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Mirrored Reflections in Photography
by Ingeborg Th. Leijerzapf

HOTOGRAPHY and mimmored reflec-
P tions are fraternally linked in the optical

and psychological chaos of observation.
When one looks at a reflection or views a
photographs one is continually confronted with
half truths, illusions, associations and distorted
perspective. In the first instance, photography
appears as no cther aesthetic medium to be a
reflection of reality, but when studying and
analyzing one stumbles on an unsuspected
complaxity of deceptive appearances and inter-
pretations. Characteristic for photography is the
heated and ever continuing debate of the
medium's truthfulness. As no other visual ar
photography is capable of approaching reality to
a dangerous degree, so close, indeed, that the
photograph is a priori attributed a faithful charac-
ter. The cliche “photography cannot lie" s more
frequently heard than “photography always lies",
but both statements contain an equal truth gince
photography embraces both objective and sub-
jective elemeants.

Photography as a mirror of
nature

Photographic technique is itself already closely
related to reflection through the principle of the
photocamera in which the photographed object is
reflected onto a negative by means of light rays,

with or without the aid of a lens. In one of the
modern camera types, the reflex camera, the
mirror has an essential function in framing and
focusing the object. However, the mirror was also
a vital component of the camera obscura, the
predecessor of the photocamera. During the
aighteanth century it was scaled down to a
compact and manageable size and was much
used by topographers and landscape designers,
The camera cbscura’s mirror effected the reflec-
tion of light entering the lens onte a focusing
screen mounted on the upper side of the camera;
the light made visible an image of that part of the
surroundings at which the lens was diractad. At
least one exponent of the camera obscura,
William Henry Fox Talbot, claimed that he could
capture the landscape's reflection on his focusing
screen and did all he could to realise this dream,
The art of photography, discovered and develo-
ped in the first half of the nineteenth cantury, was
for the artist of that time a direct writing or
drawing of nature itself. Nicéphore Niépce, who
was the first to achieve a lasting photographic
result in 1826, devised many names for the
medium such as physautography = painting of
nature, physautotype = a copy of nature, and
iconotauphyse = a portrait of nature.' Tha final
name of 'photography’ = writing or reprasentation
by light, was probably introduced by the German
astronomer Johann von Maedler and the English
sciantist Sir John Herschel2 Early writers about

liustration 1. J Reynolds (dates unknown) stereaphotograph, ¢1860. Hand-coloured albumin print. Coll. Printroom, Leidan Univarsity
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llustration 2. Edward Steichen (1879-1973). Litle
Round Mirror, 1902. From: Edward Steichen, A Lifein
Photography, NY 1963, illus 25.

photography described it as a Mirror of Natura,
which meant, more or less, a true reflection of
nature.? But photographs are lasting objects
while reflections are flesting. The title 'Mirror with
a Mamory', that, for instance, was used by Aaron
Scharf in his book Pioneers of Photography is a
description that perhaps better suits the medium.

Eroticism and Symbolism

Since the discovery of photography the mirror
has played an important role as an object in the
photographic image. During the nineteenth cen-
tury it conformed to the traditional role as in the
art of painting, while in the twentieth century it
performed in an innovative way inherent to the
new conceptions about art and photography.
Elaborating on the themas of past periods in
painting the mirrcred reflection was introduced
into photography as a symbol of beauty, vanity
and transience, but often more piquant than had
been proper in the plastic arts. It became
particularly popular in stereophotography. Series
of picture-stories with moralising and vivacious
subjects enjoyed a considerable circulation. The
mirror occupied a prominent place in this and
was often used in an inventive and subtle way,
as for example J. Reynolds' stereophotograph
dated 1860 (lll.1). The photographer has taken a

still-life with an owval mirror, in itself quite in-
nocant. One obsarves a scene in the mirror that
is not in front of the camera lens and therefore
outside the photographer's field of vision: photo-
graphed illusion. This deception has probably
been chosen with the conviction that such erotic
scenas within tha limited bounds of the mirror
would be less offensive to the predominantly
Christian and prudish classes of nineteanth
century Europe.

MNevertheless, boudoir scenes with daring
poses directly photographed, unaided by indirect
devices, were also produced in excess. The
mirror functioned in these scenes to reflect the
non-visible angles of the posing model. The
image seemad more plastic and it facilitated the
possibility of showing even more naked pars of
the modal.

The stereccard industry applied a whole range
of reflective functions vanity, exhibitionism and
morals were woven into the picture and,
naturally, the commarcially attractive erotic ala-
meant was not naglactad.

During the fifties and sixties of the ninateanth
cantury efforts to introduce artistic vision into
photography met with mixed success, paricularly
in Great Britain and France. Experiments were
conducted making composite photographs con-
structed from different negatives or with carefully
studied poses and compositions. The ambitious
photographer took neither reality nor nature but
the art of painting as a preeminent example.
Photography achieved an important breakthrough
internationally during the last quarter of the
nineteenth century. Indeed, while stil under the
influence of painting photography found a
‘modus’ arrangemeant in which it could manifest
itself expressively and creatively. In style it
identified closely with Impressionism and Jugen-
stil, in content it leaned strongly towards Symbaol-
ism and technically it had its own graphic
discovaries: the so-called fine printing processes,
techniques such as gum print, bromoil print and
carbon print, etc. which closely resembled the
graphic techniques. the photograph was now far
removed from the sharply focused documentary
pictures that had been developed in previous
decades.

An exquisite example of this new form, dis-
covered by art photographers around the turn of
the century, is ‘Little Round Mirror' by Edward
Steichen (II.2) of 1902 and in the form of a gum
print.4 We are shown a female nude in front of a
mirror. What could the photograph’s intention be
other than a symbol of beauty and seduction?
The photographer has porirayed the nude's back
discreatly in soft flowing lines exposed in a
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lllustration 3. George Hendrik Braitner (1857-1923).
Nude Study. ¢1890-5. Modern print { 1988) from the
original negative. Cell. Printroom, Laiden University

lustration 4. Wiillem Witsen (1860-1923). His wife
Betsy with son Enic, c1858. Modemn print | 1988) from
eriginal negative. Coll. Printroom, Laiden University.

harmoniously matching light. Here the mirmror
serves minimally as a reflection of the non-visible
parts, the nude's front is not in wview and
therefore the picture's erotic content is wvery
subdued. Indeed, while the suggestion remains
the attention is specifically drawn to the classical
beauty of the female form rather as a universal
ideal of beauty than as an object of sensuality.
The photographer's "elevated thoughts" place
his photograph ‘Little Round Mirrer’ on a higher
plane than the stereophotographs of earlier
years. The mimor has a comparable, refarring
function for concepts such as "Vanitas' and
‘Prudentia’ but plays a wvery reserved par,
reduced to a mere sign.

The female nude and her reflection form an
interesting part of George Hendrik Breitner's
experimental photography. Breitner took as
saries of nude exposures in his studio, utilizing
mimrors in order to show his model from various
angles (lI.3). As far as is known he was the first
in the Metharlands to include nude photography
in his repertcire.® The mirmored effects in his
nude photographs had to some extent the same
meaning for Breitner as for Edward Steichen but
eroticism played a greater part. However, Breit-
nar was also deeply concerned with another
aspect: the mirror's capacity to create a sugges-
tion of space.

Spatial Relations

Since the last quarter of the nineteenth century
a function was yet found for the mirrer othar than
symbolic, namely as a spatial innovation and a
rhythmical repeating element. Breitner's friand
and colleague, Willem Witsen, painter, etcher
and amateur photographer used mirrors regularly
in the photographic portraits he took of family
and friends in his studio (llustration 4). Witsen
arranged his compositions so that the mirror
created not only rhythmically constructed images
but also achieved a plasticity: one sees the
subject from two angles which produce a sculp-
tural effect, further heightened by the reflection of
light in the mirror. However, Witsen was espe-
cially fascinated by the spatial effects 1o be
achieved by working with mirrors. One sees
various parts of his studio, the one immediately
in front of the camera lens and that which falls
just outside the lens’ range. Thanks to the mirror,
the photographed area is in fact doubled. In early
stereophotography playing with the space before,
next to or behind the camera’s lens had already
been applied but the mirror's innovative spatial
function had not then any real importance. The
absance of this rola is almost unthinkable in
twentieth century photography.
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llustration 5. Henri Berssenbrugge (1873-1959). Rot-
tardam, Ofd Fishmarkef, c1910. Latar Print (¢1930) from
the original negative. Coll. Printroem, Leiden University,

Around the turn of the century art photography
mastered a new variation on mirrored effects, i.e.
reflections in wet and smooth surfaces, inspired
by the Impressionists. As in painting the photo-
grapher took to nature, abandoning the studio,
confronting his lens with new themes like rain,
snow and storms. In 1810 Henri Berssenbrugge,
father of Dutch art photography showed in a
photo of children playing in the street how a wet
road surface could play a creative part in the
composition (illustration 5) The position of the
photographer's camera could not be explained
without the reflection of the children in the water.
In later decades photographers would go so far
that in comparable subjects the children would
be left out altogether and the reflection itself
chosen as the dominant subject. In 1910 this
choice was not yet feasible for Berssenbrugge.

In the water rich Netherlands photographing
objects mirrored in water has become immensely
popular. More often than not the effects are
formal rather than illusionary. The actual subject
of the photograph is the form, the symmetry of
the landscape in the reality and its reflection in
water. Particularly in simple landscapes featuring
a low horizon the doubling effects lean towards
the abstract. For many years now this type of
photography has met with huge success in
amateur photography competitions, calendars
and postcards.

In the late twenties and early thities - the
years of the New Functionalism and New Photo-
graphy - the form aspects of reflection became
an important element of the picture. Experiment-
ing in form was an absolute 'must’ for avant-
garde photographers and during these expari-
ments mirrors were placed in every conceivable
position to examine their effects. The French
photographer Florence Henri acquired special
fame with her ‘constructivist' photography in
which a strong Cubist influence is present both in
the deployment of objects and in the research
into perspective.* For example she, she posi-
tioned several differant mimors around an object
so that there appeared to be a question of
continuing space even though there was no
continuity of perspective. Florence Henri particu-
larly concerned herself with the problems voiced
by the Russian constructivist and photographer
Alexander Rodtschenko in 1934 when he tried to
put a new definition of photography into words:
“contradictions of perspactive, contrasts of light,
contrasts of form, points of view impossible to
achieve in drawing and painting."”

Florence Henri also toyed with the identity of
the mirror itself. In one of her self-portraits her
image is reflected in a framed mirror standing
against a wall: the bodily presence of the
photographer is absent from the photograph thus
creating the impression that a framed photograph
is propped up against the wall. In another
photograph she suggests this effect of a framed
portrait even stronger by avoiding any reflection
of the surrounding space: there is no connaction
between the photographed area and the reflec-
fion. Thus the mirror loses its identity and the
photographed reflection becomes, as it were, an
autonomous picture within the photograph.

In a similar manner the painter-photographer
Paul Citroen took a photograph in which the
mirror has an ambiguous part (illustration 6) the
question is whether we see the portrayed indivi-
duals, John Fernhout and Paul Citroen himsalf,
as the reflection in an oval mirrer hanging in the
room or is there a photograph in the oval frame
hanging on the wall in the photographed room?
In the first instance the association is directly that
of a mirror bacause the room would seem to be a
bathroom but on a closer inspection one has to
doubt the certainty of this. The angle from which
the photographer must have taken the photo-
graph seems to be in conflict with a possible
reéflaction of the photographer at that particular
place at the wall.

The limited number of experiments with mirors
conducted by Dutch photographers of the New
Photography period - men such as Paul Citroen
or for example Paul Schuitema or Gerrit Kiljan
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Niustration &. Paul Citroen { 1896-1983). Self portrait with
John Fernhout, 1929. Modem print (¢1968) from the ori-
ginal negative. Call. Printroom, Leiden University.

(ilustration 7) - were certainly worth the effort but
none of them equalled the subtlety and refine-
ment reached by Florence Henri in her numerous
mirrored effects.

Autobiographical Reflections

The development of the photographic self-
portrait is a chapter of photography in which the
mirror plays a major part. For centuries the mirror
has been an indispensable attribute for the artist
portraying himself in paint. Similarly, it was
utilized by the photographer, but, above all, he
discovered a new associative significance in the
mirror's use.

Otto Steinert, a German photographer and
teacher at the Folkwangschule in Essen, initiated
an imporant stimulus in a new direction. Steinert
asked renowned and lesser known photogra-
phars throughout the world to send him a
self-portrait to be included in an exhibition and
accompanying book entitled: ‘Selbstportraits’ in
1961.2 this collection was to become an interast-
ing source of study not only because of the
beautiful photographs and fascinating portraits
but also from a sociological point of view.
Steinert forced the photographers to reveal
themselves to the human race, as it were, and to

pondar on how they wanted to do this. They were
requested to choose either an already existing
portrait or 1o take a self-portrait -perhaps for the
first time - and in doing so create a pose. The
book came to contain a vast variety of photo-
graphs in which the mirror had clearly been an
important tool for many photographers.

Just as varied is the Dutch book of photogra-
phy devoted to self-portraits published in 1984
and titled ‘seeing and being seen, photographic
salf reflections in the Metherlands’.® The study's
title wnderlines the elament of self-reflection in
the self-portrait. Using mirrors to play with time,
reality and deceptive appearances in the self-
portrait produced a high degree of sophistication.
But tha primary concarn is self examination: the
mirror as an autobiographical reflection. It is an
important phenomenon that the photographer
can show his portrait to the viewer as he always
seas himself, namely as a ‘reversed reflection.’
Another major aspect of the many self-portraits in
Steinart’s book and in “Seeing and being seen’ is
the context in which the photographers reveal
themselves via mirrors. The Pole Hilmar Pabel,
for instance, photographed himself before a
mirror reflacting a ballroom, complate with crystal
chandeliers and society folk exchanging niceties,
creating the impression that he was not just a
simple street photographer but was recaived in
better circles. Behold the male sex's mirror of
vanity!

The Dutchwoman Marianne Dommisse photo-
graphed herself via a mirror hanging on a wall
between her photographs. In using this combina-
tion she tries to tell us something about her ewn
personality. Her camera is also in the picture.
Just as the painter depicted his palette in his
work the photographer wishes to show us that
his camera is his most vital tool. it also raveals
the identity of the portrayed person, in addition
the camera type gives us a clue to the photogra-
pher's specialisation. A photojournalist prefers a
35mm camera while the studio photographer
uses a plate cameara.

Numerous variations and as many decaptions
have resulted from the combination of self-
portrait and mimrors. Each photographer poses
his own problems and seeks his own solutions.

A Mirror of the Soul.

Compared to the previous century twentieth
century photography allows moralism as less
coercive character but it has not altogether
disappearad. Social relationships can be just as
good a reason to take suggestive pictures, as for
instance, in the fascinating photograph taken by




Mirrored Reflections in Photography Photoresearcher

the Dutch photographer Emmy Andriesse (illust-
ration 8). She photographed a manneguin modal-
ling a fur-wrap, choosing such a low vantage
point that the visible area of the room is limited 1o
the walls and ceiling. The only attributes in the
room are a hatstand and a mirror. The latter
reflects not - as one would expect - the
mannequin's image but that of a man who, with
his hands in his pockets, is looking at her. His
image is reflected by a second mirror in the room
not visible in the photograph. The man's pre-
sence is, of course, determined by his function:
he could be the designer of the art director. But
the photographer, Emmy Andriesse, has assig-
naed him another function: she casts the role
models in the photograph. The man's critically
approving glance, the woman's seductive look
and her liking for beautiful clothes creates the
confirmation of a social attitude that the photo-
grapher apparently wishes to question.

This much is clear, in the century and a half of lllustration 7. Gerrit Kiljan (1891-1968). Self portraft, ¢1930. Modemn

the medium's existance the miror's function in print (1988) from the oniginal negative. Coll. Printroom, Leiden
photography has become increasingly complex University.

and significant. The creative potential does not
appear to have been exhausted by any means. It
is not possible to show the latest results of every
new idea. An cbvious yet still little applied one in
Dutch photography is the mirror's use in narrative
film scenes of the kind Herman van den Boom
photographed (illustration 9). In a cerain sense
such an image is not very far removed from our
first example, the stereophotograph with its story
telling character. In his photograph van den
Boom sets the scene of his story by means of
associative reflections. One sees a male form
suddenly loom large through a car's windscreen,
blurred as in rapid movement. A woman's face
covaerad by her hands is visible in the car's
rear-view mirror. This attitude of hands covering
the face is known in the history of at as a
dramatic pose, so here it might be a viclent
reaction of panic or fright. These two images
within one framework force an association on the
viewer: the thought of a terrifying experience and
an impending accident. The mimor here is not
simply a means by which two different areas are
brought together in one image but rather a
means to visualise a filmic continuation by the
associative combination of two momants.

The American photographer Duane Michals is
an outstanding representative of narrative photo-
graphy. However, his work is far more literary
that filmic. For him text is an inseparable part of
the image he makes, associative texts rather
than explanatory that have a powerful influenca

on the reception of his work. He utilizes mimored llusiration 8. Emmy Andriesse (1914-1953). Baimain
effects in an original way as one can see in his show, ¢1950. Gelatine silver print. Coll. Printroom, Lei-
own book of photographs ‘Real Dreams'."® For den University.
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example, in one of his photographs he portrays
himself super-imposed on his own reflection with
the reflection of a young man next to him. Tha
text under the photograph reads “In my dream |
saw the face of my unborn son." The images
here are not intended as reflections of outward
appearance but of subconscious thoughts.

A source of inspiration for many present day
artists and photographers is the phenomenon of
our being conditioned in seeing by tradition and
by automatic expectation patterns. Increasingly,
we find ourselves rapped over the fingers when
we daign fo think we know what we are looking
forl Through strange and alien pictures, sugges-
tive, associative and creative forces are con-
tinually at work to rob us of every last straw of
reality only to reveal that same reality to us with
renewed ayes.

