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Lntroduction

Corridyr of the Guze, our exhibition from ihe permanent enllection, s
divided o four pases, The first, Theatrical Tubleanx, addresses phoro.
graphs that presene naratives i an exhibition thar surveys the history
of photography while inviting viewers o consider the distincrive
charactermeics of photography as & medium of expression.

In mid nineteenth century Burope, when phoography was still
very new, it madeled seself seylistically on painting in an effory o win
the status of 3 fine arw i the contemporary ot world, Many ealy
photeigeaphs slso expheifly borrowed their themes from paineing. [n
the early history of phetography, photography was said o surpass
patncing in jis abafity o E|l|:|1ri.dl.‘ reahistic depictions, yoi ;rimt':l_l{fﬂl'lh"‘“.-
fully aware of phowography's shility 1o create an accurate record of
what was before one’s eye, tumed for the most parr to painting in
search of stylistic inapiration. The massive influence Wessern paineing
had o photography exrended o wse of the images diar painting

Theatrical Tableaux—Victorian Photography and Painting
Kyoko Timbo

Uy picterst poeshi—poewry i like painting, Firn ariculaced in
Horace's Ao Potics {019 BC), that analegy berween the medin of
poctry and painting was widely debared from dhe Middle Ages chrough
the exghteenth century, In Europe, at least until the mid sigheesnth
cenrury, literature and painting were regarded as sister ar. The
seandard for evaluating works of liverature, “painting with a voice,” was
how visual images were depicred, while the eriterlon for judging
painring, “voiceles poory,” was how richly it reflected liternay gqual-
itics

Today, liverarure and the visual s of painuing are regarded as
essentially different modes of expression, but & mete century before
photography was invented in Europe, they were treared as having
extremely close rvies. That intellec-
wal hiugory s o fascinacing back
ground o bear in mind in consider-
ing the narmiive qualities discernible
b owaorks of 'pht.‘-rngra.p]n'f as a yesunl
art &5 it began developing e the
ninereenth century

Owear Gusgav Rejlander's The
Twe Wap of Life, an allegorical
work published m 1857, is an ambi-
tious compesite picture printed [gom
over 30 negatives. Using actors dres-
sed in anciens Roman garb as models
and working in an Ialisn Renais-
sance siyle, he contrasved Indusory in
the lefehand side of the image with
Dusipaton on the righr,  That
Cucen Vicroria putchased T Tuw
Ways #f Life a3 a gift for Prince
Albers sugpests the atcention lavi-
shed on thas picrure, but it was by no
means universally pratied. Reflander's
contempotarics  in photographic 3 r
circles engaged in lively argument AR Ywberiv—n
concemning the amistic qualivies of  FIELIZW, LA T-H—H-TE
I Fr b prt— Y}
| RAOIEE] (& 42 N 2 b)

13.6%12.9cm

his work a8 part of the debate on the
stutus of photography as an an

Joha Ruskin, che art ontic and
social reformer, praised photography’s hility to reproduce accurazely,
while criticizing meee sealism in painting, The poer Charfes Baudelaire
heaped fevocions criticism on the idea thac photography could be an
are; be feared thar photography would invade the teritories of ar,
which is insubsrantial, and impinge on regons thar touch on the
human spigie. Within that chimate of debate, Replander’s allegorical
pictare, detived from morally instructive fales thar appealed o Yicror
ian solemniry and conscicntionsness, was one atrempt to win photogra-
ply & position among the ars

Crities tended over time, however, to evince a growing skepoicim
abour how concepts and ideals could be expressed through photogra
phy. As Geosge Bemard Shaw said, photography was oo true 1o
preach o wo Mlostrare merally instroctive subjeces: becanse the camera
copicd whatever it was direcred af o an almose exasperaring degree,
photography was not suived to conveying subtle suggestions or symbal-

3 (£ 5
Hippalyte Bayard
"Le Noyé", Auto-pororai

regarded as i wellspring of creativity: histoey, myrhs, the bible, and
poetic images.

