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Membership

There is a developing interest in
our Society and its activities,
demonstrated by a small but
steady increase in members.

The Francis Frith Collection, our
sponsors and publishers, are
going to aid our membership

drive. We hope that both
Association and individual
members will assist by
introducing potential new
members.

For this reason, a Membership
Application Form is included with
this issue of Ahororesearcher

Cover illustration. James Mudd, Deakin's
Entire, 1875. See Page 7: The Manchester-

Liverpool Circle by Michael Hallett
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President’s Report

This is the first issue of our magazine and the
Editorial Board are hopeful that members will find
it both informative and interesting,

We aim to achieve a high standard of quality in
the papers published in terms of historical
research, analysis and criticism.

With a membership so diverse as ours in inter-
ests, and so dispersed geographically, it is no
easy task 1o safisfy everyone. If your particular
interests are not represented please write 1o the
Editorial Board, cfo Mr. Roy Green at the
Society's address in Croydon, indicating what
they are and we shall try 10 provide a remedy.

We are looking for original and interesting
material to publish in future issues, espedially
from members in French and German-speaking
countries and Scandinavia. Papers will be pub-
lished in the language written (English, French or
German) with 200 word summaries in the other
two languages. The author must provide the
summary in hisfher own language. We can
arrange for translation.

The Editorial Board meets regularly, the members
serving in an honorary capacity. We would wel-
come a French and a German speaking member
as correspondents. Please write o us.

It is intended to publish Photorasearcher twice a
year. Our present resources in finance and man-
power does not permit more. Our target for the
future is four publications a year but that will
mean a rise in subscripion rates as well as
further sponsorship. We shall be interested to
hear your views and positive suggestions.

Meeting of the Executive
Committee

This meeting took place in London on Saturday
23rd June 1990 at the Challoner Club in London,
England.

Fresent Professor Margaret Harker Farrand,
(President), Mr. Roger Coenen, Mr. Claude-
Henry Formey, Dra Ingeborg Leijerzapf, Dr.
Laurent Roosens, Dr. Kar Steinorth, Mrs Ritva
Tahtinen.

In attendance: Mr. Roy Green (Administrator)

Apologies: Mr. Colin Ford, Mr. Rune Hassner,
Herr Peter Weiermair.

There were 18 items on the Agenda. Decisions
on the principal iterns were as follows.

There was a lengthy discussion on required
changes 1o the Society’s Statutes which have not
been revised in the thirteen years of the Society's
existence.

The proposed changes agreed will allow more
flexibility to enable us to increase the numbers of
the executive committee from eleven to twelve
and 1o change the ratio of Association 1o Indivi-
dual members. Changes to the elective pro-
cedures takes account of the impractibility of a
majority of members of the Society being able to
attend the general Assemblies and therefore
being disenfranchised.

As changes to the Statutes require the agree-
ment of the membership as a whole the Execu-
tive Commitiee realised the necessity to maintain
the status quo until an Extraordinary General
meeting is called in 1991. Therefore two mem-
bers nominated for membership of the Executive
Committee at the Goteborg General Assembly in
September 1989 have been invited as ‘guest’
members for 1990-91. They are Monsieur Jean
Dieuzaide, France, and Monsieur Georges Ver-
cheval, Belgiurmn.

It was also agreed, for practical reasons, that the
duties of Honorary Treasurer should be taken
over by the Society’s Administrator. There are
some other minor changes proposed 1o the Sta-
tutes.

It was agreed to call an Extraordinary General
Meeting to take place during the Society's next
Conference at Toulouse in 1991 (date 1o be deci-
ded) in order to elect the Executive Commitiee for
1891-93 and effect the changes 1o the Statutes.

Future Symposia and Con-
ferences

1581 (either June or September) in Toulouse,
France

Chief organiser: Monsieur Jean Dieuzaide, Direc-
teur Artistique of the Galerie du Chateau d'Eau,
Place Laganne, Toulouse. Theme(s) to be deci-
ded. Details and call for papers will be distributed
1o members during the autumn of 1980,

1892 (In September in Edinburgh, Scotland)

Organisers: members of the Scottish Society for
the History of Photography who are also mem-
bers of the ESHPh. Themes to be decided.

Our Conference will take place during the period
of the Scottish International Photography Festival
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which is to be funded by the Scottish Arts Coun-
cl. Qur Event will be supported by the National
Museums and Galleries of Scotland.

1993 Belgium has been proposed as a venue.
No further information available at present.

Historical Research
into Photographic
Technology and

Imaging Sciences
by Sidney F. Ray (Contributing Editor)

The: history of photography is now well establ-
ished as a respectable academic pursuit and has
become highly productive with much scholarly
work on the lives and works of photographers as
well as the impact of photography on art and
society.

Conversely, a rather neglected area of the history
of photography is that of the evolution of photo-
graphic science and technology together with the
work of oultstanding scientists and innovators in
this field.

The sole exception is perhaps the detalled docu-
mentation of the history and variations of many of
the leading classical designs of cameras and of
various manufacturing companies, for both of
which topics considerable amounts. of published
information is available, and which has been
listed in the Photohistorica journal of this Society.

Pernaps the scarcity of research into the history
of photographic technology is due to the virtual
non-availability of research funds in this field (in
common with others | hasten to add!) and the
attitudes of scientists who wish to research for the
future and not into the past The History of
Science in general is however an established dis-
cipline, but only at a very few academic centres.

Significant too is the fact that many publishers will
not consider for publication a book with the word
‘history’ in the title, in spite of the continued
growth of the ‘heritage industry’.

There is a desperate and growing need for rigor-
ous documentation of the exponential growth of

the type and varety of imaging systems, in a
highly competitive market place where hardware
is considered obsolete in 6 months, especially
considering the effects of such forms of informa-
tion technology on society. Has the electrophoto-
graphic photocopier been studied in this way for
example, or the self-developing materials of the
ubiquitous Polaroid camera?

A useful start could be made by considering the
19th century where technical progress while rapid
for its day, was much more the province of the
individual worker, who was probably in contact
with or knew well all notable contemporaries, in
spite of the many difficulies and delays in com-
munication, world-wide. Fortunately much of this
pioneering work was published and we must be
etenally grateful to the dry and dusty accounts
reported in the early issues of the Photographic
News, Photographic Joumal and the British Jour-
nal of Photography, and their counterparts in
other European countries and the USA, even if
they usually lacked illustrations and photographs.
The Photographic Society of London (precursor
to the Royal Photographic Society) was perhaps
dominated by photographic scientists who found
it a vital forum for mutual exchange of information
and leamed criticism, even if this situation was
largely instrumental in the breakaway of some
members and the formation of the Linked Ring
and Secessionist Movements.

Even a brief inspection of 19th century work
shows that, typical of the day, many of the scient-
ists were interested in photography and made
significant contributions in this or related fields,
either as a means to help solve other problems in
their research (establishing applied photography
right from the beginning) or as an intense if tem-
porary interest in an aspect of photographic tech-
nology. It is perhaps unfortunate for the future
researcher in these fields that very few of the
actual photographs as records still exist, for as
scientific records or tests their interest was im-
mediate and temporary hence they were often
discarded as ephemera. To be honest their
visual interest was probably very low 100, 50 there
was little reason to store them carefully in albums
with annotations. On a more contemporary note,
the current habit and pattern of business amalga-
mations and take-overs, as well as the dedine
and closure of many organisations and establish-
ments has led to the unwitting destruction or loss
of the records and archives of many prominent
individuals or companies in the photographic
world or related activities. Likewise much preser-
ved material lies uncatalogued or even unknown.

The more prominent photographers and pract-
tioners have to date been well researched and
authoritative biographies produced, although
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coverage is by no means complele. By compari-
son, there has been litle comparative activity in
the production of biographies of prominent photo-
graphic sdentists, with a few notable exceptions
by authors such as Callendar, Siplay and Kings-
lake.

While detailed biographies are available of most
of the polymath scientists of the 19th century their
erstwhile brief but highly significant forays into
photographic technology do not receive the detai-
led attention they deserve. There is a rich field for
research in this area and in the synergistic inter-
actions of scientists and photographers with lear-
ned and professional societies.

Meither must the business implications of
research be forgotten, as its prime mover was
often monetary gain, unlike the principled motiva-
tion of the ‘gentleman or lady amateur' in photo-
graphy. An innovation in a process could result in
increased commercial activity be it in portraiture
or the mass production of prints for sale to the
public or a technique of photomechanical repro-
duction. Accounts of the commercial fortunes of
early colour processes and cine processes alone
could make sobering reading!

There i perhaps another basic reason for the
paucity of research into the history of imaging
technology in that detailed scientific knowledge in
chemistry and optics may be needed, as well as
an understanding of commercial and business
practices of the times. Also an ability to sift and
evaluate patent information for the significant
details that are not specified therein but must be
inferred. Research may have to be undertaken by
pairs or teams of workers with disparate dis-
ciplines of art, history and science but with a com-
mon motivation.

As a modest start, as one of its aims, this Journal
seeks to encourage and publish work in the field
of documenting early and contemporary imaging
science and technology, recognising that meth-
ods other than silver halide photography are in
wide use. As a specific star, researchers may like
o consider the production of short biographies of
photographic scientists and others, concenfrating
on their initial and significant contributions to
emergent photographic practice. This series in
turn could lead to a separate publication of a
collection of such biographical papers. Hopefully
each future issue of the Photoresearcher will con-
tain a short paper concemed with personalies or
processes in imaging technology and potential
contributors are encouraged to contact the edi-
torial team with details of forthcoming papers,
abstracts, proposals or even just suggestions for
coverage.

News of Courses and
Workshops

The Preservation and Conservation
of Photographic Materials.

Two three courses aimed spedifically for those
with the care and responsibility for photographic
collections: Keepers, Curators, Librarians, Archi-
vists et al.

Course dates: 27th February - 15t March 1981,
20th - 22nd March 1991

Conserving Photographs

Practical workshops for experienced conservators
aimed at introducing basic knowledge and skills
in the conservation of photographic images.

Course date: 10 day workshop 29th April - 10th
May 1991

Course Fee: £675.00 plus VAT

Mounting Photographs for Storage
and Display

An introduction tomounting techniques, methods
and materials for the preservation, slorage and
display of historic photographic processes.

Course dates: 13th - 15th March 1991, 27th -
29th March 1991, 17th - 18th April 1991

Course Fee: £180.00 plus VAT

The Identification of Photographic
Processes

An indepth examination of the process and
material characleristics necessary for the identifi-
cation of historic photographic processes.

Course dates: 20th - 22nd March 1991, 6th - 8th
March 1991, 10th - 12th April 1991

Course Fee: £180.00 plus VAT

For further information and applicaton forms
please send a stamped addressed envelope to:

lan L. Moor and Angela H. Moor, Paper and Pho-
tographic Conservators and Restorers, 233 Stan-
stead Road, Forest Hill, London SE23 1HU Tele-
phone 081 690 3678
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The Manchester-Liverpool Circle

by Michael Hallett wenireire eres

I n mid-nineteenth century Britain the progress
of photography was not just limited to the London
area. While London was indeed very active, so
were the major regional centres of population
such as Birmingham, Edinburgh, and Manchester
and Liverpool.

Many people drawn to the North West in the early
Victorian period were involved with the Industrial
Revolution and interested in inventions and their
applications. For some the reason for invention
was simply the development of an enquiring
mind. Others were interested in the applications
of the photographic processes. This can be seen
by the range of their experimentation, both photo-
graphic and otherwise. Many of the people in-
itially involved in photography were, by profes-
sion, pharmaceutical and manufacturing chem-
ists, cabinet makers, scientific and optical instru-
ment makers, or textile manufacturers and desig-
ners. Between them they were able to produce
the innovations required by an industrial centre,
using and adapting inventions as soon as they
were announced and with the minimum of factual
information.

Collaborations and Interrela-
tionships

Inter-relationships between individuals interested
in photography played a major factor in its early
development in the North West which encom-
passed both Liverpool and Manchester. Without
the advantages of the communication systems of
the twentieth century, this relied to a great extent
on the professional and personal contact of indivi-
duals to disseminate information and add to
knowledge.

In both Liverpool and Manchester John Benjamin
Dancer was the key figure (see Michael Hallett,
‘John Benjamin Dancer 1812-1887: A Perspec-
tive', History of Photography, Vol. 10, No. 3, July-
September 1886). He took over his father's busi-
ness of a scientific and optical instrument maker
in Liverpool in 1835 and in 1839 he exper-
mented with daguerreotypes of Liverpool build-
ings. In 1841 he moved to Manchester setting up
a similar business under the name of ‘Abraham
and Dancer and later as ‘J B Dancer'. The first
people to whom he sold daguemeotype appara-
tus and whom he taught the process were John

Dale, a chemist, and Joseph Sidebotham, a
calico printer and dyer. In 1842 he joined the
Manchester Literary and Philosophical Society.
As a member he would have come in contact
with James Mudd, initially a calico printer's desig-
ner and later a professional photographer; James
Masmyth, an engineer; and James Mercer, a
dyestuffs chemist. Dancer assisted Mercer in
using Herschel's blue print process which was
similar to the one that Mercer had developed and
discarded in 1828. In this way Dancer produced a
portrait of Mercer on ‘mercerised’ cofton. Other
members of the Society were William Fairbaim,
an engineer, and James Prescott Joule, the
chemist. Dancer made optical instruments and an
accurate thermometer for Joule. Joule designed a
camera for use with wet coliodion. In all likeli-
hood, these men influenced Dancer and in tum
were influenced by him.

In August 1855, the Manchester Photographic
Sodety was formed and the first Coundil included
Joule, Sidebotham, Fairbaim, Frankland, Dancer
and Nasmyth, as well as John Dale and J.J.
Fyne, a photographic chemist operating in Picca-
dilly. James Mudd and Alired Brothers, both pro-
fessional photographers, were members of the
Sodiety and on the Coundil by the second year of

1
1

Iustration. James Mudd, Nasmyth's Steam Hammer,
1858
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The Manchester-Liverpool Circle

its existence. Frankland was the first President of
the Chorlton Photographic Society when it was
formed in June 1857. The Chordton in the tite
refers to Chorlton-on-Medlock rather than Chorl-
ton-cum-Hardy.

Collaboration and working relationships develo-
ped between various individuals. Mudd and Side-
botham both took landscapes which show topo-
graphical similarities possibly indicating they wor-
ked together. Nasmyth and Sidebotham are lin-
ked through their mutual interest in astronomy
and in the Strines Journal. Nasmyth wrote in the
Strines Journal on ‘The Moon and its Surfaces’
which was lllustrated by diagrams and phofo-
graphs. Richard Mudd, the brother of James,
wrote on the early history of Manchester. Photo-
graphs exist of the MNasmyth Steam Hammer
taken at different times by Dancer, Sidebotham
and Mudd. Sidebotham's photograph was taken
for the Strines Journal (ills 1, 4).

There was also considerable interest in
astronomy and astronomical photography by
Brothers, Dancer, Masmyth and Sidebotham.
They were all Fellows of the Royal Astronomical
Society. Brothers, Dancer and Nasmyth's fellow-
ships were from early date while Sidebotham's
was later.

The Manchester Literary and Philosophical
Society was founded in 1781 for the advance-
ment of literature and science. Until the formation
of the Manchester Photographic Society the “Lit
and Phil” fostered the interests of its members. A
parallel may be drawn between this and the role
of the Sodiety of Arts prior 1o the formation of the
Photographic Society of London. The Liverpool
Photographic Society emerged only a few weeks
after the Photographic Society of London. The
Liverpool Society was founded on the Sth March
1853 and following continuing financial difficulties
eventually merged with the Historic Society for
Lancashire and Cheshire on 9th February 1858,
Following this amalgamation a few members of
the Liverpool Society made up an association for
a period which became known as the Liverpool
Photographic Club. Realising the need for a more
substantial group confined 1o amateurs, the Liver-
pool Amateur Photographic Society was formed
in late November 1863. Following a meeting ‘of
Gentlemen interested in the progress of Arts and
Sciences' on 23 th July 1855 the Manchester
Photographic Society was instigated. A growing
need for a society for amateurs with a lower sub-
scription of five shillings led to the formation, on
the 14th April 1885, of the Manchester Amateur
Photographic Society.

In the Liverpool Photographic Society and later
the Liverpool Amateur Photographic Society we

find among the membership the names of Francis
Frith, then a printer; George Berry, a professional
photographer; Henry Greenwood, a printer; B.J.
Sayce; W.B. Bolton; Peter Mawdsley and later,
Vero C. Driffield. It was a suggestion by George
Berry that led to the publicaton on the 14th
Jaruary 1854 of the Liverpool Photographic Jour-
nal. Henry Greenwood was the printer and even-
tually the owner. The links between Liverpool and
Manchester strengthened with the Journal
becoming the Liverpool and Manchester Photo-
graphic Journal from 1857, The first edition of the
Joumal was available in Manchester through the
business of J.B. Dancer and later that of J.J.
Pyne. From 1860, the Journal changed its name
yet again to the British Joumal of Photography

Membership of the Manchester Amateur Pholo-
graphic Society included J.E. Thorton, the
camera manufacturer; Edgar Pickard and J.T.
Chapman. Thomton and Pickard teamed up o
become the Thornton-Pickard Manufacturing
Company. Pyne's business was iaken over by
Robert Hampson who had as an assistant J.T.
Chapman. Chapman camied on the business fol-
lowing the retirerment of Hampson and developed
the ‘Manchester’ Dry Plate. Hurter and Driffield
used Chapman's ‘Manchester' plates both in their
experiments and for defining their sensitometric
methods. Chapman also designed cameras
made by Joshua Billcliff who was a local cabinet
maker fumed camera maker.

Roscoe investigated the actinic value of magne-
sium light Sonstadt, a manufacturing chemist,
started manufacturing magnesium which was
used by Brothers in his first photographs with
magnesium light. Charles Beyer, an engineer,
another member of the Manchester Literary and
Philosophical Society commissioned James Mudd
lo carry out industrial photography for the Beyer-
Peacock Locomotive Works (Il 5). Through Fran-
cis Frith, Mudd also received considerable archi-
lectural assignments in the Manchester area (Il
2)

The firm of Thomas Agnew and Sons were Man-
chester fine art dealers. They commissioned
Brothers to take photographs of the opening of
the 1857 Manchester Art Treasures Exhibition (Il
3), and Lancashire-bomn Roger Fenton 10 take his
Crimean War photographs.

There was also a connection with the Edinburgh
circle through constant correspondence and argu-
ment between Sir David Brewster and Dancer on
the subject of stereoscopy. Dancer conducted a
lively correspondence with Frederick Scott
Archer, who had himself spent his early life in
Manchester. Interest in astronomical photography
was shared by Brothers and the Astronomer
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lifustration. Alfred Brothers, Exterior of the Al Trea-
sures Building, Manchestaer, 1857

Royal for Scotland, Charles Fiazzi Smyth. J. Politt
was briefed to produce Piazzi Smyth's book on
the Pyramids which included the first pictures of
the interior of the pyramid taken with magnesium
light Sidebotham supervised the making of the
photographs from small size negatives used by
Smyth in a special slereo camera.

