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Abstract of the Dissertation
Aesthetics of Soft Focus:
Art Photography, Masculinity and the Re-Imagining of Modernity in Late Victorian
Britain, 1885-1914
by
Scott Christopher Lesko
Doctor of Philosophy
in
History
Stony Brook University

2012

Aesthetics of Soft Focexamines the contested and mutually constituted discourses of
masculinity and national imperial identity through the visual medium of photograidutye
Victorian and early Edwardian Britain. It argues that the art photograplyged by members
of the Brotherhood of the Linked Ring produced essential sites in which to question the
dominant political and cultural paradigms of the era. This dissertation exdoumgsimary
interconnected sites performancethe photographer, the photographic exhibition, the
photographic society and most importantly the photographic image, which togétnedea
broader reconfiguration of British modernity. From George Davison’s pinholeciapels
photograph, An Old Farmsteatito Shapoor N. Bhedwar'sNaver Series(1892) “Fakir”
(1893) and Tyag or the Renunciations Seli€$896), photography and its images engaged

Victorian audiences in a debate over the nature and dangers of contemporartysexyailie



and Britain’s global standing. In the spirit of recent historical inquiriestivg relationship of
“nation” and “empire” and the constitution of the modern British citizen, this rtidsm
demonstrates how the visual medium of photography held the potential for exploring the
complex and ambiguous nature of “Englishness”, “masculinity” and “modermtyether
through the form of a rural English landscape or in the ‘bodyscape’ of the humamnagur

represented in new art photographic practices of nineteenth century portraiture.
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Introduction

During the last decades of the nineteenth century issues of national and irdpatigt
emerged as central to constructions of British modernity. Nowhere is thisemdeat than in
the visual culture represented in the British landscape photography and perththe
Brotherhood of the Linked Ring (1892). In my dissertation, | use the controversy over the
aesthetic qualities of George Davison’s pinHaledscape photograpAn Old Farmsteagtaken
in West Mersea, Essex on September 7, B398 launching point to explore the aesthetic
dynamic that invigorated the internal and external debates on nature of photogephythat
dynamic was the continual conflict between those who emphasized the scieneslarmd t
photography versus those who advocated its aesthetic qualities. The schism between the
Photographic Society of Great Britain and the Brotherhood of the Linked Ringeg@snsible
for thrusting photography onto the national stage. This ideological struggle wiehi
photographic community was articulated within the mediums of landscape and partrahich
in turn mirrored the broader cultural contestations occurring within GréatrBover
differential conceptualizations of modernity, the Imperial citizen, anthtperial subject. The
reaction against positivism, embodied in the aesthetic philosophy of the Linked Rilegceal
in the 1890s and involved “a rediscovery of the non-logical, the mystical, and the ineteplica
According to Mary Warner Marien, “photography was a technology that provolattiaking
of human kind'’s relationship to nature. Its instantaneous imaging challenged how peagle t

about the world. Although the antagonism was played out in aesthetic terms, it wafanever

! H. Stuart HughesGonsciousness and Society: The Reorientation aff&am Social Thought, 1890-1936v. ed.
(New York: Vintage Books, 1977), 35.



from a larger societal resonanddri this context, art photography endorsed the “neo-Kantian
concept of disinterested art [that] revealed a way to maintain the artidtwaaldhero, while
denying the worst of the modern world including standardization, mechanizationlanélc

democratization®

This dissertation, conceived as an interdisciplinary study, focuses on art ppbyogra
during the late nineteenth century as a contested site of representation, orahiissuas of
national and imperial identity were mutually constituted and contested withituaal
framework of class, gender, religion, and race. It argues that the art plpbtpgraduced by
members of the Brotherhood of the Linked Ring created essential sitestaligjuestion the
dominant political and cultural paradigm of Great Brit#iasthetics of Resistanegamines the
contested and mutually constituted discourses of masculinity and national ingesTial/
through the visual medium of photography in late Victorian and early EdwardiamBlit
argues that the art photography produced by members of the Brotherhood of the Linked Ring
produced essential sites in which to question the dominant political and cultural peradlitpe
era. This dissertation examines four primary interconnected sipesfofmancethe
photographer, the photographic exhibition, the photographic society, and most importantly the
photographic image, which together reflected a broader reconfiguration shBnitidernity.

From George Davison’s pinhole landscape photograplQld Farmsteado Shapoor N.
Bhedwar’'sNaver Serie1892),Fakir (1893), andl'yag or the Renunciations Ser{@896),
photography and its images engaged Victorian audiences in a debate oveurdhamatangers

of contemporary sexuality, empire, and Britain’s global standing. In the gprgtent historical

2 Mary Warner MarienPhotography and its Critics: A Cultural History, 38-1900(Cambridge: Cambridge
University Press, 1997), 72.

3 Ibid., 168.



inquiries into the relationship of “nation” and “empire” and the constitution of the modern
British citizen, this dissertation demonstrates how the visual medium of photpdragdithe
potential for exploring the complex and ambiguous nature of “Englishness,” “nmétyguand
“modernity,” whether through the form of a rural English landscape or in the Sbagg” of the

human figure as represented in new art photographic practices of nineteduti pertraiture.

Late Victorian photographers became fascinated by the lure of the priamtiveural and
it is within British landscape photographs that one becomes aware of a tranagonithybric?
presence of what can be described as non-European primitive masculinityat ttoolog lost in
England, within the idea and cultural practices of a distinctively cré&atgtish national culture,
with its concern for organicism, community, and historical contiffu@pnsequently, art
photographers such as Peter Henry Emerson, the primary antagonist of LinkedeRibgrs
George Davison and Henry Peach Robinson, exhibited photographs of rural life in England.
Emerson began working in photography in 1882 and his major published works were
photographic, both visual and theoretical. Of théffe,and Landscape on the Norfolk Broads
(1886) andNaturalistic Photography for Students of the A889) are the most significant—the
former for its evocative pastoral scenes and its depictions of East Ahfgiavhich epitomized

his strong and poetic work, and the latter for its polemical discowtsieh countered much

* See Fernando Ortiguban Counterpoint: Tobacco and SugBurham: Duke University Press, 1995).
® See Robert Youngolonial Desire: Hybridity in Theory, Culture andaBe(London: Routledge, 1995).

® For key texts examining English culture and litgrianages and other incarnations of traditional lEnd see
Raymond WilliamsCulture and Society, 1780-19%8ew York: Columbia University Press, 1958), x833The
Country and the CityNew York: Oxford University Press, 1973), 335dddaymond Williams et alThe Country
and the City Revisited: England and the Politic€afture, 1550-185@Cambridge: Cambridge University Press,
1999), xiv, 258.

" Peter Turner, “Emerson, Peter Henry (1856—1936)0xford Dictionary of National Biographd. H. C. G.
Matthew and Brian Harrison (Oxford: Oxford UniveysPress, 2004), accessed March 16, 2010,
http://www.oxforddnb.com/view/article/38592. doi:1093/ref:0dnb/38592.



contemporary thinking. In this context, Emersdnfe and Landscape on the Norfolk Broads
should be considered as a “conservative exempla of the intensifying antinmbdanalism

promoted by English elites across a broad spectfum.”

The semiotic features of landscape photography, and the historical narratyes the
generate, meld well with Victorian conceptions of an exclusive English natigitare and the
more formalized imperial conquest, as a civilizing process where “cufinde“civilization”
extended into space in a progress that is itself narrated as “ndtGratriral critics such as
Charles Kingsley proceeded to relocate the source of primitive vigor withingwstrial
English history. Kingsley exalted the Elizabethan era as the period whlgremic Anglo-
Saxon spirit coalesced within a nationalistic Protestantism. “Havingéasteracialized idea of
imperial primitivity, linked to a ‘Higher’ sense of culture as an intellacand progressive
process becomes so linked to non-European primitivism that the ‘Other’ resides reitthiely
periphery but in the homeland itself The Kingsleyan ideal embraced the Victorian flexible
creed of a collective masculine identity of athleticism, strenuousnessiaryy eChristian
Manliness'* “The combination of the ‘physical’ with the spiritual” in its creed expellethat is
effeminate, un-English, and excessively intellectual—the heroic and aviah dualities needed

to build empire. Once secularized, Christian Manliness and Kingsley’s senkestiaf

8 Marien,Photography and its Critisl63.

° For an excellent examination of this concept pfienitive and masculine national-imperial cultunatwas
conceptualized during the mid- to late-nineteemthtary by Victorian cultural critics such as Charlangsley,
Thomas Carlyle, and Rudyard Kipling see, C. J. WWee,Culture, Empire, and the Question of Being Modern
(Oxford: Lexington Books, 2003).

1%Wee,Culture, 39.
M For a greater understanding of “Christian Manlifie®e Norman Vanc&@he Sinews of the Spirit: The Idea of

Christian Manliness in Victorian Literature and Rgbn (Cambridge: Cambridge University Press, 1985); Dbna
E. Hall, ed. Muscular Christianity: Embodying the Victorian Af@ambridge: Cambridge University Press, 1994).
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responsibility spread throughout the British education system giving nametian for a

“responsible” imperialism.

This theoretical development within British landscape photography demosshiate
dialectic perfectly and became a part of British national discourse dherfgll of 1890 with the
publication of Henry Morton Stanley’s (1841-1904)Darkest Africa: Or, the Quest, Rescue
and Retreat of Emin Pasha, Governor of Equatoria, VolurmedlWilliam Booth’s (1829-1912)
In Darkest England and The Way OBbth texts deal with the specter of degeneration in the
jungles of Equatorial Africa and the industrial centers of Great Brigsipectively. It was these
historical developments which opened up cultural spaces for the Linked Ring tagieem

English culture and subjectivity.

In focusing on the transformation of British landscape photography over the second half
of the nineteenth century this study also utilizes the theoretic writings af T. Mitchell on the
connection between landscape paintings and empire. To thisamtscape and Power
demonstrates Mitchell’s view that “landscape can be conceptualized a@sralcukedium and
thus has a double role with respect to something like ideology: it naturalizes al@ntlisocial
construction, representing an artificial world as if it were simptgrgand inevitable, and it also
makes that representation operational by interpolating its beholder in somerres®
determinate relation to its givenness as sight and 8t it is important to state that within
this framework Mitchell does not view “Imperialism” as a homogenous phenomenonaut as
“complex system of cultural, political, and economic expansion and domination thatwdhe

the specificity of places, peoples, and historical moméfits is not a one-way phenomenon but

12\, J. T. Mitchell, ed.Landscape and Pow¢€hicago: University of Chicago Press, 2002), 2.

Bbid., 3.



a complicated process of exchange, mutual transformation, and ambivdlg@useas the visual
medium of landscape represented a cultural space in which to challenge dntelamtions of
Englishness, photographic portraiture as envisioned by the Brotherhood of the Linged Ri

threatened hegemonic notions of the bourgeois body.

According to Suren Lalvani, photographic portraiture “operated within a ceetiaof s
discourses and practices to socially constitute the bourgeois body, providing it meidimimgn
established hierarchy of values; at the ‘anatomo-political’ level, irr todgurveil, regulate and
discipline the movement of deviant bodies across the social; and to identify andneprese
deviancy itself; and finally, as an ‘anatomo-political’ level in dartiscourses and practices
operating within the capitalist mode of production, so that what is most materiabahgital in
bodies is invested in them>During the nineteenth century, photographic portraiture became
imbricated with notions of middle-class economic success, masculinity, andtedsiitg. In
this context, Lalvani argues that “photographic representation took as itsHoeeisignificant
sites within the ideological and social formation of nineteenth-century bourgemty/stte
nation-state, the family, and the individual” in a mutually constitutive process of basrgeoi
hegemony. Nineteenth-century photographic portraiture constituted its bourgeoissswiijen
what Lalvani argues is a “network of cultural, political, and aesthetwodises; and the camera
operating within a set of technical and political constraints framed ardesltthe body in terms

of these discourses, so as to position it within a set of ideological and sociaheettin this

14 On imperialism and ambivalence, see Homi K. Bhab®@ns Taken for Wonders: Questions of Ambivakenc
and Authority under a Tree outside Delhi, May 18 rjtical Inquiry 12, no. 1 (Autumn 1985): 155-65.

15 Suren LalvaniPhotography, Vision and the Production of ModermliBe(Albany: State University of New York
Press, 1996), 41.

18 Lalvani, Photography 47.



context, both Shapoor N. Bhedwar and Alvin Langdon Coburn disrupted these hegemonic
practices through their portrayal of both the Indian and Irish bodies of the RdkBerge
Bernard Shaw respectively. Both representations threaten hegemonisgesaocekiding notions
of Kingsleyan “Christian Manliness,” as well as the late Victorianadisse on “physical
culture,” embodied in the muscular and charismatic Eugene Sandow. By repreaentid@gn
and Irish body within the medium of portraiture, the Linked Ring disrupted the tenuoitsapolit
and cultural discourses of colonial modernity. According to Nalin Jayasena,c@antal
nationalism undertaken by indigenous men called into question the assumed supétiogity o

English male—the basis of the civilizing mission of colonialifn.”

During the late nineteenth century, degeneration theory, which utilized biologically
derived models of decline and created correspondences between individual and societal
decadence, was given widespread scientific, cultural, and politicalisegraé throughout
British society. The dominant concept within degeneration theory was the exponential
relationship between outward behavior and inner mental $fdtésal models of human
behavior were based on middle- and upper-middle-class society and werd tdilitermine
the level of degeneration in individuals and other races. Advocates of degeneratipnlittesor
Peter Henry Emerson (1856-1936), the primary antagonist of the aesthefestioé@eorge
Davison and the Brotherhood of the Linked Ring, argued that deviations from this|sumietia
especially examples of insanity and genius, were the result of physioldgstahction. Artistic
expression within the photographic medium was susceptible to a variety ofgblaysionental

disorders through their unique utilization of energy and vision necessary to producefantks

" Nalin Jayasena& ontested Masculinities: Crises in Colonial Maledity from Joseph Conrad to Satyajit Ray
(London: Routledge, 2007), 14.

18 Marien,Photography and its Criticsl57.



In December 1892, Max Nordau (1849-1923), German physician, co-founder of the
World Zionist Organization, and social critic published the most controversial book afi-ithe-fi
siécle periodEntartungor DegenerationWhat makes the text so thought-provoking is its
engagement with previous historical discourse on degeneration while simultarsgplging
those pseudo-scientific principles to a diverse artistic and cultural movémeategorized as
“decadent.” Nordau’s medical theory of decadence, “stipulated that manymsbdeyles and
innovations were either caused by physiological and neurological disorders ddidgrms of
mental illness, caused fin-de-siecle Neo-Romantics, Decadents, ahétdedb reevaluate and
openly defend their aesthetic theori€$According to David Weir, “decadence” refers to
“cultural decline, philosophical pessimism, scientific alarmism, phydiegéneration and
immorality,” but Weir mainly argues that “decadence” is transitfofhe various nineteenth-
century movements that proliferate in the period between romanticism anchmsoder
(naturalism, symbolism, Parnassianism, Pre-Raphaelitism, aestmetarid Impressionism to
name just a few) can best be understood if they are all seen as grounded in sometoncept

“decadence or decadentisft.”

Throughout the 1890s, degeneration literature permeated British society through the
growing concern for poverty, crime, alcoholism, moral perversion, and politalehce and is

most likely the primary reason why Emerson was so attracted to its noddedvidual and

9 Hans-Peter Soder, “Disease and Health as Cortéksdernity: Max Nordau as a Critic of Fin-de-Si&c
Modernism,”German Studies Revield, no. 3 (October 1991): 473-87, accessed Ocfe2011,
http://www.jstor.org/stable/1430965

% David Weir,Decadence and the Making of Modernighmherst: University of Massachusetts Press, 1985)

! bid.



cultural progresé? Nordau’s treatise on “degeneration” should be understood within a broader
discourse on the subject dating back to Darwin’s theory of generafidrei@rigin of Species
(1859) and more recently Edwin Ray Lankestddsgeneration: A Chapter in Darwinism

(1880) and H.G. Wells’Zoological Retrogressio(i1891). What was unique about Nordau’s
contribution to this historical discourse was his scientific, philosophical sygtech could

explain key components of fin-de-siécle culture, including measuring the vadubjettive,
artistic, and cultural productions by means of “objective scientific or péygital categories®®
Nordau’s theory of degeneracy could explain both physical and psychological dtesdl as

the broader societal problems such as criminality and other examples of amovairb&ya
adapting Benedict Augustin Morel’s degeneration thébNprdau was able to transfer Morel’s
psychiatric concepts directly to modern culture, According to Hans-Peter, S8idedau tried to
prove that the cultural avant-garde, far from being modern and progressive, wHg atsuigtic
and regressive: NordauBegeneratiorsignalized the influence of a new and potent factor upon
the field of the arts.... Evolutionism had grown up tangent to aesthetic interests anmhds |

had caught them [the Decadents] unre&dy.”

In essence, certain late nineteenth century artists, composers, and varersdefined
by Nordau as “decadent,” which categorized their respective works asgeeand corrupt.
Soder argues that “Nordau not only associated the Decadents with the insalse, é&xtladed

them from public discourse by branding them as dangerously asocial and evenllgradeinant

2 |bid., 157.
2 spder Disease and Healtht75.