The task that many photographers have set
themselvas since the 1970s has been to put the
understanding of what reality is under pressura.
They manipulate with the medium's so-called
truthfulness, adding to this the often thankiful use
of made of illusionary mirrared effects.

The wision of photography knows more
nuances. The American photohistorian John
Szarkowski in his book and exhibition ‘Mirrors

and Windows®, published in 1978, draws a
distinction between a more or less objective,
documentary photography in which one looks
from outside in through a window, as it were, and
the more subjective, creative photography in
which by means of a mirror (the photograph!)
one looks into the soul of the artist.

Oscar Wilde once said "Art never expresses
anything but itself.""" Whether a photograph lies
or not, whather it be a reflection of reality or of
the soul it is, above all, a form of depiction that
has its own value.
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Photography and mirrored
reflections are linked through
the viewers perception of half
truths, illusions, associations
and distorted perspective. Dur-
ing the 19th century the use of
mirrors in photographed scene
varied from stereccards in
which applied a whole range of
reflactive functions vanity, exhi-
bitionism and morals were
woven into the picture, to Stei-
chen's nude study the ‘Little
Round Mimor'. Spatial effects
brought about when working
with mirrors were studied pho-
tographically by the Dutch pain-
ter Witsen while others used
the reflections caused by water
as the basis of their expari-
ments. Objects mirrored in
water became immensely
popular. Florence Henri,
strongly influenced by Cubism,
used mirrors 1o achieve the
effect of continuing space. Paul
Citrcen used the mirror to
create portraits which played
on the ambiguity of whether
there the image was photo-
graphic or a mirrored image.
More recently several photo-
graphers, including Duane
Michals, have created portraits
which use the mirror as a form
of aulobiographical reflection
which locks “into the soul of
the artist.”

Photographie und Spiegal
reflexionen sind durch des

_

Befrachters Wahrnehmung von
Halbwahrheaiten, lllusionen,
Beziehung und verzerte Pars-
pektive verbunden.

Im 19. Jahrhundert variarte
der Gebrauch von Spiegeln in
photographierten Szenen von
Sterackarten, in welchen eine
ganze Reihe wvon reflektiven
Funktionen z.B. Einbildungen,
Exhibitionismus und Moral in
das Bild eingewoben war, bis
Zu Streichens Akistudie der
“Little Round Mirror".

Raumliche Effekte, die durch
das Arbeiten mir Spiegeln her-
vorgerufen wurden, studierte
photographisch der hollan-
dische Maler Witsen wéhrend
Andere die Wiederspiegalung
durch Wasser fir ihre Experi-
mente nutztan,

Objekte, die sich im Wasser
spiegelten wurden sehr beliebt.
Florence Henri, die vom Kubis-
mus beeinflusst war, banutzie
Spiegel um den Effekt das un-
endlichen Raumes zu erhalten.
Paul Citroen nahm den Spie-
gal, um Porrits herzustellen,
die mit dem Doppelsinn spiel-
ten, ob ein Bild photographiert
war oder ein Spiegelbild,

In neurer Zeit haben Photo-
graphen, Duane Michals
eingaschlossen, Portrits
gemacht, die den Spiegel als
Form autobiographischer
Reflektion nutzen, die in die
Seele des Kinstlers blickt,

Les demi-vérités.,, les illu-
sions, les associations et la
perspective déformée pergues
par le spectateur forment un
lien entre la photographie et
l'image du mircir. Au dix-neu-
vieme sidcle les différences
fagons de se servir des mirgirs
dans la photographie variaiant
des ‘“stéreocaries” dans
laguelles se tissaient une multi-
plicité de fonctions auto-ré&flé-
chias, la vanité, ['exhibition-
nisme, la moralité, jusqu'a la
Figure nue de Steichan intitulée
“Petit miroir rond”. Le peintre
hollandais Witsen explorait
photographiguement les effets
spatiaux produits par les
miroirs, tandis que d'autres
dondaient leur expérimen-
tations sur les reflets produits
par l'eau. Les objets reflétas
dans l'eau étaient fort popu-
laires. Florence Henri, tras in-
fluenged par le cubisme, se
servait des miroirs pour obtenir
l'effet d'un espace non-clos.
Paul Citroen s'en sarvait égale-
ment pour créer des protraits
qui jouaient sur I'ambiguité de
l'image photographiée et
limage reflétée du miroir. Plus
récemment plusiers photo-
graphes, y compris Duane
Michals, ont créé des portraits
ou le miroir & pour fonction une
sorte d'image autobiographique
pour percevoir “l'dine de
l'artiste.”
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Women Photographers in Nineteenth-
Century California (USA) - An Overview

by Peter E Palmquist

OW many women were active in Cali-

fornia photography before 19017 At

least 850 have thus far been identified
by name. This number represents a wide range
of occupations including female photographers
and gallery operators, retouchers and colourists,
printers and finishers, clerks and bookkeepers;
all participants in commercial photography
generally, Also included in this group are a
number of advanced amateur and fine-art photo-
graphers.!

However, it is likely that this number is actually
quite low by comparison to the potential quantity
of women workers often not identified because of
poor record-keeping, or, in some cases, an
out-right prejudice concerning women in the
work-place. For instance, many women were not
listed in public records simply because they did
not qualfy as a head-of-household. In other
cases, the woman's occupational role is obs-
curad due fo the exclusive use of her husband's
name in business matters. Nevertheless, wives
of male photographers were almost always
expected fo help in her husband's business
despite their additional rasponsibilities as home-
makers and mothers; seldom was a wife's work
given its proper due. Even less likely to be
recorded were the large numbers of women who
did “piece work”; generally women who parfor-
med tedious and low-paying tasks.

| first began researching California photogra-
phers some twenty years ago. In the beginning |
limited myself to those individuals who actually
advertised themselves as professional photogra-
phers. It was not untl | began an extensive
reading of California census records, city and
regional business directories, local newspaper
accounts, and viewed the tens of thousands of
surviving photographs that | came upon hun-
dreds of photographers who apparently never
advertised.2 This was especially true of women in
photography.

As my research continued, there was also
increasing evidence that a great many women
worked at various trades within photography. Nor
was this a static or unchanging situation. Fre-

quently, over time, the same woman might be
observed in multiple rolas, working first as a
retoucher, then as a camera operator before
finally becoming a gallery owner. Some women
were active in the photography field for periods
as long as 40 years, others for only a few
months. Finally, there were the amateur photo-
graphers, especially those who regularly partici-
pated in camera clubs and/or exhibited in the
various fine-art salons common at the turn-
of-the-century. Consequently | resclved to keep
track of all women who had any connection with
the photographic industry. In the process |
created four broad categories of photographic
aclivity as an aid to my study:

1. Gallery owners (exhibited financial contral)
2. Photographers (actual camera operators)

3.Workforce A. Labour (i.e., clerks, printers,
finishers and the Like) B. Afists (colourists,
ratouchers, and so forth)

4. Amateur and fine-art photographers

The 850 women whose names | have gathered
fit into one or more of these divisions.? My next
goal was to gather information concerning their
lives. In some cases | found extensive biographi-
cal data while in other cases only the merest
mention of their existence has been recorded.

Not surprisingly, there remain a large number
of unanswered or only partially-answered ques-
tions concerning the lives of these women. How
many were amateur photographars before thay
finally became professional? How may we dif-
ferentiate between the work done by a woman
married to a photographer from that of her
husband? How many were foreign-born, or the
sole support of their family, etc. Quantitative
details such as salary received or information
concerning the level of social status afforded
these women is also in short supply. Obviously
there is much research that remains to be
accomplished before we will have a true picture
of the significant role played by women in the
history of photography. The 1910 United States
Census, for example, indicates that woman

—_— “
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formed at least 20% of the workforce in American
photography.

The first women to advertise as a photogra-
pher in California was Mrs. Julia Shannon, who,
in January 1850, advertised herself as a
“daguerrean” in San Francisco. With true entre-
pranaurial spirit she also touted herself as a
midwife with “rooms opposite the hospital."*The
first known male photographer in San Francisco
was Richard Carr who was active almost exactly
one year earlier,

While Julia probably conducted her portrait
gallery in much the same way as her male
counterparts, there was also evidence of a
perceptual difference accorded her gender. In
January 1850, for instance, a San Francisco
newspaper reporter expressed the prevailing
local interest and sceptical attitude toward Shan-
non - and women on the El Dorado frontier
generally - when he wrote: “[Daguerrectype
likenesses] taken in a very superior manner, and
by a real live lady too . . . Give her a call,
gents."s

Although relatively little is known about Julia
Shannon, it is clear that she was a participant of
the rough and tumble times of Gold Rush San
Francisco as evidenced on 4th May, 1851, when
Julia lost two houses worth $7,000 in one of the
city's many destructive fires.¢ Sadly, | am un-
aware of any surviving daguerreotypes known to
have been taken by Mrs. Shannon, nor do | know
what eventually happened to her. Yet, even if
only a pipedream, | would like to believe that the
following advertisament may have been pennad
by our illustrious photographer/midwife:

HUSBAND WANTED. Whereas my husband
has lately left my bed and board without
provocation on my pant, | hereby advertise for
a suitable person to fill the vacancy thus
caused. The gentleman applying must have
blue eyes, light coloured mustache (my hus-
band had black) an aftractive goatee and a
genteel figure. He must be not over twenty-
five years of age, well educated, of unexcep-
tionable morals, and agreeable address. It is a
requisite that his personal encumbrances
should be limited, and his prospective fortunes
flattering. Mo gamblers need apply. Address
JULIA?

With Julia Shannon gone from the scene by
1852, the California photographic stage appears
o have remained empty of female players until
June 1857, when a Miss Hudson advertised
herself as a travelling photographer in the little
village of Oroville in Butte County:

MISS HUDSON & CO/ EXCELSIOR AMBRO-
TYPES, MALAINOTYPES, DAGUERREO-

TYPES! / MISS HUDSON, having perfected
herself in the art, cannot fail to please her
friends and patrons. Will remain at Oroville, in
the Empire Hotel, room No. 18./ CALL AND
SEE. Children’s likenesses guaranteed.®

The following spring, Miss Elisa Anderson advart-
ised her presence in Santa Rosa in Sonoma
County, north of San Francisco. She indicated
that her gallery was well equipped and that she
had received training “from some of the best
artists [i.e., daguerrean artists] in the country.”
Aftar promising to take only pictures of the "most
perfect kind," she extended an invitation to the
ladies “in particular” to call and examine speci-
mens of her work.®

Shannon, Hudson and Anderson were followed
by a slowly increasing number of women photo-
graphers during the 1860s. Geographically, thay
ranged from the northern mid-state region of San
Francisco and Sacramento northward to Yreka in
Siskiyou County, only a short distance from the
Oregon border.10

Mrs. Rudolph, who settled in Mevada City in
Nevada County, is a example of a woman who
was trained as a daguerrean bafore her arrival in
California. Born Julia A. Swift, she received early
training as a public schoolteacher in Litchfiald,
Connecticut, where she obtained her teaching
certificate on May [Sth, 1839, the same year as
the electrifying announcement of the daguerreo-
type process. 11

From 1852 to 1855 she worked for daguarrean
Daniel D. T. Davie in Utica, New York. In April
1856 she arrived in Mevada City, California,
where she took over the G.0. Kilbourn Gallery on
Commercial Street. At that time she called
herself “Mrs. Julia A. Raymond."'2 In July her
gallery bumed to the ground, yet by Septamber
she had completely rebuilt it and was back in
business as a portrait photographer.!3 By Octo-
ber she had reverted to her maiden name, Julia
A. Swift “formerly Mrs. Raymond.” She continued
her photography business until her marriage in
1860 to a local druggist, James P. Rudolph. By
1865 she had opened a second gallery in
Sacramento (California’s state capital), and bet-
ween the years 1B65-1888 she shifted her
gallery alternately between Sacramento and
Nevada City."* Her 36-year tenure as a Califor-
nia photographer is remarkable and seldom
surpassed by a photographer of any era. Surviv-
ing examples of her portraiture attest to her
competence as a professional photographer.

During the 1870s there were many new portrait
galleries in California, of which most were
operated by men with families. Clearly, wives
and/or daughters of these photographers were
expected to assist in these establishments. John
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D. Godeus, for example, married Mary A. Kemp
in 1BE65, shortly before he became a photogra-
pher, or photographic assistant, in San Fran-
cisco's South Park Photagraph Gallery. By 1872
he had opened his own People's Art Gallery
where he was assisted by his wife and later his
daughter. When Godeus died in 1895 his wife
toock over the business and operated it success-
fully for a number of years.1s

Many women learned photography from their
husbands; some wives did the hand colouring or
retouching, often combining her work with the
traditional duties of a mother and manager of the
family home. One woman active in the state of
Washington, interviewed after having spent
nearly 50 years processing and printing her
husband's negatives was clearly surprised by all
the fuss when she observed: “There isn't much
to say. | only did my duty. Any good wife would
have done as much. Photography was my
husband's business, and it was my job to help. |
tried never to let him down. . . | see nothing
especially noteworthy about that."16

Although women seldom got credit for thair
role as helpmates in photography, there were
some notable exceptions. A “Mr. and Mrs.
Morris" 7shared equal billing in Santa Cruz, and
the parnership of “Wm S. Young & Daughter"
did travelling photography near Fresno in 1874,

llustration 1. Mrs Eliza W Withington. Miner's Headguarters by the River, 1874,

Copy from a steregraph. Withington was one of very few femala photographers to
makea stereographs in California.

The Young's advertisement typified the way a
travelling portrait operation worked:

PHOTOGRAPHIC. Mothing, unless it be a
letter, gives more pleasure in proportion to its
cost than a photograph. A likeness of yoursalf
or a picture of your residence would be
esteemed beyond price to your friands in the
East . . . WM. 5. YOUNG and DAUGHTER,
Photographers, of Centerville, will be in dif-
ferent places in Frasno county, as follows: At
DRY CREEK ACADEMY, April 1st; MILLER-
TON, April 10th; BUCHANAN, April 20th. Rain
or an unexpected amount of work may delay
any one of these appointments a day or so,
but they will endeavor 1o be “on time" . . _ they
earnestly request their patrons to favor them
with calls as soon as they open, that they may
be kept busy. 8

The Young's advertisement placed an empha-
sis on poriraiture. This was where most of the
money was made, so much so that it has been
estimated that at least 90% of all 19th century
photographs were portraits. This does not mean
that women did not take outdoor or landscape
images in California. In fact, Mrs. Withington
used her outer skins as a portable darktent.’

Mrs. Eliza W. Withington hailed from a tiny dot
of a town called lone City in rural Amador
County. Not only did she make a business of
taking landscape photographs, but she wrote an
article concerning her techniques called “How a
Woman Makes Landscape Photographs.™® In it
she explained that she often travelled great
distances "by stage[coach), private conveyance,
or fruit wagons" in search of suitable subjects.

During the hot summer months, she explained,
she “began to finish up and dismiss local work,
clean 5 x 8 [inch glass] plates, select and
arrange my chemicals in compact little packages
or small bottles . . . [so that] | may hie me to the
mountains."® 1876, the year her article was
published, travelling photography required a
backbreaking amount of cumbersome equipment,
especially because glass-plate negatives using
the wet collodion process had to be sensitized
and processed in the field. Even her camera was
a considerable handful by comparison to today's
point and-shoot 35mm photography:

[My] camera, the pet, consists of a pair of
Vorrison lenses, a Philadelphia box and tripod;
on short distances | usually carry these,
having the [tripod] legs doubled up and tied,
but, if riding far, and | do not want to use it |
take out the [tripod] screw, invert the lanses,
i.e. turn them into the [camera] box, turn up
the bed frame, and wrap (it all] up in the
skirt-tent and pack away.2!
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Enter the “skirt-tent." Imagine, if you will, Mrs.
Withington as she travelled around the country-
side by stagecoach. Assuming her armrival at a
suitable rest-stop, she would get out her camera
and assemble it. After focusing on the subject of
her choice, she had to sensitize her glass plate.
This had to be done in a darkroom or darktent.
She did not always have time to set up her
portable dark-tant:

| improvised one by taking a dark, thick dress
skirt, that was well fringed (i.e., weighted with
sticks and rocks), sewing two thicknesses of
black calico to the bottom, then, when | knew
of a view that we were to pass, | would
sensitize a plate and by wrapping a wet towel
around the plateholder, and over that the
focusing cloth, | have carried [the plates as
long as] three hours. When the exposure has
baan mada, | throw the skirt over the camera,
and pin [its] band closa to the camera box [the
camera tripod supported the “dress dark-tent"”]
. . .If the sun is bright, and too much light
enters, | throw over all a heavy travelling
shawl, and the water, [safelight] lamp, and
developer, | slip under cover, develop the view
[l.e., negative], wash and replace in the
plateholder until a more convenient time for
fixing and varnishing.22
Mrs. Withington was as completely practical as
she was innovative. In addition to her photo-
graphic kit she also carried a “strong black-linen,
cane-headed parasol.” She used her parasol “to
shade her camera lenses with, or to break the
wind from the camera; and for climbing moun-
tains or sliding into ravines [as] a true and safe
alpenstock. 22

Mrs, Withington's account is one of our most
detailed description of a California field photogra-
pher during the 1870s and well worth reading in
its entirety. Since her working arena was ona of
California’s most sparsely populated and rugged
districts, it speaks highly of her personal courage
and fortitude. One cannot help but admire the
great energy and initiative that her surviving
photographs demonstrate. Her stereoscopic
views of gritty mining activities, often taken under
very difficult conditions, are inspirational.2¢

As | learned of Mrs. Withington's adventurous
travelling technique, | assumed that she was a
young woman. In fact, she was 5| years old when
she wrote her article in 1876. She died the
following year from unknown causes.?s

Less glamorous, but equally important, were
the women employed in supporting roles in
California photography. Some were gallery
clerks, others served as print finishers or nega-
tive retouchers and a few operated as indepen-
dent sales agents. Information concerning these

occupations has often been obtained through tiny
(oftan inadvertant) mantions in local newspapers.
An example of this occurred in 1873 when San
Francisco photographer Carleton E. Watkins was
in the process of mass producing large quantities
of sterecgraphs picturing the Modoc Indian War.
A newspaper reporter in Yreka (the nearest town
to the site where the conflict occurred) reported
that the photos were being “finished in good
style” and that 20 women and a “number of
Chinamen [were] being kept constantly at
work."# The women described here were doubt-
less pieca-work employees, hired specifically to
complate a paricular task.

