and archi-
tectural subjects included views of locations such as
Tintern Abbey, Warwick Castle, the Cambridge colleges,
Rochester castle and cathedral, St. Albans and scenes
on the Thames, in Wales and Monmouthshire. Prices
for Archer’s prints ranged from £1 and 1shilling to £1
and 15 shillings.

During the early 1850s Archer moved to 105 Great
Russell Street, Bloomsbury, London to set up a busi-
ness in photography. It was here that he published a
full account of his invention, Manual of the Collodion
Photographic Process in two now rare editions in 1852
and 1854 (copies are held at the British Library, The
Gernsheim collection and the Museum of the History
of Science, Oxford). In 1852, together with Peter Wick-
ens Fry, Archer also devised the collodion positive, or
‘Ambrotype’ process which became extremely popular
for portraiture. This was a variant of the wet collodion
process in which an underexposed negative was backed
with black paint, paper or velvet resulting in a unique
positive image often presented in a velvet-lined, plastic
or leather case. While Archer gained very little commer-
cial success as a photographer he maintained his living
working precariously as an inventor. His inventions
included a camera inside which the various developing
processes for the calotype could be self-contained (later
adapted for Archer’s own collodion process by his friend
William Brown) and a variety of types of lenses. In 1855
he devised a technique for stripping off the collodion
image and transferring this to other supports such as
cloth and leather for which he was granted British pat-
ent number 1914.

Despite his significant contribution to photography
Archer died in poverty on 2 May 1857 and was buried in
an unmarked grave in Kensal Green Cemetery, London.
The Journal of the Photographic Society (21 May, 1857,
No. 54, 269) noted:

Another victim has been added to the long catalogue of
martyrs of science. Mr. Frederick Scott Archer, the true
architect of all those princely fortunes which are being
acquired by the use of his ideas and inventions, after strug-
gling for some time for bare existence, has now departed
from among us ...

A subscription list, the Archer Fund, was established on
21 May by his friends Roger Fenton and John Mayall
with other members of the Photographic Society of
London, for the benefit of his family. However, Archer’s
widow died the following year and the subscription was
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closed in August 1859 with just £767 collected. His three
children were granted a pension of £50 from the Civil
List due to their father’s photographic discoveries which
it was noted had saved some £30,000 in the production
of Ordnance Survey maps alone.

Archer’s photographs remain scarce in 2001. The
Royal Photographic Society collection contains thirty-
three albumen photographs including an album of the
Kenilworth Castle views. Also early experimental col-
lodion positives printed on glass, cloth and leather, a
wet collodion plate camera from 1852 and a collodion
positive portrait of Archer (1855) by Robert Cade. A
view of Sparrow’s House, Ipswich was purchased in
1856 from the London Photographic Society Exhibition
of that year by Henry Cole, the first director of the South
Kensington, later Victoria and Albert Museum, London
and remains in that collection. Further Archer material
exists in the Gernsheim Collection, The Harry Ranson
Humanities Research Center, University of Texas, Aus-
tin, USA. Six or Archer’s Kenilworth views were offered
for sale from the collection of the Earl of Craven (an
early practitioner of the wet collodion process) in 2001
(Bearne’s, Exeter, 12 May 2001).

MARTIN BARNES

Biography

Frederick Scott Archer was born in 1813 at Bishops
Stortford, Hertfordshire, England. His career began
as a sculptor in London but he turned to photography
from 1847. He experimented with making negatives
on glass and in 1851 published his process of wet col-
lodion which revolutionised photographic practice with
its rapid exposure times and ability to render fine detail.
Archer chose not to patent his process and allowed it
to be used freely. The same year of his invention he
photographed with it the ruins of Kenilworth Castle,
England. Thereafter the wet collodion process was
adopted quickly world-wide and became the dominant
form of photography throughout the 1850s until the
1880s. From 1852 to 1856 he exhibited numerous works
at the photographic society exhibitions in London,
Dundee, Glasgow, Norwich and Yeovil. While gaining
very little commercial success as a practising fine art
photographer Archer continued to work on inventions
at his premises in Bloomsbury, London where he also
published two manuals of the collodion process (1852
and 1854). His other inventions included improved
cameras, lenses and photographic processes such as
the collodion positive, or Ambrotype—a variant of the
wet collodion process—which became widely used for
portraiture. Despite his significant contribution to the
advancement of photography Archer died in poverty in
London on 2 May 1857.
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See also: Wet Collodion Negative; and Calotype and
Talbotype.
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ARCHITECTURE

Architectural photography is the depiction of buildings,
their details, and their models. The representation of
architecture in images is as old as painting and drawing.
It had to fulfill a number of purposes, from the portrayal
of castles for their proud owners (as in the Books of
Hours by the Fréres Limbourg in the 14th century) over
the documentation of historical structures (as in the
drawings of Renaissances masters) to the autonomous
subject (as in Dutch paintings of church interiours of the
17th century or in the ‘Carceri’ by Gianbattista Piranesi
(1749/61)). As with writings on architecture, the repre-
sentational delineation is not needed for the architectural
process itself but is a matter of communication between
laymen (and sometimes architects). This development
is also responsible for painting and etching traditions of
the 18th century, like the vedute which formed a com-
mon ground for the aesthetic invention of photography
in both style and subject.

In the first art-critical account of the new technique,
Jules Janin referred to the bible by forcing the towers
of Notre Dame de Paris: “Become image!” With this
short sequence, he combined two lines of interest—the
new form of depiction not yet named photography, and
building preservation, recently instigated as a common
bourgeois concern by the Victor Hugo’s novel on the
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cathedral of Paris. After Janin, every author on the in-
vention of photography had to refer to the delineation
of architecture for which the new medium seemed to
be most appropriate. On the other hand, most inven-
tors had introduced another motif unconsciously: the
view on or through the studio’s window. This was the
utmost of romanticism as it defined the limitation of
human vision by the individual eye, even on the base
of a perspectively correct delineation. Both themes can
be traced throughout the early history of architectural
photography by a comparison between the daguerreo-
type and the calotype.

The daguerreotype with its over-exact details piqued
the interest of scientists like the French Dominique
Frangois Arago or the German Alexander von Humboldt
who emphasized its depicting qualities with the descrip-
tion of strays on a window sill. When the first set of
cameras were delivered to Prussia, the first subjects of
the new technique were buildings in and around Berlin.
The photographs were not only of old buildings photo-
graphed as a method of preservation, but also of newer
ones like Schinkel’s new museum. Until the introduction
of the wet collodion process, there was no doubt within
Central European photography that the delineation of
architecture belonged to the daguerreotype. This was not
so for the United Kingdom and some of the American
pioneers in photography: long pictorial traditions in
landscape painting and aquatint graphics had settled an
emphasis on the view “through the looking glass” and
therefore concentrated on aspects full of atmosphere.
This can be traced in the Scottish albums by William
Henry Fox Talbot as well as in early attempts of David
Octavian Hill and Robert Adamson.

In 1845, the young art critic John Ruskin spent a
number of months in Venice studying the wealth of
Gothic architecture. After seeing a daguerreotypist’s
work, he had his servant learn the technique and then
used those images as proofs of his findings. He drew
reproductions of the photogrpahs and then printed those
drawings in his books on the ‘Stones of Venice.” The
book’s transformation of architectural images from
daguerreotype to etching was not entirely new as Nogl-
Marie Paymal Lerebours had already published his ‘Ex-
cursions Daguerriennes,” surely known to John Ruskin
but not regarded as sufficient help in his own field. The
landmark in both architectural and photographic history
set by the ‘Stones of Venice’ is that the author would
not have been able to settle his argument without the
aid of the new technique which was not yet a medium.
It is exactly because of this, however, that the ‘Stones
of Venice’ preserved no historical photographs of the
architecture it represented.

In Ruskin’s case, the time from taking the pictures
to their publication was more than eight years, during
which technical evolutions had accelerated substantially.



The wooden boxes and brass tubes of the earliest camera
constructions had shaped into an unfoldable ,traveling
camera’ which allowed separate movements of both the
plate and the lens holder for perspective corrections.
There were developments in the preservation of build-
ings, also. In 1837, the author and politician Prosper
Meérimée had founded the ‘Comission des monuments
historiques’ financed by the French state, and in 1838 he
suggested an inventory of all buildings worth preserving.
When the invention of photography was announced in
January 1839, the forthcoming inventory was feeded
by the hope to include images of these buildings, as
was decided in the commission’s meeting in March
1839. It took nearly ten years until Hippolyte Bayard
was commissioned with the first few photographs of
the restoration works at the cathedral of Notre Dame
in Paris. Finally in 1851, the commission founded the
first photographic documentation project: the ‘Mission
héliographique.” One of the founders was Léon de
Laborde who in the same year of 1851 co-founded the
Société héliographique whose interests were concerned
with the publication of photographs that were important
for commissions like the ‘Mission’.

Six photographers received contracts for the ‘Mis-
sion’ in 1851: Edouard Denis Baldus who subsequently
was to become Europe’s first professional architectural
photographer; Henri le Secq who already had taken im-
ages of the mediaeval cathedrals of Amiens and Reim;
and Gustave le Gray who came from the Barbizon
school of painting and was an acclaimed practicioner
of photography. Hippolyte Bayard’s earlier contract
was renewed, and little in known about the fifth man,
O. Mestral. A year later, the sixth photographer, Charles
Negre was installed by a new contract. As with le Secq
and le Gray, Négre had been a painter before and studied
with Paul Delaroche, even so, his contribution to the
‘Mission’ remains somewhat elusive. The six photogra-
phers received lists of buildings taken from the ‘Annales
archéologiques’—the most important periodical of its
field—and delivered roughly 150 photographs by the
end of 1852. From then on, the Commission seemed
to have lost its interest in commissioning documentary
images but started to buy them from different sources
like the Parisian scenes mainly from Charles Marville.
At the same time, the Commission began to re-finance
this program by selling prints loose or in albums. When
the ‘Mission héliographique’ officially ceased to exist
in 1880, there were some 6,000 photos on sale.

There is no other project like this in the history of
architectural photography but, of course, there were
a number of self-commissioned documentations on
buildings worth being preserved by photography. Wil-
liam Henry Fox Talbot with the partnership of David
Octavius Hill, Robert Adamson, followed by Benjamin
Brecknell Turner, Thomas Keith, Thomas Sutton, and

ARCHITECTURE

Roger Fenton formed the nucleus of the, Architectural
Photography Association” which exhibited twice in
London in 1858 and 1859. The first self-commissioned
documentation with a scientific approach in art history
in Germany was a comprehensive album created and
printed in 1856 by Hermann Emden. It showed the
interior and sculptures of the cathedral at Mainz. His
efforts were prolonged by the work of Carl Friedrich
Mylius, Friedrich Ferdinand Albert Schwartz, and
Georg Boettcher in the German countries, by George
Washington Wilson in Scotland, by Humbert de Molard
and André Giroux in France, by Giacomo Caneva in
Italy, and by a fast growing number of practicioners
in each European country with relics of history. Even
if all of these photographers started their work from
an interest in preservation, they gradually were swept
into a world-wide phenomenon that became the main
result of architectural photography for the 1850s and
1860s: tourism.

Travelling the Grand Tour through Europe and around
the Mediterrean Sea had become an integral part of any
cultural education—if there was money enough in the
family. By the efforts of a growing number of agents
in the mid 19th century, the Grand Tour gradually al-
tered into the forms of group tourism still well known
today. Tourists often visited the cultural highlights of
a country and then retreated to a resort for personal
comfort, all within one travel. Also, everybody needed
souvenirs as mnemic aids for later accounts of the travel
to the family and neighbours. Photographs were obvi-
ously the best possible means of remembering, often
representing the scenes visited with hitherto unknown
accuracy. Travel photography was comprised of more
than only architectural subjects but the main depiction
of monuments seen consisting of buildings and places,
and the conventions of travel photography were set by
the first architectural photographs made of each edifice.
Concerning the difference between architectural and
archaeological interests in preservation of buildings and
the use of the same motives for travel souvenirs, one
has to consider a tiny time gap within the early 1850s,
exactly at the same time the ‘Mission héliographique’
was on its way in France.

After Lerebours’ photographers and their, more or
less, vain attempts to collect the most important build-
ings of the world in the ‘Excursions Daguerriennes’
in 1839 and 1840, there was nearly a decade without
photographic excursions. This was due, in part to the
technical differences between the exact but unprint-
able daguerreotype and the reproductable but inexact
calotype. Salt printing processes, however, had by 1850
developed a technical quality which enabled a number
of photographers to travel with a camera. August Salz-
mann went to Palestine, John Shaw Smith, John Beasly
Greene, and Maxime du Camp travelled to Egypt, and
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Roger Fenton went to Russia, just to name a few out
of dozens. They were accompanied by true amateurs
seeking the splendour of antiquity in ruins depicted
in the best quality possible. Among them are Robert
McPherson, Frédéric Flacheron, and Jakob August
Lorent in Italy, James Robertson in Greece, Wilhelm von
Herford in Egypt, Wilhelm (Guilleaume) Berggren in
Constantinople, and Désiré Charnay and Paul de Rosti
in Mexico and Brasil. Most of these photographers had
either been painters before and therefore developed an
interest in the aesthetic qualities of ruins as a base of
their drawings and studies, or they were archaeologists
and art historians by training. One exception is the
Prussian diplomat von Herford who refers to the large
number of British amateurs in India, mostly military
officers: Linnaeus Tripe, Captain Biggs, John Murray,
and later John Burke and Melville Clarke.

The introduction of the wet Collodion process
and the albumen print in the early 1850s brought the
technological shift for photography from an artistic
practice towards a medium of visual communication.
Immediately, early entrepreneurs like Louis-Désiré
Blanquardt-Evrard and Adolphe Braun star—among
them a number of titles with architectural photographs.
From the mid 1850s onwards, the production of larger
quantities of copies reached a semi- industrial status;
the times of the well-known suppliers of travel pho-
tographs began. Be it the brothers Alinari in Florence,
Giacchino Altobelli in Rome, Carlo Naya and Carlo
Ponti in Venice, Giorgio Sommer in Naples, Giacomo
Brogi and Constantino Brusa in Milano, or the Studio
Incorpora in Palermo—only for Italy one can easily
name more than a dozen studios, each of them sending
out dozens of their own photographers and processing
thousands of prints a month by hundreds of employees.
Within three decades, the brothers Alinari piled up a
stock of 150.000 pictures; at least, one quarter of these
are architectural photographs.

Important names and countries in this field include
William J. Stillman, Petro Moraites and Dimitrios Con-
stantinou in Greece, J.Pascal Sebah and the brothers
Zangaki in Constantinople, Tancrede Dumas in Beirut,
Francis Frith, Wilhelm Hammerschmidt, Antonio Beato,
Désiré Ermé and the Bonfils family in Egypt, Charles
Clifford and Vicomte Vigier in Spain, Charles Shepherd,
Samuel Bourne and Lala Deen Dayal in India, John
Thomson and Felice Beato in China, the latter in Japan
where he sold his establishment to the Austrian Baron
Raimund Stillfried who gave his studio to Kusakabe
Kimbei. The stylistic approach of the architectural pho-
tographs from all of these sources is rather conventional
and responsible for most of all forms of architectural
photography still today. The building or complex is ac-
cessed by panoramic views from a higher stand-point.
Then there are strictly axial views of each important
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facade from a middle height, followed by a number of
details in ornament, doors, or sculptural additions. The
scenes are mostly lit with bright sunlight and strong
shadows, although the heavens stay white due to the
emulsions’ unsensitivity. A common practice these days
was the combine printing of the architectural view with
one or two negatives of cloudscapes fitting the subject
and light given. Personnage is found on most images of
architecture; as in industry, the humans depicted func-
tion as measurements of the edifices.

Travelling and collecting travel photographs was
reflected in architecture after a short while - historism
was the clear determination of the earlier preservation
campaigns. “In which style should we build?”” was the
main question of the 1850s to World War I, and it was
answered by the use of architectural photographs. Indus-
trialisation and the movement of people from the land
into the cities in the middle of the 19th century caused
the erection of new quarters and buildings, and for this
purpose architects were needed. Nearly all European
countries installed a university specializing in training
architects after the model of the Parisian Académie des
beaux arts, and a growing number of Americans came
to Europe to study, like Henry Hobson Richardson. The
young architects of the early 19th century studied after
the plans and portfolios of Jean-Nicolas-Louis Durand,
and they now began to work from larger collections
of photographs—mainly from the sources of travel
photography but as well from local compendia like the
‘Mission héliographique’ or the new collection of the
South Kensington museum.

When students started their own trips around Europe
and the Mediterrean Sea to study architecture old and
new, they drew after the originals and establish collec-
tions of images—and when some of these students be-
came teachers, again these collections formed the ground
of each curriculum. Gradually photography crawled into
these collections, not only as a help in producing studies
in perspective, but as a base of exact measurement, too.
An integral part of study in architecture was an exact
account of one building, like mediaeval cathedrals, clois-
ters, or antique structures and ruins. These accounts were
to be delivered in outlines, transverses, and orthogonal
projections of each frontage—the most hated work in
the education of an architect. One of these students,
Albrecht Meydenbauer, after a severe accident decided
to introduce photography into this process of account-
ing. Architectural photogrammetry was born, the use of
military cartography for the reconstruction of buildings.
To finance his project which consisted of documenting,
exactly every important historical building in Europe,
Meydenbauer not only established the Preussische
Messbildanstalt in Berlin but offered his photographs
in subscription sales to universities, administrations,
and private investors. When the Messbildanstalt was



closed in 1917, it owned a stock of more than 21,000
pictures in extremely high definition, most of them in
the negative format of 40 x 40 cm.

Writing up the history of architectural training and
practice in the second half of the 19th century, one can
divide the exemplary images used within the common
curricula into two structural components: the Mess-
bild photographs and the collections of the ‘Mission
héliographique’ and its successors; or the plans of
Jean-Nicolas-Louis Durand as structural base of a new
construction. Due to the new contruction at this time,
the teachers and their students didn’t have examples of
edifices. Those planning and wanting to build houses
needed examples to explain their wishes to their archi-
tects. After the erection, proud house owners ordered im-
ages from photographers to show around to their friends
and family members. Large projects often requested an
album dedicated to financiers and share holders—this
tradition was started by the Baron Rothschild who com-
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Baldus, Edouard. Biblioteque
Imperiale du Louvre.

The Metropolitan Museum of Art,
Purchase, The Horace W. Goldsmith
Foundation Gift, 1994 (1994, 137).
Image © The Metropolitan Museum
of Art.

missioned Edouard Denis Baldus in 1853 to photograph
all stations of the new railroad line between Paris and
Toulon, and the tradition was prolonged by Prince Albert
when he asked Philip Henry Delamotte for a complete
record of the Crystal Palace’s re-erection at Sydenham
in 1854. Be it the Suez Canal, the line of bridges cross-
ing the Rhine, any of the great Western railroads in the
United States, or a construction hall at one of the Parisian
world fairs, since the late 1850s each construction of
great importance was photographed and had an album
made from its image. Although they represent a com-
mon practice of their days, the most remarkable and
widely published series of this kind is the album that
Hyacinthe César Delmaet and Louis-Emile Durandelle
photographed of the construction of Philippe Garnier’s
Paris opera house.

A predominant convention was that every large scale
project that recieved country- or world-wide fame was
imitated by those working on smaller scales. No court
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house, town hall, opera house, musical theatre, bank
or industrial site was opened without a luxuriously
designed album of photographs showing facades and
details, and sometimes images of the work in prog-
ress. Little is known about the photographers of these
albums; in most cases they were local practicioners of
the art with a good basic knowledge about the angles
and light conditions to photograph buildings, but had
little care of compositional structures developed in 18th
century vedute imagery or in 17th century architectural
painting. They saw their craft in portraiture, and thus
most of their images tend to please their buyers as did
average studio photography. But, as sets of portraits of
important people were published with great success,
some publishers thought of producing collections of re-
cent buildings, sometimes with a certain success. In the
late 1860s one could buy such collections as phototype
prints in larger portfolios of what was named ‘modern
housing,” at least in cities like London, Paris, Berlin,
New York and Chicago.

American cities, both on the northern and the south-
ern continent, were looking for industrial entrepreneurs
to settle in their environments. From the late 1860s
on, one can find larger and smaller portfolios of these
cities showing the beauty of their surroundings, the
quality of their traffic connections, the opulence of their
town halls, churches, or assembly buildings. Mostly
these—anonymously manufactured—portfolios were
conceived as leporellos with a panoramic view of 360°
in twelve images on the front and twelve singular images
showing individual edifices on the back. Today, these
leporellos often mark the earliest records of the exis-
tence of these cities. They were shown and distributed at
fairs and promotional tours through Europe. The last of
these portfolios, made around 1900, show a new type of
important construction—grain elevators which, through
this form, found their way into European modernism.
On the other hand, a pictorial representation was often
necessary requirement of technical constructions like
large bridges and railway installations not only for the
financiers but for the copyright of the engineers as well.
American and Canadian photographers like George
N. Barnard, Timothy O’Sullivan and William Notman
proudly recorded the wonders of technical engineering
around the railroad lines, and some of their images look
as modern as pictures from avantgarde constructivism of
the 1920s. Photography even fulfilled a proof function
in the test of a bridge construction. When a large arch
of a bridge was spanned over a river or a valley, two
photographs had to be made of it: one under the pres-
sure of several locomotives on top of it, one without. If
the difference of height between the two photographs
was toomuch, then that indicated that the bridge had to
be strengthened.

The practice of advertising new edifices by pho-

62

tographic reproductions was not only used by local
authorities but also by the architects themselves. The
architect Henry Hobson Richardson, who owed an
important part of his vast success in the New England
states to the fact that each of his new buildings was im-
mediately published by magazines like The American
Architect—at his own cost. Amongst Richardson’s large
collection of photographs were pictures whose compo-
sition was developed from specific criteria determined
by himself. In these photographs, he gave the photogra-
phers working for his office specific directions on how
to choose their stand-points and perspectives. Country
houses designed by Richardson had to photographed
from a low angle to make them more impressing, but
the large Chicago department store which was his last
design had to be shown from a middle height to give
the impression of just another block in the city. Court
houses, churches and town halls designed by Richard-
son were shown like singular masterpieces without any
reference to their neighborhood whereas his villas were
well integrated in the surrounding nature. Nothing is
known about the photographers he employed but he
surely had them trained by showing them his collection
of travel photographs.

By 1900, photography had become an integral part
of each architect’s economy. The beginnings of mod-
ern architecture (Nikolaus Pevsner) were marked by
the architects of the Arts-and-Crafts movement whose
‘reform’ houses were designed for a better living in
harmony between humans and nature. Besides beauti-
ful perspective drawings and etchings, these houses
were marketed by photographs published in illustrated
magazines which no longer addressed themselves to
other architects but to the open public. Photographers
like Henry Bedford Lemere in London, Waldemar
Titzenthaler in Berlin, and Clément Maurice in Paris
began with depicting luxurious interiors as samples for
a bourgeois life-style just after historism and before
modernism, thus practising modern tactics of public
relation for design with forms belonging to the century
passed. Careers of architects like Charles Francis A.
Voysey, William R. Lethaby, Charles R. Ashbee, and
even Charles R. Mackintosh would not have been pos-
sible without the aid of photography; by the beginning
of the 20th century, these images of exemplary interiors
were found in catalogues of the first retail stores.

But there were dark sides of the architecture, indus-
trialization, and town planning in the late 19th century
as well, and they were documented with equal intensity
by photographers who had received their training in
front of great architecture on travels or at home. Carl
Ferdinand Stelzner and Hermann Biow had recorded
the great fire of their home town Hamburg in 1842 on
daguerreotypes but were unable to sell these images
to the city. In the late 1850s, cities like Paris started



to commission photographers like Charles Marville to
take photographs of all streets and places that were to
be torn down by Baron Hausmann’s new town plans
—a matter of political legitimation. A decade later, his
efforts were prolonged by Thomas Annan in Glasgow
depicting the old closes and wynds of the city just prior
to their demolition. Another decade later, his album
was widened by a new set of images, and the company
of Alfred and John Bool and Henry Dixon received a
similar commission by the newly founded Society for
Photographing the Relics of Old London.

All of these photographers, and dozens of their
colleagues alike, felt conflicted about these buildings,
on one hand it was clear that the photographed areas
had to be destroyed for reasons of social welfare and
hygienics, on the other hand the images represented
a substantial loss of each city’s morphology. The last
and greatest photographer in this line is, without doubt,
Eugene Atget who started his long series of Parisian
‘locations of a scene’ (Walter Benjamin) by 1890. His
work, rediscovered by the Surrealists in the 1920s,
in several ways marks the turn to modernism in both
documentation and photography. His pictures belong
to photography, in view and print, but belong to history
in composition and perspective. Street photography
as practised by Eugene Atget bore fruit to numerous
others, and lesser known photographers aiming to sell
their images to painters, illustrators, and the press. In
Italy, Switzerland, and Germany, around 1900 one can
find in any city at least one ‘house photographer’ who
walked from street to street, from house to house, taken
images of each house in order to sell it to the landlords
and inhabitants.

Human beings served as an ornament of city photog-
raphy which was partly unavoidable, but on the other
hand partly served as picturesque additions to the moods
evoked. Additionally, some of the later photographers
conceived their series—commissioned or not—to show
human poverty and misery as caused by bad housing
conditions. Travel photographers like John Thomson
made the streets of London appear more human, while
painters like Georg Hendrik Breitner developed their
interest in the iconography of human labour by photo-
graphing workers in the canals and places of Amster-
dam. The New York police reporter Jacob August Riis,
born in Denmark, employed the camera to change the
situation of his fellow immigrants; his book on “How
the Other Half Lives,” published in 1890, led to major
changes in the city’s town planning. Well issued, his
example was followed around the turn of the century
by nearly every large city in the world; health insurance
companies ordered photographers to document tene-
ment conditions as well as their demolition. Riis and
his colleagues were the first to introduce flash light into
architectural photography as there was no other lighting
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source for their work. Just after the turn of the century,
Lewis W. Hine started his career by finding symbolic
forms and gestures for the imagery of social fate—as is
the case with Atget and some of the Fine Art photogra-
phers, his work seems to mark crossing the frontier of
historism and modernism.

Since the late 1880s, Fine Art photography arose as a
movement of autonomous search for the social integra-
tion of the new technique and medium into the art world.
Aesthetically, this movement was stuck to the classical
subjects and motifs—including landscape which just
had been added to the list after William Turner’s ef-
forts in establishing this subject within painting—and
therefore architecture simply happened within certain
images. Hugo Henneberg of the Vienna school had Ital-
ian palazzi included in his views on dark alleys; Peter
Henry Emerson directed his camera to Norfolk and Suf-
folk farm houses; Constant Puyo showed small villages
as integral part of his vertical and horizontal panoramas.
A singular position within the whole movement is held
by Frederic Henry Evans who started as a part of the
British Arts-and-Crafts movement and shared the ‘vi-
sionary spires’ of the late 19th century Gothic revival.
After a short period in close vicinity to William Morris
and his Kelmscott Manor Press he found his life-time
theme in English mediaeval church interiors which he
photographed for their subtlety of light direction and
for which he found the technical equivalent in using
the platinum print.

The Fine Art photography movement, as represented
by the Linked Ring brotherhood, did not regard archi-
tecture as a sufficient subject of criticism but there were
a number of members within this movement who had
an urban background and traced themselves within it.
Alfred Stieglitz had begun with his own artistic work as
a student of photo-chemistry and while travelling to the
German south and Italy. His first attempts in Fine Art
photography were taken in Berlin around 1890, and to a
great deal they dealt with the urban growth of this city,
both in the interior and in the exterior. When he returned
to New York, his view on the Manhattan shore shaped
his vision as well as Broadway by night—a concisely
modern subject in architecture and photography. This
vision was shared by several colleagues commuting
between the American and the European continent,
as Edouard Jean Steichen and Alvin Langdon Coburn
did. Their photographs of the big city were widely ac-
claimed in exhibitions on the old continent and praised
by critics as well.

Although they were made in 1904 and 1912, one
should consider two architectural photographs as the
last ones of the 19th century bearing in them all modern
elements but showing themselves as typical prints of the
century gone: Edouard Steichen’s view on the Flatiron
building on New York’s broadway and Karl F. Struss’
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image of the Brooklyn Bridge with its grids of wires.
Both images are made at dawn and under bad weather
conditions, both are gum prints in a brownish mono-
chrome tone and not substantially sharp in detail. But
both pictures show all elements of modern architectural
photography: a basic composition beyond the classical
forms of perspective and distance, a definition of time
and space within the photograph itself by reference
to weather, light and clouds. Beyond the function of
advertisement for architects and building companies
and besides the idea of a picturesque view on edifices
unknown (and ‘colossal’ as the 19th century wanted it),
these impressions present themselves as entities of their
own. Architecture and its image had fallen into each
other, modernism was on its edge.

ROLF SACHSSE

See also: Archaeology; Landscape Photography; and
Itinerant Photographers.
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ARCHIVES, MUSEUMS, AND
COLLECTIONS OF PHOTOGRAPHS

The analysis and evaluation of the formation of collec-
tions of photography during the 19th century remains
largely unresearched though it plays a significant role in
the form, function and reception of the medium during
the first half century or so of its existence.

The 20th century provides a litany of the loss and
destruction of 19th century photographic collections
ranging from the archives of both large and small photo-
graphic companies through public institutions and com-
mercial companies to private individuals. Key to this was
a matrix of value judgments. Firstly, some photographic
archives simply became redundant for the purposes they
had initially been set up. Advances in photographic
technology also produced a degree of ‘churn’ whereby
new, technically better and more relevant photographs
replaced older equivalents. One only has to consider the
replacement of photographs of paintings during the 19th
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century as isochromatic emulsions were introduced, that
in turn were replaced by panchromatic emulsions and
then by colour images. However, in some instances such
collections failed to live even into the 20th century. One
specific cause was ambient environmental conditions.
Heat and humidity of many climates were instrumental
in the deterioration and eventual loss of numerous 19th
century photographic holdings. This has to a degree
masked the history of photographic archives in many
countries with tropical climates.

Perversely, while Web-based digital image data-
bases and catalogues are in some respects rendering
‘analogue’ photographic collections redundant, thereby
increasing the threats to their existence, information and
communication technology has also acted as a catalyst
that has opened up and highlighted the richness and
diversity of 19th century photographic collections. Such
interest has led to the re-discovery of significant but
little known photographic archives ranging from major
institutions to individuals.

The formal collecting of photographs covered a
wide range of players; from private individuals through
scholarly societies and public sector institutions to
commercial companies and professional organisations.
The manner in which photography was institutionalized
within existing archives, libraries, museums and col-
lections reflects the scale and scope of its application
during the 19th century. However, the contemporary
impact of 19th century photographic collections may
never be fully revealed since so many have been dis-
persed and their administrative records lost. How such
photographic archives were used by used by contem-
poraries and what influence they had still largely needs
to be established.

To start with, the archives of photographers them-
selves remain primary sources for 19th century pho-
tography. Companies such as, Franz Hanfstaengl in
Munich typified established lithographic printers and
publishers who adopted photography and formed a
large archive covering portraiture, art reproduction and
topographic and architectural views. The archive of
the firm of Fratelli Alinari—founded in 1852—forms
a similarly rich coverage of 19th century Italy, though
the historiography of the company’s art reproductions
remain central to its significance. In Great Britian, the
archive formed by the Francis Frith Company between
1860 and 1970 formed a unique topographical record of
Britain through the photography of some 7,000 towns
and villages since Frith’s photographers returned to re-
document the locations over this one hundred and ten
year period. However, the majority of the original nega-
tives were destroyed in the early 1970s, though some
330,000 photographic prints survive. The significance
of the archives of such 19th century photographers’
companies has been occasionally recognized. For in-
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stance, in 1904 the National Portrait Gallery in London
purchased 12 volumes of the day books of the prominent
portrait photographer Camille Silvy (1835-1910). These
contain some 15,000 portraits of many key members of
mid Victorian society.

Commercial photographic archives were also created
during the 19th century, such as the one founded in 1877
by Adolphe Giraudon (1849-1929) that aimed to provide
scholars with access to fine art and cultural photographs.
Giraudon was not a photographic publisher in the mould
of Adolphe Braun of Dornach, and his business model
was based on the setting up of the first correspondent
networks, comprising of photographers who were able
to supply Giraudon with photographs taken throughout
Europe and beyond. By 1900, Giraudon offered some
115,000 photographic views and the company archive
still exists and operates commercially.

During the 1840s, photography formed a compara-
tively small amateur or commercial activity though
contemporary commentators were speculating that it
was likely that significant photographic collections
would be formed by both those wishing to exploit the
medium within their profession as well as amateur
collectors. While the scale and scope of this activity
is slowly being exposed, its full extent may never be
known. However, collections of photographs were be-
ing formed through a variety of activities for a range of
purposes from the 1840s.

In order to build a market, some photographers specu-
latively targeted institutions related to the graphic arts.
Thus the British Museum received a number of specula-
tive samples from photographers (or their agents) during
the 1840s. These seem to have been deposited with the
Department of Prints and Drawings though most of these
images were not catalogued into the collection and have
either been misplaced or been lost. In addition, the body
of work undertaken during the 1850s by Roger Fenton
to document the British Museum’s collections—though
highly significant—did not form the foundation of a
clearly defined or substantial photography collection
within the institution.

The photographic collections of private individuals
during the 1840s, while comparatively small scale,
provided a template that was extended during the re-
mainder of the century. During the 1840s and 1850s
photography was expensive and commercial outlets
were few and almost entirely based in the major me-
tropolises. This therefore restricted the medium in terms
of it audiences.

Royalty and the nobility form a significant type of
collector during this period and beyond. Prince Albert
(1819-1861), the Prince Consort of Queen Victoria,
seems to have been the primary catalyst in the formation
of the extensive Royal Collection of photographs. Indeed,
royalty are underresearched since their photographic

collections were built through a matrix of commission-
ing, commercial acquisition and donation. In France,
the collection of Emperor Napoléon III (1808-1873),
formed during his reign between 1852 and 1870, reflects
commercial and artistic photography during the most
dynamic phase of 19th century photography. Across
Europe and beyond, the nobility formed photographic
collections, frequently as adjuncts to their print collec-
tions. However, there has to date been comparatively
little study of these collections and their provenance.

Contemporary artists began to exploit photography
during the 1840s. Jean-Auguste-Dominique Ingres
(1780-1867) used the daguerreotype to record his
paintings as early as 1842 and photographs from his
collection, including daguerreotypes, survive. During
the 1840s, John Ruskin accumulated a large collection of
over 100 daguerreotypes some of which he used to help
create illustrations for his book publications. These have
survived as has the collection of 159 daguerreotypes
of architecture in Italy assembled in 1840 and 1841 by
Dr Alexander John Ellis (1814-1890) while travelling
around the country. In both these instances the collec-
tor bought commercially available images and took, or
commissioned, their own photographs. Ruskin exploited
his daguerreotypes by using them as the basis for il-
lustrations to his publications. Ellis had also intended
to publish engraving after his daguerreotypes but the
project never materialised.

Private art collectors began photographically docu-
menting their collections during the 1840s. The Antwerp
publisher Joseph-Ernest Buschmann (1814-1853)
published his personal experiments on daguerreotyp-
ing his own art collection in 1847. The collecting of
photographic portraits also began during the 1840s and
the album of Salt prints assembled by the author and
historian Thomas Carlyle (1795-1881) forms a promi-
nent example the latter part of the decade.

Leading architects such as George Gilbert Scott
(1811-1878) and Eugene Emmanuel Viollet-le-Duc
(1814-1879) formed their own collections of pho-
tographs and the collections of photographs within
architects’ offices became integral parts of professional
practice. Photographic publishers targeted this market
produced an increasingly wide range of ‘reference’
photographs. In 1851 Gilbert Scott became one of the
founders of Royal Architectural Museum that soon after
began to collect photographs. By 1853 the Museum
was publicising its intention ‘to collect photographs of
objects too large to be moulded.’

From the early 1850s the South Kensington Museum
formed a large collection of architectural photographs.
The professional institutions involved in architecture
also collected photography. The Royal Institute of
British Architects began to form its own collection
and published at catalogue to its collection in 1871. In
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1885 the Koniglich Preuflische Mefbildanstalt (Royal
Prussian Photogrammetric Institute), the first photo-
grammetric institution in the world, was established
by Albrecht Meydenbauer (1834—1921). Between 1885
and 1909, Meydenbauer and his staff took about 11,000
survey photographs of around 1,200 Prussian monu-
ments. A further 1,600 photographs of 100 buildings in
Germany outside Prussia were also acquired and some
800 photographs were taken of buildings outside of
Germany, including in Athens, Baalbek and Istanbul.
Meydenbauer’s photographic archive survives to this
day and is now under the control of the Brandenbur-
gisches Landesamt fiir Denkmalpflege (Office for the
Preservation of Monuments of Culture of the Federal
County of Brandenburg).

In parallel, civil engineers also began to use photog-
raphy as a professional tool and form collections. In
France the I’Ecole des ponts et chausses commissioned
photography from the late 1850s and formed a record of
civil engineering work. The British Institution of Civil
Engineers began its collection of photographs in the mid
1860s, by which time evidence suggests that all major
civil engineering projects were being photographically
documented.

The use of photography by government and state
departments is also noteworthy. The military extensively
used photography to document fortifications, equipment,
maneuvers and battlefields. The British Royal Engineers
began forming collections of photographs during the
1850s and also recorded art and architecture on behalf
of other public institutions. The military also formed
collections for related activities such as the thousands
of photographs taken to produce The Medical and Sur-
gical History of the War of the Rebellion published in
Washington, D.C., between 1870 and 1888.

The criminal justice system began to form archives of
photographs as early as the 1840s. In 1843 daguerreo-
types were being taken of prisoners in the prison in
Brussels and kept by the Stireté Publique (Criminal In-
vestigation Department). By the 1860s many European
states were employing photography to create documen-
tary records of prisoners. Scene of crime photographs
were also being widely taken from this time.

The systematic use of photography within cultural
and heritage institutions began in the 1840s. The Minu-
toli Institut in Liegnitz in Silesia was particularly influ-
ential and formative on British attitudes. The institute
had been created by Alexander Freiherr von Minutoli
(1806-1887) and had opened to the public in 1845. By
1848 the photographer Louis Birkes had taken at least
25 daguerreotypes of pieces from the collection. These
were mounted in a frame and sent to various members
of the Institut’s society (Gewerbevereine). Some of
Birkes’ Daguerreotypes were exhibited at the 1851
Great Exhibition in London. Minutoli also exhibited
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Daguerreotypes from his collection at the Allegemeine
Deutsche Industrie-Ausstellung in Munich in 1854 and
in the following year exhibited three albums at the Ex-
position universelle in Paris. In 1856 he exhibited Salt
paper photographs of his collection at the Industrial Arts
Exhibition in Brussels At the 1862 International Exhibi-
tion in London, he advertised, and perhaps even exhib-
ited, a seven-volume, twenty-four section set containing
some 4,000 ‘works of antiquity, photographed from the
originals and intended as models for manufacture, and
artisans’ Priced at £120 (800 thaler).

By the early 1850s a number of major museums and
galleries began to build collections of photographs,
sometimes exploiting a dedicated photographer such as
Charles Thurston Thompson at the South Kensington
Museum and Roger Fenton at the British Museum. Other
institutions such as the British Library, the Bibliotheque
National in Paris and the Library of Congress represent
some other pertinent examples. The South Kensington
Museum began its collection of photographs around
1853. Some 139 were listed as being held in the museum
by the following year, almost entirely represented by
125 photographs of Maxime du Camp’s views of Egypt,
Nubia, Palestine and Syria. By 1880 there were some
50,000 photographs in the collection. Each photographic
image—including those illustrating books and other
publications—were individually logged in museum’s
the Photograph Register and allocated a unique number.
The register not only recorded the date of acquisition
but also the provenance and cost. It thus forms a rich
source of information about a number of key aspects of
mid 19th century photography.

Other key aspects of the photographic collections at
the South Kensington Museum were the commercial
sale of copies of the photographs taken on behalf of
the museum—both of its collections and temporary
exhibitions—and also aspects of outreach. The South
Kensington Museum formed a ‘Circulation Collec-
tion’ for the provincial schools of art and photographic
publications, such as the Art Workmanship volumes
published during the late 1860s and early 1870s, played
a prominent role.

Universities and research institutes also began to form
collections of photographs from the middle of the 19th
century. In the 1850s, Harvard University received a gift
from Francis Calley Gray (1790-1856) of some 4,000
photographic reproductions of European paintings. The
Deutsches Archidologisches Institut founded in 1829,
which became a Prussian State Institute in 1871 and an
Imperial institute in 1874, also formed collections of
photographs. However, during the 20th century many
universities and scholarly institutions disposed of their
19th century photographic holdings.

Photographic societies themselves began to form
collections, primarily through donations. The Royal
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Photographic Society, founded in 1853, and the Société
francaise de photographie, founded in the following
year, are two of the most prominent examples. The
collections of local, rather than national, 19th century
photographic clubs and societies, though significant,
have largely been lost. However, the scale and scope of
the evaluation of such institutional collecting is in its
infancy and the history of the photographic collections
in countries formerly part of the Soviet Union awaits
fuller analysis.

The role of copyright law also played a crucial role
in the forming of collections of photographs. In Great
Britain the 1836 Copyright Act reduced the number of
libraries entitled to receive legal deposit copies of pub-
lished works from eleven to five, The British Museum
Library (since 1972 the British Library), the Bodleian
Library of the University of Oxford, Cambridge Univer-
sity Library, the Faculty of Advocates in Edinburgh and
Trinity College Dublin. These institutions therefore be-
gan to acquire photographically illustrated publications
through deposit and purchase. In the case of the British
Library these holdings are international in scope.

State intervention to document national cultural
heritage began in the early 1850s. In 1851 the French
Government through the Commission des Monuments
historiques selects five leading photographers, Edouard
Baldus, Hippolyte Bayard, Gustave Le Gray, Henri
Le Secq and O. Mestrel to document the medieval
architecture of France. Some 258 prints and their cor-
responding negatives were acquired from this Mission
héliographique though their contemporary impact was
very limited. In 1874 Séraphin Médéric Mieusement
(1840-1905) became the official photographer of the
the Commission des Monuments historiques and took
more than 6,000 negatives. Mieusement’s work was
complimented by another Commission photographer,
Jean-Eugene Durand (active between 1876 and 1917)

In 1852 French copyright law was extended to
include photographs. This meant that copies of all
photographs on public sale be registered and deposited
with the Ministery of the Interior or a local prefectural
clerk. In Paris, over 9,000 photographs were registered
at the dépdt 1égal during 1864, a peak largely reflecting
the craze for carte de visite celebrity portraits.

After much lobbying and great debate, the 1862
Fine Arts Copyright Act was passed in Great Britain.
For the fist time copyright legislation in Great Britain
included the rights of photographers as ‘authors.” Pho-
tographers could register their works at Stationers Hall
using standard template registration forms (the originals
now held in The National Archives, Kew) onto which
copies of the image could be attached. However, photo-
graphs were also used to illustrate other works ranging
from graphic designs, paintings and even designs for
the specific use of chicken wire enclosures on poultry

farms. The information on these forms, together with the
photographs pasted on them, give a broad view of the
state and application of photography during the second
half of the 19th century. Hitherto they have been largely
unresearched.

Artists, art schools and designers were early collec-
tors of photography and a number of photographers
created photographs specifically for this market. This
seems to been particularly active in France where from
1854 Adolphe Braun of Dornach produced a series
of flower studies (Fleurs photographiées) to enable
designers to work from natural models. In Paris from
the mid 1860s Charles Hippolyte Aubry (1811-1877)
created photographs of still lives of flowers that were
sold to art schools. Similarly From the late 1860s the
Italian Gaudenzio Marconi (1841-1885) created a wide
variety of nude academic studies for artists.

The Royal Academy of Arts in London systematically
collected the large format photographic portfolios of
the collections of major European galleries issued by
the firm of Adolphe Braun & Cie from the late 1860s.
Other holdings include early portraits by William Lake
Price (1810-1895) dating from the 1850’s, portraits
by David Wilkie Wynfield (1837-1887) dating to the
1860s and Animal Locomotion by Eadweard Muybridge
(1830-1904).

Curiously, given the innovatory application of pho-
tography in France during the 1850s, the Ecole des
Beaux-Arts in Paris began collecting photographs in
1866, some 14 years after the South Kensington Mu-
seum, though it to was to form a substantial collection
by the end of the century.

The collecting of photographs by local history, anti-
quary, and archaeological societies forms another key
component. From around 1850 there was a very dramatic
increase in the number of these societies. This was on an
international scale. Evidence suggests that most adopted
photography to help fulfill their aims and objectives.
It was noted that in 1856 the Architectural Society of
the Archdeaconry of Northampton linked in ‘union’
with the local photographic society with the intention
of members of the photographic society promising to
enrich the architectural societies ‘sketch book’ with
photographs of ‘local architectural subjects.’

In 1858 Alexander James Beresford Hope (1820-
1887), who was instrumental in the founding of the
instrumental in the founding of the Architectural Mu-
seum in London implored those attending the inaugural
meeting of the Kent Arch@ological Society that ‘Pho-
tography is the honest friend who always comes out
with the whole truth’ and concluded that the Society
should adopt photography for ‘it would be a shame and
disgrace to it not to do.’

The local history and archaeological societies also
give insights into the collecting habits of their members.
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ARCHIVES, MUSEUMS, AND COLLECTIONS OF PHOTOGRAPHS

In England each society held an annual conference
at which a ‘temporary museum’ would be set up.
Members regularly exhibited photographs from their
collections.

The historiography of collections is of key signifi-
cance in the evaluation of the long-term influence of
19th century photographic collections. The pathway
from private collections to institutional collections
began comparatively early. On his death Chauncey
Hare Townsend (1798-1868) bequeathed his collec-
tion of photographs to the South Kensington Museum
and these now form some of the most important works
held at the Victoria and Albert Museum. Lord Martin
Conway (1856—-1937) and Sir Robert Witt (1872—-1952)
both started their respective collections of photographs
in the late 19th century. While Conway’s interests were
primarily in architecture and sculpture, Witt specialized
in the art of the Italian Renaissance and through dona-
tion, in 1932 and 1952 respectively; their photo archives
became the core of one of the largest photographic
collections of art and architecture held at the Courtauld
Institute of Art of the University of London.

The 19th century saw the foundation of very signifi-
cant numbers of professional bodies societies together
with ‘scholarly’ societies and related organizations.
Some professionals were involved in the vast construc-
tion campaigns undertaken during the period; archi-
tecture, civil engineering, railways and shipbuilding.
Conversely, the fascination of the past spawned large
numbers of societies dedicated to the understanding
and preservation of the past. Architectural, archaeo-
logical and local history societies proliferated. All of
these groups were to form collections of photographs
to achieve their aims and objectives.

The study of ethnography and anthropology de-
veloped rapidly from the middle of the 19th century.
In Great Britain the Royal Anthropological Institute
(founded in 1871 from the merger between Ethnologi-
cal Society of London and the Anthropological Society)
began its collection of photographs that remains one of
the pre-eminent example.

Another ethnographic photographic collection, that
of the Smithsonian Institution, encompasses a number
of aspects of photographic collecting. In 1867 the
English financier William Blackmore (1827-1878)
loaned his personal collection of photographs of “North
American Indians” to Joseph Henry (1797-1878), the
Director of the Smithsonian in Washington D.C., and
hired the artist and photographer Antonio Zeno Shindler
to make copies of them to help prepare the catalogue
for an exhibition—Photographic Portraits of North
American Indians in the Gallery of the Smithsonian
Institution—that was mounted in 1869. This was the
Smithsonian’s first photographic exhibit and the cop-
ies of Blackmore’s collection helped form the basis of
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the institution’s own collection of ethnographic photo-
graphs. In 1872 the Smithsonian established a relation-
ship with Blackmore to assist his project of building a
photographic archive.

From the early 1860s Blackmore had formed a col-
lection of some 2,000 photographs of North American
Indians that dated from 1850-1875. This included his
commissioning photographers. Blackmore had built
a museum in his hometown of Salisbury to house his
extensive collection of early archaeological artefacts
and intended to place his photographic archive there.
In addition, Blackmore planned to publish a series of
photographs from his collections. His untimely death
in 1878 scuppered these projects.

The British Empire provided fertile ground for
photographic campaigns aimed at building associated
collections. From 1868 onwards the British Museum
Library and the India Office Library (the successor
to the East India Company Library) both enjoyed the
privilege of legal deposit of printed books, periodicals
and newspapers from undivided India. Photography
was extensively used by the ‘Archaeological Survey of
India,’ established in 1861. Many of these photographs
are now held in the India Office Collections of the Brit-
ish Library.

In London, the Royal Geographical Society was
fortunate to have John Thompson (1837-1921), as in-
structor of photography, and both fellows and members
were encouraged to take pictures, and give the Society
any photographs they had taken or collected. Certainly
in the 1860’s and 70’s a large number of photographs
were donated which form the basis of the Society’s
extensive collection today.

Societies related to geographical and historical study
included the Palestine Exploration Fund, founded in
1865. The Fund extensively exploited photography to
document biblical and post-biblical archaeological sites.
It formed a relationship with the British Royal Engineers
whose photographers created numerous views, some
published by the Palestine Exploration Fund .

Medical photography was well-established by the
1880s and some hospitals were creating albums of
clinical photographs. By this time most hospitals in
France had photographic departments though in Eng-
land and the USA medical photography remained in the
hands of individual photographers. By the mid 1890s
X-ray photography was in use in German hospitals for
orthopaedic surgery. Lantern slides created for teach-
ing formed another aspect of such medical collections.
Many such collections survived well into the 20th
century but were eventually displaced by the 35mm
transparency format.

By the 1860s many commercial manufacturers were
using photography as a core business tool and form-
ing photographic records of their productions. By the



early 1860s photos replaced drawings in the china
manufacturer Minton company pattern books. Railway
companies soon began to employ photographers to
capture images of their newly completed locomotives,
and some companies, such as British Beyer Peacock,
gave them to their salesmen to show their potential
customers.

Collections of photographs evolved during the 19th
century to cover all aspects of human endeavour and
were to have a significant effect on progress in perhaps
the most dynamic phase of the ‘industrial revolution.’
However, the scale, scope and impact of such collections
is largely an untold story that awaits to be told.

ANTHONY HAMBER

See also: Royal Geographical Society; and South
Kensington Museum.
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ARCTIC AND ANTARCTIC

As a result of being in partial or complete darkness for
a significant period of the year. Polar regions present
a shorter window of opportunity for the successful ap-
plication of photography. Due to the expansive areas
of snow and ice, there are challenges in lighting during
periods of full or partial daylight which give rise to poor
contrast and loss of detail due to overexposure.

The first objective interpretation of the, often roman-
tically depicted, harsh and unusual polar landscape was
undertaken by staff of scientific and exploring expedi-
tions as an aside to primary duties. It would be more
than twenty years after the introduction of photography,
in the early 1840s, that a dedicated photographer would
be appointed to an expedition to ensure that a new and
fickle medium would become a reliable means of record-
ing the opposite ends of the world.

Constraints in storage space made smaller glass plates
a logical choice but potentially compromising quality
of reproductions while shortage of water restricted
processing and printing usually waited till return to
civilisation.

