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Lemere, Bedford

Lenses: 1. 1830s-1850s

Lenses: 2. 1860s-1880s

Lenses: 3. 1890s-1900

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

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

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

Lindt, John William

Lion, Jules

Lippmann, Gabriel

Literary Gazette

Lithography

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

Loecherer, Alois

Londe, Albert

London Stereoscopic Company
Loppé, Gabriel

Lorent, Jakob August

Lotze, Maurizio (Moritz)
Luckhardt, Fritz

Lumiere, Auguste and Louis
Lummis, Charles F.

Lutwidge, Robert Wilfred Skeffington
Luys, Jules-Bernard

Lyte, Farnham Maxwell

M

MacFarlane, Sir Donald Horne

Mach, Ernst

Mackey, Father Peter Paul

MacPherson, Robert

Maddox, Richard Leach

Maes, Joseph

Malacrida, Jules

Malone, Thomas Augustine

Mann, Jessie

Mansell, Thomas Lukis

Marconi, Gaudenzio

Marey, Etienne Jules

Margaritas, Phillippos

Marion and Company

Marissiaux, Gustave

Markets, Photographic

Martens, Friedrich

Martin, Josiah

Martin, Paul Augustus

Marville, Charles

Masury, Samuel

Matthies-Masuren, Fritz

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

Mawson & Co

Maxwell, James Clerk

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

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

Meade, Charles Richard and Henry W. Naturalistic Photography

Medical Photography Naya, Carlo

Méhédin, Léon Eugene Negre, Charles

Meisenbach, Georg Negretti and Zambra

Melhuish, Arthur James Nekhoroshev, N

Merlin, Henry Beaufoy Netherlands

Mestral, Auguste Nettleton, Charles

Mexico Neuhauss, Richard

Meydenbauer, Albrecht Neurdein Freres

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

Migurski, Karol Josef Newhall, Beaumont and Nancy

Military Photography Newland, James William

Miot, Paul-Emile Newman, Arthur Samuel

Misonne, Leonard Neyt, Adolphe

Mission Héliographique Nicholls, Horace Walter

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

Monpillard, Fernand Night Photography

Montfort, Benito de Noack, Alfredo

Moodie, Geraldine Normand, Alfred-Nicolas

Moon, Karl E. Norway

Mora, Jose Maria Notes and Queries

Moraites, Petros Notman, William & Sons

Moran, John Nudes

Moravia, Charles Nutting, Wallace

Morse, Samuel Finley Breese

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

Moscioni, Romualdo (0]

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

Moulin, Félix-Jacques-Antoine Ogawa, Kazumasa

Mountain Photography Olie, Jacob

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

Mucha, Alphonse Marie Optics: Principles

Mudd, James Orientalism

Ottewill, Thomas & Co.

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

Mulock, Benjamin

Multiple Printing, Combination Printing, and
Multiple Exposure

Mumler, William

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

Muybridge, Eadweard James
Myers, Eveleen

XX

Pacheco, Joaquim Insley
Painters and Photography



Panoramic Photography

Panunzi, Benito

Paper and Photographic Paper

Parker, John Henry

Parkes, Alexander

Patents: Britain and Europe

Patents: United States

Paul, Robert William

Pease, Benjamin Franklin

Peck, Samuel

Pencil of Nature

Penn, Albert Thomas Watson

Penrose Pictorial Annual

Percy, John

Perier, Charles-Fortunat-Paul-Casimir

Perini, Antonio

Permanency and Impermanency

Perspective

Pert

Perutz, Otto

Petit, Pierre

Petzval, Josef Maximilian

Philadelphia Photographer

Philosophical Instruments

Philosophical Magazine

Philosophical Transactions

Philpot, John Brampton

Photo-Club de Paris

Photocrom Process

Photogalvanography

Photogenic Drawing Negative

Photoglob Zurich/Orell Fussli & Co.