Colourists and retouchers were frequently ref-
erred to as “artists.” Mrs. Emily Eastma]l, for
instance, enjoyed a reputation as an outstanding
photograph painter. Active in San Francisco, she
regularly exhibited her work in the Machanics'
Exhibitions beginning in the late 1860s.27She
was visited during the mid-1870s by an Ukiah
(Mendocine County) photographer A. 0. Carpen-
ter, who later penned the following comment to
his wife: "[Mrs. Eastman)] is the principal photo-
retoucher and colourist here. You have haard me
speak of her. She is a Vermonter, a widow, real
lively, and plain - about 40 | should say, large
and imposing.' =8

Sarah Dutcher began her career as a retou-
cher in San Francisco during the mid-1870s. By
1880 she had become an independent photo-
graphic sales agent. Such sales, done outside
the regular galleries, were unusual and it is likely
that she served as a go-between for photogra-
phers and public outlets such as Woodward's
Gardens in San Francisco, a popular tourist

Female retoucher atwork, c1885,
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attraction of the 1880s. (Dutcher was also the
first woman to climb Half Dome mountain in
Yosemite and was linked romantically with land-
scape photographer Carleton Watkins.) By the
1890s the retoucher's trade had become an
essential element of all major California portrait
galleries; no less than ten women are known 1o
have been associated with Frank Schumacher's
gallery in Los Angeles during the period 1830-
1895,

Beginning in the late 18B0s, a substantial
number of the women who worked in photogra-
phy in California were either immigrants or the
children of immigrants, especially Irish, German
and lalian according to the California population
census for 1900. Inasmuch as the 1890 census
was lost to fire, the 1900 census remains our
best source of information concerning family
configuration during the last decade of the
ninateenth century.

By the 1890s public records reveal that many
daughters of immigrant women holding entry-
level jobs in the photography industry. Margaret
Curry, born in California to Irish immigrants,
worked as a photograph mounter. She live with
her sister's family, was aged 21 and single.
Claire Haussberg, the 22-year-old daughter of
Swiss immigrants, found work as a retoucher.
Her household consisted of Claire's parents (her
father was an artist), grandmother and two
sistars, one, aged 24, whom worked as a private
tutor while the other, aged 17, was un-
employed.® Likewise, Cora Heymann, bem in
California of German immigrants, was listed only
as an employee of a “photograph gallery.” She
was 15 years old ¥

Sometimes census information is puzzling.
Consider the following entry: “Carey, Mrs. Elodia,
photographer, born Mebraska [1876), divorced
and mother of three children.” Reading further,
one discovers that none of her children were
living in 1900 and that she was located at the
Hoopa Indian Reservation in the wilderness
some 350 miles north of San Francisco.2 What
was she doing there? Think as well of the
immense sadness of having had three children,
all of whom apparently died in infancy.

Yet, for every sad story, there is ancther in
which a woman triumphed in the face of great
adversity. Abbie Cardoza is an interesting exam-
ple. The sixth of nine children, Abbie had been
forced into marriage at the age of 14 by her
parents. Her husband was nearly as old as her
father. When she opened her first photo-graphy
business in the small coastal town of Ferndale
she was 30 years old, divorced with three
teenage daughters to support. At that time a
businesswoman in the frontier West was uncom-
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mon; a divorced mother even more so. Nonethe-
less, she not only competed favourably with the
other three portrait galleries in town - operated by
men - but she successfully outlasted them all. 3

Mat surprisingly, women had to work harder to
gain proper credit for their efforts. For example,
one indication of an insidious form of discrimina-
tion against of women in California photography
is revealed by their lack of status in early
photographic organizations. Meither the San
Francisco Photographic Artists Association, for-
med August 1866, nor the Photographic Art
Asscciation of the Pacific, founded in March
1875, had women members. Likewise, the Paci-
fic Coast Amateur Photographers Association,
formed in March 1883, was essentially a men's
social group: “Ladies were never permitted an
entrance to those sacred, cold walls on Marchant
Street, and many [a] pleasant evening [was]
spent thera , , "3

In 1890 these restrictions came under severe
aftack, and on 27th March the Pacific Coast
Amateur Photographers Association (P.C.APA)
passed a resolution admitting women to membar-
ship. The vote was the largest ever polled in the
history of the Society. Twelve women were
considered for immediate membership, and
within a short time the Society added ancther
eight® All was not well, however, and the
Association folded (largely due to the conflict
over electing women to membership) with most
of the members shifting allegiance to the Califor-
nia Camera Club which was founded in March
1890. Not only was the California Camera Club
active and longlived, but it was the sponsor of
two influential journals of photography, The
Pacific Coast Photographer (1892-1894) and
Camera Craft (1900-1942) which were also very
supportive of women,

By 1890 the United State Census reported
17,839 men and 2,201 women as professional
photographers in America. During the next two
decades thousands of women joined the bur-
geoning ranks of amateur imagemakers. In
California this amateur movement would prove
crucial in helping establish a healthy and flourish-
ing climate for fine-ar photography; a movement
that rivalled such fine-art bastions as Boston,
Philadelphia and New York. More women found
employment in the photography industry as well,
so much so, that by 1910 the United States
Census indicated that women occupied at least
20% of the photographic workforce in America.

By 1905 there were more than 50 camera
clubs operating in California. Two of these, the
California Camera Club in San Francisco and the
Los Angeles Camera Club, were the most active.
These clubs provided a socially acceptable
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atmosphere for women to learn photography.
Some, of course, joined for purely social rea-
sons, but for many others the clubs provided an
all-important forum for the display and criticism of
their art.

In May 1891, for instance, the P.C.A.P.A. held
its annual exhibition of lantern slides and prints
and noted “the prominent part taken by lady
members.” Seven women were specifically sin-
gled out for critical comment, of which the
following was typical:

[Miss |. W. Palachae] showed a large amount
of studies, mostly landscapes, which all
showed the result of true aristic feeling,
combined with a perfect technical knowledge
of photography. Her “After the Storm" and
“Angora Creek," were the most complete as
pictures, but an [reviewing artist] lingerad long
over “Approaching Storm at Tahoe" and
“Early Morning at Tahoe” which fascinated by
their true rendering of nature as it really is.?”
By 1894 there was already a small cadre of
women who were considered “serious” workers

in art photography. Miss J. F. Banks, a member
of the California Camera Club, exhibited in both

the P.C.A.P.A. Salon of 1892 and in the San
Francisco Mid-Winter Fair of 1894. The San
Francisco Chronicle reported that Banks had
already established a reputations for harself “as
baing clever with the camera,” and noted that
she “has just returned from Alaska with a trunk
full of new and interesting negatives . . . [which]
will be shown at the California [Camera] Club in
the near future."¥® Another was Miss Floride
Green of San Rafael, Marin County, who "is one
of the most popular and clever members of the
amateur ranks... she devotes herself principally
to portrait and figure work and has made some
valuable additions to the California Club's collec-
tion. She also excels in platinotype work."®

These women were among the forerunners of
a "west coast school” of art photography and
were soon followed by such internationally known
luminaries as Annie Brigman and Imogen Cun-
ningham.

However, some women amateurs used their
cameras for much different purposes. One of
these was Nellie McGraw who was bomn in San
Francisco in 1874, the fourth of 13 children.
Nallie became a schoolteacher, and by 1900 had
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lllustration 3. Nellie McGraw. Portrait of the Marshall Family, Hoopa Indian Resarvation (Humbaldt County), c1900.

Courtesy Joal W Hedgpeth),
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landed a position as a teacher on the at
Presbyterian Mission School on the Hoopa Indian
Reservation. She loved to photograph her stu-
dents and to record her daily life among Indians.
Following her assignment in Hoopa, MNallie
acquired a folding Kodak that took post-card-
sized negatives and carried it with her as she
travelled all over the United States on behalf of
the home mission field. Her goal: "The sad plight
of the Indians and how they needed saving from
drink, immorality and the Roman Catholics."#0

Elizabeth Fleischmann was a true heroine of
photography.4! Net only did she pioneer in a
previously unknown occupation in X-ray photo-
graphy but in her lifetime achieved world-wide
recognition for her extraordinary skill and dedica-
tion to this life-saving science. Tragically, Fleisch-
man was among the very first 1o die from the
then unknown effects of X-ray radiation poison-
ing. In June 1900 the San Francisco Chronicle
dedicated an entire page to Fleischmann's
accomplishments in “radiograph work.” The
interview was prompted largely by her X-rays
taken of wounded soldiers returning to San
Francisco following action in the Philippines
during the Spanish American War. Many of these
men suffered severe medical problems, including
complicated bone fractures, unlocated shrapnal
and other hidden trauma which could not be
remedied in a field hospital. Many of these
special cases were taken directly to a hospital in
San Francisco where they were X-rayed by
Fleischmann. Often working around the clock,
Flaischmann was consistently praised for her
uncanny ability to “take the radiographs at just

i
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llustration 4. Miss Elizabeth Fleischmann. X-ray photograph of toot taken through

the shoe, 1900,

the proper angles.” “We have never failed to go
straight to a foreign body imbedded in the human
anatomy which is shown by her radiographs."
Army surgeons and others frequently marvelled
that so delicate a work could be performed by
“this little lady."

At this time, Fleischmann was also working at
the forefront of experimantation with the applica-
tion of the X-ray to dentistry and for cancer
therapy: “Miss Fleischmann has several cancer
cases under treatment and the foremost physi-
cians of the city are watching these with the
deepest interest,” noted the Chronicle reporter.
Five short years later the Chronicle sadly repor-
ted the “DEATH OF A FAMOUS RADIOPHOTO-
GRAPHER." Her untimely demise was obviously
due to the direct result of exposure to unshielded
X-rays: “[Her] arm was amputated last January
[1905] and she never fully recovered her health,
though she endured all suffering with heroic
fortitude . . . death came as a relief, . ." She was
about 38 years old.

By the close of the 19th century, the route of
women in California photography was wall
established. On the professional side, many
women now owned their own studios andior
occupied positions of increasing respect in the
photographic trade. By 1902 the Francisco
School of Photography had cpened its doors. It
referred to itself as “a kindergarten for the
photographer” and offered a course consisting of
12 lessons together with “a practical field
demonstration."2 Much more definitive, howe-
ver, was the training offered by the California
College of Photography, which was established
in Palo Alto in Santa Clara County in 1904, Here
an enterprising young woman could learn the
commercial end of the photographic trada:

New fields are opening up for the photogra-
pher every day. The Government has placad
them in all the agricultural and scientific
departments, Advertisers are placing them in
their illustration departments. Halftones are
rapidly taking the place of pen and ink
drawings. The large daily, the weekly and the
monthly magazines are steadily increasing
their staff of photographic arists . . . [also] a
few days ago a representative of one of the
leading San Francisco stock houses told us
that he could place a number of first-class
[photographic] printers and operators at once
on a salary of $25 to $35 a week.43

Photography as a fine art also reached its apex
shortly after the turn of the century. During the
late 1B890s, some women had combined the
traditional art training offered by such schools as
the Mark Hopkins Art Institute with experiments
in photography gleaned through their connec-
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llustration 5. Laura Adams. Portrait of Sarah Whitnay.
Photographic exhibited at the 2nd San Francisco Photo-
graphic Salon and published in Camera Craft, ¢1900

fions with the California Camera Club or own
their own initiative. Laura May (Adams) Armer,
for example, studied painting and drawing under
Arthur Mathews bafore establishing a profes-
sional photographic portrait studio in 1899, At the
same time her interest in fine-art photography
remained high, and she exhibited ten prints in the
first San Francisco Photographic Salon (1901).
Armer remained a successful and consistent
contributor to local and national salons for many
years. 44

The foregoing glimpses into the lives of women
in California photography before 1901 offer only
a fragmentary outline of their total contributions.
Yet, each woman's effots - not unlke the
individual pieces of a unique patchwork quilt -
help to form a colourful and vital whale.

NOTES

1. Photographic partnerships, such as “Ganter &
Ganter” (they were sisters) are counted, also
each individual sister (i.e. a total of 3) . Some
women may be listed twice, once under her
maiden name and again under her married
name. My previous writings on women in Califor-
nia photography include, “Photographers in Petti-
coats” Journal of the Wast, vol.21:2 (April 1982);
and "California Nineteenth Century Women Phao-

tographers” The Photographic Collector vol. 1:3
(Fall 1980). See also “The Indomitable Abbia
Cardoze" in Photography in the West (Manhat-
tan, KS: Sunflower University Press, 1987) and
“Sterec Arist Mrs. E. W. Withington: or, 'How |
usa My Skirt: for a Darktent™ Sterso World, vol.
10:5 Movember/Decembar 1983. Recant writings
include: Shadowcatchers: a Directory of Women
in California Photography Before 1901 (Arcata,
CA: published by the author), 1990; and Eliza-
beth Fleischmann: Pioneer X-Ray Photographer
(Barkelay, CA: Judah L. Magnas Musaum, 1990).
Portions of this essay were praviously published
as "18th Century California [Woman] Photogra-
phers” in Yesterday and Tomorrow: California
Women Artists (New York: Midmarch Arts Press,
1988).

2. | list more than 7,000 photographers active in
California before 1901. However, an educated
guess suggesis that there may have been
upwards of 10,000 men and women involved in
California photography by the end of the century.

3. For an interesting classification of women's
work in photography in London, England, c.1873,
sae Jabez Hughes, “Photography as an Indus-
trial Occupation for Women,” Anthony's Photo-
graphic Bulletin, vol. 4 (1873), pp. 162-166.

4, Charles P. Kimball (compiler), The San
Francisco City Directory, September 1, 1850, pp.
89 and 134,

5. San Francisco Alta, January 29, 1850.
6. Ibid., May 7, 1851.

7. Ibid., October 8, 1850, p. 2, ¢. 5.

B. Butte Record, June 6, 1857,

9. Sonoma Democral, January 6, 1859. She was
active as early as April 1858,

10. With the exception of Stockton (San Joaquin
County) and San Jose (Santa Clara County) the
southern part of California was little developed
until after 1880.

11. Cerlificate held by the California State
Library, Sacramento.

12. Nevada City Journal, 4th April, 1856.

13. Both the gallery and the former gallery
owner's house (possi-bly also occupied by Mrs.
Raymond) were bumed on 19th July 1856, with a
total loss listed at $10,000. On 12th September
1856, she resumed advertising.

14. It is likaly that Mr. Rudolph suffered from a
medical problem that was helped by moving to
Sacramento for part of each year. It is unclear
whether Julia owned the Sacramento Gallery or
merely rented it during part of each year.
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15. Both .John D. Godeus and Mary A. (Kemp)
Godeus were born in Holland. She was bom in
April 1848. Mrs. Godeus was listed as the sole
proprietor of the studio by 1896, and by 1900 she
was a member of the Photographers Association
of California. Her daughter, Mary Clara Levy,
also worked as a photographer according 1o the
1900 census.

16. Dave Rohn and Rudolfo Petschek, Kinsey
Photographer (San Francisco: Prism Editions,
1987), p. 308.

17. Ella M. Morris was born in Massachusetts in
1852, She ran a gallery in Santa Cruz, 1883-
1887. Samuel |. Morris, born in lllinois around
1850, was an upholsterer in Santa Cruz, 1878-
-1888. He joined his wife in the photographic
gallary c.1886.

18. Fresno Weekly Expositor, April 1, 1874. The
daughter may have been Annie C. Young (born
in lowa, 1847), who was listed as a photographer
in San Francisco in 1880,

19. The Philadelphia Photographer, Vol. 13: 156
(December 1876), pp. 357-360. Sea also Palm-
quist, “Stereo Artist Mrs. E.W. Withington,” p. 20.

20. lbid., p. 357.
21. Ibid., p. 359.
22. Ibid.
23, lbid.

24. A number of Mrs. Withington's stereoscopic
mining views are held by the Huntington Library,
San Marino, California. She also did care de
visite and cabinet card portraits; frequently adapt-
ing her darkroom needs in the rural homes of her
clients: “A bed-rcom or clothes closet can so
easily be converted into a dark closet, and we
are safer from accidents [caused] from wind or
dust.”

25. The Amador, California, Census for 1870
listed her age as 45, and noted that she was
married to George Withington, aged 49. Her
schoolteacher daughter, Augusta, was aged 22.
Both Eliza and George were born in New York,
while their daughter was born in Michigan. Eliza's
death was noted in The Philadelphia Photogra-
pher (as quoted from the Mosaics of January
1877), Vol. 14, p. 128.

26. Yraka Journal, 25th June, 1873.

27. As an example, Mrs. Eastman exhibited 30
painted photographs in the 1875 San Francisco
Mechanics' Fair, according to the 10th annual
catalog of that exhibition. Her name appeared
regularly in the San Francisco business direc-
tories through at least 1900,

28. Correspondence, Aurelius Ormando Carpen-

ter to Helen McCowen Carpenter, ¢.1875 (Cour-
tesy Grace Hudson Museum).