Details of the technical challenges of photography,
such as “keeping excited collodion plates sensitive” and
“aremedy for cracking in negatives,” are well recorded
at the time in journals such as the British Journal of
Photography. Similar discussion on the unique chal-
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lenges relating to capturing images in the Polar Regions
was limited and often left to others observing the pro-
cess. Veteran Arctic explorer Dr. Isaac Hayes on board
William Bradford’s 1869 cruise to western Greenland
recounted one such event observing that the “insects got
into the instrument and ruined the plates.”

Away from the ship photography was severely limited
on account of low light and harsh, sub-zero conditions,
as low as —30°F, and technical difficulties posed by the
wet plate process. Sledging journeys were gruelling and
only essential equipment was carried and photographic
equipment would account for about 5% of the load.
Preservation of images was a significant challenge and
they were often lost prior to return to civilisation.

Daguerreotype apparatus was uncommon but it was
taken on the 1853-54 United States Franklin Search
expedition, led by Elisha Kent Kane. Reportedly the
apparatus was used but all images were lost on an ice
floe.

Some of the earliest surviving images were from
the collotype process, used by Surgeon of HMS Reso-
lute William Thomas Domville while on Sir Edward
Belcher’s Franklin search expedition of 1852-54.
Commander E. A. Inglefield used Glass plates while
participating in a Franklin search expedition in 1852-53.
Both groups of images are held by the National Mari-
time Museum, Greenwich. Until the advent of the dry
plate process and its commercial patient in 1881 the
wet plate process was most commonly used on polar
expeditions.

George Simpson McTavish in the 1860s and Edward
W. Nelson in 1877 were just two of the land-based ex-
peditions who also used photography in the Arctic.

The Challenger expedition of 1872-1876 utilised
photography and images from this expedition are the
earliest known of Antarctic icebergs and sub-Antarctic
islands. George Strong Nares was commander of Chal-
lenger and would later command of the British Arctic
Expedition of 1875-1876. This expedition equipped and
trained, through the Royal Engineers, Thomas Mitchell
and George White in photographic processes. Their ef-
forts gave rise to the 108 images produced as a boxed
set and were also used as illustrations in accounts of
the expedition.

In the 1880s scientific enquiry became increasingly
coordinated on an international level giving rise to in-
creased opportunities for photography. One example of
this was the first International Polar Year in 1882—1883,
which involved twelve countries with activities in both
Polar Regions. Science and exploration were not alone
in attempts to utilise photography to document human
endeavour in a harsh, remote, unexplored region of the
globe.

Pleasure voyages to the Arctic financed by indepen-
dently wealthy individuals also provided a platform for
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Bourne, Samuel. The Manirung Pass.
The Metropolitan Museum of Art, Gilman Collection, Purchase. Cynthia Hazen Polsky Gift, 2005 [2005, 100.499 (99)] Image © The
Metropolitan Museum of Art.

photography. Some undertook scientific observations, for
example Benjamin Leigh Smith’s voyages to Svalblad
and Zemlya Frantsa-losifa in 1873 and 1880. William J
A Grant participated on at least seven private or scientific
voyages as photographer, including one of Pandora in
1876 and Willem Barents in 1881 and 1883.

William Bradford (1827-1892) privately financed six
expeditions to the low Arctic between 1861-1869. He
employed Boston-based photographers, John L Dun-
more and George Critcherson from the studio of James
Wallace Black to record images that would provide
“accurate and instantaneous images which could later
be used to create paintings.” The results were highly suc-
cessful as the photographers had a dedicated darkroom
onboard, that Bradford had installed for their sole use.
Aspects of these voyages are recorded in the impressive
volume The Arctic Regions.

The more stable and transportable dry plate process
increased flexibility for photographing Polar Regions
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as commercial and scientific expeditions increas-
ingly focused on the Antarctic after 1880. By this time
photography had proven itself as an ideal means of
recording and broadcasting images that suited both
scientific, sponsorship and commercial aspirations of
expeditions.

Commander Adrien de Gerlache de Gomery and
his compatriots in Belgica (1897-1899) were the first
to over winter in the Antarctic and produced the first
photographic images of the continent. Carsten Borch-
grevinik and his privately financed British Antarctic
Expedition (1898—1900) were the first scientific expedi-
tion to over winter on the Antarctic Continent and used
photography.

Despite the abundance of opportunity, the medium
had limited success when compared to other extreme
environments, such as images of Kashmir, India from
1864 and 1866 by Samuel Bourne. Importantly, photo-
graphy provided a means to convey to a wider audience



a sense of visual truth from a region previously often
represented by exaggerated and fanciful images. With
significant investment in skills and equipment reliable
results and useful images could be achieved but results
and how the images were utilised varied widely.

By the end of the nineteenth century photography
was well placed to serve what became known as the
Heroic Age of Antarctic exploration and the advances
in science and technology that would follow in the first
two decades of the twentieth century.

RICHARD FERGUSON
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ARGENTINA
The daguerreotype

To understand the spread of photography in the whole
country it is necessary to keep in mind that Buenos
Aires was the main city and the only harbor devoted
to international commerce. Moreover, the nation was
involved in several internal conflicts.

Daguerreotypes were referred to for the first time
in a Buenos Aires newspaper, the Gaceta Mercantil,
on March 11th, 1840. It merely reproduced an article
published in France. The demonstrations that took place
at Montevideo (Uruguay) in March 1840, conducted by
the Abbot Comte, were not commented in Buenos Aires
due to political reasons. Three years elapsed before the
arrival of the daguerreotype to Buenos Aires, this delay
being caused by the French naval blockade to Buenos
Aires harbor.

On June 1843 advertisements began to be published
in the Gaceta Mercantil, The British Packett, and the
Diario de la tarde, in which a North American, John
Elliot, announced his studio at 56, Recova Nueva street.
At the same time, the Litografia Argentina, at 28 Potosi{
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Street, owned by a Spanish citizen, Gregorio Ibarra,
informed the customers about the arrival from Paris of
two cameras. In Buenos Aires the daguerreotype did
not the same popular interest as in Paris or New York.
It was still a small town and preserved many of its old
colonial habits.

Another North American, John Amstrong Bennet,
opened the second gallery of Buenos Aires in 1845, at
121 Piedad Street. He arrived from Mobile, Alabama,
and worked as a daguerreotypist in Montevideo (Uru-
guay) during 1842 and 1843; by the end of 1845,he
had left Buenos Aires for Bogotd (Colombia). In 1846,
Thomas Columbus Helsby, who owned the Galeria
Montevideana in Uruguay, with his brother William,
made frequent trips to Buenos Aires and worked as
itinerant portraitist. In 1853 he settled with his brother
in Chile, where they established renowned galleries, in
Santiago as well as in Valparaiso.

Charles DeForest Fredricks (1823—-1894), the most
important photographer among those active in Argentina
in the mid-nineteenth century, came to Rio de la Plata af-
ter travelling with his camera through Venezuela, Brazil
and Uruguay. Although the first itinerant daguerreotyp-
ists worked in Buenos Aires, an Italian citizen, Aristide
Stephani (1820-1865), opened the first provincial gal-
lery as early as in 1846, in the city of Corrientes, where
Anselmo Fleurquin and Joaquin Olardn became active
soon afterwards. In 1855, a German, Adolfo Alexander
(1822-1881), crossed the Andes coming from Chile to
Argentina and worked in San Juan and Mendoza. A
year later Amadeo Jacques—the future director of the
most renowned high school in Buenos Aires—earned
his living as a daguerreotypist in Santa Fe and Tucuman.
Atnearly the same time, Desiderio Aguiar—born in the
Province of San Juan—an Englishman, Fergusson, and
a North American, Bradley, made succesful careers tak-
ing photographs of the principal cattle-owners’ families
at the pampas.

Between 1855 and 1858, the names of Federico Ar-
tigue (1826-1871), Antonio Aldanondo (1831-1891),
Bartolomé Bossi (1817-1890), Walter Bradley, Pedro
Gartland, Emilio Lahore (1825-1889), Francis Meeks,
Arthur Terry and Antonio Pozzo (1830-1910) were
among those devoted to the new craft. The only woman
daguerreotypist we know about was formerly a painter,
Antonia Annat de Brunet.

In 1852, Juan Camaiia (1795-1877) brought to Bue-
nos Aires the stereoscopic daguerreotype. Stereoscopic
daguerreotypes were not very popular because of their
high cost.

As only a few daguerreotypists signed their work,
most of them remain anonymous. Between the few
artists that signed their works are Amadeo Gras (1805—
1871), Saturnino Masoni (1826-1892), Juan Portal and
Anselmo Fleurquin.

71



ARGENTINA

Daguerreotype Views

Nowadays, the only extant nine daguerreotype views are
those preserved at the Museo Histdrico Nacional (Bue-
nos Aires), five of them signed by Charles De Forrest
Fredricks and the rest attributed to Antonio Pozzo.

Ambrotype, Tintype, and Carte-de-Visite

These one-image procedures were common, in par-
ticular the ferrotype or tintype, but the albumen paper
became popular in the carte-de-visite format and soon
afterwards it was used in all the photographic size styles,
including views for albums, that began to be produced in
the midst of the 1860s. Some salt paper prints reached
Argentina but they are very scarce.

Albums of Views

In the sixties, the first albums of views appeared. Some
of the pioneers were Esteban Gonnet (1830-1868),
Benito Panunzi (1819-1894) [Many albumen prints
of outdoors scenery or popular types were wrongly at-
tributed to Panunzi. A recent study clarifies the mistake
and shows that Gonnet was the author of many of them.
(Alexander & Priamo, 2000)], Adolfo Alexander, Georg
Alfeld (in Rosario), and Angel Paganelli (in Tucumdn).
In the following decades other authors were Antonio
Pozzo, Christiano Junior, Desiderio Aguiar, Saturnino
Masoni, Carlos Feltscher, Samuel Boote, Francisco
Rimathé and Walter Bradley.

Portraitists

An English citizen, Alejandro Samuel Witcomb
(1835-1905), was probably the most renowned por-
traitist of the 19th century [His archive—that included
part of Christiano Jr. and Loudet’ archives—is kept in
the Archivo General de la Nacién, Buenos Aires]. He
arrived very young from England, and settled in Rosa-
rio; several years later he established in Buenos Aires,
were he became a famous artist. Other outstanding
masters were Antonio Aldanondo, Luigi Bartoli, Emile
Mangel du Mesnil, F. Meeks, W. Bate & Co., Emilio
Lahore (1825-1889), Bartolomé Loudet (1823-1887),
Juan Ansaldi, Carlos Chute, Alfonso Fermepin, Arturo
Mathile, Arquimedes Imazio, Francisco Monzén, Ro-
berto Offer, and Juan Portal.

Photo Illustrated Books

William Fox Talbot rapidly realized that the photograph
had a wide terrain to expand itself: the printing press
products and as early as 1839 introduced an album
with mounted photographs. In Argentina, as in other
countries in the region, the photo illustrated book can
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be traced to the 1860s. Initially, the usual image was the
author’s portrait but soon in the 1870s it was common
to illustrate a book or a brochure with different kinds
of images: city views, anthropological portraits and any
kind of objects.

Photomechanical Processes

In early times different varieties of photomechanical
systems were employed, mostly illustrating books, bro-
chures and magazines. The first practitioners included
Christiano Junior and Emilio Halitzky, who used mostly
the phototype. In 1885 the Museo de La Plata brought
from Europe modern photomechanical printing equip-
ment, the best for the time being, for phototypes. As
far as we know, woodburytypes were never made in
Argentina.

Scientific and Technical Uses of Photography

During the 1860s the first medical uses of photography
appeared. In the early 1870s Schultz-Sellack succeded
in taking astronomical photographs, and the growing
community of scientists left anthropological, paleon-
tological and natural science testimonies by means of
photography.

Engineering activities such as dam building, bridge
construction, industrial facilities, railroad construction
and mining activities were recorded.

The phototeodolite was briefly used, according to
universitary registers.

Photomicrography was first tried by Roberto Wer-
nicke, who made early experiments between 1884 and
1887.

Early experiments with X rays were conducted at the
Faculty of Sciences of Buenos Aires, two months after
the publication of Roentgen’s paper.

The Argentine Society of Amateur
Photographers

As in many other countries, a select group of the high
society showed interest in photography and founded
this Society in 1889. This Society was instrumental
during several decades in publishing albums, as well as
in organizing contests and printing a Bulletin.
ROBERTO A. FERRARI

See also: Daguerreotype; Tintype; and
Cartes-de- Visite.
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ARNOLD, CHARLES DUDLEY

(1844-1927)

Charles Dudley Arnold was born in Port Stanley, On-
tario, Canada, moving to America at the age of twenty
and working as a salesman. It is not clear when he
took up photography, but by 1886 he was listed as a

ARNOUX, HIPPOLYTE

photographer in New York. His obituary mentions that
he travelled with his camera in Europe—probably in
the early 1880s—and architectural photographs by him
survive of locations in England and France. Many of
these photographs were published in 1896 in the book
Country Architecture in France and England XV. And
XVI. Centuries, and yet more, as late as 1924 in French
Farm Houses, Small Chateaux and Country Churches
in France by Antonio Di Nardo.

Arnold’s first book of photographs, Studies in
Architecture at Home and Abroad, was published in New
York in 1888. Three years later, his reputation growing,
he moved to Chicago to document the construction of
the exhibition site for the 1893 Columbian Exhibition
at Jackson Park.

He later went on to take photographs of the Cotton
States Exhibition in Atlanta in 1895, and became official
photographer for the 1901 Pan American Exposition
which was held in his adopted home town of Buffalo —
where he erected a large studio on the exhibition site.

He continued in business until the early 1920s, and
died in 1927.

JoHN HANNAVY

ARNOUX, HIPPOLYTE
(active 1869—c. 1890)

Hippoltye Arnoux was one of a group of photographers
who entered the market catering for the growing number
of visitors to the Nile Valley from the mid 1860s.

His place and date of birth are unknown, but he is
known to have been French, based in Port Said, and his
national origin may have played some part in his deci-
sion to produce an extensive photographic coverage of
the Suez Canal.

His studio was located in the Place des Consuls, and
later in Place Ferdinand de Lesseps in Port Said, and
his premises, and the sailing boat which served both
as a floating darkroom and to transport his equipment,
advertised his specialism, being emblazoned with the
legend ‘Photographie du Canal.’

The earliest of his photographs—which are all undated
except one—was taken shortly after the canal’s opening
in 1869, and he continued to expand his catalogue until
¢.1890. The one dated photograph comes from 1885.

In addition to images taken on the canal, studies of
Egyptian types, probably taken in his Port Said studio,
date from the later 1870s onwards.

It has been suggested that the Greek born Geogilada-
kis, perhaps a former assistant, may have continued to
market Arnoux’s images after c.1895, as several known
Arnoux images bear an overprinted ‘Georgiladakis’
signature.

JoHN HANNAVY
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In 1867, a decade before his election to the papacy
as Leo XIII (1878-1903), Cardinal Gioacchino Pecci
composed a Latin poem entitled “Ars Photographica.”
The poem proclaims that photography surpasses even
the achievement of the ancient Greek painter Apelles,
portraitist of Alexander the Great:

Drawn by the sun’s bright pencil,
How well, O glistening stencil,
You express the brow’s fine grace,
Eyes’ sparkle, and beauty of face.
O marvellous might of mind,
New prodigy! A design

Beyond the contrival

Of Apelles, Nature’s rival.
(Translated by Robert M. Adams)

Some years after becoming Pope, Leo XIII commis-
sioned a fresco celebrating the new art of photography.
Situated in the vault of the Galleria dei Candelabri, the
mural depicts personifications of Painting, Sculpture and
Architecture paying homage to Ecclesia; Photography
is depicted in a lower realm, accompanied by Weaving.
Despite being sanctioned by the pope, photography con-
tinued to occupy an ambiguous position in the hierarchy
of art, science and craft during the second half of the
nineteenth century.

In 1860, in a paper read to the South London Pho-
tographic Society, the Victorian portrait photographer
Cornelius Jabez Hughes proposed to divide photogra-
phy into three classes: “Mechanical [or literal] pho-
tography, Art-photography, and, for want of a better
term, High-Art photography.” In the first category, he
suggested, the photographer aims at “a simple repre-
sentation of the objects to which the camera is pointed

. where all the parts are to be equally sharp and
perfect.” Art Photography, by contrast, “embrace[s] all
pictures where the artist, not content with taking things
as they may naturally occur, determines to diffuse his
mind into them by arranging, modifying, or otherwise
disposing them, so that they may appear in a more
appropriate or beautiful manner than they would have
been without such interference.” For Jabez Hughes
High-Art Photography was a discrete category of Art
Photography limited to “pictures which aim at higher
purposes than the majority of art-photographs, and
whose aim is not merely to amuse, but to instruct, to
purify, and ennoble.”

Some years earlier, in a paper presented at the Royal
Society of Arts in 1852, Roger Fenton had already
acknowledged the difficulties facing the photographer
when he or she attempted to represent the ideal by photo-
graphing the particular. Fenton recommended, as a par-
tial solution, that practitioners should always select the
best and most appropriate models. This recommendation
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echoes classical notions of ideal beauty, exemplified
most famously by Zeuxis when he undertook to execute
a painting of Helen of Troy for the citizens of Croton. It
will be remembered that Zeuxis selected as his models
the five most beautiful virgins in Croton and combined
in his painting the best features of each woman. Zeuxis’s
emphasis upon selection prefigured Fenton’s recom-
mendation that photographers should choose the best
models, but his practice of combining the best features
of his models was incompatible with the literal nature of
photography. Fenton’s still-lifes and game-pieces con-
firm that he chose his models carefully. In addition, they
link the practice of photography to venerable pictorial
traditions, most particularly those of seventeenth- and
eighteenth-century Italian, Netherlandish and Spanish
painting. Fenton’s still-lifes also link photography to
ancient mimetic traditions, exemplified most famously
by two paintings executed by Zeuxis and Parrhasios.
Zeuxis’s trompe [’oeil of grapes appeared so real that
birds came to peck at it, but Parrhasios’s painting of a
curtain deceived Zeuxis himself. Similar to Fenton’s
artistic still-lifes and hunting pictures are photographs
made contemporaneously in France by Charles Aubry,
Adolphe Bilordeaux and Adolphe Braun.

William Henry Fox Talbot in the first years of
photography created pictures that prefigured Fenton’s
and Jabez Hughes’s definitions of art photography. In
particular, Talbot’s Fruit Piece, in The Pencil of Nature,
anticipated Fenton’s still-lifes by more than a decade.
Talbot selected, arranged and composed his subjects,
while also exploring various effects of light and shade.
In some notable instances he produced alternative ver-
sions of the same composition, and in other cases he
returned again and again to the same subject. Between
1843 and 1848, in Edinburgh, David Octavius Hill and
Robert Adamson also produced architectural views,
conversation pieces, portraits and tableaux vivants
that transcended literal recording. Hill approached the
practice of photography with a painter’s training and eye
and worked with composition, pose, light and shade to
create pictures that were, in some respects, equivalents
in the new medium to portraits by Henry Raeburn, for
instance, or to etchings by Rembrandt. Hill and Adam-
son, like Talbot, were evidently more concerned with
mood and effect than with the literal recording of their
subjects. A photograph such as that entitled The Fairy
Tree at Colinton demonstrates that Hill and Adamson
could be as much concerned with magic and imagination
as with the transcription of nature.

In 1868 in a review published in the Art Journal
the anonymous author observed on seeing an album of
photographs by the so-called father of Art Photography,
Oscar Gustave Rejlander, “If, a few years ago, we had
been asked the question, ‘Has Photography produced
anything worthy of being called a work of Art?” we
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should have hesitated to give an answer in the affirma-
tive.” In the meantime, however, some photographers
had shown that “more can be done than we at one
time thought possible, and that results are obtainable
from lens and camera, which are not merely imitations
and copies from nature, but productions of mind and
thoughtful study.” “Of Mr. Rejlander’s pictures (for such
we may justly call them),” the reviewer concluded, “we
have no hesitation in saying that they are full of beauty
and full of mind.” It is evident from this that photogra-
phy, if it was to achieve the status of art, was expected
to combine beauty, intellect and study; conversely,
photography that merely transcribed the ordinary world
could not aspire to be art.

Rejlander linked art and photography in various
ways. This is evident from writings such as “An Apology
for Art-Photography,” a paper he read in February 1863
at a meeting of the South London Photographic Society,
and from his photographs. Rejlander produced a large
number of art studies based on figures in paintings by
Raphael, Titian and others in the belief that they would
prove useful to artists. In addition, he created photo-
graphs in the manner of Renaissance and Baroque paint-
ing and antique sculpture. In keeping with Fenton’s and
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Hughes’s ideas, Rejlander selected the most appropriate
models for his subject pictures and arranged his sitters to
create compositions that were not necessarily present in
nature. On one famous occasion, reported by Rejlander
himself, the photographer magically transformed a
model drawn from the streets into an entirely plausible
decapitated head of John the Baptist. It might reasonably
be argued that Rejlander adapted the classical practice of
selection and synthesis to photography, creating pictures
that combined nature with beauty and intelligence. To
achieve this goal Rejlander developed a practice that
sometimes required the production of several negatives,
which he would then combine harmoniously to create
pictures that had no prior existence in nature or in the
studio. Rejlander’s most notable combination print is
his great allegorical picture The Two Ways of Life, the
most complex and controversial of his photographs. The
didactic, moralising and uplifting nature of The Two
Ways of Life situates it and other similar photographs
by Rejlander firmly in Jabez Hughes’s third category,
that of High-Art Photography.

Julia Margaret Cameron, who may have received
instruction in photographic technique from Rejlander
when he visited the Isle of Wight in 1863 to photograph
Alfred Lord Tennyson, consciously subverted the literal
characteristics of photography in order to create pictures
that sometimes concealed as much as they revealed. Like
her predecessors in the 1840s, Cameron also created
pictures that reflected her positive familiarity with ear-
lier traditions in painting and sculpture, from the Elgin
Marbles to Renaissance masters such as Pietro Perugino,
Raphael and others. Among Cameron’s contemporar-
ies, Clementina, Vicountess Hawarden, and Charles
Lutwidge Dodgson also produced photographs in which
composition, light and visual intelligence outweighed
the mechanical transcription of quotidian reality. Cam-
eron, Carroll and Lady Hawarden, like Talbot and Hill,
also created pictures that were themselves fictions,
tableaux vivants inspired by works of art or literature,
ranging from the Bible to the novels of Sir Walter Scott
and the poetry of Alfred Lord Tennyson.

Among Rejlander’s professional contemporaries, the
painter—photographers William Lake Price and Henry
Peach Robinson also employed the combination print-
ing process to create fableaux vivants in the manner
of Victorian paintings and to invent pictures that were
often literary and elevating in nature. In fact, Robinson
affirmed in Picture Making by Photography (1886)
that his goal was “to induce photographers to think
for themselves as artists and to learn to express their
artistic thoughts in the grammar of art [my italics].”
Robinson’s The Lady of Shalott and Bringing Home the
May are linked closely to the contemporaneous tradition
of Pre-Raphaelite painting, echoing pictures by John
Everett Millais. Although it was heavily criticised when
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it first appeared, Robinson’s composite photograph,
Fading Away, is acknowledged now to be one of the
most poignant visual evocations of death in Victorian
society. Peach Robinson’s Pictorial Effect in Photog-
raphy (1869), in which he first articulated his theory of
a photographic art, continued to be influential into the
twentieth century.

At the end of the nineteenth century and the begin-
ning of the twentieth, art photography developed in
various forms in Europe and in North America. Peter
Henry Emerson in his treatise Naturalistic Photography
for Students of the Art (1889) articulated a vision of
photography as an independent art, only to repudiate
this position a year later in The Death of Naturalistic
Photography (1890). Pictorialism evolved contem-
poraneously in Europe and in North America as an
international movement. Pictorialists aimed to produce
photographs that were painterly in nature, mirroring the
ambiguous, amorphous qualitities of etchings and paint-
ings by James Abbott McNeill Whistler, for instance.
Their practice of lavishing great attention on individual
prints was also in keeping with the cultivated rarity of
the contemporaneous tradition in fine prints, illustrated
particularly by the etchings and drypoints of Whistler,
David Young Cameron and others. In England the ide-
als of Pictorialism were promoted by the Linked Ring
Brotherhood, which included photographers such as
James Craig Annan, Fred Holland Day, Frederick Evans
and many others. In 1902, in New York, Alfred Stieglitz
established the Photo-Secession, an association intended
to promote photography as a fine art, and the following
year he inaugurated Camera Work, which he produced
and edited from 1903 to 1917. Stieglitz published the
work of many of the American and European Pictorial-
ists in Camera Work.

GRAHAM SMITH

See Also: Hughes, Cornelius Jabez; Fenton, Roger;
Aubry, Charles Hippolyte Bilordeaux, Adolphe;
Braun, Adolphe; Talbot, William Henry Fox; Hill,
David Octavius, and Robert Adamson; Rejlander,
Oscar Gustav; Cameron, Julia Margaret; Hawarden,
Viscountess Clementina Elphinstone; Dodgson,
Charles Lutwidge (Carroll, Lewis); Price, William
Lake; Robinson, Henry Peach; Emerson, Peter Henry;
Pictorialism; Brotherhood of the Linked Ring; Annan,
James Craig; Day; Fred Holland, Evans, Frederick H.;
and Stieglitz, Alfred.
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ART PHOTOGRAPHY AND
AESTHETICS

Photography’s productions are descriptive and rela-
tively literal; their integrity as works of art depends on
transformative processes that are material, experiential,
and analytical. Aesthetic theory considers how works
of art are perceived or experienced and how the artistic
is understood and translated into visual characteristics.
Accordingly, photographic art requires consequential
aesthetics founded on formal attributes: composi-
tion, focus and distinctness, and relations of light and
shadow; material characteristics, such as image colour
and surface finish; and choice of subject matter. These
elements might be couched in the terms of other visual
arts, or simply borrowed, as George Davison observed
in 1891: “Photography has come late in the day. It would
be difficult for it to avoid likeness to something that had
preceded it” (Davison 1891, 721). This was more than a
defence of photography’s nascent status as an art form;
it was also a way of understanding photographs as pic-
tures. Indeed, photography, like painting and drawing,
is a transposition of mechanical and material realities
to a two-dimensional picture plane, so an analogy with
graphic art is appropriate.

The mere recording of surface facts is not sufficient
to the wider consequence of art, and in photography,
a more formal consideration of pictorial modes was
derived from academic art, which endorsed invented,
synthetic picture-making, founded on classical, Re-
naissance, and Enlightenment notions of ideal beauty.
Art theory was codified in the late eighteenth and
early nineteenth centuries by Sir Joshua Reynolds at
London’s Royal Academy and Antoine Quatremere de
Quincy at the Institute des Beaux-Arts in Paris. Both
distinguished between the raw content of art—a direct
observation of nature—and the intellectual and picto-



rial exposition necessary to raise the picture beyond its
utilitarian, descriptive function and into the realm of
intellect and invention. Reynolds’s theory of a “liberal
art” appealed to the practitioners of a medium whose
access to the status of fine art was thwarted by its as-
sociation with popular, applied art and commerce, and
his Discourses, like later works by John Burnet and
Sir Charles Eastlake, would be central to early texts on
photographic art, such as those by William Lake Price
and Henry Peach Robinson.

In Pictorial Effect in Photography (1869), Robinson
counselled photographers to look to established fine
arts for aesthetic principles and compositional modes.
This was consistent with the notion of art as a synthetic
activity, inspired by but only tangentially concerned
with nature. But photographic imaging was more con-
sistent with materialism, predicated on the observation
of readily defined and distinguished facts. In 1857,
Elizabeth, Lady Eastlake noted a prevalent belief in
photographic circles that “art had hitherto been but a
blundering groper after that truth which the cleanest and
precisest photography [...] was now destined to reveal”
(Eastlake 1857, 461). In pictorial terms, this type of
truth might be understood as ‘imitation,” or superficial
resemblance to the original referent. Yet pictures might
also incorporate ‘natural’ truth, concurrent with physi-
ological sensation, and ‘artistic’ truth, pertinent to the
conventions of representation. All of this produced
conflicting expectations of photographic art, illustrated
by the reception of combination printing. The method
synthesized a single image from multiple negatives in
the service of a technical purpose: lenses did not have
the covering power to resolve a large group of figures,
nor could a practicable exposure time be achieved for
a format that might exceed seventy centimetres. Com-
bination-printed tableaux, notably by Oscar Gustav
Rejlander and Henry Peach Robinson, were elaborate
fabrications inspired by popular history painting. Yet
what was unexceptional in painterly invention was
contentious in a photograph. Combination prints de-
ceived the viewer’s expectation of photographic truth;
particularly, the presumption that a photograph would
necessarily depict a single material referent as it ap-
peared at the moment of exposure.

Straight, unmanipulated photographs also produce
“untruths” such as apparent distortions in tonal rela-
tions, perspective, and scale. Manipulation was a
necessary corrective of those ostensible inaccuracies,
however truthful in optical terms. It could also make
the photograph more than an image “taken” directly
from nature without mediation or interpretation. A
photograph could be “made”; expected to function as
a picture, with its own visual qualities and expressive
modes. For Robinson, nature needed to be disciplined
and dignified, and transformed into a “picture” through
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the use of selection and composition (as well as several
negatives). His photographs showed a disposition of
elements—figures, foreground interest, peripheral fram-
ing, and background closure—that marked such work
as ‘pictorial’ rather than a spontaneous or serendipitous
transcription. Robinson’s subject matter of genre scenes
and literary themes owed much to Pre-Raphaelitism, but
that school was a problematic model for photographic
art, as its concern with detail and disdain for pictorial
convention was popularly thought to be inspired by an
uninflected, ‘mechanical,” photographic vision.

The nineteenth century saw a shift in art from the
academic studio and its conventions, towards the in-
spirations of the natural world. There was an increased
interest in individual experience, influenced by chang-
ing social and economic structures and reflected in the
Romantic movement in literature. A Romantic resistance
to urbanization and industrialization fed the interest in
plein-air painting, whose attentions to a naturalistic
diversity of light was detailed in effects of weather, foli-
age, and geological form, as discussed by Pierre-Henri
de Valenciennes and John Constable and more widely
couched in the theoretical vocabulary of the picturesque
and the sublime. Photographers cited the same pictorial
modes and locations: in France, Gustave Le Gray and
Eugene Cuvelier shadowed Barbizon painters such as
Théodore Rousseau at Fontainebleau, while in Britain’s
Lake District, Roger Fenton and George Washington
Wilson traced the literary paths of Samuel Taylor
Coleridge and William Wordsworth. Press reviews made
an explicit correlation between Fenton and Wilson’s
exhibition photographs and John Ruskin’s recasting of
naturalism into cogent formalism, detailing atmospheric
perspective and powerful luminosity as productive of a
transcendent sense of infinity.

Academic art was largely based on the traditions of
the past, and in this respect, American artists and photog-
raphers were at a disadvantage in developing an indig-
enous art within a national history scarcely a century old.
Naturalism was a tremendous opportunity. In 1836, the
painter Thomas Cole argued that American artists should
attend to the “wildness” of unspoiled nature, and in the
same year, Ralph Waldo Emerson proclaimed ‘natural’
truth as a liberating, spiritual force. Transcendentalist
theory connected sight and insight; closely attentive
seeing produced a more profound spiritual perception,
and, with respect to John Ruskin’s idea of the “innocence
of the eye,” contravened academic convention. Such
theories supported luminist painting and Cole’s Hudson
River School, echoes of which appear in photographs
by William H. Rau, Carleton Watkins, and Eadweard
Muybridge. William J. Stillman presented a synthesis of
Ruskin’s naturalism and Emerson’s transcendentalism
in photographs and editorials for his weekly art journal,
The Crayon.
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The connections between naturalistic art and optical
devices such as the camera obscura has been widely
discussed in modern times, but in the nineteenth century
the pictorial relationships were not seen as determin-
istic. Optical instruments were not the dominant basis
for works of visual art; they were designed to replicate
established visual conventions, and were valued more
as teaching aids and auxiliary help for specific problems
of perspective. Their productions only latterly validated
artistic training; the lens’s field of view coincided with
the established awareness of a delineated frame, and its
focal planes recreated, but did not inspire, the artist’s
emphasis or selection of certain planes of the picture.
Optical aids predated the photographic camera, though
not by much; problems with focus and lens aberra-
tions meant that they were actually practicable for less
than a century before photography’s invention. Still,
photographic cameras incorporated earlier designs and
corresponding representational systems, even as the lat-
ter shifted from a unified, Cartesian space to one more
fragmentary, subjective, and modern.

Relationships between vision and art were of great
interest in the nineteenth century, and French ‘realist’
and British ‘naturalistic’ painters aimed to represent
direct visual sensation as a means of rethinking repre-
sentation beyond imposed ways of seeing and the picto-
rial devices of academic painting. One might imagine
that photography had no such conventions and that the
camera simply recorded material reality. But there was a
similar argument to be pursued; does a photograph con-
vincingly represent what we think we see in the natural
world? While it might be assumed that a transcription of
the visible world required the most precise resolution,
it was recognised that the human eye had a very partial
view of nature, circumscribed by distance, atmosphere,
luminance, and field of view. If these limitations were
true to the essential nature of human vision, then perhaps
distinctness was not the most appropriate or truthful
optical mode. Indeed, critics such as Charles Baudelaire
(‘The Salon of 1859’) and Charles Blanc (The Grammar
of Painting and Engraving 1867) criticized photography
for its detailed and inexpressive literalness, reflecting
concerns, in art, with the validity of verisimilitude and
its rejection by those interested in more subjective or
expressive schema.

An aesthetic justification for indistinctness empha-
sized its role in subduing disparities in tonal relations,
equating this with the production of “breadth,” a term
in fine art generally taken to mean the suppression of
complex detail in favour of broad, harmonious tonali-
ties. In 1853, Sir William Newton argued that the effect
of breadth in photography was determined by tonal
rendition and image resolution or focus. He believed
these attributes to be best represented by the calotype
process, used by photographers such as Henri Le Secq
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and Benjamin Brecknell Turner (see under landscape)
well into the 1850s. Glass plate negatives produced a
higher resolution and better tonal separation, but these
attributes undermined breadth. In 1860, Thomas Sut-
ton made the same association with the glossy finish
of albumen paper: “the real charm of a fine subject
consists in a sort of mysterious impression of depth
and space; and a varnished surface injures this effect by
rendering the subject represented more intelligible in its
details, flat, little, and vulgar” (Sutton 1860, 13). Sutton
equated sharp detail with literalness and banality, and
these failings were often identified as characteristic of
photographic images.

Diffusion might counter these faults. In 1864, John
Traill Taylor recalled that Talbot had recommended the
interposition of translucent paper between the negative
and positive to reduce sharpness, especially in portraits.
(Taylor 1864, 27). Vignetting was used to a similar end;
a graduated fading at the image periphery was originally
produced by curvature of field and inadequate cover-
age in single lenses, but the effect had an antecedent
in painted portrait miniatures and from the 1850s was
purposely replicated in photographs, usually through
the interposition of a mask.

Soft focus could be introduced by opening up the lens
aperture, as recommended by Noél Marie Lerebours
(see under Lemercier, Lerebours and Bareswill), or by
moving the lens relative to the negative plane during
exposure, proposed by Antoine Claudet and Joseph
Bancroft Reade. The camera could be vibrated during
the exposure, while the “vibrotype” used a spirit lamp,
lit in front of the camera to create a current of denser
air that veiled the object. From the 1860s, diffusion was
produced through the reintroduction of lens aberrations
such as astigmatism and spherical aberration. A num-
ber of lenses were designed to that end, most notably
John Dallmeyer’s ‘Patent Portrait’ lens (1865) and the
Dallmeyer-Bergheim lens (1897).

Without a serious rationale, diffusion might simply
be the abuse of a good lens or technical incompetence.
But soft focus was believed to have a physiological
basis, in being more true to human sight. In 1889, Peter
Henry Emerson adopted theories on vision and repre-
sentation from Hermann von Helmholtz and British
“naturalistic” painters such as Francis Bate and Thomas
Goodall. Emerson argued that the optical characteristics
most in keeping with natural vision were represented
by a simplified, centralized composition incorporating
selective focus (see naturalistic photography). In the
1850s, similar debates concerned ‘natural’ binocular
vision versus the unnaturally flattened picture space
produced by the monocular eye of the lens. The is-
sue shadowed the evolution of lens technologies; the
original single, meniscus lenses had a relatively shallow
focal plane, but newer combination lenses gave a more
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consistent focus across the depth of field. Such equiva-
lence across picture planes made the photographed
subject appear more two-dimensional. To some, this
looked inartistic and untrue to natural human vision,
an argument partly inspired by contemporaneous cri-
tiques of Pre-Raphaelite painting as having forsaken
volumetric devices such as atmospheric perspective,
resulting in flattened pictorial planes. But the issue was
an older one; one-point perspective presupposed static,
monocular vision, and seventeenth century French
discussions on geometrical optics noted its inadequacy
in representing a mobile eye. In the early 1890s, these
arguments were updated with the advent of properly
instantaneous photographs, when the multi-second ex-
posure times and expressive diffusion of Julia Margaret
Cameron’s portraits were discussed in terms of a more
truthful duration of time representing the real experi-
ence of seeing a human face, rather than a frozen, static
image produced in a split-second, faster than—and thus
inaccessible to—normal human perception.

There were many ways of defining truth in vision;
as physiological sensation, as a combination of sensa-

D’Olivier, Louis Camile. Nude
Study.

The J. Paul Getty Museum, Los
Angeles © The J. Paul Getty
Museum.

tion and mental synthesis, as observation enhanced by
experience, not to mention the multiplicities of artistic
truth. Critics of naturalistic painting and photography
assumed that visual sensation—unaffected by the eye’s
mobility, by habit, convention, and experience—pre-
cluded the mind’s participation. Without consciousness,
sight was a simple reflex, shared by those of widely
differing intellectual and imaginative capabilities. If
photography was proposed as an imaginative art, then
it too depended on mediated perception. In 1860, the art
critic P. G. Hamerton explained the difference between
artistic and photographic sight in just these terms: “What
we artists see is a vision of Nature through the lenses
that she has given us, our own human eyes brightened
or dimmed [...] with human joys and sorrows [... we
do] not see her at second hand by the intervention of a
glass lens and a mahogany camera” (Hamerton 1860,
128). The vagaries of individual perception did not
bolster the notion of some ultimate truth to nature.
Instead, they suggested that representation could be
diverse because the seeing that it communicated was
also varied, partial, and even idiosyncratic. Such ideas
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would be pertinent to impressionism; the relationship
between psychology and aesthetic experience, and an
awareness of the power of individual temperament to
affect the reception of sensation were argued by James
Sully and Emile Zola, among others.

The emphasis on art as dependent on individual,
subjective inspirations extended Romanticism and
heralded the symbolist movement in literature and art.
Symbolism was oriented towards mysticism and meta-
physics; it correlated sensory and spiritual resonances
between different art forms, and embraced allegorical
subjects and simplified, organic motifs. In the 1890s,
photographers such as Alfred Horsley Hinton and the
critic Sadakichi Hartmann discussed these ideas in
relation to photography. Symbolism recast traditional
subjects in the Swedenborgian elements of Frederick H.
Evans’s architectural views, the close intimacy of seeing
in Carine Cadby’s still-lifes (Brotherhood of the Linked
Ring) and Eva Watson-Schiitze’s portraits (Philadelphia
Photographic Salon and Linked Ring). Many of these
works used diffusion and grain to isolate the object from
its material context, paring down detail to describe the
essence rather than the facts of a subject; rather than
mirroring exterior reality, the photographs suggested
an interior world. Compositional devices included
asymmetrical framing and flattening of pictorial planes,
elements in modern painting that were seen as inspired
by Japanese art (Richard Muther 1896), while in art
photography, they were identified with contemporary
art and snapshot photography (Gleeson White 1893).
The snapshot camera used a short-focus lens whose
wide depth of field compensated for the lack of focus-
ing adjustments, but tended to flatten the picture planes.
Equally, the box camera’s absence of a viewfinder made
framing a matter of guesswork, which could result in
unconventional framing. The effect was appreciated as
evocative of the lively jumble of modern life, already
found in stereoscopic views of the 1860s and seen also
in impressionist painting.

The Arts and Crafts movement held that a valid
aesthetic experience could be realized through the
making of a work of art. Photographers were recep-
tive to such possibilities; photographic materials were
already discussed in terms of taste and sensibility, and
formal, aesthetic, and even moral values were ascribed
to characteristics such as colour and surface finish. For
example, the neutral image colour and matt finish of
developed-out silver calotype positives and platinum
prints were compared with engravings and drawings,
and seen as more elegant than albumen prints, whose
more brilliant finish and brown hues were by now ubiq-
uitous. Tonal rendition was also compared: the platinum
process produced a longer tonal range as compared with
silver printing, and gave a superior rendition of detail in
shadow areas. This was in keeping with the increasing
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interest in the faithful replication of natural luminance
through the broadest range of tonal values, which de-
veloped out of the tenets of naturalism in painting and
was taken up by photographers in the 1880s.

The monochrome subtlety of platinum prints was set
against hand-tinted photographs. Restraint in the treat-
ment of colour was an established issue in academic
painting, and carried some urgency at a time when
bright, aniline dyes were widely used, and glaringly
visible, in mass-produced commercial goods. The same
prejudices applied to the characteristics of surface finish;
glossiness was associated with vulgar commercialism,
and the sheen of albumen prints compared with var-
nished academic paintings, both described as showy
and common. In fine art, there was a movement towards
flatness in treatment and finish, a tendency in impres-
sionist painting equated with a refusal of the artifice
and conventions of the Salon. Likewise, at a time when
the most typical, commercially acceptable photograph
was glossy, a matt surface would look unconventional
and uncommercial, and hence, artistic. Many wished for
photographs with a rough surface like that of drawing or
watercolour paper, but contact papers like platinotype
and silver printing-out paper needed a relatively smooth
finish to provide a good contact with the negative and
a reasonable resolution in the resulting print. Not until
the 1890s were more highly textured surfaces made for
the new enlarging papers.

A rough surface also communicated a certain tactile
animation. This was particularly advantageous with
regard to photography, for in contrast to the marked
surfaces of hand-made artefacts—paintings, drawings,
intaglio prints—the photograph had a very consistent,
uninflected surface, especially from the later 1880s,
when manufactured printing papers were more uni-
form.

Photography also coopted, from etching, an idea
of artistic intent in print-making, especially in terms
of the printer’s control over differences between suc-
cessive proofs of the image. In 1889, Peter Henry
Emerson described photogravure as “the final end and
method of expression in monochrome photography,”
and imagined a time when “every artist who expresses
himself by photography will also bite his own plates and
make his own blocks, and the prints will be published
by print-dealers as etchings are now” (Emerson 1889,
207,212). From 1888, Emerson’s portfolios and books
were illustrated with photogravures, which appeared
first in the Photographic Journal (1886-88). By the
1890s, the process accounted for almost one-third of
printed illustrations, and even half-tone plates imitated
the tipped-in presentation of gravures, complete with a
tissue cover paper.

A similar impulse towards the crafted object con-
tributed to a revival of hand-made photographic papers,



including salted paper (Lyonel Clark. Linked Ring), gum
prints (Robert Demachy) and brush-developed platinum
prints (Joseph T. Keiley). In the late 1880s and 1890s,
home-made recipes were used for both new and old pro-
cesses: the photographic press printed formulas for gela-
tin silver papers some years before manufacturers had
perfected them, while calotypes and salted silver papers
were championed in opposition to mass-produced mate-
rials. In photography, as in the decorative arts, there was
a reaction against mechanization and industrialization,
and a concurrent interest in a pre-industrial, artisanal
tradition. Pinhole apertures and single lenses appealed
to a similar nostalgia; in the 1890s, periodicals carried
fond reminiscences of photographing with a spectacle
lens set into a coffee canister or a tea tin.

Yet there was also a belief that the material qualities
of a photograph were overemphasized. In 1891, Alfred
Maskell argued for intentionality: “We are told that the
photographer uses an unintelligent machine. Well—the
brush and the palette, are they intelligent? Of course,
in both cases, the intelligence is, or should be, in the
user” (Maskell 1891, 142). This defended photography
against accusations that it was the automatic product of a
machine, a criticism that cut more deeply with the advent
of snapshot photography. Small, hand-held ‘detective’
cameras and new, ready-sensitized dry plate negatives
required little training or premeditation and photographs
were popularly seen as both instantaneous and unmedi-
ated. While some technical skill was credited to the pho-
tographer, there was no recognition of the more subtle
effects of picture-making: composition, management
of light and shade, tonal control, and diffusion were all
assumed to be inherent to the photograph, captured by
a happy combination of luck and timing.

Maskell’s argument also derived from a notion of
art as founded on idea—intelligence or thought—over
medium and materials, and he paraphrased the painter
James McNeill Whistler’s proposition that the finished
work of art should not be dominated by the material
properties of its production, because these distracted
the beholder and undermined a full engagement with
the work. This perspective also contributed to the debate
about manipulated photographs and truthfulness. While
‘hand-work’ was key to the complicated pictorialist
techniques that refuted photography’s reproducibility,
it was also associated with the extensive retouching
practised by commercial portrait photographers, and
condemned on principle by many, including Peter Henry
Emerson and Alfred Stieglitz.

Some believed that, in order to establish photogra-
phy’s claim to art, it was necessary to withdraw from the
practices that served the medium’s commercial viability
and professional base. In the 1890s, this encouraged a re-
jection of the old exhibition classifications that grouped
pictures according to technical characteristics, irrespec-
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tive of their pictorial intent. The pricing of photographs
was less concerned with process than presentation, size,
and uniqueness: at the 1898 Crystal Palace Exhibition
of the Royal Photographic Society, silver, platinum, car-
bon, and gum prints by photographers such as Frederick
Hollyer, Charles Job, and Charles Constant Puyo were
valued within the same range. There was considerable
attention to presentation: the traditional light-coloured
mounts and gilt frames of mid-century were replaced
by materials largely inspired by the Arts and Crafts em-
phasis on simplicity and unobtrusiveness. Frame shapes
were simple and, like window mounts, often quite deep,
setting the photograph off from its surroundings. This
was a useful device, for until the early twentieth cen-
tury, exhibition walls were crowded. Muted tones had a
more ‘harmonious’ appearance in the exhibition hall, a
prerequisite for taste and sensibility. Frames were made
of stained wood or lightly gilded to a matt finish, and
incised ornamentation was recommended for a greater
unity of decorative effect between picture and frame.
In keeping with Art Nouveau and the Jugendstil of the
Vienna Sezession, the motivation was towards the gesa-
mtkunstwerk—the total work of art, integrating tangible
effects with immaterial concerns.

By the turn-of-the-century, pictorialism emphasized
craft and the unique consequence of additive effort in
producing a photographic work of art, individual over
conventional modes of expression, and expressive
rather than mimetic representation. This last aspect
looked ahead to abstraction, for it presupposed sub-
stantial imaginative powers in the photographer and
the viewer. It also addressed the fundamental relation-
ship between photography and pictures; if the medium
simply reproduces reality, then photographic images
are distinguished only in terms of differences in the
subject reproduced and the technical competence of the
reproduction. Pictures, on the other hand, develop out
of representational systems that transcend the common
experience of reality through a material vocabulary and
a perceptual interaction between the photographer, the
object photographed, and the audience for the resulting
photograph as a work of art.

HopPEe KINGSLEY
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ART UNION

The Art Union was a monthly periodical that began
publication on 15 February 1839, priced at 8d. It was
the first journal to be specifically devoted to the fine
arts, and held a pre-eminent position for most of the
century. Only 750 copies of the first issue were printed,
but for most of the 1840s circulation was around 7,000
an issue. In 1849, the periodical changed its name to
the Art Journal.

The advent of the Art Union was keyed into an
increasing public interest in both Old Masters and
contemporary British art. Its success also reflects the
enormous growth in the market for prints that were
sought after by an expanding and affluent middle class.
Indeed, the origins of the journal stem from a meeting
between Samuel Carter Hall, its editor between 1839 and
1880, and the well known London printseller, Thomas
Hodgson. The preface to the first volume declared that
journal’s aim was to “communicate to Artists, from
every available source, intelligence in which they are
interested, and, at the same time, contain such profes-
sional information as might be supplied by persons of
matured experience.” Notable contributors included
William Rosseti, John Ruskin, George Bernard Shaw
and Sir Charles Eastlake.

An important characteristic of the Art Union was
its interest in decorative, ornamental and industrial art.
As such, during the 1840s and 1850s, the Art Union
regularly reported on the progress of photography and
enthusiastically reviewed of the annual exhibition of
the Photographic Society of London. Its accounts do
not contain the same scientific details as the Athenaeum
or Notes and Queries, but they do express the changing
aesthetic status of the medium.

The most significant photographic event involving
the Art Union took place in June 1846, when every is-
sue included a specimen calotype by Henry Fox Talbot.
The accompanying editorial declared that “This will be
a great boon to our readers, many of whom, although
they have heard much of the wonderful process, have



not yet been enabled to examine an actual specimen.”
Engravings of daguerreotypes had previously been
reproduced in periodicals like the lllustrated London
News, but the reproduction of 7,000 photographs was a
major and original achievement.

The principal writer on photography for the Art
Journal during the 1850s was Robert Hunt, author of
A Manual of Photography and founding member of the
Photographic club, sometimes referred to as the Calo-
type Club. Hunt’s contributions included long articles on
the fading of photographs and the useful application of
photography to the fine arts. One of the first descriptions
of the making a collodion positive was published in the
Art Journal in July 1851 in a communication from Fal-
lon Horne to Robert Hunt. Other writers on photography
included Ronald Campbell and Francis Frith.

In the late 1850s, the aesthetic agenda of the Art
Journal became increasingly at odds with the com-
mercial status of photography. Subsequently, although
the Art Journal used photography to reproduce il-
lustrations from the late 1880s, it rarely extended its
coverage beyond a review of the annual photographic
exhibition. The Art Journal finally ceased publication
in February 1912.

JOHN PLUNKETT
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ARTARIA, FERDINANDO (1781-1843)
Italian photographer

Among the first commercially available photographic
views of Italy were aquatints done from daguerreotypes
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commissioned by the Milanese publisher Ferdinando
Artaria. These plates, which were executed by Louis
Cherbuin and Johann Jakob Falkeisen, were issued
between 1840 and 1847 under the title Vues d’Italie
d’apres le daguerreotype. The first fifteen plates,
which were registered in 1840 and 1841, are views of
Milan. Of the 32 plates published in 1842, four depict
Pisa and twelve are views of Florence, including two
panoramas, scenes showing the Arno and its bridges
and views of the principal piazzas and churches. Later
plates, issued between 1843 and 1847, range from
Como, Genoa, Venice, Padua and Verona, in the north
of Italy, to Rome and Naples, in the south. Artaria’s
Vues d’Italie was contemporaneous with and similar in
conception to Noél-Marie-Paymal Lerebours’s Excur-
sions daguerriennes, published in Paris between 1841
and 1843, and to Alexander John Ellis’s unrealized Italy
Daguerreotyped.