24 Cf. Richard Drake, “Decadence, Decadentism andaferat Romanticism in Italy: Toward a Theory of
Decadence,Journal of Contemporary Histord/7 (1982): 78.

% spder,Disease and Healtht75.



from middle-class morality®® Finally, Nordau’sDegeneratiorhelped members of the middle-
class “come to terms with their fear of anarchism, socialism, deviamalggxand low birth
rates by explaining that these threats to bourgeois order (evident, according to Motluau, i
works of Wagner, Nietzsche, Ibsen, and Zola) were serious and &l historical irony
concerning Emerson’s verbal and written attacks on Davison’s subjectivesBigprist
landscape photograph is that “the degenerationist transmogrified Romanticimspoace the
voucher of authentic creativity, into the unrelenting condition of mental diseasefdraein
order to make their diagnoses, the writers of the degeneration litdbatame inadvertent
Romantic individualists, placing extraordinary emphasis on the personal natuteFadr them,

art became the infallible mirror of inner mental statés.”

In 1895, the same year as the English language versbegaheratiorwas available in
Great Britain, Nordau’s physical and psychological theories had tretikbewn public venue,
one that threatened the decadent movement’s most colorful advocate, Oscar Wildefarn t
“acts of gross indecency between men.” In this historical contexguedhat the emergence of
British Pictorialism, embodied by the art photographers within the Brotherhdbd binked
Ring, became intimately embroiled in the cultural discourse of decadencdartethMctorian
and early Edwardian periods. This association placed the aesthetic valueBrothieehood of
the Linked Ring (i.e., diffusion of focus, Impressionism, and religious symbolismeict di
opposition to the dominant hegemonic paradigm of British modernity, represented by the

Photographic Society of Great Britain, whose aesthetic philosophy ezdlsaientific and

2 bid.
27 |pid.

2 bid., 157-58.
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technological advancement (i.e., optics, chemistry, and mechanics), whichdal@@amera to
capture an “objective” representation of reality. Critics of art photogrdmw upon Nordau’s
medical theories of degeneracy by categorizing their photographic imsgesamples of their

internal symptoms of immorality, effeminacy and criminality.

Historically, there were several key events, both at the Metropolis and thad?gri
which shaped Victorian political culture in such a way as to create an altercabception of
modernity. The Indian Rebellion of 1857 became a watershed moment in British histonly
for its impact on the Victorian psyche concerning the conceptualization of.ecéhe “noble
savage”), but also because of the transformation of Imperial strategy aicsl am@y from the
ideology of informal empire embodied in mercantilism. This transformatioorofdl control of
India by the British East India Company to one where the British Governmegrtlihss
Government of India Act in 1858 effectively established a Viceroy and at8gcof State for
India with a council of fifteen to advise him. According to C. J. W.-L. Wee, “them is a
intersection between the discourse of national culture and the increasingidamesst in
territorial, formal imperialism—itself partly a reaction againstdbenination of political and
economic liberalisri? that marked a less negatively ‘modernist’ imperialism—resulting in what

he terms a national-imperial discourse on cultdfe.”

With this in mind it becomes ironic that it was the Jamaican Rebellion in October 1865,

insignificant in size and scope compared to the Indian Rebellion just eighepeles, that

2 Eric Hobsbawm argues for the widespread Europetmirawal from classical liberalism at the end o t
nineteenth century and that the elites of the nationalism promoted a convergence of state, nasiod,society
through “invented” traditions. See Hobsbawrass-Producing Traditions: Europe, 1870-1914E. J.

Hobsbawm and Terrence Ranger, €tlse Invention of TraditiofCambridge: Cambridge University Press, 1983).
Laissez-faire economics was criticized by Thomadylgaand Kingsley, and also by Charles Dickens amigh
Ruskin.

30wWee,Culture, 4.
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would galvanize the radical right in such a way as to claim dominance in Brititlbgd@nd

cultural thought until the Great War of 19¥4.

It wasn’t the Rebellion, in and of itself, which had such wide ranging implications, but
the colonial administration’s reaction to these events. The responsibility obtleer®r of
Jamaica, Edward John Eyre, for the terrible backlash against the Black arel gomdation
can be seen as an overall change in attitude in the Victorian psyche towandgsr”infe
“savage” races that occurred during and after the Indian Rebellion of48B&.defenders of
Edward John Erye included Charles Kingsley, John Ruskin, Thomas Carlyle, Alfregsdann
Charles Dickens, and many leading members of the Anglican Clergy and wouitutetise
core of radical conservative literary-cultural producers of the natipedialist discourse and

their unique conception of English identity.

These events, which took place at the periphery of the British Empire, dieadrly
dramatic effects on Victorian conceptions of race, culture, and national yd&mtitultaneously,
there were key transformations within the Metropolis itself that also higdificant influence
on the development of an alternative modernity, one that directly challenged thmadomi
British national identity which advocated the middle-class predilection to ‘tirydasand
mercantile values—as the key to Great Britain’s survival and growth. Byitiade of the
nineteenth-century many writers confronted these cultural and societlpsotaused by
industrialization and urbanization which surfaced in works such as Elisabeth Gadkeyl

Barton (1848), Charles Dickensldard Times(1854) Benjamin Disraeli'$wo Nationg1845)

31 See Catherine HalGivilizing Subjects: Colony and Metropole in Englisnagination, 1830-186{Chicago:
University of Chicago Press, 2002).

32 See Catherine Hall, “Imperial Man: Edward Eyredimstralasia and the West Indies, 1833-66,” in Bihwarz,
ed., The Expansion of England: Race, Ethnicity and QaltHistory (London: Routledge, 1996), 130-70.
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and Frederick Engel'she Condition of the Working Class in Englgi845). Charles Kingsley
guestions the validity of individualism and the selfish proponents of liberal economig, theor
which he believed would actually cause the decline of an originally vital AnglorSace and
culture®® Another negative aspect industrial modernity had on British society was ttesriant
of class division, which concurrently saw a rise in socidliaharchist, and working class
political parties culminating in the passing of the Third Reform Act in 1884-1885giddsial
political process of extending the franchise during the second half of the ntheteatury had
lasting repercussions in British culture and society, especially on hton8perceived
themselves as a nation and a people. For supporters of a national-imperialist thdtuse of
working class politics and ascension of middle-class dominance in Victorian araiciatw

politics was responsible for the national decline of the British Empire.

During the second half of the nineteenth century, Victorian conceptions of national and
imperial identity became an unstable political, cultural, and social paratligrto the
increasingly complex and ambiguous nature of one of its critical componensgulingy.”
Social historian John Tosh contextualizes this gender dissidence through an gzarafrtae

transformation of Victorian notions of subjectivity constituted between the attsitgs of the

“domestic sphere,” “single-sexed schools,” “youth organizations,” “work,” and “public
associations® In his most recent study, Tosh explores the gendered lives of Victorian males

through conceptions of “manliness” and “masculinity” during the nineteenth centatgrisin

33 Wee,Culture 41.

34 On the topic of British Socialism, see Paul Wadd Flag and Union Jack: Englishness, Patriotisnd the
British Left, 1881-1924Rochester, NY: Royal Historical Society/BoydeteBs, 1998); Keith LaybourRise of
Socialism in Britain, 1881-195( hrupp, Stroud, Gloucestershire: Sutton, 199hyjsCWatersBritish Socialists
and the Politics of Popular Culture, 1884-19(Rtanford, CA: Stanford University Press, 1990).

% John ToshManliness and Masculinities in Nineteenth-Centurigaih (Harlow, UK: Pearson Education, 2005).
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notions of “manliness” were the most clearly articulated indicator of memday. Always used
in the singular, it “implied that there was a single standard of manhood, whsobxpeessed in
certain physical attributes and moral dispositiofidt"was multifaceted term which coalesced
around a man’s socio-economic status and religious denomination, all varietiestotiaimed
exclusive authority. Accordingly, Tosh argues that “manliness was treateatiadly as a social
attainment in the gift of one’s peers, masculinity is an expression of persdraitaity, in

which being true to oneself accounts for much more than conforming to the expectations of

others.®’

The various rhetorics of masculinity are all located in the capacitylfediseipline, a
charisma that seems to emanate from a strong sense of subjectivitpryrassociated with
romantic selfhood. This subjectivity is constituted and contested through traditonahec
and social norms; hence its recurrent association with mid-Victorian camtepfi social
mobility. James Eli Adams argues that “powerful programs of masculinfasklbning may
arouse the pervasive suspicion of hidden designs. That suspicion becomes egpec@liyced
when regimens of virtuoso masculine discipline assume collective forms, waitleguently
denounced as priesthoods or Masonic brotherhoods—social forms always exposel &s attac

‘unmanly’ because they seem to be hiding somethihg.”

In order to comprehend fully the significance of “masculinity” for Bniasense of its

“modern self” it would be negligent to ignore the vast interconnected networks behgeen t

*1pid., 2.

¥ Ibid.

3 James Eli Adamd$)andies and Desert Saints: Styles of Victorian Manth(Ithaca, NY: Cornell University Press,
1995), 14.
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Imperial Metropolis, London, and the various colonial outposts, most important for toisdaist
examination, India, in constructing that paradigm. John Tosh proposes that thedlimmgect
was presented to the public in unequivocally masculine terms, partly with theantehti
encouraging young men to pursue their careers overseas as soldiers, edarg)ist emigrants
at a time when the empire was believed to be under sffeBe extent to which this
propaganda succeeded was conditioned by how far popular images of the empiredesimat
masculine aspirations. This was a critical factor in the 1890s, when the phenomendin@ithe
woman” released a great deal of status anxiety on the part of men, pdsticuthe lower

middle and middle classes. Public support for Britain’s imperial ambitions oftezotater to
the emergence of women'’s rights, and in many instances appears to have ltraeecivy men

as a means of suppressing gender insecifrity.

The primary disruption in Victorian conceptions of hegemonic masculinity at the end of
the nineteenth century involved both the articulation of what Britain’s termed theWaoman”
along with the growing concern for the “effeminate” man. By the 1880s and 1890sineity
had become irrevocably linked with Victorian discourses of degeneracy and deviaty. Al
Sinfield has argued that the conflation between effeminacy and homosexualitgevas a
reaction to the destabilizing effect that unmanliness posed to normative mally ith@ntvas
already under scrutiny by Victorian feminiétdNalin Jayasena has argued that the “literature of
the fin-de-siecle (and thereafter) is full of examples of the subversivemti# of women in the

public sphere hitherto dominated by men; the literary culture of this perioceflscs the

3 Tosh,Manliness and Masculinitied .
40 |bid.

“1 Alan Sinfield, The Wilde Century: Effeminacy, Oscar Wilde andQueer MomenLondon: Cassell, 1994).
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urgent need to reiterate masculine narratives, such as imperial conquesiniratlil-male

communities in order to keep effeminacy at b&y.”

John Tosh views the colonial encounter as being one of the primary constituting forces

behind the construction of English masculinity. As Ashis Nandy has effecéixged,

The coexistence of multiple models of masculinity begins to wane when members
of the indigenous intelligentsia internalize the negative valence attached to
androgyny by colonial discourse. When the indigenous male subscribes to the
new British notion that effeminacy is a negation of a man’s identity, it prompts
two basic outcomes: on one hand, Indians abandon androgyny and embrace an
aggressive, militant brand of masculinity to challenge the manly idensityraei

by Englishmen; on the other hand, Indians reject this colonial revaluation of their
society and defend the status of androgyny in Hindu Mythology and deploy it as a
tool in the anti-colonial struggf®.

Thus, the colonial stereotype of effeminacy imposed on the indigenous male population
throughout the British Empire invoked a rhetoric that paralleled the crisisgisB masculinity

in the British metropolis during the second half of the nineteenth cefitury.

During the late nineteenth century, art photographers became embroiled in the
controversial re-articulation of Victorian notions of the “dandy,” a figure whusate
“effeminacy” became linked to emerging discourses on sexual identity. THoankyte defined
the dandy as “the grotesque icon of an outworn aristocratic order, a figureadsmibed,
parasitic existence” against which Carlyle evokes a heroism founded ablggadfless

devotion to productive labor—an ideal most famously celebrated as the reign of thairi€apt

42 JayasenaContested Masculinitie®.

*3 Ashis NandyThe Intimate Enemy: Loss and Recovery of Self UGdkmialism(New Delhi: Oxford University
Press, 1995), 4.

44 JayasenaContested Masculinitied 6.

16



Industry” inPast and Presetif Carlyle expands his concept of the dandy by stating that he is
“fundamentally a theatrical being, abjectly dependent on the recognitibe afitlience he

professes to disdairt®

In Charles Baudelaire’s workhe Painter of Modern Lifehe author
argues that “dandyism arises in a spirit of ‘opposition and revolt’ to affirmviekimed of
aristocracy’ anchored in intellectual distinction rather than economic ot statias’’ James Eli
Adams argues that the shifting concept of the dandy in many ways was ednuibtthe
Victorian preoccupation with defining what encapsulated the true “gentlemdarh#

intuitively asks the critical question in this relationship, “If the statusaoflgman is not secured

by inherited distinctions of family and rank, but is realized instead through behasw does

one distinguish the ‘true’ gentleman from the aspirant who is merely ‘attiagiart?*®

Societal critiques of the questionable masculinity of Victorian art photogsapbheome
launching points from which to examine the four historical case studies includingeGeo
Davison, Alfred Horsley Hinton, Shapoor N. Bhedwar, and Alvin Langdon Coburn. Chapter
One, “The ‘Effeminate’ Photographer: Politics, Gender, and the Questioregéfizracy’ at the
1890 Exhibition of the Photographic Society of Great Britain” argues that the debtite
aesthetic qualities of George Davison’s pinHaledscape photograpAn Old Farmstead
became entangled in wider societal discourse on the nature of efferainthtye Victorian
dandy. In this instance it was Davison’s own physical body, which was cagdamonymously

in the British photographic press, that exemplified the space where the procestestation

4 pAdams,Dandies and Desert Saint1.
“® Ibid., 22.
" Ibid., 23.

8 bid., 53.
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and constitution of his masculine identity took place. The nature of Davison’s magcués
also debated openly in photographic press in the gendered language utilized by s prima
detractor, Peter Henry Emersém Old FarmsteadDavison’s revolutionary pinhole landscape,
became a cultural space where anxieties over issues of national idadtegynpire emerged.
Through his use of “diffusion of focus” Davison critiqued the primitive, masculiniginsdt
imperial culture advocated by Charles Kingsley. According to C. J. W.-k, Ydational-
imperial discourse, with its atavistic reversion to the past, its valorizatithe @fgrarian values
many imperialists were fond of, and its concomitant positing of the imperialdrastia site for
the rebuilding of English character, complicated the relationship of pastgenty of the modern
to the primitive, and of home to frontie*Public discourse on the true nature of English
character manifested during Henry Morton Stanley’s book tour promiotiDgrkest Africa: Or
the Quest, Rescue and Retreat of Emin Pasha, Governor of Equatoria, Volumehk fall of
1890 the British public became aware of the barbarous treatment of the Afriives iy

Stanley during the Emin Pasha Relief expedition.

Chapter Two, “The Brotherhood of the Linked Ring: Mysticism, Male Sociability, a
the Re-Imagining of British Modernity” considers the “black-balling’ident of Alfred Horsley
Hinton during the Royal Photographic Society Exhibition of 1894. As one of the founding
members of the Brotherhood of the Linked Ring and the editor-in-chief of theeAmat
Photographer, Alfred Horsley Hinton had a unique platform from which to advocategpictor
photography to the masses. It was because of Hinton’s powerful position within tbgrppbic

community that any blemish on his personal character would be incredibly dettitoearta

49 Wee,Culture, xii.

¥ Henry Morton Stanleyin Darkest Africa: Or, the Quest, Rescue and Reté&min Pasha, Governor of
Equatoria, Volume {Santa Barbara, CA: The Narrative Press, 2001).
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photography as a whole and this is why the black-balling incident would call into question
Hinton’s status as a Victorian gentleman. The black-balling incident @achthe trial of Oscar
Wilde in timing and, perhaps, in tone; certainly it must have raised the questiomuheffy
throughout the photographic community. Although there was never any implicatioruaf sex
deviancy implied in the black-balling of A. Horsley Hinton, it does demonstratedtied and

cultural authority these private institutions had on an individual’s public character

Chapter 2 further considers the formation of the Brotherhood of the Linked Ring, which
embraced a “mystical” philosophy of photography placing itself firmlshe cultural fulcrum of
the Decadent movement as well as that of London’s occult and mystical wirthes overall
rejection of scientific positivism. | argue that by avoiding the previous ggoeis connotation
of “Victorian Spiritualism®* with “emotionalism” or “feminine power” art photography held the
potential for an alternative masculine identity in direct opposition to a more dominant
masculinity of “Muscular Christianity> It was in this cultural milieu that art photography, as

articulated by the Linked Ring, represented an “active” masculinity.