The Photographers and
Aesthetic Trends

For all the photographic activity that occurred in
Liverpool and Manchester between 1840 and
1880 it can have litle pretensions in claiming
direct credit for the visual development of the
media. It did host the Exhibition of Art Treasures
of the United Kingdom in Manchester in 1857,
The site of the exhibiton was the Manchester
Cricket Club’s ground at Old Trafford and the
exhibition itself was one of the most spectacular
art exhibitions of the nineteenth century. It was
opened by Prince Albert in the presence of
Queen Victoria on the 5 May 1857 and remained
open for 142 days. It was the outcome of a

national effort to bring together the best sped-
mens of art of all kinds, more espedially painting
and sculpture, from the earliest ime to the pre-
sent. Photography was represented by 597
examples of which 247 were portraits. It was here
that Oscar Rejlander's ‘Two Ways of Life' was
first shown causing considerable controversy and
bought by Queen Victoria for Prince Albert.

Asg in other areas the annual exhibitions of the
photographic society was popular. Gernsheim
cites the three leading exhibitions in January
1857 where at the Photographic Society of Lon-
don, 726 photographs were displayed; at the
Manchester Photographic Society, 684; and at
the Photographic Society of Scotland, Edinburgh,
875. These figures can be further broken down to
give a percentage relationship of the various pro-
cesses.

London Manchester Edinburgh

Collodion prints  B2.5 64.9 60.0
VWaxed papear 66.0 20.0 51.0
Calotype 41.0 11.1 23.2
Albumen 0.8 3.0 7.0
Migscellanaous 6.0 1.0 4.7

From these figures it is interesting o see the
preference shown for the collodion process in

A
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iMustration. James Mudd, Locomotive 'Stockholm’,
1859. Made for the Swedish Government by Bayer,
Peacock & Company at Gorton Works.

London, the waxed paper process in Manchester,
and the calotype in Edinburgh.

Despite this activity, Liverpool and Manchester
cannot boast of leaders in photography’s aesthe-
tic movements. Motwithstanding, James Mudd's
photography was of a very high calibre. The land-
scape was Mudd's initial interest in photography.
Early Mudd calotypes correspond very closely in
location with those taken by Sidebotham in Wales
in 1851 or 1852. Both Mudd and Sidebotham
were involved in calico printing in the Manchester
area thus providing the link for their collaboration.
His work was hung at the Exhibition of Art Trea-
sures of the United Kingdom held in Manchester
in 1857. In a protracted review in the Liverpool
and Manchester Photographic Joumnal the follow-
ing reference was made indicating Mudd's pro-
minence as a landscape photographer: ‘(212)
Cottages at Trefriw, and (342) a Watermill, by Mr
Mudd, are samples of waxed paper, we believe,
and are the only landscape photographs shown
by Manchester.’

Mudd started photographing locomotives and
other machinery for Charles Beyer of the Beyer-
Peacock Locomotive Works in early 1856. Beyer
would have considered his choice of photogra-
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pher with care. He was meticulous in his confrol
of the designs and production of his locomotives.
The photographs by Mudd show his designs to
be simple and effective both in aesthetic and
functional terms (Il 5). Beyer rarely made an ugly
machine. Initially using the wet collodion process
without much success, Mudd reverted to the calo-
type. By 1857 he was using the dry collodio-albu-
men process for this work and did not use any
other process until at least 1857. The majority of
the photographs were taken at the Gorton Works
where he used a 12 x 15 inch camera for pictures
of locomotives and whole plate for many of the
machines. During the period 1870-75, and in
addiion to his work for Beyer-Peacock, Mudd
was also photographing locomotives made by
MNasmyth Wilsons and the Sharps Brothers.

By 1861, Mudd was in business as a portrait
photographer in Manchester's fashionable St
Ann's Square where he used collodion for his
carte-de-visites (COV) and his cabinet portraits.
Later, with the popularity of the CDV reaching its
peak there were many ‘photographic artists'
within a small radius of St Ann's Square. Mudd
was in direct competiion with Alfred Brothers,
Silas Eastham and Lachlan McLachlan who all
had businesses in the Square itself. Like many of
his contemporaries, Mudd would have used the
portrait business to form the basis of his income
1o offset against his speculative activities and also
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to keep his darkroom assistants in work when
other parts of the business were slack.

During the 1840s and 18505 it is not easy 10
distinguish between amateur and professional.
Later, the majority of significant Manchester pho-
tographers obtained their livelihood from photo-
graphy. An important individual from this group
who remained an amateur was Joseph Side-
botham. He is known to have been active in in-
dustrial, landscape, astronomical and microscopi-
cal photography. His best known landscape is
probably that of Conway Castle made on a
waxed paper negative about 1851.

Joseph Sidebotham was an amateur astronomer,
botanist, entomologist and photographer. Profes-
sionally he was partner and subsequently director
of the Strines Printing Company for over thirty
years. His calotypes for the Stines Journal were
probably taken between 1847 and 1851. He com-
municated to the photographic journals as ‘An
Amateur Photographer’ and in 1855 became the
first secretary of the Manchester Photographic
Society. In 1859 he supporied Dancer's priority
as the inventor of microphatography in the Photo-
graphic Journal in what was to become known as
the Shadbolt-Sidebotham controversy. There is
also evidence to suggest that Sidebotham suc-
cessfully made his own microphotographs in col-
laboration with Dancer and at an early date
(il B).

Prior to 1856, the Manchester Trades Directories
list all the photographers as ‘artists’, and only
after that date was a reference made to separate
photographers from other artists. In 1843, J.
Johnson was operaling the studio at 4 Ducie
Place. started by Richard Beard under the
agency of W. Watson on 18th NMovember 1841. In
the 1855 list there are fifteen photographers of
which four are listed as camera makers or dea-
lers in photographic chemicals. By 1858, the
number of photographers had risen to thirty-three
with six dealers in photographic apparatus and
chemicals. This increase can possibly be
explained by the fact that amongst the thirty-three
there was a housewife, a waxflower artist, a but-
ton maker, an estate agent, a baker and a hair-
dresser. All these trades were such that they had
a period of slack business for various reasons,
and furthermore they set up as photographers in
the, then, expanding suburbs of Manchester such
as Ardwick Green and Chorton-on-Medlock.

By 1862, numbers had stabilised at thirty-two and
they all seem to have no other business. By
1871, the list of professional photographers had
increased to fifty-one, of which some could be
considered industrial rather than portrait photo-
graphers. The increase of nineteen photogra-

phers in nine years can be explained by studios
being set up in the new suburbs. Some of these
like the baker and the hairdresser did not last.
Their place was taken by other professionals who
built proper functional studios.

Technical Innovation

Since the introduction of the wet collodion pro-
cess by Scott Archer in 1851, many individuals
had attempted to find methods where the plates
could be pre-coated, allowed to dry, and used on
field trips thus preventing the need for a portable
darkroom tent. Among the more successful
attempts were made by W.B. Bolton and B.J.
Sayce. Sayce read a paper 'Hints on the Manipu-
laton of Dry Plates' to the Liverpool Amateur
Photographic Association on 26 January 1864 in
which he described the method of using a for-
mula based on bromo-iodised or bromised col-
lodion and nitrate of silver. In a letter in the British
Journal of Photography (BJP) on the 9 Septem-
ber 1864, a latter '‘Photography without a Nitrate
of Siver Bath' was published by Bolton and
Sayce. This described a process where the
nitrate of silver had previously been combined
with bromised collodion, thus forming an emul-
sion that could be coated directly onto the plate.
This process became popular with Liverpool pho-
tographers and came 10 be known as the ‘Liver-
pool® plate. In 1874, Bolton introduced a develop-
ment to the collodio-bromide process with the
washed collodion or collodion pellicle process,
which was described by J. Traill Taylor, the editor
of the British Journal Photographic Almanac
(BJPA) for 1875 as revolutionary. Bolton himsell
was editor of the BJP from 1879 10 1885.

The first mention of the Liverpool Dry Plate Com-
pany appears in the proceedings of the Liverpool
Amateyr Photographic Association for August
1867. Peter Mawdsley was the founder and
manager of the company. With the invention of
the gelatin silver halide emulsion by Richard
Leach Maddox in 1871 the Liverpool Dry Plate
Company began the manufacture of the gelatino-
bromide plate. In 1873, Mawdsley suggested the
possibility of using the gelatino-bromide emulsion
to make printing paper. While he successfully pro-
duced such a paper it was left to Joseph Wilson
Swan to manufacture bromide paper on a com-
mercial scale in 1879. In the BJPA for 1874,
Mawdsley discusses the gelatino-bromide pro-
cess and his practical experiences with both
plates and paper. In 1878, the company ok up
the manufacture of plates using the method of
Charles Bennett, which brought about a consider-
able increase of film speed by prolonged heating
of the emulsion.

J.T. Chapman ig the best known and possibly the
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most inventive and successful photographic
manufacturer and dealer of his period in Man-
chester. In the BJPA for 1876 appears an advert-
isement for the collodio-bromide emulsion. This is
‘Prepared according to the instructions given in
the BJP by the Rev. Canon Beechey, which may
be obtained from Mr J.T. Chapman at 168
Deansgate, Manchester. According to J.G. Chap-
man ‘this is the first mention of emulsion making
on a commercial scale' though ‘Chapman had
published a formula for gelatino-bromide ermul-
sion in 1873' which following extensive experi-
menting led to the production of the “Lancashire’
dry plate about 1879. The name was changed 1o
‘Manchester ‘as it seemed more appropriate for
materials made in this city’. Beechey was pre-
sident of the Manchester Photographic Society
between 1864 and 1874,

Ferdinand Hurter and Vero C. Driffield in their
sensitometric experiments used a number of
manufacturers’ gelatin plates, including ‘Man-
chester Slow'. In his handwritten formula Chap-
man refers 10 this as the 'Special Slow for Mr.
Driffield’. In their 1890 paper, ‘Photo-chemical in-
vestigations and a new method of Determination
of the Sensitiveness of Photographic Plates', Hur-
ter and Driffield make specific reference to Chap-
man's plates. "We may here say that for our most
important experimental work we used slow plates
specially prepared for us by Mr. Chapman, of
Manchester, every care being taken to secure a
thick and even film.'

The researches of Hurter and Driffield into sensit-
ometric and densitometric aspects of photography
are well recorded and provides the basis for more
recent practice. Hurter and Driffield observed that
The production of a perfect picture by means of
photography is an ar; the production of a techni-
cally perfect negative is a science.’

Chapman also designed and supplied cameras.
The most successful of these being the Chapman
£5 ‘British’ Camera which was manufactured by
Billcliff. Introduced in 1888 it remained virtually
unchanged until 1914. It was described as ‘of the
best workmanship, square, and has Rewversing
Back, long range for focusing, Rack-and-Pinion
adjustment, Swing Back and Swing Front, the
Lens Board sufficiently large enough to take a
Portrait Lens of Cabinet Size.! The cost of £5 for
sizes between half-plate and quarter-plate inclu-
ded three double dark slides.

The firm of Joshua Bilidiff referred to themselves
In the BJPA for 1888 as the Manchester Photo-
graphic Apparatus Manufactory’. Billcliff was In
businessas a cabinet maker in Manchester until
he established the photographic apparatus busi-
ness in 1860. Billclifi's local reputation was high

and he specialised in large format field and studio
cameras, process cameras for use In the textile
trade as well as the smaller format cameras he
made for Chapman. Other camera manufacturers
in the 1850s included Scott, Fumnival and Roger-
son and, by the late-1880s, W.l. Chadwick.

The Thomton-Pickard Manufacturing Company
spans nearly fifty years of successful manufacture
in Manchester. J.E. Thomton started trading in
1885 as a dealer or agent in Moss Side. ‘Thom-
ton's Patent Camera’, the ‘Jubilee’ was introdu-
ced in 1886 and was made by Billgliff. Thomton
went into partnership with Edgar Pickard in Janu-
ary 1888 when the Thomton Pickard Manufactur-
ing Company was formed becoming a limited
company in 1887. The scope of T-P manufacture
through the years can be followed in the advertis-
ing pages of the BJPA up to their ceasing of
production im 1939, They were always at the fore-
front of camera design and production.

In Summary

This group of people were in close contact with
one ancther and shared the results of their
research by publishing. Their efforts were fre-
quently published in the British Journal of Phoio-
graphy which as the Liverpool and Manchestar
Photographic Joumnal until 1860 was their own
publication. But the main photographic observers
of the day were not based in these northem in-
dustrial cities and they did not consider the work
carried out there 1o be of particular significance.
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While one must not underestimate the contribu-
tion to photography within their various fields of
Brothers, Chapman, Hurter and Driffield, Mawds-
ley, McLachlan, Mudd and Sidebotham, the
father of photography within the Greater Man-

chester area is beyond guestion John Benjamin

Abstracts

Dancer. The real influence of Dancer was as a
friend and linking figure with the members of the
Manchester Literary and Philosophical Society
from Dale to Roscoe, but espedially with Mudd
and Sidebotham.

Der Manchester-Liverpool Kreis
von Michael Hallett

Manchester und Liverpool spielten
alne wichtige Rolle in dem
Fortschritt der Photographie in der
Mitte des Jahrhunderts in Gros-
brittanien. Dort war bemerkens-
wertes Interesse in  Astronomie
und darausfolgend in astronomis-
cher Photographia. Jehn Benjamin
Dancer war die Schilsselfigur in
beiden Stddten Liverpool und
Manchester und stelite die Verbin-
dung zwischen wichligen Mitglie-
dern in literarischen, wissens-
chaftlichen und philosophischen
Gruppen her. 1855 wurde die
Manchester Photegraphic Society
gegrundet, die wichtige Mitglieder
wia Jouls, Sidebotham, Fairbairn,
Frankland, Dancer, MNasmyth,
James Mudd und Alfred Brothers
einschloss. In diesem Jahr wurden
1& Photographen in Manchester
registriert. 1862 wurden 32 kom-
merzielle Photographen registriert
in dem Manchester Trade Direc-
tories und dies stieg noch auf 51
in 1871 an. Wichtige technische
Erneuerungen wurden in Man-
chester ausgefihrt, J.T. Chapman
war vermutlich der erfinderischste
und erfolgreichste Photographie-
hersteller und -handler wahrend
dieser Periode. Die Thornton-
Pickard Manufacturing Company
war gine wichtige und erfolgreiche
Kamerafirma an vorderster Front
beim Kameradesign-und herstel-
lung. Trotzdem, die haupsachli-
chen photographischen Beobach-
ter des Tages waren nicht in den
nardlichen Industriestadten ansés-
sig, und sie beurteilten die ausga-
fohrten Arbeiten nicht von beson-
derer Badautung.

Le Cercle Manchester-Liverpool

Les villes industrielles de Man-
chester et de Liverpool jouérent
un role important dans les progrés
de la photographie en Grande
Bratagne au miliey du dix-neu-
vieme ciécle. Un intérét considér-
abla se manifesta pour l'astrono-
mie et par voie de conséquence,
pour la photographie astronomi-
que. John Benjamin Dancer étaif
la personnalité dominante & la fois

& Liverpool et &4 Manchester, et
exerga une grande influence en
sarvant de lien entre des hommes
éminents appartenant a des
groupes littbraires, scientifiques et
philosophiques. En 1855 nagquit la
Société Photographique de Man-
chester qui comptait parmi ses
membres des hommes éminents
tels que Joule, Sidebotham, Fair-
baim, Frankland, Dancer, MNas-
myth, James Mudd et Alfred
Erothers. Cette méme année on
comptait quinze photographes a
Manchester. En 1862 ils étaient
trente-deux photographes profas-
sionnels inscrits au “Manchester
Trada Directories" et ce nombre
g'était élevé & cinguante et un en

llustration. Joseph Sidebotham, Nasmyth Steam
Hammer, ¢1847-52, Published in the StrinesJouwnal

frn 1852,

1871. D'importantes innovations
technigues &taient menées & Man-
chester. J.T. Chapman fut peut-
étre le plus ingénieux et la plus
prospére dans la fabrication et la
diffusion de matériel photographi-
que de cette époque. La compag-
nie “Thornton-Pickard" &tait im-
partante, prospére et 4 la pointe
du progrés en matiére de concep-
tion et de production d'appareils
photographigques. Quei qu'il en
soit, les principaux spécialistes
photographigues du temps ne se
trouvaient pas dans les villes in-
dustrielles du MNord, et ne con-
sidéraient pas le travail fait la-bas
comme étant d'une importance
particuliére,
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Photography as a Cultural Nexus:
Edward Cahen, His Photographs,
Family and Friends
by Philip Stokes e

This article is written to extend the account of
my research into the photography of the late
Edward Cahen, FRIC eic., first reported o the
Gothenburg conference of the ESHPh in
1989.[1] My study of this photographer's work
has interested me espedially for the way in which
it has involved two main paradigms of historical
method, whose results have come together in a
very fruitful and complementary manner.

| refer on the one hand, to the concept of the
photograph as in effect a container for data from
which evidence may be deduced, a classic
approach to photographic history; and on the
other, to a view of the photograph which owes
more to archaeology, and pays attention to the
nature of what is to be found with it, imespective
of whether or not there is any primarily photo-
graphic con-nection. The original, biographical
dimension of my investigation has acled as a
unifying factor, in one sense, say, as the knots In
the net, or in another, as an atiracting centre
whose gravity prevents the enquiry from drifting
off into the vaguenesses of unlimited historical
space.

| encountered the Cahen photographs in the libr-
ary of the University of Exeter, to which they had
been donated in 1961, shortly after the photogra-
pher's death. There are well over 200 images,
contained in two folios and three albums. One
folio, covered in black cloth and initialled EC, con-
tains mounted and autographed prints mosty
showing the senior staff of St Bartholomew's
Hospital in London, in the early years of this
century (Il 1); with a few views around the
hospital. The other, in blue coth, containg simi-
larly presented material which includes more
Bart's staff, but with other sitters drawn from a
wider field, extending to the sciences, and the
arts in general (llls 4 & 5). The albums, all bound
in grey paper, are litled 1o refer to jouneys made
in 1912 to Brittany, The Schwarzwald and Poland
{in ).

Information provided at the time of donation was
limited to the photographer's name and qualifica-

fion. However, Cahen had been in the habit of
appending material 1o his photographs; which in
the case of the folios consisted of comrespon-
dence and press notices, including obituaries.
Certain of these employed Cahen's photographs
as illustration. The albums, espedially that on Brit-
tany, contain postcards and magazine material,
some of which dates from the 1950's; suggesting
an ongoing interest in establishing a broad pic-
ture of the places visited.

The portraits are formal, stylistically close to the
norm of their ime for easel paintings portraying
professional men. That is to say, the subjects are
usually seated, and tend to have with them the
instruments or artifacts of their profession. The
intention of dignity may be inferred, but the pho-
tograph sometimes proves more treacherous in
that respect than the painting. Cahen was much
better than merely competent, both in his
arrangemant of the sitters and his technical skills,
including afterwork on some of the negatives, but
the references which suggest themselves appear
more as simple echoes than significant
resonances. Rightly or wrongly, one may sense a
whiff of early Weston hare, a touch of Coburn

Mustration. Walter Griffith, Lecturer & Head of Dept.
of Midwifery and Gynaecology, St. Barthclomew's
Hospital, London, 1812-19. Edward Cahen Collection,
Univ. of Exeater.
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there. Interesting, if almost as probably coinciden-
tal, is a very strong resemblance to the vision of
the painter Meredith Frampton, son of Sir George
Frampton, whose portrait is in Cahen's folio; as is
that of Sir Henry Wood, the distinguished conduc-
tor, painted by Meredith Frampton somewhat
later than Cahen had photographed him.