Photoglyphic Engraving

Photogrammetry

Photograms of the Year (1888-1961)

Photographic and Fine Art Journal, The

Photographic Exchange Club and Photographic
Society Club, London

Photographic Jewelry

Photographic News (1858-1908)

Photographic Notes (1856-1867)

Photographic Practices

Photographic Retailing

Photographische Correspondenz

Photographische Rundschau

Photographs of the Gems of the Art Treasures
Exhibition

Photography and Reproduction

Photography as a Profession

Photography in Art Conservation

Photography of Paintings

Photography of Sculpture

Photogravure

Photohistorians

ALPHABETICAL LIST OF ENTRIES

Photolithography

Photomechanical: Minor Processes

Photomicrography

Photomontage and Collage

Piazzi Smyth, Charles

Pictorialism

Pigou, William Henry

Piot, Eugene

Pizzighelli, Giuseppe

Plateau, Joseph Antoine Ferdinand

Platinotype Co. (Willis & Clements)

Platinum Print

Plumbe Jr, John

Pliischow, Peter Weiermair Wilhelm

Poitevin, Alphonse Louis

Poland

Police Photography

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

Ponti, Carlo

Ponton, Mungo

Pornography

Porter, William Southgate

Portugal

Positives: Minor Processes

Postcard

Postmortem and Posthumous Photography

Potteau, Philippe Jacques

Pou and Camps, Juan Maria

Pouncy, John

Prestwich, William Henry

Pretsch, Paul

Prevost, Charles Henry Victor

Price, William Lake

Pringle, Andrew

Printing and Contact Printing

Printing-Out Paper

Pritchard, Henry Baden

Process Photogram

Projectors

Prout, Victor Albert

Puliti, Tito

Pulman, George

Pumphrey, William

Puyo, Emile Joachim Constant

Q
Quinet, Achille

R

Ramon y Cajal, Santiago
Raoult, Jean

Rau, William H.

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

Rejlander, Oscar Gustav
Relvas, Carlos

Retouching

Reutlinger, Charles

Rey, Guido

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

Rive, Roberto

Riviere, Henri

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

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

Root, Marcus Aurelius
Rosling, Alfred

Ross, Andrew & Thomas
Ross, Horatio

Rosse, Lady

Rossetti, Dante Gabriel
Rossier, Pierre

Rouch, William White
Rousseau, Louis

Royal Collection, Windsor
Royal Engineers

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

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

S

Sabatier-Blot, Jean-Baptiste
Saché, Alfred

Saché, John Edward

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

Saville-Kent, William

Sawyer, John Robert and Charles

Sawyer, Lydell

Saxton, Joseph

Sayce, B. J.

Schaefer, Adolph

Scheele, Carl Wilhelm

Schlagintweit, Hermann, Adolph, and
Robert

Schnauss, Julius Karl

Schneider, Trutpert, Heinrich, and Wilhelm

Schott, Friedrich Otto

Schrank, Ludwig

Schultze, Johann Heinrich

Science

Scientific Photography

Scovill & Adams

Scowen, Charles

Sears, Sarah Choate

Sebah, Johannes Pascal and Joaillier, Policarpe

Sedgfield, William Russell

Self-Portraiture

Sella, Vittorio

Sensitometry and Densitometry

Sevastyanov, Petr Ivanovitch

Shadbolt, George

Sherlock, William

Shew, William

Shimooka Renjg

Sidebotham, Joseph

Silvester, Alfred

Silvy, Camille-Léon-Louis

Simpson, George Wharton

Sipprell, Clara

Skaife, Thomas

Skeen, William Louis Henry

Sky and Cloud Photography

Slingsby, Robert

Smee, Alfred

Smillie, Thomas

Smith, Beck & Beck

Smith, John Shaw

Smith, Samuel

Smithsonian Institution

Snapshot Photography

Snelling, Henry Hunt

Société Francaise de Photographie

Société Héliographique

Societies, Groups, Institutions, and Exhibitions in
Asia

Societies, Groups, Institutions, and Exhibitions in
Australasia

Societies, Groups, Institutions, and Exhibitions in
Austria



Societies, Groups, Institutions, and Exhibitions in
Belgium

Societies, Groups, Institutions, and Exhibitions in
Canada

Societies, Groups, Institutions, and Exhibitions in
France

Societies, Groups, Institutions, and Exhibitions in
Germany

Societies, Groups, Institutions, and Exhibitions in
Italy

Societies, Groups, Institutions, and Exhibitions in
Russia

Societies, Groups, Institutions, and Exhibitions in the
Netherlands

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

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

Sommer, Giorgio

South Kensington Museums

South-East Asia: Malaya, Singapore, and Philippines

South-East Asia: Thailand, Burma, and Indochina

Southworth, Albert Sands and Hawes, Josiah Johnson

Spain

Sparling, Marcus

Spencer, Walter Baldwin

Spiller, John

Spirit, Ghost, and Psychic Photography

Squier, Ephraim George

Stahl, August

Stanhopes

Steichen, Edward J.