GRAHAM SMITH

ARTIFICIAL LIGHTING

During photography’s early days artificial lighting was
of limited use in the studio as emulsions speeds were
slow: daylight was the only practical means of lighting a
studio. There were experiments with flash photography
as early as 14 June1851 when William Fox Talbot photo-
graphed a moving paper, claimed to be The Times, using
an electric spark, at the Royal Institution. He took out a
British patent (number 13661 of 1851) for this method.
However, studio flash photography was not a truly viable
and widespread until the first commercial flashbulb was
made from 1929 and electronic flash became more fully
developed in the later 1930s.

Artificial lighting using a high-powered illuminant
was made use of as early as 1839 when Captain Levett
Ibbetson used limelight to shorten exposure times when
making daguerreotypes of microscopic objects. Similar
light sources would be seen in the photographic studio
later in the century. It was magnesium that was mainly
used for lighting photographic subjects, usually away
from the photographic studio, during the nineteenth
century.

Magnesium was first discovered by Humphrey Davy
in 1808 and William Crookes, the editor of the Photo-
graphic News attempted to make pictures using it in
1859, but it was not until the early 1860s that magnesium
was able to be prepared in large quantities in a ribbon
form. Alfred Brothers of Manchester produced the first
portraits using magnesium lighting in February 1864 and
in 1865 Charles Piazzi Smyth took photographs inside
the Great Pyramid. Brothers took the first cave photo-
graphs, including stereoscopic pairs, in January 1865 in
the Blue John Caverns in Derbyshire. With magnesium
giving a powerful and controlled light, photographic

&3



ARTIFICIAL LIGHTING

manufacturers began making special lamps from
1864 that would dispense magnesium ribbon using a
clockwork mechanism. This style of burner remained
popular throughout the century and simple hand-held
manual versions were used for amateur photography
into the 1920s.

It took more sensitive photographic emulsions from
the 1880s and a significant reduction in the cost of
magnesium ribbon around 1886/87 to further encourage
the development of magnesium illuminants. Magnesium
flash powders were introduced in the late 1880s. The
powder was mixed with an oxidising agent to promote
combustion and this allowed the development of holders
that required no naked flame, although some devices
made use of magnesium powder which was blown into
a flame and ignited. Other methods included ignition
using a percussion cap, a struck match head, electric
fuse or spark from a flint. Portable and hand-held de-
vices were produced, although there were significant
risks associated with the handling of such an explosive
mixture. In 1890 Robert Slingsby a photographer from
Lincoln patented a device to synchronise a flash lamp
with a camera shutter. By the 1890s patents were being
issued for battery operated flash devices that could be
synchronised to a camera shutter.

Magnesium was never widely adopted for profes-
sional portraiture in a studio. It was unreliable, it gener-
ated significant amounts of smoke and ash and it was
potentially hazardous especially when used large quanti-
ties. The development of the magnesium wire flashbulb
from 1925 which was successfully made commercially
available from 1929 brought magnesium into the studio
with the popular Vacublitz and Sashalite bulbs sold from
1929 and 1930 respectively.

In December 1841 Antoine Claudet patented (no.
9193 of 128 December) various methods of illumi-
nating the studio including burning coal in oxygen in
conjunction with a concave mirror to direct the light and
in 1852 Pierre Bernardet de Lucenay described (patent
no. 575 of 30 October) using a battery or ‘pyrotechnic
combustions’ to provide a light for the photographic
studio using a reflector and blue glass. Other methods
of lighting were also trialled by photographers keen to
extend the time available to make studio pictures. Gas
illumination which was widely available from the 1840s
was one source, although the light was of limited use for
photography and generated heat. The development of
the gas mantle in 1885 eased these problems. Limelight
which was measured as eighty-three times brighter than
oil lamps was another, but it required constant attention
to keep the calcium carbonate trimmed.

The most popular of the early studio illuminants
was the blue-flamed Bengal light. This was patented
in France for portrait photography in 1854 and John
Moule promoted its use for photography through his
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1857 British patent (number 478 of 18 February). It was
adopted by portrait studios as it was strong in ‘actinic
light” which collodion plates were most sensitive too.
During the winter of 1860 an estimated 30,000 portraits
were made in London. However, Bengal light was harsh
and it produced noxious fumes.

The topic of artificial lighting for studios was regu-
larly covered in the Photographic News in the 1870s
and 1880s. In February 1879 one writer described
using phosphorus and saltpetre which gave an ‘exceed-
ingly bright’ light but was ‘exceedingly hazardous.’
The Brock firework company supplied that writer with
other mixtures which, when combined with reflectors
and a shade, were suitable for studio work, albeit with
excessive smoke.

Electricity offered more potential to illuminate
the studio in a safe, convenient and controllable way.
Gaspard Félix Tournachon in Paris began experiment-
ing with electric lighting in his studio from 1858 with
limited success. He later used battery operated arc
lighting to photograph below Paris in 1861 and 1862
where, despite great technical problems, he produced
seventy-three images from the catacombs and twenty-
three in the sewers.

Compared to other methods electric arc-lamps of-
fered great potential for studio lighting and the introduc-
tion of the dynamo assisted this. The first studio to be
illuminated by electric light was claimed to be Henry
van der Weyde’s Regent Street studio in 1877 although
there is evidence that he was using electric lighting
before this at special demonstrations and he took out a
British patent for electric studio lighting in 1876. Van
der Weyde’s lighting in 1877 was powered by a gas dy-
namo and it reduced exposure times for carte-de-visite
to two to three seconds. Other photographers quickly
adopted electric lighting which was proudly noted in
their advertisements.

By the end of the nineteenth century electric lighting
was a firm part of the photographic studio and the use of
the magnesium flash part of the outdoor photographer’s
skills.

MICHAEL PRITCHARD
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ARTISTS’ STUDIES

In a paper read in London in 1863, Oscar Rejlander
touched on his practice of photographing models in
the poses of figures in paintings by Raphael, Titian,
Rubens and others.” “I believe photography will make
painters better artists and more careful draughtsmen,”
he affirmed. Five years later, a contributor to the Art
Journal commented: “We hear that Mr Rejlander’s
avowed object and intention is to produce what may
prove useful as studies to younger artists.” “There may
sometimes ... be instances (e.g. the folds of drapery)
where such assistance ... might prove of great help,”
he continued, “but we are far from recommending any
who would hereafter produce works that shall live, to
lean for assistance in any way upon photographic stud-
ies, or upon aught else than originals.” Julia Margaret
Cameron’s contemporaneous photographs “after the
manner of”” Francia, Perugino and Raphael evoke paint-
ings by those artists, rather being literal studies. On the
other hand, Cameron’s images of Mary and the infant
Jesus and of Beatrice Cenci have the character of art-
ists’ studies, for the heavy garments worn by the models
recall sculptural drapery studies made by artists of the
Renaissance. Cameron’s photographs of models posed
like two of the British Museum Parthenon sculptures
fall directly into the category of artists’ studies; indeed,
one of the photographs is entitled Teachings from the
Elgin Marbles. Clementina Hawarden’s “studies from
life” of her daughters likewise appear to be as much
concerned with pose and dress as with portraiture or
narrative. The foregoing observations point to the exis-
tence of two overlapping categories of artists’ studies:
photographs intended to replicate painted models or to
emulate an artist’s style; and photographs made to be
used by artists in their training and practice. It is also
important to distinguish between photographs made
expressly for artists’ use and photographs that were
appropriated and used in ways that the photographer
had not anticipated.

The practice of making studies to assist artists is
almost as old as photography itself. The partnership
between David Octavius Hill and Robert Adamson was
initiated with a view to producing portrait studies of the
Free Church ministers for Hill to use when he came to
execute his historical painting The Signing of the Deed of
Demission. Hill also used photographs to assist him with
the execution of other paintings. For Edinburgh from the
Castle, he relied on a calotype for the architecture in
the central area of the view; in addition, the foreground
of the picture is filled with numerous figures—Gordon
Highlanders, Newhaven fishwives etc.—based on well
known photographs by the partners. The painter David
Roberts also used Hill and Adamson’s photographs
of Newhaven fisherwomen for his contemporaneous
panorama of Edinburgh from the Castle. Other photo-
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Nadar, Gustave Dore.
The J. Paul Getty Museum, Los Angeles © The J. Paul Getty
Museum.

graphs by Hill and Adamson, such as one showing Lady
Ruthven from behind, are drapery or costume studies as
much as portraits. The partners also produced at least
one nude study of a model holding a studio pose. In
“The Calotype,” an article published in July 1843, Hugh
Miller wrote specifically about the potential usefulness
of the Hill and Adamson calotypes for the visual arts,
discussing particularly a portrait of Thomas Chalmers
and a view of George Street, Edinburgh, with the church
of St Andrew and St George, where the Disruption of
the Church of Scotland began in May 1843.

John Ruskin recognised the usefulness of photographs
for the study of architecture. On a visit to Tuscany in
1846 he supplemented his own drawings by purchasing
daguerreotypes, which he called “glorious things.” “It
is very nearly the same thing as carrying off the palace
itself,” he wrote to his father, “every chip of stone &
stain is there—and, of course, there is no mistake about
proportions.” On his return to England Ruskin executed
a watercolour from a daguerreotype of Santa Maria della
Spina in Pisa in order to compensate for the difficulty
of viewing the mirror-like plate.

Drawing from the nude model was central to the
practice of artists trained in the academic tradition in
Europe and North America during the nineteenth cen-
tury. It is, therefore, not surprising that photographers
worked from the nude and produced nude studies for
the use of artists. In France Eugéne Durieu produced
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such studies in the 1850s in collaboration with the
painter Eugene Delacroix. During the Second Empire,
professional photographers made large numbers of aca-
démies (academic studies of nude models) specifically,
if not exclusively, for artists. In England, Rejlander
likewise made academic studies to be used by artists.
Photographic composition studies for subjects such as
the Crucifixion (Gaudenzio Marconi) and the Lamenta-
tion (Louis Bonnard) were also made, but those were
much less common than individual academies. There
are even instances in which photographs were squared
for enlargement (Jean Nicholas Truchelut). Related to
the academies were photographs reproducing ancient
and modern statuary from the Apollo Belvedere and the
Belvedere Torso to Michelangelo’s Moses and Canova’s
Hercules and Lichas. These were published by photo-
graphic establishments such as the Alinari in Florence,
Anderson in Rome, Naya in Venice and Braun in Paris.
Such photographs were acquired largely by travellers,
but they were also valuable reference works for artists.
Such photographs did not supplant plaster casts, but
they did provide alternatives to them.

Beginning with Gustave Courbet and Theodore
Rousseau in the 1850s, French painters employed
photographs as aids in their search for new forms of
realism. Edouard Manet appropriated photographs as
studies for contemporary history paintings such as the
Execution of the Emperor Maximilian. Edgar Degas and
Pierre Bonnard were themselves photographers and used
their pictures in their work as painters. Thomas Eakins
in Philadelphia made hundreds of photographs of his
pupils and drew on these studies for major paintings
such as The Swimming Hole. In Berlin in the 1890s
Edvard Munch was influenced by the photographs of
August Strindberg. At the turn of the century in Paris,
Pablo Picasso made extensive use of ethnographic pho-
tographs for paintings leading up to and including the
Demoiselles d’Avignon.

GRAHAM SMITH

See Also: Rejlander, Oscar Gustav; Cameron, Julia
Margaret; Hawarden, Viscountess Clementina
Elphinstone; Hill, David Octavius, and Robert
Adamson; Ruskin, John; Durieu, Jean-Louis-Marie-
Eugene; Delacroix, Ferdinand Victor Eugene;
Marconi, Gaudenzio; Alinari, Fratelli; Anderson,
James; Naya, Carlo; Braun, Adolphe; Courbet,
Gustave; Degas, Edgar; Bonnard, Pierre; and Eakins,
Thomas.
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ASSER, EDUARD ISAAC (1809-1894)
Dutch photographer and advocate

Eduard Isaac Asser was one of the first representatives
of early photography in the Netherlands. An advocate
by profession and bred in one of the most prominent
Amsterdam Jewish families of jurists and lawyers he
experimented with photography at a very early stage.
Eduard Isaac Asser and his sister Netje Asser were
already known to the Dutch public because of their
enchanting childhood memories of life in Amsterdam
just after the Napoleonic period, written between 1814
and 1833, and published in 1964. In 1994 the Asser
Family Foundation bequeathed the photographic legacy
of Eduard Isaac to the State of the Netherlands. The
photographs are now held in the Print Room of the
Rijksmuseum in Amsterdam. These incunabula consist
of four albums compiled by the photographer himself
with c. 200 examples of early calotype photography (c.
1845), actually the earliest known photographs of Am-
sterdam, and from the beginning of the 1850s on until
1857 wet collodion photography. There is a group of 20
daguerreotypes from the 1840s, as well as proof prints of
photolithography which he made in the late 1850s. Asser
was active as an amateur artist as well. He received les-
sons from the Amsterdam painter Jan Adam Kruseman
(1804-1862) and regularly sent his paintings to the so
called Exhibitions of the Works of Living Artists. As all
young men from well-to-do circles Eduard Isaac owned
a large collection of scientific instruments.

Itis presumed Asser bought his equipment and plates
around 1842 in Paris, where the Fould family lived,
they were related to his wife who descended from the
Cologne banking family Oppenheim. From that moment
on Asser learned to make the laborious daguerreotypes,
mainly portraits of the members of his family. The first
examples of paper photography date from 1845: small
paper negatives with views from his house on the canal
het Singel, which we can date fairly exactly. He also used
this same process for portraits done around 1846—1847.
Particularly of interest is a set of self-portraits starting on
the title page of the first album, written in French, from
which we can draw the conclusion that he somehow
started this album as a photographic autobiographical
notebook. The self-portrait on the title page is followed
by others stating his various moods—‘a morbid state’
explains one of the adjoining written remarks. During
his short career as an amateur photographer Asser kept
making self-portraits of which especially the ones done



against a dark ground are intriguing. Asser is seen in a
crumpled jacket with the black stains of the chemicals
on his fingers sitting on the kitchen chair contemplat-
ing, the next moment probably running on to one of his
many meetings in the as many distinguished councils
he formed part of.

Self-portraits, portraits (groups and double portraits),
still lifes and views of the city of Amsterdam were to be
the main subjects of his oeuvre which is very similar to
that of the British and French amateur photographers
from the early period. They all made portraits of their
wives and children or compositions with glasses, vases
and small statuettes close to hand. Asser photographed
from the window of his house, the obvious experiment
with a new medium. A special category are his still
lifes of photographic paraphernalia: a lens, a camera,
a statuette, a stereoscope, a portfolio of photographic
paper and a copy of the Revue Photographique. With
the self-portraits they show his contemplating over the
form and content of images done in a new medium of
which the canon wasn’t at all established yet.

Asser worked together with Marie Eugéne Bour
(1814—after 1884) a Frenchman and the managing direc-
tor of the garancine factory in Amsterdam, a chemical
factory which produced the red paint for the uniforms of
the French army. It is very probable that at the beginning
of the 1850s they experimented with glass negatives
and new emulsions. In 1855 they submitted their pho-
tographs to the International Exhibition of Photography
in Amsterdam where the Dutch public surely got a treat.
There the Asser and Bour photographs were for the first
and last time seen in public, and hung next to the works
done by many distinguished photographers, among them
Edouard Baldus, Charles Marville and Charles Negre.

From 1857 on Asser experimented with photolithog-
raphy and submitted his results of transferring photo-
graphs to the lithographic stone to the contest written
out by the Duc de Luynes in France. He didn’t come
very far and the prize was eventually won by Alphonse
Poitevin. Later Asser sold the patent for his process to
the Bruxelles firm Simonau & Toovey who used it for
various publications. In the Netherlands this process
was now and then applied for a small group of users.
For instance collectors of old prints obtained facsimile
photolithographs of scarce material. Throughout his life
Asser kept working with his own invention, supporting
print firms in Amsterdam and printing from the stone
himself.

During his long life that lasted nearly the whole of the
19th century Asser not only was a curious spectator at
the discovery of photography. He lived through many a
decisive development in the history of photography and
photomechanical printing throughout the second half of
the 19th century. But and that is even more interesting
he also knew the world of arts and visual culture of the
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pre-photographic period. When in 1830 he visited his
grandparents in Berlin he brought with him as a gift
drawn portraits of the members of his family and he
bought lots of lithographs of the interesting sites in
the Prussian capital. Twenty years later it surely would
have been his own photographic prints and instead of
lithographs photographs of streets, monuments and
places! In Berlin he also visited the sculptor Christian
Rauch and bought a collection of plaster casts which he
first draught and later used in photography as well. He
followed lectures by Friedrich Hegel, and in Weimar
caught a glimpse of the writer and philosopher Goethe
whose likenesses he knew from the prints at home. Thus
he gives us many clues as to how form and function
of the new medium of photography was firmly rooted
in the art practices of the pre-photographic world. In
his albums we see photography naturally—and gradu-
ally—develop from it.

MATTIE BooM

Biography

Eduard Isaac Asser was born on 19 October1809 in
Amsterdam. He studied law in Leiden and became an
advocate in the law firm of his father in Amsterdam. In
1850 he became the first Jewish member of the Provin-
cial Assembly of the States of North Holland and held
a number of public functions. He was an amateur artist
and took up photography in the early1840s. He became
a member of the Société Francgaise de Photographie
in 1854. Asser was active as a photographer between
1842 and 1857, when he put away his cameras for good.
From that moment on until the end of his life in 1894
he found a new pastime in photolithography. In 1860
he sold his photolithography process to the Simonau
& Toovey printing firm in Brussels. In the Netherlands
this process of photomechanical printing was occasion-
nally applied to map making in the army and for book
illustration. In 1892 he was the founder of a printing
house Maatschappij voor Photolitho- and Zincogra-
phie. On 21 september1894 he died in Amsterdam at
the age of eighty five. His photographic legacy stayed
in the Asser family for a hundred years. In 1994 it was
bequeathed to the State of the Netherlands and added
to the National Photo Collection in the Print Room of
the Rijksmuseum.

See Also: Daguerreotype; Wet Collodion Negative;
Self-Portraiture; Baldus, Edouard; Marville, Charles;
Negre, Charles; and Poitevin, Alphonse Louis.
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ASTRONOMY

The development of astronomy in the 19th century
was in part due to the progress of science, specifically
concerning optics, physics, and chemistry which conse-
quently, became a part of photography as well. In terms
of its invention, the new techniques accompanied deep
rooted, scientifically based disciplines of calculation
with the advent of astrophysics.

On January 7, 1839, Jean-Baptist Biot, demonstrated
a “retina artificial” boundary in front of the Academy of
Science with the daguerreotype. Arago, in the report on
the daguerreotype made before the House of Commons
on July 3, 1839 insisted, particularly, on the possible
applications of photography in the field of science and
the other services the technique could provide. Arago
suggested in the two principal branches of astronomy
and photometry, or the measured intensity of light and
the observation of it, that it was now a possibility to
create photographic charts of the Moon allowing thus
to create “in a few seconds (...) one of the longest, most
meticulous and delicate work in astronomy.” On this
date, Daguerre too collected “the print of the weak light
of the Moon” on a plate, however the image appeared
“fuzzy and low in details.” Continuing Daguerre’s work,
the American astronomer John William Todrape, real-
ized on March 23, 1840, in his observatory in New York,
that several daguerreotypes of the Moon (which are lost
today) 2,5 cm in diameter, with an installation ranging
from 20 to 30 minutes, showed “the principal mountains
of the star.” Noting this difficult process, it was necessary
to take precautions in the exposure of the plates, as the
low sensitivity of the daguerreotype, combined with the
very weak luminosity of the photographed object still
constituted major obstacles.

It is important to note that astronomers and physi-
cists were primarily the first to be interested in new
photographic techniques. The latter were concerned
with questions pertaining to the analysis of light and
the settings of optics. Often these astronomers were also
opticians and manufacturers of glass who expressed a
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natural interest in the connection between light and opti-
cal lenses. In fact, the word photography was “invented”
during the first months of 1839 by two astronomers.
The first was a Berliner, Johann Heinrich Midler, who
in 1830 created a drawn chart of the Moon, and later
employed the recently forged term, which appeared
in the columns of Vossische Zeitung on February 25,
1839. The other, John Herschel, was an inventor of
his own process of paper developed photography, and
during February and March in 1839, he used the term
photography on several occasions in his notebooks
which documented his experiments during these months.
That same year he conducted experiments in which he
took photographs in the light of the moon, in Talbot’s
company. Scientists, attracted by the prospect of reli-
able, objective documents and photographers were
collectively interested by the new possibilities of the
medium. The beginning of 1840 saw the flourishing of
several experiments with daguerreotype as the base. The
great majority of these plates like the eclipse of 1842,
was photographed in Milan by Majocchi (2mn), and
in Venice by Malacarne. At the observatory in Paris,
under Arago, several research experiments were con-
ducted around the photography of the Sun, as it is an
object of strong luminosity, which seemed to be more
accessible at the time and were conducted in collabora-
tion with, Lerebours, Hippolyte Fizeau, Leon Foucault
and Gustave le Gray between 1842 and 1847. Of this
collaboration, the only daguerreotype to survive was
taken by Fizeau and Foucault on April 2, 1845, which
illustrated the sun. In 1848 in Dresden, Herman Krone
succeeded in photographing two shooting stars, and in
New York, Samuel D. Humphrey, developed two plates
of the moon, which were widely celebrated and the ac-
companying notes appeared in the Daguerreian Journal
on November 1, 1850.

In America, the observatory at Harvard had been
studying astronomy since 1847, and experimented
mostly in the field of the daguerreotype. The profes-
sional photographer, John Adams Whipple, obtained
the first daguerreotype of a star Véga (July 17, 1850),
in the company of George Philips Jump the director of
the observatory, and then after many failures, captured
a daguerreotype of the moon on March 14, 1851. A
few days later, they took a daguerreotype of Jupiter.
Of this production of the beginning of the 1850s were
an estimated 70 plates, of which the location of only
ten of the images is currently known. Exhibited at the
Great Exhibition in London, 1851, these daguerreotypes
of the moon by Whipple and Bond aroused a lot of
interest in the scientific community. The comparison
with the engraved and drawn charts of the time, in
particular with that of Bee and Madler of 1837, made
it possible however to reinforce statements made by
their authors, according to whom these images offered



Henry, Paul. Photographie Lunaire, Come Sud, 29 Mars 1890.
The Metropolitan Museum of Art, Gift of Rolf Mayer, 1995
(1995, 125). Image © The Metropolitan Museum of Art.

a “better representation of the surface of the Moon than
any drawing.” These results were considered modest to
doubters. Even though it was used for ten years until
1850, as the only technique and device on which capable
of capturing images of the Moon and Sun, one is forced
admit that the daguerreotype rendered little service to
Astronomy. The success of the images of Whipple and
Bond, like the advent of the albumen-on-glass negative
(experiments of Niépce de Saint-Victor in France in
51, or of Whipple and Bond in Harvard in 53) and later
the collodion, contributed nevertheless to the rebirth of
developments in the field of astronomical photography.
The numerous experiments, actually, were conducted
around the time of the total eclipse of July 28, 1851,
and subsequently, the technology existed to capture it.
Important for England and John Herschel in particular,
a committee was created especially for this occasion,
and at Harvard and in Italy around Pere Secchi, the as-
tronomers of these colleges were abound. In the British
Isles photographs thus far remained exclusively created
from the daguerreotype technique, and the advent of
collodion marked the beginning period of great activ-
ity, and observatories multiplied. Among the numerous
astronomers of the period, like Airy, Struve, Hartnupp
Lord Rosse, J.B Reade, the principal figure was that of

ASTRONOMY

the amateur astronomer and director of printing works,
Warren De La Rue, who, since 1851, used photography
to document the skies at the end of his observation.
Built and installed since 1858 at the observatory of
Royal Astronomical Society, in Kew, an instrument
called the photohéliographe, which had 1.50 meter
long focal glasses, a clock, and a diaphragm or sliding
apparatus, which controlled the maximum duration of
light, allowed astronomers from day to day, the ability
to take photographs of the sun, up to 10 centimetres in
diameter. Giving the position and the solar size of the
tasks, the first step towards this “history of the Sun” was
headed by John Herschel. During the 1860s, nearly 3000
stereotypes of the sun were taken.

It was on the same principle and also using a pho-
tohéliographe that Warren de la Rue, photographer of
the Royal Astronomical Society in Spain, obtained his
images of the solar protuberance at the time of the total
eclipse of the sun of July 18, 1860. The comparison
of the stereotypes he took on this occasion with those
taken at the same time some 400 kilometers away by the
father Angelo Secchi of the observatory of the Romain
College, made it possible to prove for the first time with
certainty, not only the existence, but the origin of these
solar phenomena. The photographs taken in Spain on
this occasion, undoubtedly seemed the first true success
of astronomical photography, and thus closed a chapter
opened in 1842 by Alessandro Majocchi in Milan and a
decade punctuated by unfruitful attempts in this field.

Another uncontested Master of lunar photography
and the sky since 1856, was the amateur New Yorker,
Lewis Morris Rutherfurd. Like Warren De La Rue,
Rutherfurd was concerned with publishing his work
in the United States as well as in Europe. His work, in
fact, went well beyond the scientific community and
was published in various formats such large mounted
prints, cartes-de-visite, stereoscopic views, and albums
like Le Soleil de Secchi. Presented regularly at the
World Fairs, his images of the Sun and especially of
the Moon, taken using achromatic lenses of his own
design, were often spectacular and greeted with public
success. The scientific community remained divided on
their actual value for in spite of the undeniable progress
achieved in twenty years, much of these stereoscopic
views remained indeed less detailed than a number of
likenesses drawn by hand, although these images were
much less detailed than the photographs of the lunar
surfaces, illustrating the work of James Nasmyth and
James Carpenter. However, these images were published
because of their detail, but were actually achieved by
photographing plaster models of the moon.

During the years 1850-70, the astronomer, with
the use of the telescope, was able to explore the stellar
universe. This sphere of activity for the photographer,
in spite of technical difficulties, remained limited to
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a negligible part of the solar system, like the Moon,
Sun, and at certain times, eclipses. In 1865 Rutherfurd
was forced to recognize that “the results obtained by
photography” were far from “able to compete with the
human vision.” Problems varied according to objects
being photographed. For objects with weak luminos-
ity like the Moon and stars, the length of the exposure
times always constituted the principal difficulty, often
forcing the photographer “to compensate” manually
the rotational movement of the ground, which left the
image at the mercy of atmospheric variations. For tak-
ing images of the Sun, the principal obstacle resided in
the very strong luminosity, forcing the photographer to
opt for less sensitive materials, like albumen-on-glass,
daguerreotype, screens to reduce the power of the actinic
rays or to reduce the durations considerably, which led
to the development of mechanical shutters. The limits
of photography were obvious at the time of the transit of
Venus, 1874. The scarcity of the phenomenon, since the
last passage had taken place in 1769, like the importance
at stake, the goal of which was to determine the precise
moment Venus appeared to make contact with the Sun,
and to precisely calculate the distance from the Sun to
the Earth, explained the extent to which photographer
went to capture this. Sixty two photographers, equipped
with numerous cameras were sent to the four corners
of the world, disseminated in two hemispheres, and to
eighty different sites of observation. They represented
the only international effort ever made to observe “a
simple” astronomical phenomenon. On this occasion,
Frenchman, Jules Janssen, took his photographs repeat-
ing camera which enabled him to take 48 images in 72
seconds on the same plate. During the simple passage of
1874, several hundreds of stereotypes were taken on the
various sites. Often of very good quality, however not all
were successful. After long years spent analyzing them,
in France and abroad, it was necessary to confront the
obvious; photography was not better than visual obser-
vations and that the distribution of cameras to capture the
measurements between Venus and the sun had made it
impossible to achieve the precise measurements needed.
During the international conference which occurred in
Paris in October 1881 to discuss the observations the
passage of 1882, the decision was made to return to
traditional observation methods for the next year’s im-
ages. These results did not prevent the astronomer Jules
Janssen from proclaiming, based on an expression of
Biot’s in 18309, that at the end of 1870, photography had
become the “true retina of the scientist.”

The beginning of the 1880s brought the general-
ized use of gelatine-bromide, a more sensitive process
than collodion, and with it, a type of photography that
made it possible to photograph the visible universe. In
January 1883, Andrew Ainslee Common, took the first
images of stars one night in January in the suburbs of

90

London. Additionally, during the same period, the most
powerful telescopes made it possible to see stars as well.
Photography had acquired the status of an instrument
of discovery, making it possible to capture phenomena
that had before then, not been photographable, such as
Barnard’s with work comets. Photography also facili-
tated interest in the Milky Way for photographers like
Wolff, Barnard, Russell, Roberts, and Gould, all of
whom were interested in new planets as well. Owing
to Lowell’s initiative, an observatory dedicated entirely
to the study of Mars was created in Flagstaff, Arizona
where photography played an integral part.

The process of developing celestial charts, which was
previously done meticulously by hand, was replaced
by the favored alternative of the photographic plate.
In fact, several observatories launched companies that
reproduced these charts. Vis-a-vis with these disordered
initiatives, the need for a harmonization was profiled,
and in 1887 was held at the observatory of Paris, where
the first astrophotographic Congress International met
“for the lifting of the sky chart.” With this occasion, its
director, the admiral Mouchez, summarized the intended
ambitions of the project, that “the inventory [be] exact
and as complete as possible of the perceptible Universe
at the end of the 19th century” allowing these photogra-
phers to draw up a sky chart up to stars of the 14th size.”
Eighteen observatories throughout the world promised
participation in this international project.

The company however was large and complex
and relied upon a too new technique, which became
quickly obsolete. The amalgamation, throughout the
1890s, required harmonization in terms of materials
and methods used. Finally established out of this though
was the equatorial method developed at one point by
the Henry brothers at the Observatory of Paris. In spite
of the importance of the company, and the means put
into it, the exorbitant cost of the operation mellowed
the enthusiasm of some. In the day before of the First
World War only the observatories in Paris, of Toulouse
and Algiers had partially completed work. Three-quar-
ters of a century after its launching, in 1970, the project
was definitively abandoned. In the last quarter of the
century however, other atlas companies experimented
with photography as well.

At the physical observatory of astronomy of Meudon,
the celestial service of photography created by Jules
Janssen in 1876 undertook a systematic study of the
solar surface. Those principal results were published,
between 1896 and 1905, in the astonishing Atlas de
photographies solaires 1903, which illustrated the
precise granulations of the surface of the star. In the
field of lunar cartography, it was at the observatory of
Paris, 1890, that L’Atlas photographique de la Lune was
started. Composed of 71 boards from 6,000 stereotypes,
published in volumes from 1896 to 1910, the unit still



remains, fifty years after its publication, as a reference
tool. During the same time, Lick created his own Atlas
of the Moon (1903), with a more modest inventory.
The use of photography in the field of Astronomy
became accessible and provided useful information to as-
tronomers regarding the physical nature of space. Drawn
one time by hand, the detailed spectrum of stars was a
work that was long, tiresome, and often required hundreds
of hours of observations. Pioneers of the discipline like
Draper in 1842, and later Secchi, Vogel, and Huggins all
understood that drawings from the photographic plates
would lead to the birth of the discipline “spectrogra-
phy.” From the 1880s on, these scientists created lists
of characteristics of chemicals observed in space that
were isolated and later observed in the laboratory. Those
chemicals provided more information about the spectrum
of the stars. Lists of these chemicals accompanied pho-
tographic atlases such those made by Pickering (1885),
Rowland (1888) or Higgs (1891). Later, with the turn of
the century, came the spectrohéliogrammes of the solar
chromosphere discovered by Deslandres in Meudon
and Hale in Chicago, which appears to have been the
last photographic contribution of the 19th century to the
advent of physical astronomy.
HELENE BOCARD
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ATGET, JEAN-EUGENE-AUGUSTE

(1857-1927)

Although two thirds of Eugene Atget’s photographic ca-
reer fell into the twentieth century, more than half of his
life was lived in the nineteenth century and his esthetic
roots were firmly grounded in the earlier period.

An orphan by the age of five, Eugene Atget, after
insubstantial schooling in Bordeaux, was briefly a
sailor before moving to Paris in1878 in order to attend
acting school, which he fitfully did while completing
compulsory military service. Dismissed from the school,
nevertheless he toured the provinces in minor roles until
1887 when he gave up acting in order to take up paint-
ing. This too proved unrewarding and by 1888 he had
established himself as a photographer in Clermont. In
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1890 in Paris, to which he had again moved, he hung up
a sign outside his apartment that read, “documents for
artists.” These photographs were at first plant and animal
studies and landscapes, but he soon embarked on what
became an obsessive quest to visually capture the city of
Paris, with particular attention to those aspects of its past
that were vanishing. For this there was clear precedent
in Charles Marville’s work in the 1860s, but Marville
had imperial patronage while Atget operated wholly on
his own with only one important commission.

Gradually he built up a roster of clients, including
public institutions like the Musée Carnavalet (the mu-
seum of the history of Paris), for the inventory of images
he painstakingly assembled of the city’s architecture,
ancient streets, shop signs and storefront displays, street
furniture like lamp posts, itinerant vendors, street fairs,
and public markets. One group of photographs repre-
sents domestic interiors at various economic levels; an-
other records the remnants of the city’s fortifications. He
carried out a very extensive series of pictures in public
gardens in the city, like those of the Tuilleries and the
Luxembourg, and in the old royal parks around the city,
like those at Versailles, Fontainebleau, St. Cloud, and
Sceaux. These systematically depict garden sculpture,
fountains, pavilions, parterres, allées of shaped greenery,
and individual venerable trees and only rarely are studies
of the palaces in these parks.

In the notebooks in which he tracked his ever-ex-
panding encyclopedia of the city and its surrounds, he
placed the images in categories of his own invention,
like “The Art of Old Paris” and “Picturesque Paris”
and “The Environs of Paris.” Further, he noted likely
buyers for various subjects and the hours at which his
clients might likely be found at home. He intended the
pictures to serve as references for artisans, illustra-
tors, decorators, publishers, designers for textiles and
the building trades, including workers in boiserie and
wrought iron, and amateur and professional historians
of the city. It is noteworthy that he did not photograph
nineteenth-century constructions like Charles Garnier’s
Opera House or the Eiffel Tower, nor the grand boule-
vards that Haussmann had laid out, nor the elaborate
mansions that had been constructed in the fashionable
neighborhoods near the Arc de Triomphe. Atget’s Paris
is not a tourist’s Paris. He was far more concerned with
the city as experienced in everyday life, from the point
of view of the pedestrian, moving around as he did, on
foot, during countless solitary photographic rounds,
often in less than ideal weather. It is characteristic of
his outlook that when he made photographs of shop
window displays, they were of unpretentious estab-
lishments instead of expensive boutiques. Streetside
displays of vegetable vendors and the racks of second
hand clothing stores were apt to figure in his works, with
the occasional inclusion of a dozing shop attendant, an
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observant waiter, or a sleeping cat, all of which although
inessential for his purposes augment the sense of the
specific texture of ordinary Parisian life. Sideshow at-
tractions at annual neighborhood street fairs were part
of a long, but declining tradition, and were of as much
interest to him as old structures currently housing mod-
ern enterprises like automobile repair shops. Junkyards
and squatters’ shacks on the outskirts of the city were
as appropriate subjects as garden prospects lined with
eighteenth-century statues.

The photographs themselves were invariably contact
prints, made from seven by nine inch glass negatives,
which necessitated a satchel to carry them, and a tripod-
mounted camera in which to place them for exposure.
The negatives, of which there were eventually about
8500, were usually rendered as albumen prints, until
albumen paper became unavailable about 1920 and he
was forced to utilize gelatin silver paper. Occasionally,
by rephotography, he enlarged portions of his negatives
to produce pictures that showed at closer range the in-
tricacies of decorative details in plaster, wood, or iron.
He processed his negatives and produced his prints in
his modest apartment without the help of assistants,
except perhaps the actress, (aptly-named) Valentine
Compagnon, whom he met in 1886, and who lived with
him until her death shortly before his own in 1923. On
the backs of his prints Atget invariably identified the
places shown by inscribing street addresses or structure
or site names and the number of the arrondissement.
His knowledge of and interest in the history of Paris is
confirmed by occasional supplemental inscriptions that
provide information about a building’s former use or the
time of its construction.

Atget’s importance lies not only in the trove of haunt-
ing but apparently straight-forward and objective images
of nearly deserted streets of Paris that he produced, but
also in the influence of the humble nature of his subject
matter and his apparent objectivity on twentieth-century
photographers like Walker Evans and Lee Friedlander.
He provides an essential bridge between photography
in the nineteenth and twentieth centuries. When toward
the end of his life he was taken up by Man Ray and the
Surrealists, who found inadvertent juxtapositions in his
work that were unsettling and intriguing, Atget insisted
that he did not have artistic aspirations, that the pictures
were, as his sign said, simply meant as documents that
could be useful to artists.

GORDON BALDWIN

See Also: Marville, Charles; Albumen Print; Dry
Plate Negatives; and Gelatin Silver Print.

Further Reading

Baldwin, Gordon et al. Eugeéne Atget. Los Angeles: The J. Paul
Getty Museum, 2000.

92

Beaumont-Maillet, Laure. Atget Paris. Paris: Hazan, 1992.

Nesbit, Molly: Arget’s Seven Albums. New Haven, London: Yale
University Press, 1992.

——. Eugeéne Atget. Intérieurs parisiens. Un album du musée
Carnavalet. [Atget’s Interiors. An Album at the Musée Car-
navalet] Paris, 1992.

Szarkowski, John and Hambourg, Maria Morris: The Work of At-
get. Old France. New York, Boston: The Museum of Modern
Art, 1981 (vol.1).

——. The Work of Atget. The Art of Old Paris. New York, Boston:
The Museum of Modern Art, 1982 (vol. 2).

——. The Work of Atget. The Ancien Regime. New York, Boston:
The Museum of Modern Art, 1983 (vol. 3).

——. The Work of Atget. Modern Times. New York, Boston: The
Museum of Modern Art, 1985 (vol. 4).

ATHENAEUM

The Athenaeum was the leading journal for literary and
artistic reviews during the mid nineteenth century. It was
launched by James Silk Buckingham as a 9d publication
on 2 January 1828. After struggling for the first two
years of its existence against its main competitors, the
Literary Gazette and the London Weekly Review, the Ath-
enaeum was made into a financial and cultural success
when Charles Wentworth Dilke took over the editorship
in June 1830. Dilke, whose editorship lasted until 1846,
declared war on the puffery that dominated literary
reviewing. He also reduced the price of the Athenaeum
from 8d to 4d, dramatically increasing its circulation to
average sales of around 18,000 copies a week.

One of the most distinctive features of the Athenae-
um was the extensive attention it devoted to popular
science. It chronicled in detail the meetings of the most
important societies such as the Royal Society, Royal
Geographical Society, Royal Asiatic Society, Society of
Antiquaries, and British Association for the Advance-
ment for Science. Prior to the publication of the British
Journal of Photography and the Photographic News,
the Athenaeum is thereby one of the most important
indexes to the development of photography. In Jan
1839, its Parisian correspondent described a personal
interview with Louis Daguerre that included a demon-
stration of his new process. During the 1840s and early
1850s, papers on photography read at the Royal Society
and the Academie des Sciences were enthusiastically
published by the Athenaeum. These often included
precise accounts of the latest chemical processes aimed
at improving the quality of photographs. Henry Fox Tal-
bot, Sir John Herschel, and John Jabez Edwin Mayall
were amongst those notable figures who had letters or
papers printed.

Debates on photography were often played out in
the pages of the Athenaeum. In May and June 1847,
for example, Antoine Claudet and Robert Hunt were
involved in a spat over the value of colouring photo-
graphs. Similarly, its reviews of the annual exhibition



of the Photographic Society also encouraged the status
of photography. They treated the medium as an art by
critiquing the pictures as if they were paintings being
shown at the Royal Academy. The Athenaeum did more
than simply report on the latest inventions and exhibi-
tions: it was an important space in which photography
was disseminated and debated.

The Athenaeum’s coverage of photography declined
markedly after the early 1860s. Partly, this was due
to the increasingly literary and artistic bent of the
journal: scientific meetings were no longer reported to
the same degree as they were in the previous decades.
The decrease in the number of articles also reflects the
changing status of the medium itself. As photography
became an increasingly commercial medium in the late
1850s and early 1860s, the Athenaeum lost interest in
both its aesthetic or scientific value. Its review of the
1864 exhibition of the Photographic Society disappoint-
edly noted that it was “the smallest and least interesting
of the series.” The Athenaeum came to an end in June
1911 when it was merged with the Nation. However,
any serious engagement with photography had ceased
several decades earlier.

JOHN PLUNKETT

See Also: British Journal of Photography;
Photographic News (1858-1908); Daguerre,
Louis-Jacques-Mandé¢; Talbot, William Henry Fox;
Herschel, Sir John Frederick William; Mayall, John
Jabez Edwin; Claudet, Antoine-Frangois-Jean; and
Hunt, Robert.
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ATKINS, ANNA CHILDREN (1799-1871)

British amateur botanist and photographer

Atkins was born Anna Children in Tonbridge, Kent, on
16 March 1799. The only child of John George Children
and Hester Anne Holwell, she shared close familial and
working relationships with her father after her mother’s

ATKINS, ANNA CHILDREN

o T 3 .
N O
/5

[Frorsaica )
7

Atkins, Anna and Anne Dison. Gleichenia Immerse (Jamaica).
The J. Paul Getty Museum, Los Angeles © The J. Paul Getty
Museum.

death in 1800. John Children was a scientist who held
positions as Assistant Librarian and Keeper in the de-
veloping British Museum and as Fellow and Secretary
of The Royal Society. He served as Vice President of
the Botanical Society of London, to which Atkins was
elected a member in 1839. Children’s and Atkins’s af-
filiations helped expose them to the newest in scientific
discoveries and facilitated her experiments with photog-
raphy beginning in the early 1840s.

Before undertaking these experiments, however,
Atkins demonstrated her skill as a draftsman of sci-
entific specimens. In 1823 she illustrated Children’s
translation of Lamarck’s Genera of Shells, making 256
drawings. These images and the lithographed views of
Wooton Church, Warwickshire (published by Charles
Hullmandel), and Halstead Church and Halstead Place,
Kent, which she produced after her marriage to John
Pelly Atkins in 1825, reveal an attention to detail and
artistic ability later exhibited in her photographic work
with botanical specimens and other objects. When Chil-
dren retired to the Atkins’s home at Halstead Place in
1840, he and Anna Atkins tried their hand at producing
photogenic drawings and calotypes—works in two new
photographic processes announced by Henry Fox Talbot
in 1839 and 1841, respectively—and she adopted Sir
John Herschel’s 1842 method of the cyanotype.
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Children was privy to the groundbreaking results of
Talbot’s experiments in photogenic drawing almost from
their first announcement at the Royal Institution on 25
January 1839. He was a member of the Committee of
Papers that met to consider the publication of Talbot’s
“Some Account of the Art of Photogenic Drawing” and
he chaired The Royal Society’s meeting at which Talbot
delivered the details of his invention. In correspondence,
the two men discussed Talbot’s process and, receiving
samples of Talbot’s calotypes in 1841, Children reported
that he and Atkins would soon try out the new paper
negative photography. That year Children purchased a
camera for Atkins from Andrew Ross, but both his and
Atkins’s success with the instrument is uncertain. No
known calotype prints by Children or Atkins survive.

It is likely that father and daughter found a more
fruitful source for their scientific experimentation
with Talbot’s use of plants in his photogenic drawings.
Reflecting Talbot’s botanical example and possibly his
desire to produce such a volume, Anna Atkins recorded
specimens of seaweed with photograms in her seri-
ally-published work entitled British Algae: Cyanotype
Impressions (1843—1853)—what many scholars have
acknowledged as the first photographically-illustrated
book. Rather than using Talbot’s technical methods,
however, she employed Sir John Herschel’s cheaper
and more permanent photographic procedure of the
cyanotype.

Atkins quickly took up the cyanotype process in 1842
after Herschel, a wide-ranging scientific researcher and
family friend, sent to Children his recently published
paper containing the blueprint procedure. Coating her
paper with a mixture of ferric ammonium citrate and
potassium ferricyanide and exposing the dried paper to
light for a brief period of minutes, Atkins could utilize
fine specimens of “Ptilota sericea” and “Himanthalia
lorea” as negatives which, when contact printed under
the pressure of glass (or between sheets of mica?), would
produce photograms of striking white images against a
rich ground of Prussian blue. Intent on the information
of size, shape, structure, and degree of transparency
conveyed by each labeled example, she would have
found the blueprint medium an appropriate and effective
one for delineating the delicate “flowers of the sea.” Ad-
ditionally, the photographic process was conducive for
producing multiple prints of the same specimen. With
it, Atkins assembled more than a dozen copies of British
Algae which she presented to scientific colleagues and
institutions throughout Great Britain.

Atkins loosely based the organization and classifi-
cation of British Algae upon that of William Harvey’s
1841 Manual of British Algae, announcing in her preface
that “T have intentionally departed from the systematic
arrangement that I might give specimens of very vari-
ous characters as a sample.” The three-volume work—
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originally issued serially in 13 parts between 1843 and
1851—was to contain 14 pages of text and 389 pages
of captioned plates. These parts, when rearranged into
volumes between 1851 and 1853, included title pages,
indexes, and an appendix that the books’ recipients could
order according to Atkins’s inserted instructions.

With few references to the locations of collection for
her specimens and no indication of the species’ status
in Harvey’s color-coding system of red, green, and
olive-green groups, British Algae did not present an
entirely scientific case study. As Carol Armstrong has
argued, however, although Atkins’s project lacked in
rigorous method, it demonstrated that she enjoyed the
freedom to work ““at the outer limits of the patriarchal
conduct of normal science” in a way that might be seen
to problematize “the system of positivist classification
and the apparatus of the illustration” that would domi-
nate much of the scientific literature of the 19th century
(See Further Reading). The beauty and uniqueness of
her publication continued to impress photographic prac-
titioners and students of botany despite the fact that, by
the 1850s, other books using drawn specimens, dried
and mounted specimens, or images produced by Alois
Auer’s nature printing technique had rendered Atkins’s
work obsolete.

Halting publication for a year upon her father’s death
in 1852, Atkins authored a Memoir of John George
Children, Esq., and then finished the final volume of
British Algae in October 1853. With the decade-long
project completed, she continued to make cyanotype
photograms in collaboration with her close friend, Anne
Dixon. Between 1852 and Dixon’s death in 1864, the
two women produced three presentation albums: Cya-
notypes of British and Foreign Ferns, Cyanotypes of
British and Foreign Flowering Plants and Ferns, and
an unnamed third album (with the possible assistance
of Herschel’s daughter, Isabella Herschel) featuring
photograms of botanical specimens, feathers, and lace
such as “Peacock,” “Emu,” and “Papaver rhoes”.

Atkins died at Halstead Place on 9 June 1871.

MEREDITH KEY SOLES

Biography

Anna Atkins was born Anna Children on 16 March 1799
in Tonbridge, Kent. Although her mother, Hester Anne
Holwell, died of lingering complications from childbirth
in 1800, Atkins shared a close bond with her father,
John George Children. She married John Pelly Atkins,
a county sheriff, railroad promoter, and Jamaican cof-
fee plantation owner, in 1825. Atkins published British
Algae: Cyanotype Impressions between 1843 and 1853.
Interrupting this project for a year after her father’s
death, she produced a Memoir of John George Children,
Esq. (1853). In collaboration with her childhood friend,



Anne Dixon [?-1864], she completed three presentation
albums of cyanotype photograms: Cyanotypes of British
and Foreign Ferns (c.1853), Cyanotypes of British and
Foreign Flowering Plants and Ferns (c.1854), and an
unnamed third album of botanical species, feathers, and
lace (c.1861). Her photographic work was not included
in exhibitions during her lifetime but was referenced in
publications by Talbot [“On photography without the
use of silver,” in The British Journal of Photography,
XTI (9 December 1864), 495] and by historian Robert
Hunt [“On the applications of science to the fine and
useful arts. Photography—second part,” in The Art-
Union, (1848), 237-38]. Atkins died at Halstead Place
on 9 June 1871.

See Also: Talbot, William Henry Fox; Herschel,

Sir John Frederick William; Cyanotype;
Photogrammetry; Photogenic Drawing Negative; and
Calotype and Talbotype.
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AUBERT, FRANCOIS (1829-1906)
French, photographer, active Mexico 1864—1867

Born in France, Aubert trained as a painter at the Ecole
des Beaux Arts in Lyon and exhibited at the 1851 Salon.
In 1864 he left for Mexico and the court of the newly-
installed Emperor Maximilian which seemed a likely
source of patronage. Shortly after his arrival in Mexico
City, the young painter learned photography and either
purchased or assumed the lease for a photographic studio
previously occupied by Jules Amiel. Aubert established
himself with official portraits of the Emperor and Em-
press, as well as portraits of officials, ladies of the court
and military officers. He produced portraits in full size
and carte-de-visite formats. Work from the studio bears
the stamp Aubert et Cie and it is presumed that the work
of the studio was performed by Aubert and some number
of employee/operators. He (or his studio) is best known

AUCTION HOUSES AND DEALERS

Auber, Francios. The Shirt of the Emperor, Worn During His
Execution.

The Metropolitan Museum of Art, Gilman Collection,
Purchase. Gift of the Howard Gilman Foundation, 2005 (2005,
100. 213). Image © The Metropolitan Museum of Art.

for photographs of the participants and relics associated
with the execution of Maximilian by firing squad in
1867. The series includes a group portrait of the firing
squad, Maximilian’s torn and bloody clothing, the sites
of his execution and grave, and a portrait of Maximilian
in his coffin. Aubert offered these “historical views”
by prepaid subscription as full size prints or in carte-
de-visite sets. In 1867, Aubert left Mexico. It does not
appear that he practiced photography in Europe.
KATHLEEN HOWE

AUCTION HOUSES AND DEALERS

By the mid-1850s several dealers in London were offer-
ing photographs for sale, mainly by British and French
photographers. Their premises were not devoted exclu-
sively to the new art: Murray & Heath, the prominent
dealers at 43 Piccadilly advertised as Photographic
Instrument Makers, while Hogarth, Hering, Gladwell
and Spooner were primarily print-sellers. They sold
individual photographs; albums and photographs pub-
lished in portfolios or books and lent works for sale to
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exhibitions of the leading photographic societies. These
events provided another opportunity for photographers
to sell examples of their work. In 1859 the organisers of
the sixth annual exhibition of the Photographic Society
of London even allowed the inclusion of prices in the
exhibition catalogue. Significant sales were handled
by early agents, e.g. in 1865, the London art dealers,
Colnaghi, sold eighty photographs by Julia Margaret
Cameron to Henry Cole for the South Kensington
Museum.

In Paris, the other early centre for photography, sales
of the new medium were also handled by painting deal-
ers such as Durand-Ruel or Legrand, print dealers or
booksellers. The gallery or shop-owner usually took a
share of the profits from a sale rather than owning the
works outright. Throughout the 19th century, photogra-
phers and publishers such as Goupil, Blanquart-Evrard,
Mansell, Agnew or Frith sold works direct as well as
through more general print dealers and booksellers.

