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Introduction 

 
This box contains images from some of the first photographers and discusses the 
development of photography through the late 19th and early 20th century. It traces the 
medium from its origins in the 1840s to its first formal artistic style, Pictorialism, around the 
turn of the 20th century. 
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Box 1: The History of Photography (1839 – 
1900) 

 

 

 
 

 

 

 

 

 

 
 

David Octavius Hill (1802 – 
70) and Robert Adamson 
(1821 – 48) 
Newhaven Fishermen 
1845 
Newhaven, Scotland 
Museum no. 3163-1955 
 

Roger Fenton (1819 – 69)  
Skeleton of Man and of the 
Male Gorilla (Troglodytes 
Gorilla), About 1855 
London 
Museum no. 40849 

Unknown photographer  
South Kensington Museum, 
under construction 
1857 
London 
Museum no. 1950-1938 

Francis Frith (1822 – 98) 
On the Tagus, Toledo 
1860 – 70s 
Toledo, Spain 
Museum no. E.3704-1995 

 

 

 
 
 
 

 

 

 

 

 

 

Lady Clementina Hawarden 
(1822 – 65) 
Study from Life or 
Photographic Study 
About 1863 – 64 
London 
Museum no. 249-1947 

Isabel Agnes Cowper (1826 
– 1911) 
Still Life 
1880 
London 
Museum no. 79790 
 

Julia Margaret Cameron 
(1815 – 79) 
The Anniversary (sitter 
Elizabeth Keown) 
1865 
London 
Museum no. 44949 

Eadweard Muybridge (1830 
– 1904) 
Jumping over Boy’s back 
(Leap-frog), from the series 
Animal Locomotion 
1887 
Museum no. PH.683-1889 

 
 
 
 



 3 

 

 
 

 

 

 

 

 

 

Frederick Evans (1853 – 
1943) 
Lincoln Cathedral, Stairway 
in Southwest Turret 
1895 
Lincoln 
England 
Museum no. PH.595-1900 

Eugène Atget (1857 – 
1927) 
Shop Sign, rue Geoffroy St 
Hilaire, Paris 
About 1900 
Paris, France 
Museum no. PH.2619-1905 

Edward Steichen (1879 – 
1973) 
Moonlight: The Pond, from 
Camera Work, number 14 
1906 
Museum no. E.204-1998 

Alfred Stieglitz (1864 – 
1946) 
Snapshot – In the New York 
Central Yards, from Camera 
Work, number 20 
1907 
New York, United States 
Museum no. E.209-1998 

 

 

 
 
Heinrich Kühn (1866 – 
1944) 
Portrait of Alfred Stieglitz 
1907 
Germany 
Museum no. PH.38-1977 
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David Octavius Hill (1802 – 70) and Robert 
Adamson (1821 – 48) 
Newhaven Fishermen 
1845 
Newhaven, Scotland 
Museum no. 3163-1955 

 

 
 
The two Scotsmen David Octavius Hill and Robert Adamson were the first important users of the 
calotype process in Edinburgh. Adamson, a chemist, was introduced to the process by his brother 
and by David Brewster of St. Andrew’s University. Encouraged by William Henry Fox Talbot (1800 – 
77), who invented the calotype process in 1840, Adamson opened a photography studio in 1843. 
 
Hill, a painter, is said to have contacted Adamson after being commissioned to paint a great 
commemorative painting of the formation of the Free Church of Scotland. Hill commissioned 
Adamson to take photographic portraits of the members of the Church, which Hill used as studies 
for his painting. The Hill and Adamson partnership lasted from 1843 until Adamson’s untimely death 
in 1848. During those few years, they produced at least 3,000 photographs and took portraits of 
many leading figures in Scottish society. They worked together to blur the lines between art and 
science in photography. Hill and Adamson used watercolour paper for both negatives and prints, as 
its fibres enhanced the painterly effect. Hill’s artistic training is evident in the carefully contrived 
lighting and sitters’ poses.   
 