It would not be appropriate to list Cahen's sitters
at length in this text; rather | will confine myself
here to mentioning Thomas Horder and Bernard
Spilsbury (Il 7) for the medical profession, W.H
Perkin and Wiliam Crookes for the scences,
Henri Gaudier Brzeska (ll 2) and Jean de Boss-
chere for the visual arts, with May Sinclair and
R.B Cunninghame-Graham as literary represen-
tatives. A remarkable collection; but on the sup-
porting evidence which survives, more likely the
effort of a flaneur, rather than of a conscious artist
or a sclentific (or pseudo-scientific) classifier. It is
thoroughly in keeping with its time, and with
Edward Cahen's own situation in the world.

The albums show a progression from impersonal,
careful recording of Breton costume, cose 10
what countless minor artists were doing in and
around the same area, 10 the naming of Polish
individuals and the giving of their occupations as
industrial workers with an assiduity in several
ways reminiscent of Arthur Munby: evidently
Cahen's experience of fravel changed either with
time or geography; and there is reason to think
that eastern Europe held special associations for
the Cahen family, as well as the professional links
suggested by Edward’s choice of subject matter.

By means of assiduous study of conventional
sources; birth, marriage and death certificates,
electoral registers and the records of professional
bodies and educational institutions, it has been
possible to put together a curriculum vitae for
Edward Cahen. He was bom near Regent's Park
in 1880, to Albert Cahen, a banker, and his wife
Frederica. After attending a prep school, followed
by Mariborough, Edward studied chemistry at the
Royal College of Science from 1900, and is
recorded as having been on the staff there from
1907. Imperial College (the successor institution
to RCS) have their own collection of photographs
by Cahen from his time with them.

Cahen left the RCS in 1911, and the period
before he joined Bart's as a demonsfrator in che-
mistry in 1913 included the travels recorded in his
albums. In 1914, Cahen married Florence Marian
Elder; the union was without issue. At some point
in 1917 Cahen moved from Bart's to work as a
chemist for National Explosives Co Lid in Com-
wall; transferring to British Mining and Metal Co
after National was taken over by Nobel; he left for
early retrement ¢a. 1923, and lived at various
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IWustration. Renea Finch, Painter & founder member

of the London Group in 1913, Edward Cahen Collec-
tion, Univ. of Exatar.

addresses in Devon. It seemed at first as though
Cahen's only surviving professional or scholarly
activity in this latter period had been the con-
tinuance of the occasional articles published in
Discovery during the 1920's.[2] but very recently |
have discovered that the University of Reading
has a significant holding of botanical and horticul-
tural material produced by Cahen, including pho-
tographs.[3] Al the time of his death in 1961,
Cahen was living in Ashburton Road, Bovey Tra-
cey.

The significance of the pattern of Edward
Cahen's lfe begins to emerge only as his family
background is developed. The Cahens Seem
most likely to have been Sephardic Jews by ori-
gin, although wholly assimilated at the period of
this study, and 0 have had connections with
financial centres in Amsterdam and, so far at
least as Albert Cahen was concerned, within the
Ottoman Empire and eastern Europe in general.
Hiz own early retirement, and choice of resi-
dences in London (the last, until 1900, being at 5
Orme Square [modermn numbering] propose con-
siderable finandal success. This is underscored
by the size and comfort of the final family home
known &s The Bungalow, Hook, Hants. [4] where
Albert went suddenly mad in August 1901, and
died in 1919.
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Albert's second mariage, to his cousin Frederica,
produced three sons. Edward was the eldest, fol-
lowed by Louis, born in 1882 and Hamry, bom in
1886. The only son to have a professional career
in anything approaching the conventional sense
was Edward. Louis sought out activity when and
where he could, emerging as a linguist in Serbian
and a relief worker in the Balkans;[5] in his early

life Harry suffered from nervous complaints and
was not considered fit enough to take up any

occupation.

In certain of the Imperial College photographs,
Edward Cahen has himself appear as a larger
than life figure; it seems to be the rule that in
whatever group he is, Edward is the best
dressed, Is wearing the flower butionhole, looks
the most confidently ebullient. In Comish Explo-
sives, there Is a photograph of a National Explo-
sives |aboratory, showing “Dr. Cahn” in a smart
country suit, and the text on the same page
remarks that: "When one of the chemists - an
amateur geologist - enthused over a diff feature
he had found, the whole of the chemist staff took
the day off with the blessing of the management
and went to inspect the wonder."[6] It is highly
probable that many of the photographs of
MNational Explosives operations were taken by
Cahen, given their style and photographic quality;
but unfortunately no credits are available, and the
original prints appear 10 have been destroyed.

Edward Cahen, then, was an active man who
had the social and financial status to choose his
activities, to engage with what he chose, to the
degree that suited him - Cahen never (provided
of course that we are looking at a matter of
choice here also) needed to force himself up the
hierarchy of the organisations he worked for - and
in the course of his passage has left connections
which enable the weaving of a coherent picture of
possibiliies within a certain sphere of social and
professional relationships in early twentieth cen-
tury Britain.

From the purely biographical data, one may move
to more general matters; for instance, the evolu-
tion of the scientific professions in the early twen-
tieth century, and find much that is relevant in
works such as Fussell, Coley and Roberts'
Chemists by Profession.[7] A wvaluable comple-
mentary text is Medvel and Thomion's The Royal
Hospital of Saint Bartholomew 1123-1973[8)
which not only informs about the working environ-
ment of Cahen's early career, but also brings us
back directly to the photographic work, by virlue
of containing significant detail concerning many of
the medical personages who sat o Cahen for
their portraits. Some, indeed, are shown there in
paintings or other photographs, and the compari-
son with Cahen's representations can be interest-

ing. We also see how the image and the word
interact to multiply data and confer qualities that
neither could offer separately.

It may be that for all the doubts | expressed ear-
lier, there were pattems to Cahen's choice of
subjects that are no longer available to be seen,
that even though the letters suggest a fairdy basic
kind of head hunting when it came to the event,
the trails were started in networks of friendship
and cultural connection that might make for great
enrichment of our experience, were we In a posi-
tion to follow them.[9] For instance, could it have
been Florence Cahen, whose family home was
101 Cheyne Walk, who introduced Edward to
some of his sitters in the arts world? There is litle
if anything to guide us here, and unlike the posi-
tion with the medical men, such supporting
material as exists at one remove in biographies
and critical accounts pertains to the subjects
alone, leaving only the most speculatively inferen-
fial links to be made back 1o the photographer.

The question of the appropriateness of the limits
to a photographically centred enquiry is more dif-
ficult 1o examine than is the case with painting.
There, the artefact owes its existence to compli-
cated cultural frameworks that determine the
norms for subsequent investigations; although
photography in some of its aspects does occur in
settings which are analogous if not identical to
those in which painting occurs, there is not the
a priori necessity in phofographic image making
for one setting rather than another, or even for
any setting at all of an act which, hypothetically at
least, might result from a random, unintentional
event.

To have presupposed a firmly defined cultural
context for Edward Cahen's pholographs would
have been to ignore the gaps in the evidence
immediately relatng to them, and to exclude
other pos-sibilities arising from the essential “un-
housedness[10] of the photographic medium.
On the other hand, 10 have neglected their con-
text would have been to leave them to that vapid
connoisseurship which has proved so unsatisfac-
tory in the past.

Supposing, though, we take what | believe to be
the more realistic view of such a body of photo-
graphic work; that it does not make sense to
account it as random, and that it is equally un-
wise to start out assuming that the work arose out
of this context rather than another, or indeed to
suppose that whichever context might be first dis-
covered is the only one to have operated over the
whole production? Suppose we take the view that
whenever possible and feasible the photographic
historian ought 1o consider the personal and cul-
tural settings of those involved, virtually irespec-
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Hustration, William (later Sir William) Crookes,
Chemist and physicist. Edward Cahen Collection,
Univ. of Exefer.

tive of any direct, logical connection to the photo-
graphy? Supposing that instead of other related
photographs, instead either of documents directy
impinging solely upon the content of the photo-
graphs, we find as it were in the same archaeolo-
gical level, objects, photographs, documents,
relatable to the visual evidence by virtue of juxta-
position, contiguity; rather than inferentially;
maybe, if linguistic terminology is permissible
here, viewable as syntagmatic, rather than as
systematic in their relationships o the photo-
graphic evidence?

In the first place, such evidence is considered
because it is there, present in the dig, one might
say. No longer is there a question of relevance o
some predefined matter selecled from what is
evident in the images. One must proceed accord-
ing to what is found, not what is predicted as
being useful. The matier leads the researcher; it
might almost be said to draw its own picture. That
of course is the dassic illusion of realism; we
know it is the artist seeking to convince us of his

or her impartiality of vision: neither are historians
exempt. (Indeed, how different are we from other
makers of fictions?) Whatever the niceties of
selection and control, the archaeologically min-
ded historian is likely 1o have delineated a com-
position some way from pure photographic his-
tory, but as with impurities in a crystal lattice,
there are probably some unforeseen growth
points for photographic ideas, as well as for the
cultural history which is in any case its matrix, and
ought never 10 be ignored.

The artifacts found in the level with Edward
Cahen's photographs fortuitously provide us with
a remarkable example of what may be dis-
covered. Thus far, apart from Cahen's own pub-
lications and the Reading material, they comprise
diaries and notes. The diary of Cahen's sister-
indaw's father, Edward Bothamley Freeman, for
some time HM Consul General in Sarejevo until
his retirement in 1905 not only happens to give a
feeling for the Balkan life of those days, and thus
iluminates an important aspect of the Cahen
family background; but after his retirement
extends to cover middle class experience (includ-
ing film-going) in England during the period of
Edward's activity. We discover, as incident along
the way, that in Bosnia one had to get a govemn-
ment permit o buy photographic materials, and
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lustration. Henri Gaudier Brzeska (1891-1915),
Sculptor. Edward Cahen Coillection, Univ. of Exater.

we leamn that photography seems to have been a
family habit, showing certain patterns of fatherly
help for daughter, and perhaps vice-versa.[11]

Freeman's daughier Elsa, who was to marmry
Edward Cahen's brother Harry, is much more
exhaustive and complex in the issues she raises
in her diary.[12] That document is useful in the
normal historical sense of setting the family scene
in some detail, and indeed gives Edward himsell
a conspicuous walk-on part; but going beyond the
narrowly relevant, Elsa reveals some of the pro-
blems experienced by both men and women of
the affluent middle casses in the Edwardian
period; for instance, of finding satisfactory
employment for their talents. Both Louis and
Harry were severely afflicted in that respect[13]
Elsa's own struggles and lost opportunities fo
achieve in nursing during the first world war are
especially poignant. Experiences of mental illness
are recounted, and problematic aspects made
evident. We are shown the emergence of feminist
issues, and the passions they aroused; although
never quite being allowed 1o tie in with Edward’s
ferninist sitters. There are pictures of life amongst

the Irish Ascendancy, and In Austria-Hungary.
Elsa travels to Canada. The motor car and the
bicycle are not neglected, and road transport
literally collides with photography when Elsa has
a cycle spill because of riding with an album to
the Cahens' house.

Indeed, one of the most important growth points
for photographic thought outside the confines of
Edward's own photographs is Elsa's evidence for
the way the whole of her world was totally per-
meated by photography. Visitors bring albums, or
slides. The women go off together to dust their
photographic treasures and use them as the keys
to reminiscence. Louis, the other Cahen brother,
takes Elsa off into his darkroom for printing
marathons, and Elsa prints for herself. Cameras
are freely exchanged as gifis, as is one enlarger,
at least. In such an image-soaked erwironment i
is hardly surprising that cinema Integrates
smoothly with pre-existing pastimes. Further poig-
nancy lies in the realisation that what must have
been a truly cared-for archive of visual material
should nmo longer exist to share its historical com-

munication with that stil available from the
diaries.

This is underscored when one sees the quantities
of what must be similar material preserved in the
Ashbee family, who were friends of the Cahens;

e E— :
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and leaves me with the ethical question as to the
relative values of more public, monolithic sets of
prints such as Edward Cahen donated 1o the
University of Exeter; as compared to the intimate,
densely woven personal histories that exist
evanes-cently in the shadows of dispersal or des-
truction. No doubt Edward himself made such
photographs, and either rated them lower than
the donated set, or had thern rejected by others.

The (thus-far) final group of associated artifacts
from the dig is made up by the notes and photo-
graphs of Edwin Beer, a geologist and chemist
who was a contemporary and friend in later life of
Edward Cahen.[14] Beer gives an insight into
Edwardian professional life that leaves his reader
wondering how it could possibly have been so
successful, at the same time as being so ram-
shackle; which quality emerges, if at all, reluc-
tantly from between the lines of Cahen's support-
ing documentation. Beer also puts Cahen's stu-
dies at the Royal College of Science into pers-

pective, when he remarks that although his father .

was Commodore of the Clan Line, there was not
enough money available for him to follow that
route to professional qualification. Beer's work
offers, in short, not merely a simple extension to
the history, but a valuable mutual illumination of
each man's life and the society to which they
belonged.

Beer's photographs, of great quality and in guan-
tities almost unbelievable, echo the image orien-
tation of the Cahens' world, and point to a positiv-
ist and realist engine as the main power driving
the photographic machine, in those times no less
than in our own. The romantic, “high art” canon-
ised photography of the salons and the luxurious

Ilustration. Cicely Hamilton, Actress & authoress, in-
volved in the Women's Suffrage Movement. Edward
Cahen Collection, Univ. of Exater.

Wustration. Bernard Spilsbury, Lecturer in Morbid
Anatomy, St. Bartholomew's Hospital, London, 1919-
27. Edward Cahan Collection, Univ. of Exefer.

books must in those terms, be confirmed as a
merely decorative superstructure, which in his
portraiture Cahen acknowledged without enslav-
ing himself to it.

In the nature of things, it is a matter of extremely
good fortune that | should have found - and con-
tinue to find - material which permits the recon-
struction of such a many faceted pattemn of life.
¥et when | look back over other encounters with
the evidences of photographic history, | sense
that there were in a number of cases, things
actually or metaphorically lying alongside the
photographs, that, attended to, would greatly
have enriched my research. True, it might not
always be appropriate or expedient to expand
one’s horizons thus prolifically; but there is some-
thing very satisfying when one moves the photo-
graph out of isolation, into the broader fields of its
times, and finds that the photographic image
does not become lost but remains as a major
nexus in the cultural pattern. A pattern, let it be
remembered, which in this mode of investigation
is followed through more because its evidence
exists, than because it is structured to prove a
photographic point.

Notes

1. Photography as a Cultural Nexus: the photographs
of Edward Cahen.

2. See the list of Edward Cahen's publications in the
bibliography.

3. This consists of some 32 items in the Miles Had-
field Collection [MS 1408], which | have not yet had
the opportunity to investigate.
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4, When the house was sold, it became the Baredown
Hotel, which aventually burnt down.

5. It has seemed in keeping with the eccentricities of
the family as a whole to have discovered that, for a
short period until his father's insanity in 1901, Louls
should have been a pupll of Albert Einstein in Schaff-
hausen.

6. Cornish Explosives, Bryan Earl, The Travithick
Society: 1978, p.247.

7. Colin Russell, Noel Coley and Gerrylynn K.
Roberts, Chemists by Profession, Open University
Press in association with the Royal Institute of Che-
mistry: Milton Keynas, (1977).

8. Victor Cornelius Medvei and John Thornton,, The
Royal Hospital of Saint Bartholomew 1123-1873, The
Royal Hospital of Saint Bartholomew: London, (1974).

9. Edward Cahen's cultural concerns manifest them-
selves in any numbar of places, but surface amus-
ingly in a letter from Miss Loveday Adamson of Exater
dated 16th April 1988, in which she mentionad his
gfforts 1o interest her mother in Gide and Proust “-not
her line of countryl"

10, | use this term in response to, and as a pale echo
of George Steiner's concept of unhousedness as
describing the condition of certain writers such as
Nabokov, who are capable of moving between the
conceptual patterns of disparate cultures. See, for in-
stance, his Extraterritorial: papers on literature and
the language revolution, Harmondsworth: Penguin,
1975.

11. British Library Addl. Ms.59745-58770 and 57470

12. These are in the Hampshire Record Office under
accession number 54M7TE.

13. A disturbing echo comes with the following quo-
tation from Stanley Olsen's John Singer Sargent: his
portrait, Macmillan: London, (1986), pp.B3-84: “Still,
for all their forlorn passivity, the Sargenis were not
unique. Their style of lifle was not even original. The
shadowy expatriate world was populated with pecple
who were ill at ease at home, and no more comfor-
table abroad. They seemed unequal to the challenge
of finding a place on the map and staying there. They
had no stability. They had no occupalion. They had
no plans. They lived a sort of partial life, intimately
acquainted with the superficial, enjoying long friend-
ships built on fleeting encounters. Thay battled only, it
saams, with time. As a result, in death, history has
done much to forget them. Their lives were distilled in
those fading photographs in old family albums of the
passing acquaintances conce loved but who no one
could quite remember.”

Add this, which could be a devastatingly appropriate
summing-up of the Cahens' actual or potential social

position (suggested by the Franch and English pro-
perties, the travels of Louis, the unmarried son and
the photographic expeditions of Edward), and there
could be the beginnings of the sort of malaise which
led in the end to Edward's abandonment of the lion's
mane for the hermit®s cloak. And did this mood, if it
was indeed the casze, lead to, or be fuelled by, the
failure of Edward's marriage to Florence?

14. Edwin Beer wrote an extraordinary, fascinating
book: The Beginning of Rayon, Fhoebe Bear: Paign-
ton, 1962 with corrigenda and supplement, 1968,

Checklist of material published by
Edward Cahen.

BOOK.

Edward Cahen and William Ord Wootton, with fore-
word by F.W. Harbord The Mineralegy of the Rarsr
Metals, Charles Griffin & Co. Lid., London: 1912,

({Reviewad in The Phosenix Volume XXV, Pt. VI,
[June 1913], No.199, p.178, by H.F.V.L.)

JOURMALS.
Transactions of the Chemical Soclety

1907 . p.475. New Cerium Salts. (With G.T Morgan).
The Phoenix

Volume XX, (January 1808), No.4. p. 68. A Compara-
tive Study. The Chemical Division of the Swiss Poly-
technic at Zurich. Volume XXV, Pt. Il, (December
1912), No.193, p. 35. Obituary of William Ord Woot-
ton.

Discovery.

Volume |, (1920). p. 83. Sources of Nitrogen. 141.
Metal Discoveries of Antiquity and Today. 211. Some
Aspacts of Carbide in the Light of Recent Discoveries
252. Sir William Ramsay. 280. Sir William Henry Per-
ton, F.R.S. 330. Louis Pasteur.