Steinheil, Rudolph

Stelzner, Carl Ferdinand

Stereographic Societies

Stereoscopy

Stewart, John

Stieglitz, Alfred

Still Lifes

Stillman, William James

Stirn, Rudolph and Carl

Stoddard, Seneca Ray

Stone, Sir John Benjamin

Story-Maskelyne, M.H. Nevil

Stuart Wortley, Henry Archibald

Studio Design and Construction

Sturmey, Henry

Sun Artists Journal

Survey Photography

Sutcliffe, Frank Meadow

Sutton, Thomas

Suzuki Shinichi Studios

Swan, Sir Joseph Wilson

Sweden

Switzerland
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Szathmari, Carol Popp de

T

Taber, Isaiah West
Tableaux

Taft, Robert

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

Taylor, John Traill

Tenison, Edward King
Terris, Adolphe

Teynard, Félix

Thomas, John

Thompson, Charles Thurston
Thoms, William John
Thomson, John

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

Toning

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

Townsend, Chauncy Hare
Travel Photography
Trémaux, Pierre

Tripe, Linnaeus

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

Tytler, Harriet and Robert C.

U

Uchida Kuichi

Ueno Hikoma

Ukai Gyokusen

Underwater Photography
Underwood, Bert and Elmer
Union Cases

Unions, Photographic
United States

Urie, John

\%

Vacquerie, Auguste
Valenta, Eduard

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

Varin Freres

Vedani, Camillo

Veress, Ferenc

Vernacular Photography

Victoria, Queen and Albert, Prince Consort
Vidal, Léon

Vienna International Exhibition and Vienna Trifolium

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

w

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

Wall, Edward John
Walter, Charles

War Photography

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

Watkins, Carleton Eugene
‘Watkins, Herbert

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

Waxed Paper Negative Processes
Wedgwood, Thomas
Weed, Charles Leander
Wegener, Otto

XX1V

Wehnert-Beckmann, Bertha
Welford, Walter D.

Wellington, James Booker Blakemore
Werge, John

Wet Collodion Negative

Wet Collodion Positive Processes
Wey, Francis

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

White, Clarence Hudson

White, Henry

White, John Claude

‘White, John Forbes

White, Margaret Matilda
Willeme, Frangois

Williams, Thomas Richard
Willis, William

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

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

Women Photographers

Wood, John Muir

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

Wothly, Jacob

Wratten, Frederick Charles Luther
Wynfield, David Wilkie

X
X-Ray Photography

Y

Yearbook of Photography
Yokoyama Matsusaburo
York, Frederick

Young, Thomas

V/

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



Thematic List of Entries

Companies

Agfa

Alinari, Fratelli

Autotype Fine Art Company

Bassano, Alexander

Bausch & Lomb

Bonfils, Felix, Marie-Lydie Cabanis, and Adrien

Britannia Works Co. (Ilford Ltd)

Brogi, Giacomo, Carlo and Alfredo

Bruckmann Verlag, Friedrich

Caldesi, Leonida & Montecchi

Chevalier, Vincent & Charles Louis

D’ Alessandri, Fratelli

Dallmeyer, John Henry & Thomas Ross

Downey, William Ernest, Daniel, & William Edward

Elliott, Joseph John & Fry, Clarence Edmund

Frith & Co

Goerz, Carl Paul

Goupil & Cie

Hering, Henry & Co.

Hills, Robert and John Henry Saunders

Kodak

Lafayette (James Stack Lauder)

Lambert & Co., G.R.

Lemercier, Lerebours and Bareswill

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

London Stereoscopic Company

Marion and Company

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

Mawson & Co

Mayer & Pierson

Murray, Richard and Heath, Vernon

Negretti and Zambra

Neurdein Freres

Notman, William & Sons

Ottewill, Thomas & Co.

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

Rouch, William White

Scovill & Adams

Smith, Beck & Beck

Taylor, A. & G.

Underwood, Bert and Elmer
Watson, William & Sons

Whatman, James & Co.