Seminal galleries in America, such as Stieglitz’s
“291” rarely showed historical works, although New
York art dealer, Julien Levy, opened his gallery in
1931 with a retrospective of American Photography,
organised in collaboration with Stieglitz. Levy went
on to exhibit works by contemporary American and
European photographers, but also included shows of
Atget and Nadar. He quickly realised photography could
not support the gallery financially and introduced a
greater proportion of painting and sculpture. Neverthe-
less, many photographers shown by Levy in the early
1930s went on to become recognised and promoted by
the Museum of Modern Art, when Beaumont Newhall
introduced photography there in 1937.

Other galleries in Paris and New York were showing
exhibitions of photographs, but again, the emphasis was
on contemporary material and none could survive on
photography shows alone. In 1954, Helen Gee opened
her Limelight gallery and coffee bar in New York. She
struggled too, surviving only until 1961, even with
the income from the café subsidising the photography
gallery. However, among her few buyers were those
capable of influencing many: her last sale, of Julia
Margaret Cameron’s portrait of Julia Duckworth, was
to Beaumont Newhall.

In post World War I Europe, where there were already
a few active collectors of historical photographs, the
sources for old photographs were antiquarian booksell-
ers, general antique shops and markets, especially the
flea markets of Paris.

There were no regular auctions of photographs until
the early 1970s, but sporadic bursts of activity dur-
ing earlier periods injected notable caches of material
into the market place. Probably the earliest and most
significant of these were the auctions of works by
Roger Fenton. The commercial failure of his Crimean
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photographs prompted the publishers, T. & R. Agnew
& Sons, to dispose of “all remaining copies of Fenton’s
Photo Pictures of the War In The Crimea” through the
auctioneers Southgate & Barrett on November 29, 1856,
“and five following evenings.” The art dealers, Colnaghi,
advertised Fenton’s negatives for sale in January 1857,
possibly having acquired them from this auction and in
1862, when Fenton quit photography, auctioneers J. C.
Stevens sold “instruments, cameras and photo views of
England & Wales by Roger Fenton.”

Occasional dealer catalogues including old photo-
graphs had appeared since an important example com-
piled by E. Weil and published by London bookseller,
E. P. Goldschmidt in 1939. Others followed this practice
in the early 1970s such as the American dealer, George
Rinhart, offering “Americana, Photographic Images
and Rare Books.”

Lee Witkin is considered the first successful modern
dealer in photographs, his New York gallery opening
in 1968 and establishing a precedent that was to be
followed by others. Witkin maintained a stock of 19th
century photographs, but like most other galleries in
America, modern and contemporary photography
predominated. With an occasional exception, such as
the influential Galerie Texbraun in Paris, it was left to
a handful of private dealers to nurture a still embryonic
secondary market for historical photographs. Led again
by American interest, a small network of dealers became
established in the late 1960s and early 1970s, mostly
in the USA but including prominent figures in England
and France.

The auction houses now took the decision to enter
what could reasonably be perceived as an emerging
market. The specialist book auctioneers, Swann Galler-
ies had been responsible for the first photograph auction
in the United States with the Marshall sale in 1952 and
Sotheby Parke Bernet held two successful sales from the
estates of Will Weissberg and Sidney Strober in 1967
and 1970, but the first of the regular auctions was held
at Sotheby’s Belgravia saleroom in London in 1971.
Christie’s followed with auctions in London, and soon
after both houses introduced sales in New York, as did
Swann Galleries.

From the beginning London auctions were the focus
for 19th-century material while 20th-century works
dominated in New York. London quickly became the
primary source for 19th century photographs fresh
to the market; the publicity generated by early sales
attracting important private consignments of archives
and collections, many of which had long languished in
dusty basements or attics. By the 1980s, when the Getty
Museum made the decision to collect photographs they
were able to acquire several ready-made collections in-
cluding that of Sam Wagstaff, a key figure in the London
auctions. Other notable collections including those of



the Canadian Center for Architecture and the How-
ard Gilman Foundation include rare treasures, which
emanated directly from Christie’s South Kensington or
Sotheby’s Belgravia. There can be few collections of
19th century photographs established since the 1970s
that do not include auction purchases made either di-
rectly or acquired later through dealers.

Like other markets there has been gradual evolu-
tion and during the 1990s, the lure of regular auctions
in Paris attracted international dealers and collectors.
Again, examples have made their way into such famed
collections as those of the Metropolitan Museum of Art
in New York.

The complex relationship between museum curators,
collectors, dealers and auctioneers is both competi-
tive and supportive and has played a major part in the
rescue and recognition of works by many photogra-
phers. Through such discoveries our knowledge of
photography’s history has been enhanced. The role of
auction houses and dealers has contributed to the gradual
acceptance of the historical and aesthetic importance of
19th century photographs.

LINDSEY S. STEWART

See Also: Murray & Heath, Vernon; Hering, Henry &
Co.; Photographic Exchange Club and Photographic
Society Club, London; Cameron, Julia Margaret;
Cole, Sir Henry; South Kensington Museum; Goupil
& Cie; Blanquart-Evrard, Louis-Désiré; Mansell,
Thomas Lukis; Agnew, Thomas and Sons; Frith,
Francis; Stieglitz, Alfred; Atget, Jean-Eugene-
Auguste; Nadar (Gaspard-Félix Tournachon);
Newhall, Beaumont and Nancy; and Fenton, Roger.
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AUSTRALIA

When the French barque Justine arrived in Sydney from
Valparaiso, Chile, via New Zealand on 29 March 1841,

AUSTRALIA

Gallic Captain, Augustin Lucas (1804-547?) brought
with him a daguerreotype camera and plates. His arrival
was only a few days after Richard Beard (1801-85)
opened London’s first studio in Regent Street on 23
March 1841. The Australasian Chronicle of 13 April re-
ported Lucas’s intention to “dispose of the instrument at
prime cost. The purchaser will be fully instructed in the
method of taking views.” A demonstration by a number
of “gentlemen” took place a month later on 13 May. “At
the stores of Messrs Joubert and Murphy, an interesting
trial of the advantages of the Daguerreotype was made
on Thursday, at which we were present, and received
the politest attention at the hands of the gentlemen who
conducted the experiment...an astonishingly minute and
beautiful sketch was taken of Bridge-street and part of
George-street, as it appeared from the Fountain in Mac-
quarie-place” (Australian, 15 May 1841). No trace of
the first photograph made in Australia has been found
since its announcement over 164 years ago.

Captain Lucas returned to France in the Justine on 3
June 1841 (Sydney Morning Herald, 4 June 1841).The
equipment may have been sold to one of the reported
witnesses, Didier Numa Jourbert (1816—-81), a French
wine and spirit merchant and partner of Irishman Jer-
emiah Murphy. In 1843 Jourbert sold “a very superior
daguerreotype [camera], complete, with all the appara-
tus, and a great number of plates” along with the con-
tents of his Macquarie place household before leaving
for Europe (Sydney Morning Herald, 21 March 1843).

No further mention of photography by the media is
known until the arrival of George Baron Goodman (w.
184248, died 1851) the first professional photographer
in Australia. Goodman was a Beard licensee who arrived
in the Eden at Sydney on 5 November 1842 (Sydney
Morning Herald). Goodman made around seventy
miniature portraits in his “laboratory,” a blue glass
conservatory designed to capture the sun on the roof
of the Royal Hotel in George Street. A week prior to
the public opening, he showed them to the press. “The
likenesses are indeed exact, and the sitter is only kept in
suspense about half a minute...The charge is extremely
moderate—a portrait, frame and case being less than
the cost of a new hat, or a box at the theatre” (Sydney
Morning Herald, 13 December 1842).

Goodman advertised to provide sitters with “highly
finished reflections of themselves” (Hobart Town Crier
and Van Diemen’s Land Gazette, 6 October 1843), but
it seems his daguerreotypes disappointed many sitters
with their likenesses. A common complaint was the
blue-grey deathly pallor. Extant daguerreotypes by
Goodman verify the inadequacies of his technique, but
with virtually no competition from any other photogra-
phers, he had a monopoly during the four and half years
he was in business.

With the economic depression depleting customers in
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Sydney, Goodman became an itinerant photographer. He
travelled to Hobart Town, Van Diemen’s Land in August
1843. He soon discovered he had a competitor, the por-
trait painter Thomas Bock (1790-1855) who advertised
his intention to “take photographic likenesses in the first
style of the art” (Hobart Town Advertiser, 29 September
1843). As a Beard licensee, Goodman threatened Bock
with legal action. Bock withdrew, deferring professional
daguerreotyping until Goodman had retired in Sydney
in 1847. Before Goodman’s departure from Hobart in
February 1844, he displayed daguerreotype views of
the city which were bought by Colonial Secretary, J.E.
Bicheno, but these do not survive.

While Goodman was in Tasmania, two English
professional photographers, C. and J. Trood, (w.1843—
44) late of Claudet’s Royal Adelaide Gallery of Arts
and Sciences, swooped into Sydney in December 1843
and advertised coloured daguerreotype portraits for one
guinea to £1.10s each, including morocco case. By the
time Goodman returned to Sydney in March the Trood’s
had moved on, thus avoiding the litigious Goodman.
Joubert and Murphy (their partnership resumed) must
have recognised that Goodman’s hold over the British
colonies was collapsing with the sale of his business
in April 1847 to his brother-in-law, Isaac Polack (w.
1845-51). At the end of the month they advertised “four
complete Daguerreotype apparatus, with all the latest
improvements, and a number of plates” (Sydney Morn-
ing Herald, 30 April 1847).

The first resident Hobart photographer, stationer and
lithographer, Thomas Browne (1816—70) began taking
daguerreotype portraits in September 1846. By 1847 his
portraits could be taken without the aid of direct sun-
light, Browne advertising that his portraits “are always
taken in the shade, in which persons can better preserve
a natural and pleasing expression of countenance. The
early hours of the day are generally more favourable”
(Moore’s Hobart Town Directory, 1847).

‘While Goodman’s 1844 Hobart views remain elusive,
Australia’s earliest extant view daguerreotype survives
in the Tasmanian Museum and Art Gallery. This full
plate of Murray Street, Hobart was taken in December
1848 by British itinerant daguerreotypist, J.W. Newland
(w. 184849, died 1857) (Hobart Town Courier, 9 De-
cember 1848). It is a remarkable image for not only does
it record the principal buildings, harbour and distant
mountains, but people going about their daily business
in the main street. Newland’s stock portraits and views
were exhibited at his Daguerrean Gallery in Murray
Street, including 200 portraits of exotic people such as
the King and Queen of Otaheite (Tahiti) made on stops
during his journey across the Pacific ocean.

Australia’s indigenous population was also photo-
graphed in the 1840s, but few images survive. Douglas
T. Kilburn (1811-71), brother of William E. Kilburn (w.
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1847-64), the London society photographer, established
the first professional photographic studio in Little Col-
lins Street, Melbourne, Victoria in 1847. In October,
only two months after setting up, he paid local Aborigi-
nes, Koories from the Yarra Yarra tribe to sit for him.
Kilburn recounted that the sitters were “superstitious”
and fearful of “some misfortune” in having their por-
traits made (//lustrated London News, 26 January 1850:
53). It appears that not one of the men and women sat
twice, despite his inducements, ““...as upon seeing their
likenesses so suddenly fixed, they took him for nothing
less than a sorcerer.” (Papers and Proceedings..., vol.
2, 1850-53: 504). Several of the portraits (thought to
number as many as ten) were copied for engravings in
1848, 1849 and 1850. These have been identified with
three daguerreotypes in the collection of the National
Gallery of Victoria.

Another ten years passed before anyone again
showed interest in photographing indigenous people.
Aborigines were photographed in Western Australia in
February 1858 by Royal Navy Lieutenant and amateur
photographer, Arthur Onslow (1809-79) of the HMS
Herald during his visit to King George Sound, Albany.
Like Douglas Kilburn, he paid the frightened men to
pose: “At first, I had great trouble getting them to sit, as
they were afraid we w[oul]d. cause their death.” Onslow
added, “by giving them 6d. they plucked up courage
enough to let me bring the lens to bear on them but
they are bad sitters” (Arthur Onslow Journal 1857-61,
7 February 1858).

It was widely thought that the Aboriginal people
were a “dying race” soon to become extinct through
warfare with the European colonists. To “save” them,
George Augustus Robinson, the Methodist ‘protector’
of the Aborigines in Van Diemen’s Land removed them
to Flinders Island in 1834. By 1847 only 44 people had
survived due to their lack of immunity to European
diseases. They were moved to areserve at Oyster Cove,
near Hobart.

The Bishop of Van Diemen’s Land, Francis Russell
Nixon (1803—-79) an amateur photographer, made pho-
tographs of nine members of the Oyster Cove Coal Tribe
in March 1858. These early photographs of Tasmanian
Aborigines remained little known until the professional
photographer, John Watt Beattie (1859-1930) made
copies for sale to the tourist trade under his own name
in the 1890s. Beattie also copied professional carte-de-
visite portraits made by Charles Woolley (1834-1922)
of the remaining five Oyster Cove Aborigines then alive
in August 1866. The most well known are portraits of
Truganini (Lallah Rookh), (Bessy Clarke), and King
Billy (William Lanne).

Two years earlier in late 1864, Henry A. Frith (w.
1854-67) photographed the same three people, as well
as another woman called “Mary-Ann” (also called “Pat-



sy”). Marketed as The Last of the Tasmanian Natives,
Mary Ann, Truganini and Pinnanbothac were dressed
in crinolines and William Lanne in a three piece suit.
The women wore head-dresses of Oyster Cove shells to
signify their Tasmanian origin. The publication of this
photograph as an engraving in the [llustrated Sydney
News (November 1864) and the Illustrated London Jour-
nal (January 1865) achieved international notoriety.

German born photographers appear to have had
an anthropological predilection for photographing
Aboriginals in all corners of Australia. Charles Walter
(1831-1907) made view stereographs of Aborigines at
prayer in European clothing at Lake Tyers Mission Sta-
tion, Gippsland and ethnographic portraits of people at
Coranderkk in 1867-68. Frederick Kruger (1831-88)
visited Coranderrk in 1877 to take portraits of Ab-
originals for the Victorian Board for the Protection of
Aborigines. Copies were sold in albums. John William
Lindt (1845-1926) made a tableau vivant portfolio of
“Australian Aboriginals” in his studio at Grafton, New
South Wales in 1873-74. Semi-naked for white people’s
gaze, the anonymous people with their traditional cloth-
ing and weapons are uncomfortably displaced against
painted backdrops, dried flora and dead native fauna.
These images were widely published in the 1880s as
engravings in encyclopaedias. In the far north, Police
Inspector, Paul Foelsche (1831-1914) made forty-eight
portraits of Port Darwin and Port Essington Aboriginals
which were displayed by the South Australian govern-
ment in the Sydney International Exhibition of 1879.

The first commercial portfolio to contain views of
Melbourne, the Victorian goldfields and Aborigines was
Sun Pictures of Victoria by Frenchman Antoine Fauch-
ery (1823-61) and Richard Daintree (1832-78). Pro-
duced in ten monthly instalments, from November 1857
to early 1859, each part had five albumen photographs
mounted on card (La Trobe Library, State Library of
Victoria). Before leaving Melbourne in February 1859,
Fauchery summed the series up in a letter accompanying
an album to the French Minister of Public Instruction
and Worship: “There are some of great men, some of
towns, some of the mines, some of the savages. There
is a little of everything.”

Fauchery became an official war correspondent
and photographer for the French expeditionary force
in China. Daintree, a trained geologist made hundreds
of photographs of Queensland in his capacity as the
Geological Surveyor of North Queensland. After taking
an exhibition of his pictures and mineral specimens to
London in 1871, he was appointed the London Agent-
General for Queensland from 1872-76. His landscape
views were scientific and as well as documentary, in-
spiring others to take their photographic vans into the
country for the views trade.

Paper photographs became the choice of amateurs
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and professionals alike as soon as the collodion wet
plate process arrived in Australia in 1854. Prints made
from the calotype had a brief flush of popularity in
the 1850s with amateurs, but because of the long
exposures involved was little used by professionals.
Daguerreotypes were more durable in their cases, and
although in decline after 1860, were still available until
the late 1860s. Cased ambrotypes were popular from
1855 until 1865. The American trained photographer,
Thomas Skelton Glaister (1824-1904) and the Freeman
Brothers (w. 1853-95) from England specialised in the
collodion ambrotype. Joseph Lyne Brown (w. 1854—-80)
introduced the process to Sydney in 1854 and J. S.
Scarlett (w. 1854) to Melbourne the same year. William
Blackwood (1824-97) and James Freeman (1814-90)
saw the advantage of using the collodion glass nega-
tive to make limitless albumen paper copies before the
ambrotype completely fell out of favour.

The carte-de-visite (cdv) was patented by A.A.E.
Disdéri on 27 November 1854 and introduced to Brit-
ain by the French firm A. Marion and Company, but
received little notice there or in Australia until some
years later.

William Blackwood announced the Australian launch
of the cdv on 12 May 1859. This “Novelty in the Fine
Arts” anew style of miniature visiting card portrait was
available for 12 shillings a dozen. The Sydney Morning
Herald prophesised: “Truly this is producing portraits
for the million.” Although meant metaphorically, it
would be some time before the population approached
this figure as only 350,000 people lived in the colony
of New South Wales in 1859. Indeed, the whole of
Australia’s population did not exceed one million until
1861.

Blackwood’s announcement met with total public
indifference. He re-advertised “portraits on visiting
cards” on 18 May, but not again. In fact this indiffer-
ence extended to the whole Sydney profession as no one
else advertised “visiting cards” in the Sydney Morning
Herald until 9 November 1860. Why? An important
accessory was missing—the photograph album.

John Jabez Edwin Mayall’s (1810-1901) portraits of
the British Royal family taken at Buckingham Palace on
10 May and I July 1860 launched the cdv in the British
Empire and the United States of America. Copies of
Mayall’s portraits housed in the Royal Album arrived
in Sydney by 18 October 1860 (‘“Per Overland Mail,”
Sydney Morning Herald).

Sydney photographer William Hetzer (w. 1850-67)
can be credited with the successful introduction of the
cdv to Australia in 1860. In 1858, noticing the popularity
of imported stereographs, he created a market for ste-
reographic views of Sydney and its surrounds. Eighteen
months later he created the market for the carte-de-visite
album portrait in Australia.
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Hetzer seemed to have an instinct for predicting new
photographic fads. On 10 November 1860 he advertised
in the Sydney Morning Herald that he had imported a
camera “‘expressly adapted for the new style of Portraits
aux Cartes.” Hetzer’s order for camera and supplies was
timely, enabling him to be the first to market the new
process in Sydney. Blackwood, the original proponent
in 1859, did not advertise cdvs again until December
1861.

Mayall’s Royal Album with its portraits of the Royal
family provided the impetus for people to have their
own family album. Next to the Bible, the photographic
album was a family’s most treasured possession. It was
a compact and portable memory bank designed for cdvs
and later for tintypes. It approached the size of a Bible
when it was upsized for cabinet cards and views. Its
shape changed for Kodak prints and postcards at the
turn of the century. The album became the principal
repository for all kinds of photographic images, and
remained so until the widespread use of digital imag-
ing and computer storage in recent years. However, the
album never lost its usefulness or popularity.

As a result of the success of the cdv and negative
photography, the number of photographers leapt in the
1860s. Before the gold rush of 1851 there were less than
six daguerreotypists in Australia. There were 249 profes-
sional, amateur and travelling photographers working
across the country from 1850 to 1859. Between 1860
and 1870, the number of photographers in Australia
rose to 367. Of these, only about 43 were travelling
photographers. From 1866, following the Melbourne
Intercolonial Exhibition, many photographers advertised
their awards on the back of their cdv cards and on view
cards sold in portfolios or individually for framing.

Many photographers stayed in the trade only a
few months when they found that profits could not
be sustained. Some, perhaps uncertain whether the
boom would last, retained two professions. John Sharp
(1823-99) of Hobart Town was Governor Young’s den-
tist, as well as a photographer, photographic supplier
and retailer in stereo-views of Tasmanian scenery from
1856-62. Together with Frederick Frith he made a five
part panorama of Hobart from the Domain in January
1856. This panorama is seen as the beginning of the
views trade in Australia.

News of the Tasmanian panorama spread to Sydney
and Melbourne, where photographers quickly followed
suit by making larger panoramas. In Melbourne, Walter
Woodbury (1834-85) (inventor of the Woodburytype)
made an eight part panorama of the streets of Melbourne
in circa 1857. Ten part panoramas of Sydney were
made in 1858 by the Freeman Brothers and William
Blackwood.

Panoramas were expensive and sales were low com-
pared with the small and ubiquitous cdv. The cdv was
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perfect for portraits of people posed in their “Sunday
Best,” however there were rigid conventions and a nar-
row catalogue of orthodox poses for studio portraiture.
Exceptions to the “house-style” were made by itinerant
photographers who seemed as interested in real estate
as much as portraiture. Men, women and children re-
sponded enthusiastically to requests by itinerant pho-
tographers to pose outdoors in front of their residences,
modest or grand. Shop owners stood with their staff and
customers in front of their shops free from the constrict-
ing apparatus of the studio.

Street photography had been tried by Charles Dicker
(w. 1861) who exhibited twenty four ambrotypes at the
Victorian Exhibition “illustrative of the buildings and
places around Dunolly” (Argus, 8 October 1861). These
outdoor portrait-views were a precursor to cdv itinerant
photography, but it seems Dicker met with little commer-
cial success. Only twenty two plates survive and are now
part of the La Trobe Library, State Library of Victoria.

The finest exponents of itinerant street photography
were Henry Beaufoy Merlin (c. 1830-73) and his
assistant, Charles Bayliss (1850-97). In September 1870
the Englishman and Australasian Photographic Company
said it would “photograph every public building, shop,
and private residence in Sydney.” They claimed to have
created a “revolution...in street photography...within
the last 2 years they have photographed almost every
house in Melbourne, and the other towns of Victoria”
(Sydney Morning Herald, 21 September 1870). In 1873
Merlin and Bayliss arrived at Hill End, New South
Wales, where they documented the burgeoning gold
mining town and nearby Gulgong. Their studio was built
on land owned by their future patron, German emigrant
Bernard Otto Holtermann (1838-85).

Holtermann hoped to play a vital role in introducing
photographs of Australian urban life and scenery to the
world. He came into serious wealth as a major share-
holder and mining manager of the Star of Hope Gold
Mining Company which in 1872 uncovered the world’s
largest specimen of reef gold, standing 144 centimetres
high. It was valued at over 50,000 pounds, a fortune at
the time. Seeing the excellence of his tenant’s photo-
graphs, he engaged Merlin to help him with his vision
to promote migration to Australia through photography.
Using Daintree’s example for the London Exhibition of
Art and Industry of 1871, he proposed that New South
Wales should do the same with “Holtermann’s Interna-
tional Travelling Exposition” of panoramic photographs,
minerals, models of machinery, raw materials, zoologi-
cal specimens and natural produce.

When Merlin died of pneumonia in September 1873,
Bayliss took over Holtermann’s project. He travelled
to Ballarat, Victoria in 1874 where he made a nine part
360 degree panorama of the mining city from the tower
in the Town Hall. In 1875 he positioned himself in the



tower of Holtermann’s mansion in North Sydney to
make a 22 part panorama of Sydney Harbour and sub-
urbs. The glass plates were each 55.8 x 45.7 centimetres
and when the prints were joined together they formed
a view almost ten metres long. The “Holtermann Pan-
orama” was exhibited in the USA and Europe winning
competition medals at the Philadelphia Centennial of
1876 and the Paris Exposition Universelle Internatio-
nale in 1878.

Daintree’s and Holtermann’s promotion of their colo-
nies’ virtues led to the commissioning of photographers
by the Government Printing Office’s in other Australian
colonies. Some of the most interesting views were made
for exhibition in inter-colonial and overseas exhibitions,
and for presentation to politicians and foreign dignitar-
ies. None of the government photographs were for sale
to the public so as not to interfere with the commercial
views trade.

Photographically illustrated books were produced
from the early 1860s on diverse scientific topics such as
medicine, astronomy, geology, natural history, anthro-
pology and expeditions, replacing the publishing norm
of intaglio and lithographic plates with real photographs.
The most outstanding book of its kind is the Narrative
of the Expedition of the Australian Squadron to the
South—East Coast of New Guinea, October to December,
1884, published by Thomas Richards, NSW Govern-
ment Printer in 1885. The 35 photographs recording the
proclamation of the British Protectorate on 6 November
1884 were taken by Augustine Dyer (w. 1873—-1923) and
John Paine (w. 1873-91).

Charles Nettleton (1826—1902), a regular exhibitor
at colonial exhibitions from 1868 specialised in view
photographs which he sold in albums. Nettleton was
also an official penal photographer from the 1870s.
He made full length cdv portraits of the bushrangers
Harry Power in 1870 and ten years later of outlaw Ed-
ward “Ned” Kelly. On the day prior to his execution at
Pentridge Goal on 11 November 1880, Kelly asked that
“his photograph [be] taken by a departmental operator
and copies [will] be given to his friends” (Argus, 11
November 1880).

An Australian icon then and now, following his
capture at Glenrowan on 28 June 1880, Ned Kelly
had been tried and sentenced to death by hanging. His
‘gang’—three young men aged in their twenties—died
in “The Glenrowan Inn,” after it was set on fire by the
police. The next day, the scorched and smoke blackened
corpse of Joe Byrne, which had been dragged clear of
the fire, was brought to Benalla and strung up on the
door of the police lock-up for photography. J. W. Lindt
photographed his colleague Arthur W. Burman (w.
1878-96) at his grisly work.

Live-action photographs of the fire at the hotel,
its smoky progress and aftermath were taken by the
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unknown Oswald Thomas Madeley (w. 1880) who
set his tripod up in the midst of the police siege. A set
of nineteen photographs is held in the Copyright Col-
lection, La Trobe Library, State Library of Victoria. It
seems Madeley sold the rights to some of these dramatic
images to James E. Bray (w. 1865-91) of Beechworth
and to Burman who together made cdvs from Madeley’s
negatives selling them under each other’s imprint.

Introduced in 1880, the dry plate provided greater
freedom and flexibility for portraiture, enabling prepara-
tion of plates in advance, as well as a lighter load when
travelling outdoors.

Victorian Nicholas Caire (1837-1918) was a spe-
cialist landscape photographer “in search of the pic-
turesque.” Always scouting for sites within striking
distance of Melbourne, he specialised in fern gully
scenes around Healesville sparking a new interest by the
public in recreational tourism and the outdoors. J. W.
Lindt also specialised in views of the fern-tree gullies
and bush around Fernshaw. In 1887 landscape photo-
graphs by Bayliss, Lindt and Caire were lithographically
reproduced in colour from original negatives by the
Sydney printers Phillip-Stephan (1887-1910).

A new nationalism in photography and landscape
painting arose from the late 1880s. By the end of the
century, souvenir photographs, photolithographs and
postcards could be bought of the new tourist routes
opened up by railways.

Amateur photographic societies were founded in
1885 in South Australia and Queensland allowing a new
group of amateurs to exhibit their work in local and inter-
colonial competitions. Photographic magazines like the
Australian Photographic Journal founded in 1886, and
others, greatly increased the interest in photography.

Around 1890 silver bromide gelatine coated papers
were introduced allowing prints to be developed more
quickly. Pictorial photographers such as John Kauff-
mann (1864—-1942) used bromide paper for soft-focus
photographs which were “mistaken for works of art.”
(South Australian Register, 19 October 1901) Kauffman
had witnessed the Pictorial movement in Europe and was
an early convert. He operated a successful business in
Melbourne until the mid 1930s.

The Kodak pocket camera was released in Australia
in 1896. It was aimed at the snapshot photographer,
rather than the true amateurs who were used to darkroom
developing, printing and toning their work. Women were
encouraged to take up snap-shot photography to provide
“an outlet for the dormant artistic tendencies locked up
in the minds of so many women” (Australian Photo-
graphic Journal, 20 April 1897). The earliest known
female amateur was Louisa Elizabeth How (1821-93)
who made an album of salted paper prints from 1857-59.
Only twelve women are recorded as working as profes-
sionals during the late 1850s and 1860s. Some operated
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independently, others were the wives of commercial
photographers.

The Federation of the colonial States into the Com-
monwealth of Australiain 1901 was a cause for celebra-
tion. Also celebrated was Australia’s pastoral prosperity
as “the land of the Golden Fleece.” “Rose’s Stereoscopic
Views” of triumphal arches, illuminations and buntings
on light poles and bridges are perhaps the most well
known images of an otherwise forgotten photographic
moment. Yet the new millennium was distinguished by a
national enthusiasm for Australia’s natural assets—gum
trees, sun and light which became the mainstay in picto-
rial photography, painting, printmaking and decorative
arts until the Great War.

WARWICK REEDER

See Also: Beard, Richard; Daguerre, Louis-Jacques-
Mandé; Claudet, Antoine-Francois-Jean; and Mayall,
John Jabez Edwin.
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AUTOTYPE FINE ART COMPANY

The Autotype Fine Art Company began life in 1868 as
the Autotype Printing and Publishing Company, with a
factory in Brixton and offices at 5 Haymarket in Lon-
don. From its inception to the present day the company
has been involved in a variety of methods of producing
images and imaging materials. For almost a hundred
years, however, it was best known for its exploitation
of Joseph Wilson Swan’s Carbon Process, a method of
producing prints in permanent pigments.

Swan patented his process in England in 1864 (No
503) and originally worked the process commercially
himself. In 1868 he sold the English rights to a chem-
ist, John Richard Johnson, and a photographer, Ernest
Edwards, both of London. The same year, the rights were
in turn acquired by the newly formed Autotype Printing
and Publishing Company, with Johnson and Edwards
becoming major shareholders. The name Autotype had
been devised before the company existed, possibly as
early as 1864. It was proposed by art critic and one
time editor of Punch, Tom Taylor, and derived from two
Greek words, ‘autos’ meaning self, and ‘tupos’ meaning
stamp, as in the impress of a seal.

The merits of the carbon process, rich tonal range
and, particularly, its permanence soon commended
itself to other photographic entrepreneurs. Almost im-
mediately, rivals announced a series of doubtful ‘im-
provements’ to the process and the company was forced
to assert its patent rights. The company successfully
defended its position, either in court or by buying out
the opposition. Under the company’s umbrella, Johnson
was also working on improvements to Swan’s original
process and new patents were filed in February 1869
and January 1870.

Despite its early problems, the company success-
fully developed the business of supplying carbon print-
ing materials as well as making carbon prints for the
photographic trade and to sell directly to the public. In
1870, the London office was transferred to 36 Rathbone
Place, next door to the artists’ suppliers, Windsor &
Newton. The factory was also moved from the original
site in Brixton to new premises in what was then a rural
location at Ealing. In order to raise further capital, the
company was refloated and now called the Autotype
Fine Art Company Limited.

During the next few years, the company underwent a
period of rapid expansion and diversification. In 1871 a
photo-collographic printing department was added to the
Ealing factory under the management of J.R.M. Sawyer
and W.S. Bird. It also acquired the expertise of J.A.
Spencer by amalgamating with his independent carbon
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printing business. Other rival concerns were acquired
in similar fashion, A further reorganisation took place
in 1873 when Spencer, Sawyer and Bird, purchased all
patents, property and stock to form a new firm, Spencer,
Sawyer, Bird and Co. The Autotype Fine Art Company
continued as a separate concern dealing with the fine art
business until the end of 1875 when it was purchased by
Spencer, Sawyer, Bird and Co. The new joint concern
now became simply The Autotype Company.

By the latter half of the 1870s, the Autotype Fine
Art Company had become a prosperous and thriving
concern with world wide interests. It was rapidly gaining
areputation for high quality carbon print reproductions
of fine art and photographs. In the sixth edition of his
manual, The Autotype Process (1877), Sawyer claims
that the publication forms the basis of manuals in five
languages and that galleries throughout Europe as well
as “...our own splendid collections at the British and
South Kensington Museums have yielded copies of their
pictures.” Advertisements at the back of the book give
further insights into the market for Autotype reproduc-
tions. The company’s catalogue included copies of
works by Reynolds, Turner and Michael Angelo. Also
listed is “A Splendid Series of Mrs Julia Cameron’s Art
Photographs.” The body of the manual contains detailed
instructions for working the Autotype process. There
is also a note stating that instructions *“ will be given
at the Autotype Works by previous appointment only,
Tuesdays, Wednesdays and Thursdays in each week.”

Towards the end of the century, Autotype broadened
its interests further. It moved into the general photo-
graphic supply market, selling collodion for wet plates
and later its own brand of gelatine dry plates. More im-
portantly, it found a new market for the pigment paper.
This was an essential component of photogravure, a new
means of producing book and periodical illustrations that
was being perfected and commercially exploited. The
Autotype Fine Art Company was one of the first firms
to experiment with the process and called their version
‘autogravure.” They provided illustrations for books,
including plates for Peter Henry Emerson’s Pictures of
East Anglian Life, but soon found it more profitable to
concentrate on supplying pigment paper to what was a
rapidly growing branch of the printing industry. By 1930,
production of photogravure pigment paper represented
about 75% of the company’s manufacture.

In 1919 Autotype purchased the rights to H.E.
Farmer’s Carbro process, carbon prints made directly
from bromide prints. Autotype simplified the process
and began promoting it commercially in 1921. It became
popular during the 1920s and 1930s, particularly in the
form of trichrome carbro printing, a means of produc-
ing fine colour prints. Autotype supplied materials and
instructions for the process until it was displaced by
tri-pack colour film.
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The 1950s saw Autotype finally abandoning carbon
printing. The company’s main business now centred
around supplying materials to the thriving photogra-
vure companies and also the rapidly growing market of
screen printing. Autotype had entered the latter business
in the 1920s, manufacturing a special pigment paper
for the trade. From1958 to 1963 it also successfully
marketed its own carbon based photo-stencil process.
By 1976 the company had outgrown the Ealing factory
and moved to a new site at Wantage, Oxfordshire. The
company underwent another minor title change and be-
came Autotype International Limited. At the beginning
of the 21st century, Autotype International is a global
company. It has moved into digital printing applications
and now provides materials for touch screens, LCD
displays and control panels.

JoHN WARD
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BABBITT, PLATT D. (1823-1879)

American photographer

Equal parts artist and entrepreneur, Platt Babbitt made
memorable photographs in a frontier region of young
America. For several years, he worked a commanding
vantage, selling to tourists daguerreotypes he made
of them as they experienced brink of Niagara Falls.
Information about Babbitt—and a good bit of his
legendary appeal—was influenced by accounts writ-
ten more than 30 years after the facts by John Werge,
a traveling photographer and teacher from Scotland,
who sold accoutrements for the early photographic
processes and later wrote about his exploits in a book
copiously entitled, The Evolution of Photography with
a Chronological Record of Discoveries, Inventions, Etc.,
Contributions to Photographic Literature and Personal
Reminiscences Extending over Forty Years. Werge may
have overstated Babbitt’s “monopoly” over photographs
of the Falls, where he was said to have taken daguerrean
exposures of visitors “without their knowledge,” but he
was fully accurate in identifying Babbitt as a “speciman
of American character.”

Born and raised in Lanesboro, Massachusetts in a
Berkshire farming family, Babbitt caught the national
impulse for westward migration, and followed the Mo-
hawk Trail toward the great Niagara, the giant cascade
that had captured the imagination of a young American
republic with its power and subliminity. The Erie Canal,
which paralleled the age-old byway of native people,
had opened in 1825, facilitating travel and tourism,
and Niagara Falls was a commanding destination. The
small village at the Falls became a far larger, as all sorts
of cash opportunities opened along the banks of the
Niagara. Vendors hawked access to special points of
view from which to consider the Falls, guidebooks, and
trinkets, including daguerreotype likenesses, displayed
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in cases and in jewelry. Platt Babbitt’s name first appear
in Niagara regional press advertisements in 1850, first
on the Canadian side, in partnership with photographer
and concessionaire Saul Davis, who was known for
his aggressive sales tactics, and later, by 1853, on the
American side, sometimes in partnership with a store
owners, such as with Thomas Tugby, owner of Tugby’s
Mammoth Bazaar, located several hundred feet from the
location that Babbitt used to make his images.

By 1853, Babbitt had leased property to create a pa-
goda to hold his camera set up, established with a view
toward the lip of the American Falls. It was a dramatic
site, where visitors could feel the huge roar of the falls
and enjoy the gentle mist that filled the air. Babbitt set
up his daguerreotype apparatus such that it also allowed
exposure of scenic Goat Island, Terrapin Tower and the
Canadian Horseshoe Falls in the background, along with
the likeness of tourists in the near ground, standing on
the rocks at the edge of the river. Babbitt then is among
the first to make a photograph to enhance a tourist’s
experience, and he is among the first to work the taking
of photographs within the landscape.

The likelihood that tourists were unaware that Babbitt
was exposing a daguerreotype plate of them is remote,
however, given the prominence of Babbitt’s pagoda and
the advertising of his studio, located in the second floor
of the building that provided entrance to an incline car,
also at Prospect Point. The incline elevator permitted
passage down the precipice to the ferry at the base of
the falls. All of this attention should have attacted even
the most awe-filled visitor, who would unlikely maintain
the pose and stillness that Babbitt’s images evidence.
Indeed, Babbitt was an intrepid business man, using
every device to attract business, shifting into different
media as it was called for by the advances of the pe-
riod. He also was a skilled image-maker; his full plate
daguerreotypes (6%2 x 8V2 inches) are uniformly well
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exposed, with remarkable depth of field and tonal range.
His compositions of the various sites from which to view
the Falls display creative points of view and framing.
Thus, it seems particularly unlikely that he would leave
the arrangement of his visitors at Prospect Point, and
the expense of his exposures, to chance.

Babbitt was a versatile photographer, a man who
seized opportunity to make a saleable image. His work
as a documentarian—as an early photojournalist, even
—rarely receives notice today. But in 1853, Babbitt
created one of the most gripping of any early photo-
graphs. In that year, a man named Joseph Avery was
boating above the Falls with a friend, when their boat
was overtaken by the current, and capsized. Avery clung
to a log that had lodged against a rock in the rapids. His
friend was swept over the brink to his death. It was a
bright day, and Babbitt had the time to move his camera
to water’s edge, where he made an image of the helpless
Avery clinging to the log in the water, moments before
his death. Attempts to save the man failed, and he, too,
was carried across the brink. Niagara was a place for
disasters, and for daredevils, and during his career,
Babbitt documented these events, as well as those who
came to visit.

Babbitt was not the first to document the Falls and its
visitors. M.H.L. Pattinson, an English daguerreotypist
who documented Niagara in 1841 for Noel Marie Pay-
mal Lerebours, publisher of Excursions Daguerriennes
vues et monuments les plus remarqualles du globe, was
the first, followed by several others in the 1840s, no-
tably including Frederick and William Langenheim of
Philadelphia. But Babbitt was the first resident photog-
rapher on the American side, and he knew the Falls in its
changing, annual faces, most spectacularly in the winter,
when few tourists braved the challenging Western New
York weather. His views all along the banks of the river,
and his views from the base of the falls and the Cave of
the Winds behind the falls, are spectacular, technically
skilled and artfully handled, at first as daguerreotypes
in full, half and quarter plates, later in dagurrean stereo
views and glass plate colloidon stereo, window trans-
parencies, and paper stereo prints.

Babbitt led a hard-scramble life in what amounted
to a frontier town. His photography attracted attention
through the 1850s, but late in that decade, the public
record shows, his work became more of a struggle. He
felt called on to defend his territory on Prospect Point
from encroachment by other photographers, and he
would disrupt their exposures with men waving open
umbrellas in front of their cameras. And he fought with
his landlord in a public brawl that attracted newspaper
attention. During the 1860s, he dropped away from
public view.

In 1873, a story in the local paper announces his re-
turn from “several years of retirement,” with an offering

106

anew glass transparency views of Niagara. And then in
1879, another story in the local press, reports his suicide,
after a period of poor health, suffering from weakness
and fainting spells. His death is marked by irony, for a
man as skilled as he in negotiating the dangerous shores
of Niagara, was found with a rock tied around his neck,
face down in a creek of three-feet of water in a small
town south of Buffalo.

Chiefly remembered for his setup exposures of
tourists at the edge of the Falls, Babbitt is represented
principally by this image in most museum collections
and histories of photography. His work as a landscape
photographer and documentarian is equally fine, and
increasing attention has been given to this work, notably
in Frank Henry Goodyear’s Constructing a National
Landscape: Photography and Tourism in Nineteenth
Century America, a dissertation for doctor of philoso-
phy at the University of Texas at Austin, 1998, and the
author’s The Taking of Niagara: A History of the Falls
in Photography, 1982, Media Study/Buffalo.

ANTHONY BANNON

See Also: Werge, John; and Daguerreotype.
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BACOT, EDMOND (1814-1875)

A painting student of Paul Delaroche, Edmond Auguste
Alfred Bacot took up daguerreotypye by 1846 (although
no examples survive) and paper photography by 1850.
His largest and most impressive photographs, made
with glass negatives between 1852 and 1854, depict
historic monuments in his hometown, Caen, and in
Rouen, Bayeux, and other sites in Normandy. With
their focus on Gothic architecture and deep swaths of
shadow, photographs such as Saint Maclou, Rouen rival
the work of Bacot’s Parisian counterparts and evoke the
romantic spirit of Victor Hugo’s writings and drawings.
A Republican sympathizer and supporter, Bacot visited
Hugo in exile on nearby Jersey in December 1852 and
provided photographic instruction to his son Charles
Hugo in Caen in March 1853. An album of 28 lavishly
presented photographs by Bacot (Metropolitan Museum
of Art, New York) likely consists of the prints sent to
Hugo and much admired by the writer and his son. Six
architectural photographs also appear in an album as-
sembled by Bacot’s fellow Norman gentleman-amateur,
Louis Alphonse de Bisson (Musée d’Orsay, Paris). More
widely distributed were Bacot’s formal portraits of Vic-



Bacot, Edmond. Saint-Maclou, Rouen.
The Metropolitan Museum of Art, Harris Brisbane Dick Fund,
1995 (1995.96.10) Image © The Metropolitan Museum of Art.

tor Hugo taken in 1862, on which occasion Bacot also

executed a series of stereoscopic views of the exiled

writer’s Guernsey residence, Hauteville House.
MaLcoLM DANIEL

BAKER AND CO, F. W.
(active 1850s—-1860s)

A prolific commercial photographer in Northern India
from the mid-1850s until the end of the 1860s, Baker
appears to have arrived in Calcutta in around 1855,
as an employee of the millinery firm of Appleton and
Co. He was also, however, concurrently managing the
daguerreotype studio of James William Newland and in
August 1857, on his return from a photographic tour of
the North West Provinces, he established his own busi-
ness in Calcutta under the title of Baker’s Daguerrean
Rooms. The studio flourished throughout the 1860s, in
due course changing its name to the Calcutta Photo-
graphic Company. While Baker produced the standard
commercial fare of portraits and topographical views
for the European market, the studio’s most historically
significant work remains its extensive documentation
of the devastating cyclone which struck Calcutta in
1864. Baker appears to have abandoned photography
completely in 1869, when his negative stock was sold

BALDUS, EDOUARD

to the firm of Saché and Westfield, returning to his early
trade as a milliner in the partnership of Baker and Catliff.
Between 1887 and 1896 he was resident in Rangoon
and although his date of death or departure from India
has not been established, he appears to have still been
living in Calcutta as late as 1908.

JOHN FALCONER

BALDI, GREGOR (1814-1878) AND
WURTHLE, KARL FRIEDRICH (1820-

1902)

Born in Telve, South-Tirol, Austria, Gregor Baldi
started work as an arts and crafts dealer in his broth-
ers shop in Linz, Upper-Austria at the age of 15. From
c. 1842-1861 he had his own successful art-shop in
Salzburg. He edited nine albums with steel-engravings
of topographic studies, some made by Karl Friedrich
Wiirthle, born Konstanz, Germany.

In January 1862 they established Baldi & Wiirthle in
a purpose-built studio in Riedenburg Nr. 17, a suburb
of Salzburg.

In 1866 the studio was moved to Schwarzstral3e near
the theatre. They made studio-portraits and groups in
albumen and later gelatine. But the most numerous
subjects were hundreds of location photographs of
Salzburg-town and landscape and mountain-photos of
country areas in Salzburg and his neighbourhood, now
housed in the Salzburger Museum Carolino Augusteum.
These photos were produced in a range of sizes from
carte-de-visite to 370 x 570 mm, and, from 1866, pan-
oramas (230 x 530 mm).

From 1874 they operated separate studios, with
Wiirthle moving to Schwarzstrale 11. From 1875 to 1880
Wiirthle alone was the owner of the studio of which the
name remained ‘Baldi & Wiirthle.” From 1881 to 1892
the atelier “Wiirthle & Spinnhirn’ belonged to Wiirthle
and his brother-in-law Hermann Spinnhirn, a chemist.

From 1892 to 1904 the studio name was ‘Wiirthle
& Son,” out of which they photographed and published
images.

‘Baldi & Wiirthle’ and their successors were the first
fully professional, important and well known photogra-
phers in the capital town of Salzburg and other western
countries of the Austrian empire and remained so until
about 1900.

ERHARD KOPPENSTEINER

BALDUS, EDOUARD (1813-1889)
French photographer

Edouard Baldus arrived in Paris to study painting in
1838 at the age of twenty-five, shortly before the first
public announcement of photography’s invention. He
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was a native of the small German town of Griinebach,
forty-five miles east of Cologne, and, according to some
reports, had first embarked on a career as an artillery
officer in the Prussian army before becoming a painter
in the early 1830s. He is said to have exhibited his paint-
ings with some success in Antwerp and to have traveled
throughout America as an itinerant portrait painter,
but neither statement can be confirmed by surviving
evidence. In Paris, Baldus worked outside the Ecole
des Beaux-Arts and atelier system; he submitted work
to each of the annual salons from 1841 to 1851 but
achieved little success and received no critical mention
as a painter. In the decade that followed, Baldus aban-
doned the easel and took up the camera, rose to the top
of his new profession, won international critical acclaim,
secured commissions from governmental ministries
and captains of industry, and created photographs now
considered masterpieces of art.

Baldus first experimented with photography in
the late 1840s, although no surviving prints can be
definitively dated prior to 1851, the year in which he,
Gustave Le Gray, Henri Le Secq, Hippolyte Bayard,
and O. Mestral were awarded missions héliographiques,
photographic surveys of the nation’s architectural patri-
mony carried out at the behest of the Commission des
Monuments Historiques, a government agency. Baldus’s
mission took him to Fontainebleau, through Burgundy,
the Dauphiné, Lyonnais, Provence, and a small section
of Languedoc. According to an account published the
following year (Baldus, Edouard, Concours de Pho-
tographie, Paris: Victor Masson, 1852), Baldus utilized
his own variation of the paper negative process, which
included a layer of gelatin to provide a smoother surface
and finer rendition of detail. Although prints from the
mission héliographique are rare, the majority of nega-
tives from this campaign survive in the collection of
the Musée d’Orsay, Paris. Extant prints and negatives
show that Baldus occasionally overcame the limitations
of scale, depth of field, and varying light conditions by
piecing together a jigsaw puzzle of individual negatives
to form a single large composition.

So impressive were Baldus mission pictures for their
clarity, beauty, and size that he quickly won government
support for a project entitled Villes de France Pho-
tographées, a series of architectural views of Paris and
provincial cities that fed a resurgent interest in France’s
Roman and medieval past. After photographing the chief
monuments of the capital in 1852, Baldus returned to the
south of France in the autumn of 1853, accompanied by
a student, Wilhelm von Herford (German, 1814—1866)
and an assistant. There he photographed, for the Villes
de France series and for his stock, many of the same
monuments he had recorded in 1851 on negatives that
he had subsequently been obliged to turn over to the
government. His large-format (35 x 45 cm) negatives of
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1853, however, show the Roman theater and triumphal
arch at Orange, the church of St. Trophime at Arles, the
Tour Magne and Maison Carrée at Nimes, and other
monuments of Provence with an unprecedented direct-
ness that would establish the standard for architectural
photography. Gone were the picturesque elements, fig-
ures, and anecdotal details present in his earlier photo-
graphs and traditionally considered necessary to animate
topographic prints of the period.

The following summer Baldus coursed the dirt
roads of the countryside by horse-drawn cart in the
company of Fortuné-Joseph Petiot-Groffier (French,
1788-1855), moving from ruined castle to thatched hut,
from pilgrimage church to paper mill, from town square
to wooded chasm, through the fertile lowlands and rug-
ged mountains of the Auvergne, in central France. In a
departure from his earlier work, perhaps owing to the
different physical character of this region, Baldus pho-
tographed not only medieval pilgrimage churches such
as Brioude and Issoire, but also vernacular architecture
and unpopulated landscape, adding a poetic force to
the graphic power and documentary value of his earlier
photographs.

By 1855, Baldus had established a reputation as the
leading architectural photographer in France, and his
pictures drew much public attention and critical notice
at the 1855 Exposition Universelle in Paris. In August
of that year Baron James de Rothschild—banker, indus-
trialist, and president of the Northern Railway—com-
missioned Baldus to produce an album showing views
along the rail route from Paris to Boulogne-sur-Mer.
The lavish album, presented to Queen Victoria as a
souvenir of her passage on the line during her state
visit to Paris and still housed in the Royal Library at
Windsor Castle, contains 50 beautifully composed and
richly printed photographs of cathedrals, towns, rail-
road installations, and ports that are among Baldus’s
finest images.

Also in 1855, Baldus began photographing on the
worksite of the New Louvre, documenting for the
architect Hector Lefuel every piece of statuary and
ornamentation made for the vast complex linking the
Louvre and Tuileries palaces. As individual records
these photographs served a practical function on the
bustling worksite, keeping track of the many hundreds
of plaster models and carved stones sculpted for the
project. As a collected whole, however, they formed
a new means of comprehending and communicating a
complex subject, bit by bit, to be reconstituted by the
mind. Only photography—precise, omnivorous, prolific,
and rapid—and then only in the hands of an artist both
sensitive and rigorous, could produce an archive as a
new form of art. Of the several thousand images made
at the Louvre during the period 1855-57, however, it is
the large-format photographs of the principal pavilions




that are his most carefully crafted and clearly articulated
demonstrations of photography’s unparalleled capacity
to represent architecture, fully exploiting the medium’s
ability to render the play of light, the volume of archi-
tectural forms, and the most intricate details. Baldus’s
photographs of the New Louvre were assembled in
albums (four volumes in each set) and presented by the
emperor to government ministers, the imperial family,
and the reigning monarchs of Europe as New Year’s
gifts in 1858.

In June 1856, in the midst of his work at the Louvre,
Baldus set out on a brief assignment, equally without
precedent in photography, that was in many ways its
opposite: to photograph the destruction caused by tor-
rential rains and overflowing rivers in Lyon, Avignon,
and Tarascon. From a world of magnificent man-made
construction, he set out for territory devastated by natu-
ral disaster; from the task of recreating the whole of a
building in a catalogue of its thousand parts, he turned
to the challenge of evoking a thousand individual stories
in a handful of transcendent images. Baldus created,
in the words of Ernest Lacan, a “painfully eloquent”
record of the flood without explicitly depicting the
human suffering left in its wake. The “poor people,
tears in their eyes, scavenging to find the objects most
indispensable to their daily needs,” described by the
local Courier de Lyon, are all but absent from his pho-
tographs of the hard-hit Brotteaux quarter of Lyon, as
if the destruction had been of biblical proportion, leav-
ing behind only remnants of a destroyed civilization.

