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A SUPERBLY ILLUSTRATED, lively, inti-
mate history of one of the great aesthetic
adventures of the modern world—the
making of the first photographs.

Here are the fascinating early experi-
ments with processing, the first primi-
tive attempts at colour photography, the
ingenious equipment invented for spe-
cial effects—and here are the prints that
resulted, now precious beyond measure.
First-hand accounts by the pioneer
photographers vividly recall the pursuit
of a historic event, a spectacular land-
scape, a fleeting facial expression.

There are chapters on the work of the
inventors—Niépce, Fox Talbot, Da-
guerre, and Bayard—and on the profes-
sionals, like Nadar, who photographed
everything from the Paris sewers (by
electric light) to Sarah Bernhardt. Bourne
made a record of the landscape of India
and the Himalayas that was, and perhaps
still is, unequalled. The beginnings of
documentary photography—John Thom-
son’s London types for instance, and the
very undocumentary work of Julia Mar-
garet Cameron—showed two paths
photography could follow. Yet another,
the development of photography as an
analytic technique, can be seen in the
work of Marey and Muybridge. The de-
velopment of colour photography brings
the text to a close, and a selected bibliog-
raphy rounds out the volume.

Aaron Scharf, well known for his ear-
lier books, Creative Photography and Art
and Photography, was an adviser to the
British Broadcasting Corporation on the
programmes out of which this book
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FOREWORD

As I began working on the background research for the
television programmes ‘Pioncers of Photography” it be-
came obvious to me — no specialist m the subject — that
it was notalways casy for the general reader to find some
of the key documents and first-hand statements by the
photographers themselves. There exists, for instance, a
recent facsimile publication of Henry Fox Talbot's book,
The Pencil of Nature, yet copies are difficult to track down
for those who are not specialists. T hope, therefore, that
by supplying a small number of carcfully chosen docu-
ments, both images and texts, culled from the first hun-
dred years of the experience of photography, this album
will answer a real need.

The more I assembled together, the more fascinated 1
became - not only by the statements themselves but also
by the personalities mvolved: Nicéphore Niépee com-
municating the lucid and detailed accounts of his experi-
ments to his brother Claude; the first reports in English
magazincs of Daguerre’s discovery and the responses of
Talbot and others to them; Mrs Talbot complaiming to
her mother-in-law of Henry being discouraged: the
impulsiveness of Juha Margaret Cameron who couldn’t
resist rushing into her famuly at dinner and ruining the
tablecloths with chemicals. Nadar had no end of trouble
photographing the Pans sewers by aruficial light - the
steam from bath water created afog. And Sam ucl Bourne,
ina glacial passin the Himalayas, complained that no one
who had not actually expenenced 1t could realise the
agony of pouring photographic chemicals with chapped
hands.

The later chapters (as also the programmes) deal not
so much with individuals as they do wath the larger con-
siderations of new developments in photography: the
photography of movement by Muybndge and Marcy;
the magazine, Camicra Iork, the ‘ar’ print, the arrival

of a practicable natural-colour process. But evenm these
sections of the book, onc cannot escape the enthusiasin ot
thosc extraordinary people whose words give a feching
of immediacy to everything they describe.

Of course, these writers are often tryng to prove some-
thing erther to themselves or to an andience and, as with
any evidence of this kind, their personalities and circum-
stances have to be bomne in mind. When Nicéphore
Niépee wrote to Claude 1 1816 10 say that he had suc-
ceeded i getung negative images on paper, I personally
believe him. But the evidence he sent with the letrer has
not survived. Like Thomas Wedgwood before hum, he
was not yetable to fixan image permancntly and noreply
of Claude’s has been traced which would tell us of the
condition of these first negatives by the nme they reached
Paris. Nadar was writng his memours long atter the
events he described and 1t must be remembered that he,
like Julia Margaret Cameron, couldn’t resista good story
and was a httle hazy about dates. Nevertheless, that does
not detract from the vividness of both their narratives.

Some of the most nterestng matenial has come from
chance meetings, and I could casily spend a litenme fol-
lowing up the clues that I've been given by many kind
and helptul people. But there 15 a limut to what only one
producer and onc hard-worked rescarcher can achievc on
a scries with a modest budget; nme costs money and we
have programmes to produce. So here, with an troduc-
nion and guidelines from Aaron Schart, che photographers
canspeak for themselves. Butzeaders must play their own
part, use this book asa kind of quarry, and follow up tor
themisclves anything they find intnguing.

Pechaps the most fascinating izem, part of which s re-
produced here tor the tirst ane. s the small red morocco
albunt of calotypes by Dr John Adamson and hus brother
Robere, which they sent to Fox Talbot with a letter on
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9 November 1842 to show the kind of work they had
been doing with his process in St Andrews, Fife. This was
six months betore Robertopened his stndio n Edinburgh
and started his partnership with D. O. Hill. In the front
of the album, carefully cut into an oval vignette, 1s the
Adamsons’ portrait of Sir David Brewster, the optical
scientist who was the link between Talbot and the Scot-
tish calotypists. He had certainly known of Talbot’s
photogenic ‘drawings as carly as 1836, two-and-a-half
years before the announcement by Daguerre which
prompted Talbot finally to publish lus own process.
What is more, m 1836 Brewster and Talbot were already
considering ‘taking a picture” of such an imposing build-
ing as Warwick Castle. T am grateful to Harold White
who first drew my attention to the little album, and who
generously gave me an intensive briefing on Fox Talbot's
work. Further readings of some of the microfilms of the
Lacock Abbey papers have filled the gaps. The great-
great-grandchildren of Fox Talbot, Janct and Anthony
Burnett Brown, have kindly given us permussion to
quote from the correspondence and to reproduce the
album; (they were also very kind hosts to the film unit at
Lacock Abbey).

Other new material which came to light includes the
daguerreotype of Dorothy Draper by Dr John Draper
which has recently been donated by his family to the
Smithsonian Insutation in Washington, and which
Eugene Ostroff, the Curator of the Division ot Photo-
graphic History, kindly contributed to onr series. Pre-
viously this very carly daguerrcotype was known only by
a late nincteenth-century reprodnction of a duplicate
portrait sent by Draper to Sir John Herschel in 1840 and
which had unfortunately been damaged by cleaning in
the 1930s. This new daguerreotype is either a copy of the
original or a duplicate of the same pose. Asit was kept by
Draper himself, it seems likely that this was the original;
it would only be human nature to send the second version
rather than the first to England to show that portraits
were possible with the new art.

Our concern with colour photography has provided
some nteresting images not reproduced before as far as
1 know. There 15, for example, an carly antochrome, a
study of Beatrice Webb, by her friend the enthusiastic
amatenr phomgrapher, George Bernard Shaw. There 1s
also the rather more professional work of Alfred Sueglitz
and Frank Eugene from the collection of The Art Insti-
tute of Chicago.

All this history is comparatively recent. Nothing has
brought the shortness of ume home to me more than my
research on Samuel Bourne, one of the least known but
most important of Briush landscape photographers. He
was trekking through the Himalayas in the t860s, yet his
daughter, who was 100 years old in 1973. was sull living

when I began to write my serpts. Unfortunarely she
hasn’t survived to sce this book, but she and the rest of
Bourne's family have been able to give valuable informa-
ton.

Despite this strange compression of time, many of our
nquiries have ended in a blank ; papers have been lost and
negatives junked as being of no further interest. Luckily
there s now a growing awareness that photographs are
important, often as important as written documents in
the history of any country. Asa television producer who
has worked mainly in the fields of art and history, [
shouldlike to encourage anyone with photographs which
they think are of biographical, historic, or even of local
importance, to show them to alibrartan or museum cura-
torand allow them to be copied for reference, before they
scll or give away the originals. But please don'tsend them
to me!

The scries of programnies on which this book is based
would never have materialised without the help and
kindness of many people who have contributed so much
mterest and informaton to the project. 1 would like to
acknowledge here the debt T owe to Aaron Schart tor
compiling and writng this book and advising on the
series; to Brian Coe, Curator of the Kodak Museum; 1o
the staff ot the Science Museum, and 1n parucular Dr
D. B. Thomas and John Ward; and at the Royal Photo-
graphic Socicty, Professor Margaret Harker, Mrs Gail
Buckland. Kenneth Warr, Arthur T. Gill and Leo de
Fremas.

Apart from those menuoned mm my foreword,
others who have given particular assistance are Mrs
Katherine Michaclson, Mrs Marion Smith, Mrs Anita V.
Mozley, Mesdames Henriette and Janme Niépee, Madame
Christiane Roger, Colin Ford, David Travis, Dr P.
Génard, René André, E. Nocl-Bouton, Professor A.
Fessard, and the staff of the Archives Photographiques,
the Print Room of the Bibliothéque Nationale, the
National Galleries of Scotland, the Royal Scotush Mu-
seum, the Special Collections of the Library of the Uni-
versity of Glasgow, and the London Library.

I must also thank in the BBC Paris office, Mand Vidal
and Gilda Jacob; and in my own othce in London, the
researcher for the scries, Joy Cartiss, and three hard-
worked assistants: Jennie Batchelor, Sara Ling and Sandy
Vere-Jones. All six have had to gather up the huge num-
ber of photographs and Iam very grateful for their pauent
lelp. My thanks, too, to Roynon Raikes, our staff photo-
grapher, and to the members of the film unit, m particular
Peter Sargent, cameraman, and Alan J. Cumner-Price,
tilm editor, both of whose professional knowledge and
interest has filtered through into this book.

Ann Turner



Though the invention of photography made news in 1839, it had its beginnings as
carly as 1816 in the experiments of Joseph Nicéphore Niépce. But the principles of
photography were known carlicr than that - long before it became a working reality.
The dream of fixing an image of nature on some surface and then carrying it away
was a necessary stimulus to the invention.

The practical knowledge required for the realisation of photography was there
in its inchoate form in the distant past. The famous alchemist, Fabricius, had already
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k own, in 1552, that the sun’s rays turned a certain silver
compound from white to black. Aristotle before him
knew that light passing through a small hole will project
an image of the natural world onto the side of a dark box
or the wall of a darkened room. That is to say, healready
understood the principle of the camera obscura, the pre-
cursor of our modern photographic camera. And that
other essential ingredient in photography’s discovery, the
urge to draw the picture out of the mirror or to extract
the delicate image from the dark interior of the camera
obscura, 1s ancient too.

To turn the fugitive image into a permanent physical
reality was to enhance memory itself. The magical notion
of being able to fix the mirror’s image, to lay hold of 1t,
is the expression no doubt of a primitive instinct going
back to the first troglodyte who cast an incredulous eye
on hisreflection in some primeval puddle.

Writers in the cighteenth century, an impressionable
period for all its reputation as the age of reason, let their
fancies run wild as they indulged themselves in this re-
vivification of the ancient tale of Narcissus. The most
often cited is a proto-science-fiction writer, Tiphaigne de
la Roche, whose book Giphantie appeared in Paris in
1760. It deals with the experiences of a voyager who finds
himself on a mysterious island somewhere m Africa. In
the home of the Governor he gazes ont of the window
only to behold a thoroughly incongruous scenc of a wild
sea. He is labbergasted to discover that he is looking ata
picture. That image, the same as would appear on any
polished surface, or on water or glass, or on the retina of
the eye, had been fixed, he is told, by some mysterious
means. A heavy, quick-dryingliquid had been employed,
which formed a picture of the object it reflected in an
instant:

They coata picce of canvas with this material, and hold
itin front of the objects they want to paint. The first
cffect on this canvas is like that produced in a mirror.
One can see there all objects, far and near, the images of
which can be transmitted by light. But whata mirror
cannot do, the canvas does by means of its viscous
matter ; it retains the images . . . This impression of the
image is instantancous, and the canvas is carried away
atonee into some dark place. An hour later the prepared
surface has dried, and you have a picture all the more
precious in that no work of art can imitate it, nor can it
be destroyed by time . . . [in this way nature] witha
precise and never-crring hand, draws upon our canvasses
images which deceive the eye.

This astonishing picce of prescience seems supernatural
itself, and it no doubt echoes the age-old pleasure n
prophesying that by some fabulous means 1t would one

Camera cbscura

day be possible to peel off the 1mage on a looking-glass
and freeze the evanescent retlection on the surface of
water.

Throughout the history of the camera obscura and the
many other like devices, that ethgy on the retinal glass,
or in the prism or the viewfinder, has never entirely ceased
to generate a reverence for its magical character, and a
possessiveness for the image itself. One of the most vivid
appreciations 1 know, of the beauty of nature thus re-
duced, was written by Horace Walpole i 1777, only
sixteen years after Giphantie appeared in an English edi-
tion. From the beginning of the great age of inventions,
all manner of mimetic devices nppcarcd, some of them
contraptions of such incredible construcion that one
becomes convinced that the means must have been quite
as important as the end. The avowed purpose of all these
viewing- or drawing-instruments was to render in pro-
jection or in reproduction a vision of nature virtually
mndistingwishable from the real thing.

Walpole talls in love with a newly invented moditica-
tion of the camera obscura called the ‘delineator’. Ac-
cording to him, that little magic box not merely dupli-
cated nature, but exceeded 1¢ in the way the best art of
the past had augmented the real world. ‘Arabian tales’, he
called those images and their heightened effects. Even the
exquisite rooms of his beloved Strawberry Hill, with all
their marvellous textures and perspectives, were miracu-
lously enhanced, he said, by that camera: ‘It will perform
more wonders than clectricity . . . I could play with it for
forcy years.” And if that tiny image in the gliss appeared
as the work of some benevolent and obliging genie, so
later the latent photographic image, materualising as it by
magic in the developing fluid, fascnated photographers.
Somuch so that witnessing the gradual generation of that



phantom 1mage m the dark room was probably more
often than not the most profound reason for taking the
photograph in the first place.

To grasp the real quality of the response to the actuality
of photography, we must try to comprehend the almost
maniacal frenzy of acuvity among inventors and every
manner of would-be inventor. All were united i an
irrepressible determination to perfect a mechanical means
for achieving pictorial verisinnlitude. This was ultumately
to be realised in the photographic process. Inan age of n-
vention, he who got there first most often, though not
always, reaped substanrial rewards in fame and fortune.
But trequently there was an aesthetic motivation, 1f we
may usc that term Joosely —a passion to provide a way
through which the reproduction of a natural image could
be rendered indistinguishable from the view of nature
hersclf.

Soon an avalanche of delincating machines was tumb-
ling out of the workshops and garden sheds of enthusiasts.
The names of the contraptions themselves had an aura of
the pocac about them. Thus in the high period of indus-
[riallsa[l(311 we ]\ﬂ\'C a ].]rgl: Ilulnb&.‘r Oflﬂl})ro\’cnlcntﬁ on,
or alternauves to, the camera obscura, such as the De-
lineator, so-called. Another Delincator. Copier and Pro-
portionometer, a tracing device in this case, was patented
in 1806. Wollaston’s well-known Camera Lucida ap-
peared 1 1807. This mnstrument, frequently used by
artists, was simply a prism in a holder through which
could be scen an image of naturc apparently deposited on
the drawing paper. Charles’s Solar Megascope (1780) and
Chrétien’s Physionotrace (1790) were widely known at
the time. There were later versions too of yet other
physionotraces. Varley's invention of a Graphic Tele-
scope was announced wn 1812. Then followed an unend-

Camera lucida
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ing stream ot other mstruments: The Agatograph, the
Diagraph, the Hyalograph, Quarreograph, Pronopio-
graph, and Cayeux's Eugraph - another modificauion of
the camera obscura. There were in addition the Graphic
Murror and the Periscope Camera, the Meniscus Prism
and the Universal Parallel, this [ast a kind of pantographic
implement which appeared in 1819, In France one such
device was advertised, in this feverish stamipede to ape
nature, as ‘Pantographe ou singe pertectionné’. During
this period a Monsteur Soleil (most appropriately named)
produced no less than ten vanatons on the camera
obscura. Added to this torrent of visual devices were of
course the Panoramas and Phantasmagonas of the tume;
the Erdophusikon, the Dioramas and other such late
cighteenth- and early nineteenth-century means for pro-
viding illusionist entertainments and special effects on a
large scale. They were, in spirit, the precursors ot the
cinena.

What else but this tascination tor illusion, conpled with
a belief 1n the efficacy of the machine, could account for
so many contrivances before the coming of photography?
And all these culminated 1n the invention of the photo-
graphic process itself. Artists, whatever their views as to
the relanon berween actuality and poetry, the outer
world of nature and the mnner one ot the mind, could
hardly 1gnore such a barrage of instruments for drawing.
For these machines not only facihtated the delineation of
correct perspective and guaranteed the accuracy of scale
and contour but were enchanting in themselves. These
devices, employing lenticular means and treated glasses,
made possible a more umform, or cnriched, range of
tones, or gave tonal guidance for better creatng the
semblancc of rotundity or sculptural form. Most of these
instruments were for drawing or pamting; some just for
looking. And there were others, therr details obscured
by ume, which apparently employed lighe-responsive
chemical means to produce what may be considered as
forerunners of even the earliest and inconclusive expen-
ments with photography. Reynolds, Crome, Cotman
and Turner, to mention only the best known, were part
of a legion of arusts who at least toyed with one or an-
other of these devices.

Perhaps we can now better understand the vatriol of
Thomas Carlyle’s despair when he wrote in 1829 of the
mania for mechameal devices to strengthen every aspect
of lite in that mechamcal age. But Carlyle’s booming

pessimism perhaps obscured the poetic content i the
mventive cnterprises even of an cra obsessed with
machmery and material wealth.

Tl‘c romance Utvﬂ (L'(]'nltd] \'\\L;l}.\u].\r}. S0 L'\']d\‘:rl( n
the capuvanng lexicography of drawing- and viewing-
maclunes, also cast 1ts spell on those who sought an
approprate verbal description tor he nesw process o’
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photography. There is a manuscript in the hand of Nicé-
phore Niépce, now umversally credited with being, if
not the father. then the grandfather of photography — the
carliest surviving photograph, taken in 1827, 15 his. We
reproduce this page here, with its play of permutations
from Greck roots; Niépce naming the art.

Among the names used to describe the earliest photo-
graphic processes were “Heliograph', *Daguerrcotype’,
and *Calotype’. Other methods existed also, cach withits
own namie, but these were on the whole inconsequential;
not intrinsically so, but because vagaries of notoriety and
then of history made them so. Some of the major pro-
cesses were described in relation particularly to the dis-
unctive kind of image cach produced.

The differences between the two most widely acknow-
ledged photographic processes, the daguerrcotype and
the calotype (an improvement of Fox Talbot's carler
process, photogenic drawing) are lucidly set out by Sir
David Brewster, a contemporary thoroughly immersed
in the goings-on about photography. There 1s an extract
from this extraordinary document on page 52.

The daguerrcotype had its own kind of beauty. Here,
cachimage was nmque, a direct, positive picture, laterally
reversed, which could only be reproduced by rephoto-
graphing the origmal plate — with the consequent loss of
sharpnessin detail and tone. The beauty of the daguerrco-
type was that embodied m che magical content of high
illusiomsm, the beauty of an utter realism so uncom-
ed n its descriptive detail
even that which the nnassisted eye could possibly take .
The physical structure of the daguerrcotype 1mage 1s a
great quantity of minuscule globules of mercury, con-
centrated more heavily in the light areas and more
sparsely mn the dark. It 1s becanse of that delicate struc-
ture, literally a microscopic coalescence of spherical mir-
rors, that one can evoke the ghost in a daguerreotype by
turning the image away from the direct frontal view and
allowing a mynad of shadows to transform 1t nto a
negative image, not least enhancing its poctic content by
endowing it with a fugitive and mysterious presence.

From a utilitanian pomnt of view, the calotype was
superior, for notonly wasit cheaper and easier to produce,
as 1t was made on paper, bt it could be muluplied any
number of times for 1t depended on a negative. This
negative, made also of paper, was rendered translucent
(though not transparcnt) by oiling or waxing. And it was
precisely this translucency, this shortcoming in the
method, which gave the calotype 1ts much acclaimed
broad, beautiful, arustic cffects. For the fibrous structure
of the paper negative interceded, softening all contours
of the image, diffusing the light, and imbuing all forms
with a suggestive power.

How very provident it was of science and technique,

promising that it seems to ¢

and of fate, to remcarnate m photography two essential
and nmeless conditions in art manifested on the one hand
in the poetry of ambiguity, and on the other 1n the at-
tractiveness of the concrete. Notwithstanding the mean-
g of colour in this centuries-old controversy in which
Vasart first argued the merits of Michelangelo over
Tiuan, soon after the conming of photography 1t was once
agam to be manifested in the opposition of the Turner-
esque and Pre-Raphaclite styles.

This little book is not mtended to be an encapsulated
history of photography, nor is 1ts purpose to claborate on
the technigues employed. Both these clements are sub-
ordinated to onc major consideration. which is to make
the mystery of photography come alive through the
enthusiasm and even the eccentricrties of some of its
carly practitioners. Not least, Lhope to convey the perils
encountered 1n this hazardous occupation during its
proncer days, and the trals and wribulanons which dog
the footsteps of almost all the photographers I deal with.
Where the opportumity has anisen Ihave tried to present
those slightly peripheral cvents and personal musings
which give to the history of photography a more human
and intimate touch.

I concentrate largely on contemporary documents,
parucularly those which reveal the less obvious mouva-
uons of the photographers themselves. In this way. Thope
to give greater sight to what superficially appearsto be a
commonplace acuvity, but which often has a more pro-
tound meaning.

Theillustrations ought to predonunate ina book of this
kind. The photographs chosen arc not only stylistically
revealing, but tell us something of the photographer’s or
the subject’s thought processes, or convey some particu-
lar situation or experiment in an mimitable way. Thave
avoided, wherever possible, those photographs which,
through their trequent reproduction, have become pic-
torial stercotypes, and have mcluded instead a large num-
ber of photographs which to my knowledge have either
seldom or never before been published. Ihave made no
attempt here to present a comprehensive picture of
photography in its pioneer stage, but, in using as a guide
the subjects as they appear in the television series, there is
a kind of historical unravelling of the process of photo-
graphy.

Ishould like most sincerely to thank both Ann Turner
and Peter Campbell for putting in my path copious
amounts of visual and textual material. I am further-
more grateful to them for the unflagging cnergies they
expended on my behalf, for their friendly acquiescence
10 all (or most of ) my demands, and for the great sensi-
vty of their criticisms.









William Henry Fox Talbot (1800-77) has the distinction of being the first per-
son, on 31 January 1839, to announce his discovery of photography to the world
and at the same time to make the process known. He is also distnguished for
inventing the first practicable negative-positive photographic process, and for
discovering, in 1840, the efficacy of the latent image by which exposure times
were reduced to a fraction of what they had been. Talbot was a country gentle-
man of comfortable means, this allowmg him to pursue his twin passions for lin-
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guistics and scientific experiment. He was a Fellow of the
Royal Society and for a time a Member of Parliament.

In the anzumn of 1833, after producing some disap-
pointing sketches while usmg Wollaston's camera lucida
at Lake Como in Italy, he resolved, as others had betore
him, to find a way of fixing the image he saw in the prism
withour recourse to the artist’s pencil. To this end he
turned, as he had once before, to the camera obscura, to
capture on a picce of paper in its tocus those magical,
evanescent images. A year later, on 12 December 1834
Laura Mundy, Fox Talbot's sister-in-law, wrote to
Talbot about his photographs. Though he was obviously
still having great difficulties in fixing these 1mages, the
docnment establishes that ar this early date, effectively
several years before the process was officially made pub-
k¢, some kind of photography was possible, the “beaunful
shadows’ no doubt reterring to Talbot's contact prints of
leaf and lace form:

Thank you very much for sending me such beauuful
shadows, the little drawing I think quite lovely, and
the verses particularly excite my imagination. T had

no 1dea the art could be carried to such perfection. [ had
grieved over the gradual disappearance of those you
gave men the summer and am dehghted to have

these to supply their place in my book.?

We also know that by carly 1835 Talbot had already hit
upon the negative-positive process, however primntive
the results at the time:

28 February 1835
In the photogenic or sciagraphic process, if the paper is
transparent, the first drawing may serve as an object
to produce a second drawing in which the hights and
shadows would be reversed.

In the autumn of the tollowing year, there is evidence to
show that the process conld already accommodate an
itinerant photographer with a porrable camera. At the
end of August or carly September 1836 Talbot's wife
Constance writes to her mother-in-law, Lady Elizabeth

Fielding:

You are pertectly nght in supposing Sir D{avid]
B[rewster] to pass his timie pleasantly here. He wants
nothing beyond the pleasure of conversing with Henry
discussing their respective discoveries and various
subjects connected with science . . . Henry seems to
possess new hife and [ teel certain that were he to mix

1 Extracted from the Lacock Papers. Source: Harold White.
2 Lacock Papers.

more trequently with his own friends we should never
see him droop in the way which now so continually
annoys us. Tam inclined to think that many of his
ailments are nervous tor he certainly does not look

ill. . . He has almost pronnsed to go next week to
Leamington and take a picture of Warwick Castle with
Sir David.2

In the spring of 1839 after the public announcement, it is
already clear that Talbot’s photogenic contact prints have
reached a new stage of refmement. Talbot states:

This paper, 1f properly made, is very usetul for all
ordinary photogenic purposcs. For example, nothing
can be more perfect than the images it gives of leaves and
flowers, especially with a summer sun: the light passing
through the leaves delineates every ramification of their
nerves.*

In his notebook, under the date 23 September 1840, Tal-
bot records his experiment with gallic acid, mixed with
a solution of silver nitrate and acetic acid, as a sensitiser.
Now he hits upon a turther refinement of his technigne;
itis a landmark in the history of photographic processes.
Talbot’s mew photo-sensitive mixture, ‘an excitng
liguid” he called 1r, developed the latent image which
reduced the required exposure time to a considerable
degree. He called his new rechmque the Calotype:

Some very remarkable results were obtained. Half a
minute suffices for the Camera, the paper when removed
is often perfectly blank but when keptin the dark the
picture begins to appear spontanieonsly, and keeps
improving for several minutes, after which 1t should be
washed and tixed with iod. pot [iodine of potassinm].
Exposure to moderate light also brings out the picture
and more quickly. The same exciting liquid restores

or revives old pictures on w. | Whatman| paper

which have worn out, or become roo faint to give any
more copies. Altho’ they are apparently reduced ro

the state of yellow 1odide of silver of uniform tint. yet
there 1s really a difference and there is a kind of latent
picture which may be then brought out.