Hill and Adamson created a distinctive photographic style and produced portraits, among many 
other things. They made up compositions and photographed local landscapes and urban scenes, 
including images of the Scott Monument under construction in Edinburgh. In the summer of 1845, 
the photographers went to the fishing village of Newhaven, near Edinburgh, to photograph the 
residents. Their objective was to publish six volumes of pictures on particular subjects. First on the 
list was The Fishermen and Women of the Firth of Forth. This project was never completed but Hill 
and Adamson took around 120 pictures of men, women, children, and groups. They thereby 
produced one of the first large-scale visual explorations of a community in the 19th-century. The 
three fishermen in this photograph were posed in the open air, since interiors were not light enough 
for a negative to be quickly produced. They would have remained completely still for one or two 

minutes. 
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Roger Fenton (1819 – 69)  
Skeleton of Man and of the Male Gorilla 
(Troglodytes Gorilla), About 1855 
London 
Museum no. 40849 

 
 
Roger Fenton, a law and then painting student, visited the Great Exhibition, 1951, in Hyde Park. He 
was impressed by the photography on display there and travelled to Paris to learn the waxed paper 
calotype process. He was likely taught by French photographer Gustave Le Gray (1820 – 84), who 
had modified the methods employed by the process’s inventor William Henry Fox Talbot (1800 – 
77).  
 
Fenton was instrumental in forming the Photographic Society of London in 1853, and was made 
honorary secretary. This group would later become the Royal Photographic Society under the 
patronage of Prince Albert. Fenton was also important in gaining photographers' protection, as 
artists in their own right, under copyright law. In March 1854, he was appointed official 
photographer at the British Museum, employed to document the museum's collection. 
 
Later in the same year, Fenton went to Crimea, where he made over 350 large format negatives, 
including his famous photograph of The Valley of the Shadow of Death (Museum no. 64:856). A large 
format negative is at least 4 x 5 inches in size, made using a large, tripod camera. On his return, he 
began various other projects such as landscapes, still life and oriental studies. He retired from 
photography in 1862, returning to his career as a lawyer.  
 
A leader in the first generation of photographers, Fenton was also the official photographer at the 
British Museum, which held the collections that today comprise the Natural History Museum. 
Photography rapidly became a valuable aid to scientific research. This image was intended to 
illustrate the skeletal similarities between humans and apes.  The gorilla’s left arm shows evidence 
of a lion bite. Gorillas do not spend much time ‘standing’ upright because it takes muscle energy for 
them to do so. Thus, the supposedly ‘neutral’ presentation of a gorilla skeleton is in fact the 
presentation of an idea: a gorilla standing is not too different from a human standing. 
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Unknown photographer  
South Kensington Museum, under 
construction 
1857 
London 
Museum no. 1950-1938 

 
 
Photographs and photographers were present from the very beginning of the V&A’s history.  Henry 
Cole (1808 – 82), the founding Director of the South Kensington Museum (as it was originally called), 
was a pioneer in his appreciation of the varied uses of photography. Cole was aware of 
photography’s possibilities in terms of documenting and promoting the Museum’s collection, as well 
as a tool for art education.  Under his direction, the Museum sourced photographs from a wide 
range of suppliers and sponsored photographic campaigns abroad.  
 
The South Kensington Museum was founded by the British Government following the Great 
Exhibition of 1851. Part of the profits of the Great Exhibition had gone toward the purchase of land 
in Brompton where, in 1855, work began on a prefabricated iron structure to house a museum. The 
buildings were soon christened the ‘Brompton Boilers,’ because they looked like steam boilers lying 
side by side. They opened on 22 June 1857 as the South Kensington Museum and were renamed by 
Queen Victoria in 1899 as the Victoria and Albert Museum. 
 
This is one photograph from an extensive collection of images that date from the 1850s through to 
the present day. They document the construction and development of the Museum and the South 
Kensington site.  Originally collected by the National Art Library as part of a programme to record 
works of art, architecture and design in the interest of public education, these topographic and 
architectural views were valued as records and as source material for students of architecture and 
design. 
 
 
 

Francis Frith (1822 – 98) 
On the Tagus, Toledo 
1860 – 70s 
Toledo, Spain 
Museum no. E.3704-1995 

 
 
During the 1850s and 1860s, Francis Frith was one of England's most celebrated photographers. 
Born in Chesterfield, Derbyshire, Frith started in the cutlery business and in 1845 went into 
partnership with the son of a wholesale grocer in Liverpool.  It is believed that Frith's interest in 
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photography began during these years in Liverpool. He was there between 1851, when the wet-
collodion process developed by Frederick Scott Archer became generally available, and 1853, when 
Frith was recorded as a founding member of the Liverpool Photographic Society.  
 