29. United States Census for San Francisco for
1900, real 103, p. 110A, line 48.

30. Ibid., real 102, p.1594, lina 9.
31. lbid., reel 107, p.273A, line 36

32. United States Census for Humboldt County
for 1900, reel 87,p. 294.

33. Palmquist, “The Indomitabla Abbie Cardozo,”
pp. 106-109.

34. Ciation from an unidentified newspaper,
possibly the Monterey Wave, of 14th Nov, 1891,

35. Correspondence from A. J. Treat, published
in Anthony’s Photographic Bulletin, Vol. 21: 9,
10th May, 1890, p. 286: “This change will put
new life into the Society, as the work of many of
the lady amateurs equals the best of the most
skilful of tha sterner sex.”

36. The California Camera Club held regular
outings, lectures (usually illustrated with lantern
slides) and exhibitions. One lantern-slide lecture
titled “Through Japan with a Camera" (June 27,
1890) drew an audience of 1700 pecple.

37. Anthony's Photographic Bulletin, Vol. 22: 11
(13th June, 1891), pp. 346-347

38. San Francisco Chronicle, 30th Juna, 1894,

39. Ibid. She was sometimes referred to as
“Chloride™ Green and had been a photographer
in New York before her arrival in California. A
note in an unnamed and undated (c.1897)
California newspaper reported a mishap which
she suffered by using flash powder: “This ardent
lady amateur was severely burned about the
hands by the explosive, but is now well on the
way to recovery."

40. Information courtesy Joel W. Hedgpeth. Her

negatives are on file at the Lowie Museum,
University of California, Berkeley.

41. For a complete review of Fleischmann's life
and work see, Palmquist, Elizabeth Fleischmann:
Pioneer X-ray Photographer (Berkeley, CA:
Judah L. Magnes Museum, 1990).

42. Camera Craft, March and April 1902, n.p.
The class was scheduled for Sth May, 1902.

43. Enos Murdock, “California College of Photo-
graphy,” Overland Monthly, Vol. 44 (September
1904), pp.378-379. There are also various men-
tions (and some lengthy descriptions) of the
college in Camera Craft during 1904.

44, Lavern Mau Dicker, “Laura Adams Armer:
California Photographer," California History, Vol.
56: 2 (Summer 1977), pp. 128-139. Armer wrote
“The Picture Possibilities of Photography,” Over-
land Monthly, Vol. 36: 213 (September 1900), pp.
241-245, and a number of books centering on
Indian life in the American southwest,
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At least 850 women were
invalved in the  various
branches of Californian photo-
graphy before 1901 though the
actual figure was probably con-
siderably higher. Thesa inclu-
ded gallery owners, photogra-
phers, clerks, printers, finish-
ars, colourists, retouchers, and
amateur and fine-art photogra-
phers. Julia Shannon was first
woman photographer to advert-
ise in Califomia in 1850 and
those women who followed her
had extremely varied careers
and photographed a wide
range of subjects. Julia Ray-
mond's career in Mevada City
and Sacramento lasted 386
years; Eliza Withington made a
business during the 1870s from
landscape photography soma-
times using her skirt as a por-
table darkroom. In spite of the
contribution made to early Cali-
fornian photography it was as
late as 1890 that the Pacific
Coast Amateur Photographers
Association became the first
society to admit women as
membears. By the 1890s there
Were "serious” women art pho-
tographers, such as Floride
Green, active in California and
they may been seen as the
forerunners of a “West Coast
School” later made more fam-
ous through the work of photo-
graphers such as Imogen Cun-
ningham. Californian women
photographers also were invol-
ved in social documentary and
medical photography. Nellie
McGraw travelled throughout
the United States recording the
“sad plight of the Indians" while
Elizabeth Fleischmann achi-
@ved world-wide recognition for
her pioneering work with X-ray

photography.

Mindest 850 Frauen waren
vor 1901 in die verschiadanen
Zweige der kalifornischen Pho-
tographie verwickell, obwohl

die tatsdchliche Zahl vermutlich
betrachtlich héher lag.

Diese schlossen Galleriebe-
sitzerinnen, Photographinnen,
Angestellte, Drucker, Fartigstal-
ler, Koloristinnen, Retoucherin-
nen und Amateur- und Kunst-
photographinnen ein,

Julia Shannon war die erste
Photographin die 1850 in Kali-
fornien inserierte unde die
Frauen, die ihr folgtan hatten
aextrem wverschisdene Barufs-
laufbahnen und photographier-
ten ein weites Angebot wvon
Dingen.

Julia Raymond's Karriere in
navade City und Sacramento
dauerte 36 Jahre: Eliza With-
ington machte in  den
1870zigern mir Landschafts-
photographie Geschifte, wobai
sie manchmal inhren Rock als
transportable  Dunkelkammer
benutzte.

Trotz des Beitrages zur fri-
hen kalifornischen Photogra-
phie war es erst 1890, dass
Frauen, als erstes bel deer
"Pacific Coast Amateur Photo-
graphers Association” als Mit-
glied zugelassen wurden.

Um 1890 gab es ernsthafte
Kunstphotographinnen, wig
Floride Graen, die in Kalifornien
aktiv waren, und sie knnen als
Weagbereiter fir die “Wast
Coast School” gelten, die spé-
ter bekantter wurde durch dia
Arbeit von Photographen, wie
Imogen Cunningham.

Kalifornische Phatographin-
nen waren auch in soziale Dok-
ument- und medizinischa Pho-
tographie verwickelt.

Mellie MacGraw reiste durch
die Vereinigten Staaten und
nahm die "sad plight of thew
Indians” (armselige Zustdnde
der Indianer) auf, wahrend Eli-
zabeth Fleichmann weltweite
Anerkennung durch ihre
Pionierarbeit mit Réntgenphoto-
graphie erreichte,

Au meins B50 femmes ont
joué un réle dans les diversas
disciplines de la photographie
en Californie avant 1901, et la
chiffre exact est assurément
plus élevé. Parmi ces femmes il
y avait des propriétaires de
galeries, des assistanies, cer-
tainks qui connaissaient las
techniques de tirage, des col-
oristes et des retoucheurs. La
premiére a ftravailler commer-
cialement en Californie en 1850
fut Julia Shannon, et les car-
rieres des femmes qui la sui-
vent  furnet axtrémamant
variées d'autant plus gqu'elle
photegraphiaient une énorme
gamme de sujets. La carriére
de Julia Raymond & MNevada
City ot & Sacramento dura 36
ans; Eliza Withington s'établit
pendant les années 1870 par la
photographie des paysages, se
sarvant parfais méme de sa
jupe comme chambre noir “por-
tative". Malgré cette contribu-
tion aux débuts de la photogra-
phie en Californie ce ne fut
qu'en 1890 que la “Pacific
Coast Amateur Photographers
Association” devint la premiére
association & admettre des
membres femmes. Déja depuis
1890 il y avait des photo-
graphes femmes élablies dans
la domaine artistique, comme
Floride Green, qui travaillaient
an Californie qu'on peut con-
sidérer comme précurseurs de
l'école "West Coast" qui fut
plus tard célébre grace au tra-
vail des pholographes commas
Imogen Cunningham. Les pho-
tographes californiennes contri-
buérant aussi a la photographie
médicale. Nellie McGraw voya-
geait partout aaux Etats Unis
photographiant “le triste sort
des Indiens", tandis que Eliza-
beth Fleischmann fut reconnue
dan la monde entier grace &
son ftravall innovateur sur la

radiographis.
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IN MEMORIAM

A Maker of Photographic
History

ERIC HOSKING 0BE.Hon.FRPS.

THE Internationally renowned bird photographer,
Eric Hosking, died on 22nd February, 1981, after
a brief illness, at the age of eighty-one. Full of
anthusiasm and energy to the last he had
recently returned from photographing birds in
Kenya.

Eric was a master photographer and a pioneer
in the photography of birds. He was also a skilled
omithologist who introduced the grace and
beauty of birds to millions. His photographs are
world famous through his many publications, his
lecturas and television appearances.

Eric Hosking began his career in 1939 with a
photograph of a sea elephant recently arrived at
the Lendon zoo, which covered half the back of a
newspaper. One of his early pictures of swans
was used as the motif for Swan Vesta's matches.
Anaother photograph of his of a Montagu's harrier
was the insignia of an Royal Air Force squadron,
His most famous photograph is of a bam owl in
heraldic pose with wings spread and a vola in its
beak.

From the 1950s he was travelling all over the
world photographing birds. He pioneered the use
of high speed flash photography for Nature
subjects, catching birds in flight which revealed
details of wing span and body mobility never
saen before. In his Autobiography An Eye for a
Bird (1970), Hosking wrote of his great fondness
of owls. They lured him “as surely as the pied
Piper of Hamelin". In fact on one occasion he got
too close to a nest of baby owlets as he climbed
up to his hide and was attacked by the alarmed
mother tawny owl. Athough he lost his left eye
he retained his affection for owls.

Eric had many friends in the Royal Society for
the Protection of Birds. He was on familiar tarms
with Royalty, having shared a hide with HRH
Prince Philip and advised him on Nature photo-
graphy. He was on friendly terms with Lord
Alanbrooke, the famous General of the Second
World War, who shared his enthusiasms for
Mature and Wild Lifa.

Ten years ago Eric Hosking told an interviewer
that he had photographed 1,800 species of birds
out of a total of 8,000. “I've grown old too soon”
he said. In sixty years as a bird photographer he
‘caught’ a number of the world's rarest or least
accessible species: lammergeyers in the Spanish
mountains; sea eagles in an island off Norway;
and the first snowy owls to nest in the Shetland
islands off Scotland.

He confessed to having no small talk as he
worked a seven day week. “I'm =o bird minded, |
fear I'm a bit of a bore” he is reputed to have
said. He collected statuettes of birds, bird paint-
ings and bird books. He had pictures of birds on
his coffea cups and his ties.

His pictures were reproduced in at least BOO
books world wide and his own publications
included Birds in Action (1949); Nesting Birds,
Eggs and Fledglings (1967); Eric Hosking's Owls
(1982); Just a Lark (1984). He also adited British
Birds from 1860 to 1976.

Eric Hosking leaves a rich legacy to the world
in the form of his fine library of photographs
which is administered by his younger son, David,
who is likewise a Nature photographer. Any one
interested in obtaining a catalogue of their
pictures can contact him at pages Green House,
Woetheringsett, Stowmarket, Suficlk IP14 5QA,
England. (MFHF)

News of Courses
and Workshops

Collecting & Conserving Photo-
graphs

The Photographers' Place Bradbourne, Ash-
boume, Derbyshire, with ROGER TAYLOR of the
National Museum of Photography, Film & Tele-
vision, 18th-20th OCTOBER, 1991

Want to know the difference between a carbon
and a salt print, an ambrotype and a tintype, a
Frith and a Beato? If so, this weekend workshop
is for you whether you are a keen amateur
collector or a professional archivist.

Senior curator of photography at the National
Museum of Photography, Film and Telavision,
Bradford, Roger is one of this country's leading
experts on the medium and is in charge of
acquisitions at the museum. A photographer,
lecturar and historian, he will disclose the detec-
tive work involved in his job and help participants
identify 19th and 20th century processes and the
photographer responsible. The aesthetic, craft,
commercial and social context of photographic
images will also be discussed as will conserva-
tion and research. Please bring old prints you
would like identifying.

Fee £90.00 (arrive Friday evening: Depart
Sunday evening)

Workshop includes tuition, food & accommoda-
tion, plus use of library and print collection at The
Photographers Place.
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Notes

ESHPh Symposium at Toulouse,
France 27th to 30th June, 1991

At the last ESHPh Symposium in GSteborg, in
1989, Monsieur Jean Dieuzaide proposed that
the 1991 Symposium should be in Toulouse, this
June,

The Symposium is going ahead, organized by
M. Dieuzaide, on the dates as above. this offers
the delegates the oppertunity of going on to the
Arles Festival, held in the first week of July. And
of course, the Symposium offers a splendid
opportunity, too, for making contact with the
other pecple interested in photographic history
and culture. The venue will be the Galerie du
Chateau d'Eau.

The theme will be ‘Lumiere et Matiere' - "Light
and Matter'. Most members will be aware that M.
Jean Dieuzaide is recognized internationally for
his own exquisitely beautiful photography of
nature, landscape, still life and medieval architec-
lure. He is the Arislic Director of the Galerie du
Chateau d'Eau in Toulouse.

Among the areas to be discussed will be - the
achisvements of Professer Charles Fabre,
author, in 1892, of the first Encyclopedia of
Photography - Arthut Batut, innovator, in 1886, of
photography by kite.

Any supplementary papers from ESHPh mem-
bers on the theme of the Symposium will be
wealcomed.

A social programme sampling to the full the
region's special ambience and gastronomic
delights will include the following excursions:

Thursday 27th June: visit by coach to Gascogne
1o sample the local Armagnac

Friday 28th June: evening trip, following the
day's programme, to sample the ‘vin du pays', at
Chateau Bellevue, close to Toulouse.

Safurday 29th June: Visit 1o Albi, famous for its
Museum dedicated to the painter Toulouse-
Lautrec, and for its XIXIVih century Cathedral.

: Please note that all correspondence concern-
ing the Symposium reservation and requests for
information should be made to

Comite d'Organisation du Symposium AEHP/
ESHPh, Galerie Municipale du Chateau d'Eau,
Place Laganne, F-31300 France Tel: 33-61-
426172 Fax: 33-61-410270

Photographic Collections

Local Studies Department, Central Library,
Chamberlain Square, Birmingham B3 3HQ
Telephone: 021-235-4220 Contact: Peter James,
Photography Davelopment Officer

There is a very extensive photographic collec-
tion in the Birmingham Central Library including
works by Benjamin Stone, Francis Frith, Samusl
Bourne, Francis Bedford, William Jerome Harri-
son, Burgoyne and Whitlock. A photographic
archive and study centre is currently being
established. The centre will include the collec-
tions of the Birmingham Photographic Society
from £.1850-1950 and a local photographic
studio which operated from ¢1913-1988.

Museum of Science and Industry, Liverpool
Reoad Station, Liverpool Road, Castlefield,
Manchester M3 4JP.

Tel: 061-832-2244 Fax: 061-833-2184

Following the articla by Michael Hallett on ‘The
Manchester-Liverpool Circle’ in the first issue of
the Photoresearcher the editors recieved two
letters regarding the museum's collections.

The museum holds a large collection of
photographs by James Mudd, J.B. Dancer and
others. There is also a collection of photographic
equipment comprising soma 800 items. These
have been catalogued onto preprinted cards
which contain all the basic information about an
individual cbject. Some of this information has
been fed into a PC computer running dBASE Il
Plus which makes it a most useful tool for the
curatorial staff and for researchers.

The museum's image collections are held in
the Library and Record Centre which is open to
researchers on Tuesdays and Thursdays 1.00pm
- 430pm or at other times by appointmant.
Appointments may be made by telephone (exten-
sion 256/7) or by letter to the Library and Record
Centre. Contacts: Gaby Porter, Curatorial Ser-
vices Manager; Jenny Wetton, Assistant Keeper
for Science.

Women Photographers

Peter E. Palmquist is in the process of preparing
a book on women photographers worldwide. He
would be grateful for information on early photo-
graphs by women and in a letter to the edilors
has mentioned two women photographers in
paricular. They are a Mrs. Catlin of 1, Deptford
Road, Rotherhithe, London and Catherine Weed
Bammes Ward, who was the editor, with her
husband, of The Photogram, and who spent part
of her life in England. Any information can be
sent 1o Peter Palmquist at 1183 Union Strest,
Arcata, California 95521, USA.

e e
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Henry Cole and the
Institutionalization of Photography

by Anthony Hamber

HE 1850s was probably the most signifi-
cant decade for the progress of photo-
graphy during the 1Sth century. It was
during this pericd that throughout Europe photo-
graphy was transformed from its somewhat
peripheral role as a limited commarcial enterprise

primarily confined to portraiture.

The origins of the institutionalization of phote-
graphy during the 1850s lie in the stimulus
brought about by the endeavours of both profes-
sional and amateur photographers in the pre-
vious decade. Some amateurs used photography
in highly specific ways which were directly related
to their occupation, others experimented with

Henry Cole. Photographed by Lock and Whitfield,
Woodburytype. Men of Mark - Contemporary Portraits
of Distinguished Men, Second Saries, London, Samp-
son Low, Marston, Searle, and Rivington, 1877 p21.

subjects such as reproductions of works of art,
still-life, topographical views and landscape
which frequently reflected the formal structural
convantions of the traditional fine arts teaching of
painting and drawing.

The progress of photography during the 1850s
is inextricably bound to its institutionalization.
This took the form of the creation of societias, the
production of publications and the development
and diversification of commercial photography.
Another, and equally important dimension was
the way the medium came to be used as a tool
within both the old and the modern professions
and institutions. This form of institutionalization
was frequently greatly affected by the attitudes of
those individuals who worked within these pro-
fassions or institutions. This article evaluates the
importance of one of these individuals to the
progress of photography.

Henry Cole was one of the pivotal characters
in the mid-Victorian world. The diversity of his
influence was astonishing for both its width and
depth. He was instrumental in the introduction of
cheap pre-paid letter post; he wrote a series of
successiul children's books; he helped founded
the territorial army; he was instrumental in the
reorganization of the national system of ar
schools; he was involved in the improvement of
health in towns by better drainage and water
supply; in the 1B40s he designed a china tea
service which was still being mass produced in
1875; he was also the driving force behind the
international exhibitions of 1851 and 1862. Cole
was above all ona of the great Victorian refor-
mers and innovators and his power base from
1852 until his retirement in 1873 was the
Depariment of Science and An (founded in late
1852) of which he was Secretary for An, and the
South Kensington Museum, the Department’s
showcase, which opened in 1857, of which Cole
was tha first director.