In comparison with Davison and Hinton, Shapoor N. Bhedwar is representative of how
conceptualizations of race affected the overall dynamic of contestingttive nathe so called
“effeminate” art photographer. Chapter Three, “Through Parsee Eyes: Ginediedian Body
and the Contestation of Colonial Modernity within the Art Photography of Shapoor N. Bhedwa

1890-1900” argues that Bhedwar’s Parsis heritage of hyper-masculine identipjicated

*L For an introduction to issues of Gender and Silism, see Alex Oweff,he Darkened Room: Women, Power,
and Spiritualism in Late Victorian Englarf@hicago: University of Chicago Press, 1989).

*2 See Clifford PutneyMuscular Christianity: Manhood and Sports in Prases America, 1880-192(@Cambridge,
MA: Harvard University Press, 2006); Donald E. Hall.,Muscular Christianity: Embodying the Victorian Age
(Cambridge: Cambridge University Press, 2006); Jbhvlacaloon, edMuscular Christianity and the Colonial and
Post-Colonial WorldLondon: Routledge, 2007).
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detractors’ attempts to label him as effeminate. According to T. M. LuhrmanBatkis can be
seen to have “chosen freely their adoption of British style, education andgpa@rtentation.
They can be seen to have accepted the colonial ideology of progress and supériority, 0

Westernization as a means to advancement and of the British as an agent of gizsitjec®®

Chapter Three also considers the controversy over Shapoor N. Bhedwar’s provocative
series of photographs collectively knownTagg, or The Renunciatidhduring the annual
Photographic Salon of 1896. This chapter’s primary focus is the examination of thetmnne
between Bhedwar’s art aesthetic and contemporary debates about tHeajroational
consciousness by indigenous Indians both in the Imperial Metropolis and throughobt Britis
India during the 1890s. The photographs themselves represent what Edward Said iegmed “s
of resistance,” spaces and practices through which this artist chall&egadiality and virtue
of the British imperial project. Aesthetically, | argue that Bhedwaifyag or Renunciation
Seriessymbolically represented the emergence of an indigenous Hinduism, one which
simultaneously embraced a re-configured masculine Indian body with an inghgaadical
political world view ofswaraj and therefore represented a growing existential threat to colonial

modernity.

Just as Bhedwar’s pseudonym in the Brotherhood of the Linked Ring, “Gul-o-Bulbul,”

introduced, through poetic language, the hidden, alternative sexual and masculitiesdbati

53T, M. Luhrmann, “The Good Parsi: The Postcolotfiaiminization’ of a Colonial Elite,Man, New Series 29, no.
2 (Jun., 1994): 334.

** The series included eight photographary sits the Yogi-Rahbigail—The SurpriseAll intent the Palm he
reads The Mystic SignThe Soul's Awakenin@he World Renouncetdhe PartingandOn the Temple Stepall of
which were discussed in the photographic periogicass.

*5 Edward SaidYeats and DecolonizatigiMinneapolis: University of Minnesota Press, 199®rry Eagleton,
Fredric Jameson, and Edward Saidtionalism, Colonialism, and Literatu®inneapolis: University of
Minnesota Press, 1990), 69-94.
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existed in late Victorian England, it was Alvin Langdon Coburn who embraced tbatese of

the Victorian dandy as his public persona during the Photographic Salon of 1906. Chapter Four,
“Edwardian Supermare PenseurGeorge Bernard Shaw, and the Question of the Masculine
Gaze in the Art Photography of Alvin Langdon Coburn, 1900-1914,” argues that the
performative nature of Coburn’s critique of masculine norms emerged through hismgdopt
Victorian mode of dress for the opening of the Photographic Salon of 1906taraardand
Sphereboth commented on his “flat-brimmed Quartier Latin tall hat” that of a“traleemian”

in the vein of James Abbot McNeill Whistler (1834-1903). By 1906, the single bohemian and
dandy similarly attracted suspicion of sexual deviance, especiallyfat&Yilde trials of 1894-
1895. Ellen Moers argues that the dandy became increasingly associhtdtewaiesthetic fringe
rather than the ruling aristocracy in the 18%0shis personal performance of the reconstituted
Edwardian dandy by Alvin Langdon Coburn reaffirmed the argument of Alan I@iahe Ed
Cohen. Both have argued that the new man of the late nineteenth century represenpexa com
synthesis, one whose identity was revalued when the effeminate male and thexnahmaée
came to occupy the same space. The dissidence caused by the revaluateninéejfand
homosexuality became the primary diagnosis for art photographers in ladgari@and early

Edwardian Britain.

This chapter uses the nude image of George Bernard ShavRPa&s1seurs a launching
point to investigate Alvin Langdon Coburn’s broader critique of Edwardian masguphigsical
culture, racial degeneration, and homosexuality in the context of two of his majornalpbiog
projects,London Portfolio(1909) andMen of Mark: Pioneers of Modernisfh913), both of

which consisted of photographs taken and exhibited from 1904 to 1907. Sean Brady has argued

%% Ellen MoersThe Dandy: Brummel to Beerbokiincoln, NE: University of Nebraska Press, 1978)4.
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that in late nineteenth- and early twentieth-century Britain, the egister extent of sex between
men was, with rare exceptions, denied or ignored by the legislature, the natieshpers, and
the medical profession and it is in this context | argue that CobuerPenseurMen of Mark

and theLondon Portfoliorepresented unique cultural spaces in which societal anxieties
surrounding the nature of masculinity and homosexuality could be argued and contaisistd ag
the backdrop of established social and gender order in Edwardian Britain. Tter @drgues

that this complex process permeated Coburn’s artistic aesthetic within tlognalpdiic medium

of portraiture and landscape. Coburilen of Markconsisted of portraits of the early twentieth
century’s most notable writers, artists, and philosophers including Sir JambeWMB8arrie
(1860-1937), Edward Carpenter (1844-1929), Harley Granville-Barker (1877-1946), Arthur
Symons (1865-1945), and most importantly George Bernard Shaw (1856-1950). All five men
were sexually ambivalent figures whose own sexuality reflected the cosysetrum of
homosocial relationships in Edwardian Britain. Cobutrdadon Portfolig on the other hand,
illustrated a thoughtful, moody and atmospheric landscape of the Imperiaipdiet. Unlike
earlier Victorian depictions of London, which exposed urban decay and human degradati
caused by industrialization, Coburn’s London represented a more ethereal, sgrstiahee
permeated with Masonic and religious symbolism. Most importantly, | anga€bburn’s
London Portfolig when experienced with Arthur Symon'’s original text, allowed for a
homosexual subjectivity, one which visualized within London’s public spaces the pdiantial

random sexual encounters.

Art photography in the late Victorian and early Edwardian period, as imagined in the
landscape and portrait photographs exhibited by members of the Brotherhood okt Li

Ring, represented the potential for alternative modernities. This potgrdeypended on the
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subjective gaze of a British audience influenced as it was by the massetaldoansformations
occurring at the end of the nineteenth century. The main critique of “modern’idived
around the “tensions and fissures surrounding the transition between industraisra@ind
finance capitalism, with all the consequences of this transition; mass @atioi@mithe socio-
economic shift from the industrial cities of the north to places in the south like Londonf fe
degeneration, the political, class, and gender antagonisms created by thenfimnbhesed
male population, the emergence of new gender and sexual identities, the fdwr disaehdance
of scientific understanding somehow diminished religious and spiritual understahdnegself
in this modern context, the possibilities of emigration to the colonies, the emergencevof
way of thinking and experiencing time, and a new national-imperial culturevéisashaped by
events on the continent of Africa beginning in the 1880é&cording to Saree Makdisi, “This
process of transition can be seen as a struggle between what appearalitarianotystem and
range of sometimes localized (and sometimes not) sites and zones and culesssanice,
beginning though not ending in the early and late romantic peridd&&thetic of Soft Focus
broadly analyzes the links between culture, modernity, nationalism, coloniallimagc
sexuality, and notions of degeneration as they critique and destabilize the idéobadjitteal,
and social sites of nineteenth-century bourgeois society as well aslitead raght
conceptualizations of identity encapsulated in a “national-imperialistnisith a special

desire for re-creating an “organic” homeland.

" See Saree MakdidRomantic Imperialism: Universal Empire and the Qtétof Modernity (Cambridge:
Cambridge University Press, 1998).

%8 |bid., 14.
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Chapter 1

The “Effeminate” Photographer: Politics, Gender, and the Question of “Deg€ehatdlocg 1890
Exhibition of the Photographic Society of Great Britain

During the annual exhibition held from September 29 through November 13, 1890 by the
Photographic Society of Great Britain, noted British photographer Gea@gedd entered
pinhole image of an old farmstead in West Mersea, Essex. Originally takeg dusieekend
excursion to Dedham with the Camera Club on September 7, th#®0minous, soft focus
vision of an ordinary onion field in rural England not only won a distinguished medal award but
also startled the late-Victorian art world. The October 3, 1890 edition dPfibegraphic News
went so far as to announce the emergence of a “new school” of art photography, one that
challenged pre-existing notions of aesthetics and objectivity. It isudtffic comprehend how a
single landscape photograph could cause such a controversy in its presentation thaatedom
the photographic discourse in all the major photographic journals throughout the folloaing ye
Eventually the debate culminated in what Peter Henry Emerson lamenteaeaS&ath of

Naturalistic Photography.”

During the height of the controversy tRaotographic Newsn the December 26, 1890
issue, published an editorial entitf€de Year 1890n which the author not only questions the
idea that a “new school” of art is emerging but also defines those advocates art svith
subtle sarcasm as men who “begin to learn photography after buying a two-guinea
set...then...let the hair grow long, dress in a velveteen coat and slouch hat, take pictoires out

focus and within two months...go about among one’s friends as a member of a new school of
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photographic art, ready to do battle to the death for the new staridiaids caricature of an
anonymous art photographer with his long hair, velveteen coat, and slouch hat reghtbgente
guintessentially urban figures of the bohemian or dandy, the newly conceptuatiaad ur
working-class types of late Victorian Britain. Both the Victorian boherarahthe dandy lived
outside middle-class domestic arenas (i.e., unmarried men living in snsalr@studios
throughout urban London). In this context, both categories were imbued with an “outstles” st
by the dominant middle-class conceptualization of domesticity. By 1895 and the compfeti
the Oscar Wilde indecency trials, these same figures became inghgassociated with the
aesthetic fring® symbolizing potential sexually deviant behavitrFhis begs the question as to
why The Photographic Newdiverged from the aesthetic qualities of Davison’s image to a

debate about the aesthetics of masculinity of the art photographer and his follower

This chapter endeavors to answer these intriguing questions by analyzingttiogersy
at the Photographic Society of Great Britain Exhibition of 1890 over George Dav{$86%5-
1930)An Old Farmsteads well as his developing photographic art aesthetic of Impressionism,
which embraced elements of his political philosophy of Fabian Socialism. Blajet and
Francis Frascina have argued that impressionist painters should be vié\weanagardists,”
which they define as those “who [work] on representations of contemporary sociegahyg of
a critical engagement with the codes, conventions and the political assumptions of the

ideologically dominant clas€? In this respect Davison’s Impressionistic aesthetic, through the

%9 The Photographic News, December 26, 18%® Year 1890PAGE.
9 See MoersThe Dandy314.

¢ For this cultural and societal transformation, Bkt CooksLondon and The Culture of Homosexuality 1885-
1914 (Cambridge: Cambridge University Press, 2003)33,158.

%2 Francis Frascina, Nigel Blake, Briony Fer, Tamarls and Charles Harrisollodernity and Modernism French
Painting in the Nineteenth Centufew Haven, CT: Yale University Press, 1993), 127.
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use of “diffusion of focus,” questions hegemonic notions of British modernity by aljoavin
political subjectivity to emerge in the form of Fabian conceptualizationisuodl ‘ownership.”
Consequently, this chapter examines the connection between Davison’s art amsthetic
contemporary debates about effeminacy, masculinity, race, degeneration amal aad

imperial identity in the late Victorian period. My discussion thereby illutesaow George
Davison’sAn Old Farmsteadnarked a critical moment in the historical discourse on the nature
of masculinity and race contested and constituted in the physical body of the agraploeér.
Concurrently, | examine the semiotic naturdafOld Farmsteadh its relationship to

discourses on national and imperial identity. W. J. T. Mitchell has assertedethat t

semiotic features of landscape, and the historical narratives thewnigeraae
tailor-made for the discourse of imperialism, which conceives itseligetgqand
simultaneously) as an expansion of landscape understood as an inevitable,
progressive development in history, and expansion of “culture” and “civilization
into a “natural” space in a progress that is itself narrated as “natcnapires

move outward in space as a way of moving forward in time; the “prospect” that
opens up is not just a spatial scene but a projected future of “development” and
exploitation. And this movement is not confined to the external, foreign fields
toward which empire directs itself; it is typically accompanied byhawed

interest in the re-presentation of the home landscape, the “nature” of the imperia
center®®

If this assertion is accurate then | argue &raOld Farmsteadepresented what Saree Makidisi
defined as a “site or zone” in which anti-modern others simultaneously contestexhatiied

British notions of national and imperial belongftfg.

83 W. J. T. Mitchell, “Imperial Landscape,” in W.T. Mitchell, ed.,Landscape and Pow¢€hicago: University of
Chicago Press, 1994), 17.

%4 Makdisi,Romantic Imperialisml4.
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The national and imperial political landscape of late nineteenth- and eanlyetie
century Britain was dominated by two historical figures: William Booth (1829-18&i@Henry
Morton Stanley (1841-1904). William Booth argued that the destitute, downtrodden, and
unemployed masses in London and Great Britain were suffering from a stateasf hum
degeneration not dissimilar from the state of the indigenous populations in Equaftoceal A
Historically, the East End of London in the late nineteenth century has been deasribathark
continent,” a great dark region of poverty, misery, squalor, and immorality, in sukk as
George Sims’$low the Poor Livg1883) and Andrew Mearns¥he Bitter Cry of Outcast
London: An Inquiry into the Condition of the Abject PEb883). In this context, there was a
convergence between London’s East End and Central Africa; both represtrgedaticould
potentially corrupt hegemonic norms of Victorian masculinity thoroughly. Boottedrtnat
through Christian social activism embodied in the Salvation Army (1865) sotietaldh as
alcoholism, poverty, and homelessness could be effectively addressed throughtiba of
regenerative spaces in the industrial cities, rural farmland, and in theat@enphery. Henry
Morton Stanley, the Welsh explorer of Central Africa and the man who embodied the pofnacle
masculinity for his Victorian audience, became inflamed in the controversyhwvaature of his
leadership during the Emin Pasha Relief Expedition (1886-1889). As revealed thraugly Sta
earlier work,Through the Dark Continent, Volumes 1 an@d278), his private persona was one
of violence and rage, which was demonstrated by his treatment of both the Congnlese na
and his own entourage in the form of floggings, killings, and slavery. This scandal swith it
implications of “primitivism,” questioned the heart and soul of the British imppraéct, the

civilizing mission.
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In conclusion, George Davison’s landscape photograph marked both a visual departure
from contemporary landscape imagery and a radical re-thinking of contempoiansrajtself
and national and imperial belonging in a moment when anthropological discoursegdefrac
through William Booth’®Darkest Englandind Henry Morton Stanley’s narrative @arkest
Africa, had seized the public imagination. W. J. T. Mitchell has argued that landscape is a
cultural practice that naturalizes and symbolizes constellations of aadigiolitical power. |
argue instead that George Davison’s landscape photograph uses traditiosél lBndkcape
imagery to critique the most cherished principles of the established sutigéader order in

late Victorian England, and its hegemonic paradigms of British modernity.