Volume Il, (1921). p. 22. Lord Lister. 67, Sir James
Young Simpson. 122. The Optophene. Volume IV,
1923. p.290. Modern Industries - V. Manufacturing
Arzenic in Devon and Cormwall.

Volume V, (1924). p. 51. Some Persian Rugs. (With
H. Peckham) 77. Modern Industries - IX. Radium Ex-
traction in Cornwall. 136. How MNew Flowers are
Made.

‘u'nlunJa VI, (1925). p. 67. The Monazite Sand Indus-
try and its Possible By-products.
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Reports and Transactions of the Devonshire Assocla-
tion

Vol.79, (1947). p.73. E.C. talks to the Newton Abbot
branch about "postmarks on letters of the pre-postage
stamp era.’ [Letter, Prof. Joyce Youings, 17th January
1989, refers under this date to a talk on ‘The History
and Structure of the Ginko or Maidenhair Tree.')

Vol.80, (1948). p.77. E.C. reports finding two bronze
celts in his garden. p.106. E.C. talks at Newton Abbot
‘on a small Chinese model coffin.' p.106. E.C. exhibits
a large specimen of a pink tourmaline from Maine,
U.S.A. [This latter from letter, Prof. Joyce Youings,
17th January 1989.]

Vol.B81, (1949). p.98. It is noted that E.C. has found
another artifact in his garden, but its condition and
matarial (slone) together leave some doubt as to
whether it is truly a worked object, or natural. p.137.
E.C. talks at Newton Abbot ‘'on winter flowers.'

Vel.B2, (1950). pp.195-204 report a paper: The Two
British Oaks: Their Occurrence in Devon.” Al the end,
we have E.C. offering thanks to officials or friends for
references from libraries to which ‘| have not had
ready access, living so far away from centres of eru-
dition." [Do we hear a whisper of regret at the relative
isolation of Bovey Tracey, or does the sentence echo
the plsasures of renunciation?]

Viol.83, (1952). p.46. It is noted that E.C. has recor-
ded quarcus petraea in Yarner Wood.

Notes of the photographs and associated
material donated by Edward Cahen to the
University of Exeter.

Folder, black cloth covering, initialled EC.

H. Erereton Baker Vice President Chemical Society &
Professor Emeritus, 1.C.S. Obit and letter

John L. Grace

Operating theatre Signed: H.L. Hollyer lllns. on
reverse

Ward with soldiers llins. on reverse
Unnamed With instrument. Endoscope?

W. Holmes Spicer In charge Eye Dept., Bart's,
1901-

Sydney R Scott Head, Aural and Throat Dept.,
Bart's, 1921-

C. Emest West Head, Aural and Throat Dept.,
1918-1921.

E.P. Cumbarbatch Head, Medical Electricity Dapt.,
Bart's, 1912-.

Robert Armstrong-Jones  Lacturar, Mantal
Dizeases, Bart's, 1909-1922,

M. 5. Finzi M.O., Electrical Dept., 1907. With X-ray
tube

C. Gordon Watson  Assistant Surgeon, Bart's.
Bruce Stevenson Two photographs

Dyce Duckworth  Physician and Lecturer in
Medicine, Bart's, 1883-1905. Obit

Hugh Thursfield Head of Children's Outpatient
Dept., Bart's, 1910-

G. Macaulay Hine Throat Dept., Bart's.

L.A. Shore Lecturer, Descriptive and Surgical
Anatomy, Ban's, 1920-1924.

Walter 5. Griffith Lecturer and Head of Dept. of Mid
wifery and Gynaecology, Bart's, 1912-1919.

P. Hammill Two photographs. Lecturer on
Pharmacology, Bart's, 1913-1947.

J. 5. Edkins Lecturer on General Anatomy and
Physiology, Bart's, 1900-1914,

D"Arcy Power Various appeintments, including Sur-
geon to the Hospital, Bart's, 1904-1920.

P. Horton-Smith  Hartley Physician, Bart's, 1820-
1932,

Six mounts Various Bart's courtyard scenes
Ward With cne nurse, one patient

Uniformed group, Sir Anthony Photographed in
France. Bowlby, Sir Wilmot Herringham and Mr Gor-
don Watson.

H.J. Adamson  Physician to the Skin Dept., Bart's,
1808-1928,

Richard Gill Chief chloroformist, Bart's.

F.W. Andrewes Professor of Pathology, Bart's,
1812-1927. Obit.

M.H. Gordon Lecturer on Bacteriology, Bart's, 1919-
1923.

W.P. Herringham Two photographs. Various appoint
ments, including Lecturer on the Principles and Prac-
tica of Medi cine, Bart's, 1913-1919.

Archibald E. Garred  Physician, Bart's, 1912-1920.,
Regius Professor of Medicine, Oxford. Biog. note and
obit.

James Calvart Lecturer on Materia Medica, Phar-
maceclogy and Therapeutics, Bart's, 1901-1913. Obit.

Samuel West  Lecturer on the Principles and Prac-
tice of Medicine, Bart's, 1901-1913. Obit. J.A.
Ormercd Physician, Bart's, 1904-1913. Obit.
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W. Langdon-Brown  Various appointments, Bart's,
1900-1930. Rept. of Cambridge chair.

Howard H. Tooth Physician, Bart"s 1906-1921.

Francis A. Fraser Various appointmeants, including
Professor of Medicine, Bart's, 1920-1935,

Geo. E. Gask Surgeon 1919 and Professor of
Surgery, Bart's, 1921-1935.
R. Cozens Bailey Surgeon, Bart's, 1913-1919.

J.A Waring
Mottingham.

Hon. Physician, Childrens' Hospital,

W. McAdam Eccles Surgeon, Bart's, 1912-1927.

AA. Bowlby Surgeon, Bart's, 1803-1818. Picture in
France, obit.

Philip J. Henslay
Bart's, 1884-1803,

Lecturer on Forensic Medicine,

Sir W.S. Church Consultant Physician, Bart's. Obit.

F.H. Champneys Lecturer on Midwifery, Bart's,
1891-1912. Letter, obit.

Morman Moore Various appointments Bart's, includ-
ing Physician, 1902-1912. Obit.

Alex E. Gow First Assistant, the Medical Clinic,
1920 and Physician, Bart's, 1930-1946.

Douglas Harmer
Bart's, 1906-.

Head, Throat and Mosa Dept.,

J. Barris  Tutor, obstetrics, ca. 1913 and Lecturer an
Midwifery, Bart's, 1924-1939,

Herbart Williamson Physician accoucheur, 1507
and Lecturer on Midwifery 1919-1924,

J.H. Drysdale Physician, Bart's, 1919-1924.

H. Morley Flatcher Physician, Bart's, 1913-1928.

Arnold W. Stott
Hospital Board.

Medical Officer, Braintree Joint

A.L. Mackenzia Wallis
legy, Bart's, 1919-1926.

Lecturer on Chemical Patho-

Alex Macphail Two photographs. Lecturer on
Descriptive and Surgical Anatemy, Bart's, 1912-1920.
A.L. Moreton House Surgeon, Bart's.

F. Womack Lecturer on Physics, Bart's, 1892-1924,
Obit.

Reonald Canti Radictherapist and Lecturer on Bac
teriology, Bart's, 1923-1930. Obit.

Georga Graham Various appointments at Bar's,
including Physician, 1932-1946.

Robert C. Ackland Dental Surgeon, Bart's. Obit.

Bernard Spilsbury
Bart's, 1918-18927.

Lecturar on Morbid Anatomy,

W.H. Hurtley Lecturer on Chemistry and Reader,
Bart's, 1906-1936.

A.E. Stansfield No photograph: only papers dealing
with hiz obituary.

Folder, with blue cloth covering

Jean de Bosschere Damaged mount, typical of a
page from a Cahen album, bearing blank signed
‘Jean de Bosschere' and Cahen's bookplate on
reverse. Jean de Bosschere Artist, illustrator. Unsig-
ned on face, but letter on reverse. Note subject is
seated in the same Bart's location as the medics.
Three photographs.

Jatob Epstein  Sculptor. Portrait on reverse.

H. Gaudier Brzeska Sculptor. Two photographs. (a)
llins. and reviews on reversa. (b) Obit.

Henry E. Roscoe Chamist, numerous academic
appoint ments, M.P. Letter, obit.

W.H. Perkin
memonal note.

Chemist and dyestuff mfr. Obit and

R.B. Cunninghame Grahame
Oibit. Writer.

Two photegraphs.

Henry Wood Conductor, ete. Cuttings and letter.
Willam Crockes Scientist. Letters and obits.
Gertrude Baillie Weaver

Thomas J. Horder Bart’s 1912-1936. Physician 1921-
1535, Letters and obits,

William Hamsay
graphs. Letters.

Geo Frampton Sculptor (Peter Pan Statue & much
alse). llins. on reversa.

Physical chemist. Two photo-

A.G. Walker Two photographs. Sculptor of Florence
Mightingale statue.

Ciceley Hamilton  Actress and authoress. Involved
in Women's Suffrage Movemeant. Obit.

Mary McCrossan  Painter in oil and watercolour.

Mary B. Macnair  Pianist.

Renaa Finch Two photographs. Founder membaer of
London Group of artists, 1913. Nude sketch. A. Ver-
non Harcourt Chemist, with special interest in gases,
including anaesthetics.

Murial Brown Shown winding thread.
C. Elkin Mathews Publisher, Letter.

May Sinclair Three photographs. Movelist. Docu-

ment removed,
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J. Hamilton Hay Painter.

Alexander Teixeira de Mattcs  Translator. Informal

photographs on reverse, and obit.

George Santar

Alexander Scoit

Amy R. Scott With Bart's letterhead and note.

J.N. Collie Chemist and mountainear.

Chemist. Letter, photo, obit.

R. Lessing Chemist.

Emil Hatschek Chemist. Letter, three scientific pho-

tos, obit.
Wm. Tilden Chemist, R.C.S.
M.O. Forster  Dyestuffs chemist.

Man, illegible Two photographs. Violin maker.

E.W.M. Lioyd Headmaster, Hartford House School,
Hartley Wintnay, ca 1876-1810.

Man, unsigned

John Tweed Sculptor. llins. on reverse.

Isabelle Kaiser (Musician?) Card.
Weoman, unsigned (Spanish?)
Wonian, illegible

Abstracts

AW Lloyd  Artist, son of EJW.M. Lloyd. Cartoons.

Phyllis Clay Sculptress. Signature on letter.

John Tweed Sculptor.

Photographie als ein kultureller
Mexus: Edward Cahen, seine
Photographie, Familie und
Freunde.

van Philip Stokes

Edward Cahen (1880-1861) war
ein Portratphotograph, in einer
wohlhabenden Familie geboren
und hatta daher die Moglichkeit,
die Dinge zu wahlen, die er
winschta, 1200 begann er am
Royal College of Science, in Lon-
don (jetzt Impaerial College) Che-
mie zu studieren und 1913 ging er
zum St. Bartholomew's Hospital,
London als Chemielehrer. Cahen
arbaitete daraufl folgend flr die
Mational Explosives Co. Ltd. in
Cornwall bevor er seine frihe
Pension antrat. Ober 200 seiner
Bilder wurden der University of
Exeter 1961 dberlassen. Diese

schliessen Portraits von Chefper-
sonal des St. Bartholomew's zu
Baginn dieses Jahrhunderts ain,
sowohl als auch Personlichkeiten
aus Kunst und Wissenschaft. Dia
Portraits, eigentlich etwas streng
und ahnlich im Stil wie die zeit-
gendssischen gemalten Portraits,
waren mehr als zutreffend. Beim
Gebrauch von Cahen's Nolizbuch
und MNoten zusammen mil dem
erhaltenan Beweis aus ahnlichem
Material von Freunden wurde der
kulturelle Zusammenhang in wel-
chem er die Bilder genommen
hatte ausgewertet.

La photographie comme lien
culturel: Edward Cahen, ses
photographies, sa famille, ses
amis

Edward Cahen (1880-1961) fut un

photographe specialise dans le
portrait. Né dans une famille
aisde, sa situation sociale et finan-
ciére lui permit de choisir I'eccu-
pation qu'il souhaitait. En 1800 il
commenga des études de chimie
au “Royal College of Science” a
Londres (aujourd*hui, “Imperial
College™), et en 1913 partit travail-
ler & "5t. Bartholomew's Hospital”
a4 Londres comme “demonstrator”
de chimie. Cahen travailla par la
suite pour la "Nalional Explosives
Co. Lid.” en Cornouailles avant de
prendre sa retraite encore jeune. Il
laissa plus de deux cents images
4 I'Université d'Exeter en 1961.

Elles comprennent des portraits
de l'équipe du plus haut rang a
“St. Barthclomew's" au début de
ce siécle, et de personnalités des
arls et des sciences. Ces por-
traits, quoigue relativement
guindés et proches de ceux que
I'on peignail & I'époque, é&taient
plus que reussis d'un point de vue
technique. Les journaux et les
notes de Cahen, associés aux
temoignages d'amis conservés
dans des papiers du méme ordre,
permettent de se faire une idée du
contexte culturel dans lequel il fit
ses poriraits.

Mustration. Six Silesian Works
Girls, 1912,

Edward Cahen Collaction,
University of Exater.
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Documentary Photography and Social

Change

by Ross Murray

The purpose of this article is to explore the
nature of documentary photography and study
the question of it's ability 10 assist in the process
of social reform. By fracing the historical develop-
ment of the medium and looking at a number of
photographers and their practices, | will examine
some of the conceptual and structural problems
of photography in this field.

Almost since the invention of photography it has
been thought by some that simply making images
of the conditions and consequences of social in-
justices could- be suffiient to promote change.
This concept, based on the principle that the pho-
tograph is a neutral and faithful source of ewvi-
dence, has produced a long tradition of cam-
paigning photographers all motivated by the
desire 1o highlight issues and produce social
change. Intrinsic in the documentary photogra-
phers role is this element of reform; to show what
some would rather not see; 10 communicate what
he perceives as important and to make it under-
stood 1o the viewer.

Here lies the dominating crilerion: communication
and understanding. We can safely say that the
essence of photography should be communica-
tion and understanding but we can with equal
confidence say that the essence of the world's
problems is a breakdown of communication and
understanding. This accepted, how influential is
photography in the complex spectrum of social
improvement?

The eariest example of photography used for
propaganda and change lies in the partnership of
David Octavius Hill and Robert Adamson. The
major body of their work was calotype portraits of
Scottish notables, but in 1845 they photographed
the fisher-folk at Newhaven near Edinburgh
{n 1).

It seems likely these pictures were used in sup-
port of a fund-raising campaign organised by the
Reverend James Fairbaim to provide safer work-
ing conditions for local fishermen. Hill and Adam-
son's strongly composed and dramatically sunlit

calotypes are hardly what we think of today as
“social documents™ but if, as is thought, Fairbaim
used them to back his requests for aid, they were
highly effective. He raised over £15,000 and
used the money to “deck-in" the dangerous open
fishing boats and to provide better tackle for the
crews.(1)

The scene was set. An incursion by members of
one cultural world into another, stemming from a
philanthropic concern on the part of those who
are economically better off for those less well off.
Although well intentioned, Hill and Adamson only
assisted the fishermen within their predicament
rather than use the issue to highlight and chal-
lenge the existing social order that kept them
there. It is this criterion that repeats itself again
and again throughout the history of photography.

In these last decades of the 19th century, as new
fields on anthropology, experimental medicine,
psychology and sociology were Institutionalised,
photography assumed an ewven greater role in
recording the diversity of human behaviour, cus-
toms and lifestyles. In sharp contrast to these
entertaining vignettes of endless leisure produced
by the comfortable class for their own consump-
tion, there were various documents depicting the
working class and their everyday conditions.

In the 18605 Thomas Annan photographed, only
it would appear for historical documentation, con-
demned neighbourhoods prior 1o demolition. It
wasn't until after 1870 that his series of photo-
graphs were published as Glasgow Improve-
ments Act, 1866 -Photographs of Streets, Closes
elc. taken 1868-71 [1871, 2nd edition 1877)
(Il 2) with the implied goal of public enlighten-
ment and social reform. John Thompson, a
widely travelled photographer, and Adolphe
Smith Headingly, a journalist who wrote under the
name of Smith, produced a book Sireet Life in
London (1877). It was modelled on Henry May-
hew's London's Labour and the London Poor
(1851-62) which was issued in seventy-nine
weekly parts with melodramatic text accompanied
by wood engravings. Avoiding the sensationalism
and exaggerations of Mayhew's and other pub-
lications of the time, Thompson made an atiempt
to be as objective as possible through prose and
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text as explained in the preface “The unguestion-
gble accuracy of this testimony will enable us to
present true types of London poor and shield us
from accusation of either under-rating or exag-
gerating individual peculiariies of appearance.
Never can we be too frequently reminded of the
poverty that still exists in our midst.”

Street Life in London was designed to arouse
middle class sympathy but for all their noble in-
tentions, Thompson and Smith were still onlook-
ers, members of a class, that despite the recent
theories of Darwin, embraced Christian ethics
which on one hand saw this as “good work” in
the cause of the underprivileged but, on the
other, identified poverty as God's reward for sin.
Thompson's investigations seemed to be motiva-
ted by a natural curiosity in people outside his
own class and culture, the same curiosity that
took him on his travels. Although probably mot-
valed by a genuine concem, his work was an
observation of ‘types’ not of individuals, their
plight and the question of cause and effect.

Jacob Riis who began his campaign against the
conditions in the New York slums was by crcum-
stance different from his predecessors. An educa-
ted Danish immigrant who came 10 America in
1870 1o seek his fortune, Riis literally worked his
way up from the conditions that he was to high-
light as unacceptable.

Working first in the mines, then on a Brooklyn
newspaper, he finally became a reporter with the
New York Tribune in 1877. When his war of
words in the Tribune and later Associated Press
failed to stir official conscience he tumed to pho-
tography 1o illustrate his arguments. First working
with an amateur photographer and then hiring a
professional to accompany him on his midnight

visits to the slums, Riis purchased his own
camera in 1888.

Assisted by the recent development of magne-
sium flash he explored the unlit hovels and base-
ment tenements in the unsanitary overcrowded
lower East Side of New York. His subjects whose
social position resembled Riis’ own status some
twenty years earlier looked shabby and unclean,
either avoiding the intrusive explosion of the flash
or wincing at the light. Although a sensationalist
exposee of poverty and a negative portrayal of
the people he did assist in the instigation of
reform. After the publication of his book “How the
Other Half Lives” limited renovations were made,
slums pulled down and parks built.

But Riis" attitude towards the poor was funda-
mentally based on pity and it appealed to the
sentiment of pity in others. The premise that the
construction of parks and limited housing im-
provement can eradicate poverty is naive and in
essence his work, by not revealing the nature of
the causes, did not deviate from the campaigns
of others before him.