Zangaki Brothers

Formats

Cabinet Cards

Card Formats: Minor Formats

Cartes-de-Visite

Cased Objects

Lantern Slides

Mounting, Matting, Passe-Partout, Framing,
Presentation

Photographic Jewelry

Postcard

National and Regional Surveys
Africa

Africa, North

Arctic and Antarctic

Argentina

Australia

Belgium

Brazil

Canada

Central America and the Caribbean
Ceylon

Chile

China

Cuba

XXV
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Denmark

Egypt and Palestine

Finland

France

Germany

Great Britain

Greece

Hawaii

Hungary

Iceland

Indonesia

Ireland

Italy

Japan

Korea

Mexico

Netherlands

New Zealand and the Pacific
Norway

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

Poland

Portugal

Russian Empire

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

Sweden

Switzerland

United States

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

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

Ackland, William

Acres, Birt

Adam-Salomon, Antoine-Samuel

Adamson, John

Agnew, Thomas and Sons

Aguado de las Marismas, Comte Olympe-Clemente-

Alexandre-Auguste and Vicomte Onesipe-
Gonsalve

Ahrendts, Leopold

Alexandra, Queen

Allen, Frances Stebbins and Mary Electa

Alma-Tadema, Sir Lawrence

Alophe, Menut A.

Altobelli, Gioacchino and Molins, Pompeo

Amici, Giovanni Battista

Anderson, James

Andrieu, Jules

Angerer, Ludwig and Viktor

Annan, James Craig

XXV1

Annan, Thomas

Anschiitz, Ottomar

Anthony, Edward and Henry Tiebout

Appert, Eugene

Archer, Frederick Scott

Arnold, Charles Dudley

Arnoux, Hippolyte

Artaria, Ferdinando

Asser, Eduard Isaac

Atget, Jean-Eugéne-Auguste

Atkins, Anna

Aubert, Frangois

Babbitt, Platt D.

Bacot, Edmond

Baker, EW.

Baldi, Gregor and Wiirthle, Karl Friedrich

Baldus, Edouard

Ball, James Presley

Bambridge, William

Barkanov, V.

Barker, Alfred Charles

Barker, George

Barnard, Edward Emerson

Barnard, George N.

Barnardo, Thomas John

Barnett, Henry Walter

Bartholdi, Frédéric-Auguste

Baudelaire, Charles

Bauer, Francis

Bayard, Hippolyte

Bayliss, Charles

Beals, Jessie Tarbox

Beard, Richard

Beato, Antonio

Beato, Felice

Béchard, Henri and Emile, and Délié, Hipployte

Becquerel, Edmond Alexandre

Bede, Cuthbert

Bedford, Francis

Beere, Daniel Manders

Behles, Edmondo

Belitski, Ludwig and von Minutoli, Baron
Alexander

Bell, William

Bell, William Abraham

Bell, William H.

Belloc, Auguste

Bemis, Samuel

Benecke, Ernst

Bennett, Henry Hamilton

Bentley, Wilson

Berggren, Guillaume (Wilhelm)

Bernoud, Alphonse

Bertall, Charles Albert, vicomte d” Arnoux

Bertillon, Alphonse



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

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

Biot, Jean-Baptiste

Biow, Hermann

Bird, Lajos

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

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

Bolas, Thomas

Boldyreyv, Ivan

Bonaparte, Roland, Prince
Bonnard, Pierre

Bool, Alfred and John
Bottger, Georg

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

Brady, Mathew B.

Bragge, James

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

Braun, Adolphe

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

Brown Jr, Eliphalet
Brownell, Frank

Buchar, Michael

Buckle, Samuel

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

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

Cadett and Neall Dry Plate Ltd
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Caffin, Charles H.