BALDUS, EDOUARD

Baldus, Edouard. Entrance to
the Donzera Pass.

The Metropolitan Museum
of Art, Gilman Collection,
Gift of the Howard

Gilman Foundation, 2005
(2005.100.364.20) Image ©
The Metropolitan Museum
of Art.

In Avignon Baldus stood on the cathedral terrace from
which, a few days earlier, Napoleon III had surveyed the
floods, and pivoted his camera to compose a sweeping
six-part panorama that encompasses the entire Rhone
valley—the inundated island of Barthelasse, the town of
Villeneuve-les-Avignon, and the river, slowly returning
to the confines of its banks.

In the late 1850s, Baldus expanded his highly suc-
cessful series of large-format views of historic monu-
ments in both Paris and the provinces, and around 1860
he photographed the rough alpine regions of southeast-
ern France. At the height of his success, he employed
a dozen assistants and sold his work through a dozen
merchants in Paris and through print and book dealers
in Nimes, Hamburg, Florence, Venice, Turin, Milan,
Vienna, and London.

In the second of his two railway albums, commis-
sioned in July 1861 by the Chemins de fer de Paris a
Lyon et ala Méditerranée (PL.M), Baldus again pioneered
new aesthetic ground and drew from a decade’s work to
speak forcefully and eloquently about the relationship
of history and progress. The album is a masterfully
composed sequence of sixty-nine photographs of the
landscape, towns, principal sites of interest, and railroad
structures along the line from Lyon to Marseilles and
Toulon. By interspersing boldly geometric images of the
railroad tracks, stations, tunnels, and viaducts with his
classic views of historic architecture—the ramparts of
Avignon, the Maison Carrée, Saint-Trophime, the Pont
du Gard—Baldus presented Second Empire engineers
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as the natural heirs to a great tradition of building that
stretched back to Roman and medieval times. The final
section of the album presents the natural beauty of the
Cote d’ Azur, including the majestic rock formations at
La Ciotat. The concluding pair of images—the barren,
rocky Ollioules Gorge and the iron and glass railroad
station of Toulon—restates the album’s central theme of
progress, contrasting wilderness and civilization, nature
and man. A dozen examples of the PLM album are cur-
rently known (three in an abridged form).

While the PLM album is a triumphal climax to the
most fruitful period of Baldus’s artistic career, more than
half his professional life still lay ahead. During the next
two decades, he increasingly shifted his energy from
the production of ambitious and carefully crafted works
of photographic art to the commercial and industrial
applications of the medium. In part, personal factors
account for this shift. In the years following the death
of Baldus’s wife Elisabeth in March 1858, her mother
probably helped care for the couple’s children; after his
mother-in-law’s death in April 1862, the responsibili-
ties of fatherhood may have kept Baldus closer to home
and his three teenage children, and prompted him to
focus on Parisian views and on the publication of his
work in gravure form. By 1869, when his daughters
were married and his son had reached majority, Baldus
was approaching sixty, and the labor and hardship that
characterized the extended photographic excursions of
his younger days may have seemed less appealing, less
necessary, or less possible. External factors, however,
were also at work: social and economic forces increas-
ingly pushed photography toward ever-cheaper and
more widely distributed images. In the early 1850s,
few outside scientific, artistic, and aristocratic circles
collected photographs, but by 1860 the carte-de-visite
portrait and the stereo card, produced by the thousands
and available at extremely low cost, had brought pho-
tography into the homes of a much broader public. It
was surely in an attempt to market his work to the sou-
venir-seeking tourist and public that Baldus produced a
series of 95 small-format views of Paris (approximately
20 x 30 cm) in the early-1860s, and even tried his hand
at stereographic photography. In contrast to his large-
format work of the previous decade, his smaller, glass-
negative photographs of Paris and the provinces appear
indifferently composed and printed.

Beginning in the mid-1860s and lasting until the
early 1880s—in other words, for more than half his
career as a photographer—Baldus’s primary commercial
activity centered on the production of photogravures,
a process that he had first explored as early as 1854.
Baldus’s photogravure process (or “héliogravure,’
as he called it) triumphed equally as a photographic
method of producing facsimile gravures and as a gra-
vure method of printing photographic images. His first
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major publications in gravure form, issued from 1866
to 1869, all reproduced ornamental engravings by past
masters—Heinrich Aldegrever, Hans Sebald Beham,
Jacques Androuet Ducerceau, Albrecht Diirer, Hans
Holbein, and Marcantonio Raimondi.

Baldus first published his own photographs in
photogravure form in a three-volume publication on
the architecture and ornamentation of the Louvre and
Tuileries palaces that parallels his earlier photographic
albums. Palais du Louvre et des Tuileries: Motifs de
Décorations... must have seemed ironically timely, for
while it was still being issued the Tuileries Palace and
parts of the Louvre were burned down in the destruction
of the 1871 Commune. Although he did not reveal the
details of his process, nor enter the Duc de Luynes’s
competition, Baldus achieved results in photogravure
that were unrivaled in their detail, smoothness of grada-
tion, and richness.

Encouraged by the success of his volumes on
the Louvre, he published a portfolio of one hundred
photogravures reproducing elements of interior and
exterior decoration of the Chateau de Versailles and of
the Grand and Petit Trianons—garden vases, statuary,
fountains, paneling, moldings, consoles, tables, and so
forth, as well as six exterior architectural views. With
his photogravure publication Principaux Monuments de
la France in the early 1870s, Baldus came full circle,
issuing in gravure form a series of architectural photo-
graphs much like his Villes de France photographiées of
the early 1850s, and, in a few cases, utilizing the same
negatives. Baldus’s last known photographic activity
was a publication in the same vein as his Louvre and
Versailles volumes—a collection of one hundred photo-
gravures of the architectural and sculptural decoration of
the new Hotel de Ville of Paris, built from 1882 to 1884
to replace the building burned down by the Commune
a decade earlier.

Baldus’s extensive publishing activity did not nec-
essarily signal financial success. Perhaps having over-
extended himself in the production of Hétel de Ville
or perhaps the victim of other circumstances, Baldus
transferred to his son-in-law more than seven hundred
copper printing plates for the Louvre, Versailles, Hotel
de Ville, and Ducerceau gravures, and thousands of
unsold prints from those publications as collateral for
a small loan in October 1885, probably to protect the
means of his livelihood from creditors; only fifteen
months later, in January 1887, he filed for bankruptcy.
Edouard Baldus died December 22, 1889, in Arcueil-
Cachan, a suburb south of Paris.

The first major exhibition devoted to the photograph
of Baldus was presented at The Metropolitan Museum
of Art, New York, the Canadian Centre for Architecture,
Montreal, and the Musée national des monuments fran-
cais, Paris, in 1994 and 1995.




Although photographs by Baldus—especially the
small-format albumen prints of the 1860s—are rela-
tively common, richly printed, well preserved salted
paper prints of his best work of the 1850s are indeed rare.
Newly discovered prints—some of previously unknown
images—have appeared steadily throughout the late
1980s, 1990s, and 2000s as the market for nineteenth-
century photographs has matured. An important cache of
exceptionally beautiful, unmounted salted paper prints
from the mid-1850s was discovered in 1988-89 by the
descendents of Léon Bourquelot, Baldus’s contact in
the office of the Architect of the Louvre.

The Musée d’Orsay, Paris, holds the most important
collection of Baldus photographs including the negatives
from his mission héliographique and 1856 flood series
as well as many fine salted paper prints of his work
from the 1850s. Other significant Baldus holdings in
public institutions include: Médiatheque du Patrimoine,
Paris, notably for mission héliographique prints; Ecole
des Beaux-Arts, Paris, and Ecole Nationale des Ponts
et Chaussées, Paris, both of which collected Baldus’s
work in the nineteenth century for their students’ edifi-
cation; Canadian Centre for Architecture, Montreal; J.
Paul Getty Museum, Los Angeles, including two copies
of the PLM album; The Metropolitan Museum of Art,
New York; and Gilman Paper Company Collection,
New York.

MALcoOLM DANIEL

Biography
The second of eight children and the eldest son of
Johann Peter Baldus and Elisabeth Weber, Eduard was
born in Griinebach, Prussia, on June 5, 1813. Little is
known about the first twenty-five years of his life. He
moved to Paris in 1838 to study painting and changed
the spelling of his name to “Edouard” (he has often
been referred to erroneously as “Edouard-Denis”). In
September 1845 he married a French woman ten years
his junior, Elisabeth-Caroline Etienne, and within four
years was the father of two daughters and a son. He
was naturalized a French citizen in June 1856 and was
awarded the Legion d’honneur in August 1860.
Baldus began photographing in 1848, and was a
founding member of the Société héliographique in 1851,
the year in which he received a mission héliographique
to photograph historic monuments, principally in
Provence. The following year he began a critically
acclaimed and commercially successful series of
large-format photographs that continued for more than
a decade; his principal subjects included architectural
monuments of Paris and the French provinces, particu-
larly Provence (1852-61); landscapes of the Auvergne
(1854) and southeastern France (1860-61); railroad
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and civil engineering works, particularly along the
routes of the Northern and Paris-Lyon-Méditerranée
lines (1855-62); the construction of the New Louvre
(1855-58); and the Rhone River floods (1856). From
1866 to 1884 the majority of his efforts were devoted
to the publication of photogravures. He filed for bank-
ruptcy in January 1887 and died December 22, 1889,
in Arcueil-Cachan, a suburb south of Paris, where he is
buried in the local cemetery.

Baldus’s work was sold by at least two dozen book
and/or print sellers in Paris and throughout Europe. He
participated in many exhibitions, including the follow-
ing: Photographic Society of London, 1854; Tentoon-
stelling van Photographie en Heliographie gehouden
door de Vereeniging voor Volksvlijt, Amsterdam, 1855;
Exposition Universelle, Paris, 1855; 1st Annual Exhi-
bition of the Photographic Society of Scotland, Edin-
burgh, 1856; Photographic Society of London, 1856;
Manchester Photographic Society, Exhibition of Photo-
graphs at the Mechanics’ Institution, 1856; Exposition
Instituté par I’ Association pour I’Encouragement et le
Développement des Arts Industriels en Belgique, Brus-
sells, 1856; Deuxieme Exposition Annuelle, Société
Francaise de Photographie, 1857; Exposition Instituté
par I’ Association pour I’Encouragement et le Dével-
oppement des Arts Industriels en Belgique, Brussells,
1857; Architectural Photographic Association, London,
1858; Photographic Society of London, Fifth Year, 1858;
Architectural Photographic Association, Second Annual
Exhibition, London, 1858-59; Troisieme Exposition de
la Société Francaise de Photographie, 1859; Exhibition
of photographs, Aberdeen, 1859; Architectural Photo-
graphic Association, Third Annual Exhibition, London,
1860; Exposition Photographique d’ Amsterdam, 1860;
Architectural Photographic Association, Fourth An-
nual Exhibition of English and Foreign Photographs,
London, 1861; Quatrieme Exposition de la Société
Francaise de Photographie, 1861; Exposition de la
Société Photographique de Marseille, 1861; Universal
Exhibition, London, 1862; Exposition Universelle,
Paris, 1867; Huitieme Exposition de la Société Fran-
caise de Photographie, 1869; Exposition de la Société
Photographique de Marseille, 1871; Welt-Ausstellung,
Vienna, 1873; Dixieme Exposition de la Société Fran-
caise de Photographie, 1874.

Baldus’s publications included: Concours de Pho-
tographie (1852); Vitraux de I’Eglise Sainte-Clotilde
(1853); Réunion des Tuileries au Louvre (1857); Re-
cueil d’Ornements (1866); Oeuvre de Marc-Antoine
Raimondi (1867); Oeuvre de Jacques Androuet dit Du
Cerceau (ca. 1969); Palais du Louvre et des Tuileries
(1869-71); Palais de Versailles (early 1870s); Les
Principaux Monuments de la France (early 1870s);
Reconstruction de I’Hotel de Ville de Paris (1884).
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BALL, JAMES PRESLEY (1825-1905)

One of the country’s first African American photogra-
phers, James Presley Ball learned his craft in 1844-5
from fellow African American John B Bailey, before
opening his first studio in Cincinnati in 1845.

Ball was born in Virginia, a free man, and went on
to become a significant figure in both photography and
the abolitionist movement in America.

A brief move to Richmond, Virginia, in 1846 brought
some success and, but he was back in Cincinnati from
1847 and “Ball’s Great Daguerrean Gallery of the West”
was established at 28 West 4th Street. With his brother
Thomas running the studio, Ball became an itinerant
photographer for a period travelling in both America
and Europe. Alexander Thomas joined him in Cincinnati
from 1852, becoming his partner before 1859, and by
1854 he was recorded as employing nine people.

With his studio established and his reputation and
wealth growing, Ball turned his attention to the plight
of slaves, publishing a pamphlet on the subject in 1855,
and mounting panoramic exhibitions in his gallery to
highlight the evils of slavery.

A tornado destroyed the gallery in May 1860, but it
was rebuilt, and his partnership with Thomas continued
the 1870s, by which time his son, James Presley Ball
Jr. also a photographer, had been taken into partnership
with him as well.

The studio moved to Minneapolis and St Paul (mid
1870s) and Helena, Montanta (1887), and eventually Se-
attle (1900) followed—where he operated as the Globe
Photographic Studio, and where he died in 1905.

JoHN HANNAVY
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BAMBRIDGE, WILLIAM (1819-1879)
British photographer

As a young man William Bambridge travelled with the
1841 mission of Bishop Selwyn to New Zealand, which
had recently come under British sovereignty. There
Bambridge was employed as a teacher and clerical as-
sistant. He became an accomplished colonial artist and
made many drawings of native Maoris and Europeans.
Bambridge returned to his home town of Windsor in
1848 and is known to have been working for the Royal
Family at Windsor Castle from 1854.

Bambridge appears to have started work in the Royal
Household with the role of photographic manager;
printing and cataloging negatives from the many com-
missioned ‘Royal’ photographers, including Roger
Fenton.

In 1857 he printed Fenton’s large negatives, taken
at Balmoral (the Queen’s Scottish estate). That same
year he was kept busy printing many of the Queen’s
other negatives; just between July and September
1857 he made nearly 2000 prints and that year’s bill
for his photographic services was the then large sum
of £640.

As well as printing other photographers’ work Bam-
bridge took many pictures himself. Living locally he
was on hand to record the royal pets and farm animals
and to make informal family portraits. He exhibited his
pictures of animals, including cattle, dogs and deer at
the Photographic Society between 1855-57. He also was
involved in copying many of the Royal Collection’s art
works, including the Raphael Cartoons.

In the early 1860’s Bambridge collaborated with the
keen amateur photographer James Sinclair, fourteenth
Earl of Caithness (1821-1881), to produce a book of tree
studies, taken in the nearby Royal Parks. The History
of Windsor Great Park and Windsor Forest. Longman,
Roberts, Green and Co. (1865) comprised 20 studies of
ancient trees. The photographs were probably taken by
Caithness, with the assistance of Bambridge, who also
made the 10 x 12 inch albumen prints.

Bambridge retired from photography in 1874 and was
granted a Royal Pension for his 20 years’ service.

IAN SUMNER

BARKANOY, V.V.
Professional photographer

V.V. Barkanov was one of the first Georgian photog-
raphers. His full name, date of birth and death are
unknown. He began working as a professional pho-
tographer in 1869 in the town of Kutaisi, later moving
to Tiflis (today Thilisi) to work there. He made studio
portraits but it was his collection of “Views and Types”



that made him famous. His photographs illustrate folk
musicians, noble ladies of the Caucasus in national
costumes, coal-sellers and numerous other types of
people.

Barkanov also made trips to various regions of the
Caucasus with his mobile studio often photographing
individuals that interested him. His contemporaries
praised his work for the scientific techniques, and
today, the high artistic quality of his work is also
discussed.

Barkanov’s works were awarded medals at the Poly-
technic exhibition in Moscow in 1872, the World exhibi-
tion in Vienna in 1873 and in Paris in 1874. Barkanov
was also awarded the title of “Court Photographer of
His Highness, Prince Mikchail Nikolajevich.” In 1877
and 1878, Barkanov worked as photographer in the army
during the Russian-Turkish war. In the 1880s he sold
his photo-studio, and in 1881 he received a diploma at
an exhibition in Toulouse.

Throughout his career, Barkanov made huge contri-
butions to the development of ethnographic photography
in Russia.

ALEXEI LoGgINOV

BARKER, ALFRED CHARLES

(1819-1873)
English photographer

Dr. Alfred Charles Barker (1819—1873) arrived in New
Zealand in 1850 as part of a successful venture which
saw the establish of a new English immigration scheme
establish in the South Island. His role as a doctor
in Christchurch was cut short by a fall from a horse.
He then turned his attention to land purchases and other
investments which helped to found his family!s fortunes.
In 1858 he took lessons in photography from the archi-
tect Benjamin Mountfort and became proficient in the
collodion process. For subject matter, he photographed
his family in their environment on the Canterbury Plains,
producing prints from his negatives which he distributed
to friends and relations both at at home and abroad.
Today these are treasured because of their significance
in documenting the life and times an Englishman in a
new land. Most of these historically important social
statements were made in his (Egarden studio. As well he
also distinguished himself with forays into stereoscopy
and recording important civic events. In comparison to
other colonial amateurs, Barker seemed to care little for
formalities when it came to obeying the rules of pictorial
composition and formal portraiture. Despite his apparent
disregard for photographic protocol, his work displays
a directness and vitality all of its own.

WILLIAM MAIN

BARKER, GEORGE

Barker, George. Niagara Falls.
The J. Paul Getty Museum, Los Angeles © The J. Paul Getty
Museum.

BARKER, GEORGE (1844-1894)

The Canadian photographer George Barker was born
in London, Ontario, in 1844, opening a photographic
studio in that city at the age of eighteen. He is believed
to have been trained in photography in the late 1850s
by James Egan.

By 1863 Barker had moved to Niagara Falls, New
York, where he worked for Platt D. Babbitt, who had
operated a studio there since 1853.

Barker later established studios in both Niagara and
London, Ontario, and by the late 1860s his catalogue
of views—both large format and stereographs—was
extensive. A fire destroyed his premises on 7th February
1870, but as the Philadelphia Photographer reported, his
unique catalogue of stereoscopic negatives was rescued.
By the late 1880s, his stereo views of the Falls were
mounted on cards bearing the legend ‘George Barker,
Photographer, Eleven First Prize Medals, Stichmeyer &
Wyman Publishers,” and the titles were printed on the
reverse side in six languages.

Barker’s work was used—as tipped-in heliotypes—to
illustrate James T. Gardner’s Special Report of the New
York State Survey of the preservation of the Scenery of
Niagara Falls, and Fourth Annual Report of the Trian-
gulation of the State published in 1880, and in reporting
his death in 1894 the photographic press described him
as ‘the eminent photographer of Niagara Falls.’
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After his death his negatives were acquired by Un-
derwood & Underwood.
JoHN HANNAVY

BARNARD, EDWARD EMERSON
(1857-1923)

American astronomer, celestial photography
pioneer, and a prolific writer and publisher of over
nine hundred scientific papers

Barnard only received two months schooling in his early
years, as his mother taught him from home. His father
died before he was born, so at the age of nine, he started
work in a photography gallery. He was put in charge of
a solar enlarger, which was used to track the sun and
make photographic prints. Barnard went on to privately
study, photograph and discover comets, nebulae and
planets. His photographic atlas of the Milky Way is of
such accurate detail and quality, that it is still used to
date. His drive to discover new comets was rewarded
by a wealthy patron of astronomy, Mr H.H.Warner, who
rewarded each comet’s discovery with $200. In 1883
he received a Fellowship to Vanderbilt and graduated
in Mathematics in 1887. From 1887-1895 he worked
as an astronomer at Lick Observatory in California. In
1892 he discovered the first comet photographically
and discovered the fifth moon of Jupiter, Amalthea. As
the first four moons had been discovered by Galileo in
1610, and none since, this catapulted him into being
an astronomy celebrity. From 1895 onwards he was
a Professor of Practical Astronomy at Chicago’s Uni-

Barnard, George. Ruins in
Columbia, S.C. No 2.

The J. Paul Getty Museum,
Los Angeles © The J. Paul
Getty Museum.
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versity and an astronomer at Yerkes Observatory. His
work received distinguished recognition by the Royal
Astronomical Society in Great Britain and a Gold Medal
in 1897. He was also recognised by the Academy of
Sciences in France.

Jo HALLINGTON

BARNARD, GEORGE N. (1819-1902)

Born in Connecticut, American photographer George
N. Barnard is best known for his views of the Ameri-
can Civil War, published in Alexander Gardner’s
Gardner’s Photographic Sketchbook of the War (1866),
in Barnard’s own Photographic Views of Sherman’s
Campaign (1866), and widely-circulated in engraved
form in Harper’s Weekly. Barnard’s photographs are an
indispensable chronicle of the destruction wrecked and
losses suffered in the Civil War.

Barnard appears to have made his first photographs
around 1842. The following year, at the age of twenty-
four, he opened a daguerreotype studio in Oswego, New
York. Among Barnard’s earliest surviving works are two
views of a fire at the Ames Mills in Oswego (“Burning
Mills at Oswego, NY,” 5 July 1853). They stand as re-
markably early examples of daguerreotype reportage.
In the same year, Barnard became secretary of the New
York Daguerrean Association. After purchasing Clark’s
Gallery in Syracuse, he began making ambrotypes. At
some point in the late 1850s, he studied and adopted the
wet-collodion negative process, then rapidly increasing
in popularity.

In the years before the American Civil War, Barnard




appears to have ventured widely while pursuing his craft,
even making photographs in Cuba in 1860. Unfortunately,
none of these works have been located. Shortly before the
outbreak of the Civil War, Barnard was either employed
directly by Matthew Brady or working as an independent
contractor for him in New York, and, possibly, in Wash-
ington, D.C. During this period, Barnard made photo-
graphs of President Abraham Lincoln’s inauguration.

With the advent of hostilities, Barnard entered into a
partnership with photographer John Gibson. Together,
they made and copyrighted photographs of Centerville
and the Bull Run Battlefield (the site of the first major
land battle of the Civil War) in March of 1862. These im-
ages were published by Matthew Brady as “Incidences
of War,” and later published by Andrew Gardner in his
Sketchbook (see, for example “Ruins of Stone Bridge,
Bull Run,” 1862, published in Sketchbook, vol. 1, pl.
7). In 1862 Barnard briefly returned to his native New
York, and made portrait photographs at Gray’s Gallery
in Oswego.

In 1864 and 1865 Barnard worked as an independent
photographer for Orlando Poe, Chief Engineer of the
Military Division of the Mississippi in Nashville, Ten-
nessee. indwas official Army photographer in the Chief
Engineer’s Office, Division of Mississippi. Barnard does
not seem to have received a received a military com-
mission, unlike his contemporary, photographer A. J.
Russell, who was a captain in the U.S. Army and official
photographer for the United States Military Railroad.
Barnard’s photographs of Civil War battlefields in the
Deep South and his coverage of Union General Wil-
liam Tecumpseh Sherman’s western campaign were
published to wide attention in Harper’s Weekly.

After the conclusion of the war, Alexander Gardner
credited to Barnard 8 of the 100 wet-collodion negatives
(singly or jointly) printed for his two-volume Gardner’s
Photographic Sketchbook of the War (1866). Many of
Barnard’s negatives were wrongly credited to Brady.
Perhaps in response to the wide circulation of his images
under his Brady and Gardner’s names, in the same year,
Barnard published to wide notice his own Photographic
Views of Sherman’s Campaign, though circulations was
limited, owing in no small part to the expense of the
folio ($100).

After the war, Barnard returned to his native upstate
New York, settling in Syracuse around 1866. He is
also known to have operated a photographic studio in
Charleston, SC. While there, he produced and pub-
lished a series of stereographs of African American
street vendors. Between 1869 and 1871 Barnard ran
a studio in Chicago and photographed the aftermath
of the Great Fire (1871). In 1883, he returned to New
York and promoted the gelatin dry plate for George
Eastman of Rochester. Barnard operated his last studio
in Plainsville, Ohio (1884-86), after which, at the age of
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sixty-seven, he appears to have retired from the business
of making photographs. Barnard died in 1902 at the age
of eighty-three.

BrYAN CLARK GREEN

See Also: Wet Collodion Negative; and Brady,
Mathew B.
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BARNARDO, THOMAS JOHN (1845-1905)

Irish patron and businessman

Thomas John Barnardo was born in Dublin on 4 July
1845. In 1866 he studied at the London Hospital, pre-
paring to become a medical missionary in China. He
began mission work among the poor of Stepney, east
London, and started his own Ragged School to teach
homeless children. Barnardo opened his first boarding
home in Stepney in 1871. By the time he died in London
in 1905 almost 8,000 children were in residential care,
over 4,000 were boarded out, and 18,000 had been sent
to Canada and Australia.

From 1870 Barnardo used various commercial firms
to take ‘before’ and ‘after’ photographs showing how
wretched the children looked on arrival and how they
looked after they had been trained to work in the home’s
workshops. In 1874 Barnardo opened his own Photo-
graphic Department to help record the personal history
of every child. Most of the photographs were taken by
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commercial photographers Thomas Barnes and his son
(up to about 1888) and Roderick Johnstone from 1883.
Barnardo also sold photographs on cards, reproduced
them in pamphlets and in his house journal, Night and
Day. By 1905, the Department had taken over 55,000
pictures, many of which still survive at Barnardo’s.
JOHN TAYLOR

BARNETT, WALTER H. (1862-1934)
Australian portrait photographer

Henry Walter Barnett was born in Melbourne, Australia,
on 25th January 1862, his parents having moved there
from London probably in the late 1840s. In 1875, only
13 years old, he left school and joined the most suc-
cessful photographic studio in Melbourne, Stewart and
Co. This business had started some 12 years before and
had grown very rapidly. The business was clearly a gold
mine, but the resulting product was standardised, lacking
distinction. “T have never seen a print of Stewart’s worth
a second glance,” wrote one of Barnett’s later protégé’s,
Jack Cato (Cato, Story, 88).

It was here that Barnett first met the young Australian
artist, Tom Roberts, who joined the firm in 1877. This
was the start of an artistic relationship that was to extend
over fifty years. Roberts was to become recognised as
“the father of Australian landscape painting.”

In 1880, Barnett moved to Hobart, Tasmania, to set up
his first commercial venture, a studio he owned together
with Harold Riise. He stayed for two years, and then,
recognising that he needed wider experience and new
ideas if he was to make his mark, he took the bold step
of travelling around the world, working as he went for
leading photographers of the day: in San Francisco (.
W. Taber), then Chicago (Joseph W. Gehrig), then New
York, and finally London, where he was on the staff of
the court photographer, W. and D. Downey. Barnett was
operator at sittings of the Prince of Wales (later Edward
VII), “and dukes and duchesses and titles galore,” ac-
cording to Cato. (Cato, Story, 90).

By this time, Barnett had wider skills than any
portrait photographer in Australia, and in 1885 he
returned home, to Sydney, and opened Falk Studios,
which quickly gained a reputation as the best of its kind
in the city. Barnett’s rise to the top was driven by two
main factors: he pioneered in Australia a new look in
portrait photography, and he displayed masterly skills
in marketing and public relations.

His new look enabled him to present his sitters with a
paradoxical mix of glamour and realism. Before his ar-
rival on the scene, Australian photographers had gone for
a bright, flat lighting system, giving the sitters a white,
shell-like appearance. Barnett introduced dramatic
side-lights, emphasising bone structure and enabling
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his sitters’ individual personalities to shine through.
As Jack Cato noted: “Walter Barnett in Sydney was
discarding retouching altogether for men. He was the
first to deliberately photograph the course, deep-toned
texture of the skin; to show the bone structure of the
skull, to get the sculpturesque modelling of the human
head” (Cato, Story, 91). Other studios usually took just
one position of each sitter, sometimes two. Barnett used
up to a dozen different positions, and for a really major
celebrity he might take fifty.

Barnett’s relationships with an extended group of
Australian artists were formed around this time, amongst
them Arthur Streeton. Streeton was impressed by the
photographer and his work: “He is and very artistic
and has good appreciation for the beautiful” (Streeton
to Roberts, April 1890).

A major strand of his work at this time was actors
and actresses. With major visiting celebrities, Barnett
typically negotiated exclusive rights to photograph them
and to market their pictures to an eager public. Amongst
these was the great French actress, Sarah Bernhardt
(1891). So successful was his work for her that for many
years she continued to order copies from whatever part
of the world she happened to be performing in.

High society in Sydney flocked to Barnett’s studio,
including leading politicians. His 1892 portrait of the
premier of New South Wales, Sir Henry Parkes, is one
of his most memorable images. Other important sitters
included the writers Robert Louis Stevenson (1893),
Mark Twain (1896) and Banjo Patterson (c 1895)—who
wrote the original poem, “Waltzing Matilda.”

In 1895, Barnett opened a new studio in Melbourne,
but it was around this time that he conceived the notion
of returning to try his luck in London. On a return trip
from there in 1896, he met in Bombay a young French-
man, Marius Sestier. A cameraman for the pioneering
movie film company, Lumiere, Sestier’s Indian film had
not developed properly. Barnett proposed that he come
to Sydney—and this he did, leading to the first movie
film to be shot and developed in Australia.

Moving decisively to London in 1897, Barnett opened
a studio in Knightsbridge, quickly establishing himself
as one of the leading portrait photographers. In 1899,
he was invited to join the influential photo-secessionist
group, The Linked Ring. Two years later he became a
founder member of the Professional Photographers As-
sociation, becoming a vice president shortly thereafter,
and by 1903 he had become the only professional to be
elected to the council of the Royal Photographic Society.
Barnett’s artistic goals in his early days in London were
clear: “I have long been conscious of the deficiencies of
portrait photography. Being an enthusiastic admirer of
English mezzotint... it seemed to me that it might not
be impossible to make photography a humble follower”
(Photography, 22nd June 1899). A collection of his early



London work, mixed in with the best from Sydney, was
to win an important prize in his first year there.

In London over the next two decades, Barnett con-
tinued to photograph high-society, writers, artists and
musicians. The French sculptor, Auguste Rodin, sat for
him in 1903, the great opera singer, Dame Nellie Melba,
the year before.

During the First World War, Barnett changed towards
amore modern style. In 1920, he sold his London studio,
moving to France. In Dieppe, he put on an exhibition of
his latest work—of working men around the town. There
he also photographed the English post-impressionist,
Walter Sickert and the ageing French composer, Camille
Saint-Saens. He died at Nice in the south of France on
16th January 1934.

ROGER NEILL

See Also: Australia.

Biography

Born in Melbourne, Australia, on 25th January 1862,
Walter Barnett became Australia’s first world-class
portrait photographer. His Falk Studios was established
in Sydney in 1885 and in Melbourne ten years later. In
Australia, the main focus of his business was stars of
the stage—local and imported—together with his circle
of artist friends, politicians and high-society. Through
Barnett, the first movie film was shot and developed in
Australia. Moving to London in 1897, he established a
studio in Knightsbridge, operated under his own name,
which attracted celebrities of all kinds—royalty, artis-
tic, governmental etc. He died at Nice, France, on 6th
January 1934.
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BARTHOLDI, AUGUSTE (1834-1904)

Born in the little city Colmar, the famous sculptor of the
statue of Liberty also practiced photography. He had an
interest for the new medium both as a creative image

BASSANO, ALEXANDER

and as a commercial image designated to document his
work. After studying in the studio of Ary Scheffer and
of the sculptors J.-F. Soitoux and A. Etex, the young
Bartholdi was commissioned in 1855 to go to Greece,
Egypt and North Africa with his friend, the painter
J.-L. Gérome. Initiated the year before the trip to the
calotype technique, he returned with a hundred photo-
graphs which have been arousing a justified interest for
several years now. With a high sense of composition,
Bartholdi recorded the picturesque aspects of Egypt:
houses, minarets, bazaars, cafés, shops and landscapes.
He only reserved one-fifth of his production for great
monuments. The graphism of forms and the harmony of
strong contrasts of light and shape reveal his personal
way of seeing. Their aesthetic power is obvious even
though the technique hesitates a bit. After a trip to Ye-
men in 1856, Bartholdi abandoned this practice, but kept
on using photography, as other artists, as an advertising
support and document of his sculptural work.

LAURE BOYER

BASSANO, ALEXANDER (1829-1913)
Between 1870 and 1900, Alexander Bassano ran one
of the most successful London High Society photo-
graphic studios. Bassano enjoyed a fashionable status
comparable to that enjoyed by Camille Silvy and John
Jabez Edwin Mayall during the 1860s. His pictures
were frequently sold as celebrity photographs or
reproduced by the illustrated press. Bassano’s most
famous photograph is undoubtedly the portrait of Lord
Kitchener used for the iconic World War One poster
“Your Country Needs You.” Many other distinguished
sitters also patronised the studio, ranging from Queen
Victoria and Lillie Langtry to Cecil Rhodes and the
Zulu King Cetewayo.

Alessandro Bassano was born in 1829 and was a
direct descendant of Duc de Bassano, secretary to Na-
poleon. In April 1850, he married an Englishwoman,
Adelaide Lancaster, by whom he had three children, a
son and two daughters. By 1889, he had anglicised his
first name to Alexander.

Bassano spent his early days receiving artistic train-
ing in the studio of Augustus Egg, and from the water
colourist and scene painter, William Beverley. The re-
ception room at his Old Bond Street Studio contained
busts of Duke of Connaught and Prince Imperial that had
been sculpted by Bassano. His first studio was at 122 Re-
gent St West (1862-76), and subsequent premises were
at 72 Piccadilly West (1870-81); 25 Old Bond Street
West (1878-03); 182 Oxford Street (1889); 42 Pall Mall
(1891-92); 18 Alphoa Road, London (1892-96).

The Prince of Wales reputedly started off Bassano’s
run of fashionable sitters when he visited Regent Street
studio. Bassano later wrote that when he received the
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news of the Prince’s visit, as well as having “a feeling
of sacredness at the prospect...I was a little timid of
whether I should be able to rise to the occasion.” He
went on to photograph most members of the British
royal family, including Queen Victoria Princess Helena
and the Princess of Wales. Benjamin Constant’s late
portrait of Victoria, exhibited at the Royal Academy
after her death in 1901, was based on a Bassano pho-
tograph. In recognition of his royal work, Bassano
was appointed Photographer to Her Majesty on 24
November 1890.

Baden Pritchard’s visit to Bassano’s Old Bond Street
Studio sums up the enviable reputation he enjoyed by
the early 1880s:

A handsome suite of rooms on the first floor of fashion-
able area, a clientele that only troubles you only in the
season, and sitters who do not object to pay well for the
attention they receive. Listen to this, good friends, who
believe that photographic portraiture is no longer worthily
compensated. (Baden Pritchard, Photographic Studios of
Europe, 81)

Bassano’s Old Bond Street studio was limited to
photographs by appointment, while his second estab-
lishment at Piccadilly was for more impromptu work.
Sittings usually lasted for thirty minutes, although more
time was allowed for full or three-quarter length por-
traits. Each visit cost two guineas, for which the sitter
received either twelve cabinet or twenty carte-de-visite
photographs.

The Old Bond Street studio had several dressing
rooms in which Ladies could prepare themselves for
their sitting, such as through changing into Court dress.
It was one of the first studios to be electrified and, on
days when Court levees were taking place, was often
open all night long. The principal studio was 26 ft in
length and contained a single background that measured
no less than 80 ft. It was mounted on perpendicular roll-
ers like a panorama. As it was unrolled, the scene could
be changed from outdoor to indoor, from the sublime
to the picturesque. Many of Bassano’s pictures use
elaborate props, inherited from the carte-de-visite, such
as strips of turf to create rural settings.

In his Old Bond Street, Bassano had a staff of three
artists constantly employed as retouchers. Many of the
studio’s negatives of aristocratic sitters show evidence of
skilful and extensive retouching, suggesting Bassano’s
success stemmed not simply from his artistic proficien-
cy. Bassano also operated a large printing establishment
at Kilburn, where his photographs were taken after being
retouched and approved.

Bassano’s personal view of photography was that it
could not idealise but should be “nature apprehended
in its most intellectual phrase.” In a short article in The
Sketch in 1903, he put the success of his portraits down
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to that fact that “I am one of the very few photogra-
phers who can show that they enjoyed artistic training
and association in early life.” Bassano believed that
this gave him particular advantages in his understand-
ing of composition and illumination, the two qualities
he claimed were most important for taking an artistic
picture. His cabinet portraits are usually half or quarter-
length portraits, and are notable for the skilful lighting
of the sitter. Bassano’s article in The Sketch claimed
that photographic portraiture at the present time was
lamentably deficient in these qualities.

Although Bassano enjoyed a hugely successful
professional career, unlike some other photographers,
he does not seem to have been at the forefront of any
technical advances. His only recorded innovation was
the attempted introduction of a new size of portrait
format in the early 1880s called the Holbein, which
measured 7%2 x 5 in.

Bassano was claimed to have made £60,000 from
his portraits studios. When asked what the secret of his
success was, he replied:

Secrets? Lord Bless you! | have none . . .I have met with
some success, but the only secret which has tended to
it has been that | have bought to bear upon my work
whatever art cultivation, inclination and circumstance
have fostered. (Baden Pritchard, Photographic Studios
of Europe, 82)

Bassano died in 1913 and is buried in Kensal Green
Cemetery in West London. The studio underwent ex-
tensive refurbishment in 1903, when it was renamed
Bassano Ltd, Royal Photographers. The company be-
came Bassano and VanDyck Studio in 1964, Bassano
and VanDyck Studio (Incorporating Elliot and Fry)
1965-76, and Industrial Photographic from 1977. The
National Portrait Gallery now owns more than 50,000
of the firm’s original glass negatives.

JOHN PLUNKETT

See Also: Silvy, Camille; and Mayall, John Jabez
Edwin.
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BAUDELAIRE, CHARLES (1821-1867)

French poet and art critic

Baudelaire wrote one of the most famous essays on
photography in the nineteenth century. Known as “The
Salon of 1859,” it is areview of a Parisian art exhibition,
the first Salon show to include photographs. Although
his literary importance rests with his verse and prose
poems, Baudelaire began his writing career as an art
critic. To understand better the context of Baudelaire’s
statements about photography in “The Salon of 1859,”
it is useful to trace his aesthetic development through
his art reviews.

Baudelaire’s first published work was a review of
the Salon of 1845. Informing his career as art critic
was a tradition in French letters that began with La
Font de Saint-Yenne in 1747 and Diderot in 1759.
The painter Eugéne Delacroix and Stendhal’s writings
on art complete the major influences on Baudelaire’s
thoughts on the subject of painting and the visual arts
in general. Many key phases and concepts that recur in
Baudelaire’s art criticism appear first in “The Salon of
1845.” They include “originality,” “reality” or “the real,”
“the new,” “naivete,” and “the heroism of modern life.”
It is noteworthy that in 1845 Baudelaire is impressed
with Jean-Auguste-Dominique Ingres, “who is so much
in love with detail” (Baudelaire, “The Salon of 1845,”
Art in Paris: 1845-1862, Ithaca: Cornell University
Press, 1981, 5).

In announcing his view of criticism in “The Salon
of 1846, Baudelaire contends that it “should be par-
tial, passionate and political (Baudelaire, “The Salon
of 1846, Art in Paris: 1845—-1862, Ithaca: Cornell
University Press, 1981, 44). Contemporary art, on the
other hand, should “contain an element of the eternal
and an element of the transitory—of the absolute and
of the particular” (Baudelaire, “The Salon of 1846,” Art
in Paris: 1845-1862, Ithaca: Cornell University Press,
1981, 117). With this doctrine he seeks to root the artist’s
subject in his or her own time and experience. Yet one of
the greatest faults that an artist may possess, according
to Baudelaire, is to believe that beauty resides in the
exact rendering of nature in all her detail. Baudelaire
expounds a theory of art derived in part from Delacroix’s
own theories: nature is a vast dictionary to be consulted
yet ultimately transformed by the memory of the artist.
“Exact imitation spoils a memory” (Baudelaire, “The
Salon of 1846,” Art in Paris: 1845—-1862, Ithaca: Cornell
University Press, 1981, 80).

In 1846 Baudelaire has yet to reject photography—
specifically daguerreotypy—as a negative, mechanistic
medium, but by 1855 in his review of the Exposition
Universelle, he solidifies his views concerning the
visual arts. Ingres is pilloried by Baudelaire, who on
entering a room devoted to the artist’s works experi-
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ences nothing but boredom commingled with fear. For
Baudelaire Ingres’s work is now devoid of imagina-
tion; he considers it a product of a conscious aesthetic
of the “real” devoid of sentiment or the supernatural.
This lack of sentiment and the supernatural has already
been linked by Baudelaire to the insufferable fashion
for “progress,” “this gloomy beacon, invention of pres-
ent-day philosophizing, licensed without guarantee of
Nature or of God—this modern lantern throws a stream
of darkness upon all objects of knowledge; liberty melts
away, discipline vanishes” (Baudelaire, “The Exposition
Universelle, 1855,” Art in Paris: 1845—-1862, Ithaca:
Cornell University Press, 1981, 125-126).

In “The Exposition Universelle, 1855” Baudelaire
unequivocally separates his aesthetics from the “realist”
school of painting and “realist” art in general. His con-
cept of the correspondence between the spiritual and the
natural and of the underlying unity of all art keeps him at
odds philosophically with the perception or representa-
tion of nature as an end unto itself. A work that merely
describes is not art, according to Baudelaire, because a
work of art must transport ideas from the natural world
to the supernatural and/or spiritual realm.

Baudelaire’s derision of daguerreotypy as expressed
in “The Salon of 1859” is what is generally understood
to be his absolute and exclusive opinion on the medium.
Sociological and cultural factors, as well as the devel-
opment of Baudelaire’s unique artistic vision, seem to
support the finality of expression offered in the Salon
review. By 1859 Baudelaire has separated “Truth,” at
least as he believes the public to understand it, from
“Beauty.” He contends that nature is the only thing in
which the public believes and, therefore, the public
believes that only the exact reproduction of nature is
what art should be. Former graphic artists dominated
the photographic “industry” of mid-nineteenth-century
France: Daguerre epitomized this world. Baudelaire’s
diatribe against photography in “The Salon of 1859”
is a political tract that appears to attack Daguerre as
“Messiah” of this new industry but remains more
completely a denunciation of the public. Although da-
guerreotypists are co-conspirators with the public, it is
the public’s unquestioning belief in nature that offends
Baudelaire. He rails against the failure of the public to
doubt, to think, and to challenge the world in which it
lives and links this failure with the ascendancy of the
belief in progress that specifically partakes of science
and mechanistic inventions and discoveries.

Baudelaire may not have even attended the Salon of
1859. In one letter to his friend Nadar, he claims first
that he is currently writing on the Salon show without
having seen it and then retrenches somewhat in a second
letter by stating that he had lied a little and had made
one—and only one—uvisit. Baudelaire professes to rely
on a “livret” describing the exhibition for his analysis.
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The image has taken second place behind writing for
Baudelaire: what there is to know about this exhibition
and its contents exists in the political, social, or aesthetic
philosophizing that Baudelaire wishes to make. “The
Salon of 1859” is a work on the philosophy of art and
therein lies its greatness. Baudelaire’s denunciation of
photography is a convenience to introduce the more
important concept of the imagination in relation to art.
It does not provide a complete picture of his relation to
photography. Photographers, most specifically Nadar,
were among Baudelaire’s close friends, and Baudelaire
was quite willing to sit for his own photographic portrait,
e.g. with Etienne Carjat, Charles Neyt, Nadar, as well
as the son Paul. He even contributed one of his poems,
“Le Reniement de Saint Pierre,” to Nadar’s album for
guests/clients who visited his photographic studio.

Baudelaire’s letters reveal his conflicted emotions
regarding the relatively new medium of photography. In
an 1861 letter he claims that “photography can produce
only hideous results” (Baudelaire, The Letters of Charles
Baudelaire to His Mother, 1833—1866, New York:
Haskell House, 1971, 187)—a comment prompted by
activities relating to the illustrations for the fine edition
of Les Fleurs du mal [The Flowers of Evil].

In a letter from December 1865, however, he requests
that his mother provide him with her photographic
portrait:

I would very much like to have a photograph of you. It
is an idea which now obsesses me. There is an excel-
lent photographer in Havre ... [but] / must be there. You
know nothing about them, and all photographers, even
the best, have ridiculous mannerisms. They think it is a
good photograph if warts, wrinkles, and every defect
and triviality of the face are made visible and exagger-
ated; and the HARDER the image is, the more they are
pleased. (Baudelaire, The Letters of Charles Baudelaire
to His Mother, 1833—-1866, New York: Haskell House,
1971, 275-276)

Baudelaire represents the conflicting sentiments
among many nineteenth-century aestheticians regarding
the upstart field of photography. Is it a mechanical trade
or an artistic medium? Few published writers indulged
in the discussion that it could be both: most took a side
either for or against the consideration of photography
as art.

NANCY M. SHAWCROSS

Biography

Charles-Pierre Baudelaire was born in Paris, France on 9
April 1821 to Joseph-Francois Baudelaire and Caroline
Dufays. His father died in February 1827; 18 months
later his mother married Jacques Aupick, a general in the
army who later become the French ambassador to the
Ottoman Empire and Spain and then a senator. Initially
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schooled in Lyons, Baudelaire completed his education
in Paris but was expelled from college in 1839, after
which he briefly studied law. Around 1840 he contracted
syphilis, from which he would ultimately die. Living the
life of a dandy in Paris, Baudelaire exhausted half of his
inheritance within two years of turning 21. He wrote his
first art reviews in 1845 concerning that year’s Salon
exhibition, followed by reviews of the Salons of 1846
and 1859, as well as the Exposition Universelle of 1855.
His first published literary works were the short story
La Fanfarlo [The Fanfarlo] in 1847 and a translation of
Edgar Allan Poe in 1848; his first poem was published
in 1851. In the 1850s Baudelaire continued to translate
works by Poe and published his poetry in earnest, cul-
minating with Les Fleurs du mal [The Flowers of Evil]
(1857) and Les Paradis artificiels [ Artificial Paradises]
(1860). An expanded second edition of Les Fleurs du
mal was published in 1861. In the 1860s, Baudelaire
suffered from failing health and continued to be plagued
with financial troubles. A debilitating stroke in 1866
forced him into a nursing home where he died on 31
August 1867.
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BAUER, FRANZ ANDREAS (1758-1840)
Austrian Artist

The botanical illustrator Franz Bauer was born in Felds-
berg, Austria. After persuasion by Sir Joseph Banks
(1743-1820), who remained his patron, he took up a
position as a resident draughtsman at Kew in 1790 and
he received a life annuity of £300 after Banks’ death
on condition he remained at Kew. Bauer took an ac-
tive role in wider discussions on science, botany and
medical matters forming acquaintances with many of
the leading scientists and figures of the day. He became
a Fellow of the Linnean Society in 1804 and the Royal
Society in 1821.

In mid-September 1827 Joseph Nicéphore Niépce
(1765-1833) arrived in Britain to visit his seriously ill
brother Claude. He also used the opportunity to explore



the possibility of commercial exploitation of his helio-
graph process which produced etchings on metal and
had been developed in 1826-27. On the recommenda-
tion of William Towsend Aiton (1766—1849), he met
Bauer on 20 November who asked him to submit to the
Royal Society an account of his heliogravure process.
Niépce wrote a longer four-page account Notice sur
I’héliographie dated 8 December 1827 in which he
referred to fixing the image of objects by the action of
light. Despite introductions to Dr William Hyde Wol-
laston and Sir Everard Home both Vice Presidents the
paper was never published by the Society and no lecture
was given because Niépce would not disclose the detail
of his process. Niépce brought with him experimental
plates with images made using light-sensitive bitumen
of judea, a type of asphaltum, which were to be shown
at the proposed lecture; these and the account were left
with Bauer on Niépce’s departure.

Niépce’s plates that had been given to Bauer were
eventually exhibited at a Royal Society soiree on 9
March 1839 alongside photogenic drawings of Talbot
and Herschel. Three heliographs showing copies of
engravings of Cardinal d’Amboise, Christ Carrying the
Cross and Elodie, a stage design eventually ended up in
the collection of the Royal Photographic Society. The
only picture from life View from the Window at Le Gras
circa 1826 was rediscovered by Helmut Gernsheim in
1952 and now resides at the University of Texas and is
considered the world’s first photograph.

Niépce returned to France probably in early Febru-
ary 1828 disappointed at the lack of interest in his work
and his brother died at on 10 February. Bauer died on
11 December 1840. Both were buried in St Anne’s
Churchyard, Kew Green.

MICHAEL PRITCHARD

BAUSCH AND LOMB
The origins of Bausch and Lomb date to 1853 when John
Jacob Bausch (1830-1926) established an opticians
shop in Rochester where he sold spectacles imported
from Germany. He was supported financially by a
Rochester-based German cabinet maker Henry Lomb
(1828-1908) and on Lomb’s return from the Civil War
the two began a formal partnership in 1863 as Bausch &
Lomb. Lomb later moved to New York as the company’s
representative from 1866 to 1880. From 1866 until
1876 the company was known as the Vulcanite Optical
Instrument Company, reverting back to the Bausch and
Lomb Optical Company in 1876. The firm expanded
rapidly establishing factories in Rochester and in 1874
they moved to St Paul Street where they were to remain
until 1975.

In 1874 Bausch’s eldest son, Edward, began the
expand the firm’s manufacturing activities to optical in-
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struments and Ernst Gundlach was hired. Gundlach had
worked in various European optical firms before emi-
grating to the United States. He left Bausch and Lomb in
1878 and established his own optical and photographic
business. A microscope was the first successful prod-
uct and by 1903, 44,000 had been sold. Edward Busch
(1854-1944) was the driving force behind the firm’s
photographic optical activities and patented an iris dia-
phragm shutter in 1888 and the Plastigmat lens in 1900.
He became president of the company on his father’s
death and was a major benefactor in Rochester.

In 1883 the company began to make photographic
lenses and in 1888 they began making photographic
shutters. By 1903, 500,000 photographic lenses and
550,000 shutters had been made. The firm’s lenses
and shutters were used almost exclusively by Eastman
Kodak from the introduction of the original Kodak of
1888 and the two companies enjoyed a long mutually
beneficial relationship. Bausch and Lomb’s high profit
margins, even after negotiations to reduce these, finally
encouraged George Eastman to establish his own lens
making works from 1911 after which Kodak’s orders
quickly declined.

The firm was licensed by Carl Zeiss in 1892 to make
Zeiss Anastigmat and other lenses for the American
market and they also made Compound and Compur
shutters for Deckel.

The first world war ended these licensing arrange-
ments and as the supply of optical glass ceased in 1915
Bausch and Lomb became the first American manufac-
turer of optical glass in the United States building on
experiments it had been conducting since 1912. By 1917
the company was producing upwards of 40,000 pounds
of barium crown glass per month, fulfilling more than
two-thirds of the government’s wartime requirements
for glass for munitions. In 1919 it offered twenty-five
different types of glass. Manufacture ceased in 1986.