Photographers in the mncteenth contury were particulary influen-
ced by Victorian narraive painrings and the Pre-Ruphaelives, and many
works in both medis resulted from a femile interaction berween
painting and photography, Slightdy later, the pictonial phorographs
paiblished in Camers Werk in the eatly twentieth cenrury oreasionally
demonsreated namanve imagination amidat ther burgeaning lyticism, In
an extension of the nacrative trend, in recent years self portrans, which
amimilate the photographer's own idenniry o the work, and the we
of sequencing and other technigues ro combine images huve produced
thearrical, playful images woven of photographs

This exhibition traces che pesspectives that have formed the
lnsicry of phorography through o wide range of A ges, from nine-
icemth century to contemporary waork, maloly drawe from the
musenm's collection

wm. Thus, Kejlander's The Tuw Wap of Life lacer camie 1o be reganded
us & monumental piece of milibish, not & demonstration of photoeire
phy's starus us an arc form

Replander himself gradually boss confidence in his composite image
approach and subsequently produced few symbolic or allegorical
wotks, Bur Henry Peach Bobinson, who had been inspired by Rejlan.
der 1o create composite. photagraphs, proved different 1o che crivics
and weng on (o creare & large number of allegosical works, The first
composite work he exhibited, Fualing Awsy (1858}, and his 1885 Douw
and Swmser tended vowards the symbolic in composition, bur his later
work i what was essemally phatomantage sought a raturad style and
was stimulated by the postry of Tennyson and Spenser o illusrrane
everyday [ife and geare scenes. Robimson, asserting that “Imagination
is aet,” regarded himsell as s Pre-Raphaclize. In response to crivicism of
his composite plotographs, he said, “As w ridicule, we must of course
bear ir; but we can take some com-
forn from the progres of pre-
Raphaclisism, for meny years justly
laughed ar for [ts crudities und bad
drawing, as my attempits are laughed
at for their ‘cruel cuning outlines,”
] g

Julin Margarer Cumeron  was
imtroduced to the world of photogrs-
phy i 1864, ar the age of 48, when
her daughter gave ber & camera
During the following decade of
intense wotk, she prodeced some
3000 smages in on ambitious drive o
creative  development, submirting
wok for salon exhibitions each year,
for example. Among her friends
were Sir Jahn Herchiel, who himsel{
made significant  contriburions o
photography; the poer Alired Loed
Tennyson; his worthy rival the poet
Sir Henry Taylor: and the painter
Geotge Fredevic Watts. They all
appear, singly or somerimes  with
members of their families, in some

Gelatin silver pring
€. 1840 (Prinre:d larer)
13.6X12.%¢m

form or ather in her phatographs,
and theis influence can been seen i
her wark. {Cameron was also a great
aumt of Virginis Woolf, the English novelist, and a eharacrer hased on
Cameron appears in cne of Woall's novels.)

Powerful portraiture was the mose siriking characteristic of
Cameron’s wonk. Her seybe, which used soft focus rechniques to cast
her subjects in dramaric shadows, was crivicized by contemporary
plictageaphers as the product of immature technique, but her work was
filkcd with a sense of drama and life and creared its own disuncrive
acmosphere. Her waork began wich portaimore in che 18608 and evolved
it phatographs of moifs based on narcacive lerature in the 18705
in them she made effective use af her expressive powers as a ssoryiellen.
The narrative backgrounds tha Cameron preferred were Madonna
studics 3 la Giotro and Rapleel or the Archuriun legends and works of
Shakespente sucly as King Lewr, which were both read with plcasun:
and widely used as subjects for Vicroran nartative painting, Tennyso,
one of het pormnair subjects, was photograplied as 2 monk in an image
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Julia Margaret Cameron
Study of a Young Girl
Albumen pring