Caire, Nicolas

Cameron, Henry Herschel Hay

Cameron, Julia Margaret

Cammas, Henri

Caneva, Giacomo

Capel-Cure, Alfred

Carabin, Francois Rupert

Carbutt, John

Carjat, Etienne

Carrik, William

Casiano, Alguacil Blazquez

Casler, Herman

Charcot, Jean-Martin

Charnay, Claude-Joseph-Désiré

Chauffourier, Gustavo Eugenio

Chevreul, Michel-Eugene

Child, Thomas

Chit, Francis

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

Chute and Brooks

Cifka, Wenceslau

Civiale, Aimé

Claine, Guillaume

Claudet, Antoine-Frangois-Jean

Claudet, Frances George

Clifford, Charles

Coburn, Alvin Langdon

Cole, Sir Henry

Collard, Hippolyte-Auguste

Collen, Henry

Collie, William

Colls, Lebbeus

Colnaghi, Paul and Dominic

Constable, William

Constant, Eugene

Constantinou, Dimitrios

Cornelius, Robert

Corot, Jean-Baptiste Camille

Cosmes de Cossio, Antonio

Courbet, Gustave

Coutinho Brothers

Cox, James

Craddock and Co., James

Craven, William

Crémiere, Léon

Crombie, John Nichols

Crookes, Sir William

Cros, Charles Emile Hortensius

Cruces, Antioco and Luis Campa

Cruikshank, John William

Cuccioni, Tommaso

Cundall, Joseph

Cundell, George Smith and Brothers
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Currey, Francis Edmond

Curtis, Edward Sheriff

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

Dallemagne, Adolphe Jean Frangois Marin
Dally, Frederick

Dammann, Carl and Frederick
Dancer, John Benjamin

Dandoy, Armand

Darlot, Alphonse

Darwin, Charles Robert
Dauthendey, Karl

Davanne, Louis-Alphonse
Davidson, Thomas

Davison, George

Davy, Sir Humphry

Day, Fred Holland

de Azevedo, Militao Augusto

de Banville, Vicomte Aymard

de Beaucorps, Gustave

de Brébisson, Louis-Alphonse

de Clercq, Louis

de La Rue, Warren

de Meyer, Baron Adolph

de Prangey, Joseph-Philibert Girault
Deane, James

Degas, Edgar

Delaborde, Henri

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

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

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

Diamond, Hugh Welch

Dickson, William Kennedy-Laurie
Dillwyn, Mary

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

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

Draper, John William

Du Camp, Maxime

Dubois de Nehaut, Chevalier Louis-Pierre-Theophile

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

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

Eakins, Thomas

Eastlake, Sir Charles Lock
Eastman, George

Eaton, Thomas Damont

Eder, Joseph Maria

Edison, Thomas Alva

Edler, Anton

Edwards, J.D.

Egerton, Philp H.

Eickemeyer Jr, Rudolf

Ellis, Alexander James

Ellis, William

Emerson, Peter Henry

Emperor Pedro 11

England, William

Enslen, Johann Carl

Epstean, Edward

Ermakov, Dmitri

Eugene, Frank

Evans, Frederick H.

Eynard, Jean-Gabriel
Fallowfield, Jonathan

Famin, Constant Alexandre
Faraday, Michael

Fardon, George Robinson
Farmer, Howard

Fenton, Roger

Fiebig, Frederick

Fierlants, Edmond

Fisher, George Thomas

Fiske, George

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

Fly, Camillus Sidney

Foelsche, Paul Hinrich Matthais
Fontayne, Charles H.

Forbes, James David

Forrester, Baron Joseph James de
Foster, Peter le Neve

Foucault, Jean Bernard Léon
Fowke, Francis

Fox, Edward



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

Fréchon, Emile

Fredericks, Charles De Forest

Freeman, Orrin

Frénet, Jean Baptiste

Fresnel, Augustin

Fresson and Family, Théodore-Henri

Friese-Greene, William

Frith, Francis

Frizshe, Julius Fedorovich

Frond, Victor

Fry, Peter Wickens

Fry, Samuel

Fry, William Ellerton
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Le Gray, Gustave

Le Prince, Augustin
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‘Watkins, Herbert
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Emulsions

Exposure

Fixing, Processing, and Washing
Latent Image

Light-Sensitive Chemicals
Paper and Photographic Paper
Photocrom Process

Stanhopes

Toning
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XXXI1V

Books Illustrated with Photographs: 1850s

Books Illustrated with Photographs: 1860s

Books Illustrated with Photographs: 1870s

Books Illustrated with Photographs: 1890s
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Introduction

