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Preface

As a way of making images, photography has flourished in
unprecedented fashion ever since its origins over 150 years
ago. From Paris to Peking, from New York to Novgorod,
trom London to Lima, camera images have emerged as
the least expensive and most persuasive means to record,
instruct, publicize, and give pleasure. Not only are pho-
tographs the common currency of visual communication
in the industrialized nations, thev have become the para-
digmatic democratic art form—more people than ever
before use cameras to record familial events or to express
personal responses to real and imagined experiences.
Because of their ubiquity, photographs (whether originals
or reproductions) have been paramount in transtorming
our ideas about ourselves, our institutions, and our rela-
tionship to the natural world. That the camera has altered
the way we see has become accepted wisdom; that it has
confirmed that no single view of reality can be considered
imperishably true has also become evident.

Used in a multitude of ways and with varying inten-
tions, photographs have served to confuse and to clarify, to
lull and to energize. Interposed between people and their
direct experiences, they otten seem to glorify appearance
over substance. They have endowed objects, ideologies,
and personalities with seductive allure, or clothed them in
opprobrium. They have made the extraordinary common-
place and the banal exotic. At the same tme, photographs
have enlarged parochial perspectives and have impelled
action to preserve unique natural phenomena and cher-
ished cultural arofacts. On their evidence, people have
been convinced of the inequity of social conditions and
the need for reform.

Photography has affected the other visual arts to a
profound degree. Now accepted for itself as a visual state-
ment with its own aesthetic character, the photograph
had an carlier role in replicating and popularizing artistic
expression in other media, and thus had an incalculable
eftect on the taste of vast numbers of people in urbanized
socicties. Photography has made possible an internation-
al style in architecture and interior design. It has inspired
new ways of organizing and representing experience in
the graphic arts and sculpture. How and why the medi-
um has attained the position it occupies in contemporary
life are questions that this history explores.

Throughout the 19th century, expanding interest in

photography provoked curiosity about its origins and
stimulated investigations into its invention, develop-
ments, and the contributions of individual photogra-
phers. The first histories, which began to appear soon
after 1839 and became exhaustive toward the end of the
century, were oriented toward technological develop-
ments. They imposed a chronology on discoveries in
chemistry, physics, and applied mechanics as these
disciplines related (at times tenuously) to photog-
raphy. Exemplified by Joset Maria Eder’s Geschiehte der
Photographic (History of Photograply), tirst published under
a ditferent title 1n 1891, revised scveral times, and issued in
English in 1945, these histories were not at all concerned
with the aesthetic and social dimensions of the medium,
which they barely acknowledged.

Soon atter 1900, as the art movement in photography
gained adherents, histortes of the medium began to
reflect the idea that camera images might be considered
aesthetically pleasing artifacts as well as usetul technolog-
ical products. The concept that photographs serve the
needs of both art and science and that, in fact, the medi-
um owes its existence to developments in both these
spheres of activity is basic to the best-known general his-
tory that has appeared in the 20th century: The History of
Photography, from 1839 to the Present, by Beaumont
Newhall, first published as an exhibition catalog in 1937,
rewritten in 1949, and revised in 1964 and 1982. Another
redoubtable work—The History of Photography, from the
Camera Obseura to the Beginning of the Modern Era, by
Helmut and Alison Gernsheim, first published in 1955,
revised by both in 1969 and again by Helmut Gernsheim
as two volumes in the 198os—also includes a discussion of
the emergence of artistic photography and situates scien-
tific developments within a social framework. Besides
acknowledging the aesthetic nature of camera images,
these works reflect the influence of the socially oriented
temper of the mid-20th century in that they concede the
relationship of photography to social forces.

To an even more marked degree, a conception of
photography as a socio-cultural phenomenon informs
Photography and the Ameriean Scene: A Soeial History,
1830-1880, by Robert Tatt (1938), and Photographic et socicte
by Giscle Freund—the latter based on investigations
begun in the 1930s but not published untif 1974 in France
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and not until 1980 in English translation. “The Work of
Art in the Age of Mechanical Reproduction,” by Walter
Benjamin, which had its genesis in 1931 as a threc-part
article entitled “Kleine Geschichte der Photographie,” is
a seminal carly discussion of the social and aesthetic con-
sequences of mass-produced camera images, which has
stimulated many later ruminations. A recent survey that
places photographic imagery within an aesthetic and
social context is Nouvelle Histoive de la photographie (1994 ),
edited by Michel Frizot.

The obvious impress of camera images on the painting
styles of the 1960s, combined with the affirmation at about
the same time of the photographic print as an artistic com-
modity, may account for the appearance of histories con-
cerned primarily with the effects of photography on
graphic art. The Painter and the Photograph, from Delacroix
to Warhol, by Van Deren Coke (1964), and At and
Photography, by Aaron Scharf (1968), are two such books
that examine the role played by the medium in develop-
ments in the traditional visual arts. Within the past several
decades, topical histories have appeared that survey the
origins of documentation, photojournalism, and fashion
photography. Monographs on historical figures and com-
pendiums that ofter a selection of images from the past
without being historical have enriched our knowledge of
the medium. Our understanding of developments in all
spheres—technological, aesthetic, and social—has been
amplified through articles appearing in periodicals,
notably History of Photograply. A scholarly journal initiated
in 1977 by Professor Heinz Henisch of Pennsylvania State
University and continued in England under the editorship
of Mike Weaver, History of Photography expands the hori-
zons of historical research in photography. All these
inquiries into specific aesthetic, scientific, and social facets
of photography have made it possible to fill in a historical
outline with concrete facts and subtle shadings.

In view of this storehouse of material; my own book,
A World History of Photography, is designed to distill and
incorporate the exciting findings turned up by recent
scholarship in a field whose history is being discovered
daily. Tt summarizes developments in photography
throughout the world and not just in Europe and the
Americas—areas that in the past reccived almost exclusive
attention. It presents the broad applications that photog-
raphy has had, and it articulates the relationship of the
medium to urban and industrial developments, to com-
merce, to ideas of progress, and to transformations in the
visual arts. While dealing with historical context, it also
examines the role of photography as a distinctive means
of personal expression. In sum, this book is intended to
present a historical view that weaves together the various
components that have affected the course of photogra-
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phy, revealing an overall design without obscuring indi-
vidual threads.

To do justice to these objectives, the material in this
book is structured in a somewhat unusual way. The chap-
ters are organized chronologically around themes that
have been of special significance in the history of the medi-
um—portraiture, documentation, advertising and photo-
journalism, and the camera as a medium of personal artis-
tic expression. This organization makes visible both the
similarity of ideas and images that have recurred in widely
separated localities and the changes that have sometimes
occurred in the work of individual photographers over the
course of time. This treatment means that the work of an
individual may be discussed in more than one chapter.
Edward Steichen, for example, began his career around
1900 as a Pictorialist, was then in charge of American aerial
documentation during World War 1 (and again in World
War II), later became a highly regarded magazine photog-
rapher, and finally was director of a museum department of
photography; his contributions are examined both in the
chapter on Pictorialism and in the one devoted to adver-
tising and photojournalism. While this organization of the
chapters emphasizes the subject matter and the context
within which photographers work, in select instances short
biographies, called “profiles,” have been included at the
end of the appropriate chapter in order to underscore the
contribution of those whose work epitomizes a style or has
proved a germinal force.

Photography is, of course, the result of scientific and
technical procedures as well as social and aesthetic ideas.
Because large amounts of technical detail inserted into a
narrative tend to be confusing rather than enlightening,
summaries outlining changes in equipment, materials, and
processes during three separate eras have been isolated
from the descriptive history and placed at the end of each
relevant period. Although not exhaustive, these short tech-
nical histories are meant to complement the discussions
of social and aesthetic developments in the preceding
chapters.

A great aid in the rtask of weaving everything
together is the generous number of illustrations, which
will permit the reader to relate facts and ideas within a
general historical structure not only to familiar images
but also to lesser-known works. In addition to the pho-
tographs interwoven throughout the text, the book
includes albums of prints designed to highlight a few of
the many themes that photographers have found com-
pelling. They comprise outstanding examples in portrai-
ture, landscape, soctal and scientific documentation, and
photojournalism.

The study of photography is constantly being trans-
formed by fresh information and insights, which recently



have accumulated with particular rapidity as a result of
changes in technology and the appearance of the large
numbers of new scholarly publications and exhibitions.
These developments have made it necessary to add new
information, interpretations, and images to A World
History of Photography. Changes have been made through-
out the text and captions, and the final two chapters have
been revised and expanded to encompass recent develop-
ments in traditional and experimental photography. A dis-
cussion of digital technology has been added to the final
technical history. The bibliography has been expanded to
include books related to these topics as well as a selection
of recent critical histories and monographs. The time line,
which was inserted in a previous edition to provide con-
textual relationships at a glance, has been updated, as has
the glossary.

Keeping all of this material within the confines of a
one-volume history has been especially challenging
because of the current burgeoning of traditional photo-
graphic activity and the emergence of electronic image-
making capabilities throughout the world. In addition,
new and valuable scholarship about the medium has been
exceptionally abundant. It is my hope that the additions
and changes in this revised edition will bring the reader
up-to-date, fill in some lacunae, and inspire further inves-
tigation of the means by which photographs have come
to play such a central role in our lives.
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About the Hlustrations

Few readers mistake the reproduction of a painting
for the original work, but with illustrations of pho-
tographs the distinctions between the two sometimes
become clouded and the viewer assumes that the original
print and its image in printer’s ink are interchangeable. Tt
is important to realize that in the photographic medium
(as in other forms of visual expression), size, coloration,
and surface appearance may be significant aspects of the
photographic statement, and that these attributes are
affected by being translated from their original form into
a mechanical reproduction.

The question of size can be especially confusing.
Positive prints of varying sizes can be obtained by making
enlargements from glass plates or negatives of a specific
dimension, and the size of the images may change again
when the work is transterred to gravure or a lithographic
reproduction. This is especially true in the era since the
invention of the 3smm camera, since negatives made with
this apparatus were meant to be enlarged rather than
printed in their original size. As a consequence, for mod-
ern viewers the exact size of an original negative, even in
works produced before the advent of 35mm cameras, has
assumed a less significant role. Photographic prints also
are casily cropped—>by either photographer or user—and
the print may represent only a portion of the original neg-
ative. Furthermore, the images in this book have been
found in hundreds of archives, libraries, museums, and
private collections, some of which were unable to provide
information about original size. In view of the reasons
outlined above, and in the interest of consistency, the
dimensions of both negative and positive images have
been omitted in the captions.

A more significant problem in reproducing pho-
tographs concerns the coloration of the image. With the
exception of the color plates, in which the colored dyes
of the original print or transparency have been transtated
with reasonable accuracy into pigmented ink, all the
images have been printed here as duotones, in the same
two colors of ink. It is obvious that the silver and gold
tonalities of the metal dagucrreotype plates have not
been duplicated and must be imagined by the viewer;
this is true also for many of the monochromatic prints on
paper included in the book. From the inception of pho-
tography, paper prints were produced in a range of col-
ors that include the reddish-orange tones of salt prints,
the siennas and brown-blacks of carbon prints, the mul-
berry and yellow-brown hues of albumen prints, and the
warm silvery tones of platinum paper. In numerous
instances, colored pigments were added by hand to
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metal plate or paper to enhance the image. The col-
oration that became possible with the manipulative
processes that flowered around the turn of the century
will also, in general, have to be seen in the mind’s eye.
However, in order to provide the reader with some
indication of the variety and richness of coloration in
photography, an album of images entitled “The Origins
of Color” has been included as one of a group of special
sections. In it are reproduced the actual colors found in
hand-tinted daguerrcotypes, paper prints, carbon prints,
and bichromate prints as well as in several of the carliest
color-process prints.

In addition to distinctive colors, photographic prints
sometimes display significant differences in surface appear-
ance and texture, the result of using different processes and
printing on difterent papers; these, too, do not translate
casily in reproduction. In all cases, the reader should keep
in mind that in addition to the variety of theme and the
broad range of aesthetic treatment visible in the illustra-
tions, photographs may exhibit a distinctiveness of color
and texture that can be appreciated only in the original.

Because photographs are fragile and for a long time
were thought not to be important enough to merit spe-
cial handling, some images sclected for iltustration con-
tain extrancous marks caused by the deterioration of the
emulsion on the negative. In other cases, scratches and
discoloration on the metal daguerreotype plates or cracks
and tears in the paper on which the print was made also
are visible. No effort has been made to doctor such works
so that they look new or to add pieces of the image that
might be missing in the original photograph. Care has
been taken, whencever possible, to reproduce the entire
image even when the edges of a print are damaged.

About the Captions

Caption information is structured as follows: name of
the photographer, where known; title of the work, with
toreign titles other than place names translated into
English; medium in terms of the positive print from
which the reproduction was made; and the owner of the
print. In the case of 19th-century paper prints, the term
calotype has been used to denote all prints on salted paper,
whether made from paper negatives produced by Talbot’s
calotype process or a variation thercof. Salt print is used
when the negative medium is not known. Dimensions of
the original negatives are not given, but carte-de-visite and
stercograph formats are indicated. When two credits are
given at the end of a caption, the first is the owner of the
work, the second is the source of the reproduction.









IN THE YEAR 1839, two remarkable processes that would
revolutionize our perceptions of reality were announced
separately in London and Paris; both represented responses
to the challenge of permanently capturing the fleeting
images reflected into the camera obscura. The two systems
involved the application of long-recognized optical and
chemical principles, but aside from this they were only
superficially related. The outcome of one process was a
unique, unduplicatable, laterally reversed monochrome pic-
ture on a metal plate that was called a daguerreotype after
one of its inventors, Louis Jacques Mand¢ Daguerre (pl.
no. 1) (see Profile). The other system produced an image on
paper that was also monochromatic and tonally as well as
laterally reversed—a negative. When placed in contact with
another chemically treated surface and exposed to sunlight,
the negative image was transferred in reverse, resulting in a
picture with normal spatial and tonal values. The result of
this procedure was called photogenic drawing and evolved
into the calotype, or Talbotype, named after its inventor,
William Henry Fox Talbot (pl. no. 2) (see Profile). For
reasons to be examined later in the chapter, Talbot’s nega-
tive-positive process initially was less popular than
Daguerre’s unique picture on metal, but it was Talbot’s
system that provided the basis for all substantive develop-
ments in photography.

By the time it was announced in 1839, Western industri-
alized society was ready for photography. The camera’s
images appeared and remained viable because they filled
cultural and sociological needs that were not being met by
pictures created by hand. The photograph was the ultimate
response to a social and cultural appetite for a more ac-
curate and real-looking representation of reality, a need
that had its origins in the Renaissance. When the idealized
representations of the spiritual universe that inspired the
medieval mind no longer served the purposes of increas-
ingly secular societies, their places were taken by paintings
and graphic works that portrayed actuality with greater
verisimilitude. To render buildings, topography, and fig-
ures accurately and in correct proportion, and to suggest
objects and figures in spatial relationships as seen by the
eye rather than the mind, 1sth-century painters devised a
system of perspective drawing as well as an optical device
called the camera obscura that projected distant scenes onto
a flat surface (see A Shovt Technical History, Part I)—both

means remained in use until well into the 19th century.

Realistic depiction in the visual arts was stimulated and
assisted also by the climate of scientific inquiry that had
emerged in the 16th century and was supported by the
middle class during the Enlightenment and the Industrial
Revolution of the late 18th century. Investigations into
plant and animal life on the part of anatomists, botanists,
and physiologists resulted in a body of knowledge con-
cerning the internal structure as well as superficial appear-
ance of living things, improving artists’ capacity to portray
organisms credibly. As physical scientists explored aspects
of heat, light, and the solar spectrum, painters became
increasingly aware of the visual effects of weather condi-

1. JEAN BAPTISTE SABATIER-BLOT. Portrait of Louss Jacques
Mandé Daguerre, 1844. Daguerreotype. International
Museum of Photography at George Eastman House,
Rochester, N.Y.
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2. ANTOINE CLAUDET. Portrait of William Henry Fox Talbot,
¢. 1844. Daguerreotype. Fox Talbot Museum, Lacock, England.

tions, sunlight and moonlight, atmosphere, and, even-
tually, the nature of color itself.

This evolution toward naturalism in representation can
be seen clearly in artists’ treatment of landscape. Consid-
cred a necessary but not very important clement in the
painting of religious and classical themes in the 16th and
17th centuries, landscape had become valued for itsclf by
the beginning of the 19th. This interest derived initially
trom a romantic view of the wonders of the universe and
became more scientific as painters began to regard clouds,
trees, rocks, and topography as worthy of close study, as
exemplified in a pencil drawing of tree growth by Daguerre
himself (p/. n0. 3). When the English landscapist John Con-
stable observed that “Painting is a science and should be
pursucd as an inquiry into the laws of nature,™ he voiced
a respect for truth that brought into conjunction the aims
of art and science and helped prepare the way for photog-
raphy. For if nature was to be studied dispassionately, if it
was to be presented truthfully, what better means than the
accurate and disinterested “eve” of the camera?

The aims of graphic art and the need for photography
converged in vet another respect in the 19th century. In
accord with the charge of French Realist painter Gustave
Courbet that it was necessary “to be of one’s time,” many
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artists rejected the old historical themes for new subjects
dealing with mundanc events in contemporary life. In
addition to renouncing traditional subject matter, they also
sought new ways to depict figures in natural and lifclike
poses, to capture cphemeral facial and gestural expression,
and to represent effects of actual conditions of illumina-
tion—information that the camera image was able to record
for them soon after the middle of the century.

Another circumstance that prepared the way for pho-
tography’s acceptance was the change in art patronage and
the emergence of a large new audience for pictorial images.
As the church and noble familics diminished in power and
influence, their place as patrons of the arts was taken by the
growing middle class. Less schooled in aesthetic matters
than the aristocrats, this group preferred immediately com-
prehensible images of a variety of diverting subjects. To
supply the popular demand for such works, engravings
and (after 1820) lithographs portraving anecdotal scenes,
landscapes, familiar structures, and exotic monuments were
published as illustrations in inexpensive periodicals and
made available in portfolios and individually without texts.
When the photograph arrived on the scene, it slipped
comfortably into place, both literally and figuratively,
among these graphic images designed to satistv middle-
class cravings for instructive and entertaining pictures.