His intention was to use his photographs to
reform an environment that affected him emo-
tionally while ignoring the question of an establ-
ished hierarchy of which he had become a mem-
ber. Riis in his autobiography says “The deeper |
burrowed into the slum, the more my thoughts
turned, by a sort of defensive instinct, to the
country. My wife laughed and said | should have
thought of that while we yet had some money to
buy or build with but | borrowed, no trouble on
that score. Edward Wells offered 10 lend me what
more | needed 0 buy lots and the manager at
our Press Bureau built me a house and took a
mortgage for all it cost. So before the next win-

Mustration. Lewis Hine: Boys Gutting
Fish, early 1900s. Gelatin silver print,
4.9 x B.57cm.
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ter's snows we were snug in the house with a
ridge of wooded hills between New York and us.
The very lights of the city were shut out. S0 was
the slum, and | could sleep™.(2)

The photographer who was arguably more
successful in his avoidance of the sensationalism
of Riis and the picturesque types of Thompson
was the American Lewis Hine. Trained as a
sociologist, Hines' photographs from the start
were intended to promote legislative and govemn-
mental reform through a sympathetic but unsenti-
mental view of his subjects. His portraits of im-
migrants were meant to break down the popular
stereotypes of foreigners as ignorant, criminal,
stealing jobs from unemployed Americans and in-
troducing inferior genes into an increasingly multi-
racial society. As his 1909 lecture on “Social Pho-
tography™: How the Camera May Help the Social
Uplift" confirms, he realised that photography
“was by no means a neutral slice of life but a
symbol that brings one immediately in close touch
with reality and that tells a story packed into the
most condensed and vital form®™.(3)

Hines' even more well known photographs of
child labourers produced for the Mational Child
Labour Committee between 1906 and 1914 tell
the story of repeated violations of existing state
laws prohibiting young from full-ime employment.
His subjects, names, ages, work histories and
occupations were incorporated into his captions
and-although in one sense the images speak for
themselves, the combination of image and text
emphasised the message he wanted to com-
municate.

Where Riis looked for gut reaction, Hine was
more a man of heart, using tendemess and
human worth as a visual contradiction to the in-
dignation poor housing and sweat shop labour
mightinduce (Il 3).

Although Hines' work was a worthwhile and per-
suasive strategy which assisted the introduction
of child labour laws, his work was fundamentally
an interpretation of the suffering of one group of
people 10 be viewed by another group who would
remain distanced and apathetic. The real ques-
tion of why does this happen was never
addressed.

The vision of society presented by the work these
eary documentary photographers remains an
extremely fragmented one, defined in large by
their middle class status. What we are left with is
not an objective insight into the lives of people
but more a projection of what the photographer
thought their existence was like based on his
awn.

The work of these individuals has to be viewed in

the context of their time and although it is easy 1o
be critical with the benefit of hindsight there was
much to be leamed from their limited success. All
pioneering work in any field can be improved with
careful assessment. Being realistic, we know that
photography can only be a very small cog in a
large wheel but just how small is dictated by the
photographers working within it. The way forward
was shown but the methods were o splinter in
different directions.

At the same time as Riis and Hine were using
photography as an informative medium to try to
explain the plight of the lower dasses during the
period between c.1888 and ¢.1914; others were
searching for new directions and demanding
recognition of photography as an art form in its
own right. This era was seeing radical changes in
the visual arts and photography alike; in painting
the rejection of naturalism in favour of symbaolism
gave way to Cubism and Dada; in photography
pictorialism bowed under pressure from the first
stirings of Modemism. Photography was finding
its way into art galleries. It was joining the com-
modity market as a collectable art. This was o
have a profound influence on documentary pho-
tography. No longer was it 1o be only a cam-
paigning device but a new tradition was forming
in which social documentary photographs were 10
be seen as art.

It was with the work of Walker Evans, that we are
arguably to see for the first time, this tangle of
confusing and often contradictory elements that
are tied up in the area of art and concemed pho-
tography.

Commissioned, along with a number of other
photographers by the Farm Security Administ-
ration, Evans' pictures were taken to record the
plight of the rural poor in the American Mid-West
in the 1930's. Using a 10 x 8 inch view camera he
combined portraiture with meticulous studies of
their few possessions using qualities of light and
shade with great skill. Avoiding sentimentality and
applying simplicity with directness, he introduced
a different grammar into the language of the
medium with his emphasis on symbolism. His pic-
tures have a starkly evocative beauty but it is this
very beauty that distances us from the subjects of
plight.

While Evans himself received considerable
acclaim, the people themselves, the rural poor of
the Thiries or at least the younger survivors who
have been revisited (BBC2 television programme
“Let Us Now Praise Famous Men”) saw litle
change. The dignified poriraits, the beauty of their
own impoverished homes bathed in sunlight does
not equate to grinding poverty. But beautiful they
are, and it is this aesthetic appeal that enabled
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Evans work to be exhibited in the Museum of
Modem Art, New York, the first solo exhibition by
a photographer as an artist.

It is perhaps a twist of irony that of all the photo-
graphers working on the F.5.A. project the least
successful in terms of visually communicating the
plight of the people became the most respected
in the world of photography and art.

The actual effect photography had in influencing
attitudes around America at this time is arguable
but other photographers such as Dorothea Lange
and Russell Lee who recognised the need for
communication between groups of Americans of
different social ¢lass and geographical distance
did highlight the troubles of the people in a more
revealing way. Evans' photographs, by their
subtlety and beauty appealed to a different
audience than say Lee's. The appearance of
Evans' work in an art gallery set the precedent of
a social document becoming a work of art and
elevated the documentary photographer o the
status of artist. No longer was the photograph
simply & method of communicating injustice but
the injustice became a vehicle for the photogra-
phers' own artistic expression.

It is interesting lo observe that on the other side
of the Atantic, Bl Brandt who also became
revered by the photographic world as an artist
was involved in trying 1o communicate the plight
of the poor. But the overall effect of the work of
these two artist photographers seemed to be o
create an eliism within the medium rather than
concem for the victims they had photographed.

Both stamped a very individual technigue on their
work. Evans with the use of his 10 x 8 inch
camera and finely detailed prints and Brandt with
a high contrast and graphic quality which as one
observer says “transcends the ordinary™.(4)

The nature of their work resulted in a contradic-
tory and self defeating agenda. On one hand
they revealed human condiions while, at
the same time, they strove to be recognised as
artists. This inevitably led fo a situation of elitism
with the work directed towards an elite audience
with elitist vehicles for viewing - art galleries, ary/
photography magazines and artists books. While
both Evans' and Brandt's work did appear in Life
and Picture Post magazines respectively, they
turned their back on a larger audience succumb-
ing to the lures of fine print and the aesthetic
appeal of poverty.

While photographers such as Hine and Evans
photographed the poor from the comfort of their
own class and finding their work accepted as
artistic documents, running concurrently with
them was another very different movement.

The worker-photographer movement developed
in Europe and America in the 1920% and 1930s.
It was initially a section of the Workers Inter-
national Relief which was set up to promote inter-
national relief for Russia's famine and developed
through the introduction of illustrated socialist
literature. In Germany, workers were called upon
by the communist magazine Arbeiter - ustriarta
Zeitung to act as worker reporters. In Britain, the
Workers Film and Photo League had a number of
small but active branches in London and their
manifesto of 1935 states “There are thousands of
workers in this country who own cameras, but
who only use them for taking the occasional
snapshot. If even a number of them were o pho-
tograph the conditions around them -in the fac-
tories, workshops, dockyards, railways, in their
streels - we should have a valuable record of
working class life, which would enable workers in
different branches of industry to understand each
others problems".(5)

The movement’s emphasis was for a popular
move to intervene in the professional mass
medias' domination over public information. Their
ideas were based on the philosophies of the edu-
cafionalist Paulo Friere who stresses the need for
those who wish to help from outside to consider
the fundamental causes of the poverty they are
hoping to abolish. And he emphasises vitally the
importance of the poor themselves participating in
the overthrow of inequality. The process of leam-
ing 0 use the camera was seen not merely as
technical instruction but as a process of self and
class awareness. Their major aim was 1o record
events of social significance that were often not
reported in the commercial press. Workshop
classes played a large part in these programmes
with the aim 1o lead to a greater critical aware-
ness, among those who took part, of the conven-
tion in language and photography.

In Germany where the worker-photographer
movermnent had its roots, individuals who photo-
graphed the rise of Fascism took huge personal
risks creating an opposing visual imagery fto
counter the propagandist symbolism of the Nazi
party.

In America the Film and Photo League, often
commissioned by the unions, recorded the strug-
gles of the lower classes: street demonsirations
against unemployment and for home relief, picket
lines and clashes between police and pickets. A
major and influential part of the league was it's
school where students were taught the history,
techniques and aesthetics of photography. Greal
emphasis was placed on commitment. As ex-
league member Sol Libsohn said “—that unless
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you feel an involvement with people, with the
human condition, you should not photograph
them at all”.(6)

Although many members diversified inlo more
personal fields, the core of the League's philoso-
phy was agitational and propagandist. Because
of their close relationship with the unions they
were often able to scoop the mainstream press
with their photographs of pickets and work pro-
cesses but like their German colleagues their
voice was stifled by political repression. By 1947,
the organisation would boast that more than 1500
photographers had been trained in its school and
darkroom but at the end of that year an event
occurred that was to quickly see its demise. The
Photo League appearad on a list issued by the
department of justice naming organisations found
to be subversive to the United States. By 1951,
the League, through continual political pressure,
ceased to exist. This suppression is perhaps an
indication of the potential influence of their work.
The Photo League by making a radical move
away from established photo-joumalism and the
favoured practices of the art world were directly
challenging the dominant representations of the
mass media. The authorities by taking such sup-
pressive action, perceived them and their photo-
graphy as a contribution to the challenge of the
social order.

While we know that photography in itself had
achieved no more in reforming society than any
other medium of communication, some con-
sciences had been sfired and some laws had
been enacted. Mankind had not been transfor-
med to a state of greater purity overnight by the
use of photography just as no other one factor
had any dominating influence.

The constraints of the medium abound in com-
plexites. The work of Evans for example, was
ineffectual because it appealed to an elite,
visually literate audience, while on the other
hand, the radical style of the worker- photogra-
phers, while appealing to the oppressed with its
simple and direct visual narrative only alienated
the upper classes even further. This seemingly
unattainable reconciliation was to bring about
further developments in a medium already slee-
ped in perplexity.

The years after World War Il were to see the
picture magazines as a major source of com-
munication, but many photographers became dis-
llusioned by editorial control. Individualism, the
notion of photographers making personal pictures
became an important concept 10 post-war docu-
mentary photographers. They were growing rest-
less of their status as “illustrators™ and even maore
conscious of how decision makers could by
image selection, juxta-position and text, affect

public reaction and reading of their work. There
was a new mood of commitment to the ideas of
individual vision and point of view. Many photo-
graphers tumed inward, their concermn became
the recognition - and the problems -of inner man.
Communicating psychological reality became
more important than conveying visual or social
reality. Unlike Jacob Riis whose pictures con-
veyed the realism of social deprivation but not the
underlying causes new photographers embarked
on an even more ambitious path to show through
their work, deficiencies in the ethical and spiritual
as well as the physical condition of mankind. At
the forefront of this new generation of photogra-
phers was Robert Frank whose book The Ameri-
gans published in 1958 became an icon of its
genre. Categorisation can become clouded but
although a piercing and emofive insight, it was
not a deliberate reforming body of work. Frank
and others he influenced were deliberately pro-
vocative - they looked at the fabric of society and
although they found it full of holes, they conclu-
ded that it was not up to them 10 mend it.

This was completely at odds with the more idea-
listic concermns of Eugene Smith. He saw himself
as a “photographer/artist working in journalism"
and his uncompromising single mindedness ear-
ned him considerable respect among his peers if
not some picture editors. (He resigned from Life
Magazine over a dispute about his material). His
work was a fusion of the single elements of oth-
ers, with the direciness and campaigning style of
Riis, the artistry of Evans and with a personal
involvement as emphasised by the worker-photo-
grapher movement he both exposed the ills as
well as captured the dignity of his subjects.

Smith's work was wide in scope from combat
photographs during World War Il to a year long
study of life in a Spanish village. But it was his
work with the victims of mercury poisoning in the
small Japanese town of Minamata that was 10
show that by the photographer and victim working
in unison a more revealing impact could be
made. Minamata had a history of a 20 year fight
against pollution caused by the chemical manu-
facturing company The Chisso Corporation; its
mercury contamination of the environment caus-
ing a crippling disease of the brain known as
“Minamata Disease”. Smith and his wile Alleen
were personally involved in the fight against world
poliution long before they went to Japan. They
rravelled to Minamata o leamn about what had
happened and over a period of three years cam-
paigned with the residents and victims who, were
dernanding compensation from the Corporation.

Not only did Smith produce tragic but beautiful
imagery, for example “Tomoko in her bath”,
which appealed to the sentimental pity of the pas-
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flustration. D.O. Hill and Robert Adamson: Sandy (James) Linton, Fisherman, Newhaven, 1845,
Calotype. Courtesy of Christie’s, South Kensington.
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sive viewer but also provided photographic evi-
dence for the campaign; their photographs were
used in leaflets, press campaigns and on pla-
cards. They also took on the role of political inter-
ventionists in their book Minamata - A Waming fo
the World which makes specific comparisons bet-
ween pollution at Minamata and that perpetrated
by industries in other parts of the word. Smith
and his wife were integrated participants in the
concemns and values of the people they represen-
ted and by confributing to the actual campaigns
of the people with their imagery and their own
book they offered another contribution to the
development of photography's ability to bring
about reform. Not only was the plight of the victim
highlighted but the people who caused the vic-
tims sufferings were identified. In the case of
Minamata, the two were inseparable and the cir-
cumstances where the people themselves were
actively involved in the struggle against the per-
petrators of the injustice led to a more revealing
and complete picture.

While some of Smith's photographs do lend
themselves to melodrama and sentimentalism,
the context they are given within the publication
Minamata and within the campaign itself show
that his was not just another cultural intrusion but
a concerned participation assisting in what can be
viewed as a collective practice.

The situation at Minamata was not one of subjec-
fivity with a number of confusing elements but
one where the questions of right and wrong were
unarguable. Smith's contextual problems needed
no infricate assessment. He showed the victims,
related their plight and identified the victimiser.
His project was simplified by the unguestionability
of the issue and the identifiable facts that sur-
rounded il. Years of hard experience within the
constraints of the media had brought cynicism
and his frequent disagreements with editorial
decisions formed a realisation that to relate his
and his subjects’ experiences it was to be his
own viewpoint that had to be shown undistoried
by editorial control. “It's rotten like a lot of things
in the world. That shows what | should be doing
with my camera. | won't waste my talent on these
everyday nonsense assignments, | should be
doing essays that save men from their misery.
There's a lot of rot, cormuption, exploitation and
most of all bad journalism controlled by money
and mad magazine factories”.(7)

Smith's disillusionment with the mass media is
something of a paradox when we view the limited
means by which the earlier pioneers had 1o dis-
play their campaigns. A series of lantern slide
lectures to a few thousand people to which Riis
was limited hardly compares with the millions that
read Life and Picture Post magazines in the fif-

ies. But the picture magazines' problems were
what Smith called "warped judgement”, process-
ing images through dozens of newsdesks with
claims and counter claims being hurmied through
telex and wire photo-machines leaving litle time
for the view of the actual witness with the result-
ing imagery being placed out of context. The
magazines although taking issues and asking
questions still, like the earlier photo-documentar-
ists, never questioned the underlying causes of
societies injustices but looked more towards sta-
bility and reaffirmation of the status quo.

The arguable exception is Life’s coverage of the
Vietnam War. Before its termination in 1872, Life
gave widespread coverage 1o the conflict. Often
called the first media war due to the unparalleled
access given to photographers and felevision
cameramen by the military, Life devoted many
picures to the horrors of the war. Unlike the
Second World War and the Korean War not only
was the suffering of American soldiers shown but
the effects of the war on the Vietnamese them-
selves highlighted to a greater degree. It is here
the argument becomes confused and highly sub-
jective. It has often been percaived that it was this
unprecedented coverage by the media that
caused the American population to guestion the
justification of such a war. But simplistic concepts
are futile in such complex arenas. Susan Sontag
in her wriings has reversed this by suggesting
that the redirection of the media representation of
the American involvement was in response 1o the
many at home gquestioning their country’s partici-
pation. It is difficult to prove either argument con-
clusively therefore we might assume that there is
a fusion of the two components along with other
influential factors. To state that one factor alone
dominates in opinion forming is inaccurate.

Whatever the complexities the involvement of the
media and the lack of constraints in their repor-
tage did to a degree alter peoples perceptions of
the justification of the war. But while the main-
stream outlels displayed the horror of the Vietna-
mese experience other influential bodies of work
went beyond the veneer of carmnage with a more
in depth insight.

Vietnam Inc. by Philip Jones Griffiths is an astute,
intelligent, visual indictment of the folly of war.
Bringing together the essential components of
aggressor and aggrieved, the environment of
both and the necessary text to avoid any ambigu-
ous readings of the images, he produced a per-
sonal but very potent body of work.

His was an uncompromising stance. Griffiths was
on the political left and his book is an attack on
what he perceived as American imperialism.
While ostensibly about the effect of the war on
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Vietnam and the Vietnamese people he gave the
Americans an insight into themselves. He con-
trasted the life of the ordinary Vietnamese with
the remoteness and apathy of the American war
machine presenting the American military person-
nel with the Vietnamese they were destroying, he
appealed o the sentments of self disgust and
shame inciting guilt in his American audience
rather than the detached emofion of pity. Where
images of the Vietnamese suffering alone would
only have contributed to the photographic archive
of human misery by juxta-positioning the aggres-
sor alongside the victim he created an alternative
view of the nature of the war.

Griffiths himself is under no illusion as to the in-
fluential power of his work. “| didn't produce the
book in order 1o bring an end to the war, | tried to
shed some light on it".(8) Interestingly, he also
recognised the role of the mass media and says
he saw that there were two valid approaches to
the medium “Kyoichi Sawada was as committed
o Vietnam and to doing the job as | was; our
methods were totally separate. He believed that
the way to do a good job in Vietnam was to make
sure that every moming on the front page of the
MNew York Times there would be a photograph
that would say something about the nature of the
war. That doesn't mean it's inferior or less good,
it just didn't happen to be my way. The way my
brain works is to take a long calm look at things
and try to answer and assess, putling it together
50 that under your arm you can have a document
that will tell you clearly, truthfully and as meaning-
fully as possible what actually happens there”.(3)

The essence of Griffiths' thinking was 1o reverse
rather than reinforce commonly held views of an
event. Unlike earier photographers, Griffiths pre-
sents the perpetrators of injustice with a mirmor
view of themselves and he suggests that before
we can think of solutions we have o see the
problem dearly by careful consideration of the
multiple factors involved. He recognised the need
for thoughtiul text, setting the photographs in a
context, explaining and expanding his viewpoint
in & way which the images alone could not do.
This sequential image-text relationship dilutes any
doubt in the minds of his audience to the mes-
sage he intends them to receive. The structure of
Viemam Inc. appealed not just to the raw emo-
tions of viewers but also worked at an intellectual
level. By going beyond activating only pity it
endeavours o create a more questioning and
thinking process.