On 8 February 1843 Lady Elizabeth Fielding, jealous of
her son’s discovery, writes to Talbot’s wife from Paris
where she hears of another inventor of photography:

I want him to know that there is a M. Bayard who makes
photographs on paper and by and by he will be

Lacock Abbey' Papers (LA 3638 Sc. R,
The Sararday Magazme, 13 Aprl 1339

Lacock Papers notebook 1850.

Mus.
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though we may not be able to conjecture with any
certainty what rank they may hereafter attam to as
pictorial productions, they will surely find their own
sphere of utility, both for completencss of detail and
correctness of perspective.

The Author of the present work having been so
fortunate as to discover, about ten years ago, the
principles and practice of Photogenic Drawing, is
desirous that the first specimen of an Art, likely in all
probability to be much employed in future, should be
published in the country where it was first discovered.
And he makes no doubt that his countrymen will deem
such an intention sutficiently laudable to induce them
to excuse the imperfections necessarily incident to a
tirst attempt to exhibit an Art of so great singularity,
which employs processes entirely new, and having no
analogy 10 any thing m nse before. That such
imperfccuons will occur in a first essay, must indeed be
expected. At present the Art can hardly be said to have
advanced beyond its infancy - atany rate, itis yetina
very early stage — and its practice is otten impeded by
doubtsand difficulties, which, withincreasingknowledge,
will dimmish and disappear. Its progress will be more
rapid when more minds are devoted to its improvement,
and when more of skilful manual assistance is employed
in the manipulation of its delicate processes: the paucity
ot which skilled assistance at the present moment the
Aathor finds one of the chief ditficultes in his way.

Brief Historical Sketch of the tnvention of the Art

It may be proper to preface these specimens of a new
Art by a brief account of the circumstances which
preceded and led to the discovery ot 1t. And these were
nearly as follows.

One of the first days of the month of October 1833,

I was amusing myself on the lovely shores of the Lake of
Como, in Italy, taking sketches with Wollaston’s
Camera Lucida, or rather [should say, attempting to
take them : bur with the smallest possible amount of
success. For when the eye was removed from the

prism — in which all looked beauuful - I found that the
taithless pencil had only left traces on the paper
melancholy to behold.

After various fruitless attempts, Ilaid aside the
instrument and came to the conclusion, thatits use
required a previous knowledge of drawing, which
unfortunately I did not possess.

I then thought of trying again a method which I 'had
tried many years before. This method was, to takea
Camera Obscura, and to throw the image of the objects
on a picee of transparent tracing paper laid on a pane
of glass in the focus of the tnstrument. On this paper the
objects are distinetly seen, and can be traced on 1t witha

pencil with some degree of accuracy, though not without
I]lllCh e l\nd [l’Oubl(\

Thad tried this simple method durmg former visits
to Italy in 1823 and 1824, but found 1t in practice
somewhat difficult to manage, because the pressure of
the hand and pencil upon the paper tends to shake and
displace the instrument (insccurely fixed, in all
probability, while taking a hasty sketch by a roadside,
or out of an inn window) ; and if the instrument is once
dcrangcd, itis most difficult to getit back again, so as
to point traly in its former direction.

Besides which, there is another objection, namely, that
1t baffles the skill and patience of the amateur to trace
all the minnte details visible on the paper; so that, in
fact, he carries away with him little beyond a mere
souvenir of the scene — which, however, certainly has
its value when looked back to, in long after years.

Such, then, was the method which I proposed to try
agam, and to endeavour, as before, to trace with my
pencil the ontlines of the scenery depicted on the paper.
And this led me to reffect on the inimitable beauty of
the pictures of nature’s painting which the glass lens of
the Camera throws upon the paper in its focus - fairy
pictures, creations of 2 moment, and destned as rapidly
to fade away.

It was during these thoughts that the idea occurred
tome . .. how charming it would be i1f 1t were possible
to cause these natural images to imprint themselves
durably. and remain fixed upon the paper!

And why should it not be possible? tasked myselt.

The picture, divested of the 1deas which accompany 1t,
and considered only in 1ts ultimate nature. 1s buta
succession or variety of stronger hights thrown upon
one part of the paper, and of deeper shadows on another.
Now Light. where 1t exists, can exert an acuon, and, in
certain circumstances, does excrt one sufficient to cause
changes in material bodics. Suppose, then, such an
action could be exerted on the paper; and suppose the
paper could be visibly changed by 1t. In that case surely
some effect must result having a general resemblance
to the cause which produced it: so that the variegated
scenc of light and shade might leave its image or
impression behind, stronger or weaker on different parts
of the paper according to the strength or weakness of
the light which had acted there.

Such was the idea that came into my nund. Whether
ithad ever occurred to me before amid foating
philosophic visions, [ know not, thongh I rather think
1t must have done so, because on this occasion 1t struck
me so foreibly. I was then a wanderer in classic Italy,
and, of course, unable to commence an inquiry of so
much ditficulty : but, lest the thought shonld again
escape me between that ume and my return to England,



1 made a careful note of 1t wriung, and also of such
cxpeniments as [ thought would be most likely to
reahise 1t, if it were possible.

And since, according to chenucal writers, the nitrate
of silver is a substance pecuharly sensitive to the action of
hght, 1 resolved to make a trial of 1t, 1n the first instance,
whenever occasion pernutted on my return to England.

But although I knew the fact from chemical books,
that nitrate of sitver was changed or decomposed by
Lighe, sulll had never seen the experiment tried, and
therefore I had no idea whether the action was a rapid
or aslow onc; a point, however, of the utmost
importance, smce, if 1t wete a slow one, my theory
mught prove buta philosophic drcam.

Such were, as nearly as [ can now remember, the
reflections which led me to the mvenuon of this theory,
and which firstimpelled me to explore a path so deeply
hidden among nature’s secrets. And the numerous
rescarches which were afterwards made — whatever
success may be thought to have attended them -
cannor, I think, admuit of a companson with the value
of the first and ongmal idea.

In January 1834, Lreturned to England from my
continental tour, and soon afterwards I determined 1o
putmy theoriesand speculations to the test of experiment,
and see whether they had any real foundation.

Accordingly 1 began by procuting a solution of
mtrate of silver, and wath a brush spread some of 1t
upon a sheet ot paper, which was atterwards dried.
When this paper was exposed to the sunshine, [ was
disapponted to find that the effect was very slowly
produced 1 comparison wich what I had anticipated.

 then tried the chlonide of silver, freshly precipitated
and spread upon paper while mosst. This was found
no bettet than the other, turning slowly toa datkish
violet colour when exposed to the sun.

Instead of taking the chloride already formed, and
spreading it upon paper, I then procccdcd n the
following way. The paper was fiest washed with astrong
solution of salt, and when this was dry, 1t was washed
again with nitrate of silver. Of course, chloride of silver
was thus formed in the paper, but the result of this
eXperiment was almost the same as before, the chloride
not bemng apparently rendcred more sensitive by being
formed 1n this way.

Sumilar experiments were tepeated at various tmes,
in hopes of a better tesult, frequently changing the
proportions employed, and sometumes using the nitrate
of sitver before the salt, &c. &c.

In the course of thesc experiments, which were often
capidly performed, 1t sometimes happened that the
brush did not pass over the wholc of the paper, and of
course this produced irtegulanty in the results. On somce
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occasions certain poruons of the paper wete observed
to blacken mn the sunshine much more rapidly than the
rest. These more sensitive portions were genetally
sitvated near the edges or confines of the part that had
been washed over with the brush.

After much consideration as to the cause of this
appearance, | conjectured that these bordering portions
mght have absorbed a lesset quantity of salt, and that,
fot some reason ot other, this had made them more
scnsitive to the light. Thisidca was easily put to the test
of experiment. A shect of paper was moistened with
2 much weaker solution ot salt than usual, and when dry,
1t was washed with mitrate of silvet. Tlus paper, when
cxposed to the sunshine, immediately mamitested a far
greater degree of sensitiveness than I had witnessed
before, the whole of 1ts sutface turming black uniformly
and rapidly : establishing at once andbeyond all quesuon
the important fact, that a lesscr quanuty of salt produced
agreater cffect. And, as thiseircumstance was uncxpcc:ed,
\tafforded a simple explanation of the cause why
previous mquirers had mussed this important result, in
their experiments on chlonde ot sitver, na mely, because
they had always operated with wrong proportions of
saltand sitver, using plenty ot saltin order to produce
a pcrﬁ:cz chloride, whereas what was thuxrcd {1t was
now manifest) was, to havea deficiency of salt, in order
to produce an umperfect chloride, ot (perhaps 1t should
be called) a subchloride of sitver.

So far was a frec usc or abundance of salt from
promoung the acton of hight on the paper, that on the
contrary 1t greatly weakened and almost destroyedt:
so much so, that a bath ot salt water was used
subscquently as a fixing process to prevent the turther
action of hight upon sensitive papet.

This process, of the formation of asubchlonde by the
usc of a very weak solution of salt, having been
discovered in the spring of 1834, 0 difficulty was found
in obtaiming distinct and very pleasing nages ot such
things as lcaves, lace, and other flac objects of
comphcated forms and outhines, by exposing them to
the hight of the sun.

The papet being well dried, the leaves, &c. were
spread upon 1t, and covered with a glass pressed down
ughtly, and then placed in the sunshine; and when the
papct grew dark, the whole was carnied into the shade,
and the objects being removed from off the paper, were
found to have left their images very pettectly and
beaunfully impressed or dchincated upon it.

But when the sensiive paper was placed m the focus
of a Camera Obscura and dirccted to any object, asa
building for instance, during a moderate space of ame,
asan hour or two, the cffect produced upon the paper
was not strong cnough to exhibit such a sausfactory
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picture of the building as had been hoped tor. The outhne
of the root and of the chimneys, &c. against the sky

was ]lLIl'l‘\L'\{ L‘“ng]] N I‘U[ thC d\‘l\lll.\ Ul’lhk‘ 4\[(‘]]1[((1\“’&'
were feeble, and the parts m shade were left either

blank or nearly so. The sensitiveness of the paper to
light, considerable asit scemed 1n some respects, was
therefore, as yet, evidently insufticient tor the purpose

of obtaining pictures with the Camera Obscura; and

[]lL‘ course ot C\'}‘C]’]l]lk‘]l[\ ]Ll\] to b\' .l-::Am enew \'d mn
lll\l‘(‘\ (\I-.\[[J]l]l“‘:,’. 1O SOINC More llll}‘(\l’[d]l[ TL’\ull.

[he next interval of sufficient leisure which I found
for the prosecution of this inquiry, was during a
residence at Geneva in the aurumn of 1834. The
experiments of the previous spring were then repeated
and varied in many ways; and having been struck with
aremark of Sir H. Davy’s which I had casually met with

that the iodide of silver was more sensitive to light than
the chloride, L resolved to make trial ot the iodide. Great
was my surprisc on making the expertment to tind just

the contrary of the fact alleged, and to scc that the iodide

was not only less sensitive than the chloride, but that it
was not sensitive at all to ]lgln ; indeed that it was
absolutely insensible to the strongest sunshine : retaning
its original tint (a pale straw colour) for any length of
time unaltered 1n the sun. This tact showed mehow
little dependance was to be placed on the statements of
chemical writers in regard to this particular subject,

.Ind hl‘\\' I]\‘l'L'\nll'}' It Was to trust to [](\tl]lllg bllt .lCt\l.\]
experiment: for although there could be no doubt that
Davy had observed what he described under certain
circumstances — yet 1t was clear also, that what he had
observed was some exception to the rule, and not the
ruleatself. In tact, further mquiry showed me that Davy
must have observed a sort of subiodide in which the

1< )\hﬂ(’ was d('l‘lfl\'n{ as C(‘]llp.lr('\l W 1!11 [Il\' \ll\'L‘r‘ ’\‘I,

as n the case of the chloride and subchloride the former
1s much less sensitive, so between the iodide and
subiodide there is a similar contrast, but it 1s a much more
marked and complete one.

However, the fact now discovered, proved of
immediate uulity; for, the 1odide of silver being tound
to be nsensible to light, and the chlonde beng easily
converted into the iodide by immersion inodide of
potassium, 1t followed that a picture made with the
chloride could be fixed by dipping it into a bath of the
alkaline 10dide.

T'his process of fixation was a simple one, and it was
somectimes very successtul. The disadvantages to which
it was liable did not manifest themselves unul a later
1‘( T1C )\i. .U)\{ 4rose frnm anew J]l\] ]l”t‘-\l}‘(k [\\] causc,
namely, that when a picture is so treated, although it is
permanently secured against the darkeuing etfect of the
\\‘l.ﬂ ravs, ,\1[ 1S \'X]‘Il\\ d to a contrary or whife Hming
effect from them; so that after the lapse of some days
the dark parts of the picture begin to tade, and g
the whole picture becomes obliterated, and is reduced
to the appearance of a uniform pale yellow sheet of
paper. A gumi many picturces, no doubt, escape this
tate, but as they all seem liable tot, the fixing process
by iodine must be considered as not sufficiently certam
to be retained in use as a photographic process, except
\\jh e ]U}‘]‘ ‘v\ \kl W Xll] SCV Ll\l] (Jl‘\'t\ll Pl ecautions w lllL h
1t W \ll;\l bl too l”]l; to \I\'-ll\ (\1‘1]1 {]11\ }‘l;l\ C.

adually

During the brilliant summer of 1835 in England 1
made new attempts to obtain pictures ot buildings with
the Camera Obscura; and having devised a process
'.\']ll\ ]l ;_:‘\\\ J\lLl]U\ \]].Il \L‘]l\lbl]it\ to lllk‘ F.l}‘k‘r, viz. 1‘\
giving it repeated alternate washes of salt and silver,
and using it1n a monst state, Lsucceeded in reducing the
time necessary tor obtammg an image with the Camera
Obscura on a bright day to ten munutes. But these
l‘l( turcs, [l]l Yllgll verv Frl"t_\’, WCIC very \“LI”. lh'lng
quite miniatures. Some were obtamed ot a larger size,



but they required much patience, nor did they seem so
pcrfcct as the smaller ones, for it was ditficult to keep
the instrument steady for a great length of time ponting
at the samic object, and the paper betng used moist was
Uf[k'“ .IC[L‘d on irrt'g\ll.lrl)’.

During the three following years not much was added
ledge. Want of suthcient lewsure for

to previous knon

L'XPLTIHICH[\ as .'l.l_:l'l'xl‘ U]‘\(ANIK' .llhl lllllllrdll(‘l'. .«Il\l 1
almost resolved to publish some account of the Artin
the imperfect state i which it then was.

However curious the results which Thad met with, yet
[ telt convinced that much more important things must
remain behind, and that the clue was sull wantung to
this labyrinth of facts. But as there scemed no immediate
prospect of further success, | thought of drawing upa
short account of what had been donc, and presenung
it to the Royal Society.

However, at the close of the year 1838, I discovered a
remarkable fact of quite a new kind. Having spread a
prece of sibver leaf on a panc of glass, and thrown a
particle of iodine upont, I observe d that coloured
rings formed themselves around the centra particle,
especially 1f the glass was slightly warmed. The ¢ olourcd
rings L had no dithculey m attributing to the formanon
of infumtely thm laycrs or strata ot 1odide of silver; but
a most unexpected phe nomenon occurred when the
silver plate was brought inco the light by placing it near

a window:. For then the coloured rings shortly began

to change their colours, and assumied other and quite
unusual tnts, such as are never seen m the * olours of thut
plates’. For instance, the part of the silver plate wiich
at first shone with a pale yellow colour, was changed
to a dark olive green when broughtinto the daylight
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This change was not very rapid: 1t was much less raprd
than the changes of some of the sensiuve papers which
1 had been i the habit of employing, and therefore,
after having adinired the beanty of this new
phenomenon, 1laid the specimens by, for a ime, to
see whether they wonld preserve the same appearance,
or would undergo any further alterauon.

Such was the progress which I had made in this
inquiry at the close of the year 1838, when an cvent
occurred in the scienufic world, which 1in some degree
frustrated the hope with which thad pursued, during
nearly five years, thislong and comphcated, but

interesting series of experiments - the hope namel
being the first to announce to the we eld the exastence
ot the New Art - which has been since named

Photc

Lallude, of course, to the publication in the month ot

graphy

January 13839, of the great discovery ot M. Dagucrre, ot
the photographic process which he has ¢ alled the
Dagucrreotype. I need not speak ot the sensation create

inall parts of the world by the tirst announcer

this splendid discovery, or rather, of the tact

having been made (for the actual method ma
cr). This

was l.(pl secret tor many mc nths lor
and sudden celebnty was due to two causes: t
the beauty of the discovery iselt: seco

and enthusiasm of Arago. whose cloquence.a

by private triendship, delighted in ext the 1n

ot this new art, sometnes to the assembled

science of

the French Academy, at other umes to the less s

judgment, but not less eager patriotism, of the € hamt

ot Deputies.
But, having bronght thus brict nouce ot the carly

>
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days of the Photographic Art to the important epoch of
rocess, his dau ) i t v ‘ O3 -
rp*r (below) e the announcement of the Daguerreotype, I'shall defer
the subsequent history of the Art to a future number

of this work.

Some time previously to the period of which Thave now
been speaking, I met with an account of some rescarches
on the acuion of Light, by Wedgwood and Sir H. Davy,
which, until then, [ had never heard of. Their short
memoir on this subject was published in 1802 in the first
volume of the Journal of the Royal Institution. Itis
curious and interesting, and certainly establishes their
claim as the first inventors of the Photographic Art,
though the actual progress they made mn it was small.
They succeeded, indeed, in obtaining impressions from
Wedgwood, yet the Improvements were so great in all
respects, that I think the year 1839 may fairly be
considered as the real date of the birth of the
Photographic Art, that 1s to say, its first public disclosure
to the world.

There isa point to which [ wish to advert, which
respeets the execution of the following specimens. As
far as respects the design, the copies are almost facsimiles
of each other, but there is sonie variety m the unt which
they present. This arises from a twofold cause. In the
first place, each picture is separately formed by the light
of the sun, and 1 our climate the strength of the sun’s
rays 1s exceedingly variable cvenin serenc weather.
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o

When clouds intervene, a longer time is of course
4\11\’\\ ¢d tor (hL‘ llll?fx‘\\h nota }‘l\,t\lr\.'. l"l]: 1t 1s not
possible to reduce this to a matter of strict and accurate
calculation.

—I ;h I‘[llt‘r cause 1s [l\ﬂ‘ v Al'].ll‘IL ullmll[‘y ot t‘“\' 'r‘nl'l‘.'y
cmployed, even when furnished by tl
manufacturers - some differences in the fabrication
andinthes
and perhaps secrets of the trade, hav

hc same

2ing of the paper, known nn'm} to themselves,

> a considerable

influcnce on the tonc of colour which the picture
ultimately assumes.

These unts, however, might undoubtedly be broughte

nearer to umfornuty, if a
likely tore
consultedon t
deserved a preference, it was found that their opinions

oficrednot

great advantage d

rsons of tast

chtunton th

roaching to unan

pres pontancously wich a vari
of colour, 1t was thought best t
!.l AT th ¢, Wit 1T a1l
tan umfornuty wlich rdly attamable. And wit

these brict observations I commend the pictures to the

indulgence of the Gentle Reader
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One of the most starthing picces of information about the carly daguerrcotype

and its rapid dissemination around the world is that, in the opening up of Japan
in the early 1850s, Admiral Perry had on board a professional daguerrcotypist.
The illustration overleaf is a copy of an extraordinary recording exccuted by a
Japanese printmaker. It appears in the famous Black Ship Scroll. It shows Perry's
daguerrcotypist and two assistants taking the portrait of a courtesan at Daian-ji
temple in Shimoda. This was an extremely daring act on the part of the sitter,
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tor it was profoundly believed thata portrait ot any kind
was an ]nLlllL'Cl]\L’[l[ to (hL‘ \(\Ul to )lufl 1t xlb“\‘k' ti’\’ll] [llk'
reality to the representation, and portrait photography
particularly was soon considered by the superstitious
tantamount to murder.

Considering the excitement caused in 1839 by the
mnvention of Phﬂ[k‘gr;l}‘h_\', 1t lln.\' come asa \llrl‘rl\l' [h.u
a prinutive, but workable, photographic process using a
camera was devised as early as 1816 and what s even more
astonshing is that 1t had been attempted to produce those
photographs in natural colour.! We know that other
photographic techmques had been evolved by more than
one experimenter even catlier than that. But they nerther
mvolved the use of a camera, nor were they in any way
conclusive. So Joseph Nicéphore Niépee (1765-1833), a
dilettante 1nventor (dilettante m the best ninetecuth-
century sensc), who lived a rural existence in provincial

It1s asronishing, but quite possible, that Ni
. Ina s brother

querre 1n 1827, he describes Daguerre’s partial

trempred to produce

hs in natural col ater letter to

ting D

those phot

Clande, after v

success I registe

tural colonrs chemically, but holds ont both
for Daguerre and himself little h 1
process. See Victor Fouqué, La 1%

Panis 1867.

f overc

saung such an mtractable

ention de ln photographie,

ustrat

France, can take the credit for being the true inventor of
the first practicable, though problematical, photographic
process, twenty-three years before photography was
officially invented.

Niépce wrote a great many letters, mostly to his
brother Claude who lived first in Paris then, tll his death
in 1827, with a bargebuilder in Hammersmith. This cor-
respondence, which can only be touched upon here,
presents a somewhat tragic picture of a family of good
\[.mding, \uugghug [hruuv\,{ll the vicissitudes of revolu-
tion and restoration to wrest from an unstable world
whatever security the commercial exploitation ot their
mventions could provide.

1 April 1816. Nicéphore writes to Claude in Paris:

The experiments I have done up till now make me
believe that, as far as the principal effect, my process will
V\'Ork \\'(.'”; bll[ l ﬂl'L'L‘ to arrive at some \\'-l}' \'){I‘xlug
the colour: this is what 15 concerning me at the moment,
and it’s the thing which is the most ditficulr. Without
that it wouldn’t be worth anything, and I would have

to tackle it another way.!

22 April. He breaks his lens and waits for another before
continuing with his experiments.

5 May 1816. During a visit to Chalons he gets another
lens and adapts his camera obscura to take it (Istdore is his



We returned here on Wednesday evening s but simee
then the time has always been tully occupied which
hasn't left me free to follow up my experiments, and
L' maddened because they mterest me a great deal,

and onc’s got to drop it from tune to time to go the
rounds or receive people here: [t'sa bore; L would pretfer,
I can tell you, 1o ben the wilderness. Not being able

to use my camera obscura when my Jens was broken,

1 made an aruficial cye with Isidore’s Baguwer,

which is a little box with 16 or 18 hnes ina grid.

Luckily [ had a lens from a solar microscope, which, as
vou know. belonged to our grand-father Barrault. 1
found onc of these listle lenses was exactly the nght
tocal length, and the image of the objects defined nselt’
ina very sharp and precise way ona ficld of 13 lines in
diameter. [ put the apparatus in the room where 1 work;
opposite the pigeon-cote, and with the sash wide open.

I made the experiment by the mcthod you know,

Mon cher ami; and saw on the white paper all the part
of the pigeon-cote wlich can be seen from the window,
and a fant picturc of the sash-bars which were lit less
brilliantly than the objects outside. You cansee the
effects of the light in the representation of the pigeon-cote
and as far as the frame of the window. Thisis a test picce
which is still very unfinished; but the object glass
picture s extremely small. The possibility ot drawing

1n this way, scems to me to be pretty well proved; and
if Isucceed in perfecting my process, [ will rush ro let
vou know n return for the lively interest you wish

<o much to show me. Thave no illusions; there are great
difficnlties, above all in fixing the colours; [but with]
work and a great deal of paticnce one could wimn
through. Whar you foresaw has happened: the ground
of the picture 1s black, and the objects are white, o
rather lighrer than the background. [ believe such a
method of painting 1s not unknown, and that L have scen
cngravings done in this way; for the restat would not be
impossible to change the ordering of the tones; even on
that point Lhave several theories which Lam curious to
check.

19 May 1816.

Lam hastening to reply to your letter of the t4th wiuch
we reccived the day betore yesterday, and which gave
usa great deal of pleasure. [am writng youona single
halsheet because Mass this morning and a visit made
this evening to M. and Madamc de Morteuil have lett
me hardly any time; and secondly, not to mcrease the
weight of my letter too much, aslam adding to 1 two
prints made by the process you know about. The
simallest was from the Baguier, and the other trom the
Box which 1 have described to you, which s half-way
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betveeen the Baguter and the big Box. To get the best
1dea of the effect, you must put yourselfin shadow.
(Place the print on something opague and put yourself
agamst the ight.) Lexpect this type of print will alter

1n course of time 1f 1t's not kept from contact with
light, becausc of the action ot the nitnic aaid which is
not neutrabised. I'm afraid, too, that 1t will have been
damaged by the jostlngs ot the coach. This s nothing
but a test: but it the results were a hdle seronger (which 1
hope to get). and above allif the ordering o the tones
was reversed, I believe that the illusion would be
complete. These two prints were made in the room
where [ work, and the tield was no bigger than the size
of the window sash. T have read n Abbé Nollet that to
be able to produce a greater number of distant objects,
one needs lenses of a greater focal length, and to put one
more glass in the lens housing. Although they are
hardly worth 1t. 1f you want to keep these two prints
you have only to wrap themin grey paper and put the
whole thing 1n a book. Lam going to concentrate on
three things:— 1) to give greater precision to the
representation ot the objects ) to transpose the tones;
3) and finally, to fix them, which is not gomg to be the
least casy; but as you rightly said, Mon cher ami, we
are not lacking m patience, and with patience, one
succeeds 1n the end. If Tamn lucky enough to pertect

this same process, I shan’t forget to send you new
samples as a return for the hvely mterest you would
certamly take m something which could be so usctul to
the arts, and from which we would reap great advantage.