Though the birth of photography was accompanied by
incertitude about scientific and technical matters and was
plagued by political and social rivalries between the French
and the British, the new pictorial technology appealed
enormously to the public imagination from the first. As
photographs increasingly came to depict the same kinds of
imagery as engravings and lithographs, they superseded
the handmade product because they were more accurate in
the transcription of detail and less expensive to produce
and therefore to purchase. The cagerness with which pho-
tography was accepted and the recognition of its impor-
tance in providing factual information insured unremtting
ctforts during the remainder of the century to improve its
procedures and expand its functions.

The Daguerveotype

The invention of the daguerreotype was revealed in an
announcement published in January, 1839, in the official
bulletin of the French Academy of Sciences, after Daguerre
had succeeded in interesting several scientist-politicians,
among them Frangots Arago, in the new process ot making
pictures. Arago was an eminent astronomer, concerned
with the scientific aspects of light, who also was a member
of the French Chamber of Deputics. As spokesman tor an
enlightened group convinced that rescarches in physics
and chemistry were steppingstones to national economic



supremacy, Arago engineered the purchase by France of
the process that Daguerre had perfected on his own after
the death ot his original partner, Joseph Nicéphore Niépee
(pl. no. 4) (see A Short Technical History, Part I). Then on
August 19, 1839, with the inventor at his side, Arago pre-
sented the invention to a joint meeting of the Academies of
Sciences and of Fine Arts (pl. no. 5); the process was later
demonstrated to gatherings of artists, intellectuals, and
politicians at weekly meetings at the Conservatoive des Arts
et Métiers.

The marvel being unveiled was the result of years of
experimentation that had begun in the 1820s* when Niépee
had endeavored to produce an image by exposing to light
a treated metal plate that he subsequently hoped to etch
and print on a press. He succeeded in making an image of
a dovecote (pl. no. 6) in an exposure that took more than
eight hours, which accounts for the strange disposition of
shadows on this now barely discernible first extant photo-
graph. When his researches into heliography, as he called
it, reached a standstill, he formed a partnership with the
painter Daguerre, who, independently, had become obses-
sed with the idea of making the image seen in the camera

3. Louis JAcQUES MANDE DAGUERRE. Woodland Scene,
n.d. Pencil on paper. International Museum of
Photography at George Eastman House, Rochester, N.Y.

obscura permanent. Daguerre’s fascination with this prob-
lem, and with the effects of light in general, is under-
standable in view of his activities as a painter of stage scts
and illusionistic scenery for The Diorama, a popular visual
entertainment in Paris. Evolved from the panorama, a
crcular painted scene surrounding the viewers, The
Diorama contrived to suggest three-dimensionality and
atmospheric effects through the action of light on a series
of realistically painted flat scrims. The everyday world was
cftectively transcended as the public, seated in a darkened
room, focused on a painted scene that genuinely appeared
to be animated by storms and sunsets.

In promoting The Diorama into one of Europe’s most
popular entertainments, Daguerre had shown himself to
be a shrewd entrepreneur, able to gauge public taste and
balance technical, financial, and artistic considerations, and
he continued this role with respect to the new invention.
He understood, as his partner Niépce had not, that its
progress and acceptance would be influenced as much by
promotional skill as by intrinsic merit. After the death of
Niépee in 1833, Daguerre continued working on the tech-
nical problems of creating images with light, finally achiev-
ing a practicable process that he offered to sell in 1838, first
for a lump sum and then by subscription. When these
attempts failed, he altered his course to a more politically
inspired one, a move that culminated in the acquisition of
the process by the French government* and led to the
painter’s presence beside Arago at the gathering of notables
in the Palace of the Institute in August, 1839.

In an electric atmosphere, Arago outlined Daguerre’s
methods of obtaining pictures (basically, by “exposing” a
silver-coated copper plate sensitized in iodine vapor and
“developing” its latent image by fuming in mercury vapor),
enumerated potential uses, and prophetically emphasized
unforeseen developments to be expected. The making of
inexpensive portraits was one possibility keenly desired,
but in 1839 the length of time required to obtain a daguer-
reotype image ranged from five to 6o minutes, depending
on the coloring of the subject and the strength of the
light—a factor making it impossible to capture true human
appearance, expression, or movement. For instance, in one
of two views from his window of the Boulevard du Tem-
ple (pl. no. 7) that Daguerre made in 1838, the only human
visible is the immobile figure of a man with a foot rest-
ing on a pump, all other figures having departed the scene
too quickly to have left an imprint during the relatively
long exposure. Therefore, efforts to make the process prac-
ticable for portraiture were undertaken immediately (see
Chapter 2).

Shortly after the public announcement, Daguerre pub-
lished a manual on daguerreotyping, which proved to
many of his readers that the process was more casily
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written about than executed. Nevertheless, despite the
additional difficulty of transporting unwicldly cameras and
equipment to suitablc locales—not to mention the expend-
ture of considerable time and money—the process immedi-
ately attracted devotees among the well-to-do, who rushed
to purchase newly invented cameras, plates, chemicals, and
especially the manual—about 9,000 of which were sold
within the first threec months. Interest was so keen that
within two years a variety of cameras, in addition to the
modecl designed by Dagucrre and produced by Alphonse
Giroux in Paris, were manufactured 1n France, Germany,
Austria, and the United States. Several knowledgeable
opticians quickly designed achromatic (non-distorting)
lenses for the new cameras, including the Chevalier broth-
ers in Paris and Andrew Ross in London, all of whom had
been providing optical glass for a wide range of other
needs, as well as the Austrian scientist Josef Max Petzval,
a newcomer. Focusing on monuments and scenery, daguer-
reotype enthusiasts were soon to be seen in such numbers
in Paris, the countryside, and abroad that by December,
1839, the French press already characterized the phenom-
cnon as a craze or “daguerréotypomanie” (pl. no. 8).

One of the more accomplished of the gentlemen ama-

4. LEONARD-FRANCOIS BERGER. Portrait of Joseph

Nicéphore Niépee, 1854. Oil on Canvas. Musée Nicéphore
Niépce, Ville de Chalon-sur-Sadne, France.

18 :: THE EARLY YEARS

teurs who were intrigued by daguerrcotyping was Baron
Jean Baptiste Louis Gros, who made the first daguerreo-
type images of the Parthenon while on a diplomatic mission
to Greece in 1840. After returning to Paris, he was fasci-
nated by his realization that, uniike hand-drawn pictures,
camera images on closc inspection yielded minute details
of which the observer may not have been aware when the
cxposure was made; far removed from the Acropolis, he
found that he could identity sculptural clements from the
Parthenon by examining his daguerreotypes with a magni-
tving glass. The surpassing clarity of detail, which in fact
still is the daguerreotype’s most appealing feature, led Gros
to concentrate on interior views and landscapes whose
special distinetion lies in their exquisite attention to details
(pl. no. 9).

At the August meeting of the Academies, Arago had
announced that the new process would be donated to
the world—the scemingly generous gift of the government
of Louis Philippe, the Citizen King. However, it soon
became apparent that before British subjects could use the
process they would have to purchase a franchise from
Dagucrre’s agent. Much has been written about the chau-
vinism of Daguerre and the French in making this stipula-
tion, but it should be scen in the context of the unrelenting
competition between the French and Brictish ruling-classes
for scientific and cconomic supremacy. The licensing pro-
vision reflected, also, an awareness among the French that
across the Channel the eminent scientist Talbot had come
up with another method of producing pictures by the
interaction of light and chemmcals.

Regularly scheduled demonstrations of Daguerre’s
process and an exhibition of his plates took place in Lon-
don in October, 1839, at the Adclaide Gallery and the
Roval Institution, the two forums devoted to popularizing
new discoveries in science. Daguerre’s manual, which had
appeared in translation in September (one of 40 versions
published within the first year), was in great demand, but
other than portraitists, whose activities will be discussed in
the next chapter, few individuals in England and Scotland
clamored to make daguerreotypes for amusement. Talbot,
aware since January of Daguerre’s invention from reports
in the French and British press and from correspondence,
visited the exhibition at the Adclaide Gallery and pur-
chased the cquipment necessary for making daguerrco-
types; however, even though he praised it as a “splendid”
discovery, he does not appear to have tried out the process.

Reaction to the daguerreotype in German-speaking
cities was both official and atfirmative, with decided interest
expressed by the ruling monarchs of Austria and Prussia.*
Returning from a visit to Paris in April, 1839, Louis Sachsc,
owner of a lithographic firm, arranged for French cameras,
plates, and daguerrcotype images to be sent to Berlin by



5. UNKNOWN. Joint Meeting of the Academies of Sciences and
Fine Arts in the Institute of France, Paris, August 19, 1839.
Engraving. Gernsheim Collection, Humanities Research
Center, University of Texas, Austin.

6. JosePH NICEPHORE NIEPCE. View from His Window
at Le Gras, c. 1827. Heliograph. Gernsheim Collection,
Humanities Research Center, University of Texas, Austin.
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7. Louis JACQUES MANDE DAGUERRE. Boulevard du Temple, Paris, ¢. 1838.
Daguerreotype. Bayerisches Nationalmuseum, Munich.

mid-vear; a few months later, views taken with locally
constructed apparatus also were being shown. However,
even though urban scenes in a number of cities were
recorded quite early, among them an 1851 view of Berlin by
Wilhelm Halffter (pl. no. 10), daguerrcotvping for personal
enjovment was less prevalent in Central Europe because
the bourgeossic were neither as affluent nor as industrially
advanced as their French counterparts. As in all countrics,
German interest in the daguerreotype centered on expecta-
tions for a simple way to make portraits.

Avid interest in the new picture-making process, a
description of which had appeared in scientific journals
tollowing the January announcement in Paris, motivated
Anton Martin, librarian of the Vienna Polytechnic Insti-
tute, to attempt daguerrcotype images in the summer of
1839, even before Daguerre had fully disclosed his pro-
cedures or had his plates exhibited in Vienna that fall.
Winter Landscape (pl. no. 11), a view made two years later by
Martin, 1s mundanc n subject matter and artlessly organ-
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ized. But by the 1830s this kind of scene already had begun
to appcal to artists, and it is possible that the documentary
camera image, exemplified by this work, hastened the
renunciation of romantic themes and bravura treatment of
topographical scenes in the graphic arts.

One of the carliest Europeans to embrace and extend
the possibilitics of the daguerrcotype was the Swiss en-
graver Johann Baptist Isenring who, between 1840 and
1843, exhibited plates of native scenery, colored by hand, in
Augsburg, Munich, Stuttgart, and Vienna. He also was
among the first to publish aquatint views (pl. #0. 12) based
on daguerrcotypes, signaling the form in which the unique
image would begin to reach a larger public. His subject
matter, too, antictpated the attraction that Continental
landscape was to have for a great many photographers
working between 1850 and 1880, many of whom continued
the tradition begun in the late 18th century of publishing
landscape views.

Curiosity about the new picture processes was pro-
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8. THEODORE
MAURISSET. La
Daguerréotypomanie,
December, 1839.
Lithograph. Gernsheim
Collection, Humanities
Research Center,
University of Texas,
Austin.

9. JEAN BArTISTE LOUIS
GRoOS. Bridge and Boats
on the Thames, 1851.
Daguerreotype.
Bibliotheque Nationale,
Paris.
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10. WILHELM HALFFTER.
Statue of Fredevick the Great,
Berlin, May 31, 1851.
Daguerrcotype.

Agfa-Gevaert Foto-Historama,
Cologne, Germany.

11. ANTON MARTIN. Winter
Lﬂ}ll‘l'.\'l.'ﬂ‘ﬂt‘, Vienna, c. 1841.
Daguerreotype. Museum fiir
Kunst und Gewerbe, Hamburg.
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nounced among scientists, artists, and travelers in Italy. In
addition to translations of French manuals, which started
to appear in 1840, visitors from the north brought along
their own equipment for both the dagucrrcotype and Tal-
bot’s negative-positive process. Among the carly Italian
daguerrcotypists, Lorenzo Suscipj was commissioned to
make views of the Roman ruins for English philologist
Alexander John Ellis. Indeed, the presence of classical ruins
and the interesting mix of French, British, German, and
American nationals living and traveling in Rome and
Florence during mid-century gave Italian photography in
all processes a unique character in that the rapid com-
mercialization of scenic views and genre subjects became
possible. For example, within ten years of the introduction
of photography, camera images had taken the place of the
etchings, engravings, and lithographs of ruins that tourists
traditionally had purchased.

As one moved farther cast and north from Paris, da-
guerreotyping activity became less common. News of the
discovery, reprinted from the January notices in the French
press, reached Croatia, Hungary, Lithuania, and Serbia in
February, 1839, and Denmark, Estonia, Finland, and Po-
land during the summer, with the result that a number of
scientific papers on the process began to appear in these
localities. In Russia experimentation succeeded in produc-
ing a less expensive method of obtaining images on copper
and brass rather than silver, and by 1845 a Russian daguer-
reotypist felt confident enough to exhibit landscape views
of the Caucasus Mountains in a Paris show. Nevertheless,
carly photography in all these distant realms reflected the
absence of a large and stable middle class. Only in the
three primary industrial powers—England, France, and
the United States—was this group able to sustain the
investment of time and energy necessary to develop the
medium technically and in terms of significant use.

The Daguerreotype in America

As had been the case with other technologies originat-
ing in Europe, Americans not only embraced the daguer-
reotype, but quickly proceeded to turn it to commercial
advantage. The view that “the soft finish and delicate defini-
tion of a Daguerrcotype has never yet been equalled by any
other style of picture produced by actinic agency,”® which
appeared in the photographic magazine Humphrey’s Jour-
nal in 1859, was only one expression of an opinion held
especially by the first generation of American photogra-
phers. Daguerrcotyping remained the process of choice for
20 years—long beyond the time that Europeans had turned
to the more flexible negative-positive technology. The rea-
sons for this loyalty arc not entirely clear, but a contribut-
ing factor must have been the excellent quality attained by

American daguerreotypists. The sparkling North Ameri-
can light, envied by fog-enshrouded Londoners, was said
to have been partly responsible, but social and cultural fac-
tors undoubtedly were more significant. Considered a mir-
ror of reality, the crisp, realistic detail of the daguerrco-
type accorded with the taste of a society that distrusted
handmade art as hinting of luxuriousness and was enam-
ored of almost everything related to practical science. With
its mixture of mechanical tinkering and chemical cookery,
the daguerrcotype posed an appealing challenge to a popu-
lace that was upwardly and spatially mobile despite periods
of economic depression. As a means of livelihood, it com-
bined casily with other manual occupations such as case-
or watchmaking, and those who wished to follow a west-
crn star were to find it a practicable occupation while on
the move.

Some Americans had higher aspirations for the daguer-
reotype. As an image produced by light, it appeared in
their minds to conjoin the Emersonian concept of the
“divine hand of nature” with the practicality of scicntific
positivism. Some hoped that the new medium might help
define the unique aspects of American history and experi-
ence as expressed in the faces of the citizenry. Others
believed that because it was a picture made by machine it
would avoid too great artifice and, at the same time, would
not demonstrate the obvious provinciality of outlook and
training that often characterized native graphic art at mid-
century.

The dagucrreotype reached America after it had been
seen and praised by Samuel F. B. Morse (pl. no. 13), a skill-
ful painter who also invented the electro-magnetic tele-
graph. His enthusiastic advocacy in letters to his brother in
the spring of 1839 helped spur interest in the first manuals
and descriptions that arrived in New York late in September
by packet ship from England. By carly October, details
were available in the press, enabling Morse and others to
attempt daguerrcotyping, but although he worked with
esteemed scientist John William Draper and taught others,
including Mathew Brady, few images produced by Morse
himself have survived.

Another factor that contributed to the rapid improve-
ment of the daguerreotype in the United States was the
arrival in November, 1839, of the French agent Frangois
Gouraud, with franchises for the sale of equipment. His
demonstrations, along with exhibitions of Daguerre’s
images, evoked interest in the many cities where they were
held, even though Americans did not consider it necessary
to purchase rights or use authorized equipment in order to
make daguerreotypes. As in Europe, technical progress
was associated with portraiture, but improvement also was
apparent in images of historical and contemporary monu-
ments and structures. Owing to the primitive nature of his
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12. JOHANN BAPTIST ISENRING. View of Zurich, n.d. Aquatint. Burgerbibliotek Bern, Switzerland.

cquipment and the experimental state of the technique,
engraver Joseph Saxton’s very carly view of the Arsenal
and Cupola of the Philadelphia Central High School (pl.
no. 14), made in October, 1839, is not ncarly as crisply
defined as John Plumbe’s Capitol Building (pl. no. 15) of
1845/46 and William and Frederick Langenheim’s 1844
view of the Girard Bank, occupied by the Philadelphia
Milhtia (pl. no. 16).

Plumbe, a visionary businessman who built and then
lost a small daguerreotyping empire, was interested mainly
in portraits, but the Langenheim brothers, of German
extraction, hoped to improve American photographic tech-
nology by introducing German daguerrcotype cameras,
the calotype, and photography on glass. John Adams
Whipple, of Boston, was similarly concerned with expand-
ing the frontiers of the medium. In addition to a partner-
ship in a fine portrait practice, Whipple attempted to make
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daguerreotypes by artificial ight and to experiment with
images on albumen-coated glass. His special interest was
astrophotography; in March, 18s1, after three vears of ex-
perimentation, he produced successtul daguerrcotypes of
the moon (pl. no. 17). The Langenheims and Whipple
were among the small group of Americans who realized
the drawbacks of the daguerrcotype; the populace, how-
ever, was too engrossed by the seeming fidelity of “the
mirror with a memory”” to deplore its limitations.

The Calotype

For much of its existence, photography has been under-
stood by most to be a process resulting in a negative image
that can be replicated almost endlessly to produce positives
in which tonal and spatial values are in normal relation-
ship.® Using the same matrix, the picture can be made



13. PHOTOGRAPHER UNKNOWN.
Portrait of Samuel F. B. Morse, c. 1845.
Daguerreotype. Collection Mrs.
Joseph Carson, Philadelphia.