National and Imperial Discourse in the Late Victorian Period

During the mid-nineteenth century there emerged a new cultural interkst in t
“primitive” and the “rural” as potential elements of regeneration for unbdnstrialized
citizenry of Great Britain. According to C. J. W.-L. Wee, this “complexration between
English national culture and a nationalistic imperial discourse interestediiartal expansion
was shaped by the literal and abstract body project of a masculinized, ahpamitivity’
attributed to native subjects encountered at the imperial periphery and thought tarbe los
England.® The primary advocates of this newly conceptualized masculine national andaimperi
discourse rejected the primary tenets of the Enlightenment, including tseoidizaason,”
“rationality,” and “progress” along with British political and economic @ek of “informal”
empire, which embodied the principles of mercantile values (i.e., “free-jratle® argues that

“notions of the manly, virile, imperial Englishman, and England as vigorous, organitysocie

% Wee,Culture, xi.
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thus arose in the negotiation with, rather than negation of, the positive views and exp@&ience
‘primitive’ territories as an attempt to resist the apparently tangliprogress of Enlightenment

‘reason,’ even while being implicated in f¢”

This complex process of negotiation between the Imperial Metropolis and the peripher
represented England as modern, industrialized, metropolitan, and progressived} eand the
imperial periphery as primitive, rural or frontier-like, and irrational. Wesgssts that valorizing
the agrarian values many imperialists were fond of, and the concomitant pokitiegmperial
frontier as a site for rebuilding English Character, ultimately disdugbte relationship of past to
present, of modern to primitive, and of home to frorftigtistorically it was literary figures such
as Charles Kingsley (1819-1875) and Rudyard Kipling (1865-1936) who supported organic
culture with its construction and inclusion of what retrospectively can b& ¢tadecommon
theme of a “primitive” masculinity. Both Victorian writers also re-gimeed England as a land of
rugged watrriors living amid an agrarian society, supported by the generaliodmand
removed from any urban setting. This process or re-imagining England magnbassan

emerging counter-modernity to the hegemonic narrative of Industrial modeyniza

By seeking the primitive, “national-imperial” discourse engaged in thealadic
reassessment of a national culture, English national culture evolved durintatiisiesient of
English language and literature as a discipline in English universities andssdhdactt it is
critical to remember that the introduction of English as a discipline comessman during the
imperial phase of English life, developing first as a subject in the Indian Salmoculum

through the 1835 English Education Act of Governor-General William Bentinck asearpato

% bid., xii.
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strengthen English cultural hegemony for the purpose of exercising anpemnirol. Therefore

the complex process of constituting and contesting notions of “Englishness” préeetids-t
Victorian New Imperialisn® Finally, popular notions of an anti-modern England with its
narrative of England as a green and pleasant land were not ideas to which mapenalists

had sole proprietary rights: by the Edwardian period they had been transformed into the
collective national identity of its citizens. Wee argues that “custom,itadind character are
protean concepts quite as powerful in the way they shape notions of culture and théswitiona
within as without the imperial homeland; and they take on a strange life of theinmene

other than the birthplace of the Industrial Revolutith.”

By the 1850s, the writings of Charles Kingsley had ushered in an alternative norm of
Victorian manhood, one that embraced the flexible creed of collective mascuhtigyiddich
he called “Christian Manliness,” a strenuous discipline that harkened badgtécratic norms
of manhood. According to Wee, Christian Manliness was “the combination of the ‘@hystb
the ‘spiritual’ [and] its creed expelled all that is effeminate, un-Engéiad excessively
intellectual—the heroic and even brutal qualities needed to build empiredrder to achieve
and maintain Britain’s preeminence on the global stage it was necassaméss a more
“primitive masculinity,” one that embraced a counter-modernity of rurgged warriors living
in an agrarian society. In an increasingly dangerous world, Kingsleystipe masculinity
validated the use of violence in maintaining Britain’s control over its ever exparmmyes.

This fact aggravated societal tensions surrounding the use of violence and the humane methods

% bid., 7.
bid., 21.
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of British expansion symbolized by the memory of David Livingstone and his dppeal
Christianity and commerceé.The antagonism of these two positions was made very clear in a
number of public controversies, notably the sharply divided reactions to Henry MonbeySta
violent methods of African exploratidfh Kingsley saw in this civilization, based on
“enlightenment” values, a Victorian Man who was not only restless, unhealthy, akdbue

one who actively sought change in the national public structure. In this coraegdglthe series
of landscape photographs, includinfe and Landscape on the Norfolk Brogd886),Idylls of

the Norfolk Broad¢1887),The Complete Angldd888), andPictures from East Anglian Life
(1890) by Peter Henry Emerson (1856-1936) represented a Kingsleyan aesthetiat one t

illustrated the dynamic between the rural and the primitive.

P. H. Emerson, photographer and writer, was born on May 3, 1856 in Casa Grande, La
Palma, Cuba, the first of three children of Henry Ezekiel Emerson and hisawdeBoth
parents were of English extraction and he was related to the famous Ameiteaiaiph
Waldo Emerson. After a short time at King’'s College, London in 1874, he opted for aicareer
medicine and studied at Clare College, Cambridge (1874-1879), where his athlstia skil
football and rowing were allied to his interests in sci€ficehis main theoretic treatise,
Naturalistic PhotographyEmerson argued that photography should be regarded as a medium in
its own right and as such could be used for artistic expression. Secondly, Emecstated the

idea that both Realism, “the sharp photograph wherein sentiment, illusion and decoeation ar

" Tosh,Manliness and Masculinitie€01.

2 See Stanleyin Darkest Africa, Volumes 1 andf@ a complete description of the Expedition, adlasimperial
Footprints: Henry Morton Stanley’s African JourndysJames L. Newman (Washington, D.C.: Potomac Book
Inc., 2006)) for British responses to the contrsies over Stanley’s behavior during the Expedition.

3J. Havard Thomas, “Peter Henry Emerson (1856-1986{Dxford Dictionary of National Biography
http://www.oxforddnb.com.ps2.villanova.edu/viewield/38592.
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disregarded; merely a register of bald facts mathematically trueNanaoalism, “the more or

less correct reflection of nature, wherein truth of sentiment, illusion of satfal as possible)

and decoration are of first importance,” were the sole provinces of photodfdpmgrson
advocated four primary tenets within his personal aesthetic, including truthute,rggontaneity

of approach, careful selection of camera position, and viewpoint concluding with pure
photographic qualities throughout the picture. Emerson had found himself in opposition to the
other artistic giant within the photographic community, Henry Peach Robinson, whemeitc

the concept of truth to nature. For Emerson, Robinson’s definition of “truth to nature” cdntaine
both real and artificial elements within its composition and therefore witisedictl.

Accordingly, for the true photographer, taking a photograph must be an unconsciow®endea
without the application of standardized rules or without retouching in all its forrasigetit
destroys texture and tone and therefore the truth of the pi¢tUBererson’s naturalistic

aesthetic advocated that truth is objective, not subjective, and it was the art@biotog

special character and vision which allowed him to repudiate radical subjectiglityaks of
imagination’® In his construction of his “naturalistic” aesthetic, Emerson also embraced a
complex and paradoxical mosaic of scientific theories, including physiologyivisrsi

evolution, psychology, and degeneration, not art theory. This allowed for a synthesis\libvee
lens of a camera and the retina in the human eye, thereby solidifying tred et of
photographic discourse in the late nineteenth century, that the photographic image eaptures

objective, knowable reality. Emerson reasoned, “art was as caught up as bidloggcientific

4 Both terms are defined in a paper read at theeBoof Arts, London, March 26, 1889.

> Margaret HarkerThe Linked Ring: The Secession Movement in Phqbgrim Britain, 1892-191QLondon:
Heinemann, 1979), 29-30.

8 Marien,Photography and its Critigsl46.
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revolution, and photography could situate itself at the cutting edge of human knowledge.”
However, he ultimately concluded that “the human eye does not see nature exdtlisabus
sees instead a number of signs which represent nature, signs which the eyacgigstomed to
and which from habit we call nature herséff Emerson’s utilization of scientific knowledge and
physiology was superficial, fragmented, and contradictory, demonstratingwésering trust in
the latest scientifically derived notions, as well as his reluctance teceiate his concepts into a

coherent aesthetic theofY.

In this description of Emerson’s artistic aesthetic, Marien neglectsatoieg the
potentiality of Kingsleyan primitivism and the exaltation of rural Englanidtesconnected sites
of regeneration. A careful analysis of several images from Emeisiég@’'and Landscape on the
Norfolk Broads(1886) andPictures from East Anglian Lif.890) reveals this potential nicely.
In plate sevetf of East Anglian Lifehere are three masculine figures, farmers most likely, about
to engage in the process of harvesting the fields. Their clothes and fanstignients as well as
their placement in the foreground suggest a quiet dignity of the rural farminguwaties of
East Anglia. | also argue that these figures embody the Kingsleyaeptafaural primitivism,
which is absent in the urban bourgeois citizens of Britain. In plate twenfj-afrigfe and

Landscape on the Norfolk Brogdkere is a solitary figure in a row boat, transporting some type

\bid., 147.
8 bid., 150.

” Ibid.

8 See Plate 21 fromife and Landscape on the Norfolk Broati886, by Peter Henry Emerson and Thomas
Frederick Goodall, Platinum print, 5 7/16 x 10 ¥5i., EX.2007.2.65, The Royal Photographic Soci&lection
at the National Museum of Photography, Film & Téen, Bradford, England.

8. See Plate 7 fromictures of East Anglian Liféd890, by Peter Henry Emerson,
Photogravure, 9 1/4 x 9 5/8 in., EX.2007.2.78, Ruogal Photographic Society Collection at the Naaidluseum
of Photography, Film & Television, Bradford, Engtian
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of foodstuff across a body of water. These photographic images of rural pegadeem
physical labor were a common theme in Emerson’s photographic work. His usecdrdiél
focusing is a vital component of his aesthetic philosophy. Differential focusohgfined as
focusing such that the “principal object of a photographic image must be sharp,|pshagp,
and the rest of the image out of focus in varying degréds.”P. Robinson rightly points out the
physiological inaccuracy within Emerson’s Naturalistic School that thehweye was a fixed
instrument, it could see only part of a scene in focus at once, and it could at the sagetihe
rest of the scene out of foctisThis fact notwithstanding, differential focusing is critical in
comprehending the aesthetic philosophies of both George Davison and Peter HaspnEme
Rather than allow a subjective gaze by utilizing Davison’s diffusion of focus, Bmers
consciously directs the viewer’s gaze to the primary site of focus, whicedeminantly the

residents of rural England.

Styles of Victorian Masculinity in the Late Nineteenth Century

During the first half of the nineteenth century discourses on Victorian ghtyiar
guestioned the masculinity of intellectual labor. In this context, Jamégl&ins argued that
“male Victorian writers represent intellectual vocations as affitoms of masculine identity.
Middle-class male authors—such as Thomas Carlyle (1795-1881), Alfred, Lord Tennyson
(1809-1892), Thomas Arnold (1795-1842), John Henry Newman (1801-1890), Charles Dickens
(1812-1870), Charles Kingsley (1819-1875), Walter Pater (1839-1894) and Oscar Wilde (1854-

1900)—depict their own intellectual labors in markedly varied rhetorics, but thekeics are

82 For a full description of diffusion of focus aniferential focus, see H. P. Robinson, “The PreState of the
Focus Question,The Amateur Photographe®ctober 10, 1890, 258.

8 See Robinson, “The Present State of the FocustiQng<258.
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persistently related in their appeal to a small number of models of mascuhtigyidbe
gentleman, the prophet, the dandy, the priest, and the sdttlit five theoretical categories
represent an ascetic regime, an elaborately articulated programdisgifine. Adams argues
that it was this “self-discipline as a distinctly masculine attributekviegulated more than
erotic desire; they are many-faceted constructions of identity and sottiarity that inevitably
situate the private self in relation to an imagined audieftd@dther than focusing on discourses
of sexuality, Adams prefers to investigate the “complexities and intenmsibn of gender—
gender understood as a system of social authority frequently articulabed apparent divides
of normative and transgressive sexualit®dNineteenth century discourses of gender included
the authority to designate a man or an idea “effeminant,” a term which had no camsobéti
deviant sexuality. The articulation of “effeminacy” preceded late ningtemntury taxonomies
of Richard von Krafft-Ebing'$sychopathia Sexual{4886) and Max Nordau’s (1849-1923)
Degeneratior(1892), as well as medico-legal discourses conceptualized after the®1850ds
context, the energetic self-discipline that distinguished manly “charad¢tered not only
economic utility but also a claim to new forms of status and privilege within agasiogly
secular and industrialized society. At the same time, however, reconfogsrafimasculinity
frequently compensated for the loss of traditional, more assured forms of masdehtity and
authority; they endeavored to restore the prerogatives of a “manhood”—as distimcbere

“maleness”—that had been severely eroded by the pressures of motfernity.

8 Adams,Dandies and Desert Saint3.
#1pid., 2.

# Ibid., 4.

87 Ibid.

8 |bid., 5.
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This process of legitimation of masculinity by the middle classes inoghaself-
identified with the category of the gentleman—*a norm that was the $ubjpotracted
contention throughout Victorian culture, because the concept served so effectiegiyl&ber
social mobility and its attendant privilege.The gentleman was thereby rendered compatible
with a masculinity understood as a strenuous psychic regime, which could be affitined a

embodied as a charismatic self-mast@ry.

By the early Victorian period, discourses of political economy and self-diseipiere
increasingly claimed as the special province and distinguishing attabuoteldle-class men, as
both manhood and masculine labor were constructed in increasingly agonistié¢'forms.
Victorian tributes to self-discipline, men take over the work of both accumulation &nd sel
regulation. Because self-discipline perplexes the binaries of active amkepa$self-assertion
and self-denial, tributes to it frequently confound traditional assignments of géhdzeis
particularly marked in appeals to the religious paradigm of Victoriarreglfiation® Over the
course of the century, however, commentators increasingly distinguishesehedvinasculine
self-discipline, which they represented as an ongoing regime of aggressivastery, and a
feminine self-denial, which they represented as a spontaneous and egssatialsurrender of

the will to external authority?

% |bid., 6.
bid., 7.
! |bid.

2 bid., 8.
% bid., 9.

36



According to Adams, “regimens of manhood embody an active self-maatkey than a
mere capitulation to circumstance, they reproduce within masculinity a paratod t@ what
Weber calls inner-worldly asceticismi*'This internal paradox is reconstituted in numerous
secular forms within the classical sociological tradition—perhaps migsestingly in Hegel's
construction of the master-slave paradox, which has a profound bearing on the anikious sel
fashioning of Victorian masculinities. Encapsulated in the authority of Evaabtlith and
romantic subjectivity, early and mid-Victorian norms of manhood construct an idessesftial
selfhood that repudiates self-consciousness as a mark of theatricalityr ivgloultural
construct of the dandy, for example, a theatricality readily accommodeag¢edlier constructions
of aristocratic manhood is disavowed as the sign of a socially mediate idehttly, vetrays
both religious integrity and the social autonomy fundamental to manhood. But a manhood that
ostensibly transcends self-interest and the gratifications of sociat negst nonetheless be
proved in the theater of the world. Adams argues that “like the Hegelian mastécttran
Gentleman—in common with the Carlylean hero, the Tractarian priest, andningsdaian
poet—invariably depends on forms of recognition that he professes to disdain, and he is thus

implicated in the logic of the dandy””

The centrality of theatricality in all masculine self-fashioning, Whigevitably makes
appeal to an audience, real or imagined, is the primary reason why Adamssdbagdfize
“styles” of masculinity in order to emphasize the interrelatedness @riftand social logics in
the construction of masculine identity. Adams conceptualizes masculinithasécal

transaction: one acknowledges not only the embeddedness of gender in discursivestiudt

% 1bid., 10.
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also the very personal urgencies informing the human engagements thatesttsed

identity %

Emerson’s use of certain gendered language would have resonated witbreVict
public aware of the ever increasing tension over processes of masculirsisigiiing. Emerson
argued that, “his vanity flattered by a couple of portraits published in the phahogparess—he
begins to think himself someone, and poses in public as an autffaritglied in this statement
is the accusation that Davison lacked self-discipline by openly embracitigchiég—the
mediated, dandyistic identity. Emerson’s own middle-class profession as aldgittorated his
own masculinity by identifying it with that of the gentlent&rn this context, | argue that the
public discourse over the aesthetic qualitieAiOld Farmsteadransformed into open
negotiation of masculine self-fashioning between the Victorian conceptiiaig of the

Gentleman and the Dandy.

Colonial Masculinity and the Question of Henry Morton Stanley

According to John Tosh, Empire was a man’s business in two senses: “its acquisition a
control depended disproportionately on the energy and ruthlessness of men; and itsIpdace in t
popular imagination was mediated through literary and visual images whiclkteotigi
emphasized positive male attribut€3 During the late nineteenth century it was the Victorian

explorer, the one who embodied the personal traits of practicality, resourcefuhtesslfa

% bid., 11.

9 Letters to the Editor: “Mr. Davison’s Misrepresaiions (February 14, 1891)The Amateur Photographer
February 20, 1891, 127-28.
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reliance, who was responsible for maintaining the British imperial grdjacs relationship of

gender and imperialism can be articulated in two ways:

Firstly, a heightened awareness of opportunities and threats overseas induced a
harsher definition of masculinity at home; if the empire was in danger, men must
be produced who were tough, realistic, un-squeamish and stoical. A sense of crisis
overseas prompted efforts to increase the appeal of imperial careersyiestod e

the young, especially by recasting the approved attributes of manisezzmdly,

by locating the primary sense of crisis, not in the empire, but in the pattern of
gender relations within Britain itself. According to this perspective, erahims

for the empire at the end of the century was a symptom of masculine insecurity
within Britain. Anxieties which had their root at home could be displaced onto the
empire as a site of unqualified masculinity, and both career choices and
ideological loyalties were influenced as a re§Uilt.

John Tosh argues instead that both of these dynamics were working in tandem duaiteg the
Victorian period—*“that pessimistic appraisals of masculinity and ofitiq@re played off each
other in mutually reinforcing ways which powerfully conditioned the popular response to
empire.*** This dynamic of masculine constitution was further complicated by the redture

homosocial intimacy experienced throughout empire.