186070 34.2%26.00cm
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Britich farvnal of Phoisgraphy, 2, [wly 1860, lan jeilrey, Phatoprapby;

A Cowcine Higory, London, Thames and Huwdson, 1981, pais.
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tescribed as inspired by Rembrans; that pareraie of him costemed as o
monk appeared as the fontspiece for his Arthurian pomance, The
Wolylly of the Bang. The eflect of her subtly, delicately staged phoro-
graphs was o magical brew of real madels and the fantasy world of
narrative thar devised umages strikingly similas 1o thoss creared on
sage

Cameren, like Robmson, had close ties oo the Pre-Raphaelives. Her
sdsrer Sara’s mansion, at which Cameron resided for o rime, was the site
of & salon to which William Holman Hunr and Sie Edward Bumme- Janes
were mivived, Cameron also gave her work 1o Dance Gaboel Rossei,

FalFer— s kpduz.
#EDED
TrladlieYsp
1860709 21 9% 17.0em

Julia Blargarer Cameron
The Kiss of Praco
Albumen pring

1860-70  21.9x17.0cm

the Pre-Raphaclite, who was also known to ke his own plictograpls
and wse them in painting and whose invelvement, it & thoughe,
occasicened other artists’ king note of photography. Photography,
with its abifity ro reproduce the outward form of & material substance
in derail, was 2 mediom that proved a comvenient aid o therr artistic
rrl"||.n|5|:|1|.n. which lavored clear outlines and depicted details of fowen
andd other decorative items imbued wirh symbolical meaning. **

Thase tnfluences and her own nature 15 something of & poctaster
are evident in Cameron's dlustrations of Tennyson, She, lke Robinson,
wished o make photography a high s, and ber repuration as a
brillians phpmgr;ph:: reming unquestioned, Critical opinion of her
work, and especially of her illustravions of narrative lireratuse, i nor,
however, uniformly fsvorable. Helmut Gemsheim, the historian of
photography, noted thar she “spent much ume in the misguided effon
ter explore the realm of fancy,” and her effosts in that direction “appear
ludicrous o modern eyes'™=

While paineing is permitred narrarive subjecrs and has continued
irs long meditation on them, rheir wse in phorography has been a
subject of conrroversy; such subjects were regarded a3 difficule o
incorporate invo the newer are. Carmeron's contemporaties thought that
photography, o scieneific process hlessed with documentary qualiies,
r;'pn:n:lucos what i3 real and e, While it does address one aspect of
the narure of photography, thar definition of photegraphy iself rended
to stamp it a5 artistically disabled.

Wicrorian photographers streeched che technelogy available o
them ns far as they could in an atcemps to imitate paincerly rechniques
and win accepnce among Academic painting circles, that effore rook
them into the wordd of the irl1u.g'i||.1.|!i|::-|:|. in work with n strongly
narrative tone, These effors 1o creep into the creative worlds of
painting and poctry pue photography in an expressive domain where—
ugable vo create work grounded in reality, though chey provided o
prasp on reality—the results were necessarily fakes. Pur even as
ph.nrq_'.";n'phcr:. rriedd to illuserate 3 world of deas based on visual sreh

using actual models, they were unable o banish reality Trom the

staged-looking aoasense, The poing, for the Vicoorian critics who
condemned Robinson and Cameron, was condemning, as making a
mockery of asc—and feaning —expressive artists working in a medium
whose nature was unknown, who ventured into dead ends, inrersrices
between the reality of science and the world of the imagination.
Subscruent rremds in painting were affeceed, of course, not only
by the new possibilines suggested by photography bur abso by ransfor.
arations within the contemporaneows context in response to a changing
reirgent. [t s not possible to consider the direcyions that painring ook
without talking about rhe impact af Phl::-rllu_'.r.;ph!.' and other crpressive

imaginarive world depicted by poetry and painting. The effor o
reprodace  narrative  in p|:|||d1|llp':||'|hs| |:|rr1:w|1i|5.- lHlnIuL'ﬂJ alsrd,
stuged-looking sonsense. The poine, Tor the Vigrorian corics. who
condemned Robingon and Cameron, was condemning, as making a
mockery of arr—and fearing —expressive artists working in 8 medium
whose narure was unknown, who venoured into dead ends, interstices
berween the realiry of serence and the world of the st o