14. JOSEPH SAXTON. Awsenal and
Cupola, Philadelphia Centval High
School, October 16, 1839.
Daguerreotype. Historical Society of
Pennsylvania, Philadelphia.
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15. JOHN PLUMBE. Capitol
Building, Washington, D.C.,
1845-46. Daguerreotype.
Library of Congress,
Washington, D.C.

16. WiLLIAM and
FREDERICK LANGENHEIM.
Girard Bank, May, 1844.
Daguerreotype. Library
Company of Philadelphia.
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larger and, because of the light weight of the support
(paper, fabric, plastic), it can be inserted into books and
albums, attached to documents, and sent through the mails,
as well as framed and hung on the wall. The photograph’s
physical and utilitarian advantages over the daguerrcotype
are so obvious that it may seem incredible that when first
announced the negative-positive process took a most def-
inite second place in the public mind.

The reasons are complex, involving timing, technique
of production, aesthetic standards, and social factors. Pho-
togenic drawing, as Talbot first called the paper image, was
made public by the inventor in London in February, 1839,
only after the news of Daguerre’s discovery had been
relayed from across the Channel. For most people, the
potential value of replication may have seemed too abstract
an idea at the time, while the actual process of turning
negative into positive was perceived as rather complicated.
Most important, however, was the fact that—even to Tal-
bot’s most ardent supporters—the fuzziness of his carliest
results was demonstrably less pleasing than the finely de-
tailed daguerreotype image.® Furthermore, the French
invention, sponsored by scientist-politicians, had received
ofticial government sanction while Talbot had to steer his
discovery himself through the quicksands of the British
scientific and patenting establishments, at the same time
pursuing improvements and attempting to realize a com-
mercial return.

A patrician background and university training had
enabled Talbot to become involved with the most advanced
thinking of his time. This resourceful scientist was drawn
more to astronomy, mathematics, and optics than to chem-
istry (which in any case was barely a discipline at the time),
and his interests also embraced linguistics and literature.
For a man of science he was a somewhat romantic and
antisocial figure who traveled incessantly; it was while
sketching on a honeymoon trip to Italy in 1833 (p/. no. 18)
that he conceived the notion of making permanent the
image visible on the translucent ground-glass surface of
the camera obscura. Taking up this idea on his return to
England, Talbot managed first to expose and thereby trans-
fer leaf forms directly onto chemically sensitized paper (pl.
no. 21). Then, in the summer of 1835, with trcated paper
inserted in small specially constructed cameras, he suc-
cceded in producing a number of negatives of his ancestral
home, Lacock Abbey, including a tiny postage-stamp-size
image of a latticed window (/. no. 20) with diamond panes
initially distinct enough to count.

In common with Daguerre, Talbot first used a solution
of ordinary table salt to stop the continuing action of light
on the silver deposits, but it was not until both inventors
had switched to hyposulphite of soda (hypo, as it is still
called even though its scientific name is now sodium thio-

sulphate) that the unexposed silver salts were completely
removed and the image satisfactorily stabilized. This char-
actenistic of hypo had been discovered in 1819 by John
Herschel (later knighted), a prominent astronomer, physi-
cal scientist, and friend of Talbot, who informed both
inventors of this fact. Herschel’s contributions to the chem-
istry of photography reveal both scientific brilliance and
distinterested gencrosity. Returning in 1838 after scveral
years as an independent rescarcher in South Africa where
he had himself made drawings with optical devices (pl. no.
19), Herschel learned of the experiments in England and
France to produce images by the action of light. He
proceeded to conduct his own intensive researches to dis-
cover the effectiveness of different silver halides and other
chemicals, among them ferric salts from which cyanotypes,
or blueprints, arc made.

Herschel’s suggestions with regard to terminology
were especially effective in that he convinced Talbot to
consider, instead of photogenic drawing, the broader term
photography—Ilight writing—a term believed to have been
first used by both the Brazilian Hercules Florence and the
German astronomer Johann H. von Maedler.’® Herschel
also coined the terms negative and positive to refer to the
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17. JOHN ApAMS WHIPPLE. Moon, 1851. Daguerreotype.
Science Museum, London.
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18. WiLL1iaM HENRY Fox TavLBor. Villa
Melz:, October s, 1833. Camera lucida
sketch on paper. Fox Talbot Collection,
Science Museum, London.

19. JoHN HERSCHEL. Cape Town and Table
Bay from Just Above Platte Klip Gorge, Table
Mountain, February 7, 1838. Camera lucida
sketch on paper. Special Collections, South
African Library, Capetown.

20. WiLLiaM HENRY Fox TALBOT.
Latticed Window at Lacock Abbey, 1835.
Photogenic drawing. Fox Talbot
Collection, Science Museum, London.




inverse and reverted images that were basic to the system.
Had he wished, he probably could have arrived ata patent-
able process at the same time as Talbot, but his interests lay
clsewhere. His intellectual openness has been contrasted
with Talbot’s more secretive attitudes, but the two were
mutual admirers, with Herschel refreshingly liberal about
sharing the experimental results of his genius.

The report in January, 1839, of Daguerre’s discovery
forced Talbot to make public his process even though he
had done little work on it since 1837. His initial announce-
ments, made to the Royal Society, the Roval Institution,
and the French Academy of Sciences at the end of January
and in February were received with interest and evoked a
small flurry of excitement among a few individuals in the
scientific community and in Talbot’s circle of family and
friends. However, in comparison with the verisimilitude of
the finely detailed daguerreotype, this image, incorporat-
ing the texture intrinsic to its paper support, was too broad
and indistinct to have wide appeal despite Talbot’s descrip-
tion of the cffect as “Rembrandtish.”

Another disadvantage at first was the length of time
required to make an exposure. Talbot had not then dis-
covered the possibility of latent development, a procedure
Daguerre had stumbled on, whereby the image, invisible
on the exposed plate or paper, was made to appear by
treatment with a chemical solution (developer). When he
did discover this in the fall of 1840, his exposure time was
decreased from about half an hour to as little as 30 seconds
on a very bright day, making possible portraiture and a
much broader selection of subjects and atmospheric eftects,
as seen in one of the inventor’s early views of London (pl.
no. 22).

In 1841 Talbot took out the first of his patents,” using
the word calotype to describe the resulting image, which
he also referred to as a Talbotype. This action initiated a
ten-year period during which English scientific and aruistic
endeavor in photography became entangled in problems
ot commercial exploitation. Both during his lifetime and
long afterward, Talbot was accused of obstructing the
development of photography because of his intransigence
with regard to the four patents he held on the calotyping
process. Critics have suggested that he regarded them as
covering all advances in photographic technology occur-
ring between 1841 and 1851 and that he included as his own
the contributions of others, in particular Herschel's sugges-
tion of hyposulphite of soda as a fixer. However, Talbot’s
biographer, H. J. P. Arnold, notes that a close reading of
the language indicates that the patents protected methods
of utilizing substances rather than the chemical agents
themselves.”

Talbot himself was caught up in a controversy over the
moral and practical effects of patenting inventions, a di-

21. WiLL1AM HENRY Fox TALBOT. Botanical Specimen,
1839. Photogenic drawing. Royal Photographic Society,
Bath, England.

lemma that occupied the British from mid-century on.
While some individuals maintained that patent fees were
too high and rules too lax for protection, others argued
that patents were indefensible because inventions “de-
pended less on any individual than on progress in soci-
ety.”" Talbot may have agreed, but he patented his pro-
cesses because, like countless others in Britain, France, and
the United States at the time, he considered that those
who had invested considerable eftort should reap the ma-
terial rewards of their genius and industry. That he did not
benefit tinancially was because he was an indifterent busi-
nessman with a more compelling interest in intellectual
matters—an attitude bolstered by the fact that he could
count on income from his landed estate. Neither the surge
of amateurs photographing in calotype for their own plea-
sure nor the utilization of the process for commercial por-
traiture materialized. Among the well-to-do who did take
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22. WiLLIAM HENRY Fox TALBOT.
The Nelson Column, Trafalgar Square,
London, under Construction, c. 1843.
Salted paper print from a calotype
negative. Fox Talbot Collection,
Science Museum, London.

23. WiLLIAM HENRY Fox TALBOT.
The Open Door, 1843. Salted paper
print from a calotype negative. (Plate
VI, The Pencil of Nature, 1844-46.)
Fox Talbot Collection, Science
Museum, London.




JESTEE o4 HirroLYTE BAYARD.

_‘2 Excavation for vue Tholozé, 1842.

' Paper negative. Société
Franqgaise de Photographie,
Paris.

up calotyping were Talbot’s wife Constance, his Welsh
relatives Emma and John Dillwyn Llewelyn, and two
friends, the Reverends Calvert Richard Jones and George
W. Bridges, both of whom conceived the idea of making a
calotype record of their travels abroad (see Chapter 3).
Paper photography occasioned a more significant re-
sponse in Scotland where no licensing arrangements were
necessary. With the help of Sir David Brewster, an emi-
nent scientist who corresponded frequently with Talbot,
Robert Adamson, a young Scottish chemist, was able to
perfect the calotype technique and open a studio in Edin-
burgh in 1841. Two years later, he and painter-lithographer
David Octavius Hill began to produce calotypes; these
images, mainly portraits (see Chapter 2), still arc considered
among the most expressive works in the medium.
Talbot, though disinclined to pursue the commercial
exploitation of his discovery actively, was keenly con-
cerned with the potential uses of the medium. In setting
up a publishing establishment at Reading under the super-
vision of Nicolaas Henneman, an assistant he personally
had trained, Talbot promoted the use of the photographic
print itself in book and magazine illustration. The Pescil of
Nature, issued serially between 1844 and 1846 with text and
pictorial material supplied by Talbot, was the first publica-
tion to explain and illustrate the scientific and practical
applications of photography. One of the plates, The Open
Door (pl. no. 23) was singled out in the British press for its
exceptional tonal range and textural fidelity, its “micro-

scopic execution that sets at nought th.¢ work of human
hands.”'*

Talbot regarded photography as important primarily
for its role in supplying visual evidence of facts, but this
“soliloquy of the broom,” as Talbet’s mother called The
Open Door, reveals a telling interest in the artistic treatment
of the mundane. Along with the theme, the careful atten-
tion to the way light and shadow imbue a humble scene
with picturesque dimension suggests the inventor’s famili-
arity with examples of Dutch genre painting of the 17th
century—works that enjoyed considerable esteem in Vic-
torian England and, in fact, were specifically mentioned in
the Pencil of Nature. Scveral other calotype images in the
same style bear witness to Talbot’s conviction that photog-
raphy might ofter an outlet for artistic expression to those
without the talent to draw or paint.

Other publications by Talbot included Sun Pictures of
Scotland, tor which he made 23 photographs in 1844, and
Annals of Artists in Spain, the first book to utilize the
photograph for reproducing works of art. However, he
disposed of the Reading firm in 1848 because of managerial
and technical problems in running a large-scale photo-
graphic printing enterprise, not the least of which was the
fact that calotypes were subject to fading. This instability
was to trouble photographers who worked with paper
prints throughout the next 25 years.

In France, where the daguerreotype held the general
populace enthralled, artists were greatly interested in the
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calotype. In their view, the paper process oftered a greater
range of choices within which one might fashion an aftec-
tive image. In addition to view, pose, and lighting—the
sole aesthetic decisions for the daguerreotypist—the calo-
typist could exercise interpretive judgment in the produc-
ton of subsequent prints from the same negative. Aes-
thetic decisions concerning tonality and coloration could
be made by adjustments in the toning and sensitizing baths
and by the choice of paper itself, while retouching on the
negative (or print) could alter forms. In this respect, the
paper process called to mind traditional procedures in etch-
ing and engraving, lending the calotype greater estecem
among those interested in photography as a crcative
pursuit.

Other Developments
in Paper Photography

Actually, a paper process had been discovered indepen-
dently in France. Early in 1839, Hippolyte Bayard, a civil
servant in the Ministry of Finance, had made and exhibited
both photogenic drawings and direct positive paper images
exposed in a camera (see A Short Technical History, Part I),
among them a view of a rural enclave in Parts in the pro-
cess of being urbanized (pl. no. 24). These works were
produced soon after the first reports of Talbot’s process
reached France but before the othicial announcement in
August of Daguerre’s process. However, political pressure,
especially from Arago, who had committed himself to the
promotion of the daguerreotype, kept the discovery from
the public. Bayard expressed his indignation at this shabby
treatment by the French establishment™ by creating an
image of himself as a suicide victim (pl. no. 25) ; nevertheless,
he soon went on to become a prominent member of the
photographic community in Paris.

Aware of Bayard’s discoveries and concerned that this
other paper process might achiceve precedence on the Con-
tinent, Talbot sought to promote the calotype in France.
Although he signed a contract for its promotion with
Joseph Hugues Maret (known as the Marquis de Bassano),
and traveled to Paris in 1843 to demonstrate the procedure,
his associates in France turned out to be incompetent and
the project a fiasco. Loath to purchase franchises directly
from Talbot in England, French artists and photographers
preferred to wait until 1847 when Louis Désiré Bianquart-
Evrard, a photographer in Lille who was to become an
influential figure in book publication, announced a modi-
fied paper process based on Talbot’s discoveries. One of
the most aidlent champions of paper photography in France
was the painter Gustave Le Gray, who in 1851 described a
method of waxing the negative before exposure to improve
definition and tonal sensitivity. The calotype, emploved by
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Le Gray and other French photographers in an 1851 project
to document historic monuments (see Chapter 3), enjoyed
spirited acclaim by French critics before it was made obso-
lete by the new collodion technology discussed below.

Early in 1839, two Munich scientists, Carl August von
Steinheil and Franz von Kobell, had experimented with
paper negatives as a result of a report on Talbot’s discover-
1es given at the Bavarian Royal Academy of Sciences, but
cven though successtul results were exhibited in July, on
hearing of the wonderful detail possible with the daguer-
reotype Von Steinheil switched to metal plates. In the
United States as in England, the soft forms of the calotype
appealed mainly to a small group of intellectual lights
(many of whom lived in Boston), but on the whole rcac-
tion to paper photography was cool. Following an unpro-
ductive business arrangement with Edward Anthony, a
prominent figure in the photographic supply business in
New York, Talbot sold the patent rights to the Langen-
heims who, in turn, expected to sell licenses for the process
throughout the United States. The calotypes made by the
Langenheims were admired in the press, but the firm soon
was forced into bankruptcy as the American public contin-
ued its allegiance to the daguerrcotvpe.

Intvoduction of the Glass Plate
and Collodion

Lack of definition and fading were considered the two
most pressing problems in paper photography, especially
by portraitists and publishers with commercial interests.
To improve sharpness, efforts to replace the grainy paper
negative with glass—a support that both Nié¢pee and Her-
schel had already used—gained ground. The first practica-
ble process, using albumen, or ¢gg white, as a binder for
the silver salts, was published in France in 1847, while in
the United States Whipple and the Langenheims also had
succeeded in making finely detailed glass negatives with
these substances, from which they made prints called crv-
stalotypes and hyalotypes, respectively. Glass also provided
a suitable material for experimentation undertaken by the
Langenheims to produce stercographic images (sce below)
and positive slides for projection. But while albumen on
glass resulted in negatives without grain, the procedures
were complicated and the exposure time was longer than
that required for the daguerrcotype.

An cffective alternative materialized in 1850 when Fred-
erick Scott Archer, an English engraver turned sculptor,
published a method of sensitizing a newly discovered color-
less and grainless substance, collodion, to be used on a
glass support (see A Short Technical History, Part I). Because
exposure time decreased dramatically when the plate was
used in a moist state, the process became known as the wet



plate or wet collodion method. Today one can scarcely
imagine the awkwardness of a procedure that required the
uscr to carry a portable darkroom about in order to sensi-
tize cach plate before using it and to develop it immedi-
atcly afterward. Sull, the crisp definition and strong
contrast afforded by sensitized collodion on glass proved
to be just what many in the photographic profession had
hoped for in a duplicatable process. Its discovery initiated
an cra of expanded activity in professional portraiture, in
the publication of views, in amateur photographic activity
around the globe, and led to numerous collateral photo-
graphic enterprises. The introduction of collodion also
signaled the end of Talbot’s exasperating efforts to litigate
his patent rights against those who had taken up calotyping
for commerce without purchasing a franchise. The gift of
the collodion process to the public by Archer (who was to
dic impoverished in 1857) was in noticeable contrast to
Talbot’s attempts to cover all his inventions. When he
claimed in 1854 that collodion, too, was protected by his
1843 calotype patent, the outrage expressed in the press
made a favorable decision on his pending infringement
cascs impossible.' Talbot gave up his photography pat-
ents in 1855, but by then the calotype had faded from sight,
in many cases quite literally.

25. HIPPOLYTE BAYARD. Self-Portrait
as a Drowned Man, 1840. Direct paper
positive. Société Frangaise de
Photographie, Paris.

Developments in the Paper Print

Besides the soft definition, the other problem that
plagued calotypists involved the quality of the print. Un-
even and blotchy tonalities and, of greater concern, the
tendency for rich-looking prints to fade and discolor were
nightmares, especially for those in commercial enterprises.
In addition, satisfactory salt prints—positives produced by
exposing sensitized paper in contact with a negative until
the image appeared—were thought to look lifeless by a
public enticed by superior contrast and clarity. Because the
problems were perceived as intrinsic to paper manufacture,
an emulsion consisting of albumen and light sensitive sil-
ver salts was proposed as a surface coating to keep the
image from penctrating into the paper structure itself.

Coming into use at about the same time as the collo-
dion negative, the albumen print rapidly became part of a
new photographic technology. Lasting some 30 years, it
promoted a style that featured sharp definition, glossy
surface, and strong contrasts. In response to this prefer-
ence, Blanquart-Evrard’s Imprimerie Photographique (Pho-
tographic Printing Works) at Lille, the first successful
photographic printing plant to employ a substantial labor
force of men and women, began to process prints for the
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dozen different publications issued during the n years of
its existence. Similar firms soon appeared in Alsace, Ger-
many, England, and Italy, as photographically illustrated
books and portfolios became popular.