Frith dedicated himself entirely to photography in 1855. He journeyed to the Middle East on three 
occasions, the first of which was a trip to Egypt in 1856. The printing studio Negretti & Zambra 
commissioned him to photograph in Egypt, Syria and Palestine and published his work in 1858. Frith 
was a pioneer in photographic travel expeditions and employed a large team. His employees had to 
carry large quantities of cumbersome equipment including a small steam launch craft, stereo and 
whole-plate cameras, Frith’s mammoth plate apparatus, a covered vehicle that was capable of being 
functioning as a portable darkroom, and enough crated glass for negatives to last ten months. The 
conditions under which Frith worked were quite different to those he had encountered while 
working domestically – dust and heat were most problematic. 
 
Frith opened his own photographic business in Reigate, Surrey, in 1859, which became the biggest in 
Britain. He went on to take and commission photographs of topographical views of Britain and the 
continent. Frith died in 1898, his family continuing the printing business until 1968.  
 
Throughout the 1850s and 1860s photographs of historical and topographical sights from distant 
countries were rare and highly desirable. Francis Frith was one of the most successful commercial 
photographers to cater for this demand. This image is part of the V&A's Frith archive which consists 
of about 4,200 whole plate albumen prints.  The photographs are file prints which were probably 
used as place-makers, allowing easy retrieval of stocks of unmounted prints at the Francis Frith & Co 
Archive. 
 
 
 

Lady Clementina Hawarden (1822 – 65) 
Study from Life or Photographic Study 
About 1863 – 64 
London 
Museum no. 249-1947 
 

 
 
Clementina Elphinstone Fleeming was born near Glasgow in 1822. She became Lady Hawarden on 
her marriage to Cornwallis Maude, 4th Viscount Hawarden in 1945. In 1857, the Hawardens moved 
to Dundrum, the family estate in Ireland, where Lady Hawarden began photographing the romantic 
landscape. It is likely that Oscar Reijlander, a pioneering Victorian art photographer, instructed her in 
photography. 
 
In 1859 the family returned to London to a newly built house at 5 Princes Gardens, South 
Kensington, close to the South Kensington Museum. The first floor of the Princes Gardens home was 
given over to Lady Hawarden's photography. She mainly used her eldest children (she gave birth to 
ten children) as models for her photographs.  
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Although women photographers were still rare in the 1860s, Lady Hawarden was quite successful 
with her work. She first showed her photographs at the 1863 Photographic Society of London 
exhibition, and was awarded a silver medal for 'the best contribution by an amateur'. At the 
Society's 1864 exhibition she was awarded a silver medal for 'the best group, or composition or 
compositions, each from a single negative'. The following year, aged 42, she died of pneumonia.  
 
Lady Hawarden made many staged tableaux using her two eldest daughters as models. Here, 
Florence Elizabeth and Clementina portray scenes of courtship. They enact the intimacy of lovers 
while also evoking the emotional closeness between mother and daughter, and between sisters. The 
image is typical of the highly sensuous and evocative interior scenes which Lady Hawarden 
produced. She often used props such as mirrors, drapes and rugs and dressed her children in 
theatrical costume. The photograph has torn corners because it was removed from an album. Since 
Hawarden’s photographs have no captions, the narrative is left to the viewer’s imagination. The V&A 
holds over 600 images by Lady Hawarden in its photography collection. 
 
 
 

Isabel Agnes Cowper (1826 – 1911) 
Still Life 
1880 
London 
Museum no. 79790 

 
 
The work of photographer Isabel Agnes Cowper was recently discovered in the course of cataloguing 
a large archive of photographs that relate to the development and construction of the South 
Kensington Museum. 
 
Cowper was the sister of Richard Anthony Thompson, former Museum Superintendent, and Charles 
Thurston Thompson, the first official photographer of the South Kensington Museum. It is highly 
likely that Thurston Thompson would have taught Cowper about photography. 
 
Cowper was widowed in 1860 with three children. She moved into the residences at the Museum, 
most likely alongside her unmarried brother, Richard Anthony Thompson. Shortly after Charles 
Thurston Thompson’s death in 1868, Cowper likely took on the role of ’administrator’ for her 
deceased brother, managing his negatives and his stock. In the early days of her involvement with 
the Photography Department at the Museum, Cowper’s role as de facto photographer was not yet 
official and she was paid as an independent contractor. By 1872, the annotations are consistently 
written as ‘Rec’d from Stores (Mrs. Cowper)’, inferring an official role within the Museum. She 
remained in the post for 23 years, resigning at the end of 1891.   
 