To date the significance of Henry Cole's
influential role in the history of photography has
been relatively untouched. This role can be
defined as his use of the medium during the
Great Exhibition of 1851 and subsaquantly within
the Department of Science and Ant. The zenith of
Cole's application of photography was most
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clearly seen at the South Kensington Museum.
Furthermore, Cole influenced certain aspects of
contemporary photography in Britain and had a
very significant effect on art education in mid-
Victorian Britain.

Henry Cola, the son of young army officer, was
born in Bath on 15th July, 1808. Between 1823
and 1852 Cole worked under Sir Francis Pal-
grave (1788-1861), a sub-commissicner in the
Record Commission, a government body tran-
scribing ancient documents and preparing them
for publication. By 1839 he had risen o become
an Assistant Keeper in charge of the Augmen-
tation Office of the Record Commission in which
he remained employed until 1852.

Of all the individuals connected with the use of
photography at the South Kensington Museum
Henry Cole stands above all others. This is not
because he was a professional photographer of
art but because, through his various roles in the
ant establishment of mid-Victorian England, he
fully understood and dynamically exploited the
medium. We are fortunate to have Cole's diaries,
a considerable number of letters and memoranda
and the Reports and Minutes of the Department
of Science and Art from which it is possible to
reconstruct his early association with the medium
and his subsequent far sighted use of it
However, it is difficult 1o estimate the full extent
of Cole's influence in this sphere and whether he
was the sole driving force behind the policies of
the Department of Science and Ar.

In 1852 Cole had been appointed Secretary for
At and Lyon Playfair Secretary for Science.
Playfair, who had been the favourite student of
the great German chemist Baron von Liebig, had
played a central role in the classification of
exhibits at the Graat Exhibition of 1851.2 Howa-
ver, he resigned his post as Secretary for
Science in 1858 and subsequently no appoint-
ment was made for the post of Secretary for
Science. This left Cole as de facto head of the
Department of Science and Ar.

Cole made but the briefest of reference 1o the
use of photography at the South Kensington
Museum in his autobiography.? This seems
curious given the dynamic use of photography at
the museum from the late 1850s and the leading
role played by Charles Thurston Thompson
(1816-1868), the Museum's first official photogra-
pher. Thompson had been part of Cole's social
circle since at least the early 1840s. He had
worked with Cole on the photographic arrange-
ments at the 1851 Great Exhibition and had
married, with Cole's considerable encourage-
ment, Charlotte Bond, Cole's sister-in-law.*

~ However, Henry Cole's diary provides a clear
indication of his photographic activities. While no

mention of photography appears in the Cole
diaries during the period 1839 until the mid-
1840s it would seem unlkely that he was
unaware of the few photographic studios in
London which ware mentionad in the periodical
the Athenasum, which carried regular articles on
photography, and for which he wrote the “Waekly
Gossip" column. i can also be reasonably
assumad that he knew of or perhaps had seen
issues of the Pencll of Nature. Furthermore,
there were several important London print dea-
lars, such as Gambart, Graves and Ackermann,
who sold photographs and there were commer-
cially available photographic manuals.

In April and May 1846 Cole noted that he had
on three occasions been with “Simpson[s] for
Daguerrectype” though it is far from clear as to
who Simpson was.® A more direct contact with
photography may have been forged around this
time through one of Henry Cole's numerous
endeavours. Between 1833 and 1851, under the
nom de plume of Felix Summerley, Cole wrote A
Hand-Book for the Architecture, Sculpiures,
Tembs, and Decorations of Wastminster Abbey
and A Hand-Book to Hampton Court as well as a
series of children's books called the Home
Treasury which eventually totalled over twenty
titles. These ware published by his friend Joseph
Cundall (1818-1895), a founder member of the
Calotype Club, the precursor of the Photographic
Sociaty of London, and an important figure in the
promotion of commercial photography during the
early 1850s.% Cundall was also a Fellow of the
Society for the Encouragement of Ars and
Manufacturers and Commerce, more commonly
known as the Society of Arts. Another Fellow of
the Society was Pater Le Neve Foster, Treasurer
and Council Member, and likewise a founder
member of both the Calotype Club and the
Photographic Society of London.

During the 18405 Cole rose to a position of
considarable influence in the mid-Victorian ar
world. A comerstone of Cole's power base was
his role in the Society of Arts which he joined in
1846. Cole immediately started to organize
annual exhibitions which transformed the
Society. He was keen 1o emulate the successiul
French industrial exhibitions and in Juna 1849 ha
visited the Paris Industrial Arts Exhibition which
included a large display of Daguerreotypes and
paper prints. Unfortunately Cole made no men-
tion of the photographic exhibits in his diary.

The following year Cole was elected Chairman
of the Society of Ars an influential position
further buttressed by his place on the govern-
ment select committee which investigated the
School of Dasign in Somerset House which was
in urgent need of reform.
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The Society of Arts was primarily introduced to
photography through lectures such as those
given by the Franchman Antoine Frangoise Jean
Claudet (1797-1867) and Wiliam Edward Kil-
burn. Claudet was a Fallow of both the Royal
Society and the Society of Ars, and by 1846
was, together with Henry Cole, a member of the
Society of Ars' Fine Arts Committea. Kilburn
accompanied his paper to the Society, read in
February 1847, with "Specimens of Daguerrec-
types, illustrative of the Progress of the Ar."7
Specimens of American Daguerreotypes had
already been presented to the Society by a Mr.
R. Lawrence of New York in December 1846,

Given that several Fellows of the Society were
50 involved with photography it seems strange
that Cole did not take an active part in the early
photographic institutions such as the Calotype
Club, the Photographic Society or the Photo-
graphic Exchange Club. However, it is probable
that the influence of other Fellows upon Cole was
instrumental in later enabling him to use photo-
graphy to such good effect.

Prince Albert had been elected President of
the Society in 1843 and he and Cole struck up a
dynamic partnership which, until the Prince's
death in 1861, produced many notable achieve-
ments. The most influential of these was the
1851 Great Exhibition held in London. The
success of this exhibition led to the creation of
the South Kensington Museum, now called the
Victoria & Albert Museum. It also was Henry
Cole's first large scale encounter with photogra-
phy.

Cole's importance reached a new peak with his
role as a member of the Executive Committea of
the 1B51 Great Exhibition which included per-
haps the first major display of photographs to
have a significant effect on an international scale.
Furthermore, photography was used as an
administrative tool during the exhibition, was
employed to make an official as well as a
commercial record of the exhibits and to dis-
seminate images of the event. Cole bacame
closely involved in the photographic arrange-
ments at the Great Exhibition.

During the exhibition a decision was mada o
produce a photographically illustrated four
volume presentation set of the Reperts by the
Jurigs, The Royal Commissioners of the Exhibi-
tion wera eventually to order one hundred and
forty presentalion sets, each containing one
hundred and fifty-five Salt paper prints. This
venture was by far the largest photographic
publishing venture so far attempted, over 20,000
photographs having to be individually printed.®
The initiation of this project and the problems
involved in the production of these photographic

Henry Cole. Page from Henry Cola Album, 1856,

Top: First Love, from a painting of 1838-9 by William Mul-
ready.

Cantra: Mrs and Miss Rathbone, 1856,

Bottom: The Flight Interrupted, from a painting of 1815-
16 by William Mulready.

Three Albuman prints. London, Victoria & Albert
Muszeum, Department of Prints and Drawings, Hanry
Cole Album. Courtesy of the Board of Trustees of the Vic-
toria and Albart Museum,

prints for the Reports by the Juries are an
axcallent example of the intricate difficulties and
central issues which bedeviled 19th-century pho-
tography, particularly during the first two decades
of its existence.? They also indicate that Cole
already had a sound knowledge of photography.
In May 1851 Colonel Charles Grey, Private
Secretary to Prince Albart, wrote to Cola;

“H.R.H. thinks that the suggestion of Talbo-
type Represantations of Articles exhibited in
connection with the Official Catalogue would
be wvery desirable. He does not however
exactly understand how far you wish to camy
such a collection.."10

Gray also mentioned that there might be a
surplus from the exhibition which could cover
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such an outlay, but that the Prince Consor
required more precise information. In the event
the surplus of £186,000 was sufficient to found
the South Kensington Musaum.

It iz far from clear whether Prince Albert or
Henry Cole was the driving force behind the
arrangements which led to the production of the
sets of Talbotypes for the Reports by the Juries.
A note from Grey to Cole stated;

“Could you come here [to Buckingham Flace]
tomorrow at 11.00 o'clock. The Prince has
appointed Mr. Ellis on the subject of photo-
graphs"1

Cole recorded in his diary for 16th of July that;

“Summoned to see the Prince about Talbotyp-
ing. Grey proposed Ellis as the Superinten-
dent - Prince suggested that Talbotypes
should be prepared to illustrate the report of
the Jurors, and that 100 copies should be
taken of each negative to be distributed to
Public Librarias and foreign countries exhibit-
ing."
Who Ellis was is far from clear though he did
meet and discuss photographic arrangements
with Cole and seems to have been well informed
and may have been a photographer himself.12

Mevertheless, it would seem that the other
officials in the royal household were far from au
fait with even the most basic tenets of photogra-
phy for on 23rd August 1851 Cole wrote a long
and detailed letter to Col. G.B. Phipps, who had
retired as the Prince Consort's private secretary
in 1850 and had become Keeper of the Privy
Purse.

“My dear Colonal,

Daguerrectypes cannot be repeated like Tal-
botypes - but they can be repeated on a
diminished scale. Daguerrectypes are like
Pictures - things to be framed. - Talbotypes
like Engravings which may be inserted in
books ete.

| have learnt from Mr. Ellis that any large size
Daguerreotypes of the building or portions
would cost about 50 to 100l each. As they
certainly have some useful fealures different
to those of the Talbotype, | think that it might
be useful for the Commission 10 possess a
collection and if his Royal Highness is of that
opinion, | will see that it is made and included
in the estimate already sanctioned by the
Commission. Under any circumstances, as
there are some cases of machinery where a
wood engraving would be preferabls to a
Talbotype, the Daguerrectype would come to
aid most usefully in taking the views of the

machinery to be engraved, and | suggest that
Mr. Ellis be employed to take such Daguerreo-
types- on this point as well as the use of
wood-cuts, we should be glad 1o have the
Princa's sanction, as preparations must be
made, -and steps taken before another mest-
ing of the Commission can be held. Ancthar
point is that the Juries have named about 170
objects or groups of objects which ought to be
Talbotyped.-

The £1000 sanctioned by the Commission
was to provide only for 100 subjects - Tha
majority of the remainder might be wood
Engravings and we want the necessary auth-
ority to proceed with them.- The expense
would not be in proportion-Will you tell me
what you consider the most direct objects to
be obtained by His Royal Highness® proposal
in respect of the surplus. | understand them to
be 1. Exhibitions 2. Sections and 3. Conversa-
ziones. | want to know what the Prince
considers the essentials in order to think over
the means of effecting them, and fitting tham
with the wants of the public already
expressed.

Faithfully yours , Henry Cole

P.S. If His Royal Highness wishes Daguerrec-
types taken for other purposes than those of
the Commission, parhaps you will either com-
municate with Mr. Ellis, or let me know."1?

Clearly concerned about the number of phofo-
graphs being taken at the exhibition Cole wrote
to Col. Phipps on 24th Septermber 1851;

“The Photographs by Mr. Owen' do not
represent the objects selected by us, but by
himself for his own pleasure - only some of
which we propose to use - in fact only those
subjects named in the Repors."'®

Cole was, however, not averse to carrying out
such extra photography himself, adding as a
postscript to a letter written to Phipps on 26th of
September | will try and get a Photograph of
Dyce's design tomorrow to send.”'® This implies
that Cole already perceived photography as a
useful tool for making quick and accurate repro-
ductions for administrative purposes. In March
1858 Cole again used photography to similar
effect whan he sent the Prince Consort photo-
graphs of his design for the proposed memorial
of the Great Exhibition.17

Cole encouraged his friends to examine the
photographs taken at the Great Exhibition and
the artist William Mulready (1786-1863) and the
surgeon and amateur efcher Francis Seymour
Haden (1818-1910) are both recorded as exa-
mining photographs at Cole's home in late
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1851."% In March 1852, with the printing of the
photographs causing continued problems, Cole
noted in his diary that “Thurston Thompson
camea to see Bingham's Photographs & would go
to Paris himself."'® Undoubtedly the experience
gained in all the photographic arrangements
connected with the Great Exhibition further in-
creased Cole's knowledge and appreciation of
photography. He was to use this experience to
good effect as Director of the South Kensington
Museum and Secretary of Art to the Department
of Science and Ar.

A little more than a year after the Great
Exhibition, a photographic exhibition, organized
by Joseph Cundall, Philip Henry Delamotte and
Roger Fenton, was held between 22nd Decem-
ber 1852 and January, 1853 at the Society of
Arts in London.?® Cole had already been in
contact with both Cundall and Delamotte who
had “brought [their] Calotyping instruments” to
his home on at least two occasions in July of that
yaar. 21

The 1852-3 photographic exhibition included
some seven hundred and seventy nine photo-
graphs by seventy-nine photographers.22 The
support of the Soclety's Chairman Hanry Cole
was provided by his attending the opening soirée
with his wife and two of his children. Further-
more, Cole exhibited at least cne photograph,
that being Cat.117 The Louvre by F. Martens
which indicates that by 1852 he certainly owned
photographs. It is possible that Cole had bought
this photograph directly from Martens who had
been one of the photographers to take glass
negatives for illustrating the Reporfs by the
Juries. Delamotte exhibited several photographs

(7} Reyal Engineer Sapper. The Sheepshanks Gallery of the South Kensington
Museum under construction arsund December, 1856. Albumen print. London, Victoria
& Albernt Museum, Department of Prints and Drawings. Courtasy of the Board of Trus-
tees of the Victoria & Albert Museum.

2

of objects from the Museum of Ornamental Art in
Marlborough House.® Henry Cole was in charge
of this museum which was the precursor of the
South Kensington Museum though it is unknown
whether Delamotte’s photographs were taken at
Cole's instigation.

Curiously Henry Cole toock no active part in the
Photographic Society of London, founded in
January 1853, being neither an officer nor an
ordinary member. Howaver, soon after the forma-
tion of the Photographic Society the Departmant
of Science and Art proposed that Calotypes be
taken at Marlborough House in Pall Mall, Lon-
don, which housed the School of Design and the
Museum of Ornamental Art.2¢ By early July
Charles Thurston Thompson was already at work
photographing exhibits from a temporary exhibi-
tion of cabinet work being held at Gore House
and it appears that Francis Bedford was 1o
photograph in the Museum of Ornamental Art.25

Thompson and Bediford diffared in their fea
structure and by so doing indicated their percep-
tions of the potential of the infant photographic
sales market as well as the rights of the
photographer. Thompson asked Ss. a plece for
the first copy of each photograph and 2s. a piece
for subsequent prints. Bedford offered to photo-
graph at 2s. a piece and would present two
copies to the Department of Science and An if he
himself could sell other prints “on his own
account."2¢ While Thompson perhaps perceived
that he could be appropriately financially rewar-
ded by sales within tha Department of Science
and Art, Bedford, an accomplished lithographer
and chromolithographer, may have set his sights
on the potentially far larger general commercial
market which could encompass both photo-
graphs and reproductions based on photo-
graphs.2” Cole was directly involved in the
discussions with the photographers.

These somewhat ad hoc photographic
arrangaments started to be formalized during
1854. It was agreed that three prints of each
photograph should be made of objects loaned to
the Department, one 1o be given to the lender
while another was to be circulated to the Schools
of Art. In September Cole and Thompson were in
France, near Boulogne, where Thompson made
an unsuccessful attempt to photograph the
French army encampment.2® Thurston Thomp-
son was to fare better when in April 1856 he and
Sergeant Mack, of the Royal Engineers, photo-
graphed that year's French military camp.2®

In 1855 Henry Cole was appointed Commis-
sioner for the British Section of the Exposition
universalle in Paris and was allocated £500 to
purchase photographs, casts and drawing.3
During the exhibition Cole would have undoub-
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tedly seen the large display of photographs. He
was also supervising the photographic campaign
of Charles Thurston Thompson and Robart
Bingham to record not only the exhibition but
also the collections of the Louvre.

Cole was approached at the exhibition and
asked whether he might be willing to support the
purchase of the collection of decorative arts of M,
Jules Soulages of Toulouse. Herbert Minton, the
head of the famous china factory, showed Cole
some photographs of the collection and on 4th
October, 1855, Cole went to Toulouse to inspect
the collection, taking Thurston Thompson with
him.* Who commissioned or took the photo-
graphs which Minton showed Cole is unknown
though it is an interesting early example of
photography being used to procure the sale of
works of art.2 Thurston Thompson probably took
photographs of the Soulages collection in situ
during his two days in Toulouse and exhibited
some of these in January 1856 at the exhibition
of the Photographic Society of London.

The Soulages collection was eventually pur-
chased and individual items were photographed
by Thurston Thompson. Cole noted that cata-
logues and photographs should be sent to each
subscriber, which may have been in the form of a
copy of the special photographically illustrated
edition of J.C. Robinson's catalogue 1o the
collection.3?