It is useful in this context to compare the
approach of Griffiths and the earlier ploneering
documentary photographers. Griffiths, by present-
ing the aggressor and the aggrieved projected
not just a picture of the effect but also looked at

ilustration. Thomas Annan: Glasgew City Improvment
Trust. Photographs of the Old Closes, Street & C.
taken 1868-1877. Carbon print. Courtesy of Chris-
tia's, South Kensignton.

the cause. He appealed 10 an already active
anger in his western audience not by asking for
pity for his subjects but by inciting a sense of
analysis within the minds of his viewer. Lewis
Hine for example, by producing images however
beautiful and touching, of only one side of the
story selected the audience for his work which
were people already of a reforming mind. Griffiths
avoided the area of sentimentality to which even
Smith sometimes succumbed, as he recognised
that the aesthetic qualities of a photograph can
detract from a real understanding of a situation.
He didn't fall into the trap of preaching only to the
converted nor did he fail to distinguish between
the message intended and the message recei-
ved. While he displayed his ideclogical position, it
was not a narmow-minded lecturing stance but a
personal analytical insight into a situation he saw
as unjust.

Griffiths considered carefully the contextual pro-
blems and the structural failures of past represen-
tations by earier photographers. He saw the futi-
lity in presenting only the victim and understood
that the complexity of many issues cannot be
condensed into photographs alone if ambiguity is
o be avoided. If the medium’s task is to show in
order to explain, io highlight an event so that it is
understood within a set of cultural, political and
economic relations then Wemam inc. is one of
the most perceplive and penetrative bodies of
work in the history of photo-documentary.
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Another important aspect of what Griffiths’ work
was o create was an altermative 10 the argument
that the camera never aclually penefrates the sur-
face, that only the products of injustice are visibly
evident and not the causes. While the majority of
photographers working within documentary deal
only with effects to dismiss the medium as in-
effectual as some observers have done is an in-
accurate generalisation. Halla Beloff has argued
that “the images of authenticity are no more
potent than all other kinds of evidence. The so
called directness of the visual image is as weak
as other kinds of evidence in stimulating reform-
ing action™.(10)

There are valid points to be made about image
fatigue and the resulting emotional anaesthetiza-
tion. That so litle changes despite all the photo-
graphs taken, published and exhibited may be
proof for such arguments. However, this limitation
of photography to assist in communication is attri-
butable, at least in part, to the fact that with such
notable exceptions as Philip Jones Griffiths,
generations of photographers have avoided pro-
per contextualisation of the situation they are
attenpting to highlight. All too often it is a case of
detached voyeurism based on pity and alleviating
the photographer's own guilt or a striving 1o be
recognised as an artist, making poverty aestheti-
cally pleasing through the appeal of the fine print.
Although sometimes well intentioned and with a
degree of commitment there is ofien an absence
of coherent structure defining cleary the problem
they are looking at. Often emphasis is placed on
the image standing alone negating capfion infor-
mation with the accent on graphic composition
and personal style missing the context of an
event by the mannerisms of the photographer.
Powerful images of human suffering frequently
appeal to our sense of pity which tell us what is
happening is wrong; they fail to inform within the
broader spectrum of the underlying causes and
by assaulting our emotions they can inhibit intel-
lectual analysis.

The essence lies in a fusion of commitment and
contextualisation. The former must be sincere
while the latler must be thoroughly researched
and executed for documentary photography to
have any worth.

It may be concluded that documentary photogra-
phy can be a teling and vital social force if
deployed with vision and clear purpose. But the
reality is different. When we assess the medium it
becomes clear that the premise that the camera
is a device for showing what is there and there-
fore a tool for changing things to what they

should be is invalid. Far from being a neutral
record that infroduced a new standard of truth
into social concems the photograph remains, like
the written word, a vehicle with multiple expres-
sive potentials.

The pioneers such as Jacob Riis, although moti-
vated by concern, directed their use of photogra-
phy to visual recording and documentation rather
than social persuasion and propaganda. When
the plight of the poor was turmed into an art form
by Walker Evans it was to further distance the
camera as a truly effective means of social com-
ment andcriticism.

Retrospective analysis often leads to greater
awareness and progress is deeply rooled in
assessing the successes and failures of the past.
The worker-photographer movement and the
Photo League challenged the established meth-
ods and influenced the splintering of the medium
in the 1950s, creating important developments
which though sometimes contributing to detached
cynicism, also led to new awareness and pro-
moted investigations into the means of propaga-
tion.

This fillered into the work of photographers such
as Eugene Smith and Jones Griffiths who having
lost confidence in the mainstream media tumed
to their own books as vehicles of dissemination.
While under no illusion about the worth of their
work to produce radical change they concluded
that in order to play a part, no matter how small,
in the process of reform then a reappraisal of
approach and restructure of presentation was
essential.

Social truth is more than a series of images
depicting the results of social injustce. A truly
critical documentary must also address the ques-
tion of cause. It must combine positives and
negatives with the necessary protest, identify who
or what perpetrates the injustice and produce a
coherent readable framework if it is to have any
potency in its ability to assist in social reform.

References

1. Peter Tumer, History of Photography p.112

2. Alexander Alland, Jacob Riis - Photographer &
Citizen p.212

3. Jean-Claude Lemagny, History of Photography
p.6o

4. Ten & Magazine No.ll p.25

5. Sue Braden, Committing Photography p.9

6. Time Life Books, Photo-documentary p.90

7. Ben Maddow, Let Truth Be The Prejudice p.37
8. Philip Jones Griffiths, Camera Work p.8

9. Marianne Fulton, Eyes of Time p.214

10. Halla Beloff, Camera Cuiture p.127




Documentary Photography & Social Change

Photoresearcher

Bibliography
BOOKS

Alland, Alexander Jacob Rils, Photographer &

Citizan, Gordon Frazer, (1975)
Beloff, Halla Camera Culture

Sontag, Susan On Photography, Penguin, (1973)
Time Life Books Documentarv Photography,

(1972)

(1988)

Braden, Su Committing Photography, Pluto

Press, (1983)

Fulton, Marianne Eyss of Time, New York Gra-

phic Society, (1988)

Lemagny, Jean Claude A History of Photogra-

ARTICLES

(1988)

phy, Gambridge University Press, (1986) (1883)

Abstracts

Turner, Peter History of Photography, Hamiyn,

Coleman, A.D Talkback Creative Camera, No 8,

Taylor, John Picturing the Past, Ten & No 11,

Dokumentarphotographie und
sozialer Wandel

von Ross Murray

Absicht diese Arikels ist es das
Wesen der Dokumentarphotogra-
phie zu erforschen und zu analy-
sieren inwieweit sia dazu fahig ist
den Prozef von sozialen Refor-
men zu férdern. Die Arbeit der
scottischen Fotographen Hill and
Adamson wurde in dar Mitte der
40aer Jahre des 18. Jahrhunderts
dazu benutz gefdhrlich offene Fis-
cherboote auszustaffieren. Tho-
mas Annas Fotos von den Glas-
gower Slums waren vorgesehen
die Sympathien der Mittelklasse in
den G0er Jahre des 18. Jarhrhun-
derts 2u erwecken. In Amerika
schuf der dane Jacob Riis sensa-
tionelle Bilder von New Yorks un-
hygienischer UObervalkter Lowear
East Side, die dazu beitrugen
Reformen zu initiieren. Lewis
Hine, ein ausgebildater Soziologe,
hatte einen weniger sensationel-
len Stil, um fir gezetzliche und
staatliche Reformen zu werben.
Im 20. Jahrhundert war es Walker
Evans mit seiner einfachen Direk-
theit, der mit seiner Arbeit fir die
Farm Security Administration eine
neue “Grammatik” in dis Sprache
der Dokumentarphotographie ein-
fuhrte. Die Arbeiter-Photographen
Bewegungen der 20er und 30er
Jahr diese Jahrhunderts hatten
zum Ziel der Macht der Massen-
medien (ber &ffentliche Informa-
tionen entgeggenzuwirken, indam
sie Ereignisse von sozialer Bedeu-
tung, die nacht in der kommerzial-
len Presse berichtet wurden, auf-
Zeichnaten. Nachdem 2. Waltkriag
anderte sich die Dokumentarpho-
tographie. Eugene Smith sah sich

als “Kinstler/Photograph™ und trat
schlieilich von seinem Posten
beim Lile Magazine, fir das er
zahlreiche Arbeiten ausgeflhrt
hatte zurlick. Philip Jones Griffiths
versuchte mit seiner Studie “Viet-
nam Inc.”, Uber den Vietnam Krieg
die dargestellten Situation in einen
angemessen Kontext zu stellen
indem er sowochl Aggressor wie
Opfer in unparteilicher Weise im
Bild festhielt. Hiermit werden
grundlegende Fragen in Bezug auf
Dokumentarphotographia auf-
gaworlen, namlich ob Bilder die
die Resultate sozialer Ungerech-
ligkeit darstellen, sozialer Wahr-
heit genau aulfzeichnen kénnen,

Photographie documentaire et
changements soclaux

par Ross Murray

L'objet de cet article est de
rechercher la nature de la photo-
graphie documentaire et d'analy-
Ser sa capacité a agir sur le
processus de réforme sociale, Au
milieuw des années 1840, les tra-
vaux des photographes écossais
Hill et Adamson contribuérent &
faire ponter des biteaux de pécha
“ouverts” et dangereux. Les pho-
tographies de taudis prises par
Thomas Annan avaient pour but
d'émouvoir les bien-pensants
bourgecis dans les années 1860.
Aux Etats-Unis, le dancis Jacob
Riis fit des photographies dramati-
ques du “Lower East Side™ de
New York, un quartier surpauplé
et insalubre, qui contribuérent a la
décision d'initier des réformes.
Lewis Hine, sociclogue de forma-

tion, recourut par sa part 4 des
moyens moins spectaculaires
dans sa lutte pour des réformes
auprés du Parlement et du gou-
vernement. Au vingtidme siécle,
Walker Evans, par son style
direct, intreduisit avec son travail
pour la “Farm Security Administ-
ration” (organisation pour assurer
la sécurité des laboureurs) une
grammaire nouvelle dans le
langage de la photographie docu-
mentaire. Dans les années 1920
et 1930, les mouvemenis “worker-
photographer” (photographes par-
tageant les préocccupations des
travailleurs et suivant le méme
mouvement) visaient & contrer le
pouvoir des mass media profes-
sionnelles sur linformation de
masse, et rendaient compte de
faits sociaux dont la presse com-
mercialisée ne parlait pas. Aprés
la deuxidme guerre mondiale un
changement se produisit dans la
photographie documentaire.

Eugene Smith se considérait
comme un “artiste-photographe”,
et finalement quitta le magazine
Life pour lequel il avait mené de
nombreux reportages. Dans son
étude sur la guerre de Vietnam
intitulée “Vietnam Inc.”, Philip
Jones Griffithe woulait replacer
dans son contexte la situation
dépeinte en présentant & la fois
l'agresseur et I'agressé sur un
mode neutre en dehors des
opinions et des bons sentiments.
Tous ces fails posenl les gques-
tions essentielles en ce qui con-
cerna la photographie documen-
taire, des images représentant les
effets de Iinjustice social mon-
trent-elles de manidére pertinente
la vérité sociale?
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The Applied Photography of Charles
Piazzi Smyth
by Sidney F Ray

The 18th century was notable for the number
of long-lived polymaths who made significant con-
tributions in numerous fields of science and tech-
nology. Names such as John Herschel, Brewster,
Maxwell, Helmholtz, Wheatstone, Edison and Fox
Talbot come 1o mind. In particularthe infant
science of photographic technology benefited
greafly from the passing interests of such people.

Typical of this peer group and much less well-
known in the history of photography than he
deserves is Charles Piazzi Smyth (1819-1900)
who was Astronomer Royal for Scofland from
1845 o 1888. His multiple talents, solid achieve-
ments and original work in astronomy and spec-
troscopy have recently been described in a detai-
led biography(1) and are the more remarkable
given his lack of formal education and qualifica-
tions. But his contributions to and objective uses
of photography are of more interest here.

He was bom in Naples and his father was a
Naval officer famed for work in marine surveying
and later in astronomy. His middle name Piazzi,
of which he was very proud and always used,
was after his godfather Giussepe Piazzl, an Ita-
lian astronomer and discoverer of the asteroid
Ceres. Smyth was educated in Bedford but left
aged 16 10 be assistant astronomer for 10 years
at the Royal Observatory, Cape of Good Hope,
South Africa, during some of which time he ass-
isted Sir John Herschel and observed comet Hal-
ley in 1843,

Through Herschel in 1839, Smyth was informed
of the new art of photography and corresponded
with Fox Talbot. By 1842 he was taking success-
ful calotypes, some of which are the earliest
known of scenes and people in South Africa(2).
His work at the Cape has been detailed else-
where.(3)

In 1844 his father, now influential in astronomical
circles, applied for the vacant post of Astronomer
Royal for Scotland for his son, was successful,
and in 1845 Piazzi Smyth returned to Edinburgh,
eventually taking up his duties in 1846.

At that time Edinburgh was heralded as the ‘Ath-
ens of the North' and had a superative intellec-
tual climate plus a circle of learmned societies for

Mustration, Charles Piazzi Smyth, from the portrait by
John Faed RSA. Reproduced by parmission of The
FRoyal Soclety of Edinburgh.

the Aris and Sciences. Remember that from
1843-47 David Octavius Hill and Robert Adam-
son made their outstanding calotypes in Edin-
burgh and the locality.(4)

Smyth tackled the immediate problems of a dila-
pidated observatory, an inadequate telescope
and a backlog of work 1o begin a 40 year pro-
gramme of positional observations of some 4000
stars. Elected a fellow of the Royal Society of
Edinburgh he contributed to their meetings and
also met James Clerk Maxwell and William
Thomson (Lord Kelvin), forerunners of the new
dlass of professional physicists. Smyth pioneered
some work in photometry, later vital in photo-
graphic exposure theory, by making a visual phot-
ometer using crossed polarisers of tourmaline,
but he was too far ahead of his tme for the
technology to be satisfactory.
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He also travelled widely at his own expense and
used his great skills as painter and photographer
1o record his journeyings, most of which photo-
graphs fortunately still survive and recently a
comprehensive catalogue has been published of
his picture archives at the Royal Observatory,
Edinburgh.(5) Other holdings of material exist at
the Royal Photographic Society, The Humanities
Research Cenftre at the University of Texas at
Austin and Manchester Central Library. For a
representative selection of his pictures, photo-
graphs and spectra, the reader is referred to the
excellent reproductions in the relevant publica-
tions by H. Bruck and M. Bruck and Larry Schaaf
in the endnotes.

James MNasmyth, the Scotlish engineer and
another pioneer photographer was a great friend
and collaborator. An allied interest in lithography
came from yet another friend, Sir Henry James,
then Director General of the Ordnance Survey.
Academically, Smyth also pioneered the open
book exam system for his obligatory classes in
astronomy as Regius Professor at Edinburgh
University, but university politics soon cut them
short.

In 1855 Smyth married one Jessica Duncan who
was a geologist at a time not noted for its formal
education of women. She became his most able
and long suffering assistant, giving him constant
encouragement as well as being the
accomplished printer of his photographs.,

Smyth's observing experiences in the Cape of
Good Hope and in Edinburgh {nicknamed “Auld
Reekie" with good reason due to its smoky
atmosphere), convinced him that the future of
astronomy was in establishing telescopes at alti-
tudes above the turbulent and poliuted lower
levels of the atmosphere to provide betier “see-
Ing”, a solution camied o its extreme by the
launch in 1990 of the ill-fated Hubble Space Tele-
scope to orbit the Earth.

Finally in 1856 he put together with major assis-
tance from Robert Stephenson an expedition to
Teneriffe in the Canary Islands. There on Mount
Guajara at 9000 feet above sea level, useful phy-
sical measurements were made and some
remarkable photographs taken, as detailed else-
where.(6) Many of these images were in stereo
using wet collodion plates. Smyth was 1o maintain
a lasting interest in stereoscopic photography and
used the technigues extensively, appreciative of
the extra information this technique of applied
photography could provide. Naturally he became
involved in the ongoing discussions over the
choice of the optimum inter-lens separation to suit
the subject.

While in Teneriffe he recorded visually many
solar spectral lines to extend Fraunhofer's map of
the spectrum published in 1824, but attempts at
recording by photography various subtle colour
changes in the sun's disc were failures due to the
limited spectral sensitivity of his wet collodion
plates (blue sensitive only or “ordinary™).

It must have been a source of some frustration
that his use of the more recent wet plate process,
which he mastered during the voyage to the
Islands following some ftuition, it is believed, by
Joseph James Forrester, as an objective record-
ing system without error or prejudice, was not yet
up 1o full scientific requirements. He indeed
remained faithful to wet collodion for many
decades even when dry plates were readily avail-
able and even preferred it in the arid heat of
Egypt on a later expedition.

The 3 month expedition which cost only some
£500 was perhaps one of the most cost-effective
ever made in terms of results and consequences,
but it was 100 years before an observatory was
finally established on the neighbouring island of
La Palma when his reports on supedative “see-
ing" were finally acted upon. The formal results of
the expedition were completed in 1857 and later
published in 1858 in condensed form by the
Royal Society.(7) They included many photo-
graphs, which he correclly foresaw as largely
replacing drawings for inclusion in scientific
reports. In the absence of any professional
laboratory to print his work, he relied upon Jes-
sica to produce the hundreds of prints needed.
He was eventually elected a Fellow of the Royal
Society of London for his pioneering efforts.

The landscape photographs taken in Teneritfe,
even on his blue sensitive plates which were res-
ponsive to scattered ultra-viclet and blue light,
demonstrated the darity and stillness of the
atmosphere at altitude and one was even repro-
duced by his friend Fox Talbot by his recently
invented technique of photoglyphing which used
an engraved steel plate and printing ink. A detai-
led account of this protracted effort has been
published elsewhere.(8)

A more popular account of the expedition was
published in 1863(9) with a print run of 2000
copies. Many photographs were used incuding
some 20 stereo views, very likely the first such
book illustrated in this way. Lantern slides were
made from single images of the stereo pairs and
Piazzi Smyth embarked on a long ancillary career
as a travellng lecturer whose illustrated talks
were deservedly popular.

In 1859 Jessica and Charles travelled to wisit
observatories in Russia and once again took
many photographs, again which still survive in the
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archives of the Royal Observatory, Edinburgh. In
1863 he embarked on another ambitious venture,
this time to measure accurately the Great Pyra-
mid at Giza in Egypt to determine whether the
supposed ratio (between the circumference of the
base and the height of the pyramid) was true.
The pioneering contemporary photographs of
Egypt by Francis Frith taken earlier in 1856 were
well known to him and also to his friend Joseph
Sidebotham of Manchester, another
accomplished amateur photographer, who
encouraged him 1o use photography as well as
traditional methods of contact measurement for
his work, although this might seem superfluous
advice given that Smyth was a firm believer in the
objective accuracy of the photograph for scientific
purposes. So this may be considered to be an
early application of photogrammetry or the
science of measurement from photographs.

As part of his preparations, in 1864 with the aid of
a local carpenter he designed and had construc-
ted a novel box type camera of compact size for
wet collodion images of format one inch square
using readily available microscope slide glasses
of size three by one inch.(10) A Dallmeyer lens of
focal length 1.8 inches was used. One of these
cameras still exists in Edinburgh, for most cer-
tainly a pair was used for stereo photography.