Robert Aldrich examines the connections between male homosexuality and European
imperialism through the lives and careers of selected figures, primmathg iBritish and French
empires in the hundred years after the mid-nineteenth century. By looking at hoal@spects
of imperial and colonial history, and at imperial and colonial aspects of the ro$tory
homosexuality, it suggests that sexual ambivalence and the desire of certain emeational

and physical union with male partners produced a direct and identifiable influencerqubiei
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lives, whether in political actions, philosophical beliefs, or artistic andter@ations. Aldrich
also illustrates the variety of homosexual relationships in colonial contextsliterary
appreciations of male bodies in the context of Greek Mythological imagery to hedonis
representations of pornography, from stories of love to cases of rape, fromdting-#and

heart-felt romances to promiscuity and prostitufitn.

The colonies represented essential sites in which multiple potentiafities
homoeroticism, homosociality, and homosexuality could be experienced along witatg oari
perspectives and experiences by which men expressed attraction to other raEnyauths.

The nature and scope of these relationships between Europeans and colonial “otieersi var
scope from casual sexual experiences to long-term romantic relationstiess €njoyed the
homosociality of predominantly male expeditions, military barracks, tradimpstst and
missionary stations. Aldrich argues that the gendered nature of expansion, in which men
monopolized many imperial activities, and where manly virtues were champioeathd

situations congenial to intimate male bonding. This, coupled with a fundament demographic
imbalance in the sex ratio between European men and women and the limited raxgealof s
partners in some outposts, encouraged situational homosexuality. The world outside Earope a

provided ample material for portrayal of exotic men in literature andart.

Critical to Aldrich’s nuanced analysis is his clarification that homosepaalivities do
not necessarily imply sexual intercourse with another male. There weesrousmbstacles
inhibiting physical expression of male sexual desire, including psychologmassion,

religious views or beliefs, fear of disease, lack of reciprocated iaffisadr opportunities,

192 Robert Aldrich,Colonialism and Homosexualifzondon: Routledge, 2003), 2.
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pressures from the police, religious officials, and medical authorities (anehments from the
police, religious officials, and medical authorities for contraveningpaedemores), and distance
from or absence of a beloved. In the late Victorian and early Edwardian pevlegts many
Europeans considered sexual continence a virtue, lack of physical relations shaad not
surprising. However sexual continence coexisted along a homosocial spectruta of ma
relationships which included homosexuality, intimate friendship, male bounding, and
paternalistic or avuncular sentiments, were extremely porous, and matexddipmad did veer

off into sexual intimacy®*

By the late Victorian period, it was commonly assumed amongst the wider European
population that homosexuality as well as numerous other acts of sexual deviancyqrbtheea
non-European world. Aldrich argues that in the constant renegotiation between paraagti
reality imperial possessions represented a potential site for homosetaialiberge.
Homosexual men fleeing legal persecution in Britain and Europe were welcomed diotiies
as long as their sexual discretion remained intact. According to Aldiérancy has remained
a prime trait of modern homosexuals, migrating from countryside to city, letnernarovinces
for fin-de-siécle Paris or Weimar Berlin, journeying to Capri, Taorpand other mythic
Mediterranean sites. Colonies provided further destinations, at a time wheraimperi
propagandists, popular writers, and newly established travel agencies promotedsovers
journeys, while the colonial administration, the military, and private busmesszed jobs to

those willing to take their chances abrd&t.

104 hid.

195 See James BuzarBuropean Tourism, Literature and the Ways to Celtdi800-191§Oxford: Oxford
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In the context of this study it is critical to examine Aldrich’s clailveg Henry Morton
Stanley sublimated his homosexual emotional desires in the only novel he wroteti@an ex
homosexual romance. As has been stated repeatedly throughout this dissertatiploraoveas
so famous in the late nineteenth century as Stanley, the man who “found” Dr. Dangstone,
helped carve out an empire for the King Leopold Il, won a knighthood from Queen Vietwtia
served in parliament; his accounts of expeditions became instant best-s@ltefor thirty years
he was a worldwide celebrity® Stanley charted his exploration in diaries and journals, and
wrote highly descriptive booksHew | Found Livingstonelhrough the Dark Continenandin

Darkest Africa—which brought home the “darkest continent” for an eager Victorian audi&hce.

One book that British historians fail to account for is the ndvglKalulu: Prince, King
and Slavesub-titledA Story of Central Africapublished in 1873. Stanley wrote it after his
return from finding Livingstone, partly during a lecture tour in the UniteteStavhere he was
accompanied by a young African whose name, Kalulu, Stanley gave to hisfi&tahley’s
homoerotic narrative begins with introducing Selim, a 15 year old Zanzibari “Amabdse
appearance at once challenged attention from his frank, ingenious, honest facer, his clea
complexion, his beautiful eyes, and the promise which his well-formed gracgfte fjave of a
perfect manhood in the futuré” Stanley’s descriptions of male characters linger on their

physical beauty, though he carefully points out that both Selim and Kalulu are hantsmmer

198 Aldrich, Colonialism and Homosexualjt@6.
197 Ibid.
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many Arabs and Africans? Such literary descriptions embody typical Victorian conceptions of

race; however Stanley endows his heroic characters with strength of both bathaeaaler**

According to Aldrich, “reference to public school mate-ship and its subliminabkex
tension is blatant, and the allusion to classical couples taken as models of homosexual
partnerships is even more patent. My Kalulu, an edifying tale for Victorias\ bagy be read as
an idealized homosexual love story in an exotic setting, filled with recogeizkssical and
biblical allusions, and complete with a ‘they lived happily ever after’ conclusté®erhaps it
represented the ideal romance that Stanley never found in his own life. Unfortutmedgely
hypothesis does not reflect the extensive archival material from Staoley writings, which
gives little hint of the romantic and sexualized nature of the novel. Though traadforrine
novel, Kalulu and Selim were real figures from Stanley’s African tripgmSeas one of
Stanley’s bearers or interpreters, a sturdy-looking fellow he recruitédrizibar. Stanley
identified Kalulu in the preface to his novel as the boy who accompanied him fromalCentr
Africa to England, adding that some features in his fictional characieeddérom a chieftain
whose exploits were related by a guide. The fictional Kalulu is sigmifiy older than the real

one, a strapping adolescent, almost an ddlt.

For Frank McLynn, “Stanley never lost his shame at being an illegitirhdteand this
led to his later notorious difficulty in coming to terms with sexuality. firgbable that he was

sexually assaulted, or raped, by the headmaster in the workhouse whenet Ipeud e his
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childhood [St. Asaph’s]*** This sexual ambivalence was demonstrated by the fact that Stanley
never got on with women, and even disliked tHénT.he experience at the workhouse may also
have made Stanley view homosexual physical relations with horror, but did not daunt his
enthusiasm for young companioh&ln this context, McLynn argues that Stanley’s relationships

with adolescent boys do not conclusively prove that Stanley was homosexuatigdncli

He was uncomfortable with matters sexual, never wrote about sex, and seewesf&dt ha
horror at physical relations. Stanley had three broken engagements to wonteationsi
(McLynn argues) where he would not go through with the marriages. He fimadlyonly late in
life and never fathered children. Unpleasant experiences at St. Asaplw#raggbing a
companion’s rape in Turkey, as well as the strict Protestant sermons heshagabLiéh, also
made him uneasy with sexual contact between H&tanley’s sexual ambivalence throughout
his years of African exploration further complicates British notions otoliasty. Although
Stanley was in a companionate marriage, he continued to foster intimate nahrs&ationships
with younger males, both European and indigenous. This coupled with his consistent violent
behavior during his numerous African expeditions threatened the very notion of Britain’s

civilizing mission.

14 Ered McLynn,Stanley: The Making of an African Explofgranham, MD: Cooper Square Press, 2001), 205.
15 Aldrich, Colonialism and Homosexualjtg4.
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George Davison’s Introduction to the Photographic Art World 1886-1890

George Davison (1855-1930), born in Kirkley, Suffolk, on September 19, 1855, was
recognized at an early age as a gifted student at the secondary schoablmfi’'St Ldwestoft.
Thereafter he continued his studies at evening classes, passing the secomad-@wi service
examination for boy clerk before the age of twenty. In 1874, Davison worked atc¢hecfer
and Audit Office in Somerset House, living in north London. By 1883, he was married to
Susannah Louis Potter at Finsbury Chapel in the City of London on June 2, 1883. In 1884, a son,
Ronald, was born and in 1889 a daughter, Ruby. Davison had taken up photography around
1885, becoming the honorary secretary of the Camera Club in 1886, an elite photographic
institution located in London. In subsequent years he was elected to the exeoutivi of the
Photographic Society of Great Britain in 1886 and received a testimonial in 188@ fprality
of his work*'® He had been constantly experimenting with chemical and optical methods to
produce the softening of detail in the photograph, which he saw as the means g theati
desired impressionistic effect. In the Photographic Society of GréairBs 1888 exhibition he

exhibited a picture taken with a pinhole instead of a lens.

From time to time such pictures have been produced as curiosities, but it is only
of late that the suggestion has been made that such a method is practically
available. The picture in question was taken on a fairly bright day with an
exposure of a quarter of an hour, the size of the hole being a fiftieth of an inch. It
is about ten inches by eight in size, and the plate was placed at about twelve
inches distance from the hole. An ordinary exposure with a lens might have been
about two seconds, so that with the small amount of light admitted [extra]
exposure is requirett?

18 Colin Osman, “Davison, George (1855-1930),0ixford Dictionary of National Biography
http://www.oxforddnb.com/view/article/58917.

19 «photographic Exhibition of Great Britain NoticaBtitish Journal of PhotographyOctober 5, 1888, PAGE.
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This exhibition of a pinhole landscape in 1888 is interesting on several levels. Most ntiporta
the photographic community’s general reaction to the pinhole landscape photogsapteved
curious novelty. It caused no great disruption or controversha©ld Farmsteadid two years
later. This implies that it wasn’t so much the way the photograph was taken butahediist

context that elicited such a response.

The turning point in Davison’s professional life came in 1889 when George Eastman
appointed him a director of the British branch of the Eastman Photographic MaBamapany.
In 1897 he became a full-time assistant manager, in 1899 he was appointed deputygnanagi
director, and then the following year took over as managing director. The ialtigy sf £1000
was modest, but Davison took full advantage of share options, becoming the second largest
shareholder in Kodak (as the company became) after Eastman himself. Byetli@stman
asked him to resign in 1912 due to his advocacy of anarchist communism, Davison was a

millionaire, and he used his wealth to promote his socialist political agéhda.

“Educate, Agitate, Organize”: George Davison and the Politics of Aesgheti

During the final years of Davison’s time as a clerk in the Exchequer and @fiidé in
Somerset House (1874-1889) he was exposed to the ideas of the Fellowship of théeNew Li
(1883-1898) which advocated clean simplified living and whose main influence$ieeing
David Thoreau (1817-1862) and Ralph Waldo Emerson (1803-1882). The Fellowship of the
New Life was also concerned with the spiritual, ethical, and social refoBmtish society and
it was this secondary priority which led to the formation of the political splgnteip the Fabian

Society (1884). The Fabian Society advocated political and social reform throughsBoc

120 Osman, “Davison, George (1855-1930).”
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policies and consisted of mostly civil servants or clerks in private employnétieods of
agitations congenial to them were compatible with their occupations. Accoodityard R.
Pease, théabian Tract No. 2: A Manifest@ublished in 1884, describes the essential political

tenets of the group:

I. That a life interest in the Land and Capital of the nation is the birthright of every
individual born within its confines and that access to this birthright should not
depend upon the will of any private person other than the person seeking it.

Il. That the most striking result of our present system of farming out the national
Land and Capital to private persons has been the division of Society into hostile
classes, with large appetites and no dinners at one extreme and large didners a
no appetites at the other.

[ll. That the practice of entrusting the Land of the nation to private persons in the
hope that they will make the best of it has been discredited by the consistency
with which they have made the worst of it; and that Nationalization of the Land
in some form is a public duty.

IV. That the pretensions of Capitalism to encourage invention and to distribute in
benefits in the fairest way attainable, have been discredited by thécexpenf
the nineteenth century.

V. That men no longer need special political privileges to protect them against
Women, and that the sexes should henceforth enjoy equal political'fights.

This political philosophy strikes at the heart of bourgeois modernity with itardéoin that the
nature of capitalism is to create hostile classes and that it ultynfiaitslto distribute wealth in
an equitable manner. Its advocacy for the nationalization of all land in Grah Bs well as
the equality of the sexes would have proven the most revolutionary against thectadslle
ideology of private property and domesticity. In 1885 George Bernard Shaw vacgidoinig
objection to the peasant agriculture of his native land, and he submitted to the Society a
characteristic leaflet addressed to provident landlords and capitalistggesson and a

warning*?? It says, “having in view the advance of Socialism and the threatened subversion of

121 Edward R. Peaselistory of the Fabian Society: The Origins of EspliSocialisnfNew York: Red and Black,
1916), 28.

1221hid., 33.
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the powers hitherto exercised by private proprietors of the national land and \capitaes

plainly to warn all such proprietors that the establishment of Socialism iarthgleans nothing
less thatn the compulsion of all members of the upper class, without regard to sextmmgondi

to work for their own living.*?® The tract, which is a very brief one, goes on to recommend the
proprietary classes to “support all undertakings having for their objecatbeling out of waste

or inferior lands amongst the laboring class” for sundry plausible re&¥$d@Bsorge Bernard

Shaw was also responsible for creating the political slogan, “educatée agitenize” and

through this mantra a “tremendous smash-up of existing society,” to be sutbgemanplete
Socialism™® In all this revolutionary language one must remain cognizant of thenfct t

Fabians themselves understood that actual political revolution was unlikely fddaken Great
Britain. This reality guided the Fabian Society to form the Independent L&aotyrin order to
advocate for socialist policies within the existing parliamentaresysind to distance the group
from the more violent and radical anarchists and Marxists. It is integdstsee George

Davison’s developing political philosophy after his initiation into socigliitics in the late
Victorian period. Davison’s strong social conscience developed into a passionateasntlios

the anarchist movement. His political activities came to the attention of msrfemployers in
1912. The American managing director of Kodak Limited, W. S. Gifford, wrote on May 9, 1912
to George Eastman that he had read a copy of a magazine published by George Dastison call

The Anarchis{which became defunct within a year) in Glasgow, Scotland dedicated to

123 pid.
124 pid.

125 hid., 34.
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educating the public about anarchist doctrifé&eorge Davison responded to this initial

correspondence with this insightful reply,

| am “interested iMhe Anarchistas in everything which is concerned with the
philosophy of ‘anarchism,’ or, rather, anarchistic communism.” Everyman of
ordinary intelligence who closely studies the conditions of society & theuga

social theories...must be “interested” in it. You yourself would be...l am
“interested” similarly in the genuine original Christian philosophy whidhrise

parts anarchistic communism & in your own Ralph Waldo Emerson’s work...it is
only the general stupid confusion & ignorance that makes it necessary for me to
add that | would object to acts of personal violence to secure any end. That is no
essential part of any anarchism...Intellectual bombs are good enough for any
movement?’

By the end of the Edwardian period, George Davison had truly incorporated the Shavian sloga
of “educate, agitate, organize” into his personal world view. He espoused theeaahyngs of

the Fellowship of the New Life in his reference to Ralph Waldo Emerson and fak init

advocacy of Fabian Socialism had grown to include the more radical anarchist cetnmuni
ideology, which advocated for the complete abolition of the state, markets, momate pri
property, and capitalism in favor of common ownership of the means of production and direct
democracy. Davison also aided several socialist projects, including the tstoilg at the White
House, Ammanford, south Wales; the Central Labour College in London, a breakaway from
Ruskin College, Oxford; and the famed Chopwell Communist Club in co. Durham (which was

Labour rather than Marxist). He allegedly handed out leaflets at thengseef George

126 Brian Coe, “George Davison: Impressionist and Ahist,” in WeaverPBritish Photography in the Nineteenth
Century 237.

127 bid.
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Ballard’'s Workers’ Freedom Group, and at one such assembly met the gobatioaary Peter

Kropotkin."?®

Controversy at the Photographic Society of Great Britain’s Exhibition of 1890

According to thePhotographic Newghe first notice of the Exhibition discusses how No.
55, An Old Farmsteadby Mr. George Davison, demonstrated the merits of the “New School”
with its award of a medal. It stated, “there is distinct evidence of a rewlsaf art photography
in the present Exhibition, and yet it is not new save in this respect, that thewpeesiiin which
the late Mrs. Cameron won fame in portraits have been transferred to landscaye, griestér

manipulatory and technical skilt?

The main judges of the Exhibition were Captain Abney,
Valentine Blanchard, William England, Joseph Gale, Henry Moore, and H. P. Robinson, all
photographers with long and distinguished reputations within the greater photographic
community. It describes the effect of this picture as being “exceedirefgipl to the eye, and

if it be that the quality of a photograph is that it should look as unlike a photograph as possible,
then Mr. Davison has succeeded admirabf).The composition oAn Old Farmsteads

described as “well balanced, the light and shade are arranged on what aneeelctmgbe art

principles; but the defect—if it be a defect—is that it does not suggest nature.”