1856 was a year of formalization within the
Department of Science and Art and personal
experimentation for Cole. In January he travelled
to Southampton and visited Colonel Henry
James (1803-77), who in 1854 had been made
Director-General of the Ordnance Survey and
was later to reproduce many of the nations
historical manuscripts through the Phelozinco-
graphic process. Their discussion led to an
agreement whereby sappers from Chatham
would be taught photography at South Kensing-
fon.* Later in the month Cole “passed estimates
for photographing”. In July he visited the British
Museum to examine the photographic room and
discussed the official terms whereby Thurston
Thompson would make negatives and positives.
A little more than a week later the Depariment of
Science and Art authorized the establishment of
a Depanment of Photography and appointed
Charles Thurston Thompson as Superintendent.
In November Cole was drafting the instructions
for the official photographer and in early Decem-
ber was discussing the arrangements with
Thompsen.

On a personal level, Cole was photographing
thraughout that year. The results of his endea-
vours partially survive in the form of a photo-
graph album which is now in the Victoria & Albert

Museum.? Throughout the summer months Cole
regularly undertook photography in and around
Shere in Surrey, where he was in the process of
buying a cottage. Indeed his diary shows that he
measured and photographed the cottage prior to
purchasing it.* He also photographed in Bou-
logne in February; at St. Michael's Mount,
Panzance in March and then at the military camp
in Boulogne; and in Liverpool, Bangor and
Carnarvon in June. Even on holiday in the small
village of Shere Cole could not get away from
photography, for he recorded visiting an exhibi-
tion of photographs at the School Room in
October.? However, Cole's photographic exploits
in 1856 do not seem to have been pursuad in
later years and no other album of his photo-
graphs is known to exist.

From the mid-1850s South Kensington must
have seemed to visitors and residents alike to be
one perpetual building site as the Museum
complex was constructed. The progress was
recorded in numerous photographs, primarily
taken by the Royal Engineers, which are now to
be found in the Museum's Guard Books. Howe-
ver, within the Museum, photography was also
being applied in diverse ways; to record tempor-
ary exhibitions, the growing collections and
supply photographs for the Circulating Collection
which disseminate images of museum objects 1o
the provincial Schools of Ar.

The use of photographs by the Schools of An
was being cultivated by the Department of
Science and Art by at least 1855 and the
Circulating Collection which loaned prints, draw-
ings, casts and photographs. Cole frequently
salected the objects for photography and by the
late 1880s he was discussing with Joseph
Cundall the possibility of class photographs for
the Schools of Art to include a variety of subjects
from all over the World. In 1867 the Department
of Science and Art ordered Thurston Thompson
“to take views of new modem architectural works
in Parig, on a scale to ba useful to schools of
ar.” In 1869 one hundred sets of Cundall's
Woodburytypes of Indian architecture were
ordered.®® Cole took a great interest in the
proposals for an Indian museum and on several
occasions referred to examining “Indian photo-
graphs". In 1868 Cole was being encouraged to
increase the collection of Indian photographs by
the architectural historian James Fergusson who
had a particular interest in Indian architecture
and during the 1860s was involved in the
praduction of several photographically illustrated
books on Indian architecture. By the end of the
1850s, and the departure of Roger Fenton from
tha British Museum, Henry Cole was attempting
to significantly increase his power base by
centralizing all photography in the national Lon-
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ing the Museum's collections of casts, reproduc-
tions and photographs of foreign works of an
Cole vigorously promoted this concept during the
early 1860s. The idea reached fruition at the
International Exhibition in 18867 in Paris.4? Hanry
Cole was, as aver, instrumental in the making of
this agreement and seems to have parsonally
convinced several members of European royal
families visiting the exhibition to approve of the
scheme. While in Paris Cole also found time to
have his portrait bust taken in Frangois Willame's
‘photosculpture’ pavilion in the grounds of the
Paris exhibition.** The following year Cole sat for
Julia Margaret Cameron with seemingly success-
ful results. 45

The closure of the South Kensington
Museum's Department of Photography did not
hold Cole back for long. In another important
agreement in which he appears to have been the
driving force an arrangement was made in 1866
between the Department of Science and Art and
the Arundel Society. The Arundel Society had
been founded in 1849 with the expressed aim of
reproducing the “highest examples of art.” Its
success had been founded on its production of
chromolithographs.*® The 1866 agreement made

(?) Charles Thurston Thompson. Art Gallary, Architectural 24 April, 1862, Dilke
Album. Albumen print. London, Vicloria & Albert Museum, Department of Prints
and Drawings. Courtesy of the Board of Trustees of the Victoria & Albart Musaum.

don museums and galleries at the South Ken-
sington Museum. However, he was to an extent
the victim of his own success. The Department of
Science and Art had to cease selling photo-
graphs in March 1863 because supply could not
maat the demand and furthermore the commer-
cial photographic trade complained that the
Department's photographs were sold at little
above cosl, a price against which no commaercial
photographer could compets. 2@

Cole regularly travelled abroad and often
purchased photographs for the collection held in
the Museum's library as did other members of
the museums staff. Always on the look out for
suitable subject matter Cole, while on a trip to
Dublin, visited the Library of Trinity College and
examined the late 8th century illuminated manu-
script the Book of Kells which he noted in his
diary “should ba photographed."*#® He also met
photographers and even had occasion to keep in
touch with current developments in Europe. In
London in July 1866 he met and, on a sub-
sequent occasion, dined with the Roman photo-
grapher Pietro Dovizielli (1804-1885).4' While in
Madrid, in April 1870, he twice mentioned in his
diary that had he visited the photographer J.
Laurent.42

Examining photographs, in a similar way to
prints, was also an activity which Cole regularly
undertook, either by himself or in the company of
friends. Perceiving that international exchange
agreements were an important means of increas-

provision for the Arundel Society to act as agents
for seling photographs in a shop in the South
Kensington Museum. The society also acted as
an imprint and produced “undar the Sanction of
the Science and Art Department” a series of
photographically illustrated books. It also pro-
duced a saries called Examples of At Workman-
ship of Various Ages and Couniries which were
“for the Use of Schools of Art and Amateurs.”
Thus through the Arundel Society Henry Cole
was able to continue to exploit photography for
both the South Kensington Museum and the
Depanment of Science and Art. However, there
were growing concerns over the expense of the
Circulating Collection. In January, 1868 Cole
stated that he had been in a mesting with
Richard Redgrave, his colleague in the Depart-
ment of Science and Art, who was “hesitating
about circulating photographs and examples to
Ant schools on the sense of expense 47

In the same month as this meeting with
Redgrave, Chares Thurston Thompson died.
Cole undertook many of the necessary arange-
ments and on Saturday 8th February Thomp-
son's widow, Charlotte came to the Cola house-
hold “and resolved to have nothing to do with
Photography in future [and] proposed to Richard
Thompson that Mrs [Isobal Agnes] Cowper
should take up artistic work but not the trade.”+&

Isobel Agnes Cowper is reputed to have been
Thurston Thompson's sister and she remained at
the museum working as a photographer until the
1890s, some two decades after the retirement of
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Henry Cole. Little is known of her life or her work
which included photographs destined for repro-
duction by chromelithography, views of the
mugeum buildings, views of the model for the
Museum's extension and records of objects in
the Museum's collection. By 1870 reference to
the quality of her photography had made ils way
into the periodical press for in that year the
Ant-Journal referred to “fine photographs” pro-
duced from three foot sguare negatives and
printed as Carbon prints.*® In 1871 she exhibited
in the photographic section of the exhibition held
in the Albert Hall, London. Isobal Cowper's
caraer, like those of so many 159th century
women photographers, may unfortunataly never
be fully reconstructed.

In spite of the reduction of the photographic
facilities at South Kensington during the 1860s
Henry Cole was able to continue his interast in
photography through the expanding collection in
the Art Library, which by 1880 had registered
some 50,000 photographs, and the organisation
of the Circulating Collection for the Schools of
Art. Even towards the end of his carser at the
South Kensington Museum he regularly men-
tioned photography in his diary whether it be as
part of his daily schedule at the Museum or on
his european trips.

Henry Cole retired in 1873 and died on 18th
April 1882 in London. His interest in photography
had been profound and his use of the medium for
recording and disseminating images of works of
art far reaching. Within his lifatime Caole had
helped fully institutionalize the medium. The
photographic collections he instigated, though
dissipated amongst various departments of the
Victoria and Albert Museum, remain one of his
greatest legacies, a legacy which had fundamen-
tal consequences for museum curatorship and
the general study of works of art.

Abbreviations:

Victoria & Albert Museum (formerly the South
Kensington Museum) (V&A)
Henry Cole Papers, Special Collections, National

Art Library, Victoria & Albert Museum [ V&A,
HCP)

Henry Cole Diaries, Special Collections, National
Ar Library, Victoria & Albert Museum (V&A,
HCD)

Photograph Register of the Victoria & Albert
Museum (formerly the South Kensington
Museum) (V&A, PR)

Public Record Office, Printed Minutes of the
Department of Science and At (PFRO, FOMSA)

Notes

1. The Cole diaries and a collection of his
correspondence are in the Special Collections
section of the Mational At Library, Victoria &
Albert Museum, London. The Minutes of the
Department of Science and Art for the period
from 1852 to 1877 were printed and can be
found in two volumes at the Public Record Office,
Kew. (FRO, PMDSA)

2. In May 1861 Playfair acknowledged in a letter
to the Secretary of the Photographic Society of
London the “gross philosophical error” of the
classification of photography in the 1862 Inter-
national Exhibition in a Class entitled "Photo-
graphic Apparatus and Photography”. This cate-
gorization was based on his classification of
photography at the 1851 exhibition.

3. Sir Henry Cole Fifty Years of Public Work, (ed.
Alan 5. Cole and Henrielta Cole), George Bell,
London 1884. 2 vols. which was completed after
his death by two of his children.

4. V&A, HCD Saturday 3rd January, 1857 “S.
Kensington. Urged T. Thompson to be married
before A. Bond returned to Dublin®. Sunday 4th
January, 1857 “Th. Thompson came in the evg.
& setiled to be married on 13th",

5. V&A, HCD 28th April, 2nd May and 20th May
1846. Elizabeth Bonython, who is editing Henry
Cole's diaries, has identified Simpson as being
possibly either John Simpson, a portrait painter
and enamallist or the firm of W.B. Simpson and
Sons, wall-paper manufacturers, and |ater
mosaic makers.

6. During the 1860s and 1870s Cundall carried
out official photography at the South Kensington
Museum for the Circulating Collections and
would, towards the end of his life, be employed
as the Superintendent of Photography. He also
make a catalogue of the photographs in the Ar
Library of the South Kensington Museum. See
Ruari Mclean Joseph Cundall - A Viclorian
Publisher, Private Libraries Association, Pinner,
1976. London, Public Record Office, Printed
Minutes of the Department of Science and Ar
13th November, 1977 “J. Cundall to catalogue
collection of photos in Mational Art Library during
his official hours, and without extra cost."

7. Abstracts of Proceedings and Transactions of
the Society of Arts 1844-50,

8. The four volumes were published in the early
autumn of 1852,

9. For an account of this project sea N.B. Kesler
“llustrating the '‘Reports by the Juries' of the
Great Exhibition of 1851; Talbot, Henneman, and
Their Falled Commission"”, History of Photo-
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graphy, Violume &, Number 3, July 1982 pp.257-
272. See also R. Brettell, N. Kealer, S.M. Kilgore
‘The Calotype as Print Medium' in Paper and
Light - The Calotype in France and Great Britain,
1839-1870 ed. R.R. Brettell &t al., Boston: D.R.
Godine, 1984 pp.47-63,

10. V&A, HCP, 55.BB (Box 1) Part Il end.
11. ibid. 15th July, 1851.

12. There was a photographer by the name of
Roben Ellis who wrote a letter to the Athenssum
on his application of “the art of photography to
some interesting geclogical examinations” which
was published in the issue of the 22nd February
Ne.1217 1851 pp.224-5,

13. V&A, HCP, 55.BB {Box 1) Part Il end.

14. Hugh Owen (1804-1881) an amateur photo-
grapher from Bristol who, since he was not being
paid by the Executive Committes, was not
breaking Talbot's patent.

15. V&A, HCP, 55.BB (Box 1) Part || end.

16. The artist William Dyce was responsible for
designing the headings of the cerificates which
ware issued to successful exhibitors. The were
two, one for prize winners and council medals,
the other for exhibitors. See Marcia Pointon
William Dyce 1806-1864 - A Critical Biography,
Clarendon Press, Oxford, 1979 pp.123-24 and
llls. 135 and 137.

17. Victoria & Albert Museum, Henry Cole
Papers, Correspondence, 55.EE Pant || End,
p.276. Letter from Grey to Cole dated 22nd
March, 1858,

18. V&A, HCD Saturday 13th September and
Friday 7th Novembaer, 1851,

19. ibid, 10th March, 1852. This meant that
Thompson would vigit Bingham's studio in rue
Royale in Versailles. Bingham had bean commis-
sioned to produce some of the prints from the
negatives taken for the Reports and wrote to
Cole regarding the vamishing of photographs
with Gelatine. London, Victoria & Albert Museum,
Henry Cole Papers, 55.BB. Part || End.

20. See Roy Flukinger “The Calotype and the
Photographic Exhibition of the Society of Ars,
London, 1852-53" The Formative Decadss -
Photography in Great Britain 1839-19, University
of Texas Press, Austin, 1985 pp.64-78.

21. V&A, HCD Tuesday 13th and Thursday 29th
July, 1852, Cole’s 1852 diary records that he
purchased for 2s. 6d. a copy of Robert Bing-
ham's treatise on photography.

22. The first official exhibition catalogue con-
tained only three hundred and ninety-seven
entries for the seven hundred and seventy-four
photographs.
23. These included

“Specimens from the

Museum at Marlbore' House" and “Part of the
Cellini Shield deposited in Marlboro' House by
Her Majesty”; respectively catalogue numbers
248 and 254. (first edition)

24. PRO, PMDSA (A.165) 9th May 1853.

25. V&A, HCD Sunday 3rd July, 1853 and Public
Records Office, Printed Minutes of the Depart-
ment of Science and At 3rd August, 1853
(A.227). Some of these photographs can be
found in the first volume of the Guard Books in
the Photo Sales Section, V & A Gernsheim
includes A series of Photographs of Decorative
Furniture in the Royal and other Collections,
exhibited at Gore House as being published in
1853 in his Incunabula (no.26) though it unclear
whether this publication ever appeared as a
commercial venture. The minutes of the Depan-
ment of Science and Art recorded that “Photo-
graphs of Cabinet work &c. at Gore House and
Museum, arrangement for cost, circulation &
copy to each exhibitor.” PRO, PMDSA. 9th May,
1853 (A.165).

26. PRO, PMDSA ED 28.1 Minutes 1852-53,
Document 227.

27. For instance John Burey Waring's Ar
treasures of the United Kingdom from the Art
Treasures Exhibition Manchester, Day & Sen,
London, 1858 which was illustrated by litho-
graphs by Bedford. Some of these lithographs
were after Bedford's own photographs.

28. V&A, HCD Tuesday 12th Septembar, 1854.
“T. Thompson cd. not do the photographs of the
Camp."

29. ibid, Saturday 22nd March - Tuesday 25th
March, 1856.

30. PRO, PMDSA 16th February 1852 - 1st July
1863 (D.68) (S) 16th June 1855,

31. Sir Henry Cole Fifty Ye i
Vol.1, p.0. The diary of Henry Cole for the year

1855, one of the most crucial in his career, was
not included amongst those donated to the South
Kensington Museum after his death, perhaps
because, in hindsight, it did not show Cola in a
glowing light. Herbert Minton (1793-1858), the
china manufacturer from Stoke-on-Trent perhaps
bacame aware of the utility of photography at the
1851 Great Exhibition at which his porcelain and
parian had bean officially photographed and used
to illustrate Volume Il of the Reports by the
Juries.

d2. Ancther example took place 1859-60 when
the ltalian collector Ottavio Gigli visited England,
bringing with him a photographic album of his
collection of ftalian Renaissance sculpture. This
collection was eventually purchased and the Gigli
Collection was accompanied by a photographic
album with letterpress descriptions by Migliarini,

g————
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the Keeper of the Florence Gallery. It is not
known whether these two albums were one and
the same. See the introduction to John Charles
Robinson Malian Sculpture of the Middle Ages
and Period of the Revival of A, Chapman &
Hall, London, 1862 pp.xv-xix.

33. VBA, HCD 22nd December, 1856, J.C.
Robinson The Calalogue of the Soulages Collec-
lion, baing a descriptive inventory of a collaction
of works of decorative art, formerly in the
possaession of M. Jules Soulages of Toulouse,
now exhibited to the public at the Museum of
Ornamental Art, Marlborough House, December
1856, Chapman & Hall, London, 1856. llustrated
with tan Albumen prints.

34, ibid, Wednesday 16th January, 1856. Cole
regarded the Royal Engineers as good dis-
ciplined men.

35. See Mark Haworth-Booth "Henry Cole as
Photographer'The V & A Album, Autumn 1988
pp.38-45,

36. V&A, HCD Sunday 10th February, 1856.

37. ibid, Friday 31st October, 1856. Cole noted
that 42 people visited the exhibition.

38. PRO, PMDSA 18th February 1869,

39, Between October 1859 and the end of March
1863 the South Kensington Museum sold 35,942
photographs for a total price of £2264 7s. B.d.
See 10th Repont of the Department of Science
and Art, Appendix N, p.145-6. For a discussion of

Abstracts

photography in the British Museum and South
Kensington Museum and the general state of the
photography of ant in England during the 1850s
See the House of Commons Select Committee
Report on the South Kensington Museum 1860.

40. V&A, HCD 14th October, 1859.
41. V&A, HCD 12th and 16th July, 1868,
42. V&A, HCD 18th & 22nd April 1870.

43. For an account of the background for this
Convention for promoting universally Reproduc-
tions of Works of At for the benefit of Museums
of all Countries see Sir Henry Cole Fifty Years of
Public Work, pp.260-261.