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

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

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

How to Use This Book

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

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

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

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

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

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

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

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

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

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



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

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

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

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

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

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

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

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

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

The publication of both the Encyclopedia of Nine-
teenth-Century Photography and the companion
three-volume Encyclopedia of Twentieth-Century
Photography, document the magnitude of nineteenth
century photographers’ vision, and the extent to which
their early predictions for photography have been
achieved and surpassed. These two texts present in a
set of reference books what will become the standard
sources of students for years to come. These volumes
will also by their breadth and content undoubtedly drive
further photo-historical research in many of those areas
of study.
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ABBE, ERNST (1840-1905)

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

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

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

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

JoHN HANNAVY

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

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

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

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

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

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

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

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

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

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

ENGIN OZENDES

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

Abney was born in Derby, England on July 24, 1843, the
eldest son of the Rev. Edward Henry Abney and Cath-
erina Abney (formerly Strutt). His father was the vicar of



ABNEY, WILLIAM DE WIVELESLIE

St Alkmands, Derby (later the prebendary of Lichfield).
Through his mother, Abney was the great great grand-
son of Jedediah Strutt, a partner of Richard Arkwright,
inventor of the waterframe spinning machine.

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

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

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

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

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

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

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

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

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



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

JoHN WARD

Biography

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

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

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

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

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

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

Ackland died in Brixton aged 74 on 30 March
1895.

MICHAEL PRITCHARD

ACRES, BIRT (1854-1918)

American photographer

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

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

STEPHEN HERBERT

ACTINOMETERS AND EXPOSURE

MEASUREMENT

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

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

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

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

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

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

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

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



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

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

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

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

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

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

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

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

MICHAEL PRITCHARD

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

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

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

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

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

MARGARET DENNY

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

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

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

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

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



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

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

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

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

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

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

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

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

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

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

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

STEPHEN MONTEIRO

Biography

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

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

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

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

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

Studios

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

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

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



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

Photographic manufacturers and retailers

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

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

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

MICHAEL PRITCHARD
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PHOTOGRAPHY

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

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

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

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

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

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

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

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

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

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

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



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

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

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

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

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

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

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

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

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

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

MARGARET DENNY

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

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

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



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

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

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

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

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

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

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

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



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

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

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

DAVID MATTISON

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

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

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

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

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

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



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

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

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

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

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

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

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

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

ANNE-MARIE EZE

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

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



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

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

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

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

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

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

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

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

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

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

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



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

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

ONESIPE-GONSALVE (1830-1893)

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

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

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

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

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

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

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

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

DENIS CANGUILHEM
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AHRENDTS, LEOPOLD (1825-1870)
German photographer

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

STEPHANIE KLAMM

ALBUMEN PRINT

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



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

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

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

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

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

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

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

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

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

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

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

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

Workers, generally women, would fill a tray to a
depth of approximately two-thirds to three-quarters of
an inch with the albumen solution and float the paper
on the surface for 1 and a half minutes. Only one side
of the paper would be coated before drying and, if
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dried quickly at a high temperature, the result would
be glossy. In the nineteenth century, temperatures of
30-50 degrees Celsius were maintained. The sensitized
and dried sheets of albumen paper were then hung in
a closed box and subjected to the vapors of ammonia.
The fumes were supplied by placing strong ammonia in
a dish in the bottom of the box. The process continued
for 5-10 minutes and its purpose was to make the paper
more sensitive and to obtain richer, more brilliant prints.
Although fuming formed a common part of the Ameri-
can process, it was rare in Germany. Tedious to produce
and slow to develop, albumen paper disappeared as a
commercial article in 1929.

CARYN E. NEUMANN
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ALEXANDRA, QUEEN (1844-1924)
English photographer

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



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

ANDREA KORDA

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

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

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

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

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

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

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

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

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

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

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

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



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

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

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

ALLEGORICAL PHOTOGRAPHY

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

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

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

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

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

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

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



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

STEVE EDWARDS

See also: Rejlander, Oscar Gustav; Cameron, Julia
Margaret; Price, William Lake; Talbot, William Henry
Fox; Daguerre, Louis-Jacques-Mandé; and Bayard,
Hippolyte.
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ALLEN, FRANCES STEBBINS (1854-
1941) AND MARY ELECTA (1858-1941)