128 Osman, “Davison, George (1855-1930).”

129«\vide-Angle The Photographic Society’s Exhibitio;he Photographic New®ctober 3, 1890, 759.
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Figure 1: “An Old Farmstead” or “The Onion Field”

Source: Thirty-Fifth Annual Exhibition of the Photographic Society of Grea&iBriCatalogue
No. (55), An Old Farmstead, re-titled, The Onion Field, 1890 by George Davison (1854-1930)
Care of George Eastman House, International Museum of Photography and Film
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What made Davison’s photograph so unusual was not only the method in which it was
created, through a pinhole device (no lens) which produced the diffusion of focus effedpbut al
the way it was displayed within the exhibit. In the artiElgmes and Mounts at Pall Malhe

writer clearly notes the unique way in which the photograph is exhibited.

Taking the prize medal exhibits in catalogue order, the first is “An Old

Farmstead” (55) by George Davison This has no mount at all in the ordinary
acceptance of the word, but has, instead, a broad receding flat under the glass, so
that the picture is perhaps half an inch behind the latter. The flat andrglass a
enclosed in a plain but bold gilt moulding of considerable width; the tone of the
print is warm, its light and shade subdued and massive, and details merely
suggested??

The significance of not utilizing a frame transcends the roughly fortg ydaxhibition protocol
and etiquetté®* metaphorically questioning the very purpose of physical borders, disciplining
nature, whether that be the self-discipline of the Victorian “dandy” or thotel mastery of

the British Empire. Both sites are constantly undergoing a process of cotidignad
reconfiguration. C. J. W.-L. Wee argues that “there is a fluidity to the bousdaaiking

‘home’ from ‘imperial outpost’.*** In this context | would argue that this fluidity disrupted the
semiotic narrative within landscape imagery by threatening both bourgedaisamodernity
and Kingsleyan “national-imperial” discourse. Davison’s landscape engattpeseveral key
concepts within Fabian Socialist political theory, namely the principle ofedexuality, which
disrupts Victorian notions of domesticity, along with the policy of land nationalizahereby

disrupting the most sacred principle of capitalist modernity, private propgitg riand finally

132«Frames and Mounts at Pall MallThe Amateur Photographe®ctober 3, 1890, 235.
133 protocols for exhibiting photographs date bactheGreat Exhibition of 1851.

134\Wee,Culture 4.
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the principle of social equality, which disrupts socio-economic hierarchiegwWiictorian

Britain. As an out of focus image of rural England, Davison’s landscape didnagisrmary

tenets of Kingsleyan discourse, mainly the regenerative nature of the cametAwcording to
Russ Young, Davison’s main attraction to pinhole photography was that it, “sprargjlpatu
from his Fabian/Anarchist politics—the pinhole is the photographic equivalent ohatarc
philosophy—no manufacturer, little cost, all control in the hands of the t/8éks’an example

of diffusion of focus, which creates a softness of tone or a blurring of the photagrapge,

An Old Farmstea@voked societal anxieties concerning the subjective nature of “seeing” or
“interpreting” the landscape photograph. Rtetographic Newseviewer commented on
personal trepidation over determining what was “the mass of growth in theciane

concluding that “probably onions run to seed would be the nearest approach to what Mr. Davison
has given us in his picture: but it may not matter. The new school possibly goes in for
suggestiveness, and if the field of stalks with the knobs at the ends suggests the onitreplant
the object of the picture is answeréd This official interpretation would eventually manifest
itself in a name change froAn Old Farmsteado The Onion FieldHistorically, it is unclear if

the name change occurred through its creator, George Davison, or through the photographic
periodical press; the evidence suggests the later. However, by October 1&3terevi
commenting on the absence of George Davison from the Photographic Society @ritaeas
Exhibition referenced his previous success exhibifing Onion Fieldl would argue that this
demonstrates what Lynn Meskell defined as the “archaeology of power,”rtte, méassify, and

domesticate doubles as the means to obliterate, silence and negate othes hrsonays of

135 Russ Young, “Historical Pinhole,” iBtudies in Photography 200&d. EDITOR (LOCATION: PUBLISHER,
YEAR), 42.

136 «\ide-Angle’ 759.
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dwelling in the same spac&®® This transformation from “old farmstead” to “onion field”

represented an attempt to disrupt Davison’s critique of the Victorian social aaher geder.

According to Brian Coe, former curator of the Kodak Museum, the origin of the pinhole
landscape known asn Old Farmsteaar The Onion Fielgda photogravure print 8” x 6”7, was
photographed during a Camera Club outing to Gomshall, Surrey, on May 4, 1889. In the June
1889 volume of thdournal of the Camera Clylit states, “Here Mr. H. P. Robinson, who had
come to spend a quiet country day socially with the party, enjoyed the morning ia ohpagt
of the apparatus of the Honorary Secretary, who was pinholing about in the most devoted
manner.** During the 1889 Exhibition of the Photographic Society of Great Britain, Davison
entered twelve photographs; four of them were landscapes created throughaie pisinole.
According to Brian Coe, that May 1889 Pinhole was exhibited in the 1890 Exhibition of the
Photographic Society of Great Britain. Interestingly, during my irgt@mination of the
Camera Club’s outings between May 1889 and September 1890 | discovered a clue to the
photograph’s true provenance. According to the August 1890 volume &duineal of the
Camera Clubit was during an excursion to Dedham (September 5-7) that the famous pinhole

landscape was taken.

On the Saturday evening, the whole party left the Marlborough Head, where Mr.
and Mrs. Springall had done everything in their power to make the party
comfortable, and proceeded, some to the Cups Hotel, Colchester, and some direct
to the White Hart, Mersea, a drive of ten miles from Colchester. Here all
expressed themselves pleased, both with the picturesque character of West
Mersea and the famous oysters and ducklings supplied by Mr. Whiffin of the
White Hart. The scenery of the island (the place where the plot of Mr. Baring

137 See Lynn Meskell, “Archaeology Matters,” in Lynrelkell, ed.Archaeology Under Fire: Nationalism, Politics
and Heritage in the Eastern Mediterranean and MédHhst(London: Routledge, 1998), 2.

138 3. S. Grimshaw, “Excursion to Gomshallgurnal of the Camera Clubl no. 33 (June 1889): 137.
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Gould’s Mehalah is laid) is illustrated in the exhibits of the honorary segiatar
the present Pall Mall Exhibitiof?

In collaboration with Welsh photographer David Géfi{1,came to the conclusion that Brian

Coe’s assumption concerning the original date of May 4, 1889 and location of Gomshai, Surre
for the taking of the landscape photogr@phOld Farmsteadvas incorrect. The correct

provenance oAn Old Farmsteaadf September 7, 1890 at West Mersea Essex is more than just a
footnote in photographic history. Indeed it is central to the overall tenet of this ttetsthe fall

of 1890 represented a cultural nexus in which national and imperial identity and @syprim
constituting essence, masculinity, coalesced around interpretations of bothrtutertad

George Davison and the true nature of his unusual pinhole landscape of rural England.

Julia Margaret Cameron and the Gendered Politics of “Soft Focus”

In the initial notice to the Photographic Society of Great Britain’s Exbibif 1890, the
reviewer consciously linked DavisorAg Old Farmsteado “the peculiarities in which the late
Mrs. Cameron won fame in portraits [which] have been transferred to landscapddwith]
greater manipulatory and technical skift*Julia Margaret Cameron (1815-1879) was a British
photographer known for her portraiture work with notable Victorians such as Aliedl, L
Tennyson, Charles Darwin, Robert Browning, John Everett Millais, WillianhditRossetti,

and Edward Burne-Jones, to name just a few, as well as providing the photographs for

139 «Excursion to Dedham,Journal of the Camera Cluly, no 48 (August 1890): 184-85.

140 David Gepp was born in Belfast but has lived indMales since 1974. His work is held in privatdexiions
and has been purchased for the Bibliotheque Nd&andParis, the National Library of Wales, and BiE Irish
New Media Collection, accessed December 2006,
http://www.bbc.co.uk/wales/mid/sites/arts/pagesidigepp.shtml?1
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Tennyson’ddylls of the King**? This link was expanded upon during the aesthetic debates
between Peter Henry Emerson and Henry Peach Robinson over the diffusion of focus vs.
differential focus controversy. P. H. Emerson attempted to link Davison’scactistice of
diffusion of focus to Julia Margaret Cameron’s style of portraiture in 1865. Henaedtby
reiterating H. P. Robinson’s opposition to Cameron “calling her work ‘smudgesaging |

down his doctrine that definition was the function of photograpfiyRobinson openly granted
Emerson this point in his editorial rebuttal although he qualified it by statingdfdhet do this
by intention, initialing it was her misunderstanding of the optical qualitiesrtzicdenses.” He
then humbly encouraged Mrs. Cameron on the correct selection of lenses and shéigidsdde
with the improvement.” Emerson’s primary purpose in associating Cameron’saarsbis
aesthetic similarities was to question his masculinity, thereby efigimg his character.
According to Lindsay Smith, “when read contextually, Cameron’s decision not to apptexa
focused image, together with her questioning of focus as photographic law, constititigaa
of the ideology of perceptual mastery as that which is continually affirm#ietinotion of a
stable relationship of subject to visual field along the lines of a geomeamdalContextually
Cameron’s photographs have to be read as problematizing photographic discourpioyngm
it to challenge one of the most dominant paradigms in Western modes of visual repiegent
geometric perspectivé Cameron’s contestation of focus clearly contains wider historical and

cultural ramifications. In other words, Cameron threatens more than meregthata

142 See Victoria Olserfrrom Life: Julia Margaret Cameron & Victorian Phagmphy(London: Aurum Press,
2003).

143p_ H. Emerson, “The Present State of the Focust@ue’ The Camera: An lllustrated Monthly Magazine for
Those who Practice Photograpky no. 55 (December 1, 1890): 146.

144 indsay Smith;The Politics of Focus: Women, Children and Ninetie&@entury PhotographgManchester:
Manchester University Press, 1998), 26.
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principle. She represents the possibility of demobilizing the whole mechanistisbfdm in the
field of vision, and all that demobilization clearly implies for the Victoriamigachal sanctity of

home and hearthf®

Smith argues that if we contextualize the Latin meaning of “focus” whithesrth” it
creates the potential for the disruption of separate spheres of ideology oéminatentury
culture, together with its profound resonances for visual and gender politics. Tagirefo
examining nineteenth century photography one must consider that Victorian womenaccupie
positions as the official protectors of the hearth, the critical site in wbitteptualizations of
masculinity are constituted. Smith argues that “Cameron’s work embodiescalpaspatial
intervention in the representation of the domestic. Her use of hearth as a pointalpoliti
redefinition (in its broadest sense as a locus of her interest in those women dueh chise at
hand who regularly served as her models), demonstrates its centrality to deéscmusse of the
period.”® By refusing to focus her images, Smith argues that Cameron undermined the
sovereignty of the domestic sphere as an essential site of Victorian Gased upon a

privileging of public (male civic subject position) over private (domestic kespace}*’

George Davison vs. Peter Henry Emerson: Questioning British Masculinity

Although Emerson was the predominant and most influential advocate for Néturalis
photography, by 1890, George Davison had begun to eclipse Emerson in stature within the

photographic community to the point where the controversy caused by Davison’s

145 bid., 78; footnote page 34.

148 1hid., 37.

147 bid.
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“impressionistic” pinhole landscape exhibited during the Photographic Ewhilmat only
challenged Emerson’s “truth to nature” but would also create a personal angiprafeschism
between the two men. Initially, Emerson stated, “But | am sure Mr. Robinsonisiant¢o play
off Mr. Davison against me will fail—he tried it last year. Mr. Davisom@e modest, and
knows to whom credit is due more than Mr. Robinson thinksThis statement reveals a sliver
of insight into Emerson’s true feelings concerning his relationship with Davidtmaugh the
two men emerged almost simultaneously within the photographic community in 1886 their
socio-economic differences, Davison was a civil servant and Emerson was g Eleatty, in
the mind of Emerson, constructed a relationship in which Davison was an “assoiaie’the

greater community of photographers as well as an advocate for “Nata@listography**°

By the spring of 1891, the debate had degenerated into direct personal attacks on
Davison’s “character” by P. H. Emerson. TAmmateur Photographein the February 20, 1891
issue, stated “it was to be expected that Dr. Emerson would reply to Mr. Davison. He has done
so, and we publish his letter, minus a few paragraphs which are either irreleghanor
unnecessarily personal nature. This being done, it is our intention to allow no further
correspondence upon a subject which has no interest to students in photography and which has
assumed the form of a bitter personal quarr€l®ne can only imagine the breadth and
dimensions of Emerson’s scathing attack on his former protégé, but there was @mg tirame
which permeated what was printed in tAatateur Photographearticle, the fact that George

Davison’s occupation as a clerk, defined his “character” in profound ways.

148 Emerson, “The Present State of the Focus Que’sfidi,
149 pid.
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Sir,--There is an old adage that weak men hate none so much as those who have
done them favors or taught them how to shoot. The Truth of this adage is
pleasingly exemplified by Mr. Davison’s “reply.” Mr. Davison, audit clerk”

has found time after or between office hours to perform geocktarial workfor

an amateur photographic club to write “drivel” (his own word) peppered with a
grain or two of other people’s property, and to take, at most, four photographs
having any claim to artistic merit. In each of these the “clouding” s&fddut

what of that to a man who talks of values. Having done these great deeds and had
his vanity flattered by a couple of portraits published in the photographic press—
he begins to think himself someone, and poses in public as an authority. He has,
now that hismaster-myseH-has seen fit to abjure certain philosophical doctrines,
been ungrateful enough to try and belittle me...For art one must give his skin, and
learn to labour and waitBut the public must be set right or the petty vapourings
and ‘clerkly personalitiesmay mislead:>*

Throughout the 1880s and 1890s, “British women had unparalleled access to social and
economic opportunities which had previously been limited by the “masculine” natoo¢hof
sites. In fact, the “Woman Question” dominated middle and working class man@vier the
apparent tenuous nature of their own “masculinity” with the growing encroachmeotran,
specifically in the work place*® John Tosh argues that office work was a traditional route into
the middle class for the upwardly-mobile working-class man, but in the lateenmtletcentury
large corporations and some sections of the Civil Service began to recruit fgonstieand
telegraphists as a cheaper and more “docile” workforce. Many male olgpksed this trend not
only because they feared redundancy or wage reduction, but also because the gesadér sta
their occupation was at stake. According to Sonya O. Rose, working-classabgipg “was a
complex value system, held by a wide range of people from varying occupagtionps, that

had its roots in artisans’ and skilled workers’ notions of independence, the same wetaksg

151«Mr. Davison’s Misrepresentations (February 14918” 127-28.
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sources that originated the ideology of breadwinning for men and domesticitgrfaen*>*
Emerson’s use of certain gendered language such as “audit clerk” arkdl"cdeere meant to
disrupt Davison’s own masculine self-fashioning. However, by 1889 Davison had left that
position at the Exchequer and Audit Office in Somerset House and became dirdotoBiofish
branch of the Eastman Photographic Materials Compérihis demonstration of socio-
economic mobility disrupted notions of effeminacy and probably exacerbateddtisealready
furious tone because Davison’s increased masculine authority encroached tba die ti
gentleman, a role which like the dandy, also accommodated a degree of titgatirerson, a
doctor by profession, clearly sees himself as a “gentleman.” The exterd ©f évident in his
statement, “he has now that hisster-mysel-has seen fit to abjure certain philosophical
doctrines, been ungrateful enough to try and belittle me.” If one was to grasp the ohantl
Victorian gentlemanliness, self-discipline or self-mastery weeg @itmponents. Late nineteenth
century conceptions of masculinity can only be comprehended in the wider soebettd over
the nature of national and imperial self-belonging identified in the interctethearratives of

Booth’s Darkest England and Stanley’s Darkest Africa.