44, V&A HCD 3rd September, 1867,

45, Letter dated 20th May, 1868 from Julia
Margaret Cameron to Cole referring to G.F.
Watts' comment that her portrait of Cole was
“extremely fine." V&A, HCP Corespondence
Box 8.

46. Sese T. Ledger A Study of The Arundel
Society 1848-1897 unpublished M.Phil. Thesis.
Oxford, 1978 and Robyn Cooper “The populari-
zation of Renaissance art in Victorian England:
the Arundel Society" Af History, Volume 1,
Number 3, September, 1978 pp.263-2.

47. V&A, HCD 28th January, 1868.

48. ibid, 8th February, 1868.

49, Arl-Journal, December 1870 p.359,

Henry Cole was one of the key
figures in the mid-Victorian an
world who first came into con-
tact with photography in the
mid-1840s. His knowledge of
the medium was strengthened
by his contact, through the
Society of Ars, with pioneering
photographers such as Joseph
Cundall. Cole played a central
rele in the Great Exhibition of
1851 and was intimately invol-
Ved in the production of the
Photographically illustrated edi-
tion of the Reports by the
Juries. In 1852 he became the
Sacretary of Art at the Depari-
ment of Science and Art and in
1857 the first director of the
South Kensington Museum
which became his power base.
Cole took an active part in all

e ————————

the photographic arrangements
in South Kensington, negotiat-
ing with photographers and su-
pervising photography on expe-
ditions such as the large cam-
paign carried out by Charles
Thurston Thompson and Bing-
ham in Paris in 1855. He built
up the museum's photographic
collection and was involved in
the setling up of the Circulating
Collection of photographs. Fra-
quently Cole spent hiz even-
ings examining photographs at
his home and he regularly col-
lected photographs while on his
continental trips. Such was the
success of the South Kensing-
ton Museum’s Department of
Photography that by the early
1860s it was forced to close
because supply could not meet

demand. However, Cole helped
formulate an agreement with
the Arundel Society which
acted as the Department of
Science and Art's photographic
agent. This agreement pro-
duced a number of important
photographically illustrated boo-
ks and a series of At Work-
manship volumes which were
used by the provincial Schools
of Art,

Henry Cole war sine der
Schlisselfiguren in der viko-
tianischen Kuntwelt, der erst
Mitte der 1840ziger in Kontakt
mit Photographie kam.

Seine Kenntnis des Madiums
wurde durch seinen kontakt zur
Society of Ans und damit

RS
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Pionierphotographen, wia
Joseph Cundall verstérkt.

Cole Spielte weine zentral
Rolle in der Great Exhibition
1851 und war eng in die Pro-
duktion der photographisch
illustrierten  Ausgabe  des
“raports by the Juries" verwick-
elt.

1852 wurde er Secretary of
Art bei dem Department of
Science and Art und 1857 ars-
ter Direkior des South Kensing-
ton Museum, was seine ein-
flussreiche Stalle wurde.

Cole nahm aktive an den
photographischen Arrangement
in South Kensington teil, indem
er mit Photographen verhan-
delte und Photographieren
Uberwachte bei Unterneh-
mungen, wie dia grosse Kam-
pagne, die 1855 von Charles
Thurston Thempsen und Bing-
ham in Paris ausgefihrt wurde.

Er baute des Museum's Pho-
tosammlung aud und war in
den Aufbau der “Circulating
Collection of Photographs" ver-
wickalt.

Cole verbrachte héufig seine
Abande zu hause beim stu-
dieren von Photographien und
sammelte regelmissig Photo-
graphien bei seinen Besuchen
des Kontinents.

Dies war der Erfoly des
Department of Photography

des South Kensington
Museum's sodass es in den
friihen 1B60zigern gezwungen
war zu schliessen, da die Lie-
ferung nicht der Machfrage
antsprach.

Gleichwohl hal Cole eine
Ubereinstimmung mit der Arun-
del Society zu formulieren
welche als Agent des Depart-
ment of Science and Art hand-
alte,

Diese Vereinbarung pro-
duzierte eine Anzahl von photo-
graphisch illustrieten Biichern
gine Serie von Kunstwerkb&n-
dern, die von Grtlichen Kunst-
chulen benutzt wurden.

Henry Cole, un personnage clé
dans le monde artistique du
milieu de I'époque victorienne,
se langa dans la photographie
pendant les annéas 1840. Son
contact, par l'intermédiare de la
“Society of Arts", avec des
photographes novateurs
comme Josaph Cundall appro-
fondit sa connaissance des
techniques. Caole joua un réle
central dans |la Grande Exposi-
tion de 1851 et contributa & la
production de ['édition avec
photographes de Rapports des
Jurés, En 1852 if fut nommé
“"Secretary of A" au “"Depart-
ment of Science and Art", et en
1857 if fut le premier adminis-

trateur au musée de South
Kensington, un poste dont il se
servit pour consolider sa posi-
tion. Cole prit une part active a
tout ce qui concernait la photo-
graphie & South Kensington et
dirigeait les dispositions pour
les expéditions photographi-
ques comme la campagne im-
portant menée par Charles
Thurston Thompson et Bing-
ham & Paris en 1855. Il agran-
dit la collection photographigue
du musée at joua un réle dans
I'établissement de la “"Circulat-
ing Collection” des photogra-
phies. Chez lui il passait ses
soirées & examiner des photo-
graphies et il en collectionnait
pendant ses séjours A
I'étranger. Le succés du
Départment de la Photographie
du musée de South Kensington
fut tel que diés le début des
années 1860, il subit une fer-
melure obligée manque de
matériaux. Cependant, Cole
aida & Formuler un accord avec
les membres de la “Arundsl
Society” qui agiraient comme
représentants photographiques
pout le “Department of Science
and A", Cet accord a eu pour
résultat de nombreux livres im-
portant avec illustrations photo-
graphiques et une série de
tomes intitulées “Art Workman-
ship" (sur l'artisanat dans |'art)
dont les Ecoles das Beaux Arts
an province se servirant,

Computers and the History of
Photography

Note from Jenny Wetton Assistant Keeper for
Science, Museum of Science and Industry,
Liverpocl Road Station, Liverpool Road, Castle-
field, Manchester, M3 4JP, England Tel 051-
832-2244 Fax: 061-833-2184

This museum has a collection of photographic
equipment comprising some 800 items. These
have been catalogued onto preprinted cards
which contain all the basic information about an
individual object. Some of this information is fed
into a dBASE |Il Plus database running on a PC
computer. The computer is able to search on any
of the fields entered into it and a full or brief
print-out can be printed from the data found. In
order to save ‘space’ in the memory, codes are

used on some of the entry points. For ease of
use, these are decoded into English for the
printout which gives a complete record for the
object, as entered on the computer. If any
members of the ESHP would lke to use the
database please contact Jenny Watton.

Bernado Riego Amézaga of the University of
Cantabria has written to report that he has
constructed a database named “Cronos” con-
taining spanish bibliographic references to photo-
graphy. The database is in dbase Ill Plus and
has around 1000 entries. Bernado Amézaga is
keen to be involved in exchange of computer
databases on the history of photography. His
address is: Bernardo Riego Amézaga, Director,
Aula Fotografia, Centro Interfacultativa Universi-
dad de Cantabria, 3 Planta, Avda. Los Casfros,
39005 Santander Spain Tel: 942-20-12-76
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Book Reviews

JOHNSON, Wiliam 5. Ninsteenth-Century FPho-
tography - An Annotated Bibliography 1833-
1879, Mansell Publishing Limited, London, 1980
pp.962. ISBN 0-7201-2089-6. £90.00

This is the first of two substantial volumes covering
photographic bibliography from 1839 tll the end of
World War I It contains nearly twenty-one thousand
referances to books and periodical articles and will
undoubtedly be a most welcome tool to photographic
historians. By far the largest section is devoted to an
"Artist or Author” category which takes up some 713
pages. Short biographical entdes preface the refer-
ances to some well known as well as lesser rocognized
photographers. These entries are sporadic and idiosyn-
cratic, the biographical sketch of the Venetian Carle
Maya, for instance, being longer than the twe biblio-
graphic references undar his name.

The remainder of this monumental work is devoted to
special topics which include sections on bibliography,
prehistory, history by country, organizations and socie-
ties and a small three and a half pages on photome-
chanical reproduction. While these subjects are of
fundamental interest to the photographic historian the
sections devoted to them, though useful, are far from
axtensive or authoritative, One reason for this may lie
in the problems of producing multiple indexes which in
turn depend on the careful structuring of original
bibliographic references. This is an obstacle which
might be circumventad through electronic publishing
media, such as CD-ROM, linked o a computer. A
significant number of scientific bibliographies are now
being published in this form. In his introduction the
author explains his use of an IBM-PC AT computer to
produce this bibliography and the camera ready copy
which was sent to the publisher. Since the data in
already in a computer such a venture is entirely
possible and daily becoming more and more desirable
and economically viable,

Howaver, given the desktop publishing approach of
William Johnson it is surprising that this book still costs
£90.00, a price which is to be regretted since it will
surely severely limit sales and do litde to encourage
publishers to produce such valuable research tools.
Furthermore the author “regretfully decided to limit tha
coverage to English language publications”, a point not
explicitly defined in the book's tile. This makes for
some rather noticeable gaps, particularly for the entries
for non-English speaking photographers/authors, made
even more apparent when it is considered that recent
“loreign” language publications are frequently referred
o and reviewad in English language books, journals
and bibliographies.

The entries for this bibliography are for the major part
the result of the indexing of almost sixty pericdicals.
However, there are inconsistencies in that in the case
of several periodicals there are several sequential
gaps. Since the author lives in the USA he has
coverad american periodicals most extensively and this
gives the whole work a decidedly american slant, a fact

which is not clearly indicated in the book's title.
However, there are some noteworthy new contributions
made by the auther such as the listing, under
photographer's name, of the wood engraved ilust-
rations after pholographs which appearsd in the
llustrated London News, though some might quibble as
to whether these are bibliographic refarencas. Nona-
theless, it is not always clear in these entries as to
what is actually being referred to. For instance two
photographs by Henry Peach Robinson, “A Heliday in
the Wood® and “Bringing Home the May" were
reproduced as wood engravings (WMustrated London
News 16th March, 1861 and 28th February, 1863) yet
Johnson's entries (R382 and R350) simply refer in
each case to "1 ills.” and make no mention of the
process of graphic reproduction usad.

These are minor criticism and only taken in the context
of the spirt of the author's statement “Be warned, any
bibliography | gather will always centain too much
information.” William Johnseon is to be congratulated in
producing an important reference work which will be
valued by all those interasted in the history of 19th
century photography. The second volume of this work
will now be awaited with eagerness and one might
hope that this first volume may spawn even bigger
bibliographies. for the history of 19th century photogra-
phy. (AH)

BARCHATOVA, Y., SABUROVA, T., MIROLU-
BOVA, G., PETROVA, T., NORKUTE, E., SHI-
POVA, T. GOLOVINA, A. YUSKIN, A. A Portrait
of Tsarist Russia - Unknown Pholographs from
the Sowiet Archives, Dirk Nishen Publishing,
London, 1990 pp.260. £25.00. (A translation by
Michael Robinson from the German edition Das
Russland der Zaren, Verlag Dirk Nishen, Berlin,
1989 )

The history of eady Russian photography is compara-
tively litle known. This is primarily a result of the
aftermath of the political events of 1917 which dragged
on until the advent of glasnost. This book is intended
as an introduction to aspects of the history of Russian
photography up to and including the 1917 Bolshevik
revolution and is based on images from the collections
of the Public Library, the Hermitage State Museum, the
State Museum for Theatre and Music and State Central
Archive of Film and Photographic Documentary in
Leningrad, the State History Museum and State Litera-
ture Museum in Moscow and the Central State Archive
for Aussian Film and Photography in Krasnogorsk.

Russia has for centuries been inextricably linked to
Western Eurape through cultural and pelitical ties. One
thesis central to the texts which accompany the
illustrations is that of the attempt made by early
Russian photographers to create their own pholo-
graphic identity. Yelena Barchatova, in her introduction
to the book, highlights the fact that while during the
1880s Russian photographers received considerable
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acclaim for the imagas thay exhibitad, such as in Bardin
in 1865 and the Paris Exposition Universelle of 1867,
they remained comparatively unknown in their mothar-
land. Tha first Russian exhibition to give photography a
special place did not take place until 1882,

There is in this book a wide varety of evocative
imagery ranging from pertraiture, topographical and city
views to social documentation and photojoumalism.
Though many of the images show direct similaries to
contemporary works in Western Europe - the portraits;
the streat scanes; the social activities of royalty and the
nobility - it is the distinctiveness and diversity of
indigencus ethnic types which catches the viewer's
aye. All thesa photographs are extramaly well reprodu-
ced and many are in full colour. The care and quality of
reproduction in Nishen publications is bacoming one of
its hallmarks.

Though many of the photographers mentioned in this
book may be comparatively unknown thiz reflacts the
cultural isolation brought about by the political events
which have taken place in Russia, and latterly the
Soviet Union, since the fall of the Romanovs. Hapafully
this book will not only mark the beginning of more
published research into the history of photography in
Fussia but that Russian photography and Russian
photographers will be permitted to assume their rightful
place in the history of 15th century photography. (AH)

SMITH, Graham. Disciples of Light - Photo-
graphs in the Brewsier Album, The J. Paul Getty
Museum, Malibu, 1990 pp.170, ISBN 0-85236-
158-1 £27.50

The impertance and significance of early photographic
albums is one which is difficult either to quantify or to
qualify. Very few albums from the first decade of
photegraphy exist and of these only a handful belonged
to an individual as significant as Sir David Brewster or
have such a range of important images. Therefore a
menegraph on this album, which was acguired by the
Getty Museum in 1984, is to be welcomed since it
contains images which help document the early history
of negative-positive paper photography in Britain.

The Brewster album was formed between late 1842
and some time in the 1850s and contains some one
hundred and ninaty images by at least sixteen photo-
graphers mounted on aighty-three leaves. Most of the
photographs are salt paper prints from calotype nega-
tives. The photographers include William Henry Fox
Talbot, Hill and Adamson, Nicolaas Henneman, Sir
John Herschel and Brewster himsalf. Every photograph
has been individually catalogued and appears in a
check list at the end of the book. Similardy every
photograph is illustrated in colour.

The checklist is preceded by five short chapters which
examing Talbot's invention of photography, the intro-
duction of photography into Scotland and the group of
early experimental photographers in St Andrews.
These chapters give both background and historical
context as well as detailed information on many of the
photographs in the Brawster album. Graham Smith has
been able to draw together a substantial amount of
information which gives a clear impression of the
significance of the photographs in the Brewster Album

and the context in which it was compiled. There is
considerable emphasis on biographical detail in this
book which certainly undarlines the prevailing theme of
the “cverlapping interests and activiies of several
intellectual and social groups in Victorian Britain.” Yet
this album holds significant pieces of information about
Brewstar's own photographic exploits. In particular one
might cite his copy photography. At least seven of the
images in this album are copy photographs by Brawster
after original photographs by Henry Collen, Talbot and
Henneman. Litle explanation is given to this or 1o the
importance of the reproduction of works of art which, as
Talbot mantioned in his published writings, was one of
the most important applications of the calotype. Brews-
ter also saw this and while the image cn page 163 of
the album has been removed the written caption reads
“DB. Phot/ From Drawing by Lady Warwick.”

This book is an important contribution to the history of
the first decade of negative-positive paper photography
in Britain. Furthermore it makes available all the images
in one of the most important pholographie albums ever
assembled. Whether we may ever se@ other albums
such as the Taran Album or the Adamson Album
published in a similar way is unclear. What is apparent
is that a notable benchmark has been set. (AH)

SCHAAF, Larry J. Tracings of Light - Sir John
Herschel & The Camera Lucida. The Frisnds of
Photography, San Francisco, 1989, pp.120. ISEN
0.933286-55-4 US545.00

Sir John Herschel holds a central position in the early
years of photography; not only did he independently
achieve ona of the earliest photographs but he solved
the problem of fixing the image by the use of
hyposulphites, the properties of which ha had detailed
in a paper published in The Edinburgh Philosophical
Magazine in 1819, It was this intimate knowledge of the
requisite chemistry allied to his researches on light, (his
Traité de la lumidre was published in 1829) which
enabled Herschel to grasp the concept and practice of
photography so soon after its announcement. Yet, not
enly are there few photographs credited to Herschel
but, as the reader will learn from this fascinating bock,
he preferred to use the Camera Lucida both to record
with photographic accuracy and 1o use the medium of
artistic exprassion.

Wa are in debt to Larry Schaaf who with characteristic

thoroughness and flair places Herschel's use of the
Camera Lucida, and his experiments in photography, in
context. It is likely that to many of us, the Camera
Lucida is one of many inventions illustrated, and often
tantalisingly briefly described, in popular journals such
as the Glasgow Mechanics Magazine. The products of
its use have been much more elusive with Captain
Basil Hall's, Forty Eichings, from Sketches mada with
the Camera Lucida, in Morth America, in 1827 and
1828 being the best known source of examples.
Apparently the Camera Lucida called for a marked
degree of drawing ability on the part of the user if it was
to be used successfully. Any artists' aid, by definition, is
only that and the contribution called for from the user of
early photographic apparatus reflects thal eternal
equation between the artist and his equipment.
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In the Tracings of Light, published in the sesquicenten-
ary of the announcement of photography, there are 40
plates of Herschel's drawings with the Camera Lucida.
The plates are preceded by a 26-page text by Larry
Schaaf, together with an introduction by Graham Howe,
the Curator of the Graham Nash Collection to which
these drawings now belong. We should be grateful to
all three for their individual parts in securing this
collection and bringing it so admirably to our notica.