However, despite the optimistic scenario for the future
of the albumen print, problems with stability continued to
haunt photographers, making large-scale production a de-
manding undertaking. At times the unappealing yellow-
brown tonality of faded albumen prints was likened to that
of stale cheese. Again, sizings were blamed, and it was
determined that impurities in the water used in paper man-
ufacture also left a residuce that caused the discoloration;
only two mills in northeastern France were thought capa-
ble of producing paper free from such mineral contamina-
tion. Stock from these mills was shipped to nearby Dresden
to be albumenized, establishing this German city as the
main production center for photographic paper through-
out the collodion era.

Other causes of fading, among them imperfect wash-
ing, inadequate fixing with hypo baths, interaction with
mounting adhesives and air pollution, were confirmed by
individuals and by committees sct up to study the situation
by the two most prominent photographic organizations of
the era—the Photographic Society of London and the
Société Frangaise de Photographie. A two-part prize oftered
in 1856 by an eminent French archeologist, Honoré d’Al-
bert, Duc de Luynes, testified to the fact that the solution
would be found in two spheres of activity related to pho-
tography. In offering a larger sum for photomechanical
procedures and a smaller one for the discovery of a truly
permanent method of chemical printing, De Luynes and
other French industrialists recognized the importance of
mechanical over hand methods for reproducing photo-
graphs. Alphonse Louis Poitevin, a noted French chemist
who was recipient of both parts of the prize, worked out a
photolithographic process called the collotype (see A Short
Technical History, Part II) and a non-silver procedure for
printing collodion negatives. Based on researches under-
taken in 1839 by the Scottish scientist Mungo Ponton that
established the light-sensitivity of potasstum bichromate,
this process, called carbon printing, used a mixture of
bichromated gelatin and powdered carbon instead of silver
salts to ecffect a positive image.

During the 1860s, the results obtained by printing with
carbon were greatly admired for their deep, rich tonalities
as well as their resistance to fading. The techmque was
actively promoted in Europe, especially after Joseph Wilson
Swan, the holder of numerous British patents in the photo-
chemical field (and the inventor of the incandescent light
bulb), simplified manipulation by manufacturing carbon
tissues in various grades and tonalitics. Called Autotype in
England, the Swan carbon process was tranchised to the
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Annan brothers in Scotland, Hanfstaengl in Germany, and
Braun in France, rendering these large-scale photographic
publishing firms more productive than formerly. However,
despite a campaign to promote the carbon method by a
leading American publication, The Philadelphia Photogra-
pher, no great interest developed in the United States, per-
haps because efforts alrcady were underway to find a
mcthod of printing photographs on mechanical presses
through the creation of a metal matrix. Another process
that utilized similar chemical substances—the Woodbury-
type, named after its English creator Walter Woodburv—
began to supplant carbon production printing in the carly
1870s. It, too, produced a richly pigmented permanent
image, but because it incorporated elements of mechanical
printing technology it was more productive. Despite these
improvements in positive printing materials, albumen
paper continued in use for portraits and scenic views until
the 1880s when significant new developments in both nega-
tive and printing materials made it obsolete. The pigmented
carbon process was used less frequently in commercial
photographic printing after the 1880s; however, it then
became a means of individualized artistic expression for
pictorialist photographers.

The Steveograph and Steveoscope

One final clement in this inaugural period of photog-
raphy helped assure the medium’s incredible popularity.
This was the invention of the sterecograph and stercoscope
—an image and a device that fused photographic technol-
ogy with entertainment. Stercographs—two almost identi-
cal images of the same scene mounted side by side on a stift
support and viewed through a binocular device to create
an illusion of depth—held late-19th-century viewers in
thrall. Early examples, which had used daguerreotypes to
create this effect, were not entirely successtul because re-
flections from the metal surfaces interfered with the illu-
sion; but after collodion/albumen preempted other tech-
nologies, stercograph views became more convincing and
immensely salable. Produced in large editions by steam-
driven machinery and mounted on cards using assembly-
line methods, they reached a substantial clientele, especially
in the United States, through mail-order and door-to-door
sales. Stereograph publishers oftered an unparalleled selec-
tion of pictorial material; besides the landscapes, views of
monuments, and scenes of contemporary events that often
were available in regular format photographs also, there
were educational images of occupations and work situa-
tions around the globe, reproductions of works of art,
especially sculprure, and illustrations of popular songs and
anecdotes—all of which provided middle-class viewers with
unprecedented materials for entertainment.



26. Holmes-Bates Stereoscope with stereograph.
Keystone-Mast Collection, California Museum of
Photography, University of California, Riverside.

Histories of the medium have acknowledged this pop-
ular appeal, but the stereograph should be seen as more
than a faddish toy. After Queen Victoria had expressed her
approval at the Crystal Palace Exhibition of 1851, where
stereographs were on public display for the first time, the
purchase, exchange, and viewing of stercographs became a
veritable mania. It was promoted in the United States as a
significant educational tool by Oliver Wendell Holmes in
two long articles in the Atlantic Monthly, in 1859 and 1862.
Besides envisioning “a comprehensive and systematic li-
brary . . . where all . . . can find the special forms they
desire to see as artists . . . as scholars, . . . as mechanics or in
any other capacity,”"” Holmes suggested that in the future
the image would become more important than the object
itself and would in fact make the object disposable. He also
designed an inexpensive basic viewer (pl. #o. 26) to enable
ordinary people of little means to enjoy these educational
benefits. In the latter part of the 19th century, stercography
filled the same role as television does in the 20th, providing
entertainment, education, propaganda, spiritual uplift, and
aesthetic sustenance. Like television, it was a spectator
activity, nourishing passive familiarity rather than informed
understanding. Long viewed as a pleasant houschold pas-
time, its effect on attitudes and outlook in the 19th century
only recently has become the subject of serious study.™

Looking back at the evolution of the medium during the
first half of the 19th century, it is obvious that photogra-
phy’s time had come. Industrialization and the spread of

education mandated a need for greater amounts of compre-
hensible pictorial material encompassing a broader range
of subjects—a necessity to which only the camera image
was able to respond. Besides the figures mentioned in this
chapter, other all-but-forgotten individuals were attempt-
ing to produce images by the means of light. And as soon
as the glimmers of success were hinted at in London and
Paris, people in outlying areas of Europe and the Americas
began to embrace the new technology, hoping to expand
its possibilities and, in the process, to make or improve
their own fortunes.

Within 25 years of Niépce’s first successful image,
enough of the major technical difficulties had been worked
out to insure that both daguerreotype and photograph
could be exploited commercially. This activity, which cen-
tered on two areas—portraiture and the publication of
seenic views—created a photographie profession with its
own organizations and publications. Amateurs employed
the medium for documentation and for personal expres-
sion, while graphic artists came to rely on photography as
an indispensable tool for providing a record of appear-
ances and, eventually, for suggesting different ways of
viewing actuality. As will become apparent in the chapters
that follow, the traditional divisions separating amateur
from professional, art from commerece, document from
personal expression were indistinct from the earliest days
of the medium, and any boundaries that did exist became
even more indefinite as camera images increased their
authority and scope.

Profile: Louis Jacques Mandé Daguerre

Nothing in Daguerre’s early career as a successtul sce-
nic designer hinted that eventually he would become trans-
fixed by the problems of producing permanent images by
using light. He was born in 1787 into a petit bourgeoss family
in Cormeilles-en-Parisis; when his natural artistic gifts be-
came apparent he was apprenticed to a local architect. Paris
beckoned in 1804, the year of Napoleon’s coronation, so
Daguerre served another apprenticeship in the studio of
the stage designer Ignace Eugéne Marie Degotti. His intui-
tive sensitivity to decorative effect enabled him to rise
quickly, and in 1807 he became an assistant to Pierre
Prévost, who was renowned for his realistically painted
panoramas. During the nine years that Daguerre worked
for Prévost, he occasionally submitted oils to the Paris
Salon and made sketches and topographical views for the
20-volume Voyages pittoresques et romantiques en Pancienne
France (Picturesque and Romantic Travels tn Old France), a
work to which the painters Géricault, Ingres, and Vernet
also contributed.

In 1816, Daguerre’s exceptional skill and imagination
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were recognized by his appointment as stage designer to
one of the best-known small theaters in Paris; three years
later he also was designer for the Opéra. The audience for
thesc entertainments was drawn from the new urban mid-
dle class, whose taste ran to verisimilitude in execution and
romanticism in content. When, in 1821, Dagucrre under-
took to promote a new entertainment, The Diorama, he
was convinced that the public would pay for illusionistic
deception on a grand scale. The Diorama, which opened in
July, 1822, with his own deceptively real-looking repre-
sentation of “The Valley of the Sarnen” (and one of “The
Interior of Trinity Chapel, Canterbury Cathedral,” painted
by his partner Charles Marie Bouton) achieved its striking
cftects by the manipulation of light that transformed the
scene from a serene day to one of tempestuous storminess,
underscoring the desolation of the painted landscape. De-
spite a temporary sctback during the political troubles of
1830, The Diorama continued to offer romantic subjects
until 1839, when it was entirely destroyed by fire.

To achieve the perspective cffects on the large scrims,
and on the casel paintings that he sometimes painted of the
same subjects, Daguerre used the conventional tool of his
trade—the camera obscura. At what point he began to con-
sider how to make the view on the translucent glass surface
permancnt is not known, but in 1824 he started to frequent
the shop of the Chevalier brothers, well-known Parisian
makers of optical instruments. The result was an associa-
tion with Niépce, through the Chevaliers, that led first to
an agreement to perfect Niépee’s process and finally to the
daguerrcotype.

After the French government had acquired the process,
Daguerre occasionally demonstrated its methods and en-
tered into arrangements to supply cameras and manuals of
instruction, but he was considerably less active than others
in pertecting his discovery. He preferred creating scenic
effects on his estate in Bry-sur-Marne and in the local
church where he painted a large trompe Poeil perspective
scenc behind the altar. Although at Bry he made a small

27. Louis JACQUES MANDE DAGUERRE. Still Life, 1837. Dagucerrcotype.
Société Frangaise de Photographie, Taris.
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number of daguerrcotypes of family and scenery, no fur-
ther discoveries issued from his workshop nor did he
develop artistically between 1839 and his death in 1851

On the whole, Daguerre’s output in the new medium
reveals the influence of his artistic training and experience
as the creator of picturesque yet convincing-looking scenes.
His carliest surviving metal-plate image, an 1837 still life of
plaster casts (pl. no. 27), discloses a subject dear to Roman-
tic artists, onc to which he returned on a number of
occasions. These works, and views made in Paris and Bry,
demonstrate sensitivity to tonal balance, fecling for tex-
tural contrast, and a knowledge of compositional devices
such as diagonal framing elements to lead the eye into the
picture, but from Daguerre’s complete output—some three
dozen plates according to Helmut and Alison Gernsheim™
—it is difficult to credit him with exceptional perception
regarding the stylistic or thematic possibilitics of the new
pictorial medium.

Profile: William Henry Fox Talbot

As an heir of the Enlightenment, Talbot was concerned
with practical application as well as with scientific theory,
with combining intellectual interests and commercial en-
deavor. A patrician background, close and supportive fam-
ily relationships, and the ownership of a lucrative estate,
Lacock Abbey, made it possible for him to pursuce his multi-
farious interests to successful conclusions. Besides invent-
ing the first duplicatable image system generated by light,
he envisaged the many uscs to which photography has since
been put, prophesying that “an alliance of science with
art will prove conducive to the improvement of both.”*®

Born in 1800, shortly after the death of his father, Tal-
bot was educated at Harrow and Cambridge and became
learned in several fields of science. Despite the paltriness
of scientific instruction in English universities of the time,
he reccived satisfactory grounding in mathemarics and
optics, two arcas that remained fundamental to his inter-
ests throughout his lifetime. Talbot augmented his for-

mal training by closely following the work of British and
toreign scientists, including Brewster, Herschel, Arago,
Joseph von Fraunhofer, and Augustin Jean Fresnel, and
during the 1830s and "40s he traveled abroad almost yearly
on scholarly pursuits.

In 1839, events forced Talbot’s hand with reference to
the rescarches in photography that he had commenced in
1834—cftorts to make images appear on light-sensitive ma-
terials—which he then had put aside to continue studies in
optics and spectrology. In order to establish the priority of
his discovery, Talbot exhibited at the Royal Society the
photogenic drawings he had made in 1835 both by direct
contact and in the camera, although he apparently had not
considered them especially significant prior to the French
announcement. His pictures’ unflattering comparison with
the daguerrcotype’s greater detail and shorter exposure
ume, coupled with the realization that his system pos-
sessed greater potential, caused Talbot to resume experi-
mentation and resulted shortly in his perfection of the
negative/positive process that he called calotype (a name
derived from the Greek kalos: beautiful), which he patented
in 1841. Unlike Dagucrre, Talbot continued to improve the
discovery, to envision its possibilitics, and to devise prac-
tical methods of reproducing photographic images by
photomechanical means, at the same time producing some
600 photographs, among them genre subjects, landscapes,
urban views, and portraits.

In the 1850s, following unsuccessful legal battles to
secure his patent rights, he turned again to studics in theo-
retical mathematics and etymology, and to a new interest,
Assyriology, contributing substantially to the decipher-
ment of Assyrian cunciform. After his death in 1877, the
achievements of this fine, if somewhat unfocused scholar
were obscured for a long period despite the fact that he
had written seven books and more than so papers on a
variety of scientific topics, held 12 significant patents, and
made at least cight comprehensive translations from As-
syrian literature, besides discovering the system of photo-
graphic image-making that continues in use today.
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2.

A PLENITUDE OF
PORTRAITS

1839—1890

From that moment onwards, our loathsome society vushed, like Navcissus,
to contemplate its trivial image on o metallic plate. A form of lunacy, an
extraovdinary fanaticism took hold of these new sun-worshippers.

—Charles Baudelaire, 1859!

It 15 vequived of and should be the aim of the artist photographer to
produce in the likeness the best possible chavacter and finest expression of
which that face and figure could ever have been capable. But in the
result theve is to be no departure from truth in the delineation and
representation of beauty, and expression, and character.

—Albert Sands Southhworth, 18712
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VIRTUALLY FROM ITS INCEPTION, photography has been
involved with portraiture, continuing in a new medium
the impulse to represent human form that goes back to the
dawn of art. The dagucrreotype and negative-positive
technologies provided the basis for flourishing commercial
enterprises that satisfied the needs for public and private
likenesses, while individuals who wished to express them-
selves personally through portraiture were able to do so
using the calotype and collodion processes. Approaches to
camera likenesses, whether made for amateur or commer-
cial purposes, ranged from documentary to artistic, from
“materialistic” to “atmospheric,” but whatever their under-
lying aesthetic mode, photographic portraits reflected from
their origin the conviction that an individual’s personality,
intellect, and character can be revealed through the depic-
tion of facial configuration and expression.

Indeed, from the Renaissance on, portraits have been
most esteemed when they portrayed not only the sitter’s
physical appearance but inner character as well. Toward
the end of the 18th century, the concept that pose, gesture,
and expression should reveal the inner person became
codified in a number of treatises that exhorted the portrait-
ist to rise above merely mechanical graphic representation
of the human features. The most significant expression of
this idea was contained in the 1789 publication Essays on
Physiognomy by Johann Kaspar Lavater, a work that pro-
posed that painters develop the “talent of discovering the
interior of Man by his exterior—of perceiving by certain
natural signs, what does not immediately attract the
senses.” These ideas still were current when the carly
promoters of photography were endeavoring to provide
quickly made and inexpensive likenesses, and they have
continued to inform serious portrait photography on into
the 20th century.

Before photography was invented, however, artists al-
ready had devised methods to respond to the demand for
portraits from a new clientele emerging as a result of the
rise of bourgeois societies in England, France, Holland,
and America from the 17th century on. Earlier, the painted
portrait had been largely the privilege of aristocrats and the
very wealthy, but simplifications in terms of what was
included in the painting, and transformations in size and
materials enabled merchants and farming gentry in the 18th
and carly 19th centuries to contemplate having portraits

made of themselves and their families. By the mid-1oth
century, in addition to the large, officially sanctioned por-
traits of royalty and public figures that still were being
commissioned, the mimiature, the silhouette, the physiono-
trace, the camera lucida drawing, and finally the photo-
graph had arrived to accommodate the nceds of new pat-
rons for likenesses. Of these, the miniature was most like
the traditional large-scale portrait. Although small, it was
painted in full color, often on an ivory surface, and required
imaginative skill and a delicate touch to evoke the character
of the sitter. Regarded as precious keepsakes, miniatures
such as the American example shown—a portrait of Eben
Farley by Edward Greene Malbone (pl. no. 28)—usually
were enclosed in elegant cases or inserted in lockets, the
manner in which the daguerreotype portrait would be pre-

28. EDWARD GREENE MALBONE. Eben Farley, 1807.
Miniature on ivory. Worcester Art Museum, Worcester, Mass.
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sented also. The silhouette, on the other hand, might be
considered the poor man’s miniature, though it was not
always small and often it appealed to those who could also
afford a painted likeness. Traced from a cast shadow and
inked in, or cut frechand from black paper, which then was
mounted on a lighter ground, the silhouette showed only
the profile, which would seem to leave little room for
disclosing expression. Nevertheless, the conviction that
profiles were as strong a key to character as other views
impelled Lavater to include an illustration of a silhouetting
device (pl. no. 29) in his work on physiognomy.

Both miniature and silhouette were unique objects—
one-of-a-kind images. For duplicates of the same likeness,
whether for personal use or in conjunction with a printed
text, different systems were required—among them one
made possible by a device called the physionotrace. In-
vented in France in 1786 by Gilles Louis Chrétien, it con-
sisted of a pointer attached by a series of levers to a pencil,
by means of which the operator could trace on paper a
profile cast onto glass. A pantograph reduced and trans-
ferred the image to a copper plate, which, when engraved
and inked, would permit the printing of an edition.* From
Paris, the physionotrace was introduced to other cities in
Europe and taken to the United States by a French émigré,
Charles Fevret de Saint-Memin, who practiced the tech-
nique in the major New World centers between 1793 and
1844. Numerous figures in the arts, sciences, and public
hife, among them Thomas Jefterson (pl. #0. 30), sat for the
four minutes required to make a portrait tracing by
physionotrace.