Booth's Darkest England

William Booth (1829-1912), the founder of the Salvation Army, concurred with
Kingsley's attitudes towards the urban working class poor describingkimgtdetail the misery
of the city inhabitants and outlining his methods of achieving spiritual salvatoumgh social

service. According to Booth,

153 30nya O. Rosa,imited Livelihoods: Gender and Class in Ninetee@#mtury EnglandBerkeley: University of
California Press, 1992), 149.
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the denizens in Darkest England; for whom | appeal, are (1) those who, having no
capital or income of their own, would in a month be dead from sheer starvation
were they exclusively dependent upon the money earned by their own work; and
(2) those who by their utmost exertions are unable to attain the regulation

allowance of food which the law prescribes as indispensable even for the worst

criminals in our gaols*>®

As altruistic as this statement appears Booth also blames the poor thenfmefaling into a
state of “working-class primitivism,” arguing that “much of the misgfrthose whose lot we are
considering arises from their own habits; drunkenness and all manner of nimekes moral
and physical *** Booth’s plans for uplifting the downtrodden within English cities can be
interpreted as blurring the boundary between the “working class primitiasthe urban poor
and “African Savagery” demonstrated by British explorers. William Boath writingDarkest
Englandbefore the scandal broke over what proved to be Stanley’s last expedition. If we
examine Booth’s strategic initiatives for regeneration of the urban destitatduded a complex
process of establishing three successive interconnected networks of cotenaty, the farm
and the over seas. The city colony consisted of establishing a “Receiving fwuke destitute
in every great center of population in Great Britain. Booth proposed to establish intmannec
with every Food and Shelter Depot a Workshop or Labor Yard, in which any person who came
destitute and starving would be supplied with sufficient work to enable him to earntthe fou
pence needed for his bed and bdafdrinally, Booth proposed the creation of a “Household
Salvage Brigade,” a civil force of organized collectors, who would patrol the wiwiteds

regularly as the policeman, who would have their appointed beats, and each of whom would be

155 William Booth, In Darkest England And The Way QW hitefish, Montana: Kessinger Publishing, 2004,
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trusted with task of collecting the waste of the houses in their clPéior those individuals

who did not fit into this initial network due to overcrowding Booth argued that “Farongbl
would be created for those potential laborers to live in. Known as the “Pionead&fithe
carefully selected and competent out-of-works in the City Colony would be senttdday out

the estate and prepare it for those who would comeaftEinally, if the newly created Farm
Colonies proved inadequate then the “Over Seas Colony” would be a viable solution. @gcordi
to Booth, the constant traveling of the Colonists backwards and forwards to Englandtmakes i
absurd to speak of the Colonies as if they were a foreign land. They are sime$syqgdi8eitain
distributed about the world, enabling the Britisher to have access to the ridsesfihe

Earth!®® Interestingly, Booth advocates the continent of Africa as being the most ayh@uga
because of the availability of land, healthy climate, and labor in grearagfi Both the “Farm
Colony” and the “Over Seas Colony” represent Kingsleyan spaces in whidedgbaeration
caused by filth, disease, and urban poverty in the industrial cities in Britain candagrfentally

reversed in a process that will reinvigorate the Englishmen’s true nature.

Henry Morton Stanley’s Darkest Africa

Henry Morton Stanley, a Welsh journalist and explorer, most famously known for his
search for noted missionary David Livingstone, represented the polar opposite vehm
exuded a primitive masculinity necessary to project British power on al glcdde, despite or
perhaps because of the atrocities it simultaneously inflicted on indigenous posuiatine

Congo region of central Africa. The public discourse concerning perceigeddsness” or

158 1hid., 104.
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“uncivilized behavior” by H. M. Stanley and his associates, such as Janase&sah, heir to an
Irish whiskey manufacturer, who allegedly purchased an eleven year ald @ider to witness
her demise by indigenous cannibals, was spearheaded by the AboriginesdarSieaety
during the fall of 1890 and spring of 1891 and represented societal concerns over the
degeneration of what Catherine Hall would term, the “imperial man” into calloweneie|

brutality and human degradation.

On Saturday May 3, 1890, at St. James’s Hall, Piccadilly, the Emin Relief Gaami
“Welcomed Mr. Stanley” back to Great Britain. His Royal Highness the Poindéales readily
consented to preside on the occasion, “See the Conquering Hero Comes” was played on the
organ, and most British dignitaries and guests eagerly awaited Mr. Ssaabegunt of his
Adventures in “Darkest Africa.” Stanley describes his experiences ioafds “a fiery furnace, a
crucible, and a question chamber, which have tried each of them to the very depths of thei
natures, and they have borne every trial to which they have been subjected withamore t
Spartan—uwith old English—fortitude, before mawkishness and mock-sentiment hacdender
men maudlin.*®? On May 14, 1890, the Corporation of London honored Mr. Stanley and his
officers at the Guildhall on their return from Africa. Stanley articsléte role of the British in
Africa during the late Victorian period as follows: “their purpose is toteremds into the
fastnesses of cruelty and ignorance, to extinguish the devastating atbvéotarrest the Arab
kidnapper and man-destroyer by making his trade an impossibility and his jomofebslly

unnecessary®?

182«Mr. Stanley,” The TimesMay 3, 1890, 15.

183 “Mr. Stanley in the City, The TimesMay 14, 1890, 11.
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Stanley’s career as an African explorer had made the journalist a cidturafter the
publication ofDarkest Africa: Or the Quest, Rescue, and Retreat of Emin Pasha, Governor of
Equatoriaon June 28, 1890. The book reviewlime Timeslescribed the indigenous Africans
this way: “this horrible wilderness is inhabited by three classes of hunagsbérst, by the
cannibal tribes, who live in villages established here and there in cleandggon the river
banks, and who, though they occasionally showed dangerous fight, generally fledenom t
settlements on the approach of the expedition, taking it for one of the marauding th&ls of
Manyuema.*®* Unfortunately, Stanley did have his detractors who focused on the “uncivilized”
behavior of himself and his compatriots during the Emin Pasha Relief Expeditiomg Rur
meeting of the Aborigines Protection Society on December 12, 1890, the discussion focused on
the “atrocities” committed by English explorers in the Congo region of &f8a Joseph Pease,
MP moved the first resolution of the meeting by articulating his indignation loeeilleged
cruelties practiced on African natives by members of the Relief Expedition, gedl iHer
Majesty’s Government to take immediate action to prevent the occurrencalaf siffences in
the future!®® Sir Joseph Pease reasoned that if these atrocities had occurred undesStanley
expedition then future expeditions to promote commerce and missionary work wouldthe grea
affected. Most important in Pease’s condemnation of Stanley was hiscast®itiit was

primarily a military expedition when he stated that,

Stanley did not speak of sending forward so many men, but “so many rifles”; of
the men who were with Barttelot he spoke as “the rear-guard.” The figsibar
Stanley made was with Tippo Tib, the most notorious slave-trader in Africa, to
find him 600 porters, in addition to the 600 Zanzibaris. These porters were
nothing but slaves. And how was Tippo Tib to be paid? By powder, in order that

184«Mr. Stanley’s Book, The TimesJune 28, 1890, 7.

185«The Aborigines’ Protection Society and the Codgmcities,” The TimesDecember 12, 1890, 7.
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he might carry on his expedition against the Africans, which had ruined our trade
and every other trade. The expedition was not overloaded with provisions, but
they carried heavy ammunition, Maxim guns, and ammunition for the 400 rifles
of which Stanley spok¥?°

Stanley’s militaristic nature was only exacerbated by his participan the slave trade as well
as supporting the most notorious Arab slave-trader in Central Africa, Tippo TiteHiisent of
indigenous women and children as well as the European members of the expeditionnaas the
damning evidence of all. According to Major Barttelot, Stanley disciplm&dnen by flogging
while the native villages were attacked and burned and women and children earandkept,
in order to be exchanged for provisions. The totality of the evidence presented to tlggnAabori
Protection Society had “horrified them and raised a desire that our Goveramaethie
Governments of every civilized power should do all they could to prevent their sudgeats

into these out-of-the-way parts of the earth under any pretext whatever anidgitia rights of
those natives, who, but for these expeditions, would have been living and enjoying that life
which was a blessing to us alf* Several lawyers within the society, especially a Mr. Frederic
Harrison Esq., argued that the because Stanley’s expedition participated imaslanggand
slave-raiding, they had exposed themselves to charges of homicide or bodily iopndirag to
English law as well as the Slave Trading Act (5 Geo. IV., c. 113). These emtgyrhowever
substantial, did not lead to unanimity of thought. A Mr. H. S. Wellcome defended Stanley,
arguing that “the employment of slaves in Zanzibar was a recognized ¢astomogging had
been carried on by all explorers of recent years. He asked the meeting toupdanany

explorer who had not used flogging (A Voice—'Livingstone’). He thought they would find

166 |hid.
167 | pid.

65



Livingstone flogged.*® A Mr. Le Chapion, sarcastically commented that “lying was as the
breath of the nostrils of these people (audience utters No, No). This evidencebedsdked at

with the utmost caution:®°

Difference of opinions aside, collectively the Aborigines Protection Sociatyed to
raise public awareness so that in any future expedition to the African curitieg might
prevent such atrocities as had been reported during the Emin Pasha Expeditione Allvewer
of the increasing effort by Europeans to open up central Africa for econovalopment,
which could create potentially disastrous conditions for Africa’s indigenous pigpulainlike
the official trials of Governor Eyre in 1866-1867, Stanley suffered no legédutedn for his
behavior during his African expedition. However within a decade, Edmund Dene Morel, a
British journalist and employee of a Liverpool shipping line, along with Sir RGgeement, a
British diplomat and supporter of the Congo Reform Association, exposed the humaiestrocit
perpetrated against the indigenous inhabitants of the Congo Free State by agenjs of
Leopold Il of Belgium*’® This controversy surrounding the main issue of “primitivism” was
problematic for most middle-class Victorian observers. During the earlieemmé century, the
middle-class had defined primitivism at the bottom of the socio-economicdhignaith a dual
character. According to G. W. Stocking, there was “a ‘rural primitivisnthefpre-industrial
world, marginalized in England and still flourishing on the Celtic fringe; on the,dtiexe was

the urban primitivism of pre-industrial London, metastasizing in every indutstwal and

168 | pid.
169 1hid.

179 see Adam Hochschilding Leopold’s Ghost: A Story of Greed, Terror, ateroism in Colonial AfricNew
York: Houghton Mifflin Company, 1998).
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city.”*"* Friedrich Engels, the German social scientist and political theorliedtfracial”
analogies when describing the working classes in such terms as ‘Gpeate-physically
degenerate, robbed of all humanity, reduced morally and intellectually to ngak bes
condition.™”? For many cultural critics, examples of the “Victorian Philosopher” dematirsgr
“savageness” in nineteenth century Britain during a period of progress apeénisosere very
disturbing. Internal examples of “primitivism” and “savageness” weazertbst troubling of all
due to the paradoxical and often contradictory nature of British behavior at home aadl abro
According to Stocking, the dichotomy of human nature is as follows: “At one extieene, t
primitive, uncivilized man—still a step below Tylor’s failed philosopher savagsperaling
directly and immediately to the stimuli of external environment and internalenat the other
extreme, the middle-class Victorian philosopher of civilization, who—by giwstematic
theoretical articulation to one of the central presuppositions of the ideology tddss<
formulated an evolutionary proposition even more fundamental than ‘the survival ofabe: fit
that the repression of immediate impulsive responses was the essentialismedifa
evolutionary progress in both the intellectual and the moral sphérehry Morgan Stanley,
Victorian Britain’s premier explorer since the mid-nineteenth centuogpsulated the problem
of “race,” “homosociality,” and “primitivism” in regards to Britain’sgection of civilized
authority throughout the empire. Stanley, a paragon of Victorian Middle-@sgsatability,

complicated this dichotomy within socio-cultural discourse.

"1 George Stockingyictorian Anthropology(New York: Free Press, 1987), 213.
172 pid.
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Conclusion

After numerous criticisms against Davison and any who dared support hisiaegthet
“diffusion of focus,” Emerson relented in true “Emersonian” fashion by writingEpé&aph” for

his “Naturalistic Photography,” stating,

In Memory of Naturalistic Photography, which ran a short but active life, upset
many conventions, helped to further monochrome photography to the utmost of
its limited art boundaries, stirred men to think and act for themselves, produced
many frigs and bubble reputations, exposed the ignorance of the multitude,
brought out the low morality of certain persons in the photographic world, broke
down the prejudice of the outside public against photography’s very slender art
claims, encouraged many amateurs to babble and make the words “art”, “truth”,
and “nature” stink in the nostrils of serious artists, ending by giving a fewal brut
sort of apprehension of art, and dying when its allotted task was done with a gibe
on its lips, for the “amateur”, the “plagiarist”, the “prating true-to-reataan”,

the “Impressionist”, the “naturalist”, the “idealist”, and the humbldg.

This vitriolic diatribe in many respects represents a much larger cudhiftin late Victorian
Britain. As a modern art form, the idea of photography became imbricated withsofi
science, objectivity, realism, and modernity. However, during the late ninetesmttiny a
period often referred to as “neo-Romantic,” Victorian culture articulateelw way of imagining
the relation of subject to object and the location of truth. Davison’s radical preseofat
pinhole image of anminous, out of focus vision of an ordinary onion field in rural England
many ways represents a fundamental rejection of any rules and reguiagéibosuld “contain”
subjective artistic potential within the photographic medidcctording to Saree Makdisi, “this
process of transition can be seen as a struggle between what appearalitarianotystem and

range of sometimes localized (and sometimes not) sites and zones and culesssanice,

74P H. Emerson, “Dr. Emerson’s Renunciation of Kalistic Photography,The Photographic Newsanuary 23,
1891, 63.
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beginning though not ending in the early and late romantic pertéti$ fvas in this atmosphere
that the Victorian “gaze” recognized withim Old Farmsteac society in transition. As one of

P. H. Emerson’s primary tenets of Naturalistic Photography states,frieenehat your
photograph is as true an index of your mind as if you had written out a confession of faith on
paper.*’® This implies that George Davisor® Old Farmsteadepresented a window into his
personal worldview, including his own subjective perceptions on the current stateawf &nd

the Empire as well as those aspects of “masculinity” necessaty fary survival. For those art
and photographic critics the aesthetic nature of Davison’s landscape photograpkdralicat
complete rejection of traditional landscape imagery, whether it was thenfRomaadscapes of

J. M. W. Turner or the photographic landscapes captured by his rival P. H. EmersonyThe ver
nature of his critics’ anxieties about the implications of his photograph is rdJmsatbeir

rejecting its name in favor of what they choose to focus on, hence their renaAnn@rion

Field. In this context, George Davison’s landscape photograph can now be seen as a unique
“space,” where the construction/contestation of representations of magaidinational

imperial identity coexist. More broadly, photography as a visual mediuanisformed into an

essential site in which issues of subjectivity, gender, and British modernityltelee

175 Makdisi,Romantic Imperialism14.

176 EmersonNaturalistic Photography119.
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Chapter 2

The Brotherhood of the Linked Ring: Mysticism, Male Sociability, and thenirggining of
British Modernity

On May 9, 1892 at the Restaurant d’ltalie in Soho, five influential British Art
Photographers, H. P. Robinson, Lyonel Clark, George Davison, Henry Hay Cameron, amd Alfre
Maskell, met to discuss the formation of a secret association with “mgstrid symbolism
implied.” After proposing various names—The Gimmal Ring, The Parabola—thely fagméeed
on “The Linked Ring.” Traditionally, photographic societies of the nineteenth cestitly as
the Photographic Society of Great Britain, were paragons of British modertiteir dedication
to the scientific and technological aspects of photography as a visual medlisrieats to the
perplexing question of why, at this historical moment when Great Britain was time of
dominant “modern” nation-states and imperial powers, did the Brotherhood of thezl [Rakg

embrace a “mystical” philosophy of photography?

This chapter endeavors to answer this intriguing question by analyziogtite events
that led to formation of the Linked Ring, including the mass resignations froninthegPaphic
Society of Great Britain, the creation of an alternative space of erbipihotographs called the
“Salon,” the Ring’s institutional structure and aesthetics, as well as tizaldoacklash
throughout the photographic periodical press against art photography and photogrsphers
historical production that stimulated forms of identification, exclusion, and belotigahpave
refused to fade, modernity’s most resonant phenomenological result may have been the
conviction of historical difference that the “nation-state form” and impsm foster and

sustain. Hence, “by stressing the complexity, heterogeneity and hybriditydefrnity at the
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moments of its various historical articulations...modernity refers to the aufitactices and
representations that produced certain kinds of subjects and objects of knowledge, uphgld widel
shared notions of space and time or facilitated the formation of cultural idettgiteresulted in

contradictions as well as coherencté.”

This chapter argues that the complex and fluid nature of modernity was being cedstruct
and contested at the end of the nineteenth century within the visual medium of photography.
Specifically, art photographers rejected the primary vision of photogfapinylated during the
Great Exhibition of 1851, which imbricated itself within broader notions of natioa-stat
empire at mid-century, as the paragon of scientific and technologicalaaaeant. Early
discourse surrounding the creation and development of photography conceived of the lens as an
artificial human retina, thereby merging camera and human vision. This pignesed the
practical and biological inconsistencies that resulted from the effort tafatera conscious
representation of the world that embraced the principles of permanencetystatdicontrol. In
essence, the photograph, according to Mary Warner Marien, became a pligsibat s
demonstrated objective reality, a new space that captured a past thattwiasnbediate and
knowable!’® Through a combination of individual “intuition” and an “impressionistic aesthetic”
the art photographer was capable of evoking suggestive, atmospheric quatied aisnere
mimetic representation. Photographers’ engagement with the impressionenent clearly
aligned art photography in the late nineteenth century re-emergence oplexasynthesis of

Romantic or Gothic Aesthetic.