The firm’s photographic lenses were used on televi-
sion cameras on the 1964 Ranger 7 spacecraft, but it was
increasingly moving into contact lenses and consumer
eye care products with approval in 1971 from the Federal
Drugs Administration to market soft contact lenses. The
firm remains in Rochester.

MICHAEL PRITCHARD
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BAYARD, HIPPOLYTE (1801-1887)
French photographer

Hippolyte Bayard, one of the pioneers of early French
photography, discovered a process for making direct
positive photographs on paper in 1839. Although his
invention was eclipsed by the brilliant success of fellow
Frenchman Louis Jacques Mandé Daguerre, Bayard
nevertheless deserves greater recognition for his role
as an independent inventor of photography than he has
generally been accorded.

Bayard was born on 20 January, 1801 in Breteuil
sur Noye, a small down located in the department of
the Oise. The son of a justice of the peace, Bayard
worked as a clerk in a notary office before moving to
Paris where he obtained a position as a civil servant
in the ministry of Finance. According to an early bi-
ographer, Bayard’s father, who was an avid gardener,
experimented with the chemical actions of sunlight on
the skin of ripening fruit. Cutting out letters or numbers
from a dark piece of paper and wrapping it around a
peach as it ripened on the tree, Bayard senior effec-
tively created a “signed” piece of fruit, for the skin of
the peach remained light where it had been masked by
the paper and darkened in the areas that had received
exposure to sunlight.

Whether or not Hippolyte Bayard’s interest in
photography can be traced back to his father’s experi-
ments with photographic writing on peaches, it is clear
that he became interested in the chemical actions of
light sometime in the 1830s. Although he worked as
a government functionary, Bayard’s social sphere in
Paris included painters, printmakers, stage designers,
writers, and actors, many of whom he met through
his childhood friend Edmond Geffroy, an actor at the
Comédie Francaise. Through Geffroy, Bayard met the
painter Amaury-Duval and seems to have frequented
his studio in the 1830s. In this milieu of intellectual
discourse and artistic experimentation, Bayard would
likely been aware of attempts by Niepce, Daguerre and
others to fix the image produced by a camera obscura
by means of chemical manipulation.

The official announcement on 7 January, 1839 by
scientist and politician Frangois Arago of Daguerre’s
discovery of a method for capturing the image from a
camera obscura seems to have spurred Bayard into ac-
tion. By 20 January of that year, Bayard had begun ex-
perimenting with the light-sensitive properties of silver
chloride. By 5 February, two weeks after William Henry
Fox Talbot showed his “photogenic drawings” to the
Royal Institute, Bayard invited the physicist and member
of the French Academy of Sciences César Despretz to
view his first photographs. These appear to have been
similar to Talbot’s “photogenic drawings,” that is, nega-
tive images made by soaking paper in silver chloride,
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covering one side with a layer of silver nitrate, placing
an object on the paper and exposing it to light.

Seemingly unaware of the value of a negative im-
age that could yield positive prints, Bayard continued
to search for a way to produce direct positive images.
His progress was rapid, for, according to according to
a notebook preserved at the Société Frangaise de Pho-
tographie, on 20 March, 1839 he showed to friends his
first direct positives on paper.

In February 1840, Bayard described his process for
making a direct positive on paper. A sheet of paper was
“salted” writing paper by soaking it in a solution of so-
dium chloride. After the paper dried, it was sensitized by
floating it in a silver nitrate bath to create light-sensitive
silver chloride. The paper was then exposed to light until
it turned black (due to the action of light which converts
the silver chloride into silver metal), washed, dried, and
kept in a portfolio until use. Immediately before use,
the paper was soaked in an potassium iodide solution,
placed in the camera, and exposed to light. The areas of
the paper that received light were bleached in proportion
to the intensity of light exposure, while areas that did not
receive light remained dark. The paper was then fixed in
sodium thiosulfate and washed in water and ammonia..
The resulting image was a unique, laterally reversed,
positive photograph. The slight orange tint typical of
many of Bayard’s direct positives on paper is the result
of his use of potassium iodide.

Bayard continued to improve his process and by the
end of May had shortened the exposure time from one
hour to approximately fifteen minutes, depending on
light conditions. On May 20, he showed his direct posi-
tive prints to Arago, Daguerre’s champion. According
to Bayard, Arago convinced Bayard not to reveal his
discovery immediately. Bayard, who later concluded
that Arago’s advice was designed to stall him until
Daguerre’s experiments were published, would come
to feel that his rightful place as inventor of photography
had been usurped.

Whatever the truth of this claim, Bayard did in fact
exhibit direct positive prints on paper in July 1839,
several weeks before the public unveiling of Daguerre’s
process at the French Academy of Sciences. The oc-
casion was an exhibition of art benefiting the victims
of a recent earthquake in Martinique. The first known
public exhibition of photography, Bayard’s direct posi-
tive prints (among them a number of still lifes) roused
great interest and were praised for their artistic merit
by several major Parisian newspapers, including Le
Moniteur universel and Le Constitutionnel. The latter
enthused over Bayard’s photographs, writing that “we
are not competent to discuss the intrinsic merits of Mr.
Bayard’s process, nor compare it to that of Daguerre. But
the results obtained by Mr. Bayard are of an exquisite
fineness, a harmonious softness of light that painting



will never attain. Nothing could be more charming that
these little forms bathed in elusive half-light, like the
chiaroscuro of nature. Art must resign itself in compari-
sons such as these to remain ever inferior to reality”
(Gautrand, 1986, 24).

Despite the great interest these photographs pro-
voked, Bayard did not officially present his invention
in an institutional setting until several months after the
publication of Daguerre’s process for making direct
positives on metal. On November 2, the architect Désiré
Raoul-Rochette presented a report on Bayard’s invention
to the Académie des Beaux-Arts praising Bayard’s in-
vention on both practical and artistic grounds. Rochette
noted that unlike the daguerreotype, Bayard’s process
enabled the papers to be prepared up to a month ahead
of time, thus reducing the equipment needed to make
an exposure. More significantly, the report found that
Bayard’s process possessed artistic advantages over the
daguerreotype, for the paper support yielded a vague-
ness of contour and rich harmony of warm tones that
suggested an artistic sensibility and recalled the sfumato
of old master drawings. Writing in 1851, the critic
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Bayard, Hippolyte. In the Studio of Bayard.
! The J. Paul Getty Museum, Los Angeles © The
i J. Paul Getty Museum.

Francis Wey would reiterate Rochette’s praise, recalling
that when he first saw the photographs in 1839 “they
resembled nothing I had seen....One contemplates these
direct positives as if through a fine curtain of mist. Very
finished and accomplished, they unite the impressionism
of reality with the fantasy of dreams: light grazes and
shadow caresses them” (Gautrand, 1986, 24-5).

Despite the acclaim surrounding the exhibition and
the support of the Academy of Fine Arts, Bayard failed
to receive recognition he desired for his inventions, nor
did he achieve the level of state support that was awarded
to Daguerre. As a reaction to the injustices he felt he had
suffered, Bayard created witty, enigmatic photograph of
an inert man entitled Self Portrait as a Drowned Man.
Bayard inscribed the back of this self-portrait with the
following narrative

“The corpse which you see here is that of M. Bayard,
inventor of the process that has just been shown to you.
As far as | know, this indefatigable experimenter has been
occupied for about three years with perfecting his discov-
ery.... All those who have seen his pictures admired them
as you do at this very moment, although he considers
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them still imperfect. This has brought him honor, but not
a single penny. The Government, which has been only too
generous to Monsieur Daguerre, says it can do nothing for
Monsieur Bayard, and the unhappy wretch has drowned
himself in despair.

Oh human fickleness! For some time, artists, scientists
and the press took an interest in him, but now that he has
been at the morgue for several days, nobody has recog-
nized him. Ladies and gentlemen, let us discuss something
else so as not to offend your sense of smell, for as you
can see, the face and hands of the gentleman are already
beginning to decay.” (Gautrand, 1986, 221)

In fact, Bayard’s hands and face appear darker in tone
than the rest of his body because they were sunburned
when this photograph was made.

In spite of his failure to achieve the recognition he
craved, Bayard remained an important and productive
member of the French photographic community for the
rest of his life. He continued to explore photographic
chemistry, including methods for developing the latent
image on paper. Invented by Bayard in 1839, but not
presented at the French Academy of Sciences until
Feburary 8, 1841—the timing no doubt spurred in part
by Talbot’s announcement of his discovery of the latent
image phenomenon in early January —Bayard’s process
entailed preparing a sheet of paper with potassium bro-
mide and silver nitrate, exposing it while still wet in the
camera, and then exposing the paper to mercury vapors
(as in Daguerre’s process) to reveal the latent image. Ba-
yard also described a second method for developing the
latent image which entailed soaking paper in a sodium
chloride solution, allowing it to dry and then covering
it with a silver nitrate solution. Once dry, the sheet was
exposed to the vapor of iodine crystals (to form silver
iodide), exposed in the camera, then exposed to mercury
vapor, and finally fixed in a hyposulfate solution. In both
cases, the final images were negative.

By 1842, Bayard was using the paper negative
(calotype) process only recently introduced by Talbot
to create a series of photographs of Montmartre. The
two may have met when Talbot visited Paris in 1843;
certainly they were aware of each other’s work, as the
presence of several salted paper prints by Talbot in one
of Bayard’s albums suggests. By 1846, Bayard seems
to have fully abadoned his direct positive paper process
in favor of a modified version of Talbot’s paper negative
process, which he employed with great skill to make
portraits, self-portrait, still-life studies, genre scenes,
and photographs of Paris and its environs. Bayard’s
city views, among the first photographic records of the
changing urban texture of Paris in the 1840s, include a
series on Bayard’s own neighborhood, the Batignolles
(1845), the Seine and other aspects of Paris (1847-8),
and the barricades erected during the Revolution of
1848. Bayard’s skill with the paper negative process
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is also evident in the series of portraits he made in the
1840s. Likely made for personal rather than commercial
purposes, many of these salted paper prints reveal a
simple yet strong composition that concentrate attention
on the nuances of his sitters’ personalities.

An inveterate explorer, in the early 1840s Bayard
also used the daguerreotype process, and beginning in
1849-50 produced highly accomplished prints from
albumen on glass negatives. After 1851, Bayard also
employed the collodion wet plate process. Although he
began his photographic career as an amateur, by 1846,
he was actively selling photographs through print shops
(including English dealer F. Sinnett’s shop at 10 Rue
Vivienne). In 1855, he opened his own studio at 14,
Port-Mahon and in 1861, he founded a portrait studio
with Bertall (Charles Albert d’ Arnoux), where he made
portraits, landscapes, reproductions of art, and cartes de
visite and was among the first photographers to exploit
the possibilities of mass production of photographic
prints.

Bayard also played an important role in the insti-
tutional development of French photography. He was
commissioned in 1843 to make daguerreotypes of the
Chateau de Blois, which were later used by the architect
Felix Jacqued Duban for his restoration project. In 1851,
Bayard was hired by the Commission des Monuments
Historique, a wing of the French Government, as one
of the founding photographers of the Mission Hé-
liographique, an initiative to document the historic sites
and monuments of France by means of photography. The
only one of the five to employ glass negatives, Bayard
photographed numerous architectural sites in Brittany
and Normandy, some of which were published in 1853
by Blanquart-Evrard in the latter’s album Souvenirs
Photographiques.

Throughout his photographic career, Bayard enjoyed
significant critical and commercial success, particularly
from the early 1850s onward, when the paper negative
and the negative—positive process definitively triomphed
over the daguerreotype in France. In 1849, Bayard won
a silver metal for prints made using glass negatives at
the Paris industrial exhibition. In 1851, he garnered an-
other medal at the Cyrstal Palace exhibition in London.
In 1854 he became a founding member of the Societé
Francaise de Photographie, and served as its secretary
from 1865 until 1881. He participated in the Société’s
exhibitions in 1855, 1857, and, with Bertall, in 1863,
1864, and 1865. In 1862, the pair received a medal at the
Universal Exhibition in London. In 1863, The French
government awarded him the medal of the Legion of
Honor for his contributions to photography. He retired
to Nemours in 1869 and died there on May 14, 1887.

The bulk of Bayard’s oeuvre is conserved at the
Societé Francaise de Photographie, Paris, which holds
some 600 prints as well as notebooks and other archival



materials. Other significant institutional holdings of
Bayard’s work include The George Eastman House,
Rochester, The J.Paul Getty Museum, Malibu; Harry
Ransom Humanties Research Center, Austin; The Art
Institute of Chicago.

SARAH KENNEL

Biography

Hippolyte Bayard was born January 20, 1801, in Breteuil
sur Noye, in the Oise district of France. Son of a justice
of the peace, Bayard worked as a notary before moving
to Paris in the late 1820s, where he was employed by
the Ministry of Finance. Bayard began to experiment
with photographic chemistry in January 1839; by March
1839 had invented a process for making direct positives
on paper. Over the next three decades, he made portraits,
landscapes, still lifes, and architectural images using a
variety of processes, including daguerreotype, paper
negative, albumen, and wet plate collodion. A found-
ing member of the Sociéte Héliographique (1851) and
the Société Frangaise de Photographie (1854), Bayard
opened a commercial studio in 1855 at 14, Port-Mahon.
In 1861, he and Bertall opened a commercial portrait
studio that specialized in cartes de visites. He exhibited
at the Société Francaise de Photographie (1855, 1857,
1863-65), and won medals at the Paris Industry exhi-
bition in 1849, the London Crystal Palace exhibition
(1851), and the London Universal Exhibition (1862).
He died in Nemours, France, on May 14, 1887.

See Also: Arago, Francois Jean Dominique;
Blanquart-Evrard, Louis-Désiré; Daguerre, Louis-
Jacques-Mandé¢; Talbot, William Henry Fox; Wey,
Francis; Mission Héliographique; Positives: minor
processes; and Inventions.
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BAYLISS, CHARLES (1850-1897)
English born photographer

Bayliss was born in 1850 in Hadleigh, Suffolk, the son
of Charles Baylis (sic) a sadler and Elizabeth Gardiner.
The family immigrated to Melbourne in 1852 aboard
the Moselle. In 1866, aged 16 Bayliss joined Henry
Beaufoy Merlin in the American & Australian (some-
times Australasian) Photographic Company in 1866,
spending four years touring Victoria and New South
Wales, visiting towns and photographing every dwelling
then offering these for sale to the locals. Merlin set
up a studio in Sydney in 1870 then he and Bayliss
continued there endeavour to visit as many towns as
possible, which included the gold mining towns of Hill
End and Gulgong during 1872. Following Merlin’s
death in 1873, Bayliss returned to Victoria taking
views including a 9 panel 360° panorama of Ballarat
in 1874. Under the patronage of Bernard Hotlermann,
Bayliss made a panorama of Sydney in 1875 and then
from 1876 he is listed with a studio at a succession of
addresses in George St., Sydney. He produced further
panoramas including another of Sydney in 1879 and
these were entered in various exhibitions in America,
Europe and Australia. During March 1880 Bayliss
travelled to Queensland, and took mammoth plate views
around Maryborough. In 1886 Bayliss was appointed
official photographer to the Royal Commission on
Water Conservation and in this capacity photographed
extensively along the Darling River. Bayliss was
one of Australia’s most accomplished landscape
photographers. He died 4 June 1897.

MARCEL SAFIER
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BEALS, JESSIE TARBOX (1870-1942)

Canadian-born American photojournalist

One of the first American photojournalists. Beals was a
teacher from the age of 18, whose interest in photogra-
phy was sparked by winning a camera in a competition.
She resigned from teaching after realising she could
make more money as a professional photographer. In
1897 she married Alfred Beals. She selected paying cli-
ents for her portraits, and instructed her husband on how
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to operate the darkroom. In 1900, Beals’ photographs
were published in the Windham newspaper; the resulting
credit line establishes her as the first published female
photojournalist. She was then awarded the post of first
female staff photographer in the USA, for the Buffalo
Courier, in 1902.

In 1904, she was the first female to obtain an of-
ficial press pass to photograph the Louisiana Purchase
Exposition. Her most famous photograph of the fair
was an aerial photograph taken nine hundred feet in
the air, for which she was awarded a gold medal by the
Exposition. Beals’ tenacity was further illustrated when
she stopped President Roosevelt at the fair and asked if
she could photograph him. Beals diversified so that her
work ranged from portraits of literary and entertainment
figures to urban, interior and garden photography. She
photographed the slums of New York in an attempt to
assist the Community Service Society and even did
some writing and illustrating of books of poetry. Beals
divorced in 1924, and moved with her daughter to
Greenwich Village; where her photos of the people, the
haunts and the studios, earned her the title of ‘official
photographer of Greenwich Village.’

Jo HALLINGTON

BEARD, RICHARD (1801-1885)
British inventor, entrepreneur, patent-holder, and
photographer

In a remarkably short period of time, Richard Beard
progressed from being a wealthy coal merchant, to being
one of the most influential figures in the development
and promotion of photography in England.

His interest in the commercial potential of photo-
graphy, and in the daguerreotype which was to dominate
several years of his life, can be traced back to mid-1839.
By that time, the daguerreotype process was known in
England through Miles Berry’s British Patent No.8194,
which had been filed in August 1839 on behalf of Louis
Jacques Mandé Daguerre. By the following year Beard
had been introduced to the innovative mirror camera
design of Alexander S. Wolcott. His first personal
involvement in a photographic patent came in mid-
1840 (British Patent 8546) when he patented Wolcott’s
camera design on behalf of himself and John Johnson,
an American photographer who was also Wolcott’s
business partner. Included in that patent were several
significant improvements upon Daguerre’s original
formulation for the process.

Beard later bought Johnson’s interests in the cam-
era, and made it available only to his patentees. Thus
daguerreotypes produced using his system were not
laterally reversed, while those taken with cameras us-
ing lenses were. While Beard never publicly stated how
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much he eventually paid to acquire all interests in the
Wolcott camera in England and Wales, Johnson later
claimed that £7000 had changed hands.

By summer 1840, Beard had completed negotiations
with Daguerre and Joseph Nicéphore Niepce—through
their patent agent Miles Berry—and acquired exclusive
rights in the daguerreotype in England, Wales, Berwick-
upon-Tweed, and the ‘Colonies and plantations abroad.’
Uniquely missing from these patent rights were Scotland
and Ireland, each with its own legal system and sepa-
rate patent laws. Apparently Berry had seen no merit
in paying for such patent protection, a decision which
considerably encouraged the development of photogra-
phy in Scotland. Of significant interest here is the fact
that Beard patented both the Wolcott camera and his
“improvements” in the process in both these countries.
Two Scottish Patents were filed, No.144 in December
1840 and No.148 in November 1841, and one Irish
Patent, No. 229, in April 1841. Thus photographers in
Scotland and Ireland were free use Daguerre’s original
process without fear of patent infringements, but not
Beard’s improvements.

While negotiating with Berry et al., Richard Beard
had been working to improve the sensitiveness of the
daguerreotype plate. Through the expertise of the chem-
ist John Frederick Goddard, sensitivity was increased
substantially—sufficient to make studio portraiture
practicable—and with John Johnson, Beard opened
England’s first professional photographic portrait studio
at the Royal Polytechnic Institution in Regent Street,
London, in March 1841. Goddard’s achievement was
to replace the iodine in Daguerre’s original formulation
with bromide of iodine, and by so doing, he reduced ex-
posures to between one and four minutes in bright light
—which was sufficiently brief to make studio portraiture
a practical proposition. Interestingly, the patents which
embrace Goddard’s improvements all claim to have
been communicated to Beard “by a certain foreigner
working abroad.”

The Royal Polytechnic Institution was a unique
and highly popular venture in the heart of London, a
place where the latest inventions, innovations and ideas
could be seen, explored and debated. Large numbers of
visitors each paid a shilling to pass through its doors.
It was appropriate that the first photographic studio
should be established there, and despite the imposi-
tion of an admission charge in addition to his prices,
Beard’s financial return from the glasshouse studio was
considerable.

Before opening his first studio, he had also conceived
a bold idea to license the daguerreotype process on a
strictly controlled regional basis, thus granting each
licensee a clear monopoly.

The first such licensed operation opened in Plymouth
in July 1841, and was followed by Photographic Institu-



tions in Bristol, Cheltenham, Liverpool, Nottingham,
Brighton, Bath and Manchester. Two further studios
were opened in London in 1842—one in King William
Street, and the other in Parliament Street, the former
being managed by Beard’s eldest son, Richard Beard
Jor. from about 1846.

The granting of exclusive licenses permitted Beard
to charge high prices to his licensees, and enabled them
to extract high returns from their investment. As some
photographers paid over £1000 for their licenses, a con-
siderable return was essential. The lack of competition,
however, considerably restricted the growth of photogra-
phy in England. Beard aggressively prosecuted breaches
of his patent rights through a number of celebrated court
cases, but there can be no doubt that the exclusivity of his
establishments worked against the public interest. Even
some of those Londoners who could afford to have their
likeness made, complained about the time involved in
waiting to be photographed, and in 1846 he eventually
agreed to license more studios.

Years ahead of his time in the thinking behind such
franchise agreements, Beard controlled the manufacture
sale and distribution of the equipment and materials
which accompanied professional portrait photography
—including cameras, frames, mats (overlays), preserv-
ers, and cases. Approved products were identified with
the words “Beard Patentee”—embossed on the faces
of frames or brass mats and on printed labels inside
morocco cases. There is evidence that some of his
cases and their fittings were made for him by Thomas
Wharton, a Birmingham manufacturer whose involve-
ment with case-making predated photography. A small
number of the “Patentee” labels bear Beard’s original
signature in blue ink, perhaps identifying himself as the
photographer. Beard’s 1842 Patent N0.9292 described
a method of hand-tinting the daguerreotype—already
within a year after the first studio opening, the absence
of colour had been identified as a shortcoming of the
new process. The procedure was based on proposals by
Johann-Baptiste Isenring.

By 1845 he was entering into concession agreements
with photographers who could use the process without
buying a license, in return for a share in the profits,
and by the 1849, he was legally bankrupt, although
whether by business failure or business planning re-
mains open to debate. Later studios in Manchester and
Liverpool traded under the partnership name of Beard
and Foard, and it remains uncertain whether this was
Richard Beard or his son Richard Beard Jnr. He was
also a partner in a London studio, Sharp & Beard, in
the later 1850s.

He appears to have retired completely from photog-
raphy by 1858, and applied himself to a range of other
business opportunities until his death.

JoHN HANNAVY

BEATO, ANTONIO

Biography

Richard Beard was born in Devon in December 1801,
the second of six children, four of whom did not survive
beyond their mid-teens. He joined the family grocery
business in Newton Abbott and while still in his early
twenties, was effectively in charge. He moved to London
in 1832 and went into partnership with a coal merchant,
establishing Pope, Beard & Company, later to become
Beard & Company. With his wife Elizabeth, he had six
children, the first of whom, Richard Jnr, followed him
into photography. After leaving photography, he lived
for many years in Hampstead, London, where he died
on June 7th 1885.

See Also: Daguerre, Louis Jacques Mandé; and
Niepce, Joseph Nicéphore.
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BEATO, ANTONIO (c. 1830-1903)
Itinerant photographer

For many years, historians believed that a photographer
by the name of Felice Antonio Beato had photographed
extensively throughout Japan, China, Egypt and the
Holy Land. This error came about as a result of the two
brothers Felice Beato and Antonio Beato signing some
of their works with a composite name.

Antonio Beato worked with his brother for several
years, opening a studio with him in Calcutta c.1858.
By 1862 he had set up a studio in Cairo, with another
studio in Luxor opening a decade later. His work was
sold widely to those travellers who undertook the Grand
Tour of Egypt from the 1870s until the end of the nine-
teenth century.

Beato’s Egyptian images are distinctively different
from those of Francis Frith. While Frith concentrated on
the grandeur of the antiquities, in Beato’s images people
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going about their daily work are of at least equal impor-
tance to the grandeur of their architectural settings. His
output embraced landscape, architecture and people, and
many images bear the legend ‘A Beato’ handwritten onto
the collodion negative. Some also have an additional ink
signature on the print. Additionally, several of Beato’s
images exhibit a pink hue to the highlights, believed to
have been introduced by dyeing the albumen to give a
warmer alternative to the conventional albumen print.
JoHN HANNAVY

BEATO, FELICE (c. 1834-1906)
Corfu-born photographer and merchant of British
nationality

Despite Felice Beato’s reputation as a pioneer war
and travel photographer, many aspects of his life and
background remain unknown. At a meeting of the Lon-
don and Provincial Photographic Association, he was
described as “a Venetian by birth, but now a naturalised
Englishman,” however no firm evidence has emerged
to substantiate this claim of ‘Italian’ birth. Current re-
search indicates that he was born on the island of Corfu
around 1834.

Like his brother Antonio Beato, Felice obtained his
knowledge of photography in the mid-1850s from his
brother-in-law James Robertson, chief engraver of the
Imperial Mint in Constantinople. The correspondence
of the French military artist Jean-Charles Langlois pro-
vides the earliest known reference of his photographic
activities. In a letter from the Crimea, dated 30 April
1856, Langlois noted the presence of Robertson’s as-
sistant at work photographing the stationed troops: “We
believed that the figure was not Robertson himself,
but his first student, a replacement.” A few days later
Langlois confirmed the identity of this assistant with
evident disdain for his work: “Certainly this M. Beato is
no artist.” While this judgment perhaps reflects Beato’s
inexperience in the field, his formative training in the
Crimea enabled him to establish strong ties with the
British officer class that would prove invaluable in his
future career (see Gartlan).

Over the next year Felice Beato continued to work as
Robertson’s able assistant in several Mediterranean
locations as their professional relationship gradually
transformed into a collaborative partnership. En route for
London in September 1856, Robertson left an assistant
in Malta to manage his operation, and once again, Beato
was almost certainly delegated this task. On 3 March
1857, Robertson and his two brothers-in-law, Felice and
Antonio Beato, registered their arrival in Jerusalem at the
British Consulate. Given that the prints taken thereafter in
Jerusalem, Athens, Constantinople and Egypt were signed
either ‘Robertson and Beato’ or later ‘Robertson, Beato
& Co.’ (unlike the former accreditation of prints to Rob-
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ertson alone), Felice Beato appears to have gained some
recognition from his elder mentor for his contribution to
the enterprise’s success.

Beato began his own independent photographic ca-
reer on his embarkation for Calcutta in early 1858. He
travelled widely through northern India, photographing
the embattled buildings still evident months after the
Sepoy Rebellion at Lucknow, Delhi, and Cawnpore
(now Kanpur), and preparing a portfolio of architectural
views of Agra, Benares, and Amritsar. His gruesome
photographs of the Lucknow massacre, in which the
exhumed remains of numerous Indian insurgents lie
strewn on the city streets, established his penchant for
battlefield scenes showing the dishevelled victims of
British military action. Among the earliest photographs
to portray corpses on the battlefield (although like
Alexander Gardner, Beato certainly ‘arranged’ his war
scenes), these images differed markedly from the earlier
absence of corpses in the Crimean War photographs
of Roger Fenton and James Robertson. In subsequent
years, Beato accompanied military forces as a war
photographer in China (1860), Japan (1864), Korea
(1871), the Sudan (1885) and Burma (1886). From July
1858 to December 1859, Antonio Beato assisted his
brother in the management of a studio in Calcutta until
he returned to Egypt to eventually open his own studio
at Luxor in 1862.

On 26 February 1860, Beato left Calcutta for Hong
Kong to join the Anglo-French forces gathering in readi-
ness for a retaliatory campaign to North China. Over
the next eight months, he assembled a comprehensive
record of the campaign, from the first encampment
at Kowloon to the final destructive events in Beijing.
Beato displayed his enthusiasm for battlefield scenery
soon after the allied forces captured the strategic Dagu
forts on 21 August 1860. The memoirs of the military
surgeon, Dr. David Field Rennie, provide some insight
into Beato’s eagerness on the battlefront:

| passed into the fort and a distressing scene of carnage
disclosed itself; frightful mutilations and groups of dead
and dying meeting the eye in every direction... Signor
Beato was here in great excitement, characterising the
group as “beautiful,” and begging that it might not be
interfered with until perpetuated by his photographic
apparatus, which was done a few minutes afterwards.
(Rennie, 112)

Gathered into albums in chronological order, these
photographs were sold to numerous British officers
and soldiers in the course of the campaign. Although
the experienced photographer Antoine Fauchery also
accompanied the French forces, Beato’s portfolio con-
stitutes the only substantive photographic record of the
campaign and includes the earliest known photographs
of Beijing.



Soon after his arrival in London in October 1861,
Beato sold the rights to his India and China images
to the commercial publisher Henry Herring. The fol-
lowing summer, Herring exhibited the portfolios at his
Regent Street premises, though he planned to market
the collection primarily by mail subscription. While the
commercial success of this venture was probably mod-
est, Herring’s subscription list provides scholars with
a valuable resource for the study of Beato’s India and
China portfolios (for reproduction see Harris, Of Battle
and Beauty, 177-180).

During the Anglo-French campaign in China, Beato
met the British artist and /llustrated London News cor-
respondent Charles Wirgman. A resident of Yokohama
since May 1861, it was probably at Wirgman’s instiga-
tion that Beato decided to first visit Japan. By 13 July
1863, as Wirgman noted in one of his regular columns,
Beato’s photographs were already attracting attention in
Yokohama: “my house is inundated with Japan officers,
who come to see my sketches and my companion Si-
gnor B-’s photographs.” (ILN, 26 September 1863, 303)
Between 1864 and 1867, the two colleagues operated
the influential firm of ‘Beato and Wirgman, Artists and
Photographers.” Beato was primarily responsible for
popularising the practice that would become a hallmark
of the Yokohama photographic industry: the hand-co-
loured albumen print. He travelled extensively through-
out Japan, on occasion accompanying ambassadorial
delegations in order to gain access to regions otherwise
restricted to foreigners. Although he continued to serve
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as a war photographer, accompanying the punitive ex-
pedition to Shimonoseki in 1864, his topographical and
studio genre work predominated in the 1860s.

On 26 November 1866, a devastating fire destroyed
Beato’s photographic studio and stock along with most
of Yokohama. This disaster stymied Beato’s desire
to send the Bengal Photographic Society “a set of
views, not only of scenery in Japan, but also of native
portraits in cartes-de-visite, illustrative of the different
dresses, customs, and habits of the people.” (Journal
of the Bengal Photographic Society, March 1867, 25)
Despite this setback, Beato quickly rebuilt his portfolio
and only five months after the fire, the Bengal Photo-
graphic Society received “an Album of Photographic
views and costumes taken in China and Japan, chiefly
by Cigni Bento of Yokoham[a].” (JBPS, March 1867,
5) Over the next year, Beato continued to rebuild an
inventory of Japanese ‘views’ and ‘costumes’ published
in various leather-bound album formats, often with the
embossed cover title Vues du Japon or Views of Japan
(Bibliotheque nationale, Paris). One superb example
preserved in the Victoria and Albert Museum, London,
and published in 1868 with the title Photographic Views
of Japan by Signor F. Beato, with Historical and De-
scriptive Notes, Compiled from Authentic Sources, and
Personal Observations During a Residence of Several
Years, consists of two volumes containing respectively
101 untinted views and 100 hand-tinted genre subjects.
As the title suggests, a lengthy printed caption accom-
panied each print, attesting to the album’s instructive
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function at a time of few first-hand, European-language
accounts of Japan. Beato not only established the range
of typical subjects and practices followed by his suc-
cessors, but also trained several leading photographers
of the next generation, most notably Kusakabe Kimbei
and Baron Raimund von Stillfried. Although the stu-
dio of F. Beato & Co., located at No. 17 on the Bund,
continued to operate from 1869 until 1877, Beato’s
own photographic activities declined as he delegated
further responsibility for the studio’s operations to his
assistants. Nonetheless, he accompanied the American
naval expedition to Korea as official photographer in
mid-1871, and, despite the meteoric rise of Baron von
Stillfried and other competitors, continued to maintain
a high professional reputation. The traveller Elizabeth
Amy Cathcart Payne could still note in her diary on
8 November 1874: “We also had our photos taken by
Beato, accounted the best photographer in Japan.” (Con-
nie Keat (editor), Amy’s Diaries: The Travel Notes of
Elizabeth Amy Cathcart Payne, 1869-1875, Morwell,
Australia, 1995, 52.)

Yet aside from such occasional photographic activi-
ties, Beato was increasingly preoccupied after 1869 with
other financial projects, culminating in the sale of his
studio and inventory to Stillfried & Andersen in Janu-
ary 1877. A popular resident known for his eccentric
personality, Beato enjoyed the local horse races, game
shooting, and other social pastimes of treaty port life.
During a brief visit to London, he continued to move in
Yokohama circles, dining with “quite a Japanese party”
of former residents on 5 November 1871 (Schmidt,
p-200). He was one of several financiers responsible
for establishing the Grand Hotel in Yokohama and was
regularly caricatured in Wirgman’s illustrated magazine
the Japan Punch. In December 1875, Beato’s ambitions
expanded to the opening of a general store at No. 57,
Yokohama. According to the Japan Herald, this venture
epitomised his entrepreneurial spirit:

Obedient to the command of the new lessee, Mr. F. Beato,
a small army of carpenters took possession, and in a few
weeks, some four in all, had raised a new edifice... and
now, in all the glare of bright paint and paper, the new
premises assert themselves to every passer-by as the depdt
of the “Yokohama Trading Company,” where everything,
we are told by the enterprising proprietor, from a gimlet
to a bedstead, from a bottle of gin to a hogshead of claret,
can be had for about half nothing, or for even less, rather
than lose a customer... [Mr. Beato’s] wonderful energy, and
his elasticity of spirit in these dull times, are calculated to
ensure success. He deserves it. (Japan Herald Mail Sum-
mary, 30 December 1875, p.3)

Success, however, remained elusive. In the end, he
lost all his money speculating on the Yokohama silver
exchange, and left Japan on 29 November 1884 with his
passage paid by friends. While such merchant activities
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deflected his attention from the studio, Beato made an
enduring contribution to photography in Japan, estab-
lishing the benchmark in terms of production standards
and themes for subsequent studios.

Five months after his departure from Japan, Beato
was again employed as an expedition photographer ac-
companying General Wolseley’s British campaign to the
Sudan. Although he exhibited the photographs in Febru-
ary 1886 before members of the London and Provincial
Photographic Association, these Sudan photographs
have yet to be identified. At a subsequent meeting of this
society on 4 March 1886, the secretary announced that
“Signor Beatto ... had unexpectedly to leave England for
Burmah on the first of this month.” (British Journal of
Photography, 12 March 1886, p. 167) While the exact
date of Beato’s arrival in Burma remains conjectural,
his prompt departure and expressed destination suggests
that he probably settled there before the end of the year.
The travel account of George Bird supports this sup-
position, affirming that Beato “arrived in Mandalay in
1886.” (Singer, p. 98) He soon established a successful
studio marketing architectural views, genre subjects, and
other Burmese subjects that furnished the illustrations
for several turn-of-the-century travel accounts. From
1895, the Mandalay studio expanded into an emporium
of Burmese curios, with a branch office at Rangoon
offering ivory carvings, silverware, and other regional
merchandise to tourists and an international ‘mail-order’
clientele. Beato’s various enterprises in Rangoon and
Mandalay continued to prosper into the early twentieth
century, until his final documented listing in Thacker’s
Indian Directory in 1908. He is thought to have died in
Burma about 1908.

LUKE GARTLAN

Biography

Despite extensive research in recent decades, the birth
and death details of Felice Beato continue to elude schol-
ars. Current research indicates he was born on Corfu
about 1834 and first trained as an assistant photographer
to his brother-in-law James Robertson in the mid-1850s
in Constantinople (now Istanbul). From 1855, he was
active at the Crimean War and thereafter visited Malta,
Jerusalem, and Egypt, before embarking for Calcutta in
early 1858. Closely associated with the British military
class, he recorded several colonial conflicts including
the aftermath of the Sepoy Rebellion in India (1858) and
the Anglo-French campaign in Northern China (1860).
In the following years, he returned to war photography
joining the military campaigns to Shimonoseki, Japan
(1864), Korea (1871), Sudan (1885) and Burma (1886).
An accomplished topographical and architectural pho-
tographer, excelling in multi-part panoramas, Beato also
had a formative role in establishing the scenic ‘view,” as



well as the street and studio-based ‘costumes’ of early
Japanese photography. In later life, he produced a similar
portfolio of photographs during an equally lengthy resi-
dence in Burma, where he possibly died around 1908.
For over fifty years into the early twentieth century,
Beato’s photographs of Asia constituted the standard
imagery of travel diaries, illustrated newspapers, and
other published accounts, and thus helped shape ‘West-
ern’ notions of several Asian societies.

See Also: Beato, Antonio; Robertson, James;
Gardner, Alexander; Fenton, Roger; von Stillfried und
Ratenitz, Baron Raimund; and Kusakabe Kimbei.
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BECQUEREL, ALEXANDRE EDMOND

BECHARD, HENRI AND EMILE, AND
DELIE, HIPPLOYTE (active 1869-1880s)

French, commercial photographers

Henri Béchard operated a photographic studio in Cairo
in the Ezbekiah Garden district from which he sold
rather standard tourist views, as well as a series of
types and costume studies. In 1888 he published with
A. Palmiere, a set of photogravures, “L’Egypte et la
Nubie.” Emile Bechard, assumed to be related to Henri,
formed a studio with Hipployte Délié. Prior to coming
to Cairo—no doubt attracted by the influx of visitors
and potential customers at the time of the opening of the
Suez Canal, which also coincided with the first pack-
age tourist trips to Egypt—Délié€ had worked supplying
travel views for wood engravings for Le Tour du Monde.
Délié et Bechard had the photographic concession at the
Cairo antiquities museum and produced the handsome
Album du Musée Boulaq: Photographie par Délié et
Béchard, avec texte explicatif par Auguste Marriette Bey
(Cairo, 1872). The partnership was dissolved sometime
after publication and both continued to work in Egypt
as commercial photographers. Both received medals at
the 1878 Paris Universal Exposition.

KATHLEEN HOWE

BECQUEREL, ALEXANDRE EDMOND
(1820-1891)

French scientist and physicist

Becquerel was born in 1820 and is known for his studies
in light, photochemistry, and phosphorescence. In the
field of photography his main contribution is in color
recording experiments. Before describing his work in
the field of photography, it is necessary to mention the
research in color recording performed before Becquerel.
After the invention of black-and-white photography a
lot of research was devoted to the possibility of record-
ing natural color images. Even before photography
was invented, Johann Wolfgang von Goethe published
a book on light and color (Zur Farbenlehre), in which
light and color recordings were discussed. Experiments
performed by Johann Thomas Seebeck (1770-1831)
was included as an appendix in Goethe’s book and is
probably the first (about 1810) contribution to color
photography. Seebeck made experiments in which solar
spectra were projected onto silver-chloride impregnated
paper. The recording which unfortunately could not be
preserved (fixed) showed colors which were induced
by the different colors of the solar spectrum. The
philosophical explanation of this was: “light chose to
impress itself on material objects in its own colours.”
Thus, it makes sense to describe such a process a natural
color-recording technique. To some extent Becquerel’s
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color photography experiments were also based on
Sir John Herschel’s systematic investigation of solar
spectra recorded in silver-chloride impregnated paper.
This type of photographic recording technique is often
referred to as heliochromy (sun-coloring) and the images
as heliochromes.

Instead of using paper as the material substrate,
Becquerel coated a silver subchloride (Ag,Cl) emulsion
on a polished silver plate. Actually, Becquerel preferred
chlorination by a galvanic process. The silver plate was
immersed as the positive pole in a weak (1:8) hydro-
chloric acid, the negative pole being a platinum sheet.
Within a few minutes the process was completed. By
timing the process, he could accurately control the thick-
ness of the layer. The best colors were obtained when
the galvanic process was stopped at the “fourth-order
violet” which corresponded to a thickness of 1/588 mm.
Employing such plates, the colors of the recorded solar
spectrum were much brighter than previously recorded
spectra. However, the same problem of fixing the images
remained unsolved, and despite trying hard, Becquerel
could not find a solution. The images faded rapidly under
daylight illumination. They had to be stored in complete
darkness. In addition to solar spectra recorded in 1848,
Becquerel succeeded also in recording color photo-
graphs of objects. He recorded some colored engravings
and brightly dressed dolls which all required between
ten and twelve hours exposure in bright sunlight. For
example, at the 1855 Exposition Universelle in Paris,
such color photographs were on display in an almost
dark tent to preserve the photographs as long as possible.
The only light inside was a single candlelight.

Lord Rayleigh (1842-1919) suggested in 1887 that
the images obtained in the Becquerel experiment could
be explained in this way: “The various parts of the film
of subchloride of silver with which the metal is coated
may be conceived to be subjected, during exposure,
to stationary luminous waves of nearly definite wave-
length, the effect of which might be to impress upon
the substance a periodic structure recurring at intervals
equal to half the wave-length of the light.”” Then the
recording technique is: “to produce just such a modifica-
tion of the film as would cause it to reflect most copi-
ously that particular kind of light.” In 1889 Otto Wiener
(1862-1927) investigated and explained the experiments
by Seebeck and Becquerel as well as interferential color
photography invented in 1891 by Gabriel Lippmann
(1845-1921). The colors observed in the experiments
are obtained in two ways: caused by interference or by
absorption and bleach-out process. Becquerel’s process
may, to some extent, be based on interference, but is
much more similar to color recordings on chloride paper.
In this case a chemical bleaching process of pigments
is behind the colors. The light-sensitive substances are
bleached out only by those kinds of light which they
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absorb, while they are not destroyed by light of their own
color. One of Becquerel’s solar spectra recorded in 1848
has been preserved and belongs to the collection of the
Musée national des techniques (Conservatoire national
des arts and métiers) in Paris. It is stored in complete
darkness in a box. It is very difficult to get permission
to view the photograph. Only on a few occasions have
researchers been able to view and investigate the re-
corded spectrum. However, ordinary photographic color
prints exist of Becquerel’s photograph; for example, a
photo is reproduced on page 29 in Histoire mondiale de
la photographie en colours, a book by Roger Bellone
and Luc Fellot published in 1981.

HANS I. BJELKHAGEN

Biography

Alexandre Edmond Becquerel was born in 1820, the
son of Antoine César Becquerel who was a pioneer
in electrochemical science. Alexandre Edmond’s son
Antoine Henri was the famous scientist who discovered
radioactivity in 1896 for which he shared the Nobel Prize
in Physics in 1903. Alexandre Edmond is known for his
studies in light, photochemistry, and phosphorescence.
For example, he is the inventor of the phosphoroscope.
Alexandre Edmond discovered the photovoltaic effect in
1830. Doctor of Science in 1840 and professor of Phys-
ics at the Conservatoire national des arts and métiers
(National Academy of Arts and Trade) in 1852. When
his father died in 1878, he succeeded him as a professor
at the Muséum d’Histoire naturelle (Museum of Natural
History) in Paris. He is the author of the book: La Lu-
miere ses causes et ses effets, published in 1868. In the
field of photography he is known mainly for his work in
color recording experiments. He died in 1891.

See Also: Herschel, Sir John Frederick William; and
Lippmann, Gabriel.
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BEDE, CUTHBERT (1827-1889)
English writer and illustrator who satirized
photography

Cuthbert Bede was the pseudonym of Edward Bradley,
an English clergyman who, as a writer and illustrator,
explored the comic possibilities of photography. It
is known that in the 1850s he also took photographs
although the extent of this activity is uncertain and no
surviving photographs can be reliably authenticated as
his. Unless more evidence comes to light, Bede’s impor-
tance to the history of photography rests principally on
his book Photographic Pleasures: Popularly Portrayed
with Pen and Pencil published in January 1855 and
his allusions to photography in The Adventures of Mr
Verdant Green, an Oxford Freshman which dates from
1853, and which subsequently spawned two sequels.

Edward Bradley was born in Kidderminster in the
County of Worcestershire, England, on 25th March
1827. The son of a surgeon, he was educated at Kid-
derminster Grammar School and at University College,
Durham, Northumberland. He obtained his Licentiate
in Theology and then went on to take holy orders. He
invented his pseudonym by combining Saint Cuthbert
and the Venerable Bede whilst still an undergraduate
student. In common with many contemporary and near
contemporary literary satirists such as Thomas Love
Peacock, the youthful Bede began with poetry and prose
writing for the periodical press, including Bentley’s
Miscellany and Punch, before turning to book publica-
tions. ‘“The Wanton Sunbeam’ of 1847 is an example
which indicates Bede’s incipient interest in photography.
It took Bede some time to realise that his talent lay in
combining his comic prose with his own humorous
illustrations. However before this point was reached,
Bede had begun work on one of the first commercially
produced Christmas cards, and on an early example
of a double acrostic crossword, the later subsequently
appearing in The Illustrated London News in 1856. He
was later to return to verse again in, for example, Funny
Figures of 1858, a book for children.

In terms of the development of his ideas, it is likely
that Bede would have known William Makepeace Thac-
keray’s character Michael Angelo Titmarsh, a parody of
‘the artist connoisseur’ which first appeared in Fraser’s
Magazine in 1838, which itself was modelled on Thomas
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Rowlandson’s Doctor Syntax, an open parody of the
champion of the picturesque, William Gilpin. Titmarsh
is similar in many respects to the caricatured ‘photog-
rapher’ that Bede went on to create in Photographic
Pleasures. Bede met George Cruickshank, the pre-emi-
nent graphic satirist of the period in 1853 and the latter
recommended that Bede produce something similar to
his own Adventures of Mr Lambkin: or the Batchelor’s
Own Book. It is significant that following the publication
of Photographic Pleasures, Bede was to be compared
to Cruickshank as well as to Richard Doyle and John
Leech. Bede also collaborated with Albert Smith of
Christopher Tadpole fame and with Alfred Crowquill
(Alfred Henry Forrester) who provided the illustrations
to Bede’s 1864 book Fairy Fables.

Bede soon found himself with two quite different
professional lives, that of his religious calling and that of
his work as an increasingly successful satirist. His first
curacy was in Glatton-with-Holme in Huntingdonshire
which commenced on 17th November 1850. A further
curacy followed at Leigh, Worcestershire and he mar-
ried Harriet Hancocks from nearby Wolverley in 1858.
By this time he was vicar at Bobbington, Staffordshire
and went on to become rector at Denton-with-Caldecote
in Huntingdonshire (now part of Cambridgeshire) and
rector of St Nicholas in Stretton in Rutland. After his
death on 12th December 1889, he was buried in Stretton
churchyard. He had two sons who grew to maturity, one
of whom, Charles Bradley, wrote and illustrated mostly
on sporting subjects. During his time at Stretton, Bede
became heavily involved with antiquarianism and with
congregational obligations including fundraising for
church restoration and various educational projects. His
gained his last living at Lenton in Lincolnshire in 1883.

The Adventures of Mr Verdant Green, An Oxford
Freshman, a ‘town and gown’ story which appears
to have been drawn from Bede’s own experience at
Durham and possibly from time residing in Oxford,
was originally intended for serial publication in Punch.
Nothing came of this and Bede suffered further disap-
pointment when it was first accepted by the Illustrated
London News and then dropped. By 1853 the story was
completed and had been taken up by Nathaniel Cooke
who marketed it as a railway novel. It employs photog-
raphy in the narration, principally in the form of Miss
Bouncer, a typical Bede play on words as she was much
inclined to embonpoint. Miss Bouncer, an exponent of
the “fascinating art of photography” is depicted in one
of Bede’s illustrations calotyping Mr Verdant Green.
Indifferent to Miss Bouncer, he preferred Miss Hon-
eywood, in whose eyes he saw “little daguerreotypes
of himself.”

The first and second editions of this volume, though
not subsequent editions, appeared with a portrait
frontispiece of its author adapted from a photograph
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taken by Oscar Gustav Rejlander and engraved by Sir
John Gilbert. Bede met Rejlander in the early 1850s
through a mutual friend William Parke, a Wolverhamp-
ton bookseller and printer. Rejlander was the unmistake-
able model for the Swedish photographer in Bede’s
Photographic Pleasures. Other friends also found their
way into the book including Hussey Pache, who inspired
the creation of the young woman with chemically
stained fingers in Bede’s illustration ‘A Photographic
Positive.” Hussey Pache was the niece of John Moyer
Heathcote, who was then living at Conington Castle,
Huntingdonshire. Along with the amateur photographer
Captain Grenville Wells, Heathcote became interested
in photography in the early 1850s and Bede appears to
have learnt how to take photographs in their company.
Heathcote was satirised under a photographer’s focusing
cloth in Bede’s “The Present Attitude to Photography.’
Bede may have produced his own photographs for
Glencreggan of 1861 but by 1864 he had turned to John
Thomson, a Scottish landscape photographer, to provide
the plates for Rosslyn and Hawthorden.

Thomas McLean first published Photographic Plea-
sures in 1855 priced at 7s.6d. In 1859 it passed to John
Camden Hotten and by 1863 Day & Son published it at
a cover price of one shilling. An example of the book’s
topicality is its allusion to the Talbot v. Laroche patent
infringement case. However not all of Bede’s references
are credible in that he misspelt Thomas Wedgwood’s
name and credited Daguerre with fixing his photo-
graphs on paper with nitrate of silver. Although Bede’s
familiarity with photography may have been relatively
superficial, his sense of humour and comic timing were
well judged. He left behind a body of work that satirised
but never maligned what at the time were seen to be the
manifest absurdities of photography.

JANICE HART

Biography

Cuthbert Bede was the pseudonym of Edward Bradley,
born on 25th March 1827 in Kidderminster, Worces-
tershire, England. He created his pseudonym from
the names Saint Cuthbert and the Venerable Bede. A
comic writer and illustrator he pursued these interests
alongside the obligations of his religious calling. He
led a number of congregations, advancing from cu-
rate, to vicar to rector in small to medium sized, and
often ancient and beautiful, orthodox churches. His
best known works are The Adventures of Mr Verdant
Green, an Oxford Freshman published in 1853 and
Photographic Pleasures: Popularly Portrayed with Pen
and Pencil which appeared in late January 1855. He
was advised by George Cruickshank, collaborated with
Alfred Smith and knew a great many of the literary men
and illustrators of the period. He appears to have learnt
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photography with the amateur enthusiasts John Moyer
Heathcote and Captain Grenville Wells and also met a
number of professional photographers including John
Thomson and Oscar Gustav Rejlander. Photographic
Pleasures, his most sustained satire of photography, is
a mixture of acute observations and unintended errors,
the later indicating that Bede’s grasp of photography
was relatively slight. However Bede did bring humour
to what were thought of at the time as photography’s
most absurd and therefore entertaining characteristics.
He died on 12th December 1889.
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BEDFORD, FRANCIS (1816-1894)
British photographer, artist, lithographer, and
publisher

Francis Bedford was as accomplished with waterco-
lours, lithography and architectural drawings as he was
with photography. As an architectural and landscape
photographer, his achievements rank alongside those
of Roger Fenton and Francis Frith.

Throughout the 1840s, with a growing reputation for
ecclesiastical architectural drawing and his established
talent as a lithographer, he was commissioned to illus-
trate a number of projects, including A Chart Illustrating
the Architecture of Westminster Abbey (1840), A Chart
of Anglican Church Architecture Arranged Chronologi-
cally with Examples of Different Styles (1843) and The
Church of York (1843).