A very detailed description of this camera
together with information about the novel focal
plane shutter, again state of the art technology at
that time, and the dark slide using water immer-
sion for the wet plate has been given by John
Nicol.(11)

Smyth is generally credited as a pioneer of small
format photography and of the concept of enlarg-
ing and cropping the image at the printing stage
to produce the finished picture.(12) Conventional
and stereo cameras were also used, as well as
the novel dry plates, but the results of the minis-
cule wet plate images were preferred.

After many delays the pyramid and all related
aspects of the expedition were duly photogra-
phed. The buming of magnesium wire or ribbon
was used for flash' photos of dark interiors. The
interior pictures of the Kings Coffer taken in April
1865 were most likely among the first ever taken
in this way and possibly the first successful artifi-
cial light pictures outside a photographic studio,
although Alfred Brothers, a professional photo-
grapher of Manchester and a member of the
Manchester Literary and Philosophical Society to
which James MNasmyth, Smith's great friend,
also belonged, was pioneering cave photography
in Derbyshire. He apparently succeeded in photo-
graphing the Blue John Cavems in January
1865.(13)

Only one picture at a time could be taken at each
visit due to the residual clouds of smoke pro-
duced and which required many hours to settle.
As well as buming the magnesium wire, which
was very expensive at the time, Smyth also
experimented unsuccessfully with a crude form of
what we would now identify as flashpowder made
by mixing the magnesium with gunpowder, but
flying sparks spoilt the picture. He may be credi-
ted with the invention of the concept of flashpow-
der however.

One notable picture of the Coffer in the King's
Chamber indudes both Jessica for human scale
and calibrated measuring bars for measurement,
a good example of an early scientific photograph.
Almost all of the photographs still exist as prints
but the small negatives have not been traced and
are presumed lost Very full accounts of the pho-
tography at the pyramid have been given by
Arthur Gill(14) and Larry Schaaf.(15) Smyth pub-
lished details of the camera and the lighting tech-
nique in the photographic joumnals of the day.(16,
17)

In 1867 he published from Edinburgh in three
volumes Life and Work at the Great Pyramid
which was well received but his idea of a ‘sacred
cubit’ in the metrology of the pyramid was later
disproved as was the 7 ratio concept. He later
published a more popular account of his labours
given his limited resources of time and monay,
with the emphasis more on photography.(18) For
some 25 years afterwards he kept up a spirited
defence of his pyramid ideas against a scepfical
scientific community. But he had many influential
allies as well and to this day ‘pyramidology’ is still
keenly discussed. But undoubtedly he wasted
much of his scientific tme and talent on this
doubtful topic and the related controversy with
Clerk Maxwell later led him in 1874 to resign from
the Royal Society, a decision he no doubt regret-
ted.

Meanwhile, in 1871 a new 24 inch reflector tele-
scope from Thomas Grubb was commissioned for
his observatory but later this instrument caused
him much trouble as the optical technology of the
time was not up to the rigorous operational
demands.

As an astronomer Piazzi Smyth was undoubtedly
familiar with the practical optics of the day and its
shortcomings. His practical experiences of small
format photography and the inadequacies of the
camera lens used at large apertures, typically /5,
must have made his fertile mind consider the pro-
blem of correction of astigmatism in contemporary
lenses. In 1873-75 he made a fundamental con-
ribution to the theory of photographic optics in
the form of his ‘field flattener’. The astigmatic
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Mustration. The Piazzi Smyth Camera of one inch
square format as used at the Great Pyramid. The
dark slide held a wet collodion plate in a water bath
before and during exposure. Photograph copyright of
the Aoyal Observatory, Edinburgh, and reproduced
with permission.

lenses of the time(19), particulary the very popu-
lar Petzval portrait lens which had the desirable
feature of a large aperture 10 help reduce the
otherwise lengthy duration of exposures, suffered
from residual curvature of field, that is of the topo-
logy of the image surface. This aberration was
uncorrectable with the limited optical materials
available before the advent of new optical
glasses from Jena in the middle 1880s with sui-
table properties of refractive index and dispersion.
This field curvature resulted in an image surface
that was aspherically saucer-shaped instead of
planar and dished towards the lens and was due
to the effects of uncorrected astigmatism and the
net effect of the refractive powers of the individual
elements in the lens. The field curvature due 10
astigmatism alone could be reasonably cured by
the use of lens elements with equal and opposite
contributions of astigmatism, leaving only that cur-
vature due purely to the net power(20) of the
elements, usually referred to as Petzval curvature
glthough both Airy and Petzval had indepen-
dently derived formulae to quantify its effects.
Occasionally, the use of sensitised material coa-

ted on curved glass surfaces had been tried as a
remady as in Sutton’s panoramic camera of 1862
but with concomitant practical problems.(21)

Smyth's advance was in that he showed that a
large diameter lens of negative power placed
close to the film plane effectively cancelled out
the residual Petzval curvature by its net negative
contribution to the positive Petzval sum of powers
of the lens elements which caused the curvature
of the image field.(22, 23) In this position the
negative element acts as a field lens and has
very litle or no effect on the focal length of the
prime lens. Its drawbacks are that it has to be a
lens of large diameter to cover the format and
that dust and dirt tend to accumulate on its sur-
faces.This field flatiener' lens idea was incorpora-
ted -into a practical lens and camera of 1875 and
shown at the London International Exhibition of
1876 . It was duly completely ignored for the
advance it represented and the possibility that
successiul small format photography could have
been initiated many decades before the Leica
camera. The camera and lens itself was presum-
ably sold at auction on Smyth's death and was
rumoured to have eventually gone abroad to
America with its new owner, who had died
there(25). The field flattener idea was forgotten
about almost entirely until it was recognised and
revived in 1911 by the lens designer Moritz von
Rohr of Zeiss and used to flatten the fields of
early Zeiss Biotar lenses among others(26).
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Field flatteners are sfill used in some critical appli-
cations and indeed the rear surface of the ele-
ment may coincide with the focal plane and be
used as a form of reseau plate or reference plane
against which the film is pressed during expo-
sure, But to Piazzi Smyth must go the honour of
effectively devising the first anastigmatic camera
lens, prior to the Ross Concenfric of 1888 desig-
ned by Schroeder and the Series | to V anastig-
mats of Zeiss designed by Paul Rudolph from
1890-93(27). Meantime there had been signifi-
cant advances in visual spectroscopy with work
from Kirchoff, Bunsen and Angstrom so Smyth
renewed again his interests in this field, becoming
very skiled in wisual spectral observations of
phenomena such as the Aurora, zodiacal light,
sea phosphorescence and atmospheric water
vapour absorption. His ongoing metecrological
studies also continued and in 1877 he was awar-
ded the Silver Medal of the Edinburgh Photo-
graphic Sodety for the design of a small format
camera for cloud studies, a topic he was 10 retum
o 20 years later on his retirement. It is worth
noting that cloud studies are still important and
even in 1924 led to the design of the first fisheye'
lens(28).

Other workers had pursued instead photographic
recording of the spectrum using techniques of
dye sensitisation of the emulsion introduced in-
itially by Vogel in 1873(29) which allowed record-
ing of the green reglon and beyond. By 1879 a
detailed record even of the near infra-red region
was available extended to the wavelength of
some 1075 nm. Characteristically, Smyth experi-
mented with coloured glass and liguid filters for
his work in visual spectroscopy and so became
interested in the topics of colour vision and the
use of colour by painters, an understandable
digression given his own artistic abilies and
interests.

It is indeed curious that Smyth made so litle use

image
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of photography for his spectroscopic recordings,
given his proven skills, but with his noted drawing
and painting abiliies, he no doubt found that it
was quicker and more convenient to use these
given the cumbersome procedures in wet plate
photography. Other scientists, less skilled in art
perhaps, found photography could be applied to
spectral recording with much success. Spectral
recording by photography is an early and
successful application of applied photography
given the integrating action of prolonged expo-
sure to faint spectral details. Spectral photogra-
phy had been initiated by Sir John Herschel as
early as 1839 and successiully carried out by
John William Draper in America in 1842, record-
ing many Fraunhofer lines including non-visible
ultra-violet and infra-red regions(30).

A final expedition abroad was made to Madeira in
1881, accompanied as ever by Jessica, who was
by now crippled with rheurnatism, and again pro-
duced more excellent visual spectral records
drawn by hand using his skills as an artist, but the
photographic spectrum of the blue region pub-
lished by Vogel was admittedly superior. Rerhaps
Smyth's best achievemment in this field was the
visual recording in 1884 from Winchester of the
atmospheric displays resulting from the Krakatoa
eruption. The whole spectrum from 404 to 770nm
including 7000 lines was encoded but the prohibi-
tive contermporary costs of the colour printing he
thought essential for publication severely delayed
and limited the distribution of this data.ln 1886 his
catalogue of star positions was published to fulfi
his basic, ongoing astronomical task begun
decades earlier. In this same year he bought a
house in Ripon, Yorkshire, usefully dose 1o the
optical manufacturers Thomas Cooke in York if
he should have need of their expertise. He also
experimented with time-lapse photography of
growing ferns, another classical application of
photography. Finally, in 1888 he retired as

A

Piazzi Smyth 1875

lilustration. Priniciple of the Piazzi Smyth field flattener element. The traditional Petzval portrait lens design
dating from 1840 gave a curved image surface. The thick concave element close to the image plane
effectively flattened this surface giving an astigmatic lens. the cross-hatched elements are of flint glass.
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Astronomer Royal and began a long, actve
career in retirement which included extending the
speciral map using photography this ime, of lines
from 404 to 365 nm. Modern microdensitometer
traces on the preserved UV spectra show that
they compare favourably with current records.
Later in 1892 he returned to his cloud photogra-
phy using a lens of 14 inches focal length and 1.7
inches aperture given to him 30 years before by
Joseph Sidebotham for purposes of copying his
Egyptian photographs. Using 3 X 3 inch plates
over 500 photographs were taken in three years
and a representative collection of enlargements in
albums were presented to the two Royal Socie-
ties in 1897. These photographs gave him much
pleasure in the study of their forms and were his
last major work. Devoted Jessica had died in
1896 aged 80 and Charles died in 1900 aged 81,
They are buried together in a pyramid shaped
tomb - what else!

His legacy was a vast output of notebooks, draw-
ings and photographs which have largely survi-
ved but his much publicised eccentricity in pyra-
midology obscured his achievements as one of
the outstanding scientists of his time and, among
other achievements, a pioneer in the develop-
ment of the application of photography to scienti-
fic purposes, using the contemporary technology
to its limit as a demonstration of the potential of
photography yet to be realised.
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Die angewandte Photographie
von Charles Piazzi Smyth

vaon Sidney Ray

Charles Piazzi Smyth war kénigli-
cher Astronom flr Schottland von
1845-88. Ohne grundlegende Aus-
bidung,-war er trotzdem ain vol-
lendeter Astronom, Spekiralist,
Forscher, Maler und Photograph.
Er machte bemerkenswerte Bei-
trége in verschiedenen Zweigen
der Wissenschalft; sowohl als auch
in den mehr gegensatzlichen
Ideen bezilglich der “Pyramiden-
lehre”. Er wird in Verbindung
geselzt mit Pionierarbeit in Pholo-
graphie sinschliesslich einiger der
frihesten Photographien, Stereo-
photographien, Telephotogra-
phien, Photegrammetria, Spekiral-
photographie und Wolkenstudien
sowohl als auch Photographien im
Inneren bei dem Licht ven bren-
nenden Magnesiumdraht. Viele

von den grossen Werken exis-
tieren noch und haben sich kaum
weiterentwickelt. Er war auch
bahnbrechend in der Photographie
yon kleineren Formaten, im Ent-
werfen von Kameras und gab
einen grundiegenden Beitrag zu
der photographischen Optik mit
seiner “Feldverllachungs” Linse.

La “photographie appliquée™
de Charles Plazzl Smyth

par Sidney Ray

Charles Piazzi Smyth fut
“Astronomer Royal” pour I'Ecosse
de 1845 & 1BBB. Sans avoir suivi
le parcours scolaire classique il
n'en fut pas moing un savant
compétent, aslronome, speciros-
copiste, expérimentateur, peintre
et photographe. || apporta d'im-

portantes contributions 4 plusieurs
branches de la science comme il
élabora des idées plus contes-
tables sur la “pyramidologie”. On
lui reconnalt d'aveir && &t un
pionnier de la photographie,
notamment d'avoir &té 'un des
premiers & prendre certaines pho-
tographies, inclus la steréophoto-
graphie, la teléphotographie, la
photogrammétrie, la photographie
spectrale et des é&tudes de
nuages, et encore de la photogra-
phie en intérieur avec la lumiére
d'un fil de magnésium incandes-
cent. La majeure partie de son
oeuvre considérable nous est par-
vanue, mals n'a pas suscité beau-
coup d'études. |l fut également un
pionnier de la photographie de
patit format, congut et fabriqua
das appareils photographiques, et
apporta une cantribution essen-
tielle & l'optique photographique
avec ses lentilles "lield flattenar”.
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Computers and the History of
Photography
by Anthony Hamber, Coordinating Editor

I n litte under a2 decade the personal computer
(PC) has helped revolutionize the world in which
we live. The impact of the PC has been no grea-
ter than in the field of academic research where it
has greatly assisted in the production, editing and
distribution of texts (word processing) and ena-
bled new approaches through new forms and
theories of the structuring and analysis of data
(databasing).

The creation and analysis of text by computer
has become an accepted pastime and this short
notice has two principal aims; firstly to encourage,
wherever possible, potential authors to deliver
their texts on computer diskette and thus greatly
assist in the production of The Photoresearcher
and secondly to stimulate the use of compulers
as research tools which may produce new
approaches to the study of the history of photo-
graphy.

The PC computer database is now a common
application and there is a plethora of commer-
cially available computer programmes. Frequently
enthusiastic researchers have compiled their own
databases such as bibliopgraphies. Since these
databases have been privately produced they
rarely have been used by anybody other than
their creator. Often this has not been a conscious
decision by the individual researcher but merely a
belief that the database was of litle interest to
other scholars. Therefore, the editorial board of
The Photoresearcher would like to call upon
members of the ESHPh, other photographic his-
torians and potential authors to send information
on any computer database they have constructed
giving an indication as to whether they might be
willimg 10 make their programmes available to
other scholars. Hopefully this will encourage in-
creasing contact between researchers and further
Our COMMON Cause.

To start this project | would like to enquire if any
reader has started a database for photographic
exhibition catalogues of the period 1839-1880. It
is my intention, should such a database not
already exist, to start such a PC-based database
using the dBASE IV wversion 1.1 programme.

There will be no geographical (or linguistic!) re-
striction to the scope of this database. However,
few of the catalogues of these early photographic
exhibitions are easily available and | would be
most grateful to receive photocopies of any pho-
tographic exhibition catalogue or catalogue which
includes photographic images (however small or
seemingly insignificant) which | can add 1o the
database.

Any researcher who has examined eary photo-
graphic catalogues in an attempt to analyze and
categorize the entries will realise that often there
Is lile specific or relevant information. Entries
may simply refer to “5 photographs” or “Views".
These difficulies are heightened by inconsisten-
cies in information given {i.e. photographers chris-
tian names, address affiliations etc.) and typogra-
phical errors. Therefore any suggestions or
advice regarding relevant information “fields"
which should be included in this proposed data-
base would be gratefully received.

Please send any comments 1o me at the follow-
ing address: Department of History of Art, Birk-
beck College, University of London, 43 Gordon
Square, London WC1H OPD.

This proposed database will, | hope, be a joint
venture into which many members of the ESHPh
will donate information. It will be freely available
to all members should they wish to obtain copies.
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SANDER, August. Kdln wie es war. Bearbeitet
von Rolf Sachsee mit einem Beitrag von Michael
Euler-Schmidt. Heraugegeben von Werner
Schifke. Stadt Kdin. Kdlnisches Stadmuseum,
Koln, 1988 pp.243

Altere Semester, und damit seien etwas eigenwillig
Leuta bezeichnet, disa am Anfang des Zwaiten Waltk-
riegs Primaner oder Sekunder waren, haben die
Schwestarstadte, Koln, Basel, Freiburg und Strass-
burg noch gekannt, bevor sie teilweise zerstirt, oder
ihr Stadtbild dem Verkehr geopfert wurde. Beinahe ist
man versucht, diese Stidte “wirdig" zu nennen; wir-
dig infolgs ihrer Baukultur, obschon der baulkiche
Zustand der Hauser oft Zu wunschen ubrig liass. Aber
die Erinnerung vergoldet. Tatsache bleibt, dass
Stadte langsam und naturlich wuchsen, aber mit
uberzegender Kraft. Die Erinnerung vergoldet jedoch
nich nur, sie verblasst auch. Im Bildband K&ln wie es
war stellt uns die Stadt Koln das seit 1953 in ihrem
Easitz befindliche Mappenwark August Sandars vor.
Rolf Sachsse (ESHFPh) erlautert das Mappenwerk
umsichtig, wahrend Michael Euler-Schmidt die Hinter-
grunde der heute weniger geniessbaren Aufnahmen
zu den “Lumpenbillen” aufdeckt. Mag auch die
Druckgualitét nicht stets befriedigen, Koln wie es war
iz eine iconographische Exkursion in eine vergangene
Zeit, wollr wir das Kolner Stadtmuseum dankbar sein
mussan. (L.R.)

SCHEID, UWE. Freundinnen. Bilder der Zartich-
keit Harenberg Kommunikation, Dortmund, 1987,
pp.153 Reihe Die bibliographilen Taschenbucher,
Nr.524.

In wait geringerem Masse als die Literatur, ist die
Photographie imstande, bestimmte Gefuhle auszud-
rucken. Ein Bild kann vieldeutig sein und Untersu-
chungen haben bewiesen, dass eine Unterschrift den
Betrachter weitgehend beeinflusst. Auch die
Homoerotik wurde literarisch weit eindringlicher aus-
gewertet als die photographische Wiedergabe dies
varmag. Die Auswahl der Bilder in vorliegendem
Bandchen illustriert diese Feststellung. Eine Entsch-
lisslung ist kaum notwendig. Fals der Herausgeber
betont (Seite 48), dass sich dia Lichtbildner bel dar
Konzeption der Doppelakte von den Gesetzen der
Asthelik leiten liessen, so ist dies nur bedingt der Fall,
etwa beiden Doppelakten wvon Rolf Herrich (80),
Heinz von Perckhammer (83) oder Moholy-Magy (86/
87). Um Kunst war es den Photographen wohl nicht
zu tun, sondern, wie dargelegt wird, um die Befriedi-
gung des méinnlichen Voyeurismus. So wollen wir
diese simultierten und statischen Abbildungen auch

auffassen. Unsers Einstellung zur erotischen Photo-
graphie hat sich ja sowie so grundsdtzlich gedndent
und gewiss berlihren die Aufnamen uns heute anders
als die Betrachter von damals,

Mit dem hibschen Blchlein und seinen Yorgangem
(Das erctische Imago | (449) und 1l (485) hat der
Herausgeber und Harenberg Kommunikation sine
interessante Kleine Anthologie zur ®rotischen Photo-
graphia gascgaffen, die dem interassierten Fhotohis-
toriker neues Bildmaterial zur Verfugung stellt.