Daguerrveotype Portraits

That the photograph might provide a more cfficient
method than either physionotrace or silhouette to produce
faithful likenesses scems obvious today, but when first
announced, neither Daguerre’s nor Talbot’s process was
capable of being used to make portraits. In 1839, sittings
would have required about 15 minutes of rigid stillness in
blazing sunshine owing to the primitive nature of the
lenses used and the insufficient sensitivity to light of the
chemically treated plates and paper. Because the highly
detailed daguerreotype was considered by many the more
attractive of the two processes and, in addition, was
unrestricted in many localities, individuals in Europe and
the United States scrambled to find the improvements that
would make commercial daguerreotype portraits possible.
They were aided in their purpose by the general efforts
in progress to improve the process for all kinds of
docun:entation.

Among the means used to accomplish this goal were
the reduction of plate size, the improvement of lenses, the
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use of mirrors to reverse the plate’s laterally inverted image
back to normal, the shortening of exposure times by the
addition of chemical accelerants in the sensitizing process,
and the toning of the plate. Experimentation along these
lines took place wherever daguerreotypes were made—in
France, the German-speaking countries, and the United
States—even in England where there was less commercial
daguerreotyping activity owing to patent restrictions.
The earliest improvements were made to cameras and
lenses. Daguerre’s cumbersome experimental camera was
redesigned, and lighter models, accommodating smaller
plates, were manufactured in France by both amateurs and
optical-instrument makers, among them Alphonse Giroux,
arelative of Daguerre’s wife who became the first commer-
cial producer of the daguerreotype camera. These changes
made it possible to carry the equipment to the countryside
or abroad and even to make likenesses, provided the sitter
did not object to holding absolutely still for two minutes.
But commercial portraiture could not be contemplated
until after chemical procedures were improved and a faster
portrait lens, designed by Viennese scientist Josef Max
Petzval to admit more than 20 times as much light, was

29. JOHANN KASPAR LLAVATER. Stlhouctte Machine, c. 1780.
Engraving from Essays on Physiognomy. Gernsheim
Collection, Humanities Research Center, University of
Texas, Austin.



introduced in 1840 by his compatriot Peter Friedrich
Voigtlinder.

The tirst efforts to make the silver surface more recep-
tive to light resulted from experiments conducted late in
1840 by English science lecturer John Frederick Goddard.
By fuming the plate in other chemicals in addition to mer-
cury vapor, he decreased exposure time considerably;
plates sensitized in this manner and used in conjunction
with the Petzval lens required exposures of only five to
eight scconds. Alongside these developments, a method of
gilding the cxposed and developed plate in a solution
of gold chloride—the invention of Hippolyte Fizeau in
1840—madec the image more visible and less susceptible to
destruction, and prepared the daguerrcotype for its first
paying customers.

30. CHARLES FEVRET DE SAINT-MEMIN.
Thomas Jefferson, 1804. Pastel, charcoal
and chalk on paper. Worcester Art
Museum, Worcester, Mass.

With the stage set for the business of making portraits
by camcra, one might ask where the photographers would
be found. As 1s often truc when older professions scem on
the verge of being overtaken by new technologics, mem-
bers drift (or hurry) from allied fields into the new one.
A large number of miniature and landscape painters, in
France especially, realized during the 1840s that their expe-
ricnces as craftsmen might fir them for making camera
portraits (and other documents). French author Charles
Baudelaire’s contention that the photographic industry
had become “the refuge of failed painters with too little
talent™ may have been too harsh, but it is true that unem-
ployed and poorly paid miniaturists, engravers, and drafts-
men turned to portrait photography for the livelihood it
seemed to promisc. Watchmakers, opticians, tinkers, and
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other artisans also were intrigued by the new technology
and the chance it offered to improve their material well-
being.

In England and the United States, portraiture some-
umes attracted businessmen who hired artists and others
to make exposures and process plates. Antoine Frangois
Claudet, a French émigré residing in London, had been in
the sheet glass business before opening a daguerreotype
studio. Eminently successful as a portraitist, Claudet also
demonstra:cd a broad interest in photography in general—
in technical problems, paper processes, and aesthetic mat-
ters. In spite of his belief that the process was so difticult

that “failure was the rule and success the exception,™ the
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31. ANTOINE FRANGOIS
CLAUDET. The Geography
Lesson, c. 1850.
Daguerreotype. Gernsheim
Collection, Humanities
Research Center,
University of Texas,
Austn.

portraits made in his studio are exceptional in their fine
craftsmanship and in the taste with which groups of fig-
ures were posed, arranged, and lighted (pl. »o. 31).
Richard Beard, partner in a coal firm who had bought
a patent from Daguerre’s agent in 1841 to sell the rights in
England, Wales, and the colonies, started his portrait stu-
dio with the idea that the new American Wolcott camera,
in which he held an interest, would insure the financial
prospects of daguerrcotype portraiture. In addition to sell-
ing licenses to others, Beard eventually owned three estab-
lishments in London, with daguerreotypists hired to oper-
ate the cameras, as seen in the image of Jabez Hogg (pl. no.
32) making an exposure in Beard’s studio (Hogg, however,



is believed to have been an associate rather than a pad
employce).

Since this image may be the earliest representation of
the interior of a portrait studio showing a photographer at
work, it affords an opportunity to examine the equipment
and facilities in usc in the opening years of portraiture. A
tripod—actually a stand with a rotating plate—supports a
simple camera without bellows. It is positioned in front of
a backdrop painted in rococo style, against which female
figures probably were posed. The stiftly upright sitter—in
this case a Mr. Johnson™—is clamped into a head-brace,
which universally was used to insure steadiness. He clutches
the arm of the chair with one hand and makes a fist with
the other so that his fingers will not flutter. After being
posed, the sitter remains in the same position for longer
than just the time it takes to make an exposure, because the
operator must first obtain the sensitized plate from the

darkroom (or if working alone, prepare it), remove the
focusing glass of the camera, and insert the plate into the
frame before beginning the exposure. Hogg is shown tim-
ing the exposure with a pocket watch by experience while
holding the cap he has removed from the lens, but in the
course of regular business this operation was ordinarily left
to lowly helpers. In all, the posing process was nerve-
wracking and lengthy, and if the sitter wished to have
more than one portrait made the operator had to repeat
the entire procedure, unless two cameras were in use simul-
tancously—a rare occurrence except in the most fashionable
studios. No wonder so many of the sitters in daguerrco-
type portraits seem inordinately solemn and unbending.
Following the exposure, the plate, with no image yet
visible, would have been removed from the camera and
taken to the darkroom to develop by fuming in mercury
vapor. By 1842/43, when this image was made, darkroom
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32. UNKNOWN PHOTOGRAPHER. Jabez Hoqg Making a Portvait in Richard Beard’s Studio, 1843.

Daguerreotype. Collection Bokelberg, Hamburg.
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33. Daguerreotype case, frame, and matte. International
Museum of Photography at George Eastman House,
Rochester, N.Y.

operations already were performed under red safelight, an
invention Claudet devised to facilitate development. The
plate then would have been fixed in hypo and washed in
chloride of gold. Because the daguerrcotype’s principal
drawback was thought to be its “ghastly appearance . . .
like a person seen by moonlight, or reflected in water,™ the
portrait would have been hand-colored by a method Beard
patented in 1842, but such coloring was practiced almost
universally in all the better studios. Although gold toning
had made the daguerreotype less susceptible to oxidation,
its delicate pigmented surface required protection and was
sheathed in a metal mat, covered with glass, and enclosed
in a case (pl. no. 33), lending the final assemblage the appear-
ance of the more expensive painted miniatures. Daguerrco-
type portraits were made in a variety of sizes, all derived
from the standard “whole plate,” which measured 672 x 8Y2
inches. The most common portrait sizes were “quarter
plate,” 3% x 4Y4 inches—the size of the Hogg image—and
“sixth plate,” 2% x 3V inches.

Unfortunately, the interior shown in the Hogg por-
trait does not reveal the method of lighting the subject, for
illumination was a most important factor in the success
of the portrait. Early studios usually were situated on
the roofs of buildings where sunlight was unobstructed.
On clear days, exposures might be made out-of-doors, al-
though not ordinarily in direct sunlight because of the
strongly cast shadows, while interior rooms somewhat
resembled greenhouses with banks of windows, adjustable
shades, and, occasionally, arrangements of blue glass to
soften the light and keep the sitter from squinting in the
glare.

With the introduction of the Petzval portrait lens and
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the knowledge of the accelerating action of a combination
of chemicals in sensitizing the plate, portrait daguerrco-
typing began to expand throughout Europe. Its popular-
ity in France was immediate. In 1847 some thousand por-
traits were exhibited in Paris alone, and daguerreotypists
were active in many provincial cities as well. A hand-tinted
daguerrcotype of a family group, made in Paris in the
1850s, is typical of the general level and style of commercial
portraiture in that it conveys the manner in which the
figures were disposed in the space and the handling of
lighting directed to focus the eye both on the familial
relationship and on material facts (pl. no. 34).

In the German-speaking cities of Berlin, Hamburg,
Dresden, Vienna, and Bern, the volume of daguerrcotype
portraiture was smaller than that produced in France but
secems otherwise comparable in style and craftsmanship.
Although artists who took up daguerreotyping occasion-
ally were denounced as “paint-sputterers” who had turned
themselves into artistic geniuses with the help of sun-
light,” they produced skillfully realized and authoritative
images, among them Alexander von Humboldt (pl. no. 35) by
Hermann Gunther Biow and Mother Albers (pl. no. 36) by
Carl Ferdinand Stelzner, a miniature painter of repute who
for a brief period was associated with Biow in a Hamburg
daguerreotype studio. Another example, an 1845 portrait of
three young girls (pl. no. 37) by Berlin daguerrcotypist
Gustav Ochme, displays a feeling for grace and symmetry
in the grouping of the figures and an unusual sense of
presence in the direct level gaze of the three youngsters.
The Dresden photographer Hermann Krone was acclaimed
not only for excellent portrait daguerreotypes but for his
topographical views, nude studics, and still lites (see Chap-
ters 3 and 5) ; like a number of serious daguerrcotypists of
this era, he was interested in the widest application of the
medium and in its potential for both art and documenta-
tion.

The taking of likenesses by daguerrcotype spread more
slowly through the rest of Europe during the 1840s and
’s0s. Investigations have turned up a greater amount of
activity than once was thought to cxist, but, other than in
the larger cities, portrait work in Central Europe was done
mainly by itinerants. However, much of that was lost in
the nationalistic and revolutionary turmoils of the 19th
century. In a number of countries, the daguerrcotype and,
later, photography on paper and glass came to be consid-
cred apt tools for cthnic self-realization. One example enti-
tled A Magyar Fild és Néper (The Land of Hungary and Its
People), published in 1846/47, was illustrated with litho-
graphs based on daguerrcotypes thought to have been
made by Janos Varsinyi, and included ethnographic por-
traits as well as the expected images of landscape and
monuments.



Farther cast, the progress of both daguerrcotype and
calotype in France and England was monitored in Russia
by the Petersburg Academy of Sciences, and in 1840 Aleksei
Grevkov, who tried to work with the less costly metals of
copper and brass for the sensitized plate, opened the first
daguerrcotype studio in Moscow. Sergei Levitskii, who
started a portrait studio in Petersburg in 1849 following a
period of practice in Italy and study in Paris, experimented
with the electroplating of daguerreotypes and with calotype
procedures before turning to collodion photography; he
sought also to combine electric and natural light in order
to shorten the lengthy exposure times made necessary by
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34. D. F. MiLLET. Couple
and Child, 1854-59.
Daguerrcotype.
Bibliotheque Nationale,
Paris.

the long Russian winters. In general, however, the profes-
ston of portrait photography in all of these localites,
whether practiced for commercial or artistic purposes, was
not able to expand until about 40 years after its debut, an
understandable state of affairs when one realizes that in the
1840s in Belgrade, for instance, a daguerreotype cost as
much as a month of daily dinners in the finest restaurant.”®

Daguerveotype Portrantuve in America

Daguerrcotype portraiture was made to order for the
United States, where it reached a pinnacle of success dur-
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ing the 20 vears that followed its introduction into the
country. In the conjunction of uncanny detail, artless vet
intense expression, and naive pose, Americans recognized
a mirror of the national ethos that estecemed unvarnished
truth and distrusted clegance and ostentation. The power
of “heaven’s broad and simple sunshine” to bring out “the
secret character with a truth that no painter would ever
venture upon,” which Nathanicl Hawthorne praised in
The House of the Seven Gables," helped propel the silver
camera likeness into an instrument through which the na-
tion might recognize its best instincts. Furthermore, the
cohesive bodies of work produced to disull this message
were the products of commercial studios, a fact that ac-
corded with the native respect for entreprencunial inttiative.
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35. HERMANN GUNTHER Biow.
Alexander von Humboldt, Berlin,
1847. Daguerrcotype. Museum
fiirr Kunst und Gewerbe,
Hamburg.

Attempts to make daguerrcotype portraits preoccupied
Americans from the start. Shortly after instruction manuals
arrived from England in September, 1839, Samuel F. B.
Morse, his colleague John William Draper, Professor of
Chemistry at New York University, Henry Fitz in Boston,
and Robert Cornelius in Philadelphia managed to over-
come the estimated 10-20 minute exposure time and pro-
duce likenesses—some with eves closed against the glaring
sunlight—Dby reducing the size of the plate and whitening
the sitter’s face. The exposure time for Draper’s well-
known 1840 portrait of his sister, Dorothy Catherine (pl.
no. 38) (sent by the chemist to John Herschel as a token of
esteem for the English scientist’s contributions to photo-
graphy), was 65 scconds, still too long for commercial



portraiture, and an image produced around the same time
by Henry Fitz, Jr., a telescope maker, showed the face
with eyes closed on a plate the size of a large postage
stamp.

Europeans had to wait until 1841 to sit before the stu-
dio daguerrcotype camera, but in America the first com-
mercial enterprises were opened in New York City by
Alexander S. Wolcott and John Johnson and in Philadel-
phia by Cornelius in the spring of 1840. Working with
Fitz, Wolcott and Johnson patented a camera of their own
design (mentioned previously in connection with Beard)
and installed an ingenious plate glass mirror arrangement
in their studio window that increased illumination on the
sitter, softening the glare with a baftle of glass bottles filled
with a blue hiquid. Although their mirror camera was even-
tually discarded, improvements in daguerrcotype technol-
ogy in the United States were rapid. The finest lenses and

plates continued to be imported, but, during the 1840s,
optical systems and cameras as well as plates and chemicals
also were manufactured locally, resulting in less expensive
products and in the setting-up of photographic supply
houses, the forerunners of the giant companics of today.
Techniques for harnessing the buffing and polishing ma-
chinery to stcam power and for creating a rational assembly
line—the so-called German system—in manufacturing and
studio processing procedures soon followed.

The absolute frontality in Draper’s portrait of Cather-
ine, the result of his scientific intent, is nevertheless em-
blematic of the approach taken by a great many early
daguerrcotypists in America. The work of John Plumbe,
an enterprising businessman out to make a success of
sclling equipment, supplies, and lessons as well as inexpen-
sive likenesses, who opened a studio in Boston in 1841 and
by the mid-’40s was the owner of a chain of portrait estab-

36. CARL FERDINAND

STELZNER. Mother Albers,
The Famzily Vegetable

Woman, 1840s.
Daguerrcotype. Museum
fur Kunst und Gewerbe,
Hamburg; Staatliche
Landesbildstelle,
Hamburg.

A PLENITUDE OF PORTRAITS :: 47



lishments in 14 cities, is tvpical of this style. As in the
Draper image, the portrait of Mrs. Francis Luqueer (pl. no.
39), taken in one of the Plumbe studios, fills the space
frontally and centrally, with no attempt at artistic posc,
dramatic lighting, or grandiloquent props such as the dra-
pery swags and statuary found in European dagucrrco-
type portraits. This style must have appealed to Americans
in part because of its similarity to the solemn portraits by
native limners, exemplified in the likeness of Mrs. John
Vincent Storm (pl. no. 40) by Ammi Phillips, made just a
few vears carlier. Nor was the sober approach limited to
ordmary folk; the same directness and lack of artifice 1s
seen in an 1847 daguerrcotype, by an unknown maker, of
the future abolitionist leader Frederick Douglass (pl. no.
41). In this work, the absence of artistic pretension is mod-
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37. GUSTAV OEHME. Three
Toung Girls, c. 1845.
Daguerreotype. Collection
Bokelberg, Hamburg.

crated by the sense of powertul psychological projection,
by the suggestion of a distinctive presence.

The successes of the portrait establishments in New
York and Washington started by Mathew Brady (see Pro-
file, Chapter 4) are now legendary (pl. no. 42). After taking
lessons in the dagucrrcotvpe process from Morse, this
former manufacturer of cases for jewelry and daguerreo-
tvpes opened his first “Daguerrean Miniature Gallery™ on
lower Broadway in 1844. His stated aim, “to vindicate
truc art” by producing better portraits at higher prices than
the numerous competitors who were to be found in the
same part of the city, was realized in part as a result of the
patronage of Tammany Hall politicians and entertainment
entreprencur P T. Barnum, and in part because Brady
seems to have recognized the value of public relations.” By



38. JoHN WILLIAM DRAPER. Dorothy Catherine Draper,
1840. Original ruined. Collotype from a daguerreotvpe.
Chandler Chemical Museum, Columbia University, New York.

sending portraits of celebrities and views of the gallery
interior to the newly launched picture journals, Frank
Leslie’s and Harper’s Weekly, for translation into wood-
engraved illustrations (pl. no. 43), he was able to focus
attention on his own enterprise and on the role the daguer-
reotype might play in urban communication despite the
fact that it was a one-of-a kind image.

This limitation had prompted the enterprising Plumbe
to circumvent the unduplicatable nature of the daguerreo-
type by issuing in 1846 a series of engravings entitled The
National Plumbeotype Gallery, based on his camera portraits
of national figures. Brady followed with his Gallery of Illus-
tvious Americans. Issued in 1850, it comprised 12 lithographs
by Frangois D’Avignon based on Brady studio daguerreo-
types of famous Americans, among them the artist John
James Audubon (pl. no. 44). In both publications, the
implicit assumption that the character of an individual’s
contribution to public life can be seen in physical features
and stance is testament to the continuing vigor of Lavater’s
ideas about physiognomy.