28 May 1816,

[ am hastenng to send you four new prints, 2 big and

2 hetle that I have made which are sharper and more
precise due toa very sumple method wlich consists of
reducing the diamceter o the lens with a disc of prerced
cardboard. In this way as the inside of the box receives
less light. the image becomes sharper. and 1ts outlines

as well as 1ts hights and darks are much stronger. You

can appreciate this trom the root of the prgeon-cote, by
the angle ot 1ts wall, by the window sashes — you can

e the sash bar - even the windows seen transparentin
sonie places. In short the paper records exactly the
preture of the objeet depicted; and it you cannot see 1t all
that distimetly, 1€ because the stage of the object
represented 1s very small, the objectappears asit would
W1t were viewed trom a distance. it follows from chus,
asTrold you, that one would need two glasses n the lens
to record distant objects conveniently and to project a
wide arca on the ‘retna’: but this s something else agam.
The prgeon-cote has been taken m reverse, the barn, or
rather the root of the barn s on the left mstead of being
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on the right. The white mass to the right of the
pigeon-cote above the light track which one can only

sce partially (but this 1s the way 1t is depicted on the
paper by the reflexion of the image), that’s the tree of
white butter-pears which is a good deal further off;

and the black splodge at the top of the peak, 1s an
opening that can be scen between the branches. That
shadow on the right marks out the roof of the bake-housc
which seems lower than it ought to be, because the
Boxes are placed atabout 5 teet above the floor. Finally,
Mon cher amy, those little white spots dotted 1 above
the roof of the barn, are the branches of trees in the
orchard which are visible, and so are represented on the
retina. The effect v
[told you, ot rather, as [have no need to tell you, if

the order of the darks and lights could be reversed;; this
is what I must concentrate on before trying to fix the
colours, and 1t is not casy. Up till now I have only taken
the picture of the pigeon-cotc in order to makea
comparison between the prints. You will find that one
of thelarge ones and the two small ones are fainter

onld be all the more striking, 1f, as

than the two others where the outhnes of the obyects
arce very well developed; thisis a result of my having
closed the holen the card coverimg the lens too much.

T ]]L‘fl' W UUIC: seenito hL\ ratios f‘['l‘lﬂ W llth one must
uot stray, and L have not yet been able to find the best.
When the lens is left clear, the print one gets scems very
musty, and the picture recorded takes on that kind of
1(\\\}( l\k‘ﬂ.]ll\\' tlll' Ul"‘]\'L ts arc not so \l“lr}‘ .Ul«i seemian
some way to losc themselves in the haze

From 1826, untl lus death on 5 July 1833, Niépee took
part in an edgy and clandestine correspondence with his
most obvious compenitor, Louis Jacques Mandé Daguerre
(1787-1851). So fearful were they that the secret of their
processes might be purlomed while they struggled to
perfect a more efficient method, that they made use of 2
L[}'P[lk: ul"nl'l’l'll\:,{_\', a Pfk’.\rr.\ﬂ:,:v.t{ llh‘lk‘. \\]llCh lnL]]-
crously punctuates their letters. After Nicpee died,
Daguerre carried on, mostly by himself, ulumately to
]]” \l}‘\‘n hl\ own, L'll\'“lll.\ll'\' h.il\\\\'rh.r;\“l., [l'l.'hnhlll(‘.
Daguerre was a well-known scenic painter of large-



scale illusionist entertainments, for which he frequently
employed the camera obscura. He hit upon the 1dea of
photography about cight years after Niépee's first experi-
ments, devoting himself almost obsessively to the difficult
task of making his process workable. About 1826 he got
wind of Niépee's activities and succeeded, though not
without difficulty, m clbowmg his way mnto the confi~
dence of the inventor from Chalon. Thus, on 14 Decem-
ber 1829, began the uneasy partnership which termmated
with the death of Niépee, leaving Daguerre to carry on
in ineffectual consultation with Niépee's son, Isidore.
Daguerre’s first letters to Niépee were treated waith the
greatest suspicion. These letters have not survived, but
here is part of Niépee's letter of carly February 1827,
addressed to an engraver named Lemaitre, mnquining
whether or not Daguerre is known to him:

Having been told, L have no idea how, of the object of
my experiments, this gentleman wrote to me last year

n January, to let me know that he himself had been
occupied with the same object for a considerable nme.
Hc asked me if Thad been more successful than he in
these efforts. On the one hand, if one is to believe what
he says, he has already obtained some very surprising
results. On the other, he asks me whether I believe the
thing s possible. Inced not tell you that 1 was surprised
by this incoherence of thought, to say the least. T'was
therefore all the more careful and rescrved in what ['told
him, but stll I wrote him in a civil manner so as to
clicita reply. ThisI've reccived only today, whichis to
say after ananterval of over a year, and he writes only

to find out how munch I've progressed and asks it T would
send hima picture .. .1

But eventually, due largely 1o Daguerre’s persistence,
Niépee’s suspicions faded and a legal partnership was
formed. By 1832 victory seemed so near that Niépee sat
down and played with a number of Greek compounds in
agame of devising an appropriate designation tor the new
art:*

Freuch phouetic  Niépee's
equivalent translation
a giois (phusis) naturc
b av (ante) Atselt
¢ ypagn (graphe) writng; painting ;
picture
d Tomos (typos) [esbarque]; sign;

1mprine; trace;
mage; ctiigy;
n]()Lll‘I

1 Fouqué, op. cit.?
2 Kravets, Niépce Papers, Moscow 1944.
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French phonetic  Nipce's
equivalent translation
¢ dywy (cikon) 1mage, symbol,
representation;
description; portrait
f mapaoTacis  (parastasis) representation, show,
the act of showing
as representing
¢ Ganbng (alethes) truc; real -
This makes with

Physautographic
Physautotype

a h ¢ Phuss, aute, graphe
a b d Phusss, aute, Typos -

W

3 lconotauphyse - (sic) eba Etkon, aute, Phusis -

4 Paratanphyse -(sic) b a Parastasis, aute, Phusis
5 Alcthophyse - ga alethes, Phusis -

6 Phusalcthotype a g d Phusis, alethes, Typos -

That's to say

Panting by naturc herselt
Copy by nature hersclf
Portrait by nature herself
To show nature herselt
Real nature

True copy from nature

v

Roughly

EI

o u

iy Nature herselt
phusautc/

Autophuse

phuse| Copy by nature
Autophyse| e
Here is onc of D.\gucrrc's Last Ietters to Nidpee, persisting
n the truncated style of a conspiratorial communiqué.
Niépee died only a tew months later:

Pans 19 April 1833
Mon cher Monsieur Niépee,

You will consider me very slack but it was impossible
tor me to reply carher, ny pamung hasn’t left me a tree
moment, 1 have been so busy Lhaven't even had nme
to uncork the bottles you sent me. 1 am amazed that
you could only get the s3th part as residue, butaf this
stuff works out a lirtle expensive you have to take mto
account that only very little 1s needed to cover a plate.
You will have been surprised not to have gor the glass
things back carher bt as the awtul weather persisted
1 guessed they would not be urgently needed: also
apart from that | was thinking ot nigging something tor
the 13," but the ideas to simphfy; besides it's only
applicable to very small sized plates.

| For'13" read camera obscura: for 18", silver plate.
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It consists of completely rearranging the copper
firting of the 1351t the plate that holds the tube that
has to be screwed on the other way so that the tbe
goes into the 135 the glass which 1s not touched will
turn back natnrally with the whole titting ; the coneave
part stays on the side of the aperture which itselfis
between the glass and the 18 and the convex part of’
the lens 1s facing the subject. By this arrangement the
intensity of the light 1s increased at least by halt as much
again, and in consequence the speed [of exposure], but as
[llL Iei1s l‘lll\' thk centrc t]\'.\l’ Yl o Lll‘ not llLL\i morce th.lu
a s inch deep casce to geta range morce or less ke that
of the smallest drawing boxes. I think that the case of’
6 inch size, rearranged, will take the biggest ones,
though less casily than the s inch size for the small.?

The news of the invention of photography was first made
public at the beginming of 1839. A vast amount of cover-

1 N

¢ Papers, op. cit., Moscow




age was given to this modern suracle. The lbllu\\'ﬂlg 15
an excerpt from The Literary Gazerte in London for 12
January, aiung the Gazette de France, and printed under
the heading "Fine Arts™:

FfNE ARTS

The Daguerotype

Pans, 6th January, 1839
We have much pleasure in announcing an important
discovery made by M. Daguerre, the celebrated pamnter
ot the Diorama. This discovery scems hke a prodigy.
It disconcerts all the theories of scicnce i light and
optics, and, it borne out, pronuses to make a revolution
in the arts ot design.

M. Daguerre has discovered a method to fix the
images which are represented at the back of a camera
obscura; so that these images are not the temporary
reflection of the object, but their fixed and durable
impress, which may be removed from the presence of
those objects like a picture or an engraving.

Let our readers fancy the fidelity of the image of nature
tigured by the camera obscura, and add to1tan acnon
of the solar rays which fixes this image, with all its
gradations of hghts, shadows, and middle unts, and they
will have an idea of the beaunful designs, with a sight
of which M. Daguerre has grautied our curiosity
Daguerre cannot act on paper; he requires a plate ot
polished metal. It was on copper that we saw several
points of the Boulevards, Pont Marie, and the environs,
and many other spots, given with a truth which Nature
alone can give to her works. M. Daguerre shews you
the pl:\in platc ot copper: he places it, n your presence,
in his apparatus, and, n three minutes, of there is a bright
sunumer sun, and a tew niore, if autumn or winter
weaken the power of 1ts beams, he takes ont the metal
and shews 1t to you, covered with a charming design
representing the object towards which the apparatus
was turned. Nothing remains but a short mechanical
operation — of washing, I believe — and the design,
which has been obtamed in so few moments, renums
unalterably fixed, so that the hottest sun cannot destroy
1t

Maessrs. Arago, Biot, and Von Humboldt, hav
ascertamed the reality ot this discovery, which excited
their admuration; and M. Arago will, ma few days,
make it known to the Academy of Sciences.

fadd some further particulars. Nature m motion
cannot be represented, or at le:
dithiculty, by the process in question. fn one of the views
of the Boulevards, of which Fhave spoken, all that was
walking or moving does not appear i the design;; of
two horses in a hackney coach on the stand, one

t not without great
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unluckily imoved its head during the short operation;
the animal 1s wathout a head i the design. Tre
very well represented;; but therr colour, as it seens,
lhinders the solar rays fromn producing their image as
quickly as that of lmusu, and other objects of a d)ﬁun nt
colour. This causes a datficulty for landscape, because
there 15 a certain fixed point of pertection tor trees, and
another for all objects the colours of which are not green.
The consequence s, that when the houses are finished,
the trees are not, and when the trees are timished, the
houses are too much so.

Inammare nature, architecture, are the trumph of the
apparatus which M. Daguerre means to call ateer his
own name - Dagucrotype. A dead spider, seenin the
solar microscope, is finished with such detail in the
design, that you may study 1ts anatonry, with or without
a nmgmf}'mg glass, as if it were nature 1self; not a fibre,
not a nerve, but you may trace and examine. For a tew
hundred francs travellers may, perhaps, be soon able to
procure M. Daguerre’s apparatus, and bring back views
of the finest monuments, and of the most delightful
scencry of the whole world. They wall see how far
their pencils and brushes are from the truth of the
Daguerotype. Let not the draughtsman and the pamter,
however, despair ~ the results obtained by M. Daguerre
arc very different from their works, and, in many cases,
cannot be a substitute for them. The effects of this new
process have some resemblance to line engraving and
mezzotmto, but are much nearer to the lateer: as tor
truth, they surpass everythimg.

thave spoken of the discovery only asit regards art.

If what I have heard is correct, M. Dngucnc’< discovery
tends to nothing less than a new theory on animportant
branch of science. M. D. generously owns that the tirst
idea of lus process was given lum, fitteen years ago, by
M. Nicps, of Chalons=sur-Saone; but i soumpertect a
state, that it has cost lum long and perseverig labour
to attain the object.

arc

H. Gaucheraud.!

1 Fromt! de France of 6 January 183 Wi
il announcement made by Frangoss Arag
\L.uklnm des Sciences on 7 January
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The idea of photography occurred to many people more or less at the same time.

In the mélée to establish priority for its invention, a torrent of claims poured forth,
some entirely without foundation, some half-baked, and others quite legitimate.
Among this last group, their voices drowned by the trumpeting of others, was one
of the forgotten men of 1839, Hippolyte Bayard, inventor of the direct positive
process. He provided an ironic caption to his self-portrait, the image of a ‘Drowned

Man’:
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The corpse of the gentleman you see above this, is that
of Monsicur Bayard, inventor of the process, the

marvellons resnlts of which, you are about to see, or you

1gc, this
mgcenious and indefaugable experimenter has devoted
about three years to perfecting this mvenuon. The
Academy, the King, and all those who haveseen his

are going to see. To my certam knowlec

drawings (which he himself considers tentauve) have
admired them, just as you yourselves are enjoying them
at this moment. The Government which has been only
too generons to Monsieur Daguerre, has said 1t can

do nothing for Monsicur Bayard, and the poor wretch
has drowned himself. Oh'! the vagaries of human life !
Aruists, intellectuals, the newspapers have been interested
n him for some time and yet today - when he has
already been on show at the Morgue for several days -
no one has recognised or claimed him. Ladies and
gentlemen, pass on to other things for tear that your
sense of smell be offended because, as you can sce, the
f;l(L' ot th' g‘.’n[]f])liﬂl JIIJ hl\ l).ﬂll]\ l\g :J‘ll) 0 llk'\(YanU\C.

Bayard continucd his pathetic efforts to establish a claim
to being the nventor of onc of the first photographic
processcs. He sent the tollowimg letter 1o the Academy of
Sctence 1 France, on the subject of his direct positive on
paper method:

24 February 1840
Until today Lhave held back from giving to the public
the photographic process ot which T am the inventor,
first wishing to make this process as pertect as possible;
but as T have not been able to prevent some mtormation

about 1t being communicated and t .t from this it
would be possible, more or less to make use of my
researches, and to detract from the honour of my
kilNCU\VCY'\'. 1 dn)n.[ [hlnk l 51101,11\1 AJL'lJy .ll)) l\)l]gtf m
making known the method which I have found
successtul.

There is no ime for me to give the necessary detatls,
burifthe Academy will permit me, I will complete the
account at another session. Here briefly is what my
process consists of : ordinary writing-paper having been
prepared according to M. Talbot’s method, and
blackened by exposure to light, 1 dip 1t for several
seconds in a solution of potassium iodide ; then,
spreading it on aslate, I putitin the back of a camera
obscura. When the drawing has taken shape, I wash the
paper in a solution of hyposulphite of soda, and then

m warm clean water, and dry it in darkness.t

Having heard of Talbot's discovery of the latent image
(p- 14). Bavard even laid claim to that. and may indeed
have had a nght o it:

At the last session of the Academy |8 February 1\41].
M. Biot read a letter of M. Talbot, m which this
physicist speaks of a method, which he doesn’t divulge,
to make a photographic impression visible which is
invisible when 1t leaves the camera obscura. For some
time Lhave known of three ways which lead to this
result. Permit me, Sir, to make one known. and when

tme has permitted me to try the two others, 1 will have
the honour to communicate them to you.
Having prepared a paper with potassium bromide and

ght of a candle, one can see no trace on this
p.tp\'r ot [hC llll.lgc W l]l(h 15 nL’\'(‘[[l]C[\'\\ pfl”[(‘i] onit,
to make it appear all that is required 1s to exposc the
paper to vapour of mercury as in M, Daguerre’s process.
1t soon blackens everywhere the fight has worked on the
PI'L'P.II.'\[R\‘]L Itis lLII\“T.' Ill'CC\\.lr‘\' o rk'“L(l’k lhd[ as ((Ir as
possible, one must avoid exposing the prepared paper to
any other light source than that of the camera obscura.
The description above and onc or two proofs obtained
by this process were sent to the Academy, which, in

1ts session of 11 November 1839, had kindly
acknowledged their receipt. Kindly open this packet,
Monsicur, it vqu think itis relevant.?

]—l)\' I‘.IQLL‘ was (‘}‘Cl]&:\l .lll\{ t\‘l]nki 1O contaim two }‘]IL‘[\‘-
graphs on paper and the following note::

1 Mimoirs s Createnrs de la e, R. Colson, cd ,
Paris, 1898
> 1bid
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Photog
The photographic picture enclosed «

j“{[".“u:" otizpaper

October 1839 1 18 minutes - from 11 0'cloc
morning to 11.18, by the follo

process
Dip the paper m a weak solution of sodium ¢ hlondc:
when itss completely dry, brush this paper with

mitrate dissolved 1n six tmes ats weight of water.
With the paper almost dry and protected trom all
action of hght, exposc it to the fumes ot 1odine, then

in the camera obscura, then to mercury, asin M
Daguerre’s process, and finish by washing itin a solution  #
ofhyposulphite of soda.

At the ime the paper is taken out of the camiera
obscura, you can hardly sce traces of the drawing; but
as soon as the mercury vapour condenses on the paper,

you can sec pictures fornim Appens W ith the meral

plates, but with this difference, that the pictures are
produced in reverse as 1 M. Talbot's process.
Paris, 8 November 1839!

The race was on with a vengeance. Talb

letter from Ins mother 1n P ted 11 February 184

t seems this M. Bayard has niot taken his invention trom

yours and he takes extreme pais to bring 1t to pertection .
... 1rcally wish you would bring this business to bear, 5 - - .
and strike while the iron is hot, for if once M. Bayard
succe K'\i&. l'-‘l” SW l[l Ai]:!lll“\h. and lllLIk' 15 at [:ll\

moment an enthusiasm tor Ta

type which may vanish ¢ nstl t ¢ tuny
particularly insuch a volaule country as this.. .. Thave the camera pre nac
never seen before so good a chance for your tfame, hquid, wiich rendersats ¢ n
don’t let 1t slip thro” your tingers.* produces a pos picture; although therefore you are

Bayard's process is desenibed later, m a letter to Talbot
trom the Rev. C. R. Jones, 2 March 1843. With crinieal
Bayard's, «

delicacy, Jones mumates a preterence

Talbot’s, 1mages:

March 2nd 1843

. Lam afrard that you imagme I either underrate or DOLLrAILs
have not fairly tnied your beanutul discovery, neither © M. Bavard sncceeded
of which, I assure you is the case; Ladumre it beyond
anything and tricd icat Pans wath M. ILL:'H\H;[ & M. ol
Bayard. (The latter succeeded in maki

ran excellent Seaété d Encour

wlnch defayed me

portrait ot mysclf) the only th
trom doing much more was the

".nIL‘lll want or

more perfect and sure nicdium ot transnussionoin th <
way of paper. As we tound it continu Iy playmg tricks Have vounever tried ar uy
n the form of blotches & spots. It you could reter me Sic . Herschel suceeeded i tix

¢ Ishd. be very much {tried t Iy your method to the French bs

to any means of avording the

obliged. paper, but t tshrunk and spo
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The following is an extract from an extremely compre-
hensive analysis of photography purporting to be a
review of four books on the subject published between
1839 and 1842. It appeared in The Edinburgh Review,
January 1843. The writer, Sir David Brewster. 1s an
important figure in the carly history of photography. A
Scottish physicist, he was particularly concerned with
optics and light, and had long been involved in the gesta-
tion period preceding the birth of photography. He was,
na way, the man behind both Talbot and David Octavins
Hill (1802-70) and Robert Adamson (1821-48). It was he
who encouraged Talbot in his first photographic experi-
ments, and who brought Hill, the artist, and Adamson,
the photographer, together in 1843:

In thus stating the peculiar advantages of Photography,
we have supposed the Dagnerreotype and Calotype to
be the same art. Our readers have already seen in what
the difference really consists; but it is still necessary that
we should attempt to draw a comparison between them,
as sister arts, with advantages peculiar to cach.

In doing this, our friends in Paris must not suppose
that we have any intention of making the least deduction
trom the merits of M. Daguerre, or the beauty of his
mvention; which cannot be affected by the subsequent
discovery of the Calotype by Mr Talbot. While a
Daguerreotype picture is much more sharp and accurate
in1ts details than a Calotype, the latter possesses the
advantage of giving a greater breadth and massiveness to
its landscapes and portraits. In the one, we can detect
hidden details by the application of the microscope;
in the other, every attempt to magmfy its details 15
jurious to the general effect. In point of expense, a
Daguerrcotype picture vastly exceeds a Calotype one
of the same size. With uts silver plate and glass covering,
a quarto plate must cost five or six shillings, while a
Calotype one will not cost as many pence. In point of
portability, permanence, and facility of examination,
the Calotype picture possesses a peculiar advantage. It
has been stated, but we know not the authority, that
Daguerreotype pictures have been effaced before they
reached the East Indies; but if this be true, we have no
doubt that a remedy will soon be found for the defect.
The great and unquestionable superiority of the
Calotype pictures, however, is their power of
muluplication. One Daguerrcotype cannot be copied
trom another ; and the person whose portrait is desired,
must sit for every copy that he wishes. When a pleasing
preture is obtained, another of the same character cannot
be produced. In the Calotype, on the contrary, we can
take any number of pictures, within reasonable limats,
froma negative; and a whole circle of friends can
procure, for a mere tritle, a copy of a successful and

pleasing portrait. n the Daguerrcotype the landscapes
arcall reverted, wherceas in the Calotype the drawing 1s
exactly conformable to nature. This objecuion can of
course be removed, either by admitung the rays into
the camera after reflection from a nurror, or by total
reflection trom a prism; but in both these cases, the
additional reflections and refractions are accompanied
with aloss of hight, and also with a dumunition, to a
certain extent, ot distinctness of the image. The
Daguerreotype may be considered as having nearly
attained perfection, both n the quickness of its operations
and inthe mmute perfection of 1ts pictures; whereas
the Calotype is yet inits infancy - ready to make anew
advance when a proper paper, or other ground, has
been discovered, and when such a change has been
made i 1ts chemical processes as shall yield a better
colour, and a softer distribution of the colounng
material.

Brewster's somewhatcircumspect message is clear. How-
ever much the daguerreotype had reached perfection in
its delincation of detail, the many advantages of the
calotype would ultimately give 1t a greater ascendancy.
At that datethe daguerreotype still reigned supreme, with
the calotype generally relegated to an inferior position.
To put things n their proper perspective, Brewster may
have felt obliged to state the case for his friend Talbot.
History has proven hnn righe.

The article appeared just before the auspicious meeting
ot Hill and Adamson took place in Edinburgh. Brewster
was Principal of United College, Umversity of St
Andrew’s,and had beeninclose touch with Adamson and
his brother John, a doctor in the town. Brewster en-
couraged Robert Adamson to take up photography as
a profession. Indeed, in the same artcle he announced
that Mr Robert Adamson, ‘whose skill and experience
in photography is very great, is about to practise the art
professionally in our northern metropolis’. No doubt
that article, with its sensitive analyses of the two types of
photography, hastened, or even generated, the fruitful
partnership of Hill and Adamson later that year and con-
firmed them in their choice of the calotype medium.

Because Hill was a disungnished painter, his photo-
graphs were inevitably to be compared with the works
of carher masters of portraiture: Rembrandt, Reynolds,
Racburn. No doubt Adamson’s role in producing these
portrait plmrogmphs was more than merely technical,
yet the compositions, and particularly the positive nse of
the many elegant random effects intrinsic in the median,
pont to the sensitivitics of a highly trained artist. Hill's
preference for the calotype rather than the dagnerreotype
medium was most likely determined by his predilection
for a broader kind of handling and for soft, evanescent
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D. O. Hil. Eyewitness sketch made May 843 at the first General Assembly of the Free
Hill and Adamson’s first Calotypes were made ta help Hill with his painting of the

the pleasurc of sending you a hundred specimens (pray
gratify me by accepting them) and have selected them
with some carc in the hope that you may be induced

to mount and bind them in a way similar to that in
which Eastlakes and Stanfields volumes are got up. Let
me shortly describe these. The Calotypes are mounted
on half colombier stone plate paper. This is done by a
copper plate printer in the same way that indice proofs
are printed — and perhaps using a weak solution of

gum - to ensure adhiesion — but the thin paste is not
used - & don’t keep them long in a damp state. In
binding them up [have adopted a somewhat extravagant
style of binding - morocco gilt - cach leaf mounted

on a guard of satim ribbon for strength as well as
appearance ~ between the leaves aleaf of thin glazed
paper — as tissue paper — the binding of cach of our
volumes costabout 5 guineas — on the title page —one
of the Calotypes should be used as a vignette — this may
be the Greyfriars Tomb - with the artistsitting
sketching & the girls looking on - & the lettering turns
cte. done in faint sepia or gold liquid with a hair pencil.
The portrait of my amiable friend Adamson - who did
much for the art - cut to a smallish oval - might be on

a preliminary title - I forget what binders call it. Thus
and my own large portrait might be opposite to his - on
the larger utle page — Lhave written the names in pencil
on all the subjects they might be 1f you cared for it
printed in faint sepia letters on the mounting paper,
under cach picture. Please excuse all this mmuteness on a
subject you may consider very unworthy of 1t —although
"us one on which I feel somewhat warmly. I would like

v AT
s, -‘q W \r;

< B
(r“‘) T‘ ( ()'li;

they appear in their better attire in taking up their
residence with you.

An artist tonight tells me he finds mounting the
Calotypes on faintly tinted Crayon papers gives a value
to the lights which they do not possess on white paper.
But follow your own taste in this matter. The white
spots must be carefully stippled out ~ with water colours
of the same tint.

If youshould come across any lover of the Calotype
who shall express a desire to possess any of our work —or
asimilar volume - of course Ishall be happy to supply
them or it direct ~ or through you as a matter of
busmess. L regret secing so little of Mr Mackay - I have
been sinee he came to Scotland contmually in & out of
town —& am not yet living in my own house. I trust
his Whiskey escaped the fangs of the guager.

Ibeg to be kindly & gratefully remembered to Miss
Scott, & that Mrs Morton & Mr Colnaghi will accept
ot my kind regards Lam just starang again for Ayrshire
where Thave yet some field work to do.

Belicve me My dear Sit Yours enurely
D. O. Hillt

This leteer, tor all ws imperfections, is worth caretul
scrutmy, for it tells us of Hill's attitude to the new art, of
his position vis-i-vis Adamson, and of the tender care and
respect given to the presentation and conscrvation of
objects wlhich we, in our profligate world, habitually
disimuss as ephemera.

¢ Letter i collection of the National Library of Scotland.
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It is not merely fortuitous that the carliest criticisms of the photographs of that
Victorian lady, Julia Margaret Cameron (1815-79), coincide almost exactly with

thosc meted out in France against those ‘abominable’ canvasses produced by the

young Impresstonists:
b

Mrs Cameron’s photographs are only inferior because her artistic know ledge is
inferior. . . .2

1 The Photographic Journal, 15 August 1864
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Mrs Cameron exhibits her series of out of focus portraits
of celebrities. We must give this lady credit tor darmg
originality but at the expense of all other photographic

qualities.!