This still life may represent Cowper’s view of her role within the museum, which involved record 
keeping in quill pen and ink, the production of catalogues and the perusal of suppliers’ brochures. 
The composition is enlivened by a tumbler and carafe, in which the Museum’s daylight studio is 
reflected. Depicted books include the Catalogue of the British Section, Paris International Exhibition 
1867, the Catalogue to the Duke of Edinburgh’s Collection (1872) and the Museum’s Catalogue of 
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Reproductions of Works of Art: Electrotypes, Plaster Casts, Fictile Ivories, Chromolithos, Etchings, 
Photographs (1869). 
 
 
 

Julia Margaret Cameron (1815 – 79) 
The Anniversary (sitter Elizabeth Keown) 
1865 
London 
Museum no. 44949 

 
 
Julia Margaret Cameron was born in Calcutta in 1815. In 1836 – 37 she met the notable scientist and 
astronomer Sir John Herschel, who was probably the first to introduce her to photographic 
processes. In 1863, then aged 48, Cameron was given a camera by her eldest daughter, Julia, and 
husband, Charles Norman. Before owning this expensive and cumbersome piece of equipment, Mrs 
Cameron had been involved in various aspects of the photographic process. She had printed 
negatives and photograms, compiled albums as gifts, posed for photographs and helped to stage 
compositions. The gift marked the beginning of what would quickly become her all-encompassing 
application to the 'art' of photography. 
 
Cameron made albumen-silver prints from wet collodion glass plate negatives. Her techniques 
(sometimes consciously leaving prints with smudges, printing from cracked negatives and scratching 
away the emulsion of negatives) and her 'out of focus' effects were often criticized. Yet, she received 
numerous awards, including a gold medal at Berlin in 1866, and honorable mentions at international 
photographic exhibitions.  
 
Five letters from Julia Margaret Cameron to Sir Henry Cole are held in the National Art Library at the 
V&A. Cole was the Museum’s first director from 1857 to 1873. Written between May 1865 and 
December 1872 Cameron’s letters to him chronicle her dealings with the South Kensington Museum 
from the early years of her photographic career. 
 
This study of a girl’s head anticipates the series of close-up head studies Julia Margaret Cameron 
would later undertake. The sitter is a local child, Elizabeth Keown, who modelled frequently for 
Cameron with her sisters and brother. Her eyes and some of her hair are in remarkably sharp focus, 
while the rest of the picture falls away into softness. 
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Eadweard Muybridge (1830 – 1904) 
Jumping over Boy’s back (Leap-frog), from the 
series Animal Locomotion 
1887 
Museum no. PH.683-1889 

 
 
Edward James Muggeridge, who later called himself Eadweard Muybridge, was of British origin but 
lived and worked mostly in California, USA. He started his career as a publisher's agent for the 
London Printing and Publishing Company, and took up the new field of professional photography in 
the early 1860s. 
 
Muybridge was already well known for his landscape views of the American West when the former 
governor of California, Leland Stanford, a businessman and race-horse owner, hired Muybridge to 
make photographic studies in 1872. Stanford wanted the photographer’s help to prove that a horse 
lifts all four hooves off the ground at one point in the action of running. 
 
In 1878, Muybridge took take a series of photographs at Stanford's Palo Alto Stock Farm. He placed 
12 large glass-plate cameras in a line along the edge of the track; the shutter of each was triggered 
by a thread as the horse passed. He copied the images in the form of silhouettes onto a disc to be 
viewed in a machine he had invented. This machine was called a ‘zoopraxiscope’ and anticipated the 
invention of cinema. Muybridge continued his studies in movement for many years. 
 
Muybridge extended his photographic research to human beings and other animals in motion. This 
sequence of photographs is one from a series of 781 that form Animal Locomotion, published by the 
University of Pennsylvania in 1887. The South Kensington Museum (now the V&A) was among the 
group of institutions, artists and scientists that subscribed to the series and made its publication 
possible.  
 
Although an apparently scientific endeavour, the sequence is infused with humour. The effortless 
manner of these leap-frogging men suggests that they are skilled gymnasts, but their deadpan suits, 
and the signature hat, turn their routine into a comedic skit. 
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Frederick Evans (1853 – 1943) 
Lincoln Cathedral, Stairway in Southwest 
Turret 
1895 
Lincoln 
England 
Museum no. PH.595-1900 
 

 
 
Frederick Evans began experimenting with photography in the mid-1880s, while running a bookshop 
in Cheapside, London. He placed great emphasis, from the beginning, on producing technically 
brilliant and unmanipulated images. In 1898, he took up photography professionally, concentrating 
on architectural subject matter. He produced atmospheric images of the play of light on 
architectural forms. 
 