An even stronger belief in the conjunction of appear-
ance and moral character is evident in the fine daguerrco-
type portraiture that issued from the Boston studio of

39. JOHN PLUMBE. M. Francis Luqueer, n.d.
Daguerreotype. New-York Historical Society, New York.

40. AMM1 PHILLIPS. Mrs. John Vincent Storm, c. 1835-40. Oil
on canvas. Brooklyn Museum; gift of Mrs. Waldo Hutchins, Jr.
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Albert Sands Southworth and Josiah Hawes. In business
for almost 20 years—1843 to 1862—during the ascendancy
of transcendentalist thought in that city, the partners ap-
proached portraiture with a profound respect for both
spirit and fact. Convinced that “nature is not at all to be
represented as it is, but as it ought to be and might possi-
bly have been,” they sought to capture “the best possible
character and finest expression™ of which their sitters
were capable without departing from the truth. South-
worth and Hawes made more than 1,500 likenesses, a great
many of which exhibit the exceptional authority apparent
in an 1856 image of Charles Sumner (pl. no. 45). A medallion
portrait of an unknown sitter (pl. #o. 46), made with a
sliding platcholder patented by Southworth in 1853, 1s un-
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usually fine. The varied positions of the head, the split dark
and light backgrounds, and the arrangement of ovals to
suggest a lunar cycle convey the sense that camera images
can ensnare time as well as depict physical substances.

It would be a mistake to think that most American
daguerreotype portraiture attained the level of the work
produced by Southworth and Hawes or even Brady. Most
likenesses were simply records, whether made in fashiona-
ble studios or by small-town or itinerant daguerreotypists
who charged little enough—from 25 cents to one dollar—
to enable a broad sector of the populace to afford a portrait.
On occasion, such images are appealing because of unusual
posc or piquant expression or because of boldness and
singular subject matter, as in a portrait of the Sauk chief

41. UNKNOWN
PHOTOGRAPHER.
Frederick Douglass, 1847.
Daguerreotype.
Collection William
Rubel; National Portrait
Gallery, Smithsonian
Institution, Washington,
D.C.




42. FrRangOIS D’AVIGNON. Portrast of Mathew Brady from The
Photographic At Journal, Vol. 1. 1851. Lithograph. Print
Collection, New York Public Library, Astor, Lenox, and Tilden
Foundations.

Keokuk (pl. no. 47) made by Thomas Easterly, working in
Missouri in 1847. On the whole, however, daguerreotype
likenesses were remarkably similar to each other in their
unrelieved straightforwardness and the solemn, almost
frozen demeanor of the sitters. As a writer for Balloiw’s
Pictorial Drawing-Room Companion of 1855 observed of a
daguerrecotype display: “If you have seen one of these
cases you have seen them all. There is the militia ofticer

in full regimentals . . . there is the family group, frozen
into wax statuary attitudes and looking . . . as if . . .
assembled for a funeral. . . . the fast young man, taken

with his hat on and a cigar in his mouth; the belle of the
locality with a vast quantity of plaited hair and plated jew-
elry . . . the best baby . . . the intellectual . . . and the
young poet. . . . There is something interesting in the
very worst of these daguerreotypes because there must be
something of nature in all of them.”+

43. A. BERGHAUS. M. B. Brady’s New Photographic Gallery, Corner of Broadway and Tenth Street, New York
from Frank Leslie’s Illustrated Newspaper, Jan. s, 1861. Engraving. Library of Congress, Washington, D.C.
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44. FRANGO1S D’AVIGNON. John James Audubon from
Gallery of Hllustrious Americans, 1850. Lithograph after a
photograph by Brady. Print Collection, New York Public
Library, Astor, Lenox, and Tilden Foundations.

Of course, the unrelieved seriousness of expression in
daguerrcotype portraiture was in part the result of the
lengthy process of arranging the sitter, head in clamp and
hand firmly anchored, and then making the exposure, but
spontancity not only was technically difficult to achieve, it
also was considered inappropriate to the ceremonial nature
of an undertaking that for most sitters required proper
deportment and correct attire. Even more joyless were the
images of the dead (pl. no. 48) made as keepsakes for
bereaved families for whom they possessed “the sublime

power to transmit the almost living image of . . . loved
ones.”” Nevertheless, this “Phantom concourse . . . mute
as a grave,”® evoked a singular response in the United

States. As Richard Rudisill has pointed out in a provocative
study, “the daguerreotypists employed their mirror images
for the definition and recording of their time and their
socicty. . . . They confronted Americans with themselves
and sought to help them recognize their own signifi-
cance.”"”

In the rest of the Americas, both north and south,
portraiture followed a course similar to that in castern
Europe, with the exception that the first portraits in Can-
ada and Latin America often were made by itinerants from
the United States and Europe secking a lucrative employ-
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ment. By the 1850s permanent studios had been established
in the major cities of Canada and South America, where de-
spite the provincial character of urban life in those regions,
both metal and paper portraits were seen as symbols of
economic well-being and national self-realizacion.
Among the itinerant photographers traveling to Can-
ada, mention is made of a female daguerrcotypist who
spent a month making likenesses in Montreal in 1841. The
names of other women crop up in notices and reports on
photography’s carly years to suggest that in spite of the
medium’s association with chemicals and smelly manipula-
tions, it was not in itself regarded as an unsuitable pastime
for women. Anna Atkins, Julia Margaret Cameron, Gene-
vieve Elizabeth Disdéri, Lady Clementina Hawarden, Mrs.
John Dillwyn Llewelyn, and Constance Talbot in Europe
and Mary Ann Meade in the United States are only the
best known of the women drawn to photography either in
association with other members of the family or on their
own. Women also were active behind the scenes in daguer-
rcotype and paper printing establishments where they
worked on assembly lines; later they were employed in

45. ALBERT SANDS SOUTHWORTH and JOSIAH JOHNSON
HAWEs. Charles Sumner, 1856. Daguerreotype. Bostonian
Society, Boston.



\ _,. pé.

46. ALBERT SANDS SOUTHWORTH and JOSIAH JOHNSON HAWES. Unknown Lady, n.d. Medallion daguerreotype.
Museum of Fine Arts, Boston; gift of Edward Southworth Hawes in Memory of his Father, Josiah Johnson Hawes.
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firms that produced and processed photographic materials,
among them those owned by George Eastman and the
Lumiére brothers.

Portraits on Paper: The Calotype

Calotype portraiture never achieved the commercial
popularity of the daguerrcotype. Talbot’s first successes in
portraving the human face occurred in October, 1840, when
he made a number of close-ups of his wife Constance,
among them a three-quarter view of exceptional vitality
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47. THOMAS EASTERLY. Keokuk,
Sauk Chief, 1847. Modern gelatin
silver print from a copy negative
of the original daguerreotype

in the collection of the Missouri
Historical Society. National
Anthropological Archives,
Smithsonian Institution,
Washington, D.C.

requiring a 30 second exposure (pl. no. s0). Convinced that
paper portraiture was as commercially feasible as the da-
guerreotype, Talbot entered into an arrangement with a
painter of miniatures, Herry Collen, to make calotype
likenesses, but the resulting portraits, including one of
Queen Victoria and the Princess Royal (pl. no. 49), often
were so indistinct that considerable retouching—at which
Collen excelled—was necessary. Since neither Collen nor
Talbot’s next partner in portraiture, Claudet, were able to
convince the public that the duplicatable paper image with
its broad chiaroscuro style was preferable to the fine detail
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48. UNKNOWN PHOTOGRAPHER (American).
Dead Child, c. 1850. Daguerreotype. Collection Richard
Rudisill, Santa Fe, N.M.

of the daguerreotype, commercial paper portraiture in En-
gland languished until the era of the glass negative.

The situation was different in Scotland, where, as noted
in Chapter 1, Talbot’s associate Sir David Brewster was
instrumental in introducing the calotype to David Octavius
Hill and Robert Adamson (see Profile). In an endeavor to
record the 400 or so likenesses to be included in a painting
that Hill decided to make in 1843 commemorating the

separation of the Church of Scotland from the Church of

England, the two became so caught up in photography
that they also produced hundreds of commanding por-
traits of individuals who had no relationship to the reli-
gious issues that were the subject of the painting. Aware
that the power of the calotype lay in the fact that it looked
like the “imperfect work of man . . . and not the perfect
work of God,”™* Hill and Adamson used the rough texture
of the paper negative to create images with broad chiaro-
scuro effects that were likened by contemporaries to the
paintings of Sir Joshua Reynolds and Rembrandt.
Among the sitters, who posed for one to two minutes
cither in an out-of-doors studio in Edinburgh, with a

o

49. HENRY COLLEN. Queen Victoria with Her Daughter,
Victoria, Princess Royal, 1844-45. Calotype. Royal Library,
Windsor Castle. Reproduced by Gracious Permission of
Her Majesty Queen Elizabeth II.

minimum of furnishings arranged to simulate an interior,
or on location, were artists, intellectuals, the upper-class
gentry of Scotland, and working fisherfolk in the nearby
town of Newhaven. Simplicity of pose and dramatic yet
untheatrical lighting emphasize the solid strength of the
sitter James Linton (pl. no. 5s1), a working fisherman. On
the other hand, the genteel character of well-bred Victorian
women is brought out in the poses, softer lighting, and
gracefully intertwined arrangement of the three figures in
The Misses Binny and Miss Monvo (pl. no. s2). Such Hill and
Adamson tmages recall the idealized depictions of women
in paintings by Daniel McClise and Alfred Chalons, pop-
ularized in the publication Book of Beauty, but as photo-
graphs they gain an added dimension because the camera
reveals a degree of particularity entirely lacking in the
paintings.

In artistic and literary circles in Britain and France, these
photographs were considered the paradigm of portrait
photography in that they made use of traditional artistic
concepts regarding arrangement and employed atmo-
spheric effects to reveal character. During the 1850s, a
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group that included William Collic in the British Isles and
Louts Désiré Blanquart-Evrard, Charles Hugo, Gustave
Le Gray, Charles Negre, and Victor Regnault on the Con-
tinent followed a similar path, using themsclves, members
of their families, and friends to make calotype portraits
that emphasize light and tonal masses and suppress fussy
derail.

Portraits on Paper: Collodion/Albumen

For commercial portraitists, Frederick Scott Archer’s
invention of the collodion negative seemed at first to solve
all problems. The glass plate made possible both sharp
definition and casy duplication of numbers of prints on
paper from one negative, while the awkward chemical pro-
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s0. WiLLiIAM HENRY Fox
TaLBot. “C’s Portrait”
(Constance Talbot), Oct. 10,
1840. Calotype. Roval
Photographic Society, Bath,
England.

cedures that the wet-plate process entailed were minimized
in a studio sctting. Collodion opened up an era of com-
mercial expansion, attracting to the profession many pho-
tographers who resorted to all manner of inducements to
entice sitters—among them elegantly appointed studios;
likenesses to be printed on porcelain, fabric, and other
unusual substances, as well as on paper; or set into jewelry;
photosculpture; and the most popular caprice ot them
all—the carte-de-vusite.

But before public acceptance of paper portraiture was
established, photographers were occupied for a number of
vears with a half-way process, in which the collodion glass
negative was used to create a one-of-a-kind image that was
less costly than the daguerreotype. While both Talbot and
Archer had been aware that a bleached or underexposed



st. Davip Octavius HiLL and ROBERT ADAMSON. Redding the Line (Portrast of James Linton),
c. 1846. Calotype. Scottish National Portrait Gallery, Edinburgh.
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s2. Davip Ocravius HiLL and ROBERT ADAMSON. The Misses Binny and Miss Monro, ¢. 1845.
Calotype. Metropolitan Museum of Art, New York; Harris Brisbane Dick Fund, 1939.
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53. UNKNOWN PHOTOGRAPHER (American). Untitled Portvait,
c. 1858. Ambrotype with backing partially removed to

show positive and negative eftect. Gernsheim Collection,
Humanities Research Center, University of Texas, Austin.

glass negative could be converted to a positive by back-
ing the glass with opaque material (paper or fabric) or
varnish (pl. no. 53), the patent for this anomaly was taken
out by an American, James Ambrose Cutting, in 1854.
Called ambrotypes in the United States and collodion pos-
itives in Great Britain, these glass images were made in the
same size as daguerreotypes and were similarly treated—
hand-colored, framed behind glass, and housed in a slim
case. In an unusual cultural lag, Japanese photographers
adopted and used this technique untl the turn of the
century, long after it had been discarded in Europe and
the United States. Framed in traditional kiri-wood boxes,
the portraits were commissioned by Japanese sitters rather
than intended for sale to foreign visitors.

By the mid-1850s, when this process was supplanting
the metal image in Europe (though not yet in the United
States), the case-making industry was expanding. The

carliest daguerreotypes had been enclosed in cases of

papier mdaché or wood covered with embossed paper or
leather and usually were lined with silk in Europe and
velvet in the United States, when they were not encased in
lockets, brooches, and watchcases. In 1854, the “union”
case was introduced. Made in the United States ot a mix-

ture ot sawdust and shellac, these carly thermoplastic
holders were exported globally, eventually becoming avail-
able in a choice of about 800 difterent molded designs.

The tintype, even less expensive than the ambrotype
(to which it was technically similar), was patented in 1856
by an American professor at Kenyon College in Ohio.1
Like the daguerreotype, it was a one-of-a-kind image on a
varnished metal plate (iron instead of silvered copper) that
had been coated with black lacquer and sensitized collodi-
on. Dull gray in tone without the sheen of the mirrorlike
daguerreotype, the tintype was both lightweight and
cheap, making it an ideal form for travelers and Civil War
soldiers, many of whom were pictured in their encamp-
ments by roving photographers with wagon darkrooms.

The combination of a negative on glass coated with
sensitized collodion and a print on paper coated with sen-
sitized albumen—the collodion/albumen process—
made commercial portraiture possible on a previously
undreamed-of scale, despite the fact that the prints them-
selves were subject to fading and discoloration. From the
1850s until the 1880s, studios in the major capitals of the
world invested in ever-more elegant and unusual furnish-
ings in order to attract a well-paying clientele. As the dis-
play of status through attire and props grew more promi-
nent, the goal of revealing character became secondary,
and portraits often seemed merely to be topographies of
face and body, “dull, dead, unfeeling, inauspicious,”2° as
expressed in the words of the time.

The skillful handling of pose, lighting, props, and
decor visible in the works of the highly regarded European
portraitists Franz Hanfstaengl, Antoine Samuel Adam-
Salomon, and Camille Silvy became models for emulation.
Hanfstaengl, already renowned as a lithographer, opened a
photographic art studio in Munich in 1853. He soon won
acclaim internationally for the tasteful poses, modulated
lighting, and exceptional richness of his prints on toned
albumen paper, as exemplified by Man with Hat (pl. no.
s4). Hanfstaengl’s earlier work—exhibited at the 18s;s
Exposition Universelle in Paris, where it was criticized for
extensive retouching on the negative—is believed to have
inspired Adam-Salomon to change his profession from
sculptor to photographer. The poses (modeled on
antique sculpture) preferred by Adam-Salomon and his
penchant for luxurious fabrics and props appealed to the
materialistic French bourgeoisie of the Second Empire.
The photographer’s heavy hand with the retouching
brush—the only thing considered disagreeable about his
work—is apparent in the highter tonality behind the figure
in this image of his daughter (pl. no. s5).

Besides attesting to the sitter’s status, props and poses
could ofter clues to personality, enriching the image psy-
chologically and visually. The oval picture frame used
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coyly as a lorgnette and the revealing drapery in the por-
trait of the Countess Castiglione (pl. no. 56) by Louis
Pierson,? a partner in the Pans studio of Maver Brothers
and Pierson, suggest the seductive personality of
Napole¢on III's mistress (who was rumored to be an
[talian spy). Oscar Gustav Rejlander’s portrait of Lewis
Carroll (the Reverend Charles L. Dodgson—pl. no. 57),

which depicts the author of Alice in Wonderland holding

a lens and polishing cloth, suggests through his expres-

sion and demeanor the sense of propriety that Carroll
believed he was bringing to his photography. This work
is one of Rejlander’s numerous portraits, which include

images of friends as well as amusing views of himself, his
temale companion, and the children who figured in the
genre scenes for which he is better known (pl. no. 266).
As studio photography preempted the role of the
portrait painter, the aesthetic standards of handmade like-
nesses were embraced by the photographic portraitists.
Manuals appeared early in the daguerreotype era and con-
tinued through the collodion period (and into the 20th
century), giving directions for appropriate dress and the
correct colors to be worn to take advantage of the limit-
ed sensitivity of daguerreotype and glass plates. Included
also were instructions for the proper attitudes that sitters

s+. FRANZ HANFSTAENGL. Man with Hat, 1857. Salt should assume when posing. Because the public sull
print. Agfa-Gevaert Foto-Historama, Cologne, Germany. believed that hand-painted portraits were more presti-

gious than photographs, likenesses often were painted
over in watercolors, oils, or pastels, without entirely oblit-
erating the underlying trace of the camera image, as in a
typical example (pl. no. 332) from the studio of T. Z. Vogel
and C. Reichardt, in Venice.