Der Rezensent wére ein Hypokrit, wirde er versch-
waigen, dass diese kdstliche Bandschen ihm wviel
Augengenuss bereitet hat. (L.R.)

YAN DEN DORPEL, M., J.F. KOUSEMAKER,
JW. ZONDERVAN und M.C. KUIPERS. Het
Nederlandse foloportret 1860-1915. Een handle-
iding bij het dateren en bewaren van portratfotos.
Centraal Bureau voor Genealogie, ‘s-Graven-
hage, 1988 pp.60. 28 Gulden. ISBN 80 70324
482

Sehr fruh muss sich der biginnende Sammler von
Familien-photos die Frage stellen, in welchem Jahr
ungefahr eine in seinem Besitz befindliche Aufnahme
gemacht wurde. Auch die vier Autoren dieser Handla-
itung mussten sich mit dieser Frage befassen. lhre
Erfahrungen fanden einen Niederschlag im vorliegen-
dem Buchlein, welches sich mit der Datierung von
Familienphotos befasst, die zwischen 1860 und 1915
gemacht wurden. Der Text is génzlich auf die Praxis
ausgerichtat, d.h. durch Vergleich mit den zahlreichen
Abbildungen kann man mit anndherender Genauigkeit
dia Photos datieren. Obschon der Inhalt auf dis Situa-
tion in den Niederlanden ausgerichtet ist, kann der
Bilderbeitrag auch fir andere Lander nutzlich sein.
Ja, es ware zu winschen, dass siese werivolle kleine
Schrift in eine anders Sprache (bersetzt wurde. Sie
wirde damit ainem grésseran Kreiz von Genealogen
gewiss grosse Dienste beweisen. (L.R.)

McLAUGHLIN, David and Michael GRAY Sha-
dows and Light Bath in Camera 18491861. Eary
Rara Photographs. Calotypes by The Rev Francis
Lockey LLD 1796-1869. Dirk Nishen Publishing/
Monmouth Calotype, London/Bath, 1989, pp.64.
ISBN 0 9513649 2 8. £9.90

This book also acls as a catalogue to an exhibition of
calotypes by the hitherto little known mid-15th century
English photographer The Rev Francis Lockey which
was held at the Royal Photographic Society in




Photoresearcher

Bath.Two collections of the calolype work of Francis
Lockey have recently been discovered, one in the
Bath Reference Library the other in the Bristol City
Museum and Art Gallery. There are also examples of
Leckey's work in the Royal Photographic Society's
Archive.

Lockey's career represents an important yet com-
paratively unresearched element in the early history
of photography, that of the “gentleman” amateur of
the so-called "second wave™ of photography.
Throughout Europe this group played a significant
role in the progress of photography from the late
1840z until the 18608 when commercial photography
began to predominate. As such this study is an impor-
tant step in fostering the growth in research into these
“lesser” figures.

Lockey arrived to live in the village of Swainswick on
the outskirts of Bath in 1836 which was to be his
home for thirty years. It seems highly unlikely that
Lockey did not know William Henry Fox Talbot since
Lacock is so close to Bath. Furthermore, two views of
the cloister at Lacock are amongs! the images in the
Bristol City Museum and Art Gallery. Leckey learnt
photography sometime in the late 1840s, when he
was in his 508, and, having both the time and necess-
ary money, photographed extensively in the West of
England and in Wales. However, most of the images
reproduced in this book are of Bath and its environs.
Practically all the calotypes are of architecture and
David McLaughlin's essay examines the context
within which they were made; the topography of the
locality, the “frenzy of the Gothic Revival™ which
esncempassed intense change in architecture, scholar-
ship and theology; the aesthetics of Lockey's photo-
graphic vision and there is a section on the seventean
images of the Palladian mansion at Prior Park over-
looking Bath.

Lockey, like so many of his contemporaries, was fond

of the medieval ruin and recorded Farleigh Castle,
and the Abbeys at Glastonbury, Malmesbury and

Lacock, all near Bath. The assertion that Lockey may
be viewed as an antiguarian in his recording of
medieval architecture threatened with change is not
clearly substantiated though this deserves further
rasearch since it was a common tie between many
“amateur” photographers throughout Europe during
the 1850s. Similarly, the guestion posed as to
whether Lockey was either a peripatetic collector of
views or searching for the ideal image remains largely
unanswered.

This book continues the practice of the publisher Dirk
Nishen of producing important books on the history of
phatagraphy which include high quality reproductions
at extremely reasonable prices. Would that other pub-
lishers would follow this lead. (A.H.)

MATSONM, Eric, & THE AMERICAN COL-
ONY PHOTOGRAPHERS, JERUSALEM.
Palestine: 1898 - 1945,

This illustrated booklet was produced to accompany
the éxhibition of this name which was shown in 1990
at the Swedish Institute, Stockholm, Sweden. The
editor of the booklet and curator of the exhibition was
Rune Hassner, the Society's Vice president. It is of
interest to photographic historians not only for the
quality of the photographs but also because the
period covered was one before the creation of the
State of Israel. Palestine, at the turn of the century
was a kaleidoscopal collection of ethnic groups.
Fewer that one million people lived there but they
included Circassians, Druses, Serbs, nomadised
Turks and Berbers as well as black Palestinians. After
World War One Palestine was assigned to Great
Britain as a mandate. As a counter 1o Arab national-
ism Zionizsm toock root there and flourished. Eric
Matson, formerly Gastgifar Eric Mattson (1888-1977)
was born in N&s, Sweden, but in 1896 he accom-
panied his parents to settle in the Holy Land. For half
a century he worked for the photographic firm run by
the American Colony in Jerusalem and ook numer-
ous photagraphs in Palestine and countries bordering
the Eastern Mediterranean. He and his wile took over
the photographic business in the 1930s.

Eric Matson's remarkable collection of photographs is
archived in the files of the Library of Congress,
¥Washington, U.S.A. and conslitules a unique record
of historical importance.

Those interested in obtaining a copy of the booklet
should write to Mr. Rune Hassner, Curator, Hassel-
blad Centra, GAteborg, Sweden. (MFHF)

RIEGO AMEZAGA, Bemmado, Miguel Angel SAN-
CHEZ GOMEZ and Marie Loup SOUGEZ. La
fotografia y sus posibilidades documentales.
Universidad de Cantabria, 1989, pp.157. ISEN 84
872505

This present monograph is the result of conferences
given at the University of Cantabria (Spain). It bears
the sublitle “Una introduccion a su utilizacion en las
ciencias sociales”. The different texis examine the
contributions of the photographic medium to the
reproduction of reality and tha many conditions (tech-
nical, social, cultural) that influence such reproduc-
tion. Consequently the book is divided into two major
chapters; Photagraphy as document and photography
as technigue. The (translated) titles read as follows:
Photography and other iconographic processes used
in the 19th century (B. Riego); The evolution of the
photographic themes (M.L. Sougez); Photography
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and history: Analysis of a divorce - proposals for a
reconciliation (M.A. Sanchez Gomez); Is photography
a true representation of reality? (B. Riego). The gra-
phic arts and the reproduction of photographic docu-
ments (B. Riege); Documentary reproduction and the
use of microfilm (B. Riego). (L.R.)

THE BLITZ. THE PHOTOGRAPHY OF
GEORGE RODGER. Penguin Books, Lon-
don, 1990. ISBN 0-14-014513-3. pp.176
£10.99

Intreduction by Sir Tom Hopkinson, Picture Editor of
Picture Post, on the 50th anniversary of the London
Blitz.

Georga Rodger's photographs are historical docu-
ments and many of them are classics of wartime
photography. As photographer for Life magazine he
covered the Blitz as it affected the lives of hundreds
of ordinary English people. He saw and recorded all
aspects of life as the raids escalated including the
evacuation of children, life underground during raids,
rescue operations and the inherent cheerfulness of
the Londonir in times of adversity. These are not just
grisly pictures of the dead and dying bul are
remarkably informative of the conditions under which
paople lived and worked. The horrifying damage to
buildings shown in the Blitz and Rescue section has
its wryly humerous side in the photograph of a
Coventry postman standing bewildered when he finds
that many addresses have disappeared overnight.
There are some wonderfully tender pictures in The
Childran's Blitz section, in particular ‘A Young East-
Ender wears hiz helmet with pride’. There was no
such thing as an ordinary day for the children of the
Blitz.

George Rodger parted with Life magazine in 1947
and joined Robert Capa, Henri Cartier-Bresson and
David Seymour in founding the most famous of all
picture agencies, Magnum Photos. (MFHF)

KURTZ, Gerardo F. and Isabel ORTEGA"

150 Arios de Fotografia en La Biblioteca
Nacional Ministerio de Culiura, Direccion
General del Libro Y Bibliotecas, Ediciones El
Viso, Madrid, 1989, pp.376. ISBEN B84-88-
022-32-0.

The title to this book is more than a little deceptive
since it is far from merely being an inventory of the
substantial photographic holdings of the Biblicteca
Macional drawn up to celebrate the 150th anniversary
of photography. This is a most handsome and
impressive production which will graéafull'y adorn the
baokshelves of libraries of the history of photography.

The text is in Spanish with eaptions to illustrations in
the language of origin of the photograph/manuscript/
book.

There are seven chapters. An introductory essay by
Lee Fontanella is followed by a chapter on bibliegra-
phy covering the period 1839-1849, 1850-1939 and
1940-. Chapter Three, which is a substantial 121
pages long, is written by Marie-Loup Sougez and

deals with photography as illustration and photome-
chanical processes. Tha extracrdinarily rich collection

of Manuel Castellano (1828-1880), comprising of
some 18,000 images, is rightly given a whole chapter
since this history painter formed a particularly fine
and diverse serias of images ranging from Spanish
architecture, topography and portraits to views of
Roma and the middle east. Portraiture is dealt with in
the following chapter. The penultimate chapter covers
the Spanish Civil War and the final chapter lists
“loosa” or individual photographs including many mid
19th-century iriages by Juan Laurent one of the most
significant Spanish photographers of the second half
of the 19th cantury.

Particularly fine use has been made of small,
postage-stamp sized illustrations which accompany
many of the catalogue entries. The only section
whera this is not fully expleited is in the chapter on
portraiture,

This book-cum-catalogue not only indicates the
strength and depth of the Biblicteca Macicnal's
collection of material from north of the Pyrenees but
underlines the richness and diversity of 18th-century
Spanish photography. Furthermore, ils use as a
valuable research tool should also be noted. For
instance, BAJ/224-37 are the volumes of the Reports
by the Juries cn the 1851 Great Exhibition held in
Londan. All 160 photographs are individually listed
with descriptions, print size and page referance. This
ig, to tha raviewars knowledge, the first time this has
ever baan published.

It i5 hopad that this publication will act as a spur to
other authoritias, who are responsible for collactions
of photographs, to follow this fine example. (MFHF &
AH.) 2

GARTECKI, Juliusz W. and Grazyna PLUTECKA.
Fotografowie nietypowi (non-typical Photogra-
phars). Wydawnictwo Literackie, Krakow, 1987,
pp.374

This book written by Professor Garztecki (ESHPh)
and his wife Grazyna Plutecka consists of 12 life
stories .of Polish photographers andfor inventors in
the field of photography, living in the nineteenth cen-
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tury or at the turn of the century. There are biogra-
phies of M. Scholtz, daguerrectypist and lithographer;
K. Migurski, daguerreotypist and author of the first
Russian photographic manual; A Lipowitz, inventor of
one of tha first optical lightmeters; J. Lewicki, photo-
grapher and founder of the Portugal cartographic ser-
vice; J. Misczkowski, M. Dutkiewicz, W. Rzewuski, L.
Szacinski, founder of the Norwegian Photographic
Society; |. Kopernicki, emissary of Polish liberation
movement to the Balkans, anthropelogist of world
reknown and scientific photographer; J. Strozecki, co-
founder and first Secretary General of the Polish
Socialist Party, sentenced to many years in Siberia,
finally professional photographer; A. Ginsberg, con-
structor of many photographic lenses in german fac-
tories, finally founder of the first photo-optical factory
in Warsaw, famous during his lifetime for his excellent
“Planistygmat™ anastigmatic lens. A separate chapter
deals with a group of Polish pioneers of photography
in the Ukraine: J. Kordysz, M. Greim, W. Wysocki, F.
de Mezer and cthers. (L.R.)

KALDEWEI, Gerhard und Rolf SACHSSE ed. Dis
St Nicolai Pfarrkirche zu Calcar 1868 in Photo-
graphien. Boss-Verlag, Kleve, 1989, pp.87 DM
43.00

“Ein grosses Buch zu einer Kleinen Sachse” nennt
einer der Herausgeber den vorliegenden Katalog und
or dankt den Verleger fir das Wagnis, ihn herauszu-
geben. Tatsachlich ist diese Monographie wohl in die
Kategorie von Publikationen einzureihen, die Verleger
nicht in erster Linle aus lukrativen Uberlegungen
herausgeben. In diesem Sinne ist die Danksagung
angemessen. Zwel Begleittexte lielern die notwendi-
gen Erlauterungen. Mit der Geschichle des Calcar-
Albums macht uns Gerhard Kaldewel bekannt. Dar
Leidensweg der von C.F. Brandt 1868 in der St. Nico-
laikirche zu Kalcar aufgencmmen und von J.A. Wollf
ladiglich 1880 herausgegeben Bilder wird mit Einbe-
ziehung der lokalhistorischen Voraussetzungen ver-
standnisvoll geschildert. Reolf Sachsse wihit ainen
anderen Weg, um uns das photographische Werk
Brandts und den Begleittext des Kaplan Wolll naher
zu bringen. Er richtet seine Aufmerksamkeit auf die
Frage zur phatographischen Aufname mittelalterlicher
Altire. Er hebt hervor, “dass eine photographische
Dokumentation alles andere als wertnautral, sonderm
in vorbereitung. Durchfdhrung und endglltiger Pra-
sentation erheblich beeinflussbar ist.” In diesem
Sinne interpretiert Roll Sachsse die Aufnahmen und
weist auf die technischen und gestalterischen Besch-
rankungen der “niichteren und sachlichen™ Arbeit von
C.F. Brandt hin Sowie auf das Zentrale Problem der
Reprodukiion mittelalterlicher Kunstwerke im 189,
Jahrhundert. Sowohl die Geschichte der Photogra-
phie wie auch die Kunstgeschichte sind die Nulznies-
ser dieses schinen Buches. Es biatet reichlich Stoff

Zum Anschauen und Nachdenken und Kann bestens
empfohlen werden. (L.R.)

HEISZLER, Vilmos, Margit SZAKACS and Karoly
VOROS Photo Habsburg: Frederick Habsburg
and His Family. The Private Life of an Archduke.
Photographs by the Archduchess Isabela. Engl-
ish Translation by Wendy C. Saul. Corving, Buda-
pest, 1989, 171 pp. ISBN 963 13 2675 6

Threugh her marriage, the Archduchess lsabella was
a member of the wealthiest branch of the Habsburg
family living on vast estates in Hungary. Her husband,

the Archduke Frederick, pursued a military career,
eventually rising to command all Imperial and Royal

forces. The magnificence of their household reflected
the position and wealth of this Archducal family. Isa-
bella was an enthusiastic and gifted photographer.
Her photographs capture the Hapsburgs on family
occasions, summer holidays, outings and celab-
rations. Apart from her immediate family, Isabella also
photographed her guests, who stood at the pinnacle
of wealth, power and position. They included Crown
Prince Ferdinand and his wife, the Countess Sophie
Chotek - formerly her lady in waiting -her nephew by
marriage, Alphanso XIIl of Spain and Kaiser Wilhelm
Il: all caught forever in moments of relaxation before
the storm that was to sweep them all away. This
volume contains some 150 photographs taken or col-
lected by her which form part of a hoard which was
recently discovered in Budapest. The accompanying
taxt provides information on the Archduchal family
and on the photography themselves. It makes a
unique and unforgettable memoir of those years and
of that society.

THE MAGIC OF PHOTOGRAFHY, 12 EXHI-
BITIONS ON 150 YEARS OF HUNGARIAN
PHOTOGRAFPHY, 1839-1989

Thiz book serves as a catalogue for the contents of
the 12 exhibitions organized by Budapest At Weeks
and the Association of Hungarian Photographers. The
text is in both Hungarian and English.

The contents provide an axcellant reference, not only
io the exhibilions but also to the history of photogra-
phy in Hungary. There is informative text for each
exhibition, including one written by Colin Ford (mem-
ber of the Society's Executive Committes). The rest
are by Hungarian authors and critics. Lists of ‘Fhoto-
graphs on Display', relating to the exhibitions, are
comprehensive and illustrations are generous in
number. The exhibitions include The Daguerreotype;
Old Transylvanian People and Countryside; The
Hungarian Connection (shown at the National
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Museum of Photography, Film and Television, Brad-
ford, U.K.); War Album; Hungarians in Photography;
Hungarian Socio-Photography, Past and Present;
Fages from the Family Album as well as One Man
exhibitions of the work of Ferenc Veress, Janos
Miliner, Kéaroly Escher, Lengyel Lajos (Bauhaus
period), Rudolph Balogh, Kalman Kboris and Jozef

Pécei. The only point of criticism is the lack of quality
in the reproduction of the photographs. This is most
probably due to problems in a eountry recently
emerged from a communist regime of shortages. In
all other respects it is an excellent catalogue.

Publication contact: Micsarmok (Palace of Exhibi-
tions), Hosdk tere, Budapest XIV, Hungary. (MFHF)

Other Journals on the History of Photography

New England Journal of Photographic His-
tory Number 127 Spring 1990

This issue includes articles on “The First Fish-Eye
Lens" by Jack Naylor, "The Grun Liquid Lens" by
Dr. Rudolph Kingslake; and "The Bailey Report -
Mystery Solved? Who invented the 35mm Film
Magazine?"

For further information contact:

Photographic Historical Society of New England,
Inc. P.O. Box 189, West Newlon Station, Boston,
MA 02165, U.5.A. Telephone (617)-731-6603

Notes on Contributors

Nikon Journal  Volume Seven, Number Four,
June 30, 1990 (A Publication of The Nikon His-
torical Society)

As the title suggests, this joumnal restricts its
scope 10 Nikon equipment Short aricles in this
issue include “The Original Micro-Nikkor!” by
Robert Rotoloni and “The Black Mikkorex F1?” by
Per Kullenberg.

For further information contact

Robert Rotoloni, Editor, Nikon Journal, “RJA"
Publishing, Inc. PO Box 3213, Munster, IN
46321, USA FAX Number (708) B95-0796

Michael Hallett is Principal Lecturer in the
History of Photography, School of History of
Art, Design and Contextual Studies, Birming-
ham Polytechnic, England.

Dr. Philip Stokes is Senior Lecturer in
Photography, Department of Visual Aris,
Nottingham Polytechnic, England.

Ross Murray graduated with a BA in Photo-
graphic Studies from Napier Polytechnic,
Edinburgh, Scotland in 1990.

Sidney Ray is Senior Lecturer in Photo-
graphic and Electronic Imaging Sciences,
School of Communication, Polytechnic of
Central London.
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