&.ﬂmrqu:nl tremds painting were alfected, of course, not paly
bwy the new possibulities suggested by photography but also by transfor-
mations within the conemporancaus conrext in response o 2 changing
eeatgeist. In s nor possible ro consider the dirccions thar painong took
without talking sbout de impact of photography and other expressive
mediz on i, Indeed, it may not be an overstatement to say that in the
Wicvariun period, the coadle of photography, photography and painting
Were o :lm.rl}' linked chag they were in an almeoss marical relationship.
That marriage was also a rite of passage in the history of photagraphy,
a passing through muliple difficulries.

Was the Victosian marriage of phorography and paincing a happy
ane? A foalish quescion, bur we can conclude, ar lease, that the
ninetecnth century photographiers, with all cheir ideas and enthusiasm,
contribured ta building rableaus thar were like thearer sets, fiction and
fanrasy filled with the most proper allegorical and moral implicarion

{Curator, Tokyo Meteopolitan Museam of Photgraphy)

Mare
| Henry Peach Robinion, “Composition NOT Parchwork,”  Beiih
Joermal of Phoisgrapby (2 luly 186a), quoted in lan Jeffrey, Photogea-
phy: A Concise History {London: Thames and Hudson, 19813, p. 43
As in Robinson's work, so0 cen we discem many Pre-Raphselme
intluences in Cameron's work, For .*:-'sm|-\]r_ rhe likelihood thar the
masdel, pose, and r-.'u'npmirinn. of her .H..} Pr.'n.'r_.r—P-r-H.ip.fu:.ﬁ."
Stwady way comsciowly modeled on Williem Holman Hunt's fabolfa
and the Pat of Bad, has been pointed our
bt | Helmuwr and  Almon Gemsheun, A Cowcie Netory af  Photograrpby
(1964, p. 79
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William Henry Peach Robinson
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William Henry Peach Robinson (1R30-1901}
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Bringing Home the May
POP print

1862 (Printed in 1975)
§7, 2406, Rcm




Clarence Hudson White
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Clarence Hudson White (1871-1925%)
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Hlustartion o “Eben Holden™
Fromm “CAMERA WORK, No.g'

1905
Photogravure
1065 L3 e
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A LA Guido Rey (1661-1933)
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A Flemish Interior

from "CAMERA WORK, Mo.24"
1908

Photopravure
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David Octavius Hill ¢ Robert Adamson

Emile Joachim Constant Puyo
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David Ocravios Hill (1802=-1870) & Robere Adamson (1821=1848)
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The Bird Cage

from “CAMERA WOHRK, No.2g"

1202
Photogravure
20,7 16.0cm
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Emile Joachim Constant Puyo (1837-1933)
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Ewude, Le Nu
Gum-bichromate prine
1924
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Cindy Sherman

LT Lep—Y  Cindy Sherman (1934-)
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Untitled Film Stifl, 22, 1978
Grelatin silver print

1978
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Cindy Sherman

Untitled Film 5dll, 219, 1978
Grelatin silver print

1974
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Cecil Beaton

il E—=pi  Ceal Beaton (1904-1980)
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Lady Windermere's Fan
Gelarin silver prine

1946
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Kikuji Kawada

Jindrich Styrsky

NS i Hikuji Kawada (1933-)
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Ecole de Fontainblean, G.D,

from "Nude Muoscum”
Grelain silver pring
1931
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On the Needle of These Days
Gielatin silver prine
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On the Needle of These Days
Gelatin silver pring
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