In 1851 he produced 158 chromolithographs for
Digby Wyatt’s Industrial Arts of the Nineteenth Century,
at the Great Exhibition 1851 which was published over
the following two years. Other lithographic commis-
sions included 100 plates for Owen Jones’ The Grammar
of Ornament (1856), and The Treasury of Ornamental
Art (1858). For the latter, and for Art Treasures in the
United Kingdom (1858), the lithographs were “drawn
on stone” from Bedford’s own photographs.



He likely entered professional photography in 1851
or 1852. In his obituary in The Bookseller in 1894, it
was suggested that this change of direction was at the
suggestion of his publishers Day & Son, who may have
seen the value in having a foothold in the emerging
photographic market.

In 1851 Bedford moved to 326 Camden Road,
London, which would be the base for the photographic
business until his death in 1894. By 1853 he had exhib-
ited photographs for the first time—copies of Middle
East lithographs by the artist, David Roberts. The
photography of art objects occupied much of his early
career—interiors of Marlborough House, and repro-
ductions of work from the Royal Collection for Queen
Victoria being significant early commissions.

Like many architectural and landscape photographers
of his day, Bedford’s early images were taken with
a large format camera—his 12 x 10 prints attracting
considerable praise in the photographic press. Later
images were typically also produced in carte-de-visite
and stereoscopic formats. Examples of his photography
appeared in The Photographic Album of 1855, with
views in North Wales appearing in the second volume
the following year.

A further commission from the Queen—to take views
of Coburg for her to present to Prince Albert—came in
1857, the year he joined the Photographic Society of
London, and in the following year, his enthusiasm for
architecture photography resulted in a set of his images
becoming part of the collection of the Architectural
Photography Association. Examples of his work were
published in The Sunbeam, edited by Philip H. Dela-
motte—first published in six parts between 185759 and
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as a single volume in 1859—alongside such contempo-
raries as Delamotte, Fenton, and Joseph Cundall.

He was elected to the Council of the Photographic
Society in 1858, and became Vice-President in 1861,
before which time he had entered commercial photo-
graphic publishing, with his series of stereoscopic cards,
Chester and North Wales Illustrated. Further series on
Somerset, Devon, Stratford-on-Avon and other areas of
central England, western England and Wales followed
regularly over the following years, printed in his large
printing works adjacent to 326 Camden Road, and pub-
lished in Chester by Catherall & Pritchard.

While photographers like Roger Fenton and Fran-
cis Frith eschewed the low cost carte-de-visite print,
the introduction of the carte era was enthusiastically
embraced by Bedford, and saw many of the subjects
which had already proved successful with both the large
format camera and the stereoscope being republished as
cartes. Extensive series of carte-de-visite prints, often
from cropped-down stereoscopic images, were available
throughout the 1860s, all bearing the legend “F. Bedford
Photographer to H. R. H. The Prince of Wales” over the
Prince’s coat of arms.

By the mid 1860s, Bedford’s catalogue ran to over
9000 images in a variety of formats, including multiple-
view cartes-de-visite, copied from montages of large
format views. Over 10% of his published output was
of Welsh subjects, and the majority of his work was
produced in Wales and the west of England—perhaps
surprising for a photographer who was so firmly based
in London. He had a virtual monopoly of stereoscopic
views of Bath, Bristol, Warwickshire, North Wales and
Cheshire, and series of carte-de-visites of the came
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locations. The quality of the interior views available as
cartes rivals the very best in large format views.

A significant boost to his reputation came with the
commission to accompany the Prince of Wales, later
King Edward VII, on a trip to Egypt and the Holy Land
in the spring and early summer of 1862. The resulting
images were exhibited in London in July 1862, and pub-
lished in four volumes by Day & Son in 1863. Selections
from Bedford’s Middle Eastern views were included
in The Stones of Palestine (1865) and The Holy Land,
Egypt, Constantinople, Athens &c (1866).

Bedford was an accomplished manipulator of his im-
ages, and many of his surviving negatives show evidence
of that manipulation. Skies painted out to be replaced by
clouds printed from separate negatives, areas darkened
in the negative by application of tissue paper to lighten
the print, and extensive work with the pencil and the
brush, are all devices Bedford used to ensure that perfect
prints were produced from often imperfect negatives.
In an essay on landscape photography published in the
1867 Yearbook of Photography and Photographic News
Almanac he wrote of further tricks—including pruning
foliage and tying plants back on windy days

If, however, the wind, our greatest foe, proves too much
for us, even then there is good work to be done. There are
often magnificent cloud effects at such times, and if the
photographer will set to work upon them, he may obtain
a stock of such cloud negatives as will serve to convert
comparatively uninteresting views into perfect pictures.
(Bedford, “Landscape Photography and its Trials” in The
Philadelphia Photographer v.Xlll, No.148, 1876)

Prior to 1880, Francis Bedford retired from photogra-
phy and passed the business to his son William who died
in 1893. Bedford himself died the following year.

A major collection of Bedford’s negatives and
contemporary prints is held by the Central Library,
Birmingham, England.

JoHN HANNAVY

Biography
Francis Bedford was born in London in 1816, the el-
dest son of the architect Francis Octavius Bedford. He
studied art and architecture from an early age, and first
exhibited at the Royal Academy in 1833 when he was
only 17, and exhibited annually from 1844 until 1849.
He devoted the early part of his career to lithography
and chromolithography, his work being published wide-
ly. Turning to photography in 1851 or 1852, he quickly
earned a reputation as one of the finest architectural and
landscape photographers of his day. An early and enthu-
siastic member of both the North London Photographic
Association, and the Photographic Society of London,
on the Council of which he served for many years, and as
Vice President twice, being elected in 1861, and again in
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1878. Little is known of his private life except that he had
one son, William born 1846, who later joined him in the
photographic business. After Francis’s semi-retirement
from professional photography in the 1870s, William
ran the business until his death in 1893 at the age of 47.
Francis Bedford died the following year, 1894.

See Also: Fenton, Roger; Frith, Francis; Victoria,
Queen and Albert, Prince Consort; and Cartes-de-
Visite.
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BEERE, DANIEL MANDERS (1822-1909)
Professional photographer

Daniel Manders Beere (1822-1909) came to New
Zealand in 1863 where he was employed as a surveyor
for the Auckland Provincial Government. During the
Maori Land Wars (1863-1872), he enlisted with the
militia and served not only in his professional capacity
but as a photographer, supplying photographic prints for
his friends and colleagues in the field. Many of these
survive today in family albums. It seems he arrived
in New Zealand proficient in the use of the collodion
method of photography. It is thought he acquired this
knowledge in Canada where he took partin the Assini-
boine and Saskatchewan Expedition of 1858. He used
his photography to record the terrain of where a supply
road was being put through heavily forested countryside
to supply the colonial forces in the Waikato. This area
was noted for frequent skirmishes and ambushes by the
Maori forces. One of his most striking images from this
period is a staged reenactment of the Maori War party
advancing across an open piece of ground with clubs
and hatches held at the ready! More common are his
studies of settlers posed in front of their cottages. His



name is commemorated to this day with a suburb called
Beerscourt in the city of Hamilton.
WILLIAM MAIN

BEHLES, EDMUND (1841-1921)

Italian photographer and studio owner

Edmund Behles was born in Stuttgart on 21% July 1841.
He was married to Luisa Fetzer. First he worked as a
photographer in Rome with Giorgio Sommer from1859
to 1860, becoming the most brilliant and qualified
photographer in Sommer’s firm. Their association
lasted until about 1866. During this period they often
sold photographs under the name of either of them
without distinction or with both their names together.
This makes the attribution of these early photographs
very difficult. During their collaboration, Behles and
Sommer travelled all over Italy and became famous for
their photographic views of important monuments and
landscapes in enlarged and stereoscopic prints. When
Sommer went to Naples, Behles remained in Rome
and worked independently until 1878 in Via Mario de’
Fiori, 28. He also had a shop in Via del Corso, 196. He
became well known for portraits, while continuing to
take photographs of landscapes and historical sites. He
won prizes at international exhibitions with Sommer
(Dublin 1865), with whom he was honoured by Vittorio
Emanuele II as Royal Photographer (1865). He also won
prizes on his own (Paris 1867; Vienna 1873), continued
his activity as a photographer until about 1890. Edmund
Behles died in Rome on 21 November 1921.

S1LvVIA PAOLI

BELGIUM
The creation of the Belgian state in 1830 and the inven-
tion of photography were virtually synchronous. The
country’s specific cultural and geographical context
made it fertile ground for the new medium to take root.
An initially politically fragile buffer state on France’s
northeastern flank, Belgium could only thrive by a policy
of free trade and open borders, to achieve emancipa-
tion, both economically and culturally, from its larger
southern neighbour. This factor contributed to making
Belgian society relatively receptive to innovations such
as photography, and ready to exploit its applications, for
instance to the printing press. Furthermore, Belgium
was the second European power after Great Britain to
undergo the deep cultural change which is labelled the
Industrial Revolution. The resultant consolidation of
a large middle class fostered the diffusion of photog-
raphy both as a leisure pursuit and as an autonomous
economic activity.

The first phase in the socialisation of the new tech-

BELGIUM

nology was the experimental or laboratory phase. This
is the period in which the inventor or his representative
hoped to market the invention, without fully meeting
the two preconditions of viability and market need. In
Belgium, the first phase of socialisation lasted from
the announcement of the invention of photography in
January 1839 until the spring of 1842.

The figure who best characterises this phase is the
printer, lithographer, journalist and polemicist Jean
Baptiste Jobard (1792-1861). While not exactly a repre-
sentative of Daguerre, he had several meetings with him
in Paris that year, and purchased a camera from Isidore
Niépce, son of the inventor. On 17 September 1839,
he announced in the columns of his own newspaper Le
Courrier belge that he had succeeded in taking the first
photograph in Belgium—a seven-minute exposure from
the window of his Brussels town house. Jobard also
informed his readers that he had set up a company, the
Societe belge du Daguerrotype, and that “the firm will
send on site artists versed in selecting the most suitable
viewpoints for monuments, mansions or factories or
machines to be copied, while awaiting [the possibility]
of portraits from life” (Le Courrier belge, 12 September
1839). But Jobard’s initiative was stillborn. It was not
that he had failed to grasp the potential of the new tech-
nology; rather that it had not yet attained viability. Later
on in the year, still possessed by the spirit of utopian
ambition, Jobard foresaw the application of photography
to the printing press: “We declare that before another
six months have passed, daguerreotype plates will be
engraved for print-runs of thousands,” (Le Courrier
belge, 25 September 1839). He was wrong of course,
but it should be remembered that, in common with many
of the pioneers of the new medium, he was a lithogra-
pher by training. His predilection for photography, like
Nicéphore Niépce’s motivation for inventing it, sprang
from a search for a technical aid to the graphic arts, a
means of raising productivity by replicating handmade
objects (lithographs and engravings) in block printing.
The printing press would indeed provide a major appli-
cation for photography—but not yet. Jobard’s fate was
typical of many such precursors in that he was defeated
by a new and untried technology.

By the time the second phase of socialisation was
initiated, the visionary had given way to the commer-
cial. This second phase can be defined as a period when
financial incentives and the assistance of entrepreneurs,
willing to shoulder the risk of commercialisation, en-
abled the medium to become truly viable. In Belgium,
the onset of this phase can be dated precisely to the
second week of March 1842, when all of the financial
and technological factors finally fell into place with
the opening of the first two portrait studios in Brussels.
In portraiture, photography found or created the well-
defined consumer need prerequisite for its success. The

137



BELGIUM

technical viability was secured to a great extent by Brit-
ish entrepreneur Richard Beard. While Beard could not
patent photography per se, he acquired rights on a series
of modifications and improvements which constituted
a new production process. His agent took out the first
Belgian patent in photography on 23 February 1841
for “an improved apparatus for transferring drawings
and natural objects to metallic surfaces prepared by an
improved process.” The improved process consisted of
the use of bromine and iodine in equal parts, combined
with a description of the lay-out of a portrait studio
employing a Wolcott mirror camera, referred to in the
patent as “the reflecting apparatus.”

A year after taking out his Belgian patent, Beard
advertised the “Photographic portrait establishment
of the Royal Polytechnic Institution of London, and
at the Bazar Pantechnique, near the Park in Brussels.
The photographic process for making portraits is an
improvement of Monsieur Daguerre’s method. Mr
Richard Beard has just obtained a patent for Belgium.
Portraits taken by this method require several seconds
of exposure only and possess a softness and a delicacy
which can only be obtained by the process of Monsieur
Daguerre.” (Journal de Bruxelles, 11 March 1842).
Beard’s operator, an Englishman by the name of Bill-
ing, immediately faced competition from the locally
established firm of opticians, the Brand brothers, and
from Vanmalderen in Liege. It is not known how long
the Beard studio operated but the small format of the
plate which the Wolcott mirror camera was capable of
holding must have finally told against him. Beard never
managed to institute in Belgium the franchising system
which had been so successful in England. A risk-taker by
nature, he was ultimately to bankrupt himself. At least
Beard had demonstrated the commercial possibilities
of the new technology, but it was left to other individu-
als, with firmer roots in the local marketplace, to see
photography through the next phase.

This third phase in the timetable of photography’s
socialisation may be summed up as the period when
invention becomes innovation. The technology was
now being used more widely and demand for it began
to grow. In Belgium, this phase lasted about fifteen
years—from 1846 (when the first permanent portrait
studios were operational in the major towns) until 1860.
During this time, the practice of photography, concen-
trated almost exclusively in the hands of professionals,
was characterised by two distinct methods of exploita-
tion. In the larger centres of population—Brussels,
Liege, Antwerp and Ghent—permanent portrait studios
were erected. Outlying districts and smaller towns were
served by short-stay itinerant photographers who would
usually operate in a hotel courtyard or garden. The
town of Tournai offers a typical case study. Travelling
daguerreotypists were recorded as visiting the town
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in 1843 (Mr Guyard and one anonymous itinerant),
1844 (Messrs Guyard and Housselot), 1848 (Edouard)
followed by a certain Dondez “Professeur de daguer-
réotype” periodically between 1852 and 1857. The
first permanent professional photographers in Tournai,
Lefebvre-Midavaine and Louis Duchatel, began operat-
ing in 1853 and 1855 respectively.

In phase three of the photography’s take-up, the
medium cannot yet be considered as economically sig-
nificant in Belgium. A handful of full-time practitioners,
supplemented by their itinerant colleagues, had little
economic impact. There was no great reservoir of well-
heeled amateurs, eager to drive the innovation process,
as in Great Britain and France, so that Chevalier Dubois
de Nehaut and Edmond Fierlants had to look to Paris for
intellectual stimulus. In the Belgian population census of
1856 (the first time that photography is mentioned), the
term “photographer” is not autonomous but subsumed
into a miscellaneous list allied to the printing trade,
comprising “playing cards, cardboard, wax and signets,
pencil manufacturers, illuminators, photographers,
manufacturers of printers’ ink, fount makers, type and
other engravers.” The concern of the Belgian authorities
at the laggardly nature of take-up found concrete form
in a willingness to support individual initiatives in the
domain, by Guillaume Claine and Edmond Fierlants,
especially when these initiatives could be linked to a
reformulation of the new state’s cultural heritage. A
similar preoccupation underlay the organization of the
first two photography exhibitions in Belgium in 1856
and 1857.

The small number of patents taken out in Belgium are
an accurate indicator the negligible economic impact of
photography until 1860. Thus in the 1840s only nine pat-
ents were issued in the domain, rising to 55 in the 1850s.
There is a clear jump in the 1860s to a level of between
10 and 20 per year, a range which remained constant
well into the 1880s. The origin of individual patents also
reveals the position of Belgium in the matter of technol-
ogy transfer. As might be expected, about 90 percent
of patents are of foreign origin, typifying Belgium as a
“consumer’’ rather than an “initiator” of technology, and
dependent on other countries throughout 19th century.
Furthermore, the diffusion of know-how can be inferred
from the rate of transfer of patent rights to third parties,
a central aspect in acquiring, managing and exploiting
new technology. No such transfers were registered in
Belgium in the 1840s and 1850s. Photographic tech-
nology began to be used by individuals other than the
patentee in a modest way from 1860 onwards; the first
such case being the transfer of Dutchman Eduard Asser’s
patent for his photolithographic printing process to the
Brussels printers and lithographers Simonau & Toovey,
the first photomechanical printing process exploited in
Belgium. Previous to this, the only photographic print-



ing establishment to operate in Belgium was run by
Gilbert Radoux (1820-7), a French “proscrit” [political
refugee]. A total of five patent transfers were recorded
in the 1860s, five in the 1870s, dropping to two in the
1880s before jumping to twenty-two in the final decade
of the century.

Successive political upheavals in France enriched the
photographic life of the Belgian capital, where refugees
tended to congregate. Both Radoux and his successor
Charles Neyt (1833—1908) kept up contacts with the
exiles from the régime of Napoleon III, cultivating the
company of artists and writers who passed through Brus-
sels, such as Gustave Courbet, Victor Hugo, and Charles
Baudelaire, all of whom had their portraits taken during
their stay. Another frequent visitor to Belgium was Na-
dar, whose wide circle of friends included Louis Ghé-
mar, his Brussels counterpart as caricaturist, portraitist,
and showman. Following the events of the Commune,
Gaudenz Marconi, photographer of “académies pour
artistes” [nude studies for artists], relocated to Brussels
in 1872, where he led a more obscure life. Diffusion of
knowledge and technical know-how in the domain was
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promoted by the handbooks, written in Belgium but
published in France, by the prolific researcher Désiré
van Monckhoven.

The rise in the number of patents and of transfer
rights heralds the onset of phase four of the socialisation
process, as society began to accustom itself to the new
technology. In Belgium, this sustained take-off ran for
some 30 years from 1860. There is enough quantitative
as well as qualitative data to confirm the starting date.
Quantitatively, we have the census returns: from an
estimated 38 persons who exercised the profession of
photographer in 1856, the number had risen in 1866 to
256—in other words, a jump of 670 percent. Qualita-
tively, we have the testimony of contemporary observers,
such as this journalist reporting on the construction of a
new portrait studio in Brussels in 1864: “Ten years ago,
photography was scarcely known here, only Daguerre’s
system was in vogue and astonished many people. Today
portraits on metal plates are quite out of fashion; men
of progress have put their minds to it and, aided by
chemistry, have managed to reproduce on paper portraits
which can be preserved indefinitely. Progress has not
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stopped there: to be convinced, you need only consider
the number of photographic establishments founded in
Brussels alone in the past few years; this is the best proof
of vitality in this industrial branch.” (L’Etoile belge,
1617 May 1864). A monthly periodical, Bulletin belge
de la Photographie, appeared from 1862 to 1880, until
1872 with the support of the photographic supply house
of Léon Deltenre-Walker (1819-7?) in Brussels.

The advent of the fourth phase was made possible by
the huge and virtually instantaneous popularity of the
carte-de-visite, introduced as a novelty in the autumn of
1859, which, only a year later, had achieved universal
acceptance in portrait studios throughout the country.
The card portrait, aimed at the middle-class consumer,
proved to be an extraordinary marketing phenomenon
in Belgium as elsewhere, the motor which would secure
for photography its position as an autonomous economic
activity. The bread-and-butter work of the portrait studio
allowed a small number of firms, some with a strong
regional identity, to expand their operations and sustain
a reputation over several decades. They include Louis
Ghémar in Brussels, Joseph Maes in Antwerp, and Ar-
mand Dandoy in Namur, young men dynamic enough to
seize the opportunities which the new medium offered
in other areas, and sufficiently affable to flatter and re-
tain the bourgeois clientele of their bedrock portraiture
business.

A phenomenon typical of professional photography
during this phase in Belgium is geographic clustering.
Brussels, as capital city, was the pole of attraction.
During the period 1860 to 1890, about a third of all
portrait photographers in Belgium were to be found in a
relatively small area of Brussels. Data aggregated from
trade directories emphasises the level of concentration.
In 1860, Brussels had 23 out of 36 studios in the whole
of Belgium. By 1868, this had risen to 49 out of 127.
While there was a shake-out in the 1870s in Brussels,
due to economic downturn, the major cities of Liege,
Antwerp and Ghent came nowhere near to catching up.
By 1888, Brussels still had three times as many studios
as Antwerp—72 to 25. Seen per head of population,
the position of Brussels is just as predominant: in 1866,
there was one photographer for every 6000 inhabitants in
the capital (the average for the country as a whole was 1
in 19,000). The density ratio of 1:6000 was not reached
in Liege and Antwerp until the mid-1890s, and by the
country as a whole only after the turn of the century.
Brussels, with its concentration of wealth, was therefore
the natural environment for what was still very much a
luxury commodity.

Concerning the social and professional origins of
19th-century practitioners, professionals were the
most diverse—a good minority claimed to be artists
and painters, or had previous experience in an allied
graphic trade such as lithography or engraving. Many
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of the daguerreotypists had a solid grounding in optics
and mechanics. But the majority of men entering the
profession during the period covered were artisans,
skilled craftsmen with previous experience in a quite
unrelated field. Their continued presence in the domain
depended not just on their manual skill, but on an abil-
ity to run a small business. For many, photography was
only one activity within a lifetime of varying activities,
and the average life of a studio in Brussels up until 1900
was little more than five years. Success was also partly
a function of geographic distribution: the best known
and most successful establishments tended to be situated
along the central and more fashionable streets in the
main towns, while photographers in other locations lived
a more precarious existence. The profession was over-
whelmingly male, with some widows or single women
(often daughters of photographers) active as studio head,
while others worked as colourists and retouchers.

The fifth phase of photography’s socialisation was a
quantitative leap. The technology experienced a wide so-
cial and geographic dissemination, and was incorporated
into everyday life. In Belgium, this point was reached
around 1890, as professional photographers began to
open studios in working-class suburbs and in country
areas. The number of patents registered rose from 251
in the 1880s to 592 over the following decade. In paral-
lel, the penetration of the medium as a leisure activity
reached new levels, thanks to the successful marketing
of Kodak cameras and film. The early 1890s saw the
formation of local amateur groups, but also led to a
fragmentation of attitudes. The last unified photographic
exhibition in Belgium, covering equipment and images
of all sorts, was organised by the Association belge de
Photographie in 1891. Thereafter equipment could only
be seen at industrial fairs, and exhibitions were either
for all-comers or the pictorialist elite.

In fact, pictorialist trends developed rapidly in Bel-
gium, as leading amateurs (and a few professionals)
broke with artistic conformity, asserting a recognisably
individual aesthetic vision in image-making. A promi-
nent presence in the first wave of pictorialism, Léonard
Misonne acquired a lasting reputation for landscapes,
bucolic and timeless. His images are characterised by
a masterly treatment of light and atmospheric condi-
tions, as summed up in the credo “Le sujet n’est rien,
la lumiere est tout” [The subject is naught, light is all].
Also typical of the new movement was Gustave Ma-
rissiaux, whose images of mine workers in the Li¢ge
region express a social concern previously absent from
Belgium photography.

A main characteristic of the fifth phase of the so-
cialisation process was the broadening of applications,
when photography began to be applied to completely
fresh areas of human endeavour. When the two major
inventions to incorporate photographic technology—
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cinematography and Roentgen’s X-rays—emerged in
the mid-1890s, Belgian photographers were quick to
take advantage. The botanist and microphotographer
Henri Van Heurck (1858-1909) experimented X-ray
photography intensively from January 1896, while the
versatile Alexandre [Drains] (1855-1925) exhibited his
films of the Tervueren colonial exhibition in 1897. The
take-up of both applications was much more rapid in
Belgium than for photography itself, due in part to the
transformation in infrastructure and economic power
which had taken place in the previous 50 years.
Within the photographic branch itself, industriali-
sation meant the division of labour and a move away
from artisan-dominated structures. By 1900 the main
business of a number of photographic printers, notably
Jean Malvaux of Brussels, was supplying halftone
blocks for illustrated magazines, such as L’[llustration
européenne. The man behind the camera was only one
skilled operator on a long process line. The new century
dawned with photography catering to a mass market and
requiring large scale industrial production of cameras
and continuous production of paper and plates. Despite
facing stiff competition from foreign imports, some lo-
cal firms benefited from this scaling-up. They included
the Royal Photographic Manufactory of cameramaker
Louis Van Neck (1853—-1917) and the specialist emul-
sions and photographic paper plant founded by Lieven
Gevaert (1868-1935).
STEVEN F. JOSEPH
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BELITSKI, LUDWIG (1830-1902) AND
VON MINUTOLI, BARON ALEXANDER

(1806-1887)

Ludwig Belitski was born January 15, 1830, in Liegnitz
/ Silesia. From 1845 to 1847, he visited the city’s school
for arts and crafts, and in 1848 he was made apprentice
to the mechanicus Haertel in Liegnitz. It was there that
he started to work as a photographer to Minutoli. In
1854, Belitski moved to the neighbouring town Teplitz
to open a photographic studio, and later moved in 1856
to St.Petersburg, and then in 1860, to Hamburg. From
late 1862 on, Belitski operated his own studio in Nor-
dhausen/Harz until his death on July 1, 1902. He died
as one of the most recognised craft photographers in
Germany, having published a large number of articles
under his name and being a honory member to a great
number of associations.

Alexander Baron von Minutoli was born December
26, 1806, in Berlin. He studied law and economics at the
universities of Berlin, Bonn, and Goettingen where he
was promoted in 1828. After several years of journeys
where he became one of the most effective collectors
of antique and historical items. In 1843 he bought the
mosaics from the apsis of Santa Michele in Ravenna for
the Prussian king. After, he took up state positions from
1835. In 1839 he was made officer for industrial poli-
tics in Liegnitz, a position he held until his retirement
in 1865 onward. In 1863 he bought a former knight’s
farm at Friedersdorf on Queis where he lived until his
death on December 17, 1887. His private collection of
more than 7,200 items formed the basis for the Berlin
Museum of Arts and Crafts.
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On January 18, 1845, Alexander Baron von Minutoli,
a Royal Prussian officer of the Liegnitz area, an indus-
trial district in Lower Silesia, announced the foundation
of “a collection of good pattern images for the education
of taste* for all industrial branches. In the industrial area,
arts and crafts had undergone radical changes towards
poverty and only small textile, glass, ceramic, and metal
industries survived. Minutoli, himself a noted collector
and conoisseur of the arts, had no money to spend on
buying quality products of the past years to show to
these industries in the hopes that examples of good
design for household goods would be helpful. His idea,
apparently conceived as early as in 1842, was to collect
daguerreotypes of well-known articles in arts and crafts,
which he did until the late 1840s. The announcement of
1845 therefore provided an invitation for manufacturers
to borrow these daguerreotypes from him.

By the early 1850s, most of the daguerreotypes
Minutoli had used, became worn out or destroyed, and
some of the original works collected were on the edge
of destruction by the borrowers. Minutoli decided to
print smaller catalogues after having heard of similar
examples by the imprimery of Blanquart-Evrard, and
he looked for help with a local mechanic who encour-
aged his young apprentice, Ludwig Belitski, to take
up photography to help with the planned albums. Be-
tween 1853 and 1855, no less than 150 photographs
were taken and published in large albums, the whole
process receiving numerous reviews and wide acclaim.
By 1862, Minutoli published another 663 photographs
showing no less than 4,000 items but this work was
not as successful. Minutoli sold his collections to the
Prussian government, and Belitski who had already
withdrawn from the project by 1856, never gained
copyright for his participation in this first virtual mu-
seum of arts and crafts.

ROLF SACHSSE

BELL, WILLIAM (1830-1910)
English-born American photographer

William Bell’s extraordinary, sixty-year career as a
photographer began in the daguerreotype era and ended
well after dry plates and film had transformed the mak-
ing of photographs, but he is remembered primarily for
the work he did as chief photographer for the U.S. Army
Medical Museum, 1865—-1867, as Timothy O’Sullivan’s
replacement on the Wheeler Survey in 1872, and as an
accomplished practitioner of the dry collodion process.
His role as photographer for the U.S. government spon-
sored 1882 Transit of Venus Expedition to Patagonia is
also noteworthy, but is little known, and photographs
he made for the Kentucky State Geological Survey in
1884 have never been identified.
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William Bell of Philadelphia’s life and career differ-
entiate him decisively from Dr. William Abraham Bell,
with whom he is often confused and conflated, even
in major references, because of the similarity of their
names, because they were contemporaries, and because
they both photographed in the American West.

William Bell was born in Liverpool, England, and
brought to the United States as a young child by his
immigrant parents. Orphaned in a cholera epidemic,
he was adopted and raised by a Quaker family living
outside Philadelphia. Notwithstanding this pacifist up-
bringing, the 16-year old-Bell enlisted in the Army to
fight in the Mexican War. He became a photographer
when he returned to Philadelphia from Mexico in 1848
and went to work for his brother-in-law, who owned a
daguerreotype studio. Over the next half century Bell
was associated with a string of portrait and commercial
studios in Philadelphia, either as sole proprietor or as
a partner. The relatively few images from any of these
studios that are known are notably conventional: Bell’s
significant work was done in non-commercial arenas.

In 1865, after three year’s service as an infantry-
man in the United States Army during the American
Civil War, Bell joined the staff of US Army Medical
Museum as its chief photographer, with the rank of
Hospital Steward. Founded in 1862, the Army Medical
Museum was mandated to advance the study of mili-
tary medicine and to produce a medical and surgical
history of the on-going “War of the Rebellion.” The
Museum’s staff included Dr. Joseph J. Woodward,
one of the leading photomicrographists of the era, and
photography was considered a vital tool of this mis-
sion. From the beginning, the Museum had acquired
photographs of war injuries and the results of unusual
operations and amputations; during his two years of
service with the Museum Bell contributed hundreds of
photographs of to its collections, including images of
specimens as medical portraits of servicemen who had
survived diseases, horrendous wounds, and operations
or amputations, which are among the most poignant
of American Civil images. Many of these photographs
were used as illustrations in the monumental, ground-
breaking Medical and Surgical History of the War of
the Rebellion (1870-1883) and other Army Medical
Museum publications—either as tipped-in original albu-
men prints, sometimes as woodburytypes, collotypes,
or photolithographs or other forms of reproduction. In
addition to this medical work, Bell took portraits of
dignitaries visiting the Army Medical Museum, as well
as landscape views of Civil war battlefields, and in April
1865, he and his staff printed some 1500 copies of por-
traits of the conspirators involved in President Lincoln’s
assassination for use on wanted posters.

In 1867, Bell returned to Philadelphia and opened
his own studio, but in 1872 joined George M. Wheeler’s



survey of the territories west of the 100th meridian as
areplacement for Timothy O’Sullivan, who had joined
a U.S. Navy expedition exploring the Darien Peninsula
in Panama. During his single season with the Wheeler
Survey, Bell photographed along the Colorado River
and the upper reaches of the Grand Canyon in south-
western Utah and northwestern Arizona—well to the
west and north of where William Abraham Bell took
photographs in 1867. Bell used both the wet and dry
collodion processes in the field, and employed two
cameras, an 8 x 11 for large views and a 5 x 8 for ste-
reos. In composing his images Bell utilized a distinc-
tive compositional formula that emphasized both the
overwhelming scale and the vast spaces of the landscape
he encountered. While he made horizontal views (in-
cluding several multi-plate panoramas), Bell’s charac-
teristic Western images are vertical compositions with
a strong, dark visual element that parallels the picture
plane and dominates the foreground, while the middle
ground recedes into the distance in a series of increas-
ingly lighter toned parallel planes. This compositional
formula typifies stereoscopic photography, and it yields
dramatic and evocative results in Bell’s images, while
it serves to distinguish them from the work his con-
temporaries. After the Wheeler Survey, Bell returned
to Philadelphia, and in 1875 went into partnership with
William Rau, his future son-in-law, who was a noted
professional photographer in his own right. Except for
his brief stints with the Transit of Venus Expedition in
1882, the Kentucky State Geological Survey in 1884,
and a commission from the organizers of the Columbia
World’s Fair in 1892 to travel around Europe to photo-
graph the paintings being borrowed for exhibition at the
Fair in 1893, Bell spent the remainder of his career in
Philadelphia, where he was active in the photographic
societies and contributed technical articles on the dry
plate processes (on which he was considered an expert),
as well as memoirs of his experiences to, professional
publications, notably Philadelphia Photographer and
Photographic Mosiacs.

William Bell has been overshadowed by his contem-
poraries, overlooked in most of the influential histories
of photography, and confused with William Abraham
Bell by many historians. His photographs were included
in the albums published by the Wheeler Survey, and
they were exhibited in the Vienna Universal Exposition
(1873), the Louisville Industrial Exposition in Kentucky
(1873), and at the Centennial Exhibition in Philadelphia
(1876), but they received little attention. After his death
his obituaries noted his military service, his work with
the Army Medical Museum and the Wheeler Survey,
and his expertise in the dry-plate processes, but only
within the past three decades has William Bell begun to
receive the recognition due him.

WILL STAPP

BELL, WILLIAM ABRAHAM

See Also: Bell, William Abraham; and O’Sullivan,
Timothy.

Further Reading

Johnson, William S. Nineteenth-Century Photography: An An-
notated Bibliography, 1839—1879. Boston: G.K. Hall & Co.,
1990.

Naef, Weston. Era of Exploration: The Rise of Landscape Pho-
tography in the American West, 1860-1885. Buffalo, N.Y.:
Albright-Knox Gallery, the Metropolitan Museum of Art, and
the New York Graphic Society, 1975.

Pitts, Terence R. William Bell: Philadelphia Photographer.
Tucson, AZ, Department of Art, 1987. (Master of Arts Thesis,
University of Arizona, 1987).

Snyder, Joel. One/Many: Western American Survey Photographs
by Bell and O’Sullivan. Chicago: The David and Alfred Smart
Museum of Art, University of Chicago, 2006.

Obituaries: Washington, D.C. Sunday Star, January 30, 1910;
Philadelphia Inquirer, January 30, 1910.

BELL, WILLIAM ABRAHAM (1841-1921)
Dr. William Abraham Bell, an English physician who
came to the United States in 1867, is significant because
of his brief but unsuccessful career as one of the first sur-
vey photographers of the American West and because he
been conflated with two other William Bells who were
his contemporaries: William Bell from Philadelphia
(c. 1830-1910), who had a long, varied, and important
career as a photographer, and William C. Bell, a minor
Washington, DC (later Baltimore, MD) studio photogra-
pher (active c. 1860—c. 1880). Dr. William Abraham Bell
was active less than six months and was not prolific. His
work is extremely rare and seldom seen or reproduced,
with the exception of one image. His photograph of the
mutilated corpse of Sergeant Wyllyams, a cavalryman
killed by Cheyenne Indians near Ft. Wallace, Kansas, is
one of the most vivid documents of the horrific nature
of the Indian Wars.

William Abraham Bell was the son of a London
physician. He was born in Ireland, earned his medical
degree from Cambridge University, and practiced at
St. George’s Hospital in London before leaving for the
United States in 1867 to study homeopathic medicine
in St. Louis, Missouri. Upon arriving in Philadelphia,
however, Bell decided instead to join an expedition
organized by the Union Pacific Roadway, Eastern Di-
vision (soon renamed the Kansas-Pacific) to determine
the best southern rail route from Kansas to California.
Through the influence of friends in Philadelphia and the
personal recommendation of John Lawrence LeConte
(1825-1883), the expedition’s geologist, Bell was ap-
pointed the expedition’s photographer, even though
he knew nothing about making photographs. He spent
two weeks learning the rudiments of the wet plate
process from John C. Browne, editor of Philadelphia
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Bell, William Abraham. Private
George Ruoss.

The Metropolitan Museum of Art,
Gilman Collection, Museum Purchase,
2005 (2005.100.99) Image © The
Metropolitan Museum of Art.

Photographer, before leaving for Kansas, and Browne
put together Bell’s photographic outfit—camera equip-
ment, chemicals, plates, darkroom tent, etc.—and
shipped it after him.

Bell joined the expedition at its jumping off point, Ft.
Wallace, near the Colorado border, in the heart of Indian
country, and the focal point of the Indian Wars. Sgt.
Wyllyams was killed shortly after Bell’s arrival and he
photographed the body as it was found. Perhaps because
Bell was a physician and unsentimental about death,
the image is straightforward and unflinchingly grue-
some—Wyllyams’ corpse had been stripped, horrifically
mutilated, and shot full of arrows. When the photograph
was reproduced soon afterwards in Harper’s Weekly as
a sanitized wood-engraving, surprised and dismayed
Kansas-Pacific officials saw it as negative publicity and
suspected that Bell intended to profit personally from
the photographs. They were already dissatisfied with the
quality of Bell’s work and had hired Alexander Gardner
as Chief Photographer for the expedition.

Before Gardner could reach the expedition, however,
it left Ft. Wallace, traveled southwest across desert coun-
try to New Fort Lyon in southeast Colorado (close to the
mouth of the Purgatoire River and near present day Las
Animas), where it split into two parties. The northern
party to explored south central Colorado, then followed
the Rio Grande south to the rendezvous at Ft. Craig in
southern New Mexico. The southern party, which in-
cluded Bell, explored north central New Mexico west to
the Rio Grande, then went down the Rio Grande south
through Albuquerque to the rendezvous at Ft. Craig.

Alexander Gardner joined the survey at Ft. Craig,
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where the expedition was reorganized and again split
into northern and southern parties. Gardner joined the
northern party, which followed the 35th parallel to
California. Bell went with the southern party, which
traveled west along the 32nd parallel. However, Bell
left the expedition when it reached Camp Grant in south
central Arizona. Taking only what he could carry on his
horse, and leaving his equipment and negatives behind,
Bell rode across Mexico to the coast, caught a ship to
San Francisco to return overland to the East Coast and
on to England. Bell had been with the expedition about
six months and had made perhaps 100 usable nega-
tives, all taken in Kansas, southeast Colorado, and New
Mexico. Kansas-Pacific officials complained that Bell’s
negatives were “not of much account. Most of them are
too dim or not well finished and the photographer here
complains much of the negatives and says the result is
caused by carelessness.”

William Abraham Bell’s photographs proved useless
for the purposes of the railroad, but his experience with
the expedition benefited him personally. He wrote a best-
seller account of his experiences, New Tracks in North
America (1869), which proved so popular in both Great
Britain and the United States that it went through two
editions in two years. Moreover, while he was with the
survey Bell had become close friends with it’s leader,
William J. Palmer, and when Bell returned to the United
States in 1871, they became business partners and played
a significant role in the development of Colorado. They
founded the town of Colorado Springs, as well as the
Denver & Rio Grande Railroad, and created a business
empire that brought investments and settlers to the state



and made both men very rich. Bell himself founded the
town of Manitou, which became an internationally fa-
mous health resort, and he lived there until 1890, when
he retired to England, where he died in 1921. Briarhurst,
the estate Bell built in Manitou, remains one of the
town’s major landmarks and tourist attractions.

Although William Abraham Bell one of the first to
photograph in the difficult conditions of the American
West, it cannot be said that he had a significant impact
as a photographer. He never mastered the wet-plate
process, and in the six months or so he was active as a
photographer, made only a limited number of images,
most of which were imperfect and virtually none of
which were seen by the contemporary public, at least
not as original prints. Only two Bell photographs—the
one of the body of Sgt. Wyllyams and one of an
agave plant—were included in the portfolio of 127
photographs entitled Across the Continent on the Kan-
sas-Pacific Railroad (Route of the 35th Parallel) that
Gardner produced for the Kansas-Pacific Railroad (and
of the four largely complete examples of this very rare
portfolio known, all but one is missing the Wyllyams
photograph). New Tracks in North America is therefore
the major reference to Bell’s photographs, since its
two volumes are illustrated with lithographs and wood
engravings copied from photographs, many of them
after Bell’s photographs (and so credited), some after
Alexander Gardner’s (but not credited).

New Tracks is the most extensive contemporary ac-
count of Western exploration written by a survey pho-
tographer, but it is primarily an illustrated travel book
that provides disappointingly little information about the
trials and tribulations of photographing in the field that
would have been useful to a contemporary or insightful
to a modern photographic historian. Bell, however, took
pains to acknowledge John C. Browne’s tutelage, and he
included Browne’s formulas for coating and developing
plates and for sensitizing papers in an appendix because
they “did me good service all through my trip,” blaming
the West’s exceptionally dry climate and alkaline water
for the poor quality of his negatives.

Very little of Bell’s work survives. In addition to
the five prints made by Gardner in the extant copies of
Across the Continent, the thirty-seven vintage albumen
prints in the collection of the Colorado Historical So-
ciety (Bell’s own set), the few vintage albumen prints
in the collection of the U.S. Geological Survey, and the
several prints (including vintage enlargements) formerly
in the collection of Arnold Crane and now at the J.Paul
Getty Museum constitute the only known examples
of William Abraham Bell’s original photographs. The
prints at the Colorado Historical Society are all trimmed
to an oval, measure approximately 5 ¥2 x 3 3/8 inches
(13.5 x 86 cm), and are the work of a photographer inter-

BELL, WILLIAM H.

ested primarily in recording visual information without
any attempt to achieve dramatic visual effect. Bell was
clearly uninterested in exploring the aesthetic potential
of photography, and when he abandoned the expedition
in he also abandoned whatever personal commitment to

the medium he may have had.
WILL StaPP

See Also: Gardner, Alexander; and William Bell.
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BELL, WILLIAM H. (1833-after 1880)

American photographer

William H. Bell was born near Fredericksburg Vir-
ginia, into a family of photographers—his father and
his four brother brothers were all in the business. The
Bells moved to Washington, DC, in the early 1860s
and opened a studio, F.H. Bell & Brothers, which
employed all the sons at one time or another. Charles
Milton Bell (1848-1893), the youngest son, took over
Bell & Brothers in 1874, and within a short time the
C.M. Bell studio became one of Washington’s leading
photographic firms. By 1870, however, William H. Bell
had left Bell & Bros and relocated to Baltimore, where
he opened his own studio. He remained in business there
as a local photographer until at least 1880, when he is
listed in the Federal Census. Nothing further is known
of his life or career.

William H. Bell is a very minor figure in the history
of photography, worth noting only because the similar-
ity of their names and the fact that they were both in
Washington, D.C., at the end of the American Civil War
have led some modern historians to confuse and conflate
him with the British-born Philadelphia photographer
William Bell (1830-1910), a major figure because of
his work for the Army Medical Museum (1865-1867)

and the Wheeler survey (1872).
WILLIAM STAPP
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BELLOC, JOSEPH AUGUSTE

(c. 1800—c. 1868)
French photographer

Joseph Auguste Belloc was born in the beginning of the
19th century, in Montrabe, located in the Southwest of
France (Haute-Garonne).

He began his career as a painter of miniatures and
watercolors. Belloc’s first photographic studio was men-
tioned in 1851. Practicing daguerreotype, he became
involved in wet collodion development and improved
the wax coating process, helping the pictures to keep
their wet-like luster.

But the most important research he led was about
color stereoscopy (3 dimensional photography). Known
for his nudes and portraits, he looked for the best way
to express the reality and found a new method. This
practice considered erotic photography and was declared
illegal by the police in 1856 and 1860.

However, he was aware of the new discoveries and
tried to facilitate the technique. In 1856, he even regis-
tered a patent for a framework and presented his inven-
tion at the Société frangaise de photographie of which
he was member since 1854.

From the very beginning, he was implied in the
photographic democratization, gave photographic
lessons and wrote about ten treatises concerning the
photographic processes, the way to use them, and some
of practical advice.

“Les Quatre branches de la photographie,” edited in
1855, was so successful that it was republished three
years later.

When he disappeared in 1868, his studio was ac-
quired by Gaudenzio Marconi.

MARION PERCEVAL

BEMIS, SAMUEL (1789-1881)

Dr. Samuel Bemis, a Boston dentist, made his first
daguerreotype on April 19, 1840, using a whole plate
camera he purchased from Jean-Baptiste Francois
Fauvel-Gouraud of New York four days earlier for the
considerable sum of $51. That camera is believed to have
been the first sold in America by Gouraud, the American
agent for Parisian camera maker Giroux et Cie, and
the camera, along with the bill of sale, is preserved in
George Eastman House, Rochester, New York, along
with several of his early images. The twelve plates Be-
mis purchased at the same time cost him a further $24,
with an additional dollar for carriage.

His first image, of King’s Chapel Burial Ground in
Boston, showing the small cemetery hemmed in by tall
buildings, is also in the George Eastman House collec-
tion, which holds the only twelve identified images by
him, several of which are variations on the same subject.
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On the reverse of the plate, Bemis recounted every stage
of the process—*“Boston, April 19 1840.—S. A Bemis’s
first daguerreotype experiment.—lodizing process 25
mts. (apparatus new), camera process 40 mts.—Wind
N.W., sky clear, air dry and very cold for the season.
—Lens meniscus Daguerr’s (sic) apparatus.—Time 4.50
to 5.30 p.m.; N.Y. plate, ordinary.”

Bemis took his camera to the White Mountains in
summer 1840, but, dissatisfied by the unpredictability
of his results, within a year had lost interest in photog-
raphy completely.

JoHN HANNAVY

BENECKE, ERNEST (1817-1894)
French photographer

Although Benecke’s importance as an early traveler/
photographer in the Near East has long been recognized,
few of his works were identified until recently. Preceded
in his voyage to Egypt by a number off well-known
photographers including Maxime Du Champ and Felix
Teynard, Benecke differed from them in largely ignor-
ing Pharaonic and other ancient monuments in favor
of ethnographic studies. When depicting buildings or
landscape, he preferred views of unfamiliar scenes or
monuments seen from unusual angles.

Though Benecke can no longer be regarded as the
first photographer of everyday life in the Near East, his
work remains the most comprehensive body of ethno-
graphic views known from the region during the early
years of photography.

A well-to-do amateur, Benecke made no effort to
exhibit his work or to join photographic societies, and
his biography remains among the most obscure of im-
portant mid-nineteenth century photographers. Benecke
(1817-1894) belonged to an English mercantile family
of German origin that was involved in textile manufac-
turing. The family firm, Benecke Brothers, had branches
at various times in London, Manchester, Leeds, Lille
and Alexandria. When the firm was dissolved in 1850,
Ernest Benecke remained in Lille. It is not known when
and where Benecke learned photography. By the time
of his “grand tour” of Egypt, Nubia [modern northern
Sudan], Syria, Lebanon, the Holy Land, Greece and Italy
in 1852 he was active as a photographer, utilizing the
paper negative process to produce salted paper prints.
After his return, four of Benecke’s studies appeared,
some more than once, in albums produced in 1853
and 1854 by Louis-Desire Blanquart-Evrard of Lille,
the leading European photographic publisher of the
period. This publication of Benecke’s work, the only
one in his lifetime, may be assumed to be the result of
a personal acquaintance in Lille between photographer
and publisher.



The rare Blanquart-Evrard albums remained one of
the few sources for Benecke’s work until recent years.
The appearance of an unbound portfolio of 143 signed
and captioned prints or images by Benecke at auction in
Germany in 1992 has lead to it great increase in knowl-
edge about the artist’s Work. Following the dispersal of
this album, a second album with more than eighty pho-
tographs by Benecke was on the New York art market
in 2003 (now Wilson Centre for Photography; London).
Although fewer than forty of his images have appeared
in widely scattered publications since 1853, a clearer
understanding of his style is now emerging.

The largest number of Benecke’s known photographs
were taken in Egypt and Nubia. Often captioned in
French, signed and dated in the negative, the images
were made in Cairo, on the Nile, in the Sinai, various
villages of Upper Egypt, and the Sudan. Little-known
locations and even individuals are identified precisely
in the captions. He also recorded ancient monuments
in Upper Egypt (February—March 1852), including the
temples of Kalabashie and Dakkeh and the Temple of
Amenophis ill at El Kab near Edfou, often adopting
steep raking angles or other unusual formats. Identifi-
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Benecke, Ernest and Louis Blanquart-Evard.
Zofia, Femme du Caire.

The J. Paul Getty Museum, Los Angeles © The J.
Paul Getty Museum.

able locations in Palestine include panoramic views of
Jerusalem and Hebron; Benecke’s broad, atmospheric
technique is particularly well adapted to landscapes or
cityscapes of this kind. On the return journey through
southern Europe Benecke photographed at a number
of well-known sites; including the Acropolis in Athens
(August 1852) and the Ponte Vecchio in Florence.
Benecke does not appear to have returned to the Near
East. An isolated View of Nazareth published by Perez
reportedly is dated 1858 in the negative; if this reading
of the date is correct, the image was probably dated and
printed belatedly.

Benecke’s warm, brown-toned prints are technically
imperfect, appearing slightly blurred when his human
subjects have moved during the exposure. In his most
successful portraits the subjects adopt a steadying pose
and lower or close their eyes during the exposure, as in
Zofia, Woman of Cairo, in Harem Dress of 1852. This
image appeared in Blanquart-Evrard’s album Etudes
photographiques, Ire seire of 1853; it may be the earli-
est published photograph of an “Oriental,” a genre that
was to prove as popular in photography as it already
had been for some decades in painting.
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The most frequest subjects of Benecke’s portrait
studies are women, some heavily robed, others in
showy “harem” attire (possibly professional dancers)
or seminude. He also, however, depicted musicians,
a slave dealer, a Bedouin chieftain with his retinue,
and groups of children. Scenes of everyday life show
a peasant pumping water from the Nile, a potter in his
workshop, and the autopsy of a crocodile on ship board.
He also made very fine studies of trees (two published
by Blanquart-Evrard) and of vernacular architecture in
Egypt and Palestine.

Several signed prints by Benecke bear the stamp of
the well-known photographer Charles Marville on the
verso, indicating that some or all prints from Benecke’s
paper negatives were not produced by the photographer
himself. Prints of all Benecke images are rare, and many
are unique; the negatives are not known to have survived.
Despite Benecke’s lack of interest in marketing his work,
groups of his ethnographic studies were acquired by
travelers to Egypt or the Mediterranean, including the
art historian Emile Prisse d’Avesnes, the well-known
sculptor Frederic-Auguste Bartholdi, and the English
academic painter Sir Laurence Alma-Tadema. Some of
the prints are numbered in the negative; these notations,
which run well above the number three hundred, may
indicate Benecke’s intention to produce a large portfolio,
either of his own work or in collaboration with other
photographers, that has not been identified.

It is now known that Joseph-Philibert Girault de
Prangey, not Benecke was the first to photograph ev-
eryday life in the Near East. de Prangey made nearly a
thousand daguerreotypes during a voyage in 1844-45,
including perhaps a dozen portraits of Egyptians and
Turks. A handful of portrait studies, contemporary with
Benecke, survive from elsewhere in the Near East, but
Benecke’s work, nevertheless, remains the earliest im-
portant body of Near Eastern ethnographic studies.