Atthe German Gallery in Bond Street, Mrs Cameron
exhibits a very extensive collection of her studics and
portraits. Qur own opinion of this style of work has

led. There is, in

already been reco:

ny cascs, much

evidence of art fecling, especially in the hightan ishade,
the composition, so far as form is concerned, often

being awkward. The subjects of many of the portraits —
such as Sir John Herschel, Henry Taylor, Holman Hunt,
Alfred Tennyson, and others - are full of interest in
themselves, and are often noble in form and appearance,
1 circumstance which alone gives value to the exhibition.
Not even the disunguished character of some of the

sult of

heads serve, however, to redecin the Itully

u gether r-.{.‘ul-x\‘: §

it ot the Poct Laureate presents him in a guise
1d be sutficient to convact him, if he were

perfect photography from being alto

one port

1uch wol

charged as a rogue and vagabond, betore any bench of

magistrates in the kingdom.?

The following extract is from Benjamin Wyles, Tmpres-
Photographic E xhibition’, prmte d i The

lof Pi
g

1ons ot th

1 Jour

wraphy, 9 December 187

All phot
cannot helpitif they would, and, being enthusiasts, 1t

sraphers are enthusiasts, of course;; they

as naturally follows that they must see the concourse
of pictures got together in Conduit=street, to mark off
another vear’s progress . .. Oncein the exhibinon,

aud one’s name entered in the porter’s book, whata
crowd of good things seem to claim one’s attention
from all quarters at once ! - big pictures and little,
portraits and views, reproductions and transparencies,
all above the average of

carbon andssilver, and near

excellence. Any one lot at home and by itself would

be a source of enjoyment. A hasty run round by way ot
¢ .\l"l\ 'rlll:f S00n ‘]l& WS |1Lll some ¢ \Illhl[t S ll.('\ C
\:lllll‘l[lrt\'. O1e \;\\ llll\ y .x”\l S0ImC Nave I‘L cn ]1-I"'}‘\
cnongh to combine both. Mrs Cameron, Woodbury,
Robinson, Col. Start Wortley, Blanchard, and
Heliotype are all very much ‘to the fore”. Many others

ATC NOT Iess deserving

conspicuous.

Taking the lady first, :

good rule the h

in honour bound — and which

mmittee scems to have gone

upon - one finds a large screen nearly filled w ith her
works, and duplicates ot the same are hung at intervals

walls. Loo.

on the ‘re 15 a sort of

sur” about Mrs Cameron’s productions
Iy pleasing, but a closer exanunation is
t <

1118t ::l.u‘.

that is decic

not nearly so satstactory. There is a sort of teeling atter
art — a suggestiveness ; but that 1s all. The beholder is
left to work out the idea in s own imagination, if he
can; but as mine out of ten cantor
it follows that the peculiar linc
this lady has chosen will never allow of her works bemg

not bemng blessed
with the aruistic faculty

very }‘l ':Dil.:.lf.

Moreover, in working for the few it might be well
to have some little respect for the proprieties. Art 1s not
art [“4 canse s \[X‘\ L]]li\ » (Illl{ a 1_"\! ‘\{ l‘h.'[ll[\' 1S not
mproved by having the film torn, or being in some
}‘ Arts 2 Mere ]nd]w[ll];l‘l\h\!l‘lk \l]“ll‘l:"kﬁ ()f\” \lL']‘x\r(lllL‘ll[\
i photographic art perhaps the style of Mrs
Cameron’s works is the casicst. A lens turned night out
of focus, ne gatves not intensificd, the upper part of
the figure only taken usually, and when taken ‘giving 1t
1 namc’ — this seems to be about the extent of the special

means employed

The hotly contested discussion between hard and soft
focus, between scrupulous technique and the priority of
expression, or semsation, certamly transcended photo-
araphy at the time, and applied as well to painung. These
comments, 1n (l]" context ot ]ll]}‘r\'\\l(ﬂll\l }‘.llll("l}:. are
not surprising, and though the first group exhibition of



thosc ‘depraved” Frenchmen (which, not altogether by
chance, took place m Nadar’s recently vacated photo-
graphic studios, see chapter 6) was not held ull 1874, sutfi-
cient criucism of thar pamungs had made 1t across the
Channcl from 1863 (and the infamous Salon des refusés)
to alert the Ruskin-dominated critics to the idea that
soft focus, whether in painung or photography, was too
crude both for the retined and for the hot pollor. Under-
standably, then, Mrs Cameron’s reputation was bound to
improve towards the end of that century and certamnly in
the first quarter of ths, after Impressiomsm had become
respectable and accepted as a modern art form.

Mirs Camicron had a reputation for bemng sloppy with
her technique, though there were some sensitive cnough
to understand that this was the incvitable result of an
arepressible enthusiasm mixed with a fervent desire to
capturc some decper layer in the personality of her sitters,
or to project her own personality on thems.

This is made clear i her briet, untinished, autobio-
graphical manuscript, *Annals of My Glass House’, writ-
tenn 1874 and mtended, it secms, to scrve asa correctuve
for the obtuseness of critics who teased and nidiculed Julia
Camcron’s photographs in their relentless advocacy of a
hard-focus style. We reproduce the “Annals’ here m it
enurety, just as 1t appearcd in the Photographc Journal,
July 1927, on the occasion of an cxhibiion ot Mrs
Cameron’s work. The Photographic Journal 1s now con-
tnte and apologeuc about the mdiscrenons of its pre-
decessors. The appearance of the "Annals’ i 1927
coincided with a publication by Virginia Woolt and the
art critic, Roger Fry, in which Juha Margaret Camcron’s
portrait photographs were raised to the highest spheres
of art. The ‘Annals’ were made available to The Photo-
graphic Journal by Mrs Cameron’s grand-daughter, Mrs
Trench. Mrs Camcron'’s excitement for her chosen means
of expression, wrapped up m an impctuous nature, shine
through in this pocticising estimation of her own worth:

ANNALS OF MY GLASS HOUSE

“Mrs Cameron’s Photography’, now ten years old, has
passed the age of lisping and stammering and may
speak for nself, having travelled over Eucope, America
and Australia, and met with a welcome which has given
it confidence and power. Thercfore, 1 think that the
“Annals of My Glass Housc” will be welcome to the
public, and, endeavouring to clothe my htle hustory
with light, as with a garment, [ feel confident that the
truthful account of indefatigable work, with the
anccdote of human interest attached to that work, will
add in some measure to 1ts value.

That details strictly personal and touching the
affections should be avoided, is a truth one’s own instinct

FAMOUS MEN AND FAIR WOMEN 7§

would suggest, and noble arc the teachings of one whosc
word has become a text to the nauons -

‘Be wise: not casily forgiven

Arc those, who setting wide the doors that bar
The secret bridal chambers of thic heart

Letm the day.”

Therctore itis with effort that 1 restrain the overflow
of my heartand sumply state that my first lens was given
to me by my cherished departed daughter and her
husband with the words, ‘It may amuse you, Mother,
to try to photograph durmg your solitude at Freshwater.”
The gitt trom those Hoved so tenderly added more
and more impulse to my decply scated love of the
beauutul, and trom the first moment [ handled my lens
with a tender ardour, and 1t has now become to mnc asa
living thing, with voice and memory and creanve
vigour. Many and many a week 1n the year "64 [ worked
trurtlessly, but not hopclessly -

*A crowd of hopes
That sought to sow themselves like winged lies
Born out of everytlung I heard and saw
Fluttered about my senses and my soul.”

[onged to arrestall beauty that came betore me, and
at length the longing has been saustied. Irs ditficuley
enhanced the value of the pursuit. [ began with no
knowledge of the art. I did not know where to place
my dark box, how to focus my sitter. and my first
picture Letfaced to my consternauon by rubbing my
hand over the filmy side of the glass. It was a portrait
of a farmer of Freshwater, who, to my fancy, resembled
Bollingbroke. The peasantry of ourisland 1s very
handsome. From the men, the women, the maidens
and the children Thave had lovely subjects, as all the
patrons of my photography know.

Tlus farmer I paid halt=a-crown an hour, and, atter
many halt-crowns and many hours spentin expenments.
1 got my first picture, and fthis was the one I cffaced it
when holdmg it triumphantly to dry.

Iturned my coal-housc into my dark room. and a
glazed fowl-housc Thad given to my cluldren became
my glass house ! The hens were hberated, Thope and
beheve not eaten. The profit of my boys upon new laid
eggs was stopped, and all hands and hearts sympathised
m my new labour, since the society ot hens and chickens
was soon changed for that of pocts, prophets, pamnters
and lovely maidens, who all in turn have immortalized
the humble heele tarm ercenon.

Having succeeded with one farmer, I next tried ewo
children; my son, Hardinge, bemg on ins Oxtord
vacation, helped nie in the ditficulty of tocusing. 1
was half-way through a beauntul picture whena
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plutter of laughter trom onc of the children lost me

cture,

1 less ambitious now, I took one child
i er of the
ind strengtn

lone, appealing to her tee

ind telling

>r Mrs Cameron’s chemical
1its effect, and Inow

teot p

1t she moved. The 4

produced a picture which I called

‘My First Success’

felight. I ran all over the housc

tor the child. I felt as it she entirely

toned, tixed and tramec

! No later prize ha

now that tiis san

il not detain 1

ils of small interest; Tonly had

t boy, Henry Herschel

very remarkable photographer,

my Hrst successes 1m my

were ‘a fluke’. Thats tosay, that

nd coming to something 1ci, to

eye, was very beautiful, I'stopped there instead of

CIewWiIng on the lens to the n

photogra
REDTQS

cerve the pnize,

clearly proved 1o me that detail of

table-cover, chair and crinoline sKirt were essentials to

s of the art, which v

then in its infancy.
| e of ‘Brenda®

rable speci

reatly improved that [am content to compete

1m and content that those who value fidehty and
man 81 ould find me still be i him. Arusts,
r, i tely erowned mc laurels, md
t gh "Fame' is pronounc The last infirmity ot
noble mur I must contess that when those whos
1 entlr edan 1 Ik
cart [ mthesky and I

Irge space upon

their walls which seemed to invite the irony and spleen
ot the }'THH\ anotice

To Germany I nextsent 1

photographs. Berhn

JAVe ME the tirst

sraphic art

ld medal,

year a bronze medal, the succeeding year a ¢

and one Iu;]: b insutution — the Hartly Institution -

iwarded me as edal, taking, I hope, a home
interest in the success of one whose home was so near

to Southan

on.

F
Personal sympathy uch. My
husband from first to last has watched every picture
sht, and 1t is my daily habit to run to him

as helped me on very

with del

with every -;Jm\ upon which a tresh glory is new ]j.

stamped, and 1o listen to lus enthusiastic applause. Tlis

-room with my wet
antity of table

habit of running into the dining

pictures has stained such an immense q
linen with nitrate of silver, indelible stains, that [ should

have been banished trc ilgent

any less ind

Our chief friend [Sit Henry Taylor] lent him
efforts. Reg:

dless of P »ssible

to my early

it sitting to my tancy might be u‘...'x.:hg a fool of

e, with greatness which belongs to unselfish
iffection, consented to be in tnrn Friar Laurence with

1th Miranda, Ahasuerus with Queen

Juliet, Prosperc



Esther, to hold my poker as his sceptre, and do whatever
I desired of him. Wath this great good triend wasit true
that so utterly

‘The chord of self with trembling
Passed like Music out of sight,’

and not only were my pictures sccured for me, but
entirely out of the Prospero and Miranda picture sprung
amarriage which has, Thope, cemented the welfare

and well-being of a real King Cophetua who, in the
Muranda, saw the prize which has proved ajewclin

that monarch’s crown. The sight of the picture caused
the resolve to be uttered which, atter 18 months of

then

cal hfe

constancy, was matured by }\uru\nﬂ knowled

vlls ¢

fulfilled, producing one of the pretties
that can be conceived, and, whatis o
importance, a marriage of bliss with children worth)
of being photographed, as their mother had been, for
their beauty; but it must also be observed that th
was eminently handsome, with a head of the Greek
type and fair ruddy Saxon complexion.
Another httle maid of my own trom catly ¢
has been one of the most beautiful and constant of my
models, and m eve
reproduced, yet ne

r More

ther

rthood

manner of form has her face been
r has it been felt that the

race
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Englhish letters clicit, of which I.give one example:

*Miss Lydia Louisa Summerhouse Donkins inforis
Mrs Cameron that she wishes to sit to her for her
photograph. Miss Lydia Lounisa Summerhonse
Donkins s a carriage person, and, therefore, could
assure Mrs Cameron that she wonld arrive with her
dress uncrumpled.

‘Should Miss Lydia Lousia Summerhonse Donkins
be satistied with her picture, Miss Lydia Lousia
Summerhouse Donkins has a friend who is also a
Carriage person who would also wish to have her
likeness taken.”

I answered Miss Lydia Louisa Summerhouse Donkins
that Mrs Cameron, not being a professional photographer,
regretted she was not able to “take her likeness” but that
had Mrs Cameron been able to do so she would have
very much preferred having her dress crumpled.

A lirtle art teaching seemed a kindness, but Thave
more than once regreteed that I could not produce the
Iikeness of this individual with her letter affixed thereto.

This was when I was at L.H.H.. to which place Thad
moved my camera for the sake of taking the great
Carlyle.

When 1 have had these men before my camera my
whole soul has endeavoured to do its duty towards
them in recording faicthfully the greatness of the inner
as well as the features of the outer man.

The photograph thus taken has been almost the
cmbodiment of a prayer. Most devoutly was this fecling
present to me when I photographed my illustrious and
revered as well as beloved friend, Sir John Herschel.

He was to me as a Teacher and High Priest. From my
carliest girlhood Lhad loved and honoured him, and

1t was after a friendship of 31 years' duration that the
high task of giving his portraic to the nation was allotted
to me. He had corresponded with me when the art was
in1ts tirstinfancy in the days of Talbot-type and antotype,
1 was then residing in Calcutta, and sciennfic discoveries
sent to that then benighted land were water to the
parched lips of the starved, to say nothing of the

blessing of friendship so faithfnlly evinced.

When I returned to England the friendship was
naturally renewed. Thad already been made godmother
to onc of his daughters, and he consented to become
godfather to my youngest son. A memorable day 1t was
when my mtant’s three sponsors stood before the font,
not acting by proxy, butall moved by real affection to
me and to my husband to come in person, and surely
Poctry, Plulosophy and Beauty were never more fitly
represented than when Sir John Herschel, Henry Taylor
and my ownsister, Virginta Somers, were enaircled
round the htle font of the Mortlake Church.

When I began to photograph Isent my first trinmphs
to this revered friend, and hus hurrabs for my success
There give. The date is September 25th, 18661

‘My Dear Mrs Cameron -

“This last batch of your photographs is indeed
wonderful, and wonderful in two distinct lines of
perfection. That head of the *“Mountain Nymph,
Sweet Liberty” (alittle farouche and egarée, by the
way, as if first let loose and half afraid that it was too
good), is really a most astonishing piece of high reliet.
She is absolutely alive and thrusting out her head from
the paper into the air. This is your own special style.
The other of ““Summer Days” is in the other manner -
qute different, but very beantiful, and the grouping
perfect. Proserpine is awfnl. If ever she was “herself
the fairest flower” her ““cropping” by “Gloomy
Dis” has thrown the deep shadows of Hades into not
only the colonr, but the whole cast and expression
of her features. Chnstabel is a little too indistinct
to my mund, but a fine head. The large profile is
adnmrable, and altogether yon seem resolved to
ont-do yourself on every fresh effort.”

This was encouragement eno’ for me to feel myself’
held worthy to take this noble head of my great Master
himself, but three years Lhad to sait pauently and
longingly before the opportunity could offer.
Meanwlile [ took another immortal head, that of
Altred Tennyson, and the result was that profile
portrait which he himself designates as the *Dirty
Monk’. Itis a fit representation of ksaiah or of Jerenuah,
and Henry Taylor said the picture was as finc as Alfred
Tennyson's tinest poem. The Laureate has since said of
1t that he likes 1t better than any photograph that has
been taken of him except one by Mayall; that ‘excepr’
speaks for itself. The comparison seems too comical.
1t is rather like comparing one of Madame Tussaud’s
waxwork heads to onc of Woolner's ideal heroic busts.
At this tme Mr Watts gave me such encouragement
that1 felt as it Thad wings to fly with.

Certain aspects of the preservation of photographs were
obvionsly of concern to Julia Cameron. But once suspects
that the problems she encountered with the coatings on
her glass negatives were 1o some extent due to a sub-
conscious nnwillingness to submit to any technical disci-
pline, and even to an obscure desire to subvert technigue.
One wonders what her real feelings were when, i the
carly snmmer of 1869, she attended a meeting of the
Photographic Socicty at which her problem with col-
lodion-coating was discussed?



Tre CHAIRMAN remarked that he had often regr

that ladies so seldom attended ¢

Socicty. He was glad to sce that two lac
Mrs Camecron, wished to

and one of th
words to the Member

Mrs CAMER !
cause of the appearance of cracks m some 1
T t Sir John Hersc

sai

negatives. Inalarge-size
taken two years ago (exhibited), the whole tace of the
negative Was cover d with fine crack
they destroyed the conunuity of th collodion f1
of the

which, althou

1

1C COAt

did not seem to extend outwards «
varnish. Another, a large portrait ot Tennyson, was
similarly affected, and, alte her, about torty-tive ot
ven wa

her negatives had g

The negatives were passed round for examimation
Tue Rev. . B. READE sug
cide the question as to whether

esting that the binocular

the fault lay with the collodion film or the superpe

varmish . . .

Mr Tromas felt called upon to make a tew remarks

on the subject of cracked filns .
Mr BLANCHARD conceived that the marine residenc
of Mrs Cameron (Freshwater, Isle of Wight nught

have to answer for the prevalence of this kin

Yor the sea-air was often loaded with moisture

he was destrous of ascertarmng tl
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lulia Margaret C:

Zenobia (bel

f

1te, 100 late’

above le

absolutely without the shghtest blenush, the prctures of
Mrs Cameron, with their numerous imperfecuons, and
tramed in a slap-dash, rough style, at which the hanging
comimittee must ]Ll\\' \llll\l\lt‘l’k \l. come del‘: to me
with a naweté whichis quite refreshimg.

It was after Mrs Cameron had become celebrated
that I made her acquaintance. Her contributions to the
Photographic Society’s Exhibitions began in 1864, and
the I'hn'/(“"r.lplil‘ News \I\UVL\ as follows: “As onc of the
especial charms of photography consists in 1ts
completeness, detail, and fimsh, we can scarcely
commend works i which the aim appears to have been
to avoid these quahitics. The portraits are chuctly those
of men of mark, as artists or anthors, and include Mr
Holman Hunt, Mr Henry Taylor, Mr G. F. Watts, and
some others, and, both from the subjects, and the mode
of trcatment, interest, while they fail to please us.

The non-photographie press, however, went into
trated

raptures over Mrs Cameron’s pictures, the I/
London News putting them forward as models for
photographers to inntate, and speculating whether

their peculiar softness, or what somie irreverent eritics

of the time called “fuzziness’, was not produced by
something applied to the photograph. This ot course
Was nonscense, Alu\l SO wasa :.:4 )] \\l L‘lL’.ll ot []l\' k'x[rJ\'J':".\ll[
praisc. Indeed, I think 1t did her more harm than good,
tor it made her fancy photographers were hostile to her,



and led her into the speculation of taking a gallery
the West End for the exhibition solely of her works.
This exhibition was a non-success, as it could scarcely
tail to be.

The reference to the size of Julia Cameron's plates 15
important. Despite her rather primitive mstincts she no
doubt was yielding to a conscious desire to create a work
ot art, and it1s dhtheult to convince people that a dimimu-
uve photograph could be suthciently artful to compensate
tor the lack of nobility in scale. That, most hikely, 15 a
much moreimportant factor than the advantages in being
able to crop ont marginal imperfections. But the larger
the plates. the longer the exposure, and the Lady Amatcur
also presents us with a very graphic description of her
ordeal while sitting for anc of Mrs Cameron’s subject
pictures in Freshwater, on the Isle of Wight:

The studio, Tremenber, was very untidy and very
uncomfortable. Mrs Cameron puta crown on my head
and posed me as the heroic queen. This was somewhat
tedious, but not halt so bad as the exposure. Mrs
Cameron warned me before it connmenced that it would
take along ume, adding, with asort of halt groan,

thatit was the sole ditficulty she had to contend with

m working with large plates. The difficulucs of
development she did not seem to trouble about. The
exposure began. A minute went over and 1 teltasaf 1
must screany; lulUth'l minute, Jnd [IIL' SCISAtION Was as
asit my cyes were conung out of my head; a third,

and the back of my neck appeared to be afflicted with
palsy; a tourth, and the crown, which was too large,
began to shp down on my forchead; a fitth - but here
Lutterly broke down . ... The first picture was nothing
but ascries of "wabblings’, and so was the second; the
third was more successtul, though the torture of standing
tor nearly ten mmutes without a head-rest was something
mdeseribable. Ihave a copy of that picture now. The
tace and crown have not more than six outhnes, and 1t 1t
was Mrs Cameron’s intention to represent Zenobia in
the last stage of misery and desperation, [ think she
succeeded

Thus the blurred character ot Julia Cameron’s photo-
graphs, and the Lady Amateur goes on to descnibe the
Merlin which had moved so much during the exposure
that “at least fifty” of Jus images could be found in the
print. Obviowly, posing betore Mrs Cameron's large
camera, with 1ts consequent prolongation ot the exposure
time, was a far more excruciating task than sitting for a
portrait m oils where despite the much longer sessions 1t

1 The Photograplne News, 1 January 1556
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was not nearly so mnportant to keep dead sull. Bue 1t
wasn't the technique that determimed julia Cameron’s
style, necessity masquerading as a virtue. That pecuhanty
ot plotographic torm merely reintorced what she had
alrcady n nund.
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- Between 1863 and 1866 Samuel Bourne (1834-1912) made three trips to the Hima-
layas, which were in the best tradition of eighteenth-cencury gentlemen travellers.
Bourne, however, was encumbered with an unbelievable cargo of phutngmphic
equipment and plates, not to mention the other necessities of life appropriate
to the daily existence of an Englishman abroad: an ample supply of Hennessy's
brandy, ‘sporting rcquisitcs', books and odd picces of furniture. To hoist that
great load over one of the most perilous terrains on carth required an entourage

'-
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of at lcast thirty, and somenimes as many as sixty ‘coolies’
who, more often than not, were pressed - or, as Bourne
writes, ‘puckeroed’ — intoservice. Additionally there was
a staff of servants.

The son of a Staffordshire farmer, Bourne was closely
aware of the scasons and the moods of nature, observa-
tions which in his youth he struggled to express in a kind
of Wordsworthian poetry. Later he indulged this passion
in his accounts of the Himalayan vistas. As an amateur
enthusiast he was exhibiting photographs in Notting-
ham as carly as 1859, and he soon abandoned his job as a
bank clerk for the more congenial open-air life of the
landscape photographer. Three years later his astonishing
activities in India were to begin.

Bourne was the first European traveller to photograph
the wilder parts of the Himalayan foothills, though there
was one other photographcr in the region, the Rajah ot
Chumba. Bourne was invited to visit him. His Highness
was the proud possessor of the most exquisitely made
photographic equipment. And much to the disgust of
the ntilitarian-minded teaveller, these superb cameras and
lenses were not kept primarily for taking photographs;
they were valued for the sheer beauty of their design.

Bourne published three series of elegantly written
accounts of his incredible journeys. Strange ordeals they
were, undertaken more, it seems, in pursuit of that per-
verse pleasure in adversity, in solitude and in pain, than
for the purported recording of the lofty grandeur of the
magnificent Himalayan mountamn ranges. These diaries
appeared as instalments in The British Journal of Photo-
graphy, reconstructed from notes soon after the comple-
tion of the expedition, and in one case over two years
later. We can estimate, partly on Bourne’s figures, that
the total number of photographs taken on his three
journeys must have been around 800 or 9oo. This out of
more than 1,500 made in the three years or so he spent
at that time in India, as his negative numbers indicate.
His second journey, to Kashmir in 1864, lasted a full ten
months during which time he made 546 negatives.
Bourne was, in fact, very sparing with his camera, not
only scrupulously selective, but conscious also of the
great difficulties entailed in preparing the plates. Some-
times, after a ten- or fourteen-mile diversion, the photo-
grapher returned with only one or two negatives; some-
times with none.