American photographers

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

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

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

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

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

JoHN HANNAVY

ALMA-TADEMA, SIR LAWRENCE

(1836-1912)
English patron

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

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

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

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

JoHN HANNAVY

ALOPHE, MENUT ALEXANDER

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

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

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

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

PIERRE-LIN RENIE

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

Studio owners, Italy

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

ALISTAIR CRAWFORD

AMATEUR PHOTOGRAPHER

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

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

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

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

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

BECKY SIMMONS

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

CAMERA CLUBS, AND SOCIETIES

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

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

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

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

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

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

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

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

A major change in amateur practice occurs in the
1880s. By this time, reliable gelatin dry plates have
been developed and mass marketed by manufacturers.
The speed of the plates allowed for hand held cameras,
and manufacturers came out with “detective” cameras,
named after their ability to be used inconspicuously.
New, more sensitive printing papers also eased the pho-
tographer’s burden, and equipment in general becomes
less expensive. George Eastman, founder of the Eastman
Kodak Company brought about the next important ad-
vancement. In the 1880s his company developed a roll
holder and flexible film that resulted in the 1888 Kodak
camera, which allowed even greater simplification of the
process, essentially opening up photography to any level
of practitioner. Photography was definitely no longer for
the wealthy and the learned but appealed to a broader
section of society, allowing people of more modest
means and education to take up the hobby. Photography
caught the fancy of the late nineteenth century middle-
class. People joined clubs in droves, and the number of
organizations grew exponentially yet again. As earlier,
the clubs served both technical and social needs of ama-
teurs. They usually had offices with meeting rooms, and
spaces for dark rooms and printing with communal appa-
ratus. Lantern slide shows by individuals were regularly
presented, offering a chance to show personal work and
share travels. There is a revival of postal print exchanges
in the last decade of the century as well as lantern slide
exchanges among clubs. Manufacturers understood
the financial power of amateurs, their keen interest in
the newest cameras and equipment, and became more
involved with their practice. They sponsored contests
and marketed heavily to them, fostering a symbiotic
relationship. New journals appeared such as the British
Amateur Photographer and American Amateur Photog-
rapher, which catered specifically to amateur interests,
as well as manuals which brought simpler instructions
and a lighter attitude. Women joined clubs which did
not allow them previously, and their presence becomes
common. The American photographer Catharine Weed
Barnes Ward became a spokesperson and advocate for
women photographers, and wrote on subjects of interest
to amateurs in her many articles in American photo-jour-
nals, in particular her column for women in the American
Amateur Photographer, which she eventually coedited.
She published several illustrated books and regularly
contributed to journals before becoming coeditor, with
her husband H. Snowden Ward, of the British journal
The Photogram and several other periodicals.

33



AMATEUR PHOTOGRAPHERS, CAMERA CLUBS, AND SOCIETIES

The last decade of the century saw renewed and
heightened discussion around the question of aesthet-
ics and art photography. This preoccupation caused a
strain among classes of amateurs. Those who considered
themselves more serious photographers felt compelled
to distinguish themselves from the legions of snapshoot-
ers that used a simple Kodak camera to photograph
trips, special occasions, and family and friends; they
also differentiated their practice from professionals,
whose reputation for quality had fallen in recent years.
Another, very visible group of amateurs aspired to make
more aesthetic photographs, and separated themselves
from those more interested in making technically good,
but fairly conventional photographs from the standpoint
of composition and choice of subject matter. Artistic
matters became central to their practice and they took
on critical issues of traditional aesthetics and followed
certain principles of painting and printmaking. The pho-
tographic press also joined the discussion, and journals
like the American Amateur Photographer advocated
taking more time with the artistic side of photography
and encouraged their readers to “elevate” their art.
The photographs created are variously labeled artistic,
expressionistic, or pictorial, the latter term now used to
distinguish this particular type of artistic photograph
created during the late nineteenth and early twentieth
centuries.

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

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

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

BECKY SIMMONS

See also: Daguerre, Louis-Jacques-Mandé; Talbot,
William Henry Fox; Daguerreotype; Calotype and
Talbotype; Morse, Samuel Finley Breese; Herschel,
Sir John Frederick William; Wheatstone, Charles;
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Snowden; Emerson, Peter Henry; Robinson; Photo-
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AMERICAN JOURNAL OF

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

AMERICAN JOURNAL OF PHOTOGRAPHY

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

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

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

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

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

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

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

Such debates offer rich sources and insights into
discussions of the social and cultural purposes that
photography should serv