17 Kathleen WilsonThe Island Race: Englishness, Empire and Gend#rarEighteenth Centur§ondon:
Routledge, 2003), 31.

178 Marien,Photography and its Critigs.
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Neo-Romanticism gave photography a theoretical foundation to reject &ngfivte
Century Neo-Classical aesthetic theory, which claimed that the purpagevasao imitate
nature—not ordinary, irregular nature, but an idealized and perfect nature. The Romantic
aesthetic argued, in contrast, that human imagination is potentially divine, capatdating a
unique world:”® Romantic art in the late eighteenth and early nineteenth centuries rexéahagi
the natural world not simply as background, but as a central character. AccordiegherST.
Behrendt, “romantic art often suggests that nature is both consoling and restsesivand
enjoyed correctly, nature provides the catalyst for altering the indiidnaciousness, most
often for the better...thus Romanic visual art often depicts people—especiatigrgrdeople—
enjoying pleasant, salutary activities within natural settings, whigbests to viewer how they

might improve their own situations at minimal expense (financial or psydbalpthrough the

medium of nature®°

Most important in this dynamic is the fact that one of Romanticism’s centitbtes
individuality. Human beings should embrace their personal subjectivity, including their
emotional interpretations of the natural world, and utilize intuition over reasomgmdaal
knowledge. The combination of all of these aspects was artistically expnesbedandscapes
and seascapes of prominent British artists like John Constable and J. M. W. TuthiertimMé
Romantic aesthetic, art photographers also embraced the primary tehet§othic Revival.

The intellectual discourse surrounding the meanings of “Gothic” historioallyde the origins
of “Englishness.” According to Nicola Trott, “since they put an end to Roman dominatign, the

also came to be thought of as free, and the sources of England’s democratic laws and

179 Anne K. Mellor, “Feminism,” irRomanticism: An Oxford Guided. Nicholas Roe (Oxford: Oxford University
Press, 2005), 190.

180 stephen C. Behrendt, “The Visual Arts and Music,Romanticism: An Oxford Guicl62-63.
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institutions... as a result, the word ‘Gothic’ came to have favorable, natioralisptations of
patriotism, liberty and constitutional monarchy,” rather than those of the batkwd barbaric,

as it had had for much of the eighteenth centir@othic sensibility and aesthetics elicited the
pleasure of imaginary terror and the supernatural in the human consciousnessciyreti,

the Gothic Revival also oversaw a process of converting ecclesiasticalealieval Gothic
structures to domestic and gentlemanly uses, thereby allowing for a cowternity to

emerge:®? According to Emma Clery, “the ascendance of the supernatural is a function not of
metaphysics but of ‘spectacle’ of urban consumer culture; and that théulieeof terror arose in
the late eighteenth century as a symptom of and reflection of the métfanflienced by these
perspectives, the Linked Ring rejected the scientific and technologeadta®f photography to

focus on the project of re-imagining Great Britain.

In doing so, the Linked Ring also incorporated “pictorial” principles to create a
revitalized agrarian, gothic past. British Pictoriaftéhsought to elevate photography to fine-art
status through the use of uniquely photographic means to create images tleaeohitme formal
qualities of the established fine arts media, notably painfiithere were two co-existing
aesthetic philosophies within the Linked Ring: the “Purists” and the “Imprestdniccording
to Margret Harker, the “purists” were, “concerned with ‘truth to naturedifreal by imagination

but they maintained that the imagery must be photographic throughout...re-touching of the

181 Nicola Trott, “Gothic,” inRomanticism: An Oxford Guidd82-83.
182 pid., 482-83.
183E. J. CleryThe Rise of Supernatural Fiction, 1762-1§@&mbridge: Cambridge University Press, 1995), 17.

184 See H. P. RobinsoRjctorial Effect in PhotographgPhiladelphia: Edward L. Wilson, 1881), originally
published in 1869 as the first example of tryingémnect the principles of painting and art witlotgiyraphy.

185 As defined in thé&ncyclopedia of Twentieth Century Photography, W2, G-I ed. Lynne Warren (New
York: Routledge, Taylor & Francis Group, 2006), 226
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negative or manipulation of the print to alter tonal values, reduce detail or add non-ghtutogra
textures were not permissible...however combination printing, changes in t@tansgthips,

and even diffusion of detail, if brought about by photographic means, were acceptable.”
Proponents of this aesthetic included Frederick Evans, Frank Sutcliffe, anddkrétiglyer, all

of whom had links to realist and naturalistic photografhfhe “Impressionists” were
concerned with “truth to the ideal aided by observation of nature modified bynatiag...the
extremists were not prepared to be limited by the photographic process, whitbutig:yoo
inhibiting maintaining the adage ‘the end justifies the means’ and used variousfways o
controlling the imagery, including etching of the negative and manipulative prinboggses to
produce the effect they had visualizétf This group comprised the dominant force within the
Linked Ring and included George Davison, Alfred Maskell, Robert Demachy, Fray@ng,

and Alexander Keighley. According to Harker, “this group of practitioners lgloskated forms

of drawing, painting and etching in association with photographic images,mgsaltnixed
media imagery. This deliberate fusion broke new grodfitiri the process of embracing a
“mystical” component to this new photographic society, the Linked Ring alsedpitself firmly

in the cultural fulcrum of London’s “occult” and “mystical” circles in theiuerall rejection of
scientific positivism. Organizations such as the Theosophical Society, focusedtoalspir
enlightenment through the study of both Hindu and Buddhist philosophy, as well as théi¢ierme
Order of the Golden Dawn, which taught the theory and practice of ritual magiecticar

occultism based on Jewish Cabbalism, Freemasonry, and Judeo-Christian setgces w

18 Harker,The Linked Ring92.

187 This group excluded P.H. Emerson who, becausésgfdrsonal attacks on both George Davison and H. P
Robinson, was not offered membership into the LinRing.

18 Harker,The Linked Ring92.
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responsible for fashioning a uniquely modern magical tradition with its roots intadhab

arcane past and its aspirations directed towards ideals of progress ancefygneratiori?®

Although on the surface, the link between photography and magic might appear
antithetical, photographic discourse had been imbricated with notions of the magicasl oir
the medium for some time. The illusionistic qualities created by the photogcmielopmental
processes of the Daguerreotype during the 1840s led many to incorporate the wacdbular
necromancy into photography’s broader cultural appeal. Within the hidden space ofkhe “da
room” the alchemist/photographer utilized his or her arcane knowledge in ordg@tiioecan
“other-worldly” image of the natural world. These descriptive terms, ssichagic, dark arts,
and alchemy, remained a vital if covert component of popular cultural interpretatftithres
visual medium of photography. Throughout the nineteenth century this “magical” aspect of
photographic production lent credence in some circles to the “authentic” onaftigature of
the photographic image. However by the early twentieth century, scholarssséuditar
Benjamin questioned the impact of mechanical reproduction on the authenticity of a

photographic image.

Benjamin critiqued the impact of mass reproduction within the photographic medium in
terms of its potential “crisis of originality.” “The cult value of a work df"dne wrote, “that is,
its magic and ritual value was altered under conditions of reproducibility.” AeTibog

authenticity, what Benjamin called its aura, emanated from its singulahtch was diminished

190 see Joy DixonDivine Feminine: Theosophy and Feminism in EngkBerltimore, MD: Johns Hopkins
University Press, 2001); Alex Owenhe Place of Enchantment: British Occultism andGuéture of the Modern
(Chicago: University of Chicago Press, 2004), 51.
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when multiple copies or images of it could be made avaifdbMary Warner Marien argues
against Benjamin’s conclusions concerning the “aura of authenticity,” staihghe image is
not diminished by the photographic process of reproduction. In her assessment, lBenjami
neglects the broader photographic discourse which viewed the photograph as awspgual

copy %

In this context it is necessary to define how late nineteenth century Britairstowdethe
terms “occult” and “mystical.” At least one scholar has defined occultssttha study of (or
search for) a hidden or veiled reality and the arcane secrets of existemite mysticism, in
contrast, related to the “immediate experience of and oneness with a yacmustived
divinity, and experience that could be received as a divine gift regardleasofg or
preparation.*®® However, throughout the late nineteenth century, the Victorian comprehension
of the terms was intimately interconnected to the point that even so calletsexpthre finer
points of esoteric knowledge utilized the terminology interchangeably. The degpécance
for the Linked Ring’s embrace of this “new” occult, mystical component to idesatogy was to
offer Victorians an alternative vision of Great Britain as well asgsugdide or challenge notions
of effeminacy, which shadowed the group’s controversial early history. Accdiigx
Owen, “an emphasis on practical magic had recourse to a masculine persapadh#d to

men and women alike"* By avoiding the previous generation’s connotation of “Victorian

¥1The Work of Art in the Age of Mechanical Reprodugted. Hannah Arendt (New York: Schocken, 1969)-217
52.
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Spiritualism™?® with “emotionalism” or “feminine power,” art photography held the potential for
an alternative masculine identity in direct opposition to a more dominant masgocodinit
“Muscular Christianity.*® Victorian culture was obsessed with secret societies and fraternities
conceived both as imagined adversaries with their hidden agendas and asddebdwships.

Both aspects created complex gender anxieties throughout nineteenth cendtlyy \wbach

sought a secure representation of male privitégart photography in late Victorian Britain
coexisted in an environment where mysticism, Indian and Irish cultural nasionalnti-
vivisection, vegetarianism, humanitarian, and socialist endeavors intermingledours Vavels.

It was in this cultural milieu that art photography, as articulated by thleediRing, represented

an “active” masculine pursuit to capture rural England photographically througticartiuition.

It thus contributed an unusual strand of thought and practice to the historical process of

constructing and contesting notions of British modernity.

Revolution within British Photographic Circles

The tensions over issues of exhibition protocols, art vs. science, amateur vs.qmafessi
and the “focus question,” which emerged during the Photographic Exhibition of 1890, dominated
the photographic discourse throughout the following year. By the time of the 1891 Exhibition
those tensions would develop into a full-scale mutiny within the Photographic Societyaif
Britain. As in 1890, George Davison was at the heart of this new controversyoDbeais

entered images at the invitation of members of the Exhibition Committee, and althbugtede

19 For an introduction to issues of Gender and $ilism, see Oweffhe Darkened Room

1% For homosexuality and Anglo- and Roman Catholicisee David Hilliard, “UnEnglish and Unmanly: Anglo
Catholicism and Homosexualityyictorian Studie5, no. 2 (Winter 1982): 181-210; Ellis Hansbecadence and
Catholicism(Cambridge, MA: Harvard University Press, 1997).
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thirty-six hours after the deadline for acceptance, they were accgptechémber of the
committee, with the understanding that they were to be hung as eligible for tmmnpet not at
all. They were hung, and listed in the catalogue, but after six days, on thettayioél

judging, they were removed by the secretary Captain Mantell. On the sanié €ayRobinson,

a Vice President of the society, visited the judging with a visitor, and Wwed &sleave by
Assistant Secretary H. A. Lawrence, although as a council membeashentitled to be present,
and, indeed, had been asked to join the Hanging Committee. Although he had not been able to do
this, he had agreed to lend a hand. This mixture of confusion, internal jealousy within the
society, and inflexibility in applying the regulations had dramatic consegsefurthered by the
refusal of the council of the society to express regret to H. P. Robinson over thelafjite

the fact that for years he had been the most active and prominent supporter aethieaadats
exhibitions. The ramifications of this latest controversy would have fahirepconsequences as
it led to H. P. Robinson, George Davison, and ten other members resigning from the

Photographic Society of Great Britain.

It is interesting to read the first notice of the 1891 Photographic Exhibition inTheth
Amateur PhotographesindThe Photographic Newswo of the most influential photographic
periodicals of the timelhe Photographic Newdescribes it as follows: “The Exhibition which
opened with the usual soirée on Saturday Evening last and to the general public on Monday is
perhaps the most interesting one of recent years. It is true that nothing pin@welror startling
character is shown even in the way of pictures or apparatus but at the same &risegieater
variety than usual to hold the attention of visitors and therefore [we] say that ohdleeitws

likely to prove a success® This positive review of the overall entries in the Exhibition is

198 «The Exhibition at Pall Mall, The Photographic New§ctober 2, 1891, 689.
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contrasted with a more somber and introspective article writt€hemAmateur Photographer
The author begins by recognizing the role of the Photographic Society of Gtaat Bri
comparison to the multitude of other societies and exhibitions that had developed titatg t
nineteenth century. Its significance for photography is compared to thatRbyla¢é Academy

for painting. Nicknamed the “Parent Society,” its roll was filled with treatgst names in the
photographic world. This obvious admiration of the Photographic Society’s role in the history o
the medium is tempered by a critical evaluation of its current statengf. Gde author no longer
viewed the Photographic Society as fulfilling its role as mentor and guitle teider
photographic community. “It has fallen into apathetic ways,” he wrote, “anddas®d to show
the vigour and initiative force which, we regret to say has frequently, wéhemt times, been
answered with considerable unanimity in the negatiVeSpecifically the author mentions the
growing role of the Camera Club, formed in 1886, in usurping “the functions of therAicade
Society.” Most critical in this initial notice was the general perceptionsthraething was
fundamentally wrong with the Society and its exhibition: “it is not our intentidheapresent
moment to enter into the question of the signs of decay and want of power which, withtoega
the Photographic Society of Great Britain, are, at the present time, bedtg $poken to, into
the causes which may have led to such a condition, or of the reforms in the constitution and
working of this body which appear to be called f8Without a photographic curiosity like the
previous year’s entry by George Davison, entilié@ Onion Fieldthe 1891 exhibition had no
public controversies to distract from the internal debates over societal l@bdiex protocols.

In regards to the absence of George Davison, the writer obviously sides withnhisfpagw

that the society could have accommodated “the meritorious pictures by a&negtige man

199«The Photographic Society’s Exhibiti¢Rirst Notice),”The Amateur PhotographeBctober 2, 1891, 232.
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whose influence and practice make a distinct mark upon photography of {8tliaya’
fascinating turn of events, the editors of A&mateur Photographerescinded a scathing critique
from the previous edition. The photographic periodical offered “regret” and blamattidhent
on an internal mistake missed before it went to press. Interestingly, thmelseatece’s argument
focuses on the intellectual biases of the original author, stating that itthencsuch a case
should be without ‘parti pris,” wedded to no school, without preconceived opinions, without
preferences, and an, impassionate and intelligent observer. He must be carefidjact &l r
and every example before him which are conceived and executed in a spirit confiargwn
personal ideas. He should be able to discover and to praise productions which individually,

perhaps, he may not like, but which to judge fairly he should understand and appféciate.”

Photographic Societies and the Question of Male Sociability

The overall debate within the photographic community concerning the direction and
focus of the Society on artistic, scientific, and technological progress ntineoabjections of
most of the Art Photographers who resigned from the society during and after the 1891
Exhibition. In the November 20, 1891 edition of hmateur Photographan the editorial
section, an article titled “Society Suicide” was written by a refimember of the Photographic
Society of Great Britain. The writer's conclusion about current affaikeh a society allows
the secession of some of its best men without any serious effort beingamatigrt them *°

made it seem likely the society was finished. Critical to the auth@&sasient is the overall

201 hid., 233.

202«The Photographic Society’s Exhibitions (Secondib&),” The Amateur Photographe®ctober 8, 1891, 252.

23ugociety Suicide, by A Retiring MemberThe Amateur PhotographeXovember 20, 1891, 374.
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significance of losing Lyddell Sawyer, Valentine Blanchard, and Henryak der Weyde, in

addition to the two most prominent photographers of the time, H. P. Robinson and George
Davison. Robinson, in particular, was held to be “the most prominent figure in photography in
this country or any other for that last thirty years, and the most conshabit@xand upholder

of the exhibition.” “In Mr. Geo. Davison” the writer added, “the society loses the hope of the
future as well as successful performance in the pre&¥rtyddell Sawyer, another disgruntled
photographer, agreed with this assessment and went further by advocating atioexal N
Photographic Institution, one which is a “more up-to-date, active, practicahalanstitution
connected with photography than this society has proved so far to be, and to note wherein it has

principally fallen short2*° Sawyer put it this way:

There appear to me to be three clear and distinct duties devolving on an institution
claiming the important privilege of being the parent representative yociet

Great Britain. These are: (1) to look after technical and scientific edncé) to
regulate and protect the art aspects of photography, and (3) to encourage social
intercourse among photograph&ts.

Sawyer’s analysis of the absence of the “social” component in the Photagéaiety is
expounded upon as he distinguishes between the needs of the “professional” in contrast to the
“amateur” photographer. “A professional photographer, more than an amateur, rédwires

social element to be strongly in evidence at his place of meeting. When hisiprdedaily

duties are done, and the official share of his connection with photography is achethgiis

then wants a place to meet in and eat in, to read, to rest, to retire, and to genéthly fee

2% |bid.

205 yddell Sawyer, “A National Photographic Instituti Required, The Amateur Photographebecember 11,
1891, 437.
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absence from restraint which constitutes the home-like element of club’lifeecent
scholarship by John Tosh has illuminated the primary sites connected withafictori
masculinity: the family, the all-male schools, and most importantly ferstiidy, male
associationé® It was during the late eighteenth century that the “family” took on the pre-
eminent role in this process of masculine constitut®dMale intimacy as well as gender
conditioning were formulated within the Victorian domestic sphere and were catsale
critical component of a young man’s foundation of character. Tosh argues that g&idom
sphere is integral to Victorian masculinity. “Domesticity representfusbt pattern of residence
or a web of obligations, but a profound attachment: a state of mind as well as a physical
orientation. Its defining attributes are