Following his first journey, which took ten wecks,
Bourne writes from Simla on 7 November 1863, describ-
ing the fantastic scenery he had seen 160 miles away on
the road to Chini, near the Tibetan border. There, at
analtitude of gooo feet, he had in full view great mountain
ranges reaching above him to heights of 22,000 fect. So
overwhelming was the landscape that often it scemed
beyond the capabulities of photography to convey:

With scenery like this it is very difficult to deal with the
camera: it s altogether too gigantic and stupendous

10 be brought within the limits imposed on photography.
Even the much-vaunted ‘globe lens” would find itself
unequal to extend its great divergence over these mighty
subjects, and compress their rays on the few square
inches of a collodion plate . . . But my anxicty to get
views of some of these fine combinations of rocks and
water often induced me to leave the regular track, and
put myselfand instruments in the greatest danger by
attempting an abrupt descent to some spot below
indicated by the eye as likely to command a fine

picture. Though this was only accomplished with
immense difficulty, sundry bruises, and great personal
fatigue under a scorching sun, [ was in every instance
rewarded, always returning with pictures which the
more contented gazer from above would scarcely
believe obtainable. But this toiling is almost too much
for me, and, I must confess, 1t at the time greatly
ourweighed the pleasure .. .1

Bourne returned to Chini and then struck off to the
west in the direction of Spiti. Again, he is overwhelmed
by the magnificence of the view, describing it with the
adulation of the most confirmed romantic:

What a mighty upbearing of mountains ! What an
endless vista of gigantic ranges and valleys, untold and
unknown ! Peak rose above peak, summit above summi,
range above and beyond range, innumerable and
boundless, until the mind refused to follow the eye in

its attempt to comprehend the whole in one grand
conception.*

Bourne then pays great tribute to the power of photo-
graphy to prepare the mind for what the cye may better

behold:

.. .it must be set down to the credit of photography
that it teaches the mind to sce the beauty and power of
such scenes as these, and renders it more susceptible of
their sweet and elevating impressions. For my own part,
I may say that before [ commenced photography I did
not see half the beauties in nature that I do now, and

the glory and power of a precious landscape has often
passed before me and left but a feeble impression on my
untutored mind; but it will never be so again.®

1 Bourne, ‘Ten Weeks with the Cantera in the Himalayas', The Brinsh
Journal of Photography, 1 Ecbruary 1864,

2 Op. cit. 15 February 1864,

3 Ibud.
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Above the valley of the Sutlej, atan altitude of more than  sky had become

cured, and that a snow storm w

15,000 feet. Bourne attempts to take a picture in the  fastapproaching...Imana o get through all the
cxcruciating cold: operations, and the finished negative - though rather
weak, and not so good a picture as it would have be
Everything wore anair of the wildest solitude and the the snow storm had not prevented my taking the vi
most protound desolation, and while Ilooked uponit intended - 1s sull presentable, and Tkeep it asa mement

almost shuddered with awe at the ternfic drearmess of of the circumstances under which 1t was tak

the scenc. But the cold was too intense to per

11¢

to look long npon 1ts stern and desolate grandeur, and
while at this clevation I was anxious, if possible, to try
a picture; but to attempt it required all the courage and
resolution I was possessed of. In the first place, having
no water [ had to make a fire on the glacier and mele

some snow. In the next place, the hands of my
were so benumbed with cold
1NE NO SCrvice 1n crec ““;_r‘ (hk tent, th{ my own
nearly as bad. These obstacles having atlength been

rat they coul

overcome, on going to fix the camera I w

disappointed after much trouble to tind that haltt
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of the unnutigated cheek of this photographer in the face

h in other circumstances

1

of nmuny or desertion, thoug
hie'd shown himself sensitive to the needs of his bearers

I l‘. .’\.l not :"l\]l\' a \in.ir[l‘r [¢ )’:.\ n)]l\' f‘"r[]]k'r W ]lt‘" ] canme
upon another load, and yet another, left by the road side
as before. This was getting serious, and I vowed
vengeance against the rascals who had placed me in this
\1“’}‘]\‘\\1[\ LTwas {3 ‘] d [hd[ [hk‘\;' men ]LI\I no \{I‘U}"r hl\ldt'“
themselves in a village which Isaw at a little distance
from the road. Taking a stont stick in my hand I'sce

out n search of them, in a mood not the most amiable.
Atter scarching several houses unsuecesstully my
attention was attracted to another, where two wonien
stood at the door watching the procecdings. I fancied

arged them with

ilty, and at once cl
N

mera ghur pur; coolic nahe hy.’

theylooked g

concealing my coolies. “Nay sahib; koee admee nahe ]

Nosir; thereis no

man in my house ; there 1s no coolie.) Not satistied with
this answer I walked
triends hiding beneath a
them forth ma

and soon discovered my

»or bed, and dragging

ade them feel the "quality” of my suck.
amid the cries and lamentauons of the aforesaid
temales.!

In describing his ten-month Kashmir tnip (1864) Bourne

commernts on

lack of the picturesque in Himalayan
landscapes, however awe-inspiring they appear, and in
this respect, both for painting and for photography in so
far as 1t aspires to the conditions ot panting, the romanuc

‘“L‘.

ct and scale of the Swiss alps 1s preferable:

The scenery in some places was grand and impressive.

huge mountains, frequently clothed with forests of

pine, towered aloft on every hand, my little path

W jl)\lll]\_ il\\ ut (lll'n“ Lsomenmes a ~L'('n\iln‘:’ tar UP. \V”]_\
to dip again deep into the valleys: occasionally crossing
a ravine in which a mass of snow suill lay imbedded
from the fall of last winter. And yer, withallits

;‘ull\;.\'rnl'h magnificence and grand

1, Strange to say

this scenery was not well adapted for pictures - at least
for photography.

I may here pause for a moment to remark that the
alayan scenery in general is not
eptin
some of M. Bisson’s and Mr England’s photographs:

character of the H

picturesque. Thave not yet seen Switzerland, ¢

i“:' ’}'Ull‘. [h('(\ . .IUAE from [‘Jl nunmcrous
it, Ishonld say that it is far
more pleasing and pictnresque than any part Lhave yet

but, jund

descriptions L have read of
scen of the Himalayas. The mountains here are, no

Cashmere

Trip to K:
nal of y October

donbrt. greater, higher, and altogether more vast and
l“i}"l’\'\\l

¢; but they are not so naked in their outline,
not so detached, do not contain so much variety, have
no such beauntul fertile valleys amongst them, no lakes,
few watertalls, and scarcely any of those fine-pointed
peaks which nise from broader summits and lift their
pyramids of snow to the skies. This striking and rugged
character of the Alps is just what the arcist loves. and
which gives such a pleasing charm and varicty to all
well-chosen and well-excented views of that popular
district. Here the mountams are all alike, all having the

same general features and outlines, presentung in the

gregare, trom their immense extent and size, a scene

d impressive, doubtless, but wanting in v

P ariety.!
But Bourne was yet to explore the area in which lies the
source of the Ganges, and he acknowledges that the
reputed sublimity of 1ts scenery may even surpass that of
Switzerland. Indeed, only a few paragraphs later, he is

.

already qualifying hus previous rem:

As Isat down torest ona grassy mound um[cm}‘l.i[mg

this scene a teeling of melancholy scemed to steal over




me, as 1t had done on several occasions when travelling
among these tremendous hills. Herc was 1, a solitary
Jonely wanderer, going Heaven knew where, surrounded
by the gloomy solitude of interminable mountains
which scemed, in fact, to stretch to infinity on every
hand. To attempt to grasp or comprehend their extent
was impossible, and the aching nund could only reure
1nto self. fecling but an atom in a world so mighty . ..
It is of course totally impossible to give any notion of
scenes and distances like these by the camera; the
distances would run into each other and be lostin one
indistingnishable hazy ine, where the eye could trace
that receding succession which conveys the tdea of
immensc extent and distance. The photographer can
only deal successtully with "bits” and comparatively
short distances; but the arust. who has colour as well
as outhne to convey the idea of distance, might here
find something worth conung for. If our arusts at home,
who are crowding on the hecls of cach other and
painting continually the same old scenes which have
been pamted a hundred tmes before. would only
SUIMMON Up COUrage to Visit the Himalayas, they wonld
find new subjects enough tor a hfcume, or a hundred
lifetimes . . - They would also turnish to people at home
some 1dea of what the Himalayas arc really like, which
we of the camera can hardly do.

The effects which Thave sometimes watnessed in the
cvening, just betore sunset, have been such as wall
remain impressed on my memory for ever - cffects
which must be seen to be telt, since no description can
conyure up to the reader the magic and almost dreambike
visions which the wnter has witnessed . .. How often
have I lamented that the camera was powerless to cope
with these almost ideal scenes, and thac wich allits
truthfulness 1t can give no true idea of the solemmiry
and grandeur which twilight m a vast mountainous
cegion reveals pardy to the sense and partly to the
magination.!

The trals and eribulations of tie explorer-photographer
were many. Here is Bournc's account of one of his mis-
haps after setung up his photographic tent on a narrow
path posed high up on the slope of a mountan:

1 was engaged in developing a plate when my servant
informed me that twelve laden ponies were waiung to
pass. I kept them waiung tor some e, and had yet
another picture to take, but the men gettng impatent
allowed them to pass by gong a htde up the slope above
my tent. 1 saw five or six pass over sately and went

insidc to prepare another plate. Eleven had crossed,

t Ibid. 23 November 1866.
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and the twelith was m the actof domg so when he lost
Ius tooting and came night down upon the tent and me!
Down went the table and smash went the bottles,
collodion, developers, tixer, and measures ! Assoon as I
could extricate myself t rushed out and saw the pony
getupand walk off uninjured; but how was I'to replace
my precious bottles and glasses? By turming the broken
ones toaccount, and bringing two or three brandy
bottles into use, [ contrived to carry on my work.!

Mindiul of the vastess of the Himalayan landscape,
Bournc 1 proudly defiant about lus use of large plates.
and he speaks disdamfully of the trivial scale of small
photographs. We detect a degree of concert here m view
of the Hereulean obsunacy wath which he lugged {or lsad
luggcd} those immense loads ot photographic supplics up
and down the preaipitous paths ot the High Himalayss.
His comments on the acsthetc advantages ot the large
over the small contact print are rare in the carly lirerature
of photography. They belong to a peniod when the
Jdemocratsation of the photograplic process, n 1ts
greater avatlabihty and case ot operation, suffened the
determmation of many photographers to hold out tor
Art:

1t Tnnght be allowed the digression. T would ke to ask
here 1f any photographer at home ever now works

large platesof 12+ 10.nd upwards? Judgmg from the
journals, everyone seems to continge his attention to

and
“satchel” or ‘pocket’ cameras seem to be all the “go. .
We all know that it 1s much casier to get faaltless skies om
small plates by any process than on large. and hence, 1
supposc, the reason why we seldomror never hear ot
large plates beng worked by a dry process. But what s
the s of these bies of prctures when they are obtamed:
Arc they worth the tronble of prepanng and developing.
and travelling perhaps hundreds ot mles to gee? They
are sumply looked upon as scraps, however good they
may be; they have no pretensions to preires, and, making
an UN(FP“O“ n i‘.\\‘n“r ot .\[CrC\J)(‘U]']& VICWS, \\hlt‘l\

small plates = stercoscopic, or even smaller s12

have a special interest of their own, one attaches hiedle
importance to these dinunuuve transeoipes o nature.
which really convey no impression ot the grandcur

and effect of the scenes they represent. 1 contess that:t
they could be enlarged sarlsfacronily there mighe be some
reason tor employmg such small places but can they be?
[ have never yetseen or heard ot any enlargeihents that
were equal to photographs taken direct trom nacure,
and ull such can be produced commend me to farge
pretures taken direct in the camera, tor when such

1 Op. cit. 8 February 3807, wristen tram Susda, 27 June 1346,
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pictures are artistically chosen, properly lighted, and

cleanly and skilfully manipulated, they possess a charm

which never tires, and when looking at them they almost

make onc fecl as though one stood in the very presence

of the scencs themselves. Fadmit that itis not an casy

matter to manipulate large plates successtully, and that

they involve considerable expense and trouble ; but

when people are blacking their fingers and spending

their cash in why not aim at something
thatshall be it when it is finished, and

give themselves and trienc

[ taket that

yme pleasure in beholding?

good| arge pictore that can be framed
worth a hundred little birs

and rwenty suchi pictures taken
ould

which

ad hung up in a room is
pasted in ascrap-book;
onany , of the best subjects only

ield an

1VEN JOUTTC

atistaction

nount of pleasure and

full of small ne g

satives could never impart.?

figher Himalayas
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Many photographers, before and after Bourne, saw the
camera as a means of satisfying their curiosity about the
outside world, and that also of a picture-minded public
ly risen pictorial press. The story of
travellers with a camerahasnot yet completely been told.
From the very beginning, many determined men and

stmulated by a ne

women l\\“':"\ d l‘]lﬂ[l Ygf&}\l"\ l\lnl}‘lﬂLnT. not ]Ilti'k'kl‘lL'llt—
to almost cvery
explored and nnexplored spot on this shrinking earth.
What such images meant in terms of the present much
lobal will

doubtedly have had on the human psyche 1s yet to be

ly as cumbersome as that of Bourne,

vaunted g *, and what eftect they most un-

determmed
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GEORGE EASTMAN: NADAR TAKEN WIT

Felix Tournachon (1820-1910), who called himself Nadar, became a legend in
his own time. Indisputably, Nadar was the best known, indeed most notorious,
photographer in France in the last half of the nincteenth century. He was a man
of many parts; a man with ‘double viscera’ as his friends said. His career,
from medical student and Montmartre Bohemian at nineteen, to spy, journalist,
novelist, caricaturist of note, art cnitic, photographer, balloonist and proncer
in the advocacy of heavier than air flight, was as adventurous as that of Jules
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Verne's hero n lus Journey from the Earth to the Moori:
Michel Ardan, the character inspired by Verne's admired
friend, Nadar. Everyone knew Nadar. And most ot the
artistic and intellectual anstocracy of nimcteenth-century
France sat for his camera from 1853, when he opened his
first photographic studio in Pars.

In a sardonic :Appraisal ot pho(ography in 1857, Nadar
shows himself extremely sensitive to the possible acsthetic
deterioration the widespread use of the medium could
produce:

Photography is a miraculous discovery, a science which
is pursued by the highest minds, an art which sharpens
the wisest wits - and whose application is within the
powers of the greatest. This wonderful art which makes
something out of nothing, this miraculous invention
after which one can believe in anything, this insoluble
problem for which the learned men who solved it some
20 years ago are still looking for a name, this
photography which, with applied clectricity and
chloroform, makes our 19th century the greatest of all
centuries, this supernatural photography is practised
cach day in every house, by the first comer as well as

the last, becausc 1t has created a meeting point for all the
dead heads ot all the professions. Everywhere you can
see working at photography an artist who hasnever
painted, a tenor without a contract, and I undertake to
turn with one lesson your coachman and your concierge
- and I speak in all seriousness - into yet another two
photographic technicians. The theory of photography
can be learnt in an hour ; the first ideas of how to go
aboutitinaday... What can’t belearnt . . .1s the fecling
for light - the artistic appreciation of effects produced by
different or combined sources; it’s the understanding of
this or that effect following the limes of the features
which requires your arustic perception. What is taught
even less, 15 the instinctive understanding of your subject
~it's this immcdiate contact which can put you in
sympathy with the siteer, llc]ps you to sum them up,
follow their normal atatudes, their ideas, according to
their personality, and cnables you to make not justa
chancy, dreary, cardboard copy typical of the merest
hack in the darkroom, but a likeness of the most
mntimate and happy kind, a speaking hikeness . . .1

The bluff and down-to-carth Nadar would secn to have
been the last person to tind 1n photography a metaphysi-
cal meaning and he takes a certain poctic glee in his
facctious assessment of photography’s mysterious nature.
Yet one suspects that he really delighted in the idea that,

1 Part of evidence presented to a tribunal when clamniing lus nght to use
the name ‘Nadar’, 1z December 1857, Bibliothéque Nuconale Car.
des Estampes Na 163 41

of all the practical mventions the nneteenth century
bequeathed to mankmd, the miraculous one of photo-
graphy, utilitarian though it was, partook at the same
time 1 the impenetrable mysteries of the spint world.

The tollowng, an extract from onc of Nadar’s books,
was written. we ought to note, in the lugh period o’
European spiritualism during which a number of emi-
nent figures interested themselves in what we now call
extra=sensory perception, psycho-kinesis and, not least,
spirit photography. Nadar writes of Balzac's drcad of the
occult powers of photography, and 1t i1s tempting to
think that both their attutudes conveyed a psychological
expression of redress against the reality of the photograph
and the conscquent demystification of are (as 1t has
felicitously been called). What could be better than to
insinuate a metaphysical content into the actuality of the
photograph itself 7

But those many new miracles will have to wane before
the most astonishing, the most disturbing of all: the

one which seems finally to give to man the power to
create, in his turn, by giving substance to the disembodied
ghost which vanishes as soon as seen without leaving
ashadow in the glass of the mirror, a ripple on the water
of the pool. Could not man himselt believe that he was
creating m tact when he seized, caught, macerialised

the intangible, retainmng the fugitive image, the hight,
ctched by him today on the hardest metal? In truth
Niépee and his fine friend were wise to wait to be born.
The Church has always shown itself cool towards
innovators - when she wasn't being a little too warm
towards them - and the discovery of 1842 [sic] had
doubtful attractions to the ford of all. This mystery
smacks of the devil at his spells and stinks of the stake::
the heavenly roasting-spit has been warmed up tor much
less. ... The nighe, dear to sorcerers, reigned alonc in the
murky depths ot the camera obscura, the chosen place
appointed for the Prince of Darkness .. . It isn't
surprising then if, at first, adnuration hersclf seemed
uncertain; she appeared disturbed, as if she was scared;

it took time before the Universal Animal pulled himself
together and approached the Monster. In front of the
Daguerreotype, this fear was shown ‘from the Jowest

to the highest’, as the popular saying gocs, and the
untutored or 1lliterate were not alone m showing this
hesitation as discrustful as it was supersticious. More than
onc among the great minds suffered from this complaine
of first refusal. To take an example from among the
greatest: Balzac feltill at ease before the new marvel,

he couldnotgetridofa vague dread of the Daguerreotype
operation. He had worked out an explanaton for
himselt, as well as could be at that time, taking on here
and there fantastical theorssings 3 la Cardan. I think I



can remember se

cing his parucular theory set out by

atlength in some corner of the greatspread of hus

works. I haven’t the time to dig 1t out but my memory

recalls very clearly the long-winded dissertation
he made when we once met and which he repeated
another tim
that uny flac hung round wit
at the corner of the rue Riche
So, 2

was made up of a serics of ghm.l\ images superimposed

(for he seemed to be obsessed wi

'n which

ording to Balzac, every bo dy in its na .:\n.d state

in layers to intinity, wrapped 1 infinitesimal
Man never having been able to create, that’s toss:
make something mate; erial from an appatition, from
something nnp.xlpahh

object — cach I);-"mmm operation was the tefore going

» make from: nothing, an

to lay hold of, detach and use up one of the layers of
the body on which 1t focused. .. Was Balzac's fear of
the Dagucrrcotype teal or feigned
had more to gain than to lose, the m'pluu\\ of I
pumch and the rest of his body making 1t }nmmlu

It was real. Balzac

for him to be prodigal of his “ghosts” without having
asc it didn’t prevent him from

that unique Da

to count them. Inany
posing at least once for
Gavarni and Silvy
to M. Spoclberg de Ln:l'.“\'ll_;nul.l

suctreotype by

wluch I owned, now handed over

1 Nadar (Felix Tournachon;, ¢
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the desired height ot 300 my 1ld desc
orto1 1t had to succeed.
On cial hight:

. at that ume (1858) clectricity was sull t

really usetu

trom the

il simplitications ol
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Nadar and as!
negative proce
wet collodion

part
0 metres,

ket, 1868. (Altitude 52

quickly, as 1t were, with giant strides. We didn’t have
the precious portable accumulators, nor Gaulard's
termediary generators, nor all the other facilitics that
exist now, and we were reduced to all the awkward
inconveniences of the Bunsen battery. No alternative.
Thus I had an experienced electrician st up for me,
along the glassed-in balcony of my studio trontage on
the boulevard des Capucines, fifty medium lighes!
which Thoped would be and which were to be suficient
to give me the illumination I wanted. I got over the
prublcms and difficnlties of installation and operation;
they were quite trivial in comparison with the obstacles
I was to encounter later on - handling portable hights.

Nadar tried some self-portraits indoors first - then:

Indifferent, and even horrible as were these first results,
rumours of the experiments spread through our litele
photographic world where everyonc keeps tabs on Tus
neighbor, and T was promptly mvited to talk to the
Cercle and to the newspaper, la Press scientifiue, then
located in the rue Richelien, on the side of the Pradier
fountain — Pradier, that nice but uneven sculptor.
Préaultsaid ot him, "He scts off each morning tor
Athens and comes back each evening via the place
Bréda'.

Nadar lugged all his equipment to the offices of the news-
paper and there made some trials:

Thesc first plates came out hard, with heightened effects,
solid blacks, blocked out withont detail on every face.
The pupils of the eyes were cither like two gimlet holes,
crudely blacked in, or bleached out with an excess of
light.

In 1861 Nadar spent three excruciating months photo-
eraphing subterrancan Paris, accounting for at least 100

more or less successful neganves:

T]l\‘ }"(\\\lblll(tv (\[’ ]']li“\ \gmplnn; \5\' .II'[lf\\ l.!l ]lr'h[ was
therefore already a fact: it now only remained to apply
it o the project I dreamed of.

ed these lamps as advertisement as cach everung their unac=

W VISILOTS
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The world underground offered an infin
activity no less interesting than that of the top surf:
We were going into it, to reveal the mysteries of its
decpest, most seeret, caverns.

But without going so far at the start, and to begin at
it i"lll\'r our very
feet: [to explore] the catacombs of Paris, though they
did not have the solemn associations, the pious lessons,
of the Roman catacombs, they yet had secrets to tell
us, .ll]\l .lb(‘\‘\' AI]l W CC ‘lll\l \jl( W (h\' IC “l.\IL ll‘ll'
achievement, hnman resourcefulness displayed in the

the beginming, a primary task was ri

network of the Parisian sewers.

We have passed over the catacombs, only giving up
arking
procedure — of which the real difficultics were going tc ,
come out above allin the caty dram . . .

... Icannot tell you how many times our work wa

to this point a very summnary indication of our

interrupted, held up for one reason or another. At onc
time the weakened acids had been insutficiently brought
up tostrength and we had to stop with all our gear
[lzterally, with the rifle resting down at the feet, when
one is otherwise ready to shoot] in those regions —
from agreeable. Twice Ihad to change the mechanism
which opcrated our light stands. Must Ispell outagain
how we were let down and angry when after several
attempts at a tricky shot, at the moment when all
precautions had been taken, all impediments removed

or dealt with, the decisive moves being about to take
place —all of a sudden, in thelast seconds of the exposure?,
a mist arising from the waters would fog the plate - and
what oaths were issued against the belle dame or bon
monsicur 4I[7V we us, who without \ll‘yl‘(‘\.l

presence, picked just that moment to renew their bath
water !

W might note that Nadar’s presence in the Parisian
sewers clicited from him some ninteenth-century eco-
logical reflections on the waste of all the muck n the
drains, how Victor Hugo ste about the way the
Chinese use it all, while the French are imporung chemi-
L"l]\ m ]lll':l" \[UJ“U“\ 5 J“(] at ;_:rl'.l[ cost l‘ll'“l I‘\ ra

As for us, at great experse send ships to Peru to bring
back what we have disdaintully thrown away, eager to
be rid of 1t. We throw it away and yet Barral, in his

Agricultural Trilogy reckons that our farms lose cach

year natural fertilisers equivalent to a production of
torty mullion hectolitres® of wheat. All our agriculu
cconomists, all the specialists, all the Boussingaul
the Liebigs, the Grandeaus, continually, every day, cry

: Nadar notes «
Remember that

2 One hectolitre cquals 2- 75 bushel
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out agamnst such an incomprehensible madness. But

who bothers to listen ro them, still less to understand
them, and our nnfathomable human stupidity persists
in losing tor us, in Paris alone, hundreds of nullions of

orth of valuable material each vear, and 1t

francs

goces to poison our fish ..
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Perhaps the most comprehensive assessment the mmncteenth century of the appli-

cability of the photographic medium as a means for producmg factual records
exists in two articles by the clder Oliver Wendell Holmes, tather of the American
jurist. They both appeared in the Atlantic Monthly magazine: the first in 13857, the
other in 1863, at a time when the United States were bitterly divided i the con-
flict of Civil War. I reproduce here a fow excerpts from the two extensive and

c.\'qui.\xtcly written texts:
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Oh, infinite volumes of poems that [ treasure in this
small library of glass and pasteboard ! I creep over the
vast teatures of Rameses, on the face of his rock-hewn
Nubian temple; Iscale the huge mountam-crystal that
calls itself the Pyramid ot Cheops. I pace the length of
the three Titanic stones of the wall ot Baalbec, -
mightiest masses of quarnied rock that man has litted
into the air; and then I dive into some mass of foliage
with my nncroscope, and trace the veinings of a leat so
delicately wrought i the painting not made wath hands,
that I can almost see 1ts down and the green aphis

that sucks its juices. ook into the eyes of the caged
tiger, and on the scaly train of the crocodile, stretched
on the sands of the river that has nurrored a hundred
dynasties. Istroll through Rhenish vineyards, I'sit
under Roman arches, I walk the streets ot once buried
citics, 1look mto the chasms of Alpine glaciers, and on
the rush of wastetul cataracts. I pass, in a moment, from
the banks of the Charles to the ford of the Jordan, and
leave my outward frame in the arm~chair at my table,
while in spirit I am looking down upon Jerusalem from
the Mount of Olives.

‘Give me the full tide of life at Charing Cross,” said
Dr Johnson. Here is Charing Cross, but without the
full tide of life. A perpetual stream of figures leaves no
definite shapes upon the picture.! But on one side of
this stereoscopic doublet a hittle London “gent” is leaning
pensively against a post; on the other side he is seen
sitting at the foot of the next post; - what is the matter
with the little ‘gent'?

i Becanse of the lengthy exposure time.

Stereo card of Niagara Falls Ice Mountain, late 1860s. Wet collodion

The very things which an artist would leave out, or
render impertectly, the photograph takes nfinite care
with, and so makes its illusions perfect. What is the
picture of a drwin without the marks onits head where
the beating of the sticks has darkened the parchment?
In three pictures of the Ann Hathaway Cottage, before
us - the most perfect, perhaps, ot all the paper
stercographs we have seen - the door at the farther end
\‘t’(hc CO[ngL' 15 UPL’", And wesee [hL' n]ﬂrkh lL'f[ b) th
rubbing of hands and shoulders as the good people
came through the entry, or leaned agamnst it, or felt for
the latch ... We have got the fruit of creation now, and
need not trouble ourselves with the core. Every
conceivable object of Nature and Art will soon scale off
1ts surface for us. Men will hunt all curions, beautiful,
grand objects, as they hunt the cattle in South America,
for their skins, and leave the carcasses as of little worth.

The consequences of this will soon be such an
enormous collection of forms that they will have to be
classificd and arranged in vast librarics, as books are
now. The ume will come when a man who wishes to
see any object, natural or aruficial, will go to the
{mperial, Nauonal, or City Stereographic Library and
call for 1ts skin or form, as he would for a book atany
common library ...}

We should be led on too far, if we develop our belief
as to the transformations to be wrought by this greatest
of human triumphs over earthly conditions, the

1 By 1856, the London Stereoscopic Company alone sold a halt miflion
stereoscopes around the world, and offered 10,000 different views. By
1858, the tele list had jumped to 100,000,

a



divorce of form and substance. Let our readers fill ont
a blank check on the future as they like - we give our
indorsement to their imaginations beforehand.!

On the Crvil War:

The ficld of photography 1s extending itselt to embrace
subjects of strange and someumes of feartul interest . ...
We now have before us a series of photographs showing
the ficld of Antictam and the surrounding country, as
they appeared after the great battle ot the 17th of
September. These terrible mementos of onc of the most
sanguinary conflicts of the war we owe to the enterprise
of Mr Brady of New York . . .

