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

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

The Daguerreotype in America

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

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

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

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

Another factor that contributed to the rapid improve-
ment of the daguerreotype in the United States was the
arrival in November, 1839, of the French agent Frangois
Gouraud, with franchises for the sale of equipment. His
demonstrations, along with exhibitions of Daguerre’s
images, evoked interest in the many cities where they were
held, even though Americans did not consider it necessary
to purchase rights or use authorized equipment in order to
make daguerreotypes. As in Europe, technical progress
was associated with portraiture, but improvement also was
apparent in images of historical and contemporary monu-
ments and structures. Owing to the primitive nature of his
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JESTEE o4 HirroLYTE BAYARD.

_‘2 Excavation for vue Tholozé, 1842.

' Paper negative. Société
Franqgaise de Photographie,
Paris.

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

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

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

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

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

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

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

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

28. EDWARD GREENE MALBONE. Eben Farley, 1807.
Miniature on ivory. Worcester Art Museum, Worcester, Mass.
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st. Davip Octavius HiLL and ROBERT ADAMSON. Redding the Line (Portrast of James Linton),
c. 1846. Calotype. Scottish National Portrait Gallery, Edinburgh.
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s2. Davip Ocravius HiLL and ROBERT ADAMSON. The Misses Binny and Miss Monro, ¢. 1845.
Calotype. Metropolitan Museum of Art, New York; Harris Brisbane Dick Fund, 1939.
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68. ALEXANDER GARDNER. Abraham Lincoln, April, 1865. Albumen print. Library of Congress, Washington, D.C.
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69. HEINRICH TONNIES. Four Youny Blacksmiths, ¢. 1881. Modern gelatin silver print from original negative.
Formerly collection Alexander Alland, North Salem, N.Y.
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and explorations (see Chapter 3) that followed the end of
the Civil War. In the wake of these expeditions, several
frontier studios opened their doors to Native American
sitters, among them that of Will Soule, in Fort Sill, Okla-
homa, which specialized in commercial portrayals of indivi-
duals posed formally in front of painted backdrops, as in
an 1868 photograph titled simply Brave in War Dress (pl. no.
71). In South America, Mare Ferrez, the best-known Bra-
zilian photographer of the 19th century, photographed
Indians of the Amazon region while on expeditions to the
interior in the mid-1870s; in the same years strong interest
in images of indigenous peoples prompted studios in Aus-
tralia to photograph the Aborigines of the region.

Camera Portraits in Asia

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

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

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

On the Indian subcontinent, however, photography in
all its varieties, including portraiture, was promoted by the
British occupying forces and cagerly taken up by Indian
businessmen and members of the ruling families. Com-
mercial firms owned by Indian photographers, individuals
appointed by the courts, and those working in bazaars
began to appear in large cities after the 1860s in order to
supply the British and Indian ruling class with images of
themselves. The most renowned enterprise was that started

i
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72. YOSHIKAZU ISSAN. French Couple with a Camera, 1861.
Color woodblock print. Agfa-Gevaert Foto-Historama,
Cologne, Germany.
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74. JULIA MARGARET CAMERON. Si7 John Herschel, April, 1867. Albumen print.
Museum of Fine Arts, Boston; Gift of Mrs. J. D. Cameron Bradley.
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75. JULIAMARGARET CAMERON. My Niece J ulia ] ackson,1867. Albumen print. National Portrait Gallery, London.
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84. NADAR (GASPARD FELIX TOURNACHON). Self-Portrait, c. 1855. Salt print. J. Paul Getty Museum, Los Angeles.
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85. ADRL: N TOURNACHON. Emule Blavier, ¢. 1853. Albumen print. Biblioth¢que Nationale, Paris.
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87. ETIENNE CARJAT. Alexandre Dumas, from Galerie Contemporaine, 1878. Woodburytype.
International Museum of Photography at George Eastman House, Rochester, N.Y.
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89. ETIENNE CARJAT. Groacchino Antonio Rossini, from Galevie Contemporaine, 1877.
Woodburytype. International Museum of Photography at George Eastman House, Rochester, N.Y.
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91. ETIENNE CARJAT. Emile Zola, from Galerie Contemporaine, 1877.
Woodburytype. Private Collection.
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93. ETIENNE CARJAT. Charles Baudelaire, from Galerie Contemporaine, 1878. Woodburytype.
International Museum of Photography at George Eastman House, Rochester, N.Y.
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94. ET1ENNE CARJAT. Victor Hugo, trom Galerie Contemporaine, 1876. Woodburytype. Private Collection.
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95. ETIENNE CARJAT. Emile Louis Gustave de Marcéve, from Galerie Contemporaine, 1878. Woodburyvtype. Private Collection.
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103. O. MESTRAL. Cabors: Pont Valentvé, c. 18s1.
Calotype. Caisse Nationale des Monuments
Historiques et des Sites, Paris. © Arch. Phot.
Paris/SPADEM.
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104. EDOUARD DENIS BALDUS. The Flooding of
the Rhone at Avignon, 1856. Calotype. Caisse
Nationale des Monuments Historiques et des
Sites, Pans. © Arch. Phot. Paris/SPADEM.
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118. CHARLES SOULIER. Gorge of the Tamine, c. 186s. Albumen print. Collection Gérard-Lévy, Paris.

LANDSCAPE AND ARCHITECTURE :: III






120. ROGER FENTON. The
Terrace and Park, Harewood
House, 1861. Albumen print.
Royal Photographic Society,
Bath, England.

121. GEORGE WASHINGTON
WILSON. The Silver Strand,
Loch Katrine, c. 1875-80.
Albumen print. George
Washington Wilson
Collection, Aberdeen
University Library.
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149. EADWEARD MUYBRIDGE. A Study of Clouds, c. 1869. Albumen stercographs.
Bancroft Library, University of California, Berkeley, Cal.

authentically photographic method—the sky shade—a
shutterlike device that blocked the amount of blue light
reaching the plate. As has been noted, cloud studies, sim-
ilar to this group by Muybridge (pl. no. 149), were made by
photographers everywhere during this period, in part to
redress the problem of an empty upper portion of the
image and in part because of the photographers’ fascina-

tion with the ever-changing formations observable in the
atmosphere. Muybridge, whose deep interest in ephemeral
atmospheric effects was perhaps inspired by association
with Bierstadt in 1872, also made a number of remarkable
pictures in 1875 of smoke and mist-filled latent volcanoes in
Guatemala (pl. no. 150).

Timothy O’Sullivan, a former Civil War photographer
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158. JOHN L. DUNMORE and GEORGE CRITCHERSON. Sailing Ships in an Ice Field, 1869. Albumen print.
International Museum of Photography at George Eastman House, Rochester, N.Y.
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194. KUSAKABE KIMBEL. New Year Dnill of Japanese Fire Brigade, c. 1890. Albumen print.
[nternational Museum of Photography at George Eastman House, Rochester, N.Y.
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196. EDWARD S. CurTIs. The Vanishing
Race, ¢. 1904. Platinum print. San Francisco
Muscum of Modern Art; extended loan of
Van Deren Coke.

197. ROBERT FLAHERTY. Portrait of Mother
and Child, Ungava Peninsula, 1910-12.
Gelatin silver print. Public Archives of
Canada, Ottawa.
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