Mot enly can these drawings be enjoyed for their
intrinsic quality and interest, but they alert us to the
requirement for a sustained examination of the con-
tinuum of use of both artists’ aide and artists’ manuals.
The usa and dictates of both have been axplored with
great interest by the art historian; surely there is still a
need to reconcile thiz area of research with the more
rraditional view of the chronology of photography, thus
reflecting that alliance of the arts and sciences of which
Herschel was such an outstanding example. (JLW)

RAY, Sidney F. Applied Photographic Optics:
Imaging Systems for Photography, Film and
Vidso. Focal Press, Sevenoaks, Kant, England,
1988, ISBN 0-240-51226-X

Appliad Photographic Optics offers the most extensive
treatment of optics and ils practical applications to the
visual media ever gathered in one source. Significant
advances in imaging technology, applied oplics and
optical production techniques make this book the one
up-to-date reference for professional photographers,
photographic scientists and engineers, cinamatogra-
phers, broadcast engineers, videographers, optical
engineers and imaging scientists, as well as instructors
and their students in film, video and photography
programs, It is an excellent acquisition for photohis-
lorians too. Elementary explanations of processes and
principlas, which make the book widely accessible, are
backed up by hundreds of line diagrams, tables,
mathematical formulas and references 1o other
sources. The coverage extends from a highly readable
explanation of the principles of the theory of optics to a
discussion of the different types of photographic, film
and video lenses and an examination of the latest
innovations in electronic imaging and optical systems.
(LR)

PRITCHARD, Michael. The Photographic Collec-
for: A Cumalated Index 1580-1985. ALLM Books,
Bushey, 1988, pp.22. ISBN 0-9506784-5-7.
£6.00.

The Photographic Collector was launched in 1980
when interest in early photographic images and equip-
ment was stil strong. At the time in was though that
this interast would continue at the same high level. The
market seemed right for a spedialist publication dealing
with the field of historical publication dealing with the
field of historical photographica, photographic history
and the collectors market.

In early May of 1986 Bishopgate Press issued a note to
subscribers stating "we are ceasing publication of this
journal for the prasent”. The note informed subscribars
that they would be informed “whenever subsequent

volumes are (o be) published”. The Photographic
Coflector throughout its fourleen issues over five years
published a waalth of material on photographic images
and, to a lesser extent, equipment. The articles
included original research, descriptions of material,
news reports, auction reports and reprints of soma
early catalogues.

The Photographic Collector published over 1500 pages
of text. Mo indax was produced which has made
ssarching for a particular article, author or subject
espacially difficult. For those with an intarest in the field
or activa in research the ability to locate information is
essential, hence this index.

The present index has been produced by a photo-
graphic historian as an aid to research and to facilitate
the location of information. Bishopgate Press are not
associated with this publication but back copies of The
Photographic Collector are available from them at
Bishopsgate Prass Ltd., 37, Union Street, London SE1
1SE:

STEVENSON, Sara and Alison D. MORRISON-
LOW. Scottish photography. A bibliography:
1839-1989. Salvia Bocoks, Edinburgh, 1990,
pp.48. ISBM 0-9512533-4-4. £6.05.

There has been an upsurge of interest in Scotland in
recent years in the serous practice and study of
photography. Degree courses in photography have
been established at the art collages and the history of
photography is studied in both colleges and universit-
igs. There are now four galleries devoted to showing
photography exhibitions in Scotland and the National
Galleries of Scotland has a small parmanent gallery for
its display. The Portfolic Magazine and the Scottish
Society for the History of Photography's own Bulletin
are devoted to showing photography seen from a
Scottish viewpoint. The Scottish Arts Council’s Phato-
graphy Working Party Review (written by Dr. Jamas
Lawson, 1989) expresses tha opinion that “there has
never bean a period of practice as distinguished as the
present” It is for this reason that Salvia Books has
published this excellent bibliography compiled and
edited by Sara Stevenson and Alison Mormison-Low
both of whom are wall known in the history of Scottish
photography field. Three indexes have been included
(1) Index of Names: (2) Index of Photograph Locations;
(3} Index of Technical Terms. (LR)

LYONS, Robert, Gentlemen Fhotographers: The
Work of Loring Underwood and Wm. Lyman
Underwood. Essays by Carol Schioss and Josl
Snyder. The Solio FoundationMortheastern
University Press, Boston, Mass., 1987, pp.107.
ISBEN 0-940097-01-X. £26.00,

Perhaps in the development of no other branch of
human knowladge, amateurs have had such a great
influence as in photography. Important inventions new
processes and novel technigues came from amateurs,
aspacially in the perod before 1900. Far reaching
aesthetic movements such as pictorial photography
were started and nourished by amateur photographers,
amateurs who were often persons of indapendant
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means, free from financial cares. To this group of
wealthy amateurs belonged the Undarwood brothers. In
his introduction, George C. Seybolt calls Wm. Lyman
and Loring “individuals of strong character and active
imagination.” It was not surprising, therefors, that they
ware atiracted by photography and by occupations
which comesponded to their individual inclinations.
William Lyman became a much appreciated lecturer on
natural history, while Lorng derdved much pleasura
from designing garden-landscapes.

Two essays, written by Carol Schioss and Joal Snyder
on the lives of the two brothers and the photographic
procasses they employed help us to understand their
motivations and technigues. Tha Solio Foundation,
established in 1984 to develop and administar axhibi-
tions, publications and consaervation projects in photo-
graphy, has done a useful job by making possible the
publishing of this beautifully printed book. Especially
the duotone plates admirably render the beauty of the
landscape views. The books is a worthy addition to any
photochistorical library. (L.R.)

TOOMING, Peeter. Hobedane teskond [The
Silvar Journey], «Valguss», Tallinn, 1990 pp.159

This, the author's eighth book, examines the eary
history of photography through its processes and
cameras. There are many well known examples which
are richly mixed with photographs by Estonian phota-
graphers.

The book includes tables giving the chronology of the
most important negative and positive processas, the
history of the Leica camera with a year by year list
indicating the announcements of new models together
with a separate flow diagram showing their interrela-
tionship. A mini-lexicon of some of the most imporiant
individuals in the history of photography, which includes
Estonian photegraphers and inventors, concludes the
book. (AH)

FIEDLER, Jeannine (ed.) Fhotography at the
Bauhaus, Dirk Nishen Publishing, London, 1990
pp.362. ISBN 1 85378 0413. £50.00

This monumantal voluma (| have been carrying it round
with me for several days, so | speak from exparience)
is the latest and largest account so far of photography
from the Bauhaus. It won't be the last one, partly
because of the rchness and size of the Bauhaus
Archiv and other collections, but mainly because of the
continuing fascination with the enormous and extra-
ordinarily varied photographic material produced by the
slaff and students of a small German art school that
lasted litle more than a decade, and had such a
remarkabla impact upon the world,

The book itself, compiled from and by the Bauhaus
Archiv in Berlin for a major exhibition of its holdings, is
primarily intended as “a kind of working inventory of the
extensive photography collection of the Bauhaus
Archiv® and a “valuable base for the future research
related to the photography of the Bauhaus”. The
attempl is certainly made to provide a cross section of
the many sorts of photographs available, from snap-

shots of student life and record shots of products and.

architecture to experimental work, student exarcises,
photomontages, photograms (not many of those are
included) and photography in graphic and typographic
dasign - over 400 illustrations from the collection of
more than 10,000 prints in the Archiv. The researcher
is also helped by the quantity of technical and
biographical information provided in the appendicas
(although the same cannot be said of the comparativaly
short bibliographical section). Publishers rarely, howa-
ver, produce large and expensive books only for
scholars, and there is inevitably a "coffes table” aspect
which almost certainly influenced the selection of the
ilustrations and the general layout.

The other primary purpose of the book, is to “provide a
deeper understanding of the history and the theory of
photography at the Bauhaus”, and it is much less
successful in achieving that aim. The text consists of a
number of comparatively short essays of varying quality
and by a number of different pecple. Pictures are
described, but there is litle attempt at analysis or
interpretation beyond the rather simplistic one, repea-
ted somewhat too often, that there is no single
Bauhaus style. This is obviously true in the sense that
work was produced in a wide variety of forms and for
very different purposes, but it is also debatable in the
sense that many of the student snapshots, for axample,
or the photographs of architectura show a marked
awareness of and continuity with the experimental
“new vision" work of the Basic Course and the
workshops.

What the written text lacks above all is any attempt to
relate the Bauhaus to the outside world. There are
occasional references to other art schools of the pariod
(the Vkhutemas in Moscow and the Folkwangschula in
Essen, for exampla), and to Steichen and Rodchenko,
to Constructivism and New Objectivity, but no sus-
tained attempt to relate the photography of the
Bauhaus to what was going on elsewhera. Much of the
importance of the Bauhaus lay in its cosmopolitan
recaplivity, the astonishing gathering of staff and
students from all over Europe who went on to work all
over the world. The aesthetic (and political) debatas -
conflicts - thal characterized the turbulent short history
of the school are not analyzed and therefore not
properly connected to the international upheavals thay
reflacted. It is, | suppose, a characteristic of archives
that they tend lo be inward looking, but it is particularly
unfortunate that the Bauhaus Archiv should be afflicied
with a myopia that contrasts so greatly with the world
vision of the Bauhaus itsglf (DF)

HALLETT, Michael (ed.) Rewriting Photographic
History, The Aticle Press, Birmingham Polytech-
nic, Birmingham, 1980 pp.50. ISBN 1-873352-
00-X. £8.00.

This publication is the transactions of a conference held
at Birmingham Polytechnic in September 1889 1o
celebrate the first public announcement of the invention
of photography. There are a total of fifieen articles.
These included overviews by H.JP. Amold (‘Never
Mind Photography - How About the Historiography’)
and Margaret F. Harker ('The History of Photography:
Perspectives and Interpretations’) Other papers exa-
mined lesser-known figures in early photographic
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history or pre-history such as Mark Haworth-Booth's
“B.B. Tumner: Thoughts of Kempsey Mill' and John L.
Wilson "Voyage to the Penumbra; in Search of the
Elusive in Photographic History: Towards a Portrait of
Dr. William Lewis’. Particular themes are also dealt
with, Keith Adamson discusses ‘ltinerant Phologra-
phars’ while Ray McKenzie examines ‘Problems of
Representation in Early Scottish Landscape Photogra-
phy".

One of the fundamental problems with all confarences
is the limited tima given to speakers 1o present their
papers, This can, to some extent, be remedied by
published proceedings which can act as a forum for a
more expanded discourse. Michasel Hallett should be
congratulated in producing this account of the papers
presented at the 1989 Birmingham confaerenca. Howe-
var, all the papers are short and can do lithe more than
whet the appetite. For instance Robert Elwells
‘Volumes of Hints, Suggestions and Realites’ exa-
mines British architects’ reactions 1o the work of
Francis Bedford and Bisson Fréres during the 1850s
and early 1860s and at three and a half pages is the
longest article in the publication. Whather such brevity
was an editorial policy or not it is a shame. All the
authors obviously have much to say that is of intarast
o the photographic historian and the rewriting of
photographic history but their essays seem oo often to
be abrupt and truncated. Hopefully all the authors will
use the appearance of this publication to act as a
catalyst 10 produce more extended accounts of their
rasearch or areas of interest. (AH)

JAMES Thomas H., C. E. Kennsth Meas: Fionser of
Industrial Research. Photographic Research Labora-
tories, Eastman Kodak Company. 1990, pp196. ISBN
0-87985-657-2.

Arguably, much of the success of the Eastman Kodak
Company is due 1o the originality, quality and diversity
of its research laboratories. Like other industrialists of
his tima, George Eastman realised that fulure pro-
sperity came from a range of new products that the
customer wanted to buy. Both product development
and long-term research were neededin 1912 he
successiully lured Charles Edward Kenneth Mees away
from England to set up from scratch a research
laboratory in Rochester, New York. Mees had studied
the pholographic process systematically, following on
from the picneering work of Hurter and Driffield and
was working as a photographic chemist for the firm of
Wratten and Wainnght in Croydon, who manufactured
filters and dry plates, Part of the severance deal was
that the Croyden company was purchased by Eastman
and to this day is remembered in the Wratten range of
filters. With him, Mees took his associates Samuel
Sheppard and John Crabtrea. Mees worked for East-
man Kodak untl 1955, and in his active retirement
began an autobiography covering the hectic years until
1812, but completed no more. The author discovered
this manuscript after Meas' death in 1960 and having
worked with him for decades felt able to produce this
affectionate outline of a ploneer of industrial research,
which was a passion of Maas. Thae book is full of usaful
historical tachnological detail and extracts. from Mees'

writings and lectures, for he was prolific in both,
Interesting details are given too of the progressive
fortunes of the Research laboratory. Scarcely had it
been established when World War | intervened and
Mees became involved in instruction courses for
military personnel in photography. More established
when World War Il involved America, Mees then took
up US citizenship to become more involved in activities
concermning the evaluation and supply of equipment and
materials Between the wars the foundation work was
begun. In 1920 he anticipated advances in X ray
photography, motion picture photography, photo-
engraving, aerial photography and colour photography
and had products ready for industrial use. Particularly
notable is his responsibility for the additive Kodacolor
16 mm cine process and the later work of Mannes and
Godowsky leading to Kodachrome. But he also expan-
ded activities, such as sefting up a separate emulsion
research laboratory and laboratories in England and
Franca. He wied always to meet George Eastman's
demands which included the hifng of Rudolph Kings-
lake and Frances Hamer from England to work on
lenses and sensiising dyes respectively. Apparently,
Meas and Eastman had an excellont relationship of
mutual respect and Eastman backed Mees financially
even in the hard times of the depression. His instinct
was well founded for solutions to photographic pro-
blems inevitably led to new and profitable areas of
research for other industries. For example, vacuum
pumps developed to dry an anti-halation backing on
plates led to the molacular still, usaful in vitamin
rasaarch. Whilst an active photochemist, Mees had an
abiding passion for the organization of industrial
resaarch, ‘the yeast of business’ and he lectured widaly
to organisations on his fruitful experiences. His publica-
tions numbered many hundreds, including many books,
but perhaps his best known work is the seminal Theory
of the Photographic Process first published in 1942 and
in sevoral editions since.He maintained strong links
with England and the Royal Photographic Sociaty,
being the recipient of the Hurter and Dnffield Medal in
1924, the Progress medal in 1912 and again in 1952,
Meas was among other things, a Director of Eastman
Kodak and a Trustee of Eastman House. Loss of a leg
in 1951 did litle to slow him down and in retirement
continued to work and pursug his hobby of astronomy.
This book is welcome as one of a very few on
personalities of photographic science and full of inter-
esting detail, but almost nowhera is there any criticism
of the man nor any detail of the turbulent and
controversial times that must have accompanied the
formation of a major industrial organisation dedicated to
business while underpinned by soundness of its
preduct base. That story is yet 1o emarge. (SFR)

MORT, J., The Anatomy of Xerography: Its invention
and evolution. McFarland & Co. Inc., Box 611, Jeffer-
son, North Carolina 28640, 1989, pp224, $29.95. ISBN
0-B8950-442-6.

On October 22, 1938 in Astoria, New York, the inventor
Chaster Carlson produced the first copy of an original
document by a new imaging technology later called
werography, from xeros (dry) and graphein (drawing).
After a slow start, this major innovation in information




technology went on to become a huge commercial
success and an essential tool for most endeavours.
Indeed the revolutionary Xerox 914 office copier of
1958 was arguably one of the most succassful
business products ever made and many are stil in use.
The modern plain paper office copier using xerography
seems superficially a simple machine because of its
necessary user friendliness but internally many advan-
ced and complex technological systems are employed.
This book details these and how interlocking advances
in science and invention contributed to our modem
business machines which deal with both images and
text. The author, a Fulbright scholar and a research
fellow in the Corporate Research Group of Xerox, has
documented the progress of xerographic technology
and its diversification. Sensibly he has chosen not to
avoid explaining the basic science involved and the
marging of disparate tachnologies while highlighting the
contribution of Carlson. Commaencing with the progress
of the understanding of electricity and electronics up to
1938, successive chapters detall Carlson the man, his
invention and the development work by Battelle and the
Haloid Company. Carlson was a patent agent and no
doubt his idea for a simple method for copying a
document was inspired by his daily routines amang
documents and his access to a vast body of knowladge
and experimental details. After his first demonstration,
a public announcement was not made until its tenth
anniversary in 1548 and over another decade passed
betore the Xerox 914 machine justified the faith of both
inventors and investors. A critical factor was the
decision to lease products and not to sell them. Full
information is given on the essential basic research into
an understanding ef the photosensitive materals and
processes used, particularly amorphous selenium and
the later dual layer organic photoreceptors. A whole
chapter details the problems of compounding a suitable
daveloper or toner with all the desirable properties.
Having established the technology the author then
examines curment developments. After a brief history of
printed information, the critical conjunction in the 1970s
is explained of the computer to provide digitally coded
information to modulate a laser beam scanning a page
to be recorded by xerography. So the laser printer was
bom, to culminate in medem ideas of document image
processing (DIP). Next, matters such as digital copiers,
the transmission of data and the ubiquitious FAX are
covered plus related items such as the concepts of
optical character recognition, plus digital half-tones and
memaries. The penulimate chapter brings twgether the
various strands of technology in the topic of desk op
publishing (DTP) and related networking. Finally there
is considaration of the interaction of invention, techno-
logy and business together with a look forward. The
book has numerous explanatory line diagrams and
half-tone illustrations and is very well referenced. The
author has succeeded in producing a history of this
important imaging technclogy that is accessible and
understandable t© most non-technical readers and
relates its importance to everyday life. There is almost
no coverage in this book of the strife and struggles in
the business word that finally led to the dominance of
®erography, but the preface notes that the manuscript
was reviewed by the legal and public relations depart-
ments of the Xerox Corporation before publication.
(SR)
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