Let him who wishes to know what war is look at this
series of illustrations. These wrecks of manhood thrown
together in careless heaps or ranged in ghastly rows
for burial were alive but yesterday . .. Many people
would not look through this series. Many, having seen
it and dreamed of its horrors, would lack it up in some
secret drawer, that it might not thrill or revolt those
whose soul sickens at such sights. It was so nearly like
visiting the battleficld to look over these views, thatall

1 "The Stereoscope and the Stercogra

860 from the bal
partner in the firm
Dunmore and Criti
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the emotions excited by the actual sight of the stained
and sordid scene, strewed with rags and wreeks, ¢

back to us, and we buried them in che recesses of our

cabinet as we would have burnied t
of the dead they too vividly represented .
sunshine

mutlated remains
hel

1¢ honest

ZIVESUS ... some LUI]LC}‘“‘ not w IL‘[ a
repubsive, brutal, sickening, hidcous thing 1t1s, chis
dashing together of two frantic mobs to which we give
(hU name otarmies. ..

It1s a relief to soar away from the contemplation of
these sad scenes and fly in the balloon which carried
Messrs. King and Black i their acnal photographie
excursion . . . One of their photographs is lying before
us. Boston, as the cagle and the wild goose see e, 1sa
very different object from the same place as the sohd
citizen looks up at1ts eaves and chimneys. The € id
South and Trinity Church are two landmarks not to be
n. Washington Street slants across the picture
as anarrow cleft. Milk Street winds as if the cowpath
which gave 1ta name had been followed by the
builders of 1ts commercial palaces. Windows, chimney
and the skylights attract the eye in the central parts of
the view, exquisitely defined, bewildering in numbers

While the aéronaut is looking at our planct from the
vault of heaven where he hangs suspended, and seizing

nusl

the image of the scene beneath hin: as he flics,
astronomer is causing the heavenly bodies to print their
1mages on the sensitive sheet he spreads under the rays
concentrated by hus telescope. We have formerly taken
occasion 1o speak of the wonderful stercoscopic tigures
of the moon taken by Mr De la Ruc in England, by
Mr Ruthertord and by Mr Whipple in this cou
To these most successtul experiments must be ad
that of Dr Henry Draper, who has constructed a
reflecting telescope, with the largest silver reflectorin
the world, except that of the lmpcml Obscrvatory at
Pans, for the special purpose of cclesual photograph
In the tast "Annual of Scienuific Discovery” arc
interesting notices of photographs of the sun, showing
the spots on his disk, of Jupiter with his beles, and

Saturn with his ring.

While the astrononier has been reducing the heavenly
bodtes to the dimensions ot his stercoscopic shde, the
anatonust has been lifung the mvisible by the aid ot
hl\ 1MICTosc UFC mto i\ll[\ll‘lc dimensions, to r¢main

permanently recorded i the handwritng of the sun
humselt . . . Ot all the microphotographs
phs] we have seen, those made by Dr

John Dean, ot Boston, trom his own sectons ot the

[photomicrog

spmal cord, are the most remarkable tor the hght they
throw on the minute structure ot the body ... When

the enlarged mmage 1s suffered to delineate seselt, asin

Dr Dean’s views of the medulla oblongata [the towest
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part of the brain|, there is no room ro question the
exactness of the portraiture . . . These later achievements
ot Dr Dean have excited imuch attenuion here and in
Europe, and pomnt to anew epoch ot anatomical and
physiological delineation.t

The viassitudes of the war photographer were nicely
enunciated when the American Journal of Photography, on
1 Angust 1861, commented on the retreat of the Union
troops in the tirst battle of Bull Run in the carly days of
the American Civil War:

The irrepressible photographer. like the warhorse, snuffs
the battle trom atar. We have heard ot two photographic
parties in the rear of the Federal army, on its advance
mnto Virgima. One of thesc got so far as the smoke of’
Bull’s Run, and was aiming the never-failing tube

at tiends and focs alike, when with the rest of our

Grand Army they were completely routed and took to
their heels, leaving their photographic accoutrements

on the ground, which the rebels, no donbt, pounced
upon as trophics of victory. Perhaps they considered the
camera an infernal machine. The soldiers live to fight
another day, our special triends to make again theit
photographs.

The famous photographer of the Civil War, Mathew

Brady (1823-96), no doubt led one of the beleaguered *

parties reterred to. For on that occasion Brady and lus
assistants not only rook the arnues i battle and in dis-
array, but with a journalist’s instinet he turned his camera
on the stnicken earnage crowd who'd come from Wash-
mgton with picnic lunches to watch. trom a high vantage
point, therrarmy beat the “Rebs’. Those particular photo-
graphs. sad
seem no longer to be 1n existence. But the others of the
battle itself were widely distribured.

Brady received the highest praise for his courage and
determination. and his pictures were valued for their
authenuewy tar more than the accounts of newspaper
correspondents:

1o say. great socjal documents as thev were,

The publicis indebred to Brady ot Broadway for s
numerons excellent views of "grim-visaged war’. He
has been . Virgmia with Ins camera,”and many and
spirited are the pictures he has taken. His are the only
reliable records at Bull's Run. The correspondents of
the Rebel newspapers are sheer talsitiers; the
correspondents of the Northern journals are not to be
depended upon, and the correspondents of the English
press are altogether worse than either; but Brady never

1 *Doings of the Sunbeam’, loc cit.

musrepresents. He 15 to the campaigns of the republic
what Vandermeulen was to the wars of Louis XIV. His
pictures. though perhaps not as lasting as the bartle
preces on the pyramids, will none the less immortalise
those introdnced in them.

Brady has shown more pluck than many of the
officers and soldiers who were in the fight. He went -
not exactly like the *Sixty-Nimnth,” stripped to the pants -
but with his sleeves tucked up and his big camera
directed upon every point of interest on the field.

Some pretend, indeed, that it was the mysterious and
tormidable-looking instrument that produced the panic!
The runaways, it is said, mistook 1t for the great steam
gun discharging 500 balls a minute, and inimediately
took to their heels when they got within ies focus !
However this may be, it is certain that they did not get
away from Brady as casily as they did from the enemy.
He has fixed the cowards beyond the possibihty of a
doubt.

Foreniost among them the observer wall perhaps
notice the well-known correspondent of the London
Times;! the man who was celcbrated for writing graplic
letters when there was nobody to contradict him, but
who had proved, by his correspondence from this
country, that but hrtle confidence can be placed in hus
accounts. See him as he ties tor dear hie, with his notes
sticking out ot his pockets, spurring his wretched-looking
steed, his hat gone. and humselt the picture of abject
despair.

Bat joking aside, this collection is the most curious
and interesting we have ever scen. The groupings of
entire reguments and divisions, within a space of a couple
ot square feet, present some ot the most curious effects
as vet produced in photography. Considering the
cireumstances under which they were taken. amudse
the excitement, the rapid movements. and the smoke
of the battleheld, there is nothing to compare with
them in their powertul contrasts of light and shade.2

John Thomson (1837-1921) is best known for s part
producing an extraordinary photographic series called
Street Life in London, published in 1877. His 1s perhaps the
first of such documentary photographs to appear in con-
junction with a text (by Adolphe Smith), and is a direct
descendant of Henry Mayhew’s famous London Labour
and the London Poor (1851-62). Mayhew himsclt had con-
templated using photographs to llustrate his books but.
because of certain drawbacks in the medium and the
primitive reproduction techniques at the time, he nsed

I The famous W H. Russell of The Tines who carlier had covered the
Crimean War.

2 Humplirey's Journal, Vol XII, 1861-2, aited n James D. Horan,
Mathew Brady  Historian with a Camera, Crown, New York, 1955.
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accepted. "Bless ye!” he exclaimed, ‘that’s old Mary
Pradd, sitting on the steps of the wan, wot was
murdered in the Borough, middle of last month.”

This was a revelation so startling, that Lat once
determined to make myself acquainted with the
particnlars of the event.

Then follows a bizarre account (too lengthy to recount
lere) of the fortunes and misfortunes of Mary Pradd.

Thomson’s travels in China with the camera afforded
him the opportunity of making some unusual ethno-
logical observations:

My design in the accompanying work 1s to present a
serics of pictures of China and its people. such as shall
convey an accurate impression of the country I traversed
as well as of the arts. usages. and manners which prevail
in diferent provinees of the Empire. With this intention
1 made the camera the constant companion of my
wanderings, and to 1t 1 am indebred tor the fasthful
reproduction of the scenes 1 visited, and of the types of
race with which I came into contact.

Those familiar withthe Chinescandtheir decply-rooted
superstitions will readily understand that the carrying
out of my task involved both difficulty and danger. In
some places there were many who had never yerset
cyes upon a pale-faced stranger: and the literari, or
educated classes, had fostered a notion amongst such as
these, that, while evil spirits of every kind were
carefully to be shunned. none ought to be so strictly
avoided as the "Fan Qui’ or "Foreign Devil” who
assumed human shape, and appeared solely for the
furtherance ot his own interests. often owing the success
of his undertakings to an ocular power, which enabled
him to discover the hidden treasures of heaven and
carth. I thercfore frequently enjoyed the reputation of
being a dangerous geomancer, and my camera was
held to be a dark mysterions instrument. which,
combined with my naturally, or supernaturally,
intensiied eyesight gave me power to see through rocks

and mountains, to pierce the very souls of the natves,
and to produce miraculous pictures by some black art,
which at the same ume bereft the individual depicted of
so muceh of the prineiple of life as to render his death a
certamnty within a very short period of years.
Accounted, for these reasons, the forerunner of death,
I fonnd portraits of children difficult to obtamn, while,
strange as 1t may be thought in a land where filial prety
is esteemed the highest of virtues, sons and daughters
brought their aged parents to be placed betore the
forergner’s silent and mysterious instrument of

destruction. The trithng sums that [ paid for the privilege
of taking such subjects would probably go to help in

the purchase ot a coffin, which, conveyed ceremoniously
to the old man’s house, would there be deposited to
await the hour of dissolution, and the body of the parent
whom his son had honoured with the gift. Letnone of
my readers suppose that Lam speaking in jest. To such

an extreme pitch has the notion of honouring ancestors
with due mortuary rites been carried in China, that

an affectionate parent would regard cluldren who
should present him with a cool and comfortable coffin

as having begun in good ume to display the duty and
respect which every well-regulated son and daughter

is expected to bestow.

The supersutious influences, such as Thave described.
rendered me a frequent object of mistrust, and led to my
being stoned and roughly handled on more occasions
than one. Itis, however. in and about large cities that
the wide-spread hatred of forcignersis most conspicuously
displayed. In many of the country districts, and from
officials who have been associated with Europeans, and
who therefore appreciate the substantial benefits which
toreign intercourse can confer, [have met with
numerous tokens of kindness, and a hospatality as
gennine as could be shown to a stranger in any part of
rllC \\'Orld.

Itis anovel experiment to attempt toillustrate a book
of travels with photographs. a few years back so
penshable, and so difficult to repraduce. But the artis
now so far advanced, that we can muluply the copies
with the same facility, and print them with the same
materials as in the case of woodeuts or engravings. I fecl
somewhat sanguine about the success of the underiaking,
and Thope to see the process which Lhave thus applied
adopted by other travellers; for the faithfulness of such
prctures affords the nearest approach that can be made
towards placing the reader actually betore the scene
which is represented.!

1 John Thomson, Clmna and s People. London 1873 I the last para-
araph hie is refernmg to the Woodburytype — the process which was
used tollustrate the book









| i




S P


































\
211 =2 23 24 25 2

..o;‘;ww% A

e i == -

&2

Mw I Jc&jﬁ*";ﬁy

In one of his many publications on animal locomotion deriving from his stupen-
dous collection of sequential photographs produced by 1885, Eadweard Muybridge?
(1830-1904) describes, at the end of the century, how his photographic procedures
nearly led to the invention, not just of the ‘movies’, but of the ‘talking picture’ it-

sclf:

1 Eadweard Muybridge was born Edward James M
Kmgston-upon-Thanies. After cnmgrating to Ame
several extensive series of stereo and other ph
West before being engaged by Leland Stanford 1 Govern
California, to undertahe the experiment i equestrian Jocomotion
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In the spring of the year 1872, while the author was
dll’CC[lng (hl‘ Ph\)[\‘g[ﬂphlc S“l"\'L"\'S \){[]ll\' Unl!cd S(l\[L’,\
Government on the Pacitic Coast, there was revivedin
the city of San Francisco a controversy in regard to
animal locomotion . .. the principal subject of dispute
was [llk‘ I‘USS‘b’.li['\ ““J ]1\)1'5('. \'\'llllt' [r()!tmg - evenat
the height of his speed - having all four of lus feet, at
any portion of his stride, simnltancously frec trom
contact with the ground.

The attention of the author was directed to this
controversy, and he immediately resolved to attempt
its settlement. The problem before him was, to obtain
a \'Uﬂ‘l(ifﬂfl}' W C]l—dl‘\'k’lﬂpud x‘ln\.i L‘l‘n[lﬂit(‘d lllllg(‘ on
a wet collodion plate, after an exposure of so bricfa
duration that a horse’s foot, moving with a velocity of
more than thurty yards [feet?] in a second of time,
should be photographed with its outlines practically
sharp. ..

}{d\']ﬂg COrlS[ruC[('d some NI)CCLII L‘xpﬂslng JPFZrJ[u-\y
and bestowed more than usual care in the preparation
of the materials he was accustomed to use tor ordinarily
quick work, the author commenced his investigation
on the race-track at Sacramento, California, in May,
1872, where heina tew days made several negatives
of a celebrated horse, named Occident, while trotting,
laterally, in front of his camera, at rates of speed varying
from two minutes and twenty-five seconds to two
minutes and eighteen seconds per mile.

The photographs resulting from this experiment
were sutfictently sharp to give a recognisable sithouctte
portrait of the driver, and some of them exhibited the

horse with all four of his feet clearly lifted, at the same
time, above the surface of the ground . ..

Each of the photographs made at this time illustrated
amore or less different phase of the trotting action.
Selecting a number of these, the author endeavoured to
arrange the consccutive phases of a complete stride;
this, however, 1n consequence of the irregularity of
their intervals, he was unable to satisfactorily accomplish.

It then oceurred to him that a series of photographic
images made in rapid succession at properly regulated
intervals of time, or of distance, would definitely sct
at rest the many existing theories and contlicting
opinions upon animal movements generally.

Having submitted his plans to Mr Leland Stanford.
who owned a number ot thorough-breds. and first-class
trotting horses, the author sccured that gentleman’s
cooperation for a continuance of the researches at his
stock-farm -now the site of the University —at Palo Alto.

His official and other duties, requiring absences from
the city on expeditions sometimes extending over
several months at a time, prevented continuous attention
to the investigation, butin the meanwhile he devised
asystem for obtaining a succession of automatic
exposures at intervals of time, which could be regulated
at discrenion.

The apparatus used for this inuatory work included
a motor-clock tor making and breaking electric circuts,
which is brietly described in the “Proceedings ot the
Royal Institution of Great Britain,” March 13, 1882,
and will be, with other arrangements, explamed in
detail further on.
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Experiments were carrted on from tme to tme as
opportumiry permitred ; they were, however, principally
for private or personal use, and it was not unul 1873
that the resnlts of any of them were published ..

Each of the cameras used at this time had two lenses,
and made stercoscopic pictures.
stercographs a suitable number of phases to reconstitute
full stnde, he placed the appropriate halves ot each,
respectively, in one of the scienufic tys called the
zoetrope, or the wheel of hife — an mstrument oniginated
by the Belgian physicist Platean. to demonstrate the
persistency of vision. These two zoctropes were geared.
and caused to revolve at the same rate of spe

lecting from these

ced; the
respective halves of the stercographs were made
simultancously vistble. by means ot mirrors < arranged
on the prinaiple of Wheatstone's reflectng stercoscope -
successively and intermuteently, through the perforauons
in the cyhnders of the instruments, with the result of a
very sausfactory reproduction ot an apparently sohd
miniature horse trotang, and ot another galloping

Pursuing this scheme, the author arranged, m the
same consccutive order. on some glass discs, a number
ot equidistant phases of certamn movements; cach series,
as before, itlustrated one or more complete and
recurning acts of motion, or a combination of them:
tor example, an athlete turning asomersaulton horscbacl
while the ammal was cantering: a horse making a tew
strides of the gallop, aleap over a hurdle, another few
strides, another leap, and so on; or a group nr'g.ll]npmg
horscs.

Surtable gearing of an apparatus constructed for the

kg onta s dhall alind

d's uLLn. ML

purposc ciuscd one ot these ¢ gliss discs. when attached

aft, to n.\'u]\'c 1n tront ot the condensing
lantern, parallel with, and close to
another disc fixed to a tubular shatt which encircled the
other, and around which 1t rotated m the contrary
direction . . .

To this mstrument the author gave the nan
Zobpraxiscope; its the first apparatus ever used. or

toacentral s

lensof a projecu
b

ot

constructed. for synthetically demonstraung movements
v photographed
cffects 1s the prototype ot

which. under a variety of names, are uscd

analytiea

rom hife, and m it resulnng

The Various mserus

wnts

or i
purpose at the present day .
F )

{t may here be parenthetically remuarked ¢

nempiatcd

sonmwe |lﬂ}‘ll“\ cments (,‘1‘“11 ZOu 'E‘r-lxl\k\‘r('. consulted
with Ms Thonas A, Edison as to the pracucability of
l\]n 7t harmstrumentin association w n[]] [‘nf .l‘ 10n

s0asto (\\IIIL‘III&. 4l|]l| Ic l .\‘\““ (L \4[\‘1\]11!“L SOl
PIC\C“\ cofan .‘.lhhl‘“[t\. v \lbiL' actions .'x“d Al L;L
words. At that ame the phonograph had not been
adapred to reach the cars ot a large audience, s the

scheme was n'mpomnl}' abandoned.?

Not unexpectedly. Muavbridge's v
ual phorographs. showise humans and anmals in cach
PI\J\L‘ O{L'\'LT_\ LOI]&CK\JBIL‘ movement, wWere voractousty

S OUTPUT O sequcn=-

serzed upon, espectally by chose arusts tor whom objecuve
truth was a paramount condition m the creation ot a

m-Thames, Dedember 1898,

t Eadweard Muybs
Lished in A

dén 1%




T44 PIONEERS OF PHOTOGRAPHY

work of art. Muybridge was well aware of the signifi-
cance his photographs would have in confounding the

perceptual conventions of art

in infancy, that a certain

Ifi

arbitrary symbol ind

mp

esscd on our minds

sting tact; 1t this sany

terated at the

sociation of emblem and reality 1

preparatory school, insisted upon at college, and

mbol and fact -

pronounced correct at the university
o intimately blended that it

ssociate them, even when

vation teaches us they have

onal
redto's

1s with the conve

tation to b

thank the represen

, until we throw oft all our preconcervec

ssions on one side, and seek the truth by

independent observation from Nature herselt.?

Muybrndge’ vere immediately seen, by the
eat French
Jules Mar

cumbersome an

ind medical enginecr, Etenn

1s the answer to his own

usive graphic methods for re-

n. He wrote enthusiastically
sandier, cditor of the ma

18 December 1878

sed with Mr Muybridge’s photographs
ublished in the issue before last of La Narure. Could
you put me in touch with the author? I would like his

K -on-T
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In 1881 Muybridge visited Paris where he was warmly
reccived by artists and scientists, and where he consulted
with Marey. By 1882 Marey had abandoncd the carlier
methods and gone over completely to hus brilliant modi-
ficanons of Muybridge’s sequential-recording  tech-
nigues. These he described as chronophotography. In the
pretace to his best known book, Le Monvensent, published
in Parss in 1894, Marey describes the predominantly
sciennfic usefulness of chronophotography, unaware that
in the twenteth century those strange and beauniful
images were to make a profound impression on the poetic
sensitivities of alarge number of artists:

The graphic method, with its various developments,

has been of immense service to almost every branch ot
science, and consequently many improvements have of
late been effected. Laborions statistics have been replaced
by di
in a most striking manner the several phases of a
patiently observed phenomenon, and, further, a
recording apparatus which worked antomatically can
trace the curve of a physical or physiological event,
which by rcason of its slowness, 1ts feeblencss, or 1ts
rapidity, 1s otherwise inaccessible to observation.
Sometimes, however, a curve which represents the
phases of a phenomenon is found so nusleading that
another and more serviceable method, namely, that of
chronophotography, has been invented. The
llC\'L‘lU}YlIIL'n[ \‘[[IIL‘ C NewW nlcth()d.\ Of‘lnal.\‘\lng‘
movement could never have proceeded within the
confined space of a physiological laboratory. For
instance, in comparing the locomotion of various specics
of animals, it is essential that each should be studied
under natural conditions: fish in fresh water or marine
nd man,
quadrupeds. and birds in wide spaces in which their

rams in which the variations of a curve express

aquariums; Insects i the openair;

movements are unfettered.

The Physiological Station, endowed by the State and
the City ot Pans, has afforded in this respect unique
opportunitics, and there, with the new appliances, the
following investigations have been for the most part
carried out.

We shall see a varicty of instances to what extent the
older methods are applicable for the analysis of certam
phenomena, and what progress has been achieved by
chronophotography.

Each chapter is nothing more than an outling, for
any attempt to fill in the details of any section would
monopolise the time and attention of a tramed specialist.

In a few instances such an attempt has been made, for
geometricians, hydraulic engincers, naval and military
men as well as artists have all had reconrse to this method,
and at last naturalists have interested themselves in the

matter. It is more especially to this latter class that we
dedicate our work, since it appeals to their particular
ambition, namely, that of discovering among the
phenomena of life something that has hitherto escaped
the most attentive observation.t

The great interest in sequential photography generated
by Muybridge, and then Marey, was mevitably, it seems,
to lead to the perfection, or even the invention, of the
cinematograph. The crucial conditions were established
not so much as an extension of Marey’s chronophoto-
graphs on fixed plates, poctically evocative though those
images were, but as a result of his concern with chrono-
photography on moving plates. Marcey 1s umiversally
credited with being among the foremost pioncers in the
invention of both the modern cine-camera and projector
~if not the originator. The two essential ingredients in
the cinematic apparatus were rol! tilm and a means for
interrupting momentarily, each film frame. I reproduce
here extracts from Marey’s discussion in Le Mouvement,
called “Principles of Chronophotography on Moving
Plates’:

The weak point of the photographic gun was principally
that the images were taken on a glass plate, the weighe

1 Op. ait
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of which was exceedingly great. The mertia of such a with gelatme and bromude of silver. The tilm ¢
mass, which continually had to be set in motion and nade to pass automatically with a rect

brought to rest, necessarily limited the number of tehelens, ¢ ¢ T
tmages. The maximum was 12 m the second, and thes | 1dvanc k. A

had to be very small, or else they would have requirec

a disc of larger surtace, and consequently of too large a

1mass. th to it the enlargimg ¢ t
These dithculties may be overconie by substitutng they coul 1 ) CONv r
tor the glass disc, a continuous film very shghtly coated Now, as the cc uous il s s




148

PIONEERS OF PHOTOGRAPHY

in length, the number of photographs that could be
taken was practically unlinuted.

The necessary clements for taking successtve images
on a continuous film are united, as we have said, in the
apparatus already known to the reader. The back part
of this apparatus has a special compartment, the
photographic chamber, in which the sensitised filmis
carried. To admit light, all that is necessary is to
substitute for the frame which carried the fixed plate
another frame provided with an aperture, the size of
which can be varied at pleasure. This s the admission
shutter. At each illununation the lighe passes through
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»graphic plate showing pha

J. Marey: Chro
4

[]ll\ :\}‘Cr(“ru «In\l forms an l]l]-lg\' on ‘hL‘ mov l“;;V 11]1“,
which has previously been broughtinto focus.

The film unrolls itself by a series of intermittent
movements, b} means (\{ a \}‘\.‘t i:ll “)L'(lldnlk'-!]
arrangement, which enablesit to pass from one bobbin
to another . . .

A crank placed behind the chronophotograplic
JPPJ[.I[\I\ turns AI” lllk‘ \\4]]\'\']\ ot l])k' mstrument, as \\'L]l
as the circular diaphragms. A movement, so rapid as
this must neeessarily be, 1s bound to be continuous, for
it would be impossible, as in the case of the photographic
:_’,Un. to remit or continuc [llk‘ movement of \“\']1 llk avy
bodies. The film itself comes to rest at the moment of’

exposure, arrested by a spectal mechanism whichallows
it to continuc its movement as soon as the image has
been taken ...

When the chronophotographic apparatus is powted
at the object the movements of which are to be studied,
the wheels are put in motion by turning a crank, the
different parts acquire a umiform speed, but the film
rcmains \thlUlLlr‘\ ll“lll '.]\L' moment w hl'“ [ll(' l‘l‘\( rved
phenomenon takes place. At this juncture the operator
Pr\'\\('\ (h(‘ l('lggt‘r. [i](’ 1]11“ I‘L':_[lll\ to move, and dlL’
}‘hl‘l\":'_l AP]]\ are [-lk\']] .I\];\ll;_: as t])\‘l‘u‘\\uu 18 nmamtame |
on the trigger; assoon as the pressure is renuteed the
progress of the filmis arrested. The employment of this
wigger nuakes it possible to continue taking photographs
unul the bobbin s exhausted.

Marey timishes hus book with a chapter enutled "Synthete
Reconstruction of the Elemients of an Analysed Move-
lntlll.. l']lk‘ WXt amounts to a sunnary \!l SC lll‘(l\‘n oba
few P\'(’—l'"“']\l.lt]( e h]ll\[lh‘\, l‘l('k ursors ot his own in
ventions. The chapter ends with a briet description ot

Marey’s ‘Chronophotog
Il\.ﬂ“l.\ as an ‘A\]KJ]\\HI:Z \)‘l‘ll‘.!li", an at

raphic Projector’ which he

logical studics. A whole era of scientitic invest

11418} R HILC

human and animal locomotion scets to dra
with the end of the book; a new one to be
last words, the matter-of-fact deliberanions ot a
totally preoccupred with his experiment, scem b

unaware of the x]\;m{u,\nu‘ ot his chronophoto

to a close
m. Marey's
clenust

machincs, and of the great changes likely to co
cinema conscious world. For him chronophotography

was a means ot m,«])\m:'. not simulating, movement:

We have therefore construc
which an endless length {loop] o

or sixty figures, or even more, ts allowed to pass w
cessatton under the tield of the objecuve {the lens
The illumination, whichas ttom belur
cither of the electric hgl
these 1
very bn

1t Or the sun iscll, projects
This i
butitis noisy, and the projected

Ures upon ascreen

1t Images

sures do notappear as ak

could wish.
Havir
learnec

wrrived at this

nnt i our researches

1t our mechanic h

solution of this problen, and by

method; we shall therefore d

1wccount pending turther investigations
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As in the other visual arts towards the end of the century, a great surring was
fele in photography too. For the first time since its mception photographers
banded together, not with the complaisance of clubs or photographic sacieties,
but in the spirit of protest with its accompanying sense of outrage and ritual de-
nouncement of all photography which merely tailed after pamntig. The "Linked
Ring’, founded in 1893, engendered ‘Photo-Secession’, which formed m 1902,

The names themselves of these embattled cadres are tesumontes of aesthetic camera-
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deries forged under the banmer of artistic progress. As
with Post-Impressionist painting, this union was based
not on stylistic sinlarities but on an opposition to all
catlier conventions. Furthermore, these movements were
internationa) and thus, as in the other arts, imparted that
necessary confirmation of importance so uscful in sustam-
ing rebellions convictions.

Studio magazine (London), an extremely important
Jjournal concerned with design and the visnal arts, and
mteligently edited by Charles Holme, published a
sumptuously illustrated special number i the summer of
1905 called Art in Photography. The following are excerpts
froni 1ts texts:

Without the natural gift of artistic expression, all the
art knowledge in the world will, m nine cases out of ten,
when applied to photography prove futile . . .
Innovators have always been terrible to the man in
the street. Butin art, as n other walks of life, frequently
itis not possible to attain a hearing or attract attention
to cven serious developments without some beating of
drums. Another point. Extremists who have let their
discoveries in pictorial work run wild, have, nevertheless,
often served a useful purpose by challenging anupathetic
and severe eriticism. Artlives and advances by
criticism of the right sort, and much thatis valuable in
present-day methods of photography has resulted from
what has at first been too noisy a revolt from the
conventions
Itis now, indeed, possible to tell a photograph by
almost any leading and well-known worker ata glance,
to distinguish the style as casily as to tell a Sargent, a
Brangwyn, a Wilson Stecr, an Orchardson, a Le Sidancr
or an Emile Claus. This act not only lends dignity to
the works themselves, but also forms the strongest
possible argument that Photography, likc all ars, is
evolutionary, and in a word —isanart . .. The
limitations of photography as regards the rendering of
colour, and the fact that the clinination of the
supertluous is not casy of accomplishment, prevent it,
at all events at present, being considered on the same
planc as painting, or gaining its chief successes in a
similar way or by identical methods. In the case of both
landscape and portraiture it has been found over and
over again that to succumb to the ruse of excessive
diffusion of focus and flat low tones in the hope that the
resultant photograph may be considered to have been
cvolved by the same methods as a modern painting by
a member of the ‘impressiomst” school, 1s but to court
ridicule by aruists, and invite the stigna of failure at the
hands of the less educated.!

1 Chve Holland, *Arustic Photography in Great Bucam’, op. ait.

The growth of artistic photography i the United States
has corresponded in point of ime with a remarkable
development of American painting, and m no slight
measure has been influenced by it . . .

In the carly days of the glycerine and gnm-bichromate
processes, one or two |photographers] were temporarily
infatuated by the case with which they could reproduce
the cffects of other mediums; but a spirit at once more
scientific and more artistic has prevailed ; and to-day
those photographers who have gone furthestin the
pictonial dircction are the most jealous supporters of the
integrity and independence of their craft.

Less hampered by convention than their confreres on
the other side of the Channel, much of the best work
of the French masters in the art of photography has
shown a varicty and daring of subject debarred to even
the leaders of the English school save as exercises for
their own personal gratification. In no particular has
the difference of, shall we say convention? been more
apparent than in the treatment of sacred subjects, and
that of the nude.?

Writing in the same publicaton on pictorial photography
in Austria and Germany, the well-known photographer
A. Horsley Hmton establishes the fact that it was in
Vienna, about 1891, that the first major step was taken in
the subscqucnl appearance of sccessionist movements 1
photography. Hmton, too, is suspicious of the facility
with which new, manipulative, p]w[ographic techniques
can be made to effect the appearance of a gennine work
of art but which is essentially superficial. But it is not the
fault of the medium he mnsists:

In England, as n Germany, and i other conntries there
are somc artists and innumerable dilettanti who occupy
themselves with pictorial photography, but it should
be the aim of all, for the sake of photography, to
separate art photography from amatcur photography . ..
In the presence of a Gum Bichromate priut, where
there is abundant evidence of brush development, oue
often hears 1t asked, “Why did not this man paint his
picture at first-hand ?” The answer is quute simple.
‘Because he could not”. There are men who possess a
fine artistic perception and knowledge but enurely
lack the manipulative skill with cither pencil or brush.
Photography relieves them of the necessity of acquirng
the latter, and in such a process as that now referred to
furnishes a medium of personal expression.

1 Charles H. Caffin, "The Development of Photography m the United
States’, op. it

2 Clive Holland, *Some Notes upon the Picrorial School and its
Leaders i France,” op. cit.



Hinton then supphics us with a tueid deseripion of the
much vaunted and much abused gum bichromate process
which ts well worth reproducing here::

In connecuon with this mention of the Gum Bichromate
process, one may perhaps make brief reterence to the
not uncommon erroncous notion that the Gum
Bichromate worker strives to imutate the effects produced
in painting, and that bemg hand-work 1t 1s not
leginmate photography —an error arising chicly from
ignorance of how the printss produced. Paper is coated
with a mucilage of gum arabic and the desired pigment,
and is made light-sensttive by the addition of potassium
bichromate, this sensiiveness being shown by the
pigment and gum becoming more or less insoluble in
proportion as the light has access to 1t. The paper thus
prepared is exposed to daylight under a photographic
negauve which, being opaque or partly so in those
places which should be lightin the ultimate preture and
relauvely transparent where the picture’s shadows

will be, respectively mtercepts and permuts the action
of the light. No image s visible as the directresult ot
printing, but the exposed preparauon 15 submitted to the
action of water and the film or plaster lightly worked
upon with brush or sponge or jet of water, 50 as to
disengage and remove such portions which, having
been shiclded from the light, are sull soluble. But the
parts rendered insoluble arc not entircly so. and should
the photographer desire this or that tone somewhat
lighter than the photographic negative has made i, the
brush or whatever implement is employed can be used
to tease the pigment away from its support in what
manner and to such degree as his jndgment may direct.
Thus we may have brush marks not because the
photographer has tried to imitate the brash marks ot a
painting, but because if they help him to reahse hus
cffect they are alegitimate part of hus process.!

The sixty-year-old polemic about photography’s status as
an art had now. around the turn of the century, reached
a shrill pitch. And we may well suppose that the com-
cidence of this acsthetic fervour among photographers
with the equally vehement declarations of pamters and
seulptors prochiming the virtues of art over mature, ot
art above beauty even, ot art for arc’s sake, was more
than mercly fortmtous. This radicalism m the photo-
graphic arts hardly masks an uncasiness about the avail-
ability by that me of the photographic medium to the
populace at large. Then, too, the phenomenal growdh
of cinematography and 1ts obvious relation to sull photo-

1 Ibad.
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eraphy was bound to have its effect. There were, to be
sure, other more obscure, but no less important, socal
and aesthenie reasons which helped to promote such a
areat disdam for the mechanically execnted work of art
and the concomitant apotheosts of hnman intervenuon.
And with an unparalleled contempt tor the trivial, in are
as well asm hife, the idea ot anaesthetie éhite producing an
C\.II[Cd art ]"&‘Vik\b]y grc\\‘.

And yet the same photographic technology which
made 1t possible for the ordinary man to take up the
camera, created the conditions which gave pictoriahsts
the means to manipulate the mage. Here 1s an extract
from an essay by Robert Demachy, one of the leading
theorists and practitioners of arustic photography n the
period. Demachy indignandy and relentlessly cchoes the
declamations of panters and sculptors. And the perpetra-
tors of the commonplace in reportage and documentary
photography, hke the descripuive pamters of narrative
subjects, are pejoratively excommunicated as “seraight’
photographers:

On the Straight Print

The old war between straight photography and the
other one - call it as you like = has begun over agan.

It is not, as 1t ought to be, a question of principle. No.
1t has become a personal guestion amongst a good many
photographers, because most of them, and especially
those who take purely documentary photographs, look
1o being recognised as artists. It tollows thatany
definition of art that does not fit in with their methods
will be violently attacked because the recogmtion ot
such a detimtion would limit pictonal photography

to a certam number of men instead ot throwing open
the doors of the temple to the vast horde of camera
carriers . . . tor though I behieve tirmly that a work of
art can be evolved nnder certam circumstances, tam
cqually convineed that these same arrcamistances will
not perforce engender a work of art. Meddling with a
gum print may or may notadd the vitat spark, thongh
without the meddling there will surely be no spark
whatever ... Astraight print may be beauttul, and 1t
may prove superabundantly that its author 1s an arust;
but 1t cannot be a work of art . .. Now, speakimg of
graphic methods only, what are the disumetive gualiues
ot a work of art? A work of art must be a transcniption,
not a copy, ot nature. The beauty of the mouve
nature has nothing to do with the quahity that makes a
work ot art. This spectal quality 1s given by the artist’s
way of expressig himselt. [n other words, there s nota
particle of artan the most beauutul scene ot nature. The
art1s man’s alone, 1t1s subjective not objective. Ifa man
savishty copies nature, no matter it itis with hand and
pencil or through a photographic lens, he may be a
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supreme artist all the while, but that particular work ot
his cannot be called a work of art.

I have so often heard the terms ‘arustic” and ‘beautitul’
cmployed as if they were synonymous that L belicve
itis necessary to insist on the radical difference between
their meanings. Quite lately Thave read in the course
of an interesting article on American pictorial
photography the following paragraph: ‘In nature there
1s the beautiful, the commonplace and the ugly, and
he who has the insight to recognise the one from the
other and the cunning ro separate and transtix only the
beautiful, is the artist.’ This would induce us to believe
that when Rembrandt painted the 'Lesson in Anatomy”
he proved himsclf no artist. Is there anything ugher
in nature than a greensh, half-disemboweled corpse;
or anything more commonplace than a score of men
dressed in black standing round a table? Nevertheless,
the result of this combination of the ugly and the
commonplace is one of the greatest masterpicees in
painting. Because the artistintervened. . .

Let us change the circumstances and take as an
example a beantiful motive such as a sunset. Do you
think that Turner’s sunsets existed in nature snch as he
painted them? Do you think that if he had painted them
as they were, and not as he felt them, he would have
leftanameas an artist?

Not once but many times have Lheard it said that
the choice of the motive is sufficient to turn an otherwise
mechanically produced positive into a work of art.
This is not true; what is true is that a carcfully chosen
motive (beautiful, ugly or commonplace, but well
composed and properly lighted) is necessary in the
subsequent evolution towards art. It is not the same
thing. No, you cannot escape the consequences of the
mere copying of nature. A copyist may be anartist but
his copy 1s not a work of art; the more accurate 1t s,
the worse art it will be. Please do not unearth the old
story about Zenxis and Apelles, when the bird and then
the painter were taken in. Ehave no faith in sparrows
as art critics and 1 think the mistake of the painter was
an insult to his brother artist.

The result of all this argument will be that Ishall be
taxed with having said that all unmodified prints are
detestable productions, it for the wastepaper basket,
and that before locally developed platinotype, gum
bichromate, ozotype and oils, there were no arusts to
be found amongst photographers. I deny all this. Lhave
scen many straight prints that were beantiful and that
gave evidence of the artistic nature of their authors,
without being, in my private opinion, works of art.
Fora work of artis a big thing. L have also sccn so-called
straight prints that struck me as works of art, so much
so that Limmediately asked for some technical details

about their genesis, and found to my intimate satisfaction
that they were not straight prints atall. Lhave seen
brush-developed, mult-moditied gum prints that were
worse - immeasurably worse — than the vilest untype
in existence, and Lhave seen and have in my possession
straight prints by Miss Cameron and by Salomon, one
of our first professionals, just after Daguerre’s time,
thatarc undoubtedly the work of artists . . . The
conclusion is simple enongh, for there is no nuddle
course between the mechamical copy of nature and the
personal transenipuion of nature. The law is there; but
there is no sanction to it, and the button-pressers will
continue to extol the purity of their intentions and to
make a virtue of their incapacity to correct and modify
their mechanical copics. And too many pictorialists will
meddle with their prints in the fond belief that any
alteration, however b\mglmg, is the touchstonc of art . . .
Before ending 1 cannot but confess my astomshment
at the necessity of such a profession of faith as the one [
have been making. Pictorial photography owes ts
birth to the universal dissatisfaction of artist
photographers n front of the photographic errots of
the straight print. Its false values, its lack of accents,
1ts cqual delineation of things important and useless,
were universally recognised and deplored by a host of
malcontents. There was a general ery towards liberty
of treatment and liberty of correction. Glycerine-
developed platinotype and gum bichromate were soon
after hailed with enthusiasm as liberators ; today the oil
process opens outer and inner doors to personal treatment.
And yet, after all this outcry against old-fashioned and
narrow-nunded methods, after this thankful acceptance
of new ones, the men who fought for new ideas are
now fighting for old errors. That documentary
photographers should hold up the straight printasa
model is but natural, they will continue doing so in
@ternum for various personal reasons; but that men like
A and B should extol the virtnes of mechanical
photography as an art process, 1 cannot understand.!

Demachy was no doubt referring to Alfred Sueghtz and
his followers in New York. Stieglitz had published, from
1897 to 1902, the hard-hitting Camera Notes, and he
writes in retrospect that it was ‘a battlefield as well as a
bugle call’. He recalls with glee the intercontinental
dimensions of photographic hostilitics at the beginning
of the century, when he was instrumental in establishing
the American version of Photo-Secession, with its head-
quarters in the famous New York gallery ‘291’, and at
the same tme publishing the exceedingly important

1 Robert Demachy, ‘On the Straight Print’, Camera Work, No. 18-19,
1907.



magazine, Camera Work, which ran from 1903 to 1917
Incvitably, the divisions among pictoralists reflect -

similar fragmentation mn the other arts, and 1t seems quite
in order that the fiery and bellicose Sueglitz should now
hold out for an uncompromusing and straightforward
photography in which the intrinsic features of its imagery
would provide a sufficiently versatle vocabulary of form
tosupersede the manufactured niceties of self-consciously
creative photographers. The mdomitable Sucglitz con-
sequently took an unheard of step in gomng over to the
ordinary, hand-held camera in the 1890s. That was not
merely a testimony to his daring, but an cxpression of
taith in the medium and in his own abilitics as an arust.
Stieglitz understood well that with such an instrument
the profound workings of the creative mind may be
instantancously obeyed. Spontaneity was too valuable a
gift to fritter away on complicated contraptions and
ponderous methods:

Each worker will have his own idea as to which style of
camera comes nearest to perfection in this respect, and
having made his choice he should study to become so
intimate with it that it will become a second nature with
his hands to prepare the camera while his mind and
eyesare fully occupied with the subject before him . . .
The writer does not approve of complicated mechanisms,
as they are sure to get out of order at important
moments, thus causing considerable unnecessary
swearing, and often the loss ofa precious opportumity.
My own camera is of the simplest pattern and has never
left me in the lurch, although it has had some very

tough handling in wind and storm . . . a shutter working
ata speed of one-fourth to one-twenty-fifth of a second
will answer all purposes. Microscopic sharpness is of

no pictorial value. A little blur in a moving subject

will often aid in giving the impression of action and
motion . . . In order to obtain pictures by means of the
hand camera it is well to choose your subject, regardless
of figures, and carcfully study the lines and lighting.
After having determined upon these watch the passing
figures and await the moment in which everything s in
balance; that s, satistics your eye. This often means
hours of patient waiting. My picture, “Fifth Avenue,
Winter,’ is the result of a three hours” stand during a
fierce snow-storm on February 22nd, 1893, awaiting

the proper moment. My patience was duly rewarded.
Of course, the tesult contained an element of chance,

as I might have stood there for hours withour succeeding
in getting the desired picture.?

1 Extracted from Sueglitz, *The Hand Camera - its Present Import-
ance', The American Annnal of Photography, 1%97. Reprinted in Phoro-
graphers on Photography, ed. Nathan Lyons, Prentice-Hall, 1966,
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The fountainhead of sceessionist movements in photo-
graphy at the beginning of this century was no doubt
Sucglitz’s ‘Little Galleries of the Photo-Sceession’, later
called “291°, its address in Fifth Avenue, New York.
Inangurated n 1905, not only were photographs from
international contributors shown there, but the “Lizrl¢
Gallenies’ held some of the most important exlibitions in
the early history of modern art in the twentieth century.
Matisse had his first exhubition in the US there. The
galleries mntroduced Rodin to an American pubhc
through his drawings. Manet and other Impressionists
were given shows; Cézanne and Toulouse-Lantrec also.
Picasso and Braque, Brancusi, Gino Sevenini, and the
modern primitive Henri Rousseau contributed to the
exhibitions of the Photo-Sccessiomsts between 1911 and
1914. All the secessionists at the time 1n American art
were represcmcd there: John Mann, Marsden Hartley,
Georgia O'Keeffe, Stanton Macdonald-Wright among
them. And the photographers belonging to the group
included AlvinLangdon Coburn, Frank Eugenc, Clarence
White and, of course, Sticglitz and Eduard Steichen.

To a considerable extent twentieth-century America
was introduced to the photographic might of Hill and
Adamson when, in 1906 thar works appeared in the
Secession galleries in an exhibition of Briush photo-
graphers which included Frederick Evans and J. Craig
Annan. And Hill and Adamson were not without mnflu-
ence on the appreciative American photographers. The
whole list reads hike a roll-call of the ‘Greats’ in modern
art. The Little Galleries also proncered exhibitions of
Negro sculpture, Japanese prints and even works by
children. All this in those small and modest rooms at 291t
Fifth Avenue. Camera Work provides us with a literally
colourful description of the gallery:

... Onc of thelarger rooms s kept in dull olive tones,
the burlap wall-covering being a warm ohve gray; the
woodwork and moldings similar in general color, but
considerably darker. The hangings are of an olive-scpia
sateen, and the ceiling and canopy are of avery decp
creamy gray. The small room 1s designed espeaially to
show prints on very light mounts ot in white trames.
The walls of this room are covered with a bleached
natural burlap; the woodwork and molding ate pure
white; the hangings, a dull ecru. The thurd roomis
decorated n gray-blue, dull salmon, and olive-gray.

In all the rooms the lampshades match the wall-
coverngs.!

George Bernard Shaw was an cbullient photographic
enthusiast. His own photographs were nothing special,

1 Op.cit, No. 14, April 1906.
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and his lofty untterances about photography and the
death of art made up in bombast what they lacked in per-
ception. Nevertheless, Shaw was very important in gal-
vanising the photo-pictorialists of the time, confirming
n them a greater sense of their own importance. In a
letter to Alvin Langdon Coburn, sent from the Hotel
Palais d’Orsay in Paris on 17 April 1906, Shaw wrote:

Come along any tune you like.

Rodin, seeing that Thad a camera, invited me to
photograph his place 1f [liked. T took the opportumty
to press your claims, and he said cereainly. [ guaranteed
you a good workman. The sculpting sittings are at
Meudon 25 minutes train from Paris, wherc he hasa
lot of beaunful things. No photograph yet taken has
touched him. Steichen was right to give him up and
sithouette him. He is by a million chalks the biggest man
you ever saw; all your other sitters are only fit to make
gelaun to emulsify for his negative.

G.B.S2

And to Archibald Henderson, from Hatod y Llanbedr,
20 July 1907:

My dear Henderson,

You must restramn your enthusiasm for photogravure,
unless you propose to issuc a Bernard Shaw album at
325. Each photogravure has to be separately printed on
separate paper at a cost of about two-pence. The three
n Three Plays for Puritans knock about sixpence
copy off the profits, and probably don’t mcrease the
sales a bit.

Tam glad you like Coburn. He 15 a specially white
youth, and, on the whole, the best phorographer in the
world. He is quite right in saying that he could do no
better with the Rodin than he has already done. You
sce, that was what he meant to do, and if you don’t
like it (says Master Alvin) there is always the trade
photographer to tall back on. He 1s quite an cligible
subject for an article. He has carried photography clean
beyond the Kiscbier-Sueglitz boom. The best workman
that movement produced was, perhaps, Demachy; but
Demachy does not aim at making an art of photography,
but at producing the effects of the pamters — notably
the Barbizon School and the Impressionists - by
photographic methods and artistic manipulation of the
print. Mrs Kascbier’s work 1s most charnung, her lucky
negatives arc first rate, but though she knew what to
try for, and valued it when she gott, she had to make
merits of glaring deficiencies in the photographic process,
and usc her power of appeal to the imagiation to

v, Collected Letters 18y8-1910. Ed. Damel H
Laurence Max Remhardt 197

1 George Bermard

make us swallow huge blotches of shadow which were
not merely under-exposed but actually not effecuvely
photographed at all. Coburn, though even he cannot
get the whole scale of natural light out of his plates (or
rather his Chnstoid films) any more than Turner could
getit out of his pamts, nevertheless never exhibis a
prnt that does not owe much of 1ts value to great skill
in developing and printing, or that is not an arustic
photograph sui generis, and not an imitation of Corot
landscape, or a charcoal drawing. [ consider that the
only hving photographer within London ken who has
kept pace with him technicalty 1s Baron de Meyer. When
his work and de Meyer’s appeared in London with a
muscellancous collection of the masterpicces of the
Stieglitz boom, these latter were visibly beaten hollow :
some which delighted us all a few years ago, now
proclaimed themselves simply as Straight Prints from
Spoiled Negatives. In Short, Coburnis a good workman,
and whenever his work does not please you, warch and
pray for a while and you will find that your opinion
will change.

Haven'tseen any of Steichen’s results excepr the color
plate which yousaw . . .

G.B.S.

































J. C. WARBURG IN HIS DARKROOM WORKIN ON A ™M PRINT

Alfred Stieglitz was rapturous over the arrival of a practicable natural-colour
photographic process after more than half a century of inconclusive experi-
ment. In an cnthusiastic letter to the editor of Photography (London), ceprinted
in Camera Work, he describes those theilling days i Paris when he and Eduard
Steichen first saw evidence of the new miracle. His lecter is particularly mter-
esting as it demonstrates the optimism of a photographer of unquestionable bril-
liance who sees in the ease of execution and chromatic truthfulness of the new tech-
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nology not a threat to his profession but a means for yet
greater triumphsin the art of photography:

Sir, - Your enthusiasm abont the Lumiére Autochrome
plates and the results to be obtained with thenis well
tounded. T have read every word Photography has
published on the subject. Nothing you have written is
an exaggeration. No matter what you or anyone clse
may write on the subject and in praise of the results, the
pictures themselves are so startlingly true that they
surpass anyone’s keenest expectations.

1 fear that those of your contemporaries who are
decrymg and belittling what they have not scen, and
scem to know nothing about, will in the near future,
have to do some crawling. For upwards of twenty years
I have been closely identified with color photography.
I paid much good coin before I came to the conclusion
that color, so far as practical purposes were concerned,
would ever remain the perperital motion problem of
photography.

Over cighteen months ago I was informed from mside
sources that Lumiére’s [sic] had actually solved the
problem; that in a short ume everyone could make
color pictures as readily as he conld snap films. Tsmiled
incredulously, although the name Lumiére gave that
smile an awkwardness, Lumiére and snccess and science
thus far always having been intimately identified.
Good fortune willed it that early this June I was in Paris
when the first results were to be shown at the
Photo-Club. Steichen and I were to go there together.
Steichen went; illness kept me at home. Anxiously I
awaited Steichen’s report. His “pretey good only”
satisfied my vanity of knowing it all.

Steichen nevertheless bought some plates that
mormng, as he wished to see what results he could
obtain. Don’t we all know that in photography the
manufacturer rarely gets all there is in his own
invention? Steichen arrived breathlessly at my hotel to
show me his first two pictures. Although comparauve
failures, they convinced me ata glance that the color
problem for practical work had been solved, and that
even the most fastidions must be satistied. These
experiments were hastily followed np by others, and n
less than a week Steichen had a series of pictures which
outdid anything that Lumiére had had to show. I
wrote to you about that time, and told you what Thad
seen and thought, and you remember what you ceplied.
His trip to London, his looking you np and showing
you his work, how 1t took you literally oft your feet,
how a glance (like with myself) was suthicient to show
vou that the day had come, your enthusiasm, your own
expertments, gtc., etc. - all thatis history, and is for the
most part recorded in your weekly. While m London

Steichen did Shaw and Lady Hamilton in color; also a
group of four on Davison’s houscboat. The pictures are
artistically farin advance of anything he had to show you.

The possibilities of the process seem to be nnlimited.
Steichen’s pictures are with me here in Munich; he
himself1s now in Venice working. Itis a posiuve pleasure
to watch the faces of the doubting Thomases - the
painters and art critics especially — as they listen
interestedly about what the process can do. You teel
their cynical smile. Then, showing them the
transparencies, one and all faces look positi\'cl}'
paralysed, stunned. A color kinematographic record
of them would be priceless m many respects, Then
enthnsiasm, delighted, unbound, breaks loose, like
vours and mine and everyone’s who sees decent results.
All arc amazed at the remarkably truthful color
rendering ; the wondertul luminosity of the shadows,
that bugbear of the photographer in monochrome; the
endless range of grays; the richness of the deep colors.
In short, soon the world will be color-mad, and
Lonuere will be responsible.

Itis perhaps fortunate that temporarily the plates are
out of the market. The difference between the results
that will be obtained between the artistic fine feeling
and the everyday blind will even be greater in color
than in monochrome. Heaven have pity on ns. But the
good will eventually outweigh the evil, as in all things.
I for one have learned above all that no problem seems
to be beyond the reach of science.

Yours truly, Alfred Sueglitz

Tutzing, Munich, July 31st, 1907

In the follo\\‘ing year Steichen, in Paris, wrote a long and
thoroughgoing article drawing out the technical distine-
tions between the Lumitre Antochrome process and
several others, both earlier and contemporary. Interest-
ingly, Steichen finds, in what might have been con-
sidered an imperfection in the irregularity of the granu-
lation on the Lumiére plate, a photographic means
equivalent to Impressionist painting technique, by which
a sense of shimmenng luminons particles of colour could
be conveyed. He even states a preference for a plate with
a yet coarser emulsion so that the chromatic nuances
would become more casily visible.