DONALD ROSENTHAL

See Also: Blanquart-Evrard, Louis-Desire; Egypt and
Palestine; Orientalism; Ottoman empire, European;
and Ottoman empire, Asian.
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BENNETT, HENRY HAMILTON
(1843-1908)

American photographer and inventor

Originally a carpenter, Bennett injured his hand with his
own gun in the American Civil War. In 1875 he opened
a portrait photography studio in Wisconsin Dells (then
Kilbourn City), which is now a museum open to the
public. Bennett quickly realised that he could not sup-
port himself and his wife just from taking studio por-
traits and turned his attention to his local landscape. In
particular, the unusual sandstone geological formations

Bennett, Henry Hamilton. Wisconsin Dells.
The J. Paul Getty Museum, Los Angeles © The J. Paul Getty
Museum.



that ran for six miles along the Wisconsin river. By nam-
ing and photographing over 90 local features and other
local history sites, he turned the Wisconsin Dells into a
desirable, ‘must-see’ tourist destination. The prosperity
he generated led him to market many stereographs for a
growing tourist market. In the early 1880s he produced
an entire stereo catalogue. Although financially satis-
fied, he wanted to produce exhibition quality photo-
graphs. He did this by using a mammoth plate camera
and an eight-by-ten-inch view camera. Using his early
carpentry experience, Bennett designed robust camera
boxes, printing equipment and tripods that could cope
with being used outside in the harsh natural landscape.
He also designed a rotating print house, which enabled
him to utilise all available natural sunlight to print im-
ages throughout the day. Bennett also developed an
instantaneous shutter that aided photographing a moving
person. This type of shutter allowed him to be able to
freeze action and he produced one of his most famous
photographs, ‘Leaping the Chasm at Stand Rock’.

Jo HALLINGTON

BENTLEY, WILSON ALWYN
(1865-1931)

A pioneer in photomicrography and meteorology,
Bentley spent his life on the family farm in Jericho,
Vermont. Bentley never married and obsessively
studied and recorded snowflakes, rain, fog, and dew.
Bentley’s formative years were influenced by his
mother; a former school teacher, who was fascinated
by all knowledge and possessed an early microscope.
Bentley used the microscope to observe snowflakes and
attempted to draw them until he convinced his parents
to buy a bellows camera and microscope objective. In
January 15, 1885, he became the first person to pho-
tograph a single snow flake and discovered that each
snowflake is unique and individual. Working in relative
isolation and without peer recognition for most of his
life, Bentley was encouraged by a local professor to
share his findings with the world outside of Vermont.
In 1898 his first article was published in Appleton’s
Popular Scientific Monthly. He continued his research
and published numerous articles in relative obscurity,
until in 1924 he was awarded the first ever grant from
the American Meterological Society for his lifetime’s
work. Bentley never copyrighted his work or did it for
monetary gain as he considered his photographs to be
‘illustrations of God’s work in all its beauty.” His life’s
work was published in collaboration with Dr. William
J Humphreys in 1931, and entitled ‘Snow Crystals.’
His work was carried out outside, in order to keep the
snowflake frozen and intact, which may have resulted
in his death from pneumonia in 1931.

Jo HALLINGTON

BERNOUD, ALPHONSE

BERGGREN, GUILLAUME (WILHELM)

(1835-1920)
Swedish photographer

Berggren was born in Stockholm and in 1850 was ap-
prenticed to a carpenter. In 1855 he traveled to Berlin,
where he worked in a photographic studio. Later he trav-
eled to other European cities, and in 1866 set sail from
Odessa on the Black Sea to travel around the world.

When Berggren reached Istanbul and toured the city
he was so fascinated that he decided to settle there. He
worked for a shipping company until the early 1870s,
when he opened a photographic studio on Grand’ Rue
de Péra. His niece Hilda Ullin (1861-1953) arrived from
Sweden and began to work with him.

Berggren was a master of technique and composition,
and produced some of the finest scenes of Istanbul and
the Bosphorus, and photographs of local people. During
construction of the Baghdad railway he photographed
many of the cities on the route.

When the Swedish King Gustaf V (1858-1950)
visited Istanbul in 1885, he presented Berggren with
a decoration. Berggren was also awarded an Ottoman
decoration by Sultan Abdiilhamid II (r. 1876—-1909).
When he died his niece Hilda Ullin buried all his pho-
tographic equipment with him in the Swedish cemetery
in the Ferikoy district of Istanbul.

ENGIN OZENDES

BERNOUD, ALPHONSE (1820-1889)
French photographer

Jean Baptiste Bernoud, known as Alphonse, was born at
Meximieux, Lyon on 4th February 1820. He started his
activity as a photographer by doing daguerreotypes on
the Ligurian Riviera. In 1850 he worked with Lossier
in Genoa at Palazzo Pallavicini, strada Scurreria. In the
1850s he moved to Florence, Santa Maria in Campo,
434, but he also opened branches at Siena, piazza S.
Petronilla, and Livorno, via Ferdinanda 71. He be-
came well-known for his photographic portraits, often
touched up in watercolours. In 1854 he showed some
daguerreotypes of animals at the Esposizione Industri-
ale Toscana in Florence. In 1856 he moved to Naples,
via del Boschetto della Villa Reale and then in Palazzo
Berio, via Toledo 256. He continued to work in Florence
until 1878, in via dei Balestrieri, 434, via dell’Oriolo,
51 and in via del Proconsolo. He took part in the Paris
Exhibitions of 1855, 1857, 1867. At the Italian Exhibi-
tion in 1861 he won a prize for his “cartes de visite”
and his stereoscopic views. He photographed important
events: the earthquake of December 1857 in Naples, the
fall of the Regno delle Due Sicilie in 1860-1861 and the
eruption of Vesuvius in 1872 (P. Becchetti collection,
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Rome). He published famous albums such as L’Italia
contemporanea (1864), with portraits of historical
figures. After 1872 he sold all his Italian studios and re-
turned to France. He settled in Lyon, in rue Camille and
later in rue des Archers 2, devoting his activity mainly
to portraits. Here he died on 24 November 1889.
SILVIA PAOLI

BERTALL, CHARLES ALBERT,

VICOMTE D’ ARNOUX (1820-1882)
French painter and photographer

Bertall was born Charles Albert, vicomte d’ Arnoux,
comte de Limoges-Saint-Saéns, the 18th of December
1820, in Paris, France. He studied drawing with neo-
classical painter Michel Martin Drolling 1786-1851
and began his artistic career as a draftsman for popular
novels—he illustrated Honoré de Balzac’s, from 1843
—and newspapers.

At the same time, Albert d’ Arnoux changed his com-
plicated name for Bertal (an anagram of his first name),
which became Bertall on Balzac’s advice.

In the middle of the century, he met Hippolyte Ba-
yard, one of the most active people in the photography
realm, and became involved with photography. Together
they opened a studio in 1862, place of Madeleine in
Paris, specialized in portraits and art reproduction.
They separated themselves in 1866—the same year
he enrolled in the Société francaise de photographie
Society—but Bertall continued this activity under the
name Bertall and Cie and portrayed the artists and intel-
lectuals of his time.

From the beginning of the 1860s, he wrote his own
novels and illustrated them. He kept both occupations:
writing and illustrating books, and taking photographs
of his contemporaries.

He died in the South of France, in his retirement in
Soyons, in February 1882.

MARION PERCEVAL

Ilustrated books and newspaper Press:

Journal de la Jeunesse
Magasin Pittoresque
Journal pour rire
L’[llustration

La Semaine

Revue Comique

Publications

Les Infortunes de Touche-a-tout. Paris: Hachette, 1861.

Mile Marie-sans-soin., Paris: Hachette, 1867.

M. Hurluberlu et ses déplorables aventures. Paris: Hachette,
1869.

La Comédie de notre temps. Paris: Plon, 1874—1876.
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Pierre ’irrésolu,. Paris : Hachette, 1877.

Les Contes de ma mere. Paris: Plon, 1877.

La Vigne, voyage autour des vins de France, étude physi-
ologique.... Paris: Plon, 1878.

Jean le paresseux. Paris: Hachette, 1879.

Les Plages de France. Paris: Marpon et Flammarion, 1886.

Georges le distrait. Paris: Ardant, 1889.

Les Enfants terribles. Paris: Lahure [undated].

Exhibitions

1855, Universal exhibition, London (with Bayard).
1865, French Photographic Society.

BERTILLON, ALPHONSE (1853-1914)
French photographer

Alphonse Bertillon, who developed the first scientific
prisoner identification system though the use of pho-
tography, was born on 24 April 1853 to Louis-Adolphe
and Zoé Bertillon. After an academic career marked by
his expulsion from countless schools, Bertillon earned
a baccalauréat at the advanced age of 20. He then com-
pleted mandatory military service and perfected his
English by working as a tutor in England.

Bertillon’s poor academic qualifications and his lack
of interest in any apparent career worried his father.
The elder Bertillon used his connections to obtain an
entry-level job for his son as a clerk with the Prefecture
of Police of Paris in 1879. The job required Bertillon to
file information on criminals but the filing system was
so unwieldy as to be virtually useless. The French police
had collected masses of information on criminals but no
systematic organization system existed so the informa-
tion could not be accessed. Folders simply piled up in
the filing office. Bertillon immediately recognized the
need for a more efficient system of management.

Criminal identification in France before Bertillon was
based on photographs, personal recognition, and alpha-
betical registration. The French police had been taking
daguerreotypes of prisoners as early as 1841 but neither
the pose nor the lighting conditions were standardized.
Additionally, a photograph became obsolete as soon as
the shutter snapped. The picture did not age as did its
subject. If a criminal was identified, no clear language
existed to transmit the details of the photograph to police
officers since the definition of “large” or “average” is not
precise. The French police had no ability to positively
identify a person, especially when criminals were in
the habit of using disguises and aliases to conceal their
true identities.

Bertillon believed that nature did not repeat itself.
A mathematical system of identification would permit
easy recording and retrieval of information. But when
Bertillon submitted his proposal on 1 October 1879, he
was advised by the chief of police to seek psychiatric



help. The French authorities did not appreciate the ideas
of a mere clerk, especially one who had a reputation
for being reserved and angry. Louis-Adolphe Bertil-
lon, advised to investigate his son’s mental stability,
recognized the merits of the new system and promoted
it to his politically well-connected friends. When the old
chief retired, Bertillon received the chance to test his
system. In February 1883, he identified his first repeat
criminal. By the end of the first full year of testing, he
had identified 241 recidivists. When France established
the Department of Judicial Identity, Bertillon became
its first chief on 1 February 1888.

Bertillon pioneered many techniques of legal photog-
raphy, including the mug shot. He introduced a system
whereby a full face and profile portrait appeared upon
every identification card. The photograph included a
prisoner’s ears because Bertillon believed that they could
aid in identification. He took sectional photographs of
the forehead alone; forehead including eyes; ears; eyes
alone; nose alone; and half the profile. The existence of
special marks, such as scars or warts was noted. Bertillon
claimed that if a study of these sectional photographs
was made feature by feature, someone could recognize
a criminal despite never having seen the suspect’s face
before.

Although Bertillon incorporated photography into
his system, he had doubts about the objectivity of the
camera. To create the ability to effectively search for a
criminal, Bertillon used a mathematical identification
process that relied upon human body measurements
known as anthropometry. This “portrait parlé” or speak-
ing likeness would allow police officers on a beat to ap-
prehend a suspect based solely on a verbal description.
Translating bodily features into a universal language
also allowed the transmission of physical descriptions
by telegraph.

To make a speaking portrait, a prisoner would un-
dergo eleven similarly precise measurements: height,
head length, head width, arm span, sitting height, left
middle finger length, left little finger length, left foot
length, left forearm length, right ear length, and cheek
width. Bertillon selected these specific lengths because
they were the proportions least likely to be affected by
weight change or aging. Bone structure would remain
constant. This data was supplemented by the additional
details of eye color, hair color, and skin pigmentation so
that fourteen total points of resemblance were needed
for formal proof of identity. The measurements were
filed according to small, medium, and large dimensions.
After a Bertillon operator measured a prisoner, he took
a new identification card into an archive to look for a
card with matching anthropometric values. If he found
a tentative match, he would confirm it by referring to
the photographs.

Bertillon’s system worked best with male prisoners.

BERTILLON, ALPHONSE

Anthropometric measurements relied on tightly applying
calipers and rulers to body parts. This practice required
more physical intimacy between the Bertillon operator
and the prisoner’s body than was deemed appropriate
for male jailers and female prisoners in the Victorian
era. Nevertheless, by 1899 the Bertillon system had
been adopted by Germany, Belgium, the Netherlands,
Spain, Italy, Russia, Sweden, Norway, Turkey, Monaco,
Luxembourg, Romania, and Switzerland.

The Bertillon system had a fatal flaw. The measure-
ments had to be taken exactly as Bertillon specified or
else they could be inaccurate. While Parisian Bertillon
operators took careful measurements, men further away
from the supervision of Bertillon were less careful. In
one famous American case, two prisoners had the exact
same Bertillon measurements, probably because of
operator error. The men, who may have been brothers,
looked almost identical. Fingerprints were the only way
of distinguishing them.

Bertillon was an outspoken opponent of fingerprint-
ing, chiefly because he did not see how fingerprints could
be cataloged. However, unlike Bertillonage, fingerprint-
ing was a foolproof means of identification. By the early
years of the twentieth century, Bertillon’s system had
gone into eclipse, as fingerprinting became the judicial
identification system of choice. By the mid-twentieth
century, it had stopped being used. Bertillon died in Paris
on 13 February 1914 of pernicious anemia.

CARrYN E. NEUMANN

Biography

Alphonse Bertillon was born on 24 April 1853 as the
middle of three sons of Louis-Adolphe and Zo€¢ Bertil-
lon. After attending many grade schools, he graduated
in 1873. He traveled to England to teach French and
held a series of posts as a tutor. Bertillon returned to
France and, during military service, rose to the rank of
corporal. He became a clerk in the Prefecture of Police
in Paris on 15 March 1879. He formally proposed the
Bertillon system it to the French police on 1 October
1879. He married his secretary, Amélie Notar in 1883.
The couple did not produce any children. On 1 February
1888, Bertillon became the head of the newly estab-
lished Department of Judicial Identity. The Bertillon
system spread to other nations and Bertillon received
a number of honors as a reward. His first honor came
in July 1893, when he received the Swedish Order of
Wasa. France gave Bertillon the Blue Ribbon of the
Legion in 1893. Holland awarded him the Order of
Orange-Nassau in 1896. In August 1898, he became a
Knight of the Order of Koniglichen Kronen (Germany).
In March 1902, he became a Knight of the Order of
Dannebrog (Denmark). Bertillon’s subsequent awards
were: 1902, Officer of the Order of the Star of Romania;
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1908, Knight of the Order of St. Maurice and St. Lazare
of Italy; 1913, Commander of the Order of St. Maurice
and St. Lazare of Italy; 1913, Commander of the Order
of Isabella the Catholic of Spain. He also received the
Drummond Castle medal. Following a long battle with
pernicious anemia, Bertillon died on 13 February 1914.
He was buried with national honors in the family vault
in the cemetery at Pere-Lachaise.
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BERTSCH, AUGUSTE NICOLAS
(1813-1870)

French amateur photographer and civil engineer

Auguste Bertsch became a well known figure in photog-
raphy. Bertsch invested little time in the daguerreotype
during the 1840s, but that interest became more focused
in 1851 during the second era of his photographic ca-
reer, which spanned nearly twenty years. A few months
after the dissemination of Englishman Frederick Scott
Archer’s negative process on glass, Bertsch put on sale
a more sensitive collodion, which attempted instanta-
neous photography. The columns in the newspaper La
Lumiere created enthusiasm and controversy which
centered around Bertsch’s process but it was not long
before he published the instructions of his process. In
1852 he submitted a patent application for a clever,
but still imperfect shutter. This shutter included a
mechanical and rotary system which was improved
during the 1880s.

Nadar made great use of Bertsch’s collodion from
1856. At that time Bertsch’s associate Camille d’
Arnaud, former newspaper writer, artist and friend of
Nadar’s as well, tried photography. Both Bertsch and d’
Arnaud presented some images at Société francaise de
photographie (SFP) in 1857, those of which included
a few of the actress Adélaide Ristori and the zoologist
Henri Milne-Edwards.

Appreciated for their general clarity, and their sharp
and soft lighting, their images did not promise, a long
career in the field. Their workshop, established in 1855
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in a laboratory located above Bertsch’s apartment, which
was unfortunately close to Pigalle’s, did not have the
acclaim of the other studios on the grand boulevards
which catered to the Parisian middle-class. From 1854
to 1857, Bertsch’s collaboration with d’ Arnaud was
rather profitable with successes such as the portrait
of the Félicité priest on Lamennais on his deathbed,
in 1854 in the Historical Musée of the town of Paris;
of their instantaneous photography, like the image of
pedestrians infront of the Blanche place, 1855, SFP;
and of reproduction of engravings, and scientific pho-
tography (SFP).

Additionally, they attempted twice to produce im-
ages of an eclipse. They used the new glasses of Porro
to photograph the moon eclipse on October 13th, 1856.
The moon eclipsed itself little by little, and proved to be
another occasion which illustrated the great sensitivity
of Bertsch’s collodion. On July 18 1860 they tried to
photograph the multiple phases of a total lunar eclipse
in Paris.

In addition to their interest with lunar photography,
the microscopic world too was often under their me-
ticulous observation. Several images are stamped dat-
ing to their collaboration, however, photomicrography
was Bertsch’s field which from 1851 to 1870, he most
favored. Focused on optics and natural science, his
advanced techniques enabled him to acheive results
which exceeded what had been currently attempted at
the time. He used the wet collodion process on glass
with great dexterity, and reached exposure times of a
tenth of a second according to his records. Moreover,
the transparency of the glass, which combined reproduc-
ibility and smoothness of the image, adapted better to
the photography of the infinitely small than that of the
single plate daguerreotype (Foucault) or the less distinct
calotype (Talbot).

The clarity of his stereotypes was also due to the
quality of his solar microscopes, which used achromatic
lenses which reduced spherical aberration, and they were
sometimes fitted with a polarizer. Bertsch built these
between 1852 and 1861, in conjuction with professor
Hartnack’s knowledge and aid in1857. Capable of prov-
ing undeniable evidence in the microscopic field, these
photographs were, for Bertsch, the means of improving
the scientific community. Now photographic proof of
observations under the microscope could support or
discredit theories. Scientific discredits were often the
result of exaggerated and whimsical conclusions of
certain negligent scientists. Acarina, the apparatus caus-
ing the phosphorescent glow of the glow-worm, cuts of
wood, red globules, diatoms, and crystals were many
subjects which when maginified from 50 to 500 times,
illuminated under direct, oblique, monochromatic or



polarized light provided truth and illustrated the many
possibilities of this medium.

A text entitled Studies of Natural History Under the
Microscope provided the gallery for the microscopic
“portraits” taken. The boards were joined together in a
portfolio and made available for ordering. Presented at
the SFP (1855, 1857, 1859) and at the World Fairs (1855,
1856, 1867), these were greeted by the press with special
interest because of their precision as images. Addition-
ally, they served as advertisements of a renewed union
between photography and science. After sending his il-
lustrated atlas to the Ministry for the State of Education,
Bertsch was decorated with the Legion of honor in 1858.
However, in spite of this reward and the remifications of
its results to the Academy of Science in 1853 and 1857,
the scientific community could not adapt to this method
and thus remained indifferent to the technique.

As a founder and member of the SFP in 1854, Bertsch
became part of the Board of directors from 1858 to 1870,
and was often named at boards of examiners of appara-
tuses because of his selection of exposures. He regularly
presented to them his improved work, devices, and
techniques. The majority of photographers were often
encumbered by imposing darkrooms in order to achieve
enlarged photographs so Bertsch developed a technique
based on the image captured on small instantaneous ste-
reotypes, which was then increased. Between 1860 and
1863, he invented a solar megascope, which was among
the best of the recently produced enlargers. In spite of
Bertsch’s desire to popularize photography, his remark-
able instruments attracted only some followers.

Biography

A skillful technician and rigorous inventor-manufac-
turer, Bertsch was an easy and modest photo hobbyist
who defended, with enthusiasm, his interpretation of
photography. In spite of some obvious failures, praises
that testified to his work registered him in history. He
is considered by all traditionalists of historiography and
as a figure not to omit. According to his birth certifi-
cate, Auguste Nicolas Bertsch was born on December
6, 1813 in the old 2nd district in Paris, today known
as the 9th and not far from the Garnier Opera. He was
the first child of George Frederic Bertsch, a tailor, and
of Anne Francoise Landry. Bertsch lost his father at 9
years old, and married later in life, on March 29, 1865,
to Marie Emilie Pizzetta, 28 years his junior. As a civil
engineer, Bertsch began his photographic activities in
1851. He had moved in 1848 to the 5th floor of the 27
street Fontaine Saint-Georges and joined in 1854 Ca-
mille d’ Arnaud, a student of Nadar’s. Together, they
created a studio-laboratory in the small panelled space
of the 6th stage, but their collaboration lasted only

BEY, MOHAMMED SADIC

briefly. A founding member of the Société frangaise de
photographie in 1854, he presented his work to them and
defended his idea of photography. He remained there
until his death during the Franco-German war in 1870-
1871. Forgotten mainly in connection with the process
of negative-glass, wet collodion, he was remembered for
his application for creating photographs for microscopic
use and for his apparatuses heralding the photographic
practice at the end of the 19th century.
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BEY, MOHAMMED SADIC

(1832-1902)
Photographer, military officer

Born in Cairo in 1832, Sadic was educated in Egypt
and in Paris, where he trained as an engineer at the
Ecole Polytechnique. As a Colonel in the Egyptian
army, he was the first to photograph the two holiest
cities of Islam—Medina and Mecca—in 1861, and to
document the Haj. Although the survey account and his
photographs were not published until 1877 (Summary of
the Exploration of the Wajh-Madinah Hijaz Route and
its Military Cadastral Map), his accomplishment was
widely reported. In 1880 he was assigned as treasurer
to the annual caravan bringing the mahmal, the embroi-
dered covering for the Kaaba, from Cairo to Mecca.
He photographed the pilgrims as they camped along
the journey and in Mecca again made photographs of
pilgrims circling the Kaaba, the al-Safa Gate, the tomb
of the Prophet’s parents, and Shaykh ‘Umar al-Shaibi,
the guardian of the key of the Kaaba. In Medina he
photographed Sharif Shawkat Pasha, the guardian of
the Prophet’s Mosque, and made panoramic views of
the city from the walls. Sadic’s earliest photographs of
Medina were exhibited in the Egyptian pavilion at the
Philadelphia Exhibition of 1876. In 1881, he displayed
a portfolio of photographs of the holy cities at the Third
International Congress of Geographers in Venice where
he was awarded a gold medal.

KATHLEEN HOWE
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BEYER, KAROL ADOLF (1818-1877)

Karol Adolf Beyer is one of the most important Polish
photographers of the 19th century, and is best remem-
bered for his famous photo-panorama of the city of
Warsaw. Born on February 10, 1818, in Warsaw, Poland,
Beyer was a publisher, numismatist and political activ-
ist, and also played a significant role in introducing new
technological developments in photography into Poland
and popularizing the medium. In 1844 Beyer opened
one of the first daguerreotype studios in Warsaw, hav-
ing become familiar with the daguerreotype process
during a trip in 1842 to Paris and parts of Germany. He
introduced the collodion negative process to Warsaw in
1851, which he had learned during a trip to London that
same year. Additionally, Beyer published a number of
photographic albums on a wide range of themes, and
created photographic reproductions of important Polish
national treasures and artworks. Around this time he
also produced an important ethnographic photographic
series, for which he photographed Polish peasants in
their national and local costume.

In 1857 Beyer produced a photo-panorama of the
city of Warsaw. Shooting from the cupola of Warsaw’s
St. Trinity Lutheran Church and using the wet-plate
collodion process, Beyer took twelve sequential photo-
graphs in order to produce a 360-degree view of the city.
Beyer continued to promote and advance photography
in Poland throughout his life, co-founding the illustrated
magazine Tygodnik Ilustrowany (“Illustrated Weekly”)
in 1859 and in 1870 opening the first studio in Warsaw
to produce photographs using the Albertotype process,
which Beyer learned from Joseph Albert while in Mu-
nich some years earlier. Beyer died on November 8,
1877 in Warsaw, Poland.

MaXiM WEINTRAUB

BIBLIOTHEQUE NATIONALE DE

FRANCE

Photography is displayed in all departments of the
Bibliotheque Nationale de France, however it is mainly
located in the department, Cartes et Plans (Charts and
Plans), and especially in the department Estampes et de
la Photographie (Prints and Photography).

In 1851, the first image donated to the Bibliotheque
Nationale de France was by Louis-Désiré Blanquart-
Evrard, editor-photographer and was copyrighted,
which at that time was optional because the law did
not impose it on photographers as judiciously as they
did with engravers. At least 100,000 images became
part of the Bibliotheque in this way until 1914. Later
images were purchased or given as gifts to supplement
the donations, which were needed and remain necessary
today as the Bibliotheque Nationale de France depends
on the goodwill of photographers and the photographic
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dealers in France for additions to the collectioin held in
the Bibliotheque.

Prior to 1941 the Bibliotheque had no protocol for
handling donations so a service for collecting photo-
graphs was created within the Cabinet of the Prints
at Jean Laran’s request, who was chief of the Cabinet
from 1939 to 1942. Jean Prinet followed until 1954,
and later, Jean Adhémar from1961 to 1977, were the
first people in charge of this new program. This was the
starting point of a policy for voluntary and organized
donations to the Bibliotheque as nearly 500,000 images
had been collected between 1949 and 1961, and useful
and profitable contacts with professionals, and experts
of photography had been established.

In 1949, 50,000 images were acquired from the work-
shop of Felix and Paul Nadar, and in1954, the Reutlinger
studio donated 30,000 images of Léopold taken in 1853.
One of the first private collectoions of nineteenth cen-
truy photography, established by George Sirot, which
contained 75,000 images, were obtained via purchase
in 1955, with the rest donated in 1956. Many images,
letters, and handwritten notebooks of Louis-Alphonse
Poitevin’s, who was considered a major contributor to
photography after Nicéphore Niépce and William Henry
F. Talbot, were donated in 1989.

The first exhibition in France was held at the Bib-
liotheque consisting of portraits du passé (1961), Atget
(1964), Nadar (1965), and Niépce (1967).

In 1976, the Cabinet of the Prints became the Depart-
ment of the Prints and Photography. In the prestigious
Mansart Fallery of the Bibliotheque, expositions became
“an invention of the 19th century, expression and tech-
nique of photography,” which paid full homage to the
Société frangaise de Photographie. 346 pieces of work
were donated (1854). These events, which were accom-
panied by a catalogue that reproduced all the images,
inspired the Bibliotheque to hold exhibits and rotate out
images with other to allow the public and historians ac-
cess to various different images to study them.

This initiative with the support of Metropolitan
Museum of Art, 1980, became the year of the “Regards
sur la photographie en France au XIXe siecle” (Paris,
Petit Palate and New York, with 192 images and 102
photographers). In 1983, it introduced “George Sirot
1898-1977” (Paris, bibl. nat., approximately 170
parts), however, unfortunately, the show was without
a catalogue. Then “Le corps et son image” was shown
in 1986 (Paris, palate of Tokyo, 89 photographers, 171
numbers). The first two exhibitions increased the an-
thology of work. More modest achievements although,
which were just as instructive and appreciated as other
major works, were held in the Galerie de Photographie
at the national Bibliotheque, which opened its doors in
1971. This space accomodated and was devoted to more
than 120 exposures, the majority of which belonged



to young contemporary authors, until it permanently
closed in 1996.

The year 1989 marked the celebration of the 250th
anniversary of photography and included five major
expostions in Paris. The national Bibliotheque hosted
two of them, one in conjunction with the Musée d’Orsay
which displayed a wide selction of 19th century im-
ages under the title, “L’invention d’un regard” (Paris,
Museum of Orsay, 281 images belonged to a majority
of these institutions).

Other exposures followed which depicted personali-
ties, and subjects of a current period, revealing impor-
tant dimensions to the donated material. Included were
“L’ Art du nu au XIXe siecle” (Paris, bibl. nat. of France)
in 1997, “Les freres Bisson photographes” (Paris, bibl.
nat. of France) and “Degas photographe” (in conjunction
with the Metropolitan Museum of New York and the
J. Paul Getty Museum, presented in Paris, bibl. nat. of
France, New York, Los Angeles) in 1999, and “Voyage
en Orient, photographies 1840-1880” (Paris, bibl. nat.
of France) in 2001.

The national Bibliotheque participated in raising
awareness of photography to the extent of establishing it
as having culturally recognized value. The Bibliotheque
also supported the movement through frequently lending
their collections to other French or foreign institutions
like “Nadar, les années créatrices 1854—1860” which
was organized in 1994 by the Musée d’Orsay and
Metropolitan Museum of Art, New York, and “Eugene
Atget, le pionnier” which was put together in 2000 for
the photographic Inheritance (Paris, Hotel of Sully).

All the great names of photography are represented
at the Bibliotheque like: Antoine Samuel Adam-Solo-
mon; Olympe Aguado; Eugene Atget, of whom’s work
3,600 images were purchased between 1900 and 1927,
Edouard Baldus; Louis Auguste et Auguste Rosalie Bis-
son; Adolphe Braun; Etienne Carjat; Hippolyte Auguste
Collard; Louis Emile Durandelle; A. A. Eugene Disdéri;
Gustave Le Gray; Henri Le Secq; Charles Marville;
Félix Nadar; Charles Negre; Pierre Petit; and Victor
Regnault. The images of the following photographers
however are unfortunately rare or completely absent in
the collections of the other French or foreign institu-
tions: Charles Aubry; Bruno Braquehais; Adalbert and
Eugene Cuvelier; Constant Famin; Jacques Antoine
Moulin; Camille of Olivier; Achilles Quinet; Adrien
Tournachon; Julien Vallou of Villeneuve are all under-
represented internationally.

Albums though, of voyages and early reports are
located at the Bibliotheque such as Edouard Deles-
sert’s Italy, Gustave de Beaucorps’ Spain, Ambroise
Richebourg’s Russia, and Maxime Du Camp’s Egypt.
Auguste Salzmann’s images of I’Orient, along with
accounts from Louis De Clercq, Felix Bonfils, James
Roberson are available for viewing also.
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Examples of pictorialism can also be located at the
Bibliotheque, with many images from Alfred-Louis
Begoz, Maurice Bucquet, Jean Ferdinand Coste, Robert
Demachy, Etienne Descargues, René Lédard, Constant
Puyo and famous publications such as the L’Epreuve
photographique, L’Art photographique, Camera Work.
Further documents included in the collections are nearly
1,800 single documents of nature in ambrotypes, fer-
rotypes, autochrome plates, daguerreotypes (plates by
Louis Fizeau, Leon Foucault, Joseph Philibert Girault
de Prangey, of the baron Large Jean-Baptist-Louis...),
calotypes, plates with collodion, flexible supports by
George Balagny, and various other formats.

The technical progress of photography was advanced
by the hard work of pioneers such as Louis Ducos du
Hauron who researched and developed the three-colour
processes, Abel Niépce de Saint-Victor who worked
with photogravures, Joseph Lemercier’s work on litho-
photographies, Alphonse Poitevin’s exploration with
photolithographies and coals, and finally Etienne Jules
Marey’s motion-analyses. Their advances and other
made to standardized production in 1855, contributed
to the popularization of the photographic image. The
collection at the Bibliotheque includes portrait-cartes
or carte-de-visites, 50,000 images of which, not count-
ing the 18,000 images from Disdéri’s workshop, were
purchased in 1995, as well as carte albums totaling
18,000 images, and 20,000 stereoscopes on paper.
These artifacts of photography have become invaluable
testimony to amateur practices, starting with the begin-
ning of photography where the images were of sitters
in long-held poses to years later when the images and
position of the sitter gave the impression of an instanta-
neous photograph. These are priceless documents for the
historian as these images capture people in their familiar
and private environments throughout time.

Although tracking and maintaining whole collections
is a main priority for the Bibliotheque, some collections
are donated in many separate donations, or are donated
unlabeled. The dislocated collections however that are
then reunited, happen largely because of the people that
research them or because they are required by occupa-
tion to know about this information. This data of 19th
century photographers is kept organized in a methodical
table ordered by subject to facilitate the location of any
image searched for. The Bibliotheque has gone to great
lengths to organize the catalogues and monographs on
the authors and the history of photography, both old and
recent. This documentation has been exhaustive for the
French publications, and the department’s new site (Bib-
liotheque Frangois Mitterand) supplements this. There
are numerous files and, in particular, an abundance of
correspondence including what survived the closing of
the Nadar and Poitevin’s workshops.

The department conducted the examination of
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specialized reviews of the most important content
published in the 19th century (Bulletin of the Company
French of Photography, Bulletin of the Photo-Club of
Faris, the Light, the Monitor of Photography, the Review
of Photography) and gathered a collection of articles
relating to the old exposures. This was then filed and
sorted to provide easy referencing.

BERNARD MARBOT
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BIEWEND, HERMANN CARL EDUARD
(1814-1888)

German daguerreotypist

Biewend was born on 28 August 1814 in Rothehiitte near
Hanover. He was a scientist and amateur daguerreotyp-
ist. He studied sciences and gained his doctorate. After
his studies he applied in 1843 for a job as treasurer in
the Royal Bank of Hamburg in Clausthal and got the
rights of an inhabitant of Hamburg. He published many
scholarly articles on chemistry and may have collabo-
rated with another scientist to test lenses and cameras.
He began to photograph sometime between 1846 and
1849, and he was one of the few German daguerreotyp-
ists to make landscapes and architectural views as well
as portraits.

Biewend participated for a long time only as an
amateur daguerreotypist who enjoyed little interest.
This was because the photo historians only knew two
daguerreotypes by him. That changed with the discovery
of a lot of his work in a private collection of the Ham-
burg-photographer Werner Bokelberg (1937-).
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Thanks to this discovery we do know that Biewend
not only photographed architecture but also his family
and friends. His portraits show often himself, his wife
and children, his sister and her family. The portraits
were most of the time taken on location, often posed
outside his house or his sister’s home in Germany.
Typical in Biewend’s photographs, is the persons often
are placed full-length within the setting. The setting is
integral to the composition, and to our understanding
of the portrait as an intimate and informal family gath-
ering. While Biewend had to deal with changing light
and weather conditions he conquered the challenge of
complete control of his lighting. The fine detail and
delicate surface of his daguerreotypes gave his images a
quality that was quite different from others and unique.
He was an artist of rare delicacy and used sunlight and
shadow to great effect.

Much information concerning Biewend has been
found in his notes of 25 September 1843, like the fact
that he took over the function of treasurer from Schirven
Knoph. He worked during 33 years as a treasurer for the
bank, from 1843 to 1876. This has been unknown for a
long time. Just after the discovery of the daguerreotypes
in the private collection or Bokelberg, someone started
to do research in the old town files of Hamburg. Between
1846 and 1849 Biewend started to do experiments with
photography. He experimented in his laboratory with
gold, silver and other metals, as well as with indigo,
saltpeter and potassium, pyrolusite and other chemicals.
It is rather strange that in those times it was accepted
to combine a job as a treasurer with a free practice.
Biewend could clean gold and other metal very well
and introduced this in his sensitive solutions, suppos-
edly by his experience in his state office. There he had,
of course, experience with very fine and detailed work
like with gold and silver on the currencies.

That had to be correct during the manufacturing of
currencies. The many details on Biewend’s daguerreo-
types are very characterizing for his work. He left behind
a treasure of information on his daguerreotypes such
as the type of camera, data of the subject, place, and
time. Both the contents and the technical aspects of the
photograph are defined, also a habit from his profes-
sion in the bank. Since daguerreotypes are on polished
silver and subject to tarnishing, daguerreotypes were put
behind glass and sealed with paper tape so air could not
tarnish the plate (there often is some tarnish around the
edges of the picture). Daguerreotypes that have survived
show Biewend’s skilled use of painted backgrounds, of
curtained dummy windows. Several of these examples
were handcoloured. Coloring was applied very care-
fully with dry color mixed with finely powdered gum,
for the daguerreotype image is very delicate. Breathing
on the plate was sufficient to soften the gum and fix
the color. His portraits were among the best ever done



by daguerreotype process; they display great sense of
composition, awareness of background and props, and
naturalness in pose and expression.

Later, in the collection of Voigtldnder, two daguerreo-
types of Biewend were found, on which were mentioned
the technical data. The photos of Biewend have suppos-
edly arrived in Voigtlander’s collection because they
were related. He stayed in Saint Georg, is now a part
of Hamburg.

Unfortunately, during the years people destroyed
more than one hundred of his daguerreotypes with
themes as landscapes, architecture and portraits. In
1876, he retired from the bank. Biewend died at the age
of seventy-four on 31 December 1888 in Hamburg.

JOHAN SWINNEN

See Also: Germany; Daguerreotype; Coloring by
Hand.
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BIGGS, THOMAS (1822-1905)
English photographer

Captain, later Colonel, Thomas Biggs produced a body
of work in India in the mid 1850s using post-waxed
paper negatives, long after most photographers had
eschewed paper in favour of collodion on glass.

Born in Hertfordshire, England, Biggs joined the
Indian Army in 1842, serving in the Bombay Artil-
lery, before learning photography with the East India
Company and being seconded for a few months—from
February to December 1855—to the post of Government
Photographer in the Bombay Presidency, then the name
given to a large area of British India.

His assignment was to start to document the many
historic architectural sites within the area of the Bombay
Presidency.

With the task only partially completed, he returned
to military duty in December 1855, being succeeded by
Dr William Henry Pigou who continued his work.

Certain aspects of the work did not suit his tastes
—in letters in the India Office records, he expressed
his distaste at some of the sculptures he was required to
photograph and wrote of their ‘disgusting immorality’
(see India Through the Lens, Prestel, 2000).

A second series of assignments in the 1860s resulted
in further images, still apparently using paper negatives,
which were widely published. There is no record of
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him continuing with his photography after returning
to England.
JoHN HANNAVY

BINGHAM, ROBERT JEFFERSON

(1824-1870)

On the backs of carte-de-visite photographs produced
by British-born photographer Robert J. Bingham in
his studio at 58 Rue de Larochefoucauld in Paris was
printed the claims ‘inventeur du proced¢ collodion’ and
‘Medailles de 1re Classe 1855-1862.” He was a resident
in Paris by 1851, and operated a portrait studio at that
address from 1861 until 1870.

He was one of several photographers who claimed to
have successfully experimented with collodion before
Archer published his account of the process in 1851.
His claim was based on a note in the 7th edition of his
manual Photographic Manipulation published in 1850,
a note which largely reproduced a similar account pub-
lished by le Gray in his Traite Pratique de Photographie
sur Papier et sur Verre in 1850. The process had been
predicted since 1847.

Born in Billesdon, Leicestershire, England, in 1825,
as the son of a customs officer. He moved to Paris ¢.1850,
and his studio initially specialised in the photography
of works of art. He was certainly in Paris by the date in
1851 when the contract for printing the illustrations for
the Reports of the Juries of the Great Exhibition was
being assigned. The contract was initially offered to
him through the London art dealer Richard Colls, but
was withdrawn after Talbot was granted an injunction
in January 1852.

JoHN HANNAVY

BIOT, JEAN-BAPTISTE (1774-1862)

French scientist

Jean-Baptiste Biot was born in Paris 21 April 1774, the
son of Joseph Biot, an upwardly mobile government
functionary originally from Lorraine. After a classical
education at the respected College Louis-le-Grand in
Paris, Biot began taking private lessons in mathematics.
Hoping for a career in science, he resisted his father’s
wishes that he enter into commerce. Enlisting in the
army in 1792 allowed him to evade his father’s control
while simultaneously earning the experience and record
of government service that helped him gain entrance to
the newly formed Ecole polytechnique in 1794. Biot
soon emerged as an exceptionally promising young
scientist with widely related interests in astronomy,
optics, mathematics, physics, and chemistry.

In 1801, Biot was elected to the Académie des sci-
ences. Soon after, he was invited to join the Société
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d’Arcueil, the most fertile scientific circle of its day.
There, in 1809, he became better acquainted with
Francois Arago, a younger colleague in astronomy, with
whom he would have a long and stormy professional
relationship. They traveled together for the Bureau des
longitudes and collaborated on several projects and
papers early in their careers but soon developed op-
posing scientific views. By 1815, they were engaged
in a polemical rivalry over competing theories of light,
with Biot taking a conservative neo-Newtonian posi-
tion while Arago embraced the new and more radical
wave theory of light. Twelve years Arago’s senior, Biot
was an Orléanist and a devout, regenerate Catholic, an
eloquent and dignified academic whose productivity
in research and publishing nevertheless failed to win
him an 1822 bid for the Académie’s highest post of
Secrétaire perpetuelle. To Biot’s disappointment, this
coveted, permanent seat would go to his rival in 1830,
which provided the radical constitutional liberal Arago
with tremendous power and influence. Biot had to be
satisfied with his election in 1835 to the Académie’s
temporary post of vice president.

Despite their differences, Arago and Biot would
soon become pendant figures as the two main academic
supporters of early photography. With their mutual ex-
pertise in optical science, they made natural technical
consultants for emergent photographic science, and
Jacques-Louis Mandé Daguerre sought them both out in
the mid- to late 1830s. In 1838, together with Alexander
von Humboldt, they officially examined Daguerre’s
process prior to the Académie’s first public report on
daguerreotypy in January, 1839. Biot’s remarks to the
Académie at the January 7 meeting echoed those of
Arago in describing the process as a formidable tool for
empirical science; he saw the process as a new means
“to study the properties of natural agents” and to supply
independent proof of scientific assumptions. Conclud-
ing that first official communication on photography,
Biot credited Daguerre with having placed an “artificial
retina” at the disposal of physicists.

By this time, Biot and Arago had set aside some of
the bitterness of their rivalry. However, when the Brit-
ish photographic inventor William Henry Fox Talbot
learned that Arago had brought Daguerre’s work before
the Académie, Talbot cannily approached Biot to pres-
ent his claim of priority of invention to the Académie.
Biot was famously supportive of younger colleagues, a
respected elder who embraced the ideal of an interna-
tional, politically disinterested realm of pure scientific
dialogue. In the months to come, Biot served as Talbot’s
advocate before the Académie on numerous occasions.
Still, there was no obvious conflict between Arago and
Biot over the Daguerre/Talbot contest. For his part, Biot
had no significant personal stake in Talbot, although the
men were acquainted through British scientific circles.
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However, Biot did have an old and dear friendship with
Talbot’s main ally and scientific advisor, Sir John Her-
schel. In acting as Talbot’s representative before the Aca-
démie, Biot may have been acting upon the friendship
and courtesy he felt for their mutual friend, Herschel.
While giving Talbot a window to the official proceed-
ings, Biot was careful to maintain his neutrality. From
1839 to 1841, he corresponded with Talbot in a spirit
of honesty and good faith, giving advice and reporting
to the English inventor on the Académie’s continuing
discussion of his claims. He also thoroughly examined
Talbot’s methods, and personally presented each of
Talbot’s successive communications and his own find-
ings to the Académie, but he would not enter the debate
as a partisan. Yet Biot ultimately expressed his frustration
over the rivalry between Daguerre and Talbot—and other
photographic inventors, for that matter—and plainly felt
that Talbot’s reticence to reveal his methods was harm-
ful to scientific progress, as well as to Talbot’s own best
interest. More than once he urged Talbot to quit stalling
and publish explicit descriptions of his methods. By the
end of almost three years of Talbot’s protracted struggles
with the Académie, Biot was perhaps weary of carrying
out the service of intermediary. When Talbot sent Biot
some photographic papers and instructions for their use
in 1841, Biot declined to examine them himself, but
instead passed them on to Victor Regnault, a colleague
with fresh enthusiasm for the new art.

Biot was not known as a photographer himself, and
it appears he did not belong to any of the early photo-
graphic societies. His role in early photography was thus
essentially that of a technical authority. In addition to
examining Daguerre’s and Talbot’s processes, he joined
Regnault in assisting Louis Désiré Blanquart-Evrard
when Blanquart brought his paper process before a
joint committee of members of the French academies
of science and beaux-arts in April of 1847. There, Biot
also agreed to an impromptu sitting to test the suitability
of the process for portraiture. Indeed, unlike Arago, of
whom no photographic portrait is known, Biot posed
for a number of portraits, including sitting for Regnault
at least four times. As a gesture of respect, Regnault
sent some of those portraits to members of the British
scientific community as mementos of this esteemed
French scientist.

Biot was a respected writer on historical subjects
as well as science, and over his long life he published
more than 300 articles and many textbooks. He died in
1862 at the age of 88.

LAURIE DAHLBERG
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Jean-Baptiste Biot was born in Paris 21 April 1774.
Although his father wanted him to enter commerce, Biot



was drawn to science and mathematics. After serving in
the revolutionary army (1792-1793), Biot entered the
newly formed Ecole polytechnique in 1794. His wide
researches in physics, chemistry, mathematics, and sub-
fields like optics won him the recognition of the great
scientific leaders Laplace and Berthollet, who welcomed
him into the elite Société d’ Arceuil around 1801. His
research and breadth of knowledge made him one of
the first technical consultants in the emerging field of
photography and as a member of the Académie des sci-
ences he was appointed to examine Daguerre’s, Talbot’s,
and Blanquart-Evrard’s photographic processes, among
others. A close friend of Sir John Herschel, Biot also
agreed to serve as the intermediary for Herschel’s as-
sociate William Henry Fox Talbot when Talbot brought
forward his claims of priority for a photographic process
before the Académie in 1839. It is not thought that Biot
made photographs except in an experimental capacity
and no works have been attributed to him. He died in
1862.

See Also: Herschel, Sir John Frederick William; and
Talbot, William Henry Fox.
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BIOW, HERMANN (1804-1850)

German daguerreotypist

Hermann Biow was born in 1804, possibly in Hamburg.
Initially working as a painter, lithographer and writer,
he was one of the first German daguerreotypists and
opened his studio in August 1841 in Hamburg, Altona.
From 1842 to 1843 Biow worked with the photographer
Carl Ferdinand Stelzner. He evolved into a specialist
portrait photographer. Biow is also well known for
making documentary daguerreotypes of the aftermath
of the 1842 fire in Hamburg, although only three of the
supposed forty-six made at the time survived, now pre-
served in Hamburg, (Historical Museum and Museum of
Art and Design). In 1846 Biow began practising portrait
photography in Dresden, Berlin and Frankfurt am Main,
focussing on prominent politicians, artists and scientists,
including the Prussian King Friedrich Wilhelm IV, Al-
exander von Humboldt and the Brothers Grimm (1847)
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which were later engraved and published as Deutsche
Zeitgenossen [German Contemporaries]. Between 1848
and 1849 he daguerrotyped the Parliamentarians of the
German National Assembly in Frankfurt am Main, later
edited in an album of lithographs, Ménner des deutschen
Volks oder Deutsche National-Gallerie* [Men of the
German Nation or German National Gallery]. Biow
opened a new studio in 1849 in Dresden, but died soon
after on 20 February 1850.

STEPHANIE KLAMM

BIRO, LAJOS (1856-1931)

Lajos Biré was a Hungarian natural scientist and
ethnographer, born in Tusndd, Zilah county, currently
Tusnad, Romania, in 1856. As a recognized zoologist
he travelled to New Guinea, where he stayed from Janu-
ary 1896 to December 1901. During his six years of
zoological, ornithological and entomological research,
he collected over 200,000 animals, mainly insects and
more than 6,000 pieces of ethnographical objects. He
brought back several thousand pages of notes and more
than two hundred photographs to Hungary. And upon
returning home, he worked as a natural scientist. In 1926
he was awarded as an honorary doctor of the University
of Sciences of Szeged, Hungary. He died in 1931, and
more than two hundred animal species and eighteen
genera are named after him. In deed, he discovered six
new species, which can be found in his collection of
birds and one was even named after him.

During his travels, he took documentary photographs
for scientific, anthropological, and ethnographical pur-
poses. His recordings made it possible to learn about
a mostly undiscovered society of the tropical island
with documentation, notes and references that are still
referenced today.

In the course of his travels, Lajos Biré went to several
places outside Europe, like India, Ceylon, South East
Asia, Anatolia, and North Africa. He took scientific
photographs in Singapore, Bombay, Tunis, and Tripoli,
but the six years spent in New Guinea were what es-
tablished international reputation amongst Hungarian
scientist.

His first expedition for zoological research was on
7th November 1895 to the second biggest island of the
world to continue the work begun by the Hungarian
natural scientist Sdmuel Fenichel. He worked in what
was the German New Guinea when the landscape was
almost unapproachable due to the tropical climate,
impenetrable jungle, high mountains reaching into the
heights of 40,000 meters, and deep valleys. Incurable
diseases like malaria, dysentery, and smallpox af-
flicted not only Europeans but natives, too. Therefore,
several tribes fearing epidemics, mainly in mountain
areas, lived extraordinarily isolated from each other.
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Communication with the external world was further
hindered by seclusion because of the specific laws of
bartering, via language barrier, and by the lack of geo-
graphical information. As a result, at the end of the 19th
century natives lived there at a level of development of
the Palaeolithic age. This way of life was recorded with
a high degree of precision and scientific authenticity by
the documentary photographs of Lajos Biré6.

His work was hampered by numerous circumstances,
like the murderous climate, language differences, dif-
ficulties with travel, and with obtaining and replacing
instruments. However, in spite of these hindrances, he
collected and prepared insects and birds often using
every moment to conduct microscopic studies and to
make notes, drawings and photos.

His most valuable photographs were taken on
the northern and northeastern coastal regions of the
island which had been undiscovered from an eth-
nographical point. The land that makes up this area
are the little islands in front of Aitape (Berlinhafen),
Seleo, Ali, Angiel (Angel Island); Erima in the Bay
of Astrolabe, around Staphansort and its villages
(Bongu, Bogadjime); several sites of the Mountains
Hansemann, Oertzen, and Constantine, Bilibi (Bilibili
Island), Siar, and Gragat Island, in the region of the
Huon Bay. He visited the whole peninsula setting off
from Simbang (close to Fischhafen). He also stayed
with the highlander Kaio’s, with the Jabim’s living at
the coast and visited Tami Island, and the Bukawa’s
living on the northern coast of Huon Bay. His travels
also extended to the New Ireland Islands, and the (Vitu)
French group of islands.

Lajos Bird’s photographs can be divided into four
major thematic groups:

* Landscape, natural plants, and their transforma-
tion;

* Anthropological photos of natives;

* Recording their way of life, their culture, and tradi-
tions;

* Way of life of European settlers, and their settle-
ments.

Full-length, standing or sitting, photos of the inhabit-
ants of various villages are mainly group photographs
or portraits made in relaxed, natural postures. Ethnog-
raphers were, however, were primarily interested in
photographing places, objects, or activities of everyday
life like, family houses, the yam stores, a meeting house
under construction, the fish barrage, people travelling,
agriculture, fallow lands of one and two years, yam
plantations, coconut germination beds, or even snail
bracelets, potters at work, and also people cooking din-
ner, or preparing kava. Similarly, the rituals of the closed
communities, which were hidden from certain members
of the community itself, such as the ghost house in Seleo,
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and ritual accessories like musical instruments, or festive
rituals like the funeral feast, ritual dances, and partaking
people, which is the circumcision of the young, were
also of interest to ethnographers.

Since Lajos Bir6é could see the inevitable effects
that people like him posed to the colonial people and
their culture, he considered photographing extremely
significant and thought of it as his obligation to make
the records of their status and development as authentic
as possible. This deep sympathy and understanding
can be well sensed in the informal atmosphere of the
pictures.

Another of Lajos Bird’s interests was to photograph
the living quarters of the Europeans. In one photograph
in particular, the official 