In 1894, Evans was elected to the ‘Linked Ring’, an organisation dedicated to the promotion of 
photography as an art. He was the first photographer to have his work reproduced in Camera Work 
and had his photographs shown by Alfred Stieglitz, a prominent American photographer, at 
Stieglitz’s '291' gallery in New York. He continued to produce architectural photography in the 
1900s, working for Country Life, but gave up his photographic career by 1913. 
 
During the 1890s Evans travelled to the cathedral towns of England, where he spent several weeks 
studying the play of light and shadows. In finely composed and printed photographs, Evans explored 
the spatial effects created by light and perspective in church and cathedral interiors. He was inspired 
by a form of mysticism that looked for connections between the material and the spiritual. Here, the 
doorways suggest the possibility of a human presence, while light entering from an unseen window 
conveys a spiritual presence.   
 
Evans also made exterior views of English cathedrals, but his preference was for the interior, of 
which this image is a fine example. 
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Eugène Atget (1857 – 1927) 
Shop Sign, rue Geoffroy St Hilaire, Paris 
About 1900 
Paris, France 
Museum no. PH.2619-1905 

 
 
Eugène Atget was a commercial photographer who worked in and around Paris for over thirty years. 
After a failed attempt at a career as an actor, Atget set up as a photographer in Paris in 1890. Initially 
he supplied artists with photographic studies, taking pictures of landscapes, posed figures and still 
lifes. Atget and his work were closely associated with artists, but he never considered his own 
photographs to be artistic. 
 
By 1897, Atget had begun a self-motivated photographic survey of Paris concentrating on the 
architecture and design of historic buildings. There were three general groups of buyers of his 
photographs: artists (his original market), craftsmen wanting to refer to old style architectural 
details such as ironwork and stone carving, and libraries and museums wanting an illustrative survey 
of 'Old Paris'. The latter group was the largest buyer of his work, and from 1907 to 1912 Atget 
carried out commissions for them. 
 
In the 1920s, avant-garde artists, including Man Ray, whose studio was in the same street as Atget's 
home, became interested in his work. Some of his images seemed to them to be self-consciously 
modern and surreal. The photographer Berenice Abbott bought the remains of Atget’s archive at his 
death and promoted his work. Alongside the factual yet strange quality of his photographs, she 
appreciated his ‘deep love of the subject for its own sake’. 
 
This photograph of a figurative sign was taken as part of Atget’s project to record ‘Old Paris’. Such 
signs and their accompanying ironwork survived as a result of the need to protect windows, 
especially outside bars where glass was more likely to be broken.  
 
Between 1902 and 1903, Atget sold over 600 of his photographs to the V&A as records of French 
architecture, sculpture and decorative metalwork. The National Art Library at the V&A holds a 
number of letters that Atget wrote to the South Kensington Museum. In one of them he explains the 
price structure for his photographs, which he based on the distance he had to travel to make the 
photograph. 
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Edward Steichen (1879 – 1973) 
Moonlight: The Pond, from Camera Work, 
number 14 
1906 
Museum no. E.204-1998 

 
 
Edward Steichen studied painting in Milwaukee, Wisconsin in the late 1890s, and learned 
photography in 1895. Through a letter of introduction by Clarence White (a major figure in American 
photography at the time) he met Alfred Stieglitz in New York, who bought three of his photographs. 
 
Steichen and Stieglitz were to have a strong collaborative friendship for almost fifteen years. They 
were two of the founding members of the Photo-Secessionist group, promoting photography as an 
artistic medium and drawing inspiration from painters, such as James Abbott McNeill Whistler (1834 
– 1903). They also brought the work of European artists such as Matisse and Picasso to an American 
audience at the '291' gallery in New York, which Stieglitz set up in 1905. 
 
In 1902 Steichen established a portrait studio in New York. It was successful, but by 1906 he was 
finding the work unchallenging and returned to Paris, where he lived until the outbreak of war in 
1914. On his return to New York in 1914, Steichen's relationship with Stieglitz began to sour. They 
disagreed strongly on the future of '291' gallery and also the involvement of America in the war. 
 