This arucle appeared in Camera HWork in April 1909.
That number carried only three illustrations: colour
prints of Lumiére Autochromes made from original
transparencics by Steichen. A small section of the arucle
1s reproduced here:

Color Photography
During the last ewenty years we have been periodically
informed by the daily press that color photography was



an accomplished tact. E
individual got a little chemucal discoloration on his
photographic platc or paper, the news was sentsizzling
over the globe and color photography was announced in

ry time some excitable

blg [)'Pf, Cﬂr}‘k“’d[l(\n\ wcere lurlll(d. Alld gon\i {l’lk‘"(l)
were given another chance to invest in a sure thing.
As usual, the public soon yawned at this perpetual ery
of ‘wolf’, but somchow capital kept up ats taich. It
wasonlyay
financicr came to mc, breathless with exatement over a
few very good three-color carbon prints —a clever

ar ago that a very prominent French

Enghsh shark was trying to mterest capital in his
“discovery’”. Millions have surcly been buried m fake
schemes, to say nothing ot the millions spentin earnest.
but commererally frundess, rescarch.

When the Eumidre brothers published the description
of their process, several vears ago, it was naturally duly
recorded by the photographic press, and it even gotinto
some of the big dailics ~ at least as padding;; but those
ot us that were puttering along with the vartous
three-color methods watched for results with much
mterest. especially when we heard thata special plant
was being put up to manutacture the plates. From nme
to time one heard rumors of a man that had seen once
of the results, and the report was- “truc colormg, green
grass, red ue,” and so on. The firstspecimens the
makers showed us would have been as disconraging
as such rumors had been, did one not remember the
results that makers of plates and papers gencrally exhibie
as ‘samples’; but the working process scemed so

fascinatingly simple that the very next day Leried them
myself, and the first results brought the conviction
that color photography had come tostay.

Of course the Autochrome process 1s not a discovery
in the science ot color photography, for the prncaiples
of the process were described by Ducos du Hauron, in
1 fact the development of the fundamental
theorics of three-color photography are ascribed to
Maxwell, as far back as 1861. Other mventors have been
and are still working on polychrome screen-processes
amongst the better-known are Joly, MacDonough,
Powrie-Warner, Krayn, Brasseur, Mees, and Somth
The Soaiété Jougla, m Paris, 1s soon to market 4
under the supervision and

polvchrome plate, mad
accordmg to the patents ot Ducos du Havron and
Raymond Bergecol:and a number of other plates will
probably soon be avalable, which pronuse to do even
better than the Lumiiére plates - but that remams to be
l‘L‘ln(ﬂ]‘(r.l{Cd. l“ any Case. troma l"n( lll“.\] \(Jl)kl}‘l\l"[.
the Lunuére plate tor the present holds a umque ficld.
The fine. irregular gram of dhis plate gives a beauutal,
vibrant quality to the hight. that {do not think any of
the mosatc or Ime screen-phates, wich ther absolute

COLOUR NOTES |

regulanity, can give. Tam, howeser, veryimxious «

try some plate that has a coarser sereen. for 1t should.

apparently, be more luminous m color rendering. .
As regards the prinung of Autochromes, the

three-color process atfords no end ot possibiliaies, such
as Gum, Carbon and Pinatype. But other simpler

processes are under way, and the pracucal solutions ot

the problem are nearer at hand. Lshall leave any more
detimite reference to the printing process tor another
.\Itldt‘, W ]lL'n Il]'\' own c\[‘-rrlmcnh h.(\'i‘ b\‘l'n morce
complete. But one thing we must not lose sight otz 1t1s
futile ever to expect any process on paper. or other
substance that presents the picture by retlected hghr.
to give an exact reproduction of a color transparency,
.In)' morge [h-\“ a p.}lmmg onanvas can r('x‘f\“‘-cl’“ {]]L'
effects of a pamung on glass. In this way the screen plare
will always possess value and beauty that are ot to be
copied - and color that cannot cxist on paper.
Furthermore and of particular mterest pictorally 1s ¢his
fact: that what may appear very beauutul asa
transparency, may when transterred to paper be
absolutely horrible, tor the richness and purity of color
roduced by transnuteed hght admis o color
Arrangements that would be impossible, it atte mpted in
(]l(' (iu” ones II\A( r\'ﬂk.'cn.'d llgll( \\I‘ll](! "l-lk\' (?{!]l\.’ll]»
There are color harmonics which can only be indulged
n when colors as lummous as 1 enamel or stamed glass
are avatlable - such combimations are possible on
Autochrome plates. This 1s one of the direct taces that
point to color harmony as the vital clement to strve
for m Antochromy. Personally I'have no medium that
can gl\'( ne \”[ﬂl’ (){\ll(h ~\\'UH‘;]K’I"U] ll"ll”ll‘\]:} as [hk'
lass tor

Autochrome plate. One 1must go to stamned g
such color resonance, as the paletee and canvas are o
dull and heless medum m comparison. As | wnite
these notes prings of the color plates from the cdition
of those appearing with these pages in Camera WORK,
are betore me. The onigmals have noty
can not compare. The engravings are remarkable; they
are techmically by tar the best reproductions thathave

arrived, so |

been made from Autochromes up to the present: but
therr relatonship to the origmals, as regards color.
vitahty. and harmony. as Lremember chem, s as = welt
comparison tails completely ! There tsno reladhonslup.
They are a thing apart. To-day.mn nuking plates

itended tor prnts m any torm, onc will consider the

tmal result, and work accordmgly = %o the accompany

color pretures go into Camira WORK frerely asan

expression of good will. T

are newther reprosentatye
ot Autochrome |~[|umgr.1ph\ .nor ot color photography -
thiey are 2 COMPromise = an ¢xperiment

Paris. 19e8 Eduard J. Steichen
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LIST OF iLLUSTRATIONS

Chapter 1

OPENING PAGE  Henry Fox Talbot: The Reading photographic
establishment, 1844. Talbot is iu the centre with a camera; his
chiet assistant, Nicholas Henneman, who ran the establishment
appears twice, photographing far left and centre right. Montage
of two calotypes. (Scicnce Museum)

1.1 Henry Fox Talbor: Nelson’s Column bemg constructed.
The column was tinished November 1843. Calotype (Science
Museum)

1.2 Henry Fox Talbot: Intenior, Lacock Abbey, Apnl 1843,
Calotype (Science Museum)

1.3 Henry Fox Talbot: The courtyard, Lacock Abbey, ¢ 1843.
Calotype (Science Muscum)

1.4 Henry Fox Talbot: The Ladder. This calotype appeared i
The Penail of Nanwre 1844. (Science Museum)

1.5 Heury Fox Talbot: Mrs Talbor and their three daughters,
19 April 1842, Calotype (Science Muscum)

1.6 Henry Fox Talbot: A gamekecper, ¢. 1841, Calotype
probably taken with the camera lens supplied to Talbot by
Ross for use on ‘Sun Pictures in Scotland’. (Science Museum)

1.7 Henry Fox Talbot: Bricklayers, ¢. 1844. Possibly raken in
the London studio of Claudet (See 1.8). Calotype (Science
Muscum)

1.8 Henry Fox Talbot: Bohetmman Party, c. 1843 Man in centre
is probably the photographer, Antome Claudet, who held a
professional calotype licence from Talbot and was also a well-
known dagucrrcotype photographer. Possibly taken m his
studio. Calotype (Sciencz Museum)

Other 1llustrations m this chapter are from The Royal Photo-
graphic Society (18, 20 top left), The Royal Scottish Museum

(15), Science Museum (19, 20 top right and bottom, 21)

Chaprer 2

opENING raGE Charles Fontayne and W. S, Porter: Panorama
of esght daguerrcotypes of the Cmemnati waterfront, 1849.
{Cunciimati and Hamilton County Public Library)

2.1 Joseph Nicéphore Niépee: Stll-life on glass ?c. 1830, now
destroyed {from a copy made in 1891). Possibly made after his
partinership with Daguerre. Destroyed by scientist who unfor-
tunately had a bram-storm and smashed everything m his
laboratory while he was examuung it. (Société Frangaise de
Photographic)

2.2 L.J. M. Dagucrre: Boulevard du Temple . 1839. Daguer-
reotype sent to the King of Bavana and destroyed by bombing
1040-45. Duc to the long exposure all moving objects have
disappeared except a man who had stopped to have his shoes
cleaned. (Bayensches Nationalmuscum)

2.3 DrJehn Draper:hissister, Dorothy Draper, 1840, Exposure:
‘about 6 minutes’. Dr Draper of New: York was one of the
carliest people to make a daguerreotype portrait. Two versions
of this portrait exist. One he sent to Sir J. F. W. Herschel in
Fugland was damaged by cleaning and is usually reproduced
from an artotype reproduction. The version here was recendly
acquired from the Draper famly. (Division of Photographic
History, Smirhsoman Institution)

2.4 Henry Fitz jur: Susan bitz. Fitz was a Baltumore photo-
grapher who clammed he made a daguerreotype self-portrait as
carly as December 1839 (Division of Photographic History,
Smithsoman Institurion)

2.5 Albert Sauds Southworth and Jostah John Hawes: Damiel
Webster, American statesman and orator, ¢. 1850, Southworth
and Hawes had a studio m Boston, Massachusctts; theirs were
some of the best American daguerreotypes. (Metropolitan
Muscum of Arr, New York)

.6, Albhert Sands Southworth and Josiah John Hawes: Chief
Justice Lemuel Shaw of Massachusetts, ¢ 1850. Daguerrcotype
(Metropohtan Muscum of Art, New York)

7. Carl Ferdmand Stelzner: Daniel Runge and his wife
Wilhelmina c. 1845, W. A. Kriiss and E. |. Kriiss, Humburg
students, and The Outmg of the Hamburg Sketch Club. 1843.
Dagucrrcotype (Staatliche Landesbildstelle Hamburg)

8 Unknown photographer: The Butterfly collector, ¢. 1850.
Daguerrcotype  (luternational  Muscum  of  Photography,
George Eastman House)

.9 Unknown photographer: Nude, ¢. 1850. Half 2 stereo-
daguerrcotype  (International  Muscum of - Photography,
George Eastman House)

.10 Hubert (Assistant to Daguerre): Classical sufl hie, ¢. 1839.
Daguerreotype (Société Frangaise de Photographic)

11 Dr Alexauder John Ellis: Venwce dagucrreotype no. Vs.
"Dogana del Mare & Church of Maria della Salute at the En-
trance of the Grand Canal from Riva Schiavoue near the Pane
di Paglia. 8.29-8.36 am 16th July 1841." (Ellis’s own caption).
Daguerreotype (Science Museum)

12 G. N. Barmard: Burning Mulls at Oswego, New York,
1853. Bamard later became one of the best wet collodion
photographers of the Civil War, making a parricularly fine
record of the devastaton of the South. Daguerrcotypes
(International Muscum of Photography, George Eastman
House)

Other illustranons in this chapter are from Conservatomre Na-
tionale des Arts et Métiers (36 bottom), Japan Society of San
Francisco (32 right), Science Museum (34), Société Frangaise
de Photographie (36 top)
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Chapter 3

OPENING PAGE  Dr John Adamson and Robert Adamson: Pages
from an album of calotypes taken in St Andrews, Fife, and sent

to Fox Talbot mn November 1842, ‘in testunony of the great
pleasure we have denived from your discovery’:

Inside front cover: Sir David Brewster who had taught the
Adamsons the Calotype method and introduced them
to Taibot.

The Chapel of St Salvator’s College, St Andrews

The daughters of Dr Thomson at St Andrews

The Adamsons’ home, Burnside Farn near St Andrews

Farm scene, presumably at Burnside.

The Calotypes are small, approxmately 4 inches wide.

.1 Hippolyte Bayard: ‘Perspecuve’ - colonnade of the Church
of La Madeleine, Paris, . 1845. (Société Frangaise de Photo-
graphic)

2 Hippolyte Bayard: ‘La Petite Boudeuse’
c. 1845. (Soc rangaise de Photographic)

.3 Hippolyte Bayard: ‘L’Etalage de PEpicier’ - The grocer’s
shop-wimndow, August 1843. (Sociét¢ Frangaise de Photo-
graphic)

3.4 D.O. Hill and Robert Adamson: Piper and Drunnier of
the oand Highlanders in Review Order, Edmburgh Castle,
9 Apnl 1846. Calotype (Scottish National Portraie Gallery)

3.5 D.O. Hill and Robert Adamson: Fishergirls, Newhaven,
June 1843. Calotype (National Portrait Gallery, London)

3.6 D. O. Hill and Robert Adamson: Masons at the Scott

Lutele Sulky,




Monument, Edmburgh,
Portrait Gallery)

3.7 Do O, Hill and Robert Adamson: Durham Cathedral,
c. 1844 The Whatman paper watermark was retouched by
penal. A modem print from the origmal negauve, Calotype
(Glasgow University Library)

3.8 D. O. Hill and Robert Adamson: Robert Caddell, Graham
Fyvic and Shernff Graham Spiers, 1843, Calotype (National
Portrait Gallery, London)

3.9 D.O. Hill aud Robert Adamson: “The Birdeag
Calotype (Scottish National Portrait Gallery)

310 D. O. Hill and A McGlashan: “Through the Trelliy',
published 1862. Wet collodion photograph from *Contribu-
tions towards the development of Fiie Art i Photography”,
Edinburgh, 1862, (Mctropolitan Muscum of Art, New York,
David Hunter McAlpm Fund)

Other illustrations in this chapter are from the Scortish National
Galleries (53, 54), Société Frangaise de Photographie (5o, 51)

¢. 1834 Calotype (Scottsh National

Chaprer 4

OPENING PAGE  Julia Margaret Cameron: “Pray God Bring
Father Safely Home', ¢ 1872 (Anllusteation of Charles Kings-
Tey's poem “The Three Fishers’). ‘A Study’, ¢. 1866 - both wet
collodion (Royal Photographic Society)

4.1 Jula Margarce Cameron: Alice Liddell, the onginal *Alice
m Wonderland', ¢ 1870 Wert collodion (Royal Photographsc
Society)

42 Jula Murgaret Cancron Alired Teunyson - *The Dirry
Mank’, 1865, Wet collodhon  Roval Photograplic Society)
43 Julia Margaret Cameron “The Whisper of the Muse’,
George Fredench Watts, the artist and two children, ¢, 1866,

Wer collodion (Roval Photographic Soacrvi

44 Juha Margaret Cameron: A Group of Kalutara Peasants,
1878, Mrs Cameron died w1379 on her son'’s plantation at
Kalutara, Ceylon, so this must be one of her last photographs,
Tt ss mscribed: “the garl bemg 12 yeaes of age and the old man

hic s her father and statmy hiselt o be one bundred

Royal Photographic Society

Other illustrations it this chapter are from the Roval Photogra-
phic Society (66, 68, 69, 72), Victona and Albert Muscum (71)

years ot age.”

Chaprer 5

OPENING PAGE  Timothy O'Sullivan: s phatograplie v on
strvey trip of the western deserts of the USAL He went

Library ot

out on surveys in 1870 and 1874 Wet collodion
« uugn‘\\‘,
Basson F - The Ascent of Mont Bl
dion (Victoria and Afbert Museum)
Sanmel Bourne: ‘Panoranne View at Chim’” September 1863
‘Directly on the oppostte side . .. nise the great Kylass and
Raldung peaks to the clevaton of 22,005 fe 7 Wet collodion
{Incha Ottice Library
s Samuel Bourne: A bt on the e road ncar Rogi® abeut
Septentber 18566, From Bourne's durd trek 1o the Phmalayas.
1500b 18 not listed i the 1800 Catalogue. The caption i for 1506
W et collodion (Private collectson, Londou)
2 Samuel Bourne: Deodars m the snow, Sonla, ¢ 1868
Bourne was based at Snnla and so had oppartanties to phote-
grapliitm all weathers, One ofan nppressive senes Wee collo-

1860, Wet collo-

T

diog (Private collecton, London)
5.3 Samael Bourne: “View ucar Chine Mountas, with Deodars
m fnrv-vn\nml 1506, Alinost certamiy tahen on same day as
- Wet collodion 1Prvate collection, London)
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s4 Sauroe] Boume: ‘Veew at the shp of the Mantrung Pass
clevation 18,600 tt = late August carly Sepresnber 1866, O

of three exposures tiken 1 freczmg condinans and at the bigh-

ot alttude for any wee-plawe photograph kiwn [Privare
collecrson, London
55 Bourne and Shepherd: The Reversng Statian. Bhon Gl

Bourne found this wide tormat usctul. Wet collodion {Privare
collection, London)
5.6 John Thomsou
trom his book *Chma and 1ty People’,
Photographic Soc|
= Dunmore Man and boy on floatng e
Labrador, t864. The photagraphers were trom the studio ot
1 W Blick m Boston xee pag
conmustoned by the manne pamter, Willam Bradtord of
New  Bedtord, Massachusetes. fternational - Museum ot
Photography, George Eastman House
Other llustranions i this chaprer are trora the Royvid Photo-
araphic Socety

Chao-C how-Tu Bridge
London 1873

Waoadburveype
Raowval

and Crircherson

e 1egrand were ot an Expedius

(,'Impln 4

OPINING PAGE  Nadar's Studio 1860-18=2, 33 Boulevard des
Capucmes The castiron arch of the studio s still vasible today
Although e had moved the contents of his studio out,
Nadar was sall the tenant when helecthe empty rooms to the
Inipressionists for their first group exlubion in 1874, Nadar
collection, Bibhothéque Nauonale, Paris)
Grorge Easuman: Nadar raken with a no. 2 Koduk Camera 1

Nadar was Esstman’s agent tor the Kodak bur they

1890

quarrelled iternatonal Museun of Photography, George
Eastman House
6.1 Nadar: Sclt-portrait ¢. 1854, Wet collodion INadar &
tion, Bibliothéque Natonale, Paris
6.2 Nadar: Alexandre Duntas,
Archives Photographiques, Pars
65 Nadar: Camnlle Corot (betore 13390 Au carly portrait taken
at Nadar's tist studio, 113 rue Samt-Lazare. Wet collodian
Archives Photographigues, Parss
64 Nadar: € Sand as Loun XIV
dion [Archives Photograplagues, Paris,
6.5 Nadar: Sarah Bernbardr, ¢
was to be photographied by Nadar's son, Paul Wet colfadier
Archives Photographiques, Pans)
1530 Wetcolfodion T Archnves

pere, ¢ 1865 Wer collodion

worg laee 3ot Wt collo-

1805 I herfazer vears the agctress

6.0 Nadar: Charles Baudelare, ¢
Photographiques, Parss

6.7 Nadar, Old woman, ¢ 1860, Wet callodios
ton, Bibliothéque Natonale)

Other allustrations m this chapter are trom the Nadar Collecaon,
Bibhothéque Natonale, Parss (96, 97, 981 Mawon de Balzac.
photo R Lalanee (o5

Nudar cofiec-

(,‘r'm,m'r H

OFINING PAGE  John Thonmson = Scenes trom Sreer L o Lowd
1827 Top letticlochwise! : The “Wall-worker’, the Street Lock-
sunth, the London Boardmen, Workers on the “Silent High-

wav', Castmron Billy, “Hookey Al of Whitechapdt Wood-
burvegpes [Roval Photographic Saciety
71 Wood and Gabsons Federal mortar battery. Y orksthwm,

Nirguna, 1862
2 hmothy H ‘Counal of War', Massaponax
Church, Vi 20 ALy ivog. General Ulysses S Grant s

writing g dppatch = lettend ot bendh Library

Library of Congress

1CATEVTWO TTees

ot Congress
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7.3 Probably Alexander Gardner: Crippled locomotive of
the Richmond and Petersburg Railroad, Richmond Depot,
Virginia, 1865. (Library of Congress)

7.4 Unknown photographer: Dead Confederate, in trenches
at Fort Mohaue, Virginia, April 1865. (Library of Congress)

7.5 F. Galton, FRS, and Dr F. A. Mahomed, with G. Turnerand
Mr Mackae, photographer to Pentonville Convict Prison:
Plate 1T of *An Inquiry mito the Physiognomy of Phthisis by the
Method of “*Composite Portraiture™”’, 1881. An early attempt
(like 7.7) to use photographs as medical evidence. Autotype
(Guy’s Hospital Report 1851)

7.6 Photographic Department, Dr Bamardo’s Homes, c. 1875.
Each child would have its photograph taken on arrival at Dr
Bamardo’s. (Barnardo Photo Library)

D. O. Hill and Robert Adamson: Woman with a goitre.
Calotype (Scottish National Porrrait Gallery)

7.8 Thomas Annan: Old Glasgow Close — 75 High Street,
c. 1865. Modern print from the ongmal negative, ¢. 1845.
Wet collodion (Thomas Annan & Sons, Glasgow)

7.9 Unknown photographer: Two Amcrindun women, <.
1850. Dagucrreoty pe (International Muscum of Photography,
George Eastman House)

7.10  Samuel Bourne: Toda Villagers, c. 1868. Wet collodion
(Royal Photographic Society)

7.11 John Thomson: ‘Interior of Native Travelling Boat®
Woodburytype from his book China and Irs People, London

- (Royal Photographic Socicty)

712 John Thomson: Physic Street, Canton. Woodburytype
from his book China and Its People, London 1873. (Rovyal
Photographic Society)

Otherallustrationsin this chapter are from the Library of Congress
(109}, Pnivate collection, London (108), Royal Photographic
Society (111)

Chapter 8

OPENING PAGE  Eadweard Muybridge: Abe Edgmton driven by

C. Marvin 15 June 1878. From his book The Attitudes of

Auinals in Motion, Palo Alto, 1881. The negatives of the photo-

graphs were made at mtervals of about 1 25 second, the expo-

sure about 2,000th second. (Kingston-upon-Thames Museum
and Art Gallery)

Eadweard Muybridge. ‘Leland Stanford Jr. on his pony.
Palo Alto. May 1879" Lantern shde mscribed by Muybridge.
(Stanford University)

8.1 Eadweard Muybnidge: San Francisco, ¢. 1870, (Kingston-
upon-Thames Muscum and Art Gallery)

8.2 Eadweard Muybridge: Group of indians,Nanaimo district
of Vancouver Island, c. 1868. (Kingston-upon-Thames Mu-
scum and Art Gallery)

8.3 Eadweard Muybnidge: Woman climbing on and off a table.
From Anmimal Locomotion, 1887. Photogravure (Royal Photo-
graphic Socicty)

84 DrE. ] Marey:
flight, c. 1882, (M
Rouen)

&5 DrE.J. Marey : Aerodynanuc studies using fine streams ot
smoke, ¢. 1884. (Musée des Beaux Arts, Beaune - photo-Ellebé,
Rouen)

Other illustrations m the chapter are from Kingston-upon-
Thames Museum and Art Gallery (126, 128 top, 129 top),
Marey Institute, Pans (130, 131, 132, 133), Royal Photographic
Society (128 bottom, 129 bottom)

“hronophotographic pictures of birds m
‘e des Beaux Arts, Beaune-photo Ellebe,

Chapter g

OPENING PAGE Frank Eugene: Group (left to nght) shows
Eugenc, Alfred Stieghtz, Heinnich Kiihn, and Edward
Steichen, ¢. 1905. (Royal Photographic Society)
Francis Picabia: Portrait of Alfred Stieglitz (291, 1916)

9.1 Heinrich Kithn: Small girl, ¢. 1900. (Royal Photographic
Society)

9.2 James Craig Annan: Ellen Terry, 1898. (Royal Photogra-
phic Society)

9.3 Robert Demachy : Figure Study. From etched negative gum
bichromate, 1906. (Royal Photographic Society)

9.4 Clarence Whate: ‘The Murror’, 1912, (Royal Photographic
Society)

9.5 Alvin Langdon Coburn: Ludgate Circus with St Pauls,
1904-6. Photogravure (Royal Photographic Society)

9.6 Alfred Stueghtz: Parisll, 1911. (Royal Photographic Society)

9.7 Alfred Stieglicz: Winter, New York, 1892. From Camera
Hork no. 12, 1905. (Royal Photographic Society)

Chapter 10

OPENING PAGE  John Cimon Warburg in his darkroom working
on a gum print, ¢. 1910. (Private collection, London)

101 Louis Lumiére; experimental autochrome of his father
Antoine. This shows the problems the Lumiére brothers had
with the even distribution of the coloured starch granules
which acted asfilters, ¢. 1905. (Dr Paul Génard)

10.2  Louis Lumiére: Lyons in the snqw. Early autochrome,
¢. 1908. (Dr Paul Génard)

10.3 Louis Lumiére: Young Lady with an umbrella, c. 1907.
(Time-Life Publications, photo Société Lumiére)

104 Frank Eugene: Kitty Stieghtz, daughter of Alfred Stieglitz,
probably taken at Tutzing, Germany, 1907. Autochrome
(Alfred Stieglitz collection, Art Institute of Chicago.)

10.5  Alfred Stieghtz: Frank Eugene, Tutzing, 1907. Auto-
chrome (Alfred Stieglitz collection, Art Institute of Chicago)
10.6 Probably Frank Eugene: Emmeline Stieglitz, first wife of
Alfred Stieglitz, Tutzing 1907. Autothrome (Alfred Stieglitz

collection, Art Institute of Chicago)

10.7 Alfred Sticglitz: His mother, ¢. 1907. Autochrome
(Alfred Stieglitz collection, Art Insuitute of Chicago)

10.8 J. C. Warburg: Cow at Saltburn Sands, Yorkshire, ¢. 1909.
Autochrome (Royal Photographic Society)

109 J. C. Warburg: Peggy Warburg (probably south of
France) c. 1909. Autochrome (Royal Photographic Society)
10.10 George Bernard Shaw: Beatrice Webb. Autochrome

(National Trust)

Other illustrations

FRONT COVER  Nadar: self-portrait in a balloon basket taken in
lus studio, c. 1860. Wet collodion (Nadar collection, Biblio-
théque Nationale, Paris)

TITLE PAGE  Herman Krone: Self-portrait with his photographic
equipment. (Staatliche Landesbildstelle Hamburg)

CONTENTS PAGE  Samucl A. Cooley, *US Photographer, Depart-
ment of the South’, his assistants and photographic waggons.
Wet collodion (Library of Congress)

pace 8 Henry Fox Talbot: The family coach and footman at
Lacock Abbey, 1840. A calotype made soon after the discovery
of the process. ‘Done 1 3 minutes’. (Science Museum)
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