Mecanwhile, the professional portrait painter, aware of
the public appetite for exactitude, tound the photograph a
convenient crutch, not just for copving the features but
actually for painting upon. Projection from glass positives
to canvas was possible as carly as 1853; shortly afterward,
several versions of solar projection enlargers—including
one patented in 1857 by David Woodward, a professor of
fine arts in Baltimore—simplitied enlargement onto sen-
sitized paper and canvas. When partially developed, the
image could be completely covered with paint—as X-rays
have disclosed was the case in the life-size painted portrait
of Lincoln (pl. no. 58) by Alexander Frangois. This practice,
common in the last half of the 19th century, was not con-
sidered reprehensible because in the view of many
painters the role of photography was to be the artist’s
helpmate in creative handwork. Although such photo-
graphic “underpainting”™ was rarely acknowledged, the
desire for verisimilitude on the part of painter and public

and the hope for artistic status on the part of the photog-

$5. ANTOINE SAMUEL ADAM-SALOMON. Portrait of a Girl, rapher resulted in a hybrid form of portraiture—part
c. 1862. Albumen print. Daniel Wolf, Inc., New York. photochemical and part handwork.
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56. Louts P1ERSON. Countess Castiglione, c. 1860. Albumen print (previously attributed to Adolphe Braun).
Metropolitan Museum of Art, New York; David Hunter McAlpin Fund, 1947.
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Carte-de-visite and Celebrity Portraits

With the possibility of endless replication from the col-
lodion negative, it was only a matter of time before a pocket-
size paper portrait was devised. Suggestions along this
line, made by several photographers in Europe and the
United States, included the substitution of a likeness for
the name and address on a calling card—the traditional
manner of introducing oneself among middle- and upper-
class gentry—and the affixing of small portraits to licenses,
passports, entry tickets, and other documents of a social
nature. However, André Adolphe Disdéri, a photographer
of both portraits and genre scenes who also was active in
improving processes and formulating aesthetic standards,
patented the carte-de-visite portrait in 18s4. This small
image—3Y2 x 2Y2 inches, mounted on a slightly larger
card—was produced by taking cight exposures during one

57. Oscar GUSTAV REJLANDER. Lewis Carroll (Rev.
Charles L. Dodgson), March 28, 1863. Albumen print.
Gernsheim Collection, Humanities Research Center,
University of Texas, Austin,
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58. ALEXANDER FRaNGOIS. Abrabam Lincoln, n.d.
Oil on canvas. Collection George R. Rinhart.

sitting, using an ingenious sliding plate holder in a camera
cquipped with four lenses and a vertical and horizontal
septum (pl. no. 226). A full-length view of the figure in
more natural and relaxed positions became possible, and it
was not necessary for each pose to be exactly the same, as
can be seen in an uncut sheet of earte-de-visite portraits
taken by Disdéri (pl. no. s9).

The reasons why the carte portraits became so enor-
mously popular after 1859 are not entirely clear, but for
a considerable part of the next decade this inexpensive
tformat captured the public imagination in much the same
way the stereograph view had. Portrait studios every-
where—in major cities and provincial villages—turned out
millions of full- and bust-length images of working and
trades people as well as of members of the bourgeoisie and
aristocracy. These could be sold inexpensively because un-
skilled labor cut the images apart after processing and
pasted them on mounts on which trademarks or logos
of the maker appeared cither on the front of the card,
discreetly placed below the image, or on the reverse. Fre-
quently, claborate displays of type and graphic art sug-
gested the connections between photography and painting.
Backgrounds still included painted gardens, balustrades,
drapery swags, and furniture, but sitters also were posed
against undecorated walls, and vignetting—in which the



background was removed—was not uncommon. Adults
displayed the tools of their trade, the marks of their pro-
fession, and the emblems of their rank; children were
shown with toys; and attention was paid to women’s attire
and hair arrangements. Nevertheless, apart from the infor-
mality of posc that imbues some of these images with a
degree of freshness, carte portraits offered little compass
for an imaginative approach to pose and lighting as a
means of evoking character.

As their popularity continued, famous works of art,
well-known monuments, portraits of celebrities and of
tashionably attired women (at times pirated and repro-
duced from other cartes rather than from the original collo-
dion negative) appeared on the market. That the wide

dispersal of celebrity images had consequences beyond
that of a pleasant pastime can be seen in the fact that
already in the 1860s such images influenced the course of a
public carcer. Both the moderately gifted Jenny Lind and
the unexceptional Lola Montez became cult figures in the
United States largely owing to their promotion through
carte portraits. Lincoln is said to have ascribed his election
to the Presidency at least in part to Brady’s carte of him
when he still was an unknown, and both the French and
British Royal families permitted the sales of carte portraits
of themselves; on the death of Prince Albert, for example,
70,000 likenesses of Queen Victoria’s consort were sold.
Cartes also took over the function formerly performed by
lithographs and engravings in popularizing types of female

59. ANDRE ADOLPHE EUGENE DISDERIL. Postrait of an Umidentified Woman, c. 1860-6s.
Uncut albumen print from a carte-de-visite negative. Gernsheim Collection, Humanities Research Center, University of Texas, Austin.
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beauty and fashionable attire. Silvy, a French photographer
of artistic taste who 1n 1859 opened a studio in his lavishly
decorated London residence, specialized in posing his
upper-class sitters in front of mirrors so that the softly
modulated lighting not only called attention to attire and
hairstyle—fore and aft, so to spcak—but surrounded them
also with an aura of luxuriousness.

Cartes were avidly collected and exchanged, with ornate
albums and special holders manufactured to sausty the
demand for gimmickry connected with the fad. This ac-
uvity received a boost from the enthusiasm of Queen
Victoria, who accumulated more than one hundred albums
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of portraits of Europcan royalty and distinguished person-
ages. Indeed, the British royal family was so taken with
photography that they not only commissioned numberless
portraits but purchased genre images, sent photographs as
state gifts, underwrote photographic ventures, and were
patrons of The Photographic Society; in additon they
installed a darkroom for their own use in Windsor Castle.
British and French monarchs staunchly supported photog-
raphy in general because it represented progress in the
chemical sciences, which was emblematic of the prosperity
brought to their respective nations, and also because the
casily comprehended imagery accorded with the taste for

60. SPENCER Y CIA.
Chilean Ladies, n.d.
Albumen print. Neikrug
Photographica, Ltd., New
York.



verisimilitude evinced by the middle class and their royal
leaders.

During the 1860s, portrait studios began to assemble a
selection of individual likenesses on a single print. Pro-
duced by pasting together and rephotographing heads and
portions of the torso from individual carte portraits, these
composites paid scant attention to congruences of size and
lighting, or to the representation of real-looking space.
Designed as advertising publicity to acquaint the public
with the range and quality of a particular studio’s work, as
in this example from the studio of a portrait photographer

61. UNKNOWN PHOTOGRAPHER
(American). Seventy Celebrated
Americans Including All the
Presidents, c. 1865. Albumen print.
Library Company of Philadelphia.

in Valparaiso and Santiago, Chile (pl. no. 60), the format
was taken over as a means of producing thematic compos-
ites of political (pl. no. é1) or theatrical figures that might
be sold or given away as souvenirs.

One form of commercial exploitation of portrait pho-
tography in Europe that did not fare as well as cartes was
called photosculpture. Invented by Frangois Willéme in
France in 1860, this three-dimensional image was pro-
duced by a company whose English branch briefly in-
cluded the usually prudent Claudet as artistic director. The
procedure necessitated a large circular studio in which 24
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62. ADOLPHE JEAN RANCOIS MARIN DALLEMAGNE. Gallery of Contemporary Artists, ¢ 1866. Albumen prints
assembled into Galerie des artistes contemporames. Bibliotheque Nationale, Parns.
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63. REUTLINGER STUDI10. Mlle. Elven, 1883. Albumen or
gelatin silver print. Bibliotheque Nationale, Paris.

cameras were positioned to take simultancous exposures of
a centrally placed sitter. These were processed into lantern
slides, projected, and traced in clay (or wood in one adapta-
tion) with a pantograph, theoretically insuring a head start
on exactitude for the sculptor. Despite roval patronage,
photosculpture had a short life, although every once in a
while this gimmick crops up again as an idea whose time
has come.

Editions of prints on paper in sizes and formats other
than cartes also were popular from the 1860s on. Because
the problems with albumen prints mentioned in Chapter
never were completely solved, carbon printing—often re-
ferred to as “permanent”—and Woodburvtype reproduc-
tion were favored for the production of celebrity likenesses
that appeared in the “galleries™ and albums issued by
photographers and publishers in western Europe and the
United States. Well-known examples are Hanfstacngl’s
Album der Zeitgnossen (Album of Contemporary Figures),
portraits of German scientists, writers, and artists; the
British Gallery of Photographic Portraits, undertaken by the
studio of Joseph John Elliott and Clarence Edmund Fry

64. PAUL NADAR. Lillie Langtry, n.d. Gelaun silver print.
Bibliotheque Nationale, Paris.

(who encountered refusals from politicians who found
their likenesses too realistic); and the Galerie des contempor-
anes (Gallery of Contemporaries)—initiated in 1859 in Paris
by Pierre Petit. This project was a precursor of the highly
regarded French series, Galerie contemporaine, litteraire,
artistigue (Contemporary Gallery of Writers and Avtists),
published intermittently by Goupil and Company between
1876 and 1884, to which all the major portraitists of the
period contributed. Less concerned than most studio por-
traiture with fashionable decor and dress, this collection
was “physiognomic” in intent—to evoke the character of
the giants of French literary and artistic hte through pose
and expression, as in the commanding presence projected
in Etiecnne Carjat’s portrait of Victor Hugo (pl. no. 94).
Other such publications catered to the taste for claborate
decor, as in Adolphe Jean Frangois Marin Dallemagne’s
Galerte des arvtistes contemporaines (Gallevy of Contemporary
Artists) of 1866 (pl. no. 62), a group of 50 portraits of artists
shown posing in trompe I’ oerl frames that are suggestive of
the conceits of baroque portrait painting.

The best-known photographer of French intellectual,
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65. NADAR (GASPARD FELIX TOURNACHON). Sarah Bernhardt, 1865. Albumen print. Bibliothéque Nationale, Paris.
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licerary, and artistic figures during the collodion era 1s
Gaspard Félix Tournachon, known as Nadar (see Profile).
His aim in portraiture was to seck, as he wrote, “that
nstant of understanding that puts you in touch with the
model—helps you sum him up, guides you to his habits,
his ideas, and character and enables you to produce . . . a
really convincing and sympathetic likeness, an intimate
portrait.”** One example—a portrait of the young Sarah
Bernhardt in 1865 (pl. no. 65)—typities Nadar’s ability to
organize the baroque forms of drapery, a truncated classi-
cal column, and the dramatic contrasts of hair and skin and
still suggest character—in this case both the theatricality
and vulnerability of a young actress who had just achicved
her first stage success. As French art critic Philippe Burty
wrote of Nadar’s entries exhibited at the Société Frangaise de
Photographie exhibition in 1859, “his portraits arc works of
art in every accepted sense of the word,” adding that “if
photography is by no means a complete art, the photog-
rapher always has the right to be an artist.”** Nadar’s later
output included many unexceptional portraits of enter-
tainers and modishly dressed women, a direction necessi-
tated by the demands of the middle class for glamorous
images that became even more marked when his son Paul
took control of the studio in the late 1880s. The style of
Paul Nadar’s portrait of the roval mistress Lillie Langtry
(pl. no. 64), like that of contemporaries such as Charles and
Emile Reutlinger (pl. no. 63) whose firm began to specialize

LEFT:

66. NAPOLEON SARONY.
Sarah Bevnhardr, c. 1880.
Albumen print. Library of

Congress, Washington,
D.C.

RIGHT:

67. NAPOLEON SARONY.
Eugene Sandow with a
Leopard Skin (Posing as the
Farnese Hercules), ¢. 1893.
Albumen print. Harvard
Theatre Collection,

SANDOW.
Coryrient 1503, By NAROLEON SanesT
87 UNION SQH , N Y

— Cambridge, Mass.

in fashion photography in the same years, was oriented
toward cevoking glamour by seductive pose, bland expres-
sion, and attention to clegant attire.

By the time collodion/albumen photographs had begun
to displace daguerrcotypes and ambrotypes in the United
States, the Civil War had erupted, relegating portraiture to
a secondary place in the minds of many photographers.
Brady, whose Washington studio had been opened in 1858
to take advantage of the concentration of political figures
in the Capital, turned his attention to war reportage (to be
discussed in Chapter 4), but continued to make portraits.
In addition, Lincoln, his family, the Cabinet members and
the Army generals all sat for other well-known portraitists,
among them Alexander Gardner, a former manager of
Brady’s Washington gallery who took what may be the
last likeness of the President in April, 1865, shortly before
his assassination (pl. no. 68).**

In the period after the Civil War, besides cartes and
cabinet-size images (approximately 4 x s%2 inches, mounted
on a slightly bigger card), larger formats called Promenade,
Boudoir, and Imperial Panel were introduced to appeal to
the newly rich bourgeoisie that had emerged. Fashionable
portrait studios in large cities, among them Fredericks,
Gurney, Falk and Kurtz in New York, Gutekunst in Phila-
delphia, and Bachrach in Baltimore, served as pacesetters
in terms of pose, decor, lighting, and the manner of pre-
senting the finished image. As in Europe, there was a
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68. ALEXANDER GARDNER. Abraham Lincoln, April, 1865. Albumen print. Library of Congress, Washington, D.C.
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69. HEINRICH TONNIES. Four Youny Blacksmiths, ¢. 1881. Modern gelatin silver print from original negative.
Formerly collection Alexander Alland, North Salem, N.Y.
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70. AWIT SZUBERT. Amelia Szubert, c. 1875.
Albumen print. Collection Konrad Pollesch, Cracow;
International Center of Photography, New York.

demand for images of theatrical and entertainment person-
alitics that was satisticd in the main by the New York
studios of Napolcon Sarony and his competitor José¢ Mora.
A promment lithographer before the War, Sarony made
over 40,000 negatives of celebrities, some of whom were
paid extravagantly for the sitting. The eclectic decor visible
in his images of Sarah Bernhardt (pl. no. 66) and strongman
Eugene Sandow (pl. no. 67) necessitated a large collection
of fusty props and led to a reference to his studio as a
“dumping ground . . . for unsalcable idols, tattered tapestry
and indigent crocodiles.”**

During the last 40 years of the 19th century, portraiture
expanded more rapidly in the less-industrialized portions
of Europe, and in Australia, India, China, Japan, Mexico,
and South America. Owing to the fact that owners of
commcrcial studios in provincial towns frequently served a
clientele rawn from all classes, they sometimes produced
extensive documentations not only of physiognomies but
of social and psvchological attitudes. One such example is
the large output of portraits by Danish photographer
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71. WILL SOULE. Brave tn War Dress, c. 1868. Albumen
print. Western History Collection, Natural History
Museum of Los Angeles County, Los Angeles.

Heinrich Tonnies, working in Aalborg from the 1860s into
the 1900s, which includes some 750 portraits of working
people attired in the garments and displaying the tools of
their occupations. Despite the formality of the poses in
studio settings (pl. no. 69), these images are not merely
descriptive but suggest prevailing attitudes toward work
on the part of both photographer and sitters. In some
localities, patriots saw the camera as a means of cmphasiz-
ing cthnic or national origin. A finc line may separate the
portrait taken by Polish photographer Awit Szubert of his
wife in native dress (pl. no. 70) from many similar images of
locally costumed figures that were made and sold in carte
and cabinet size for the tourist trade, but even in some of
these images a sense of national pride is discernible.
Besides plaving a role in the development of cultural
nationalism in Europe, portraits also reflected the rising
interest in anthropology. In the western hemisphere, early
manifestations of the interest in native types included por-
traits of individual members of the Indian tribes indige-
nous to the West, made n the course of the land surveys



and explorations (see Chapter 3) that followed the end of
the Civil War. In the wake of these expeditions, several
frontier studios opened their doors to Native American
sitters, among them that of Will Soule, in Fort Sill, Okla-
homa, which specialized in commercial portrayals of indivi-
duals posed formally in front of painted backdrops, as in
an 1868 photograph titled simply Brave in War Dress (pl. no.
71). In South America, Mare Ferrez, the best-known Bra-
zilian photographer of the 19th century, photographed
Indians of the Amazon region while on expeditions to the
interior in the mid-1870s; in the same years strong interest
in images of indigenous peoples prompted studios in Aus-
tralia to photograph the Aborigines of the region.

Camera Portraits in Asia

The introduction of portrait photography in the Far
East coincided with changes from insular traditionahism to
the acceptance of modern ideas 1n science, symbolized by
the 1854 American diplomatic ultimatum that Japan be
opened to the West; indeed, the ideographs used to denote
photograph in Japanese (shashin) literally mean “copy
truth.” The first portrait daguerrcotypes made in that
country appear to be those by Eliphalet Brown, Jr., Ameri-
can artist and photographer attached to Commodore
Matthew Perry’s expedition to Japan, but experimentation
with the daguerreotype process had been going on since
1848 when a Nagasaki merchant imported the first
camera.** However, successful daguerreotypes by Japanese
photographers were not made until 1857, only a year before
the first collodion portraits by a Japanese photographer.
As shown in a woodblock print of 1861, French Couple with
a Camera (pl. no. 72), photographers working in Japan
during the carly period were foreigners who not only
provided views and portraits but taught the process to the
Japanese. Apparently by the mid- to late-’7os they were so
successful that professional studios were opened in all the
major cities of Japan, with more than 100 in the Tokyo
area alone; even the unapproachable royal family permitted
members to sit for camera likenesses.

Although China remained isolated from Western ideas
of progress longer than Japan, photographers from the
West began to make portraits there, too, during the 1860s.
Among the succession of foreigners, Milton Miller, a Cali-
fornian who ran a studio in Hong Kong in the carly 1860s,
made formally posed yet sensitive portraits of Cantonese
merchants, Mandarins, and their families, while the Scot-
tish photographer John Thomson photographed workers
and peasants as well, including their portraits in his ambi-
tious four-volume work Illustrations of China and Its People,
published in England in 1873/74. It is thought that native
Chinese photographers were introduced to photography

when they were employed during the 1850s as copyists
and colorists in the Hong Kong studios run by foreigners,
but while some 20 native studios with Chinese names are
known, little else has been discovered about these portrait-
ists. The studio of Afong Lai appears to have been the
most stable of the native-owned commercial enterprises,
lasting from 1859 on into the 20th century and with the
artistry of its work acclaimed by Thomson.