In 1923 Steichen became chief photographer for Condé Nast’s influential magazines Vogue and 
Vanity Fair and developed a new and innovative approach to fashion photography. In 1947, the 
Museum of Modern Art in New York created the position of director of the department of 
photography for Steichen. He remained in the post until 1963, curating numerous exhibitions. His 
most important and influential show was ‘The Family of Man’, which was shown initially at the 
MoMA in 1955, and then toured the world for eight years. 
 
This photograph was printed for the magazine Camera Work (number 14, April 1906), which was 
founded by Alfred Stieglitz in order to support and promote the work of the new Photo-Secession 
group. The magazine was published from 1903 to 1917. 
 
Moonlight: The Pond is one of many variations Steichen made on the theme of ‘the pool’. The out-
of-focus style of the photograph is typical of Steichen's early work and representative of the 
suggestive, rather than literal, quality of Photo-Secessionist photography. 
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Alfred Stieglitz (1864 – 1946) 
Snapshot – In the New York Central Yards, 
from Camera Work, number 20 
1907 
New York, United States 
Museum no. E.209-1998 

 
 
Alfred Stieglitz was a pioneer of modern photography. A photographer, publisher, writer and gallery 
owner, he played a key role in the promotion and exploration of photography as an art form. He also 
helped introduce modern art to an American audience. In 1902 Stieglitz established the ‘Photo-
Secession’ – a society of carefully selected pictorial (the term ‘pictorial’ referred to the artistic 
aesthetics of contemporary painting) photographers, which operated until 1917. 
 
Stieglitz published the quarterly photographic journal Camera Work (1903 – 17) with the editorial 
purpose of promoting the ideas of the ‘Photo-Secession’ and establishing photography as a fine art. 
The first issue was printed in December 1902, and like all of the subsequent issues it contained 
beautiful hand-pulled photogravures, critical writings on photography, and commentaries on 
photographers and exhibitions. In 1905 Stieglitz then opened the ‘little galleries of the Photo-
Secession’ in New York at 291 Fifth Avenue, which later became known as gallery ‘291’. 
 
Stieglitz’s early photographs were Pictorialist in style. His late work focused in depth on a few 
subjects, including New York City, the cloud studies that he called ‘Equivalents,’ and portraits of his 
wife, the painter Georgia O'Keeffe. 
 
This image of a train steaming towards the camera is a comment on the magnificent power, yet also 
the beauty, of the machine age. With its lack of sharp focus it is a typical example of the Pictorialist 
style, which dominated during the late 19th and early 20th century.  The photograph was printed for 
the magazine ‘Camera Work’, number 20, in October 1907. 
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Heinrich Kühn (1866 – 1944) 
Portrait of Alfred Stieglitz 
1907 
Germany 
Museum no. PH.38-1977 

 
 
Heinrich Kühn began photographing in Austria as a young amateur and is regarded one of the 
forefathers of fine art photography. His ambition, and that of the Pictorialist movement around 
1900, was to create photographs whose artistic merit could rival that of painting. 
 
The Pictorialists experimented with processes and manipulated the photographic image to create 
tonalities and textures that resembled drawings, prints or paintings. They consciously distanced 
themselves from earlier approaches to photography that, they felt, emphasized scientific and 
technical expertise over artistic expression. 
 
Kühn’s photographs closely resemble impressionist paintings, with their frequent use of soft lighting 
and focus. He mainly used the gum bichromate technique, applied in several layers, allowing for 
previously unseen color tonalities. 
 
While Heinrich Kühn was at the forefront of the Pictorialist movement in Vienna, Alfred Stieglitz was 
the single most important figure in American photography at the turn of the century. The 
international boundaries for Pictorialism were quite fluid. Kühn and Stieglitz maintained a friendship 
for many years and their photographs were exhibited together in Europe. Stieglitz published Kühn’s 
photographs in his journal Camera Work, including a special volume devoted entirely to his work. In 
1906, Stieglitz dedicated an exhibition at his gallery to Kühn. 
  
This portrait is printed using the oil pigment printing process, one of the techniques Kühn often 
employed to achieve an ‘artistic’ impression. The variations of the oil pigment process, which relied 
on the selective taking up of fatty inks or oil-based pigments by a selectively hardened gelatin layer, 
are difficult to distinguish from each other. It was made more difficult as the ink image was often 
transferred to a paper or tissue sheet. This example is almost certainly by the oil pigment process in 
which an inked-up gelatin relief was used to transfer the ink image to the paper tissue. 