On the Indian subcontinent, however, photography in
all its varieties, including portraiture, was promoted by the
British occupying forces and cagerly taken up by Indian
businessmen and members of the ruling families. Com-
mercial firms owned by Indian photographers, individuals
appointed by the courts, and those working in bazaars
began to appear in large cities after the 1860s in order to
supply the British and Indian ruling class with images of
themselves. The most renowned enterprise was that started
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72. YOSHIKAZU ISSAN. French Couple with a Camera, 1861.
Color woodblock print. Agfa-Gevaert Foto-Historama,
Cologne, Germany.
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by Lala Deen Dayal, owner of studios in Indore, Bombay,
and Hyderabad from the 1880s on, who became court
photographer to the nizam of Hyderabad. Many portraits
made in India during this period were painted over in the
traditional decorative style of Indian miniatures, just as in
the West painted camera portraits were treated naturalis-
tically. This attitude toward the photographic portrait in
India has led to the suggestion that the camera itself was
used in a different fashion than in the West, that Indian
photographers were somehow able to avoid the represen-
tation of space and dimensionality even before the paint
was added.2” However, allowing for obvious differences in
pose, dress, and studio decor, Indian photographic por-
traits that were not painted over do not seem remarkably
different from the general run of commercial portraiture

clsewhere.

The Portrait as Personal Expression

Alongside the likenesses produced by commercial stu-
dios, a more intimate stvle of portraiture developed in the
work of amateurs—men and women in mostly comfort-
able circumstances who regarded photography as an
agreeable pastime but did not make their living from it.
During the 1860s and ’7os this group—which included
Olympe Count Aguado and Paul Gaillard on the Continent
and Julia Margaret Cameron, Lewis Carroll, Cosmo Innes,
and Clementina, Lady Hawarden, in Britain—used the

collodion process to portray family and associates, at times
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73. LEwis CARROLL

(REV. CHARLES L.
DobaGson).

Edith, Lovina, and Alice
Liddell, ¢. 1859. Albumen
print. Photography
Collection, Humanities
Research Center, University
of Texas, Austin.

in elaborately casual poses, in actual domestic interiors and
real gardens. When Carroll photographed his artistic and
intellectual friends and their children, he favored the dis-
creet and harmonious arrangements seen in his grouping of
the Liddell sisters—Edith, Lorina, and Alice (pl. no. 73). At
the same time, his stress on the virginal beauty of these
young sitters (also evident in his nude photos, pl. no. 334)
reflects an ambivalence that embraced ideals of teminine
innocence and his own deep-seated sexual needs.

Cameron, the most widely known Victorian portraitist
(usually considered an amateur even though she sold and
exhibited her work), also used the camera to idealize her
subjects. Sceking out men and women whose individuality
or impressive artistic and literary contributions appeared to
her to redeem the matenalism of the time, she importuned
them to pose so that she might record, in her words,
“faithtully, the greatness of the inner as well as the features
of the outer man.” Avoiding sharp tocus, she concen-
trated on the evocative handling of light, seen at its most
ctfective in portraits of Sir John Herschel—a family friend
of many vears (pl. no. 7¢)—and of her nicce Julia Jackson,
who had just wed Herbert Duckworth and was to be the
mother of novelist Virginia Woolt (pl. no. 75).

Cameron’s work, like that of Carroll, can be related to
the Pre-Raphaclite scarch for ideal types, but her portrait
style especially seems to have been inspired by the paint-
ings of her arustic mentor, George Frederic Watts, which
in turn reflected the taste among the British intelligentsia
for Rembrandt-like chiaroscuro ettects in the treatment of



74. JULIA MARGARET CAMERON. Si7 John Herschel, April, 1867. Albumen print.
Museum of Fine Arts, Boston; Gift of Mrs. J. D. Cameron Bradley.
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75. JULIAMARGARET CAMERON. My Niece J ulia ] ackson,1867. Albumen print. National Portrait Gallery, London.
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form. Critical reaction from Cameron’s contemporaries
was divided; while art critics for the general press and a
number of photographers in England and abroad ap-
proved of her approach, the medium’s most vocal propo-
nents of art photography criticized the “slovenly manipula-
tion” and regarded her work as “altogether repulsive.™®

Newly emerging scientific ideas provided still other
uses for the photographic portrait during the collodion
cra. Aside from the documentation of strictly medical
problems (skin lesions, hydrocephalism, ctc.), the camera
was called upon to document psychological reactions and
mental aberrations. Dr. Hugh Welch Diamond, who be-
came interested in the calotype shortly after the announce-
ment of Talbot’s discovery, was one of the first to advocate
such scientific documentation. After he was introduced to
collodion by Archer—a former patient—he used the new
technology to photograph female inmates in the Surrey
County Asylum (pl. nos. 76-77), where he was superinten-
dent. In a paper read to the Royal Socicty in 1856, Dr.
Diamond outlined the relationship of photography to psy-
chiatry, suggesting that portraits were usctul in diagnosis,
as treatment, and for administrative identification of the
patients. In The Physiognomy of Insanity, illustrated with
engravings based on Dr. Diamond’s likenesses, physio-
gnomic theories that had related photography to the de-
piction of normal character were extended to embrace the
mentally abnormal.

Fleeting facial expressions were photographed 1n 1853
by Adrien Tournachon (brother of Félix) for a work on
human physiognomy by the noted Dr. Guillaume Benjamin
Duchenne de Boulogne, the founder of electrotherapy,
and in 1872 Charles Darwin chose to use photographs to
Ulustrate The Expression of the Emotions in Man and Animals,
for which he approached Rejlander. In addition to images
supplied by Duchenne, and by two lesser-known figures,
the book included a series showing emotional states, and
tor five of them Rejlander himselt posed as model (pl. nos.
78-79). Despite the theatricality of a number of the expres-
sions depicted in these portraits, the use of the camera image
in this capacity relegated to a minor role the traditional
graphic conventions for portraying the human passions.

In the 30 years following the discovery of photography,
the camera portrait occupied center stage. Images on metal,
glass, and paper provided likenesses for large numbers of
people—the newly affluent as well as many who formerly
could not have imagined commissioning a painted por-
trait. Many of these images can be regarded today as no
more than “archeological relics,” but in their time they
served to make generations of sitters more aware of their
position i society and of themselves as individuals, even
when they glossed over physiological and psychological
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76-77. DR. HUGH WELCH DIAMOND. Inmates of Survey

County Asylum, 1852. Albumen prints. Royal Photographic
Society, Bath, England.
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78, 79. OsCAR GUSTAV REJLANDER, GUILLAUME BENJAMIN DUCHENNE DE BOULOGNE. Illustrations for The Expression of the
Emotions in Man and Animals, by Charles Darwin, 1872. Heliotypes. Photography Collection, The New York Public Library,
Astor, Lenox, and Tilden Foundations

frailties. In addition, photographs taken at various stages
of lite—youth, middle age, and clderlv—made people more
conscious of mortality and their relationship to ephemeral
time. The cult of individualism also was promoted by the
practice of publishing and selling likenesses of famous
persons. With the image as a surrogate, more people were
made to feel closer to political and cultural figures, even
while the likenesses themselves emphasized distinctiveness.
On the whole, the general run of commercial camera por-
traiture is quickly exhausted in terms of insight or acsthetic
interest, yet in the hands of creative individuals (both
amateur and professional), among them Southworth and
Hawes, Hill and Adamson, Cameron, Carroll, and Nadar,
portraits scemed to distill an artistic ideal while still probing
individual personality. The importance of studio portrai-
ture was diminished by the invention of new cameras and
technologies that permitted people to make likenesses of
tamily and friends at home, but the portrait itself—as a
mirror of personality, as an artistic artifact, and as an item
of cultural communication—has remained an intriguing
challenge to photographers.

Profile: David Octavius Hill
and Robert Adamison

At his death in 1870, David Octavius Hill was mourned
for being a deeply religious but blithe spinit who had
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devoted his life to improving the arts in Scotland. An
unexceptional though competent painter of the Scottish
countryside (pl. no. 80), Hill played an important role in the
cultural life of Edinburgh. He was bom into a family of
bookscllers and publishers in Perth and learned lithogra-
phy carly in his career, publishing, in 1821, the first litho-
graphic views ot Scotland in Sketches of Scenery in Pevthshire.
In association with other artists who were dissatistied with
the leadership of the Roval Institution, Hill established the
Scottish Academy in 1829, and remained connected with it
in unpaid and, later, official capacity until his death. By the
1830s, Hill's interest turned to narrative illustration; among
his works were lithographs tor The Glasgow and Garnkivk
Raihway Prospectus, The Waverly Novels, and The Works of
Robert Buyns.

Involvement in the Scottish Disruption Movement,
which led to the establishment of the Free Church of
Scotland and independence from the Church of England,
inspired in Hill a wish to commemorate this event in a
painting of the clergymen who took part in the dispute.
Introduced by Sir David Brewster to Robert Adamson (pl.
no. 81), through whom he became aware of Talbot’s pro-
cess, Hill planned to use photography as an aid in painting
the likenesses of the 400 members of the Disruption Move-
ment. In 1843 he entered into a partnership with Adamson,
about whom relatively little 1s known, to produce calotypes
in a studio at Rock House, Calton Hill, Edinburgh, and



80. Davip Ocrtavius HiLL. On the Quay at Leith, 1826.
Oil on wood. Scottish National Portrait Gallery, Edinburgh.

sometimes on location. In their joint work, each man pro-
vided an element missing in the other. Before 1843,
Adamson’s work was wanting in composition and light-
ing, while, on the evidence of work done with another
collaborator some 14 years after Adamson’s premature
death, Hill lacked sensitivity and skill in handling the
camera. During the partnership, Hill energetically organ-
ized the sittings for his proposed painting, but as the two
partners became more deeply involved with the medium,
they calotyped subjects, persons, and landscape views that
had no relation to the Disruption painting, producing
between 1843 and 1848 about 2,500 separate calotypes.
Unfortunately, Hill discovered that many of the negatives
tended to fade, a circumstance that along with Adamson’s
death seemed to make further involvement in photography
unattractive.

After 1848, Hill continued to use photographs as studies
for his paintings and to sell individual calotypes from his
brother’s print shop, while devoting time to the affairs of
the Scottish Academy and other local art associations. Fol-
lowing a second marriage in 1862 and the unsuccessful
attempt to photograph in collodion with another partner,
Hill returned to the Disruption painting, completing it in
1866. Compared with the vitality and expressiveness of the
calotype studies, the painted figures are unconvincing and
seem to exist without air or space; the picture, however,
was greeted with kindness, and Hill’s last photographic
project involved an endeavor to make photographic fac-
similes of this work. Had he not become involved with
photography, it is unlikely that Hill would have merited
more than a footnote in the history of the arts of the 19th
century.

81. DaviD Ocrtavius HILL. Robert Adamson, c. 1843.
Calotype. Gernsheim Collection, Humanities Research
Center, University of Texas, Austin.

82. JuLIA MARGARET CAMERON. The Ristng of the New
Year, 1872. Albumen print. Private Collection.
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Profile: Julin Margaret Cameron

One of seven daughters of a prosperous British family
stationed in India, Julia Margaret Pattle was regarded by
friends as generous, impulsive, enthusiastic, and imperi-
ous—*“a unique figure, baffling beyond description.”s°
Educated in England and France after the death of her
parents, she returned to India and in 1838 married Charles
Hay Cameron, an eminent jurist and classical scholar,
who invested his fortune in coffee plantations in Ceylon.
In the ten years prior to their return to England, Mrs.
Cameron assumed the social leadership of the Anglo-Indian
colony, raised money for victims of the Irish Famine, and
translated the well-known German ballad Lenore, but her
boundless energy craved even greater challenges.

After settling in Freshwater, on the Isle of Wight,
Cameron, using a camera given her by her daughter in
1863, embarked on a career in photography, concentrating
on portraits and allegorical subjects. Models, at times paid
but mainly importuned, were drawn from among her
family; the houschold staft at the Cameron residence,
Dinmtbola; and the houscholds and visitors to the homes
of Alfred, Lord Tennyson, and Sara Prinsep, Cameron’s
sister. These were many of the most famous figures in
British artistic and literary circles, including Thomas
Carlyle, Darwin, Herschel, Marie Spartali, Ellen Terry,
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and Watts, but the photographer also was interested in
portraying the unrenowned as long as she found them
beautiful or full of character. Besides hundreds of idealized
portraits, she created allegorical and religious subjects, par-
ticularly of angels (pl. no. 82) and the Madonna, which
emphasized motherhood. Because of her disappointment
with the poor quality of the woodcut transcriptions of
Tennyson’s 1dylls of the King, Cameron raised money to
issue two editions that were photographically illustrated.

Cameron’s attitude toward photography was that of a
typical upper-class “amatcur’ of the time. She refused to
consider herself a professional, although the high cost of
practicing the medium led her to accept payment for
portraits on occasion and to market photographic prints
through P. and D. Colnaghi, London printsellers. They
often bore the legend: “From Life. Copyright Registered
Photograph. Julia Margarct Cameron,” to which she
sometimes added that they were unretouched and not
enlarged. Her work was shown at annual exhibitions of
the Photographic Society of London and in Edinburgh,
Dublin, London, Paris, and Berlin; at the latter it was
acclaimed by Hermann Wilhelm Vogel and awarded a
gold medal in 1866. In 1875, the Camerons returned to
Ceylon, where tor the three years before her death she
continued to photograph, using native workers on the
plantations and foreign visitors as models.

83. Nadar (GASPARD
FfL1x TOURNACHON).
Panthéon Nadar, 1854.
Lithograph. Bibliotheque
Nationale, Paris.



84. NADAR (GASPARD FELIX TOURNACHON). Self-Portrait, c. 1855. Salt print. J. Paul Getty Museum, Los Angeles.
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85. ADRL: N TOURNACHON. Emule Blavier, ¢. 1853. Albumen print. Biblioth¢que Nationale, Paris.
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86. UNKNOWN PHOTOGRAPHER (French). Fagade of
Nadar’s Studio at 35 Boulevard des Capucines, Paris, after
1880. Albumen print. Bibliothéque Nationale, Paris.

Profile: Nadar

In many ways Nadar (Gaspard Félix Tournachon) (pl.
no. 84) typities the best qualities of the bohemian circle of
writers and artists that settled in Paris during the Second
Empire. Born into a family of printer tradespeople of radi-
cal leanings, young Nadar became interested in many of
the cra’s most daring ideas in politics, literature, and
science. After an ordinary middle-class education and a
bricf stab at medical school, he turned to journalism, first
writing theater reviews and then literary picces. Although
a career i literature seemed assured, he gave up writing in
1848 to cnlist in a movement to free Poland from foreign
oppressors, an adventure that ended suddenly when he
was captured and returned to Paris. There followed a
period of involvement with graphic journalism, during
which he created cartoons and caricatures of well-known
political and cultural figures for the satirical press. This
culminated in the Panthéon Nadar (pl. no. 8), a litho-

graphic depiction of some 300 members of the French
intelligentsia. Only mildly successful financially, it made
Nadar an immediate celebrity; more important, it intro-
dueed him to photography, tfrom which he had drawn
some of the portraits.

In 1853, Nadar set up his brother Adrien as a photog-
rapher and took lessons himself, apparently with the inten-
tion of joining him in the enterprise. However, despite the
evident sensitivity of Adrien’s portrait of the sculptor Emile
Blavier (pl. no. &), his lack of discipline is believed to have
caused Nadar to open a studio on his own, moving cventu-
ally to the Boulevard des Capucines (pl. no. 86), the center
of the entertainment district. He continued his bohemian
life, filling the studio with curtosities and objets d’art and
entertaining personalities in the arts and literature, but
despite this flamboyant personal styie he remained a serious
artist, intent on creating images that were both life-enhanc-
ing and discerning.

Ever open to new ideas and discoveries, Nadar was the
tirst in France to make photographs underground with
artificial light and the first to photograph Paris from the
basket of an ascendant balloon. Even though a proponent
of heavier-than-air traveling devices, he financed the
construction of Le Géant, a balloon that met with an un-
fortunate accident on its second trip. Nonetheless, he was
instrumental in setting up the balloon postal service that
made it possible for the French government to communi-
cate with those in Paris during the German blockade in the
Franco-Prussian War of 1870.

Ruined financially by this briet but devastating contlict,
Nadar continued to write and photograph, running an
establishment with his son Paul that turned out slick com-
mercial work. Always a rebel, at one point he lent the
recently vacated photo studio to a group of painters who
wished to bypass the Salon in order to exhibit their work,
thus making possible the first group exhibition of the Im-
pressionists in April, 1874. Although he was to operate
still another studio in Marseilles during the 1880s and 'gos,
Nadar’s last photographic idea of significance was a series
of exposures made by his son in 1886 as he interviewed
chemist Eugéne Chevreul on his 1ooth birthday, thus fore-
shadowing the direction that picture journalism was to
take. During his last years he continued to think of himself
as “a daredevil, always on the lookout for currents to swim
against.”™" At his death, just before the age of ninety, he
had outlived all those he had satirized in the famous Pan-
théon, which had started him in photography.
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The Galerie

Contemporaine—
Appearance
and Character

m 19th-Century
Portrasture

The Galerie Contemporaine, a serics of 241 portraits of celebrated artistic,
hiterary, and political figures in France during the Second Empire and Third
French Republic, was issued in Paris between the years 1876 and 1894.

A different portrait, accompanied by biographical text, appeared each week
from 1876 to 1880; after that the album became an annual devoted

almost exclusively to those in the mainstrcam pictorial arts. The images were
the work of some 28 photographers who operated studios in Paris during
this period; they were published in different sizes, depending on the
dimensions of the original negative or plate, and usually were presented within
a decorative border. Because in some cases they were taken long before they
were used in the Galerie, the individual portraits are difticult to date. Whether
these photographs were produced by carbon process or Woodburytype has
not been definitively established, but the fact that the publisher, Goupil

et Cie., had purchased a franchise for the Woodburytype process in France
some years carlier suggests that the images were made by this method.

In this selection, portraits by noted photographers Eticnne Carjat and
Nadar exemplify the pictorial excellence possible through adroit manipulation
of pose, demeanor, and lighting, while the image by Tourtin indicates that
the work of little-known portraitists included in this ambitious publication
also achieved a high level of excellence.
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87. ETIENNE CARJAT. Alexandre Dumas, from Galerie Contemporaine, 1878. Woodburytype.
International Museum of Photography at George Eastman House, Rochester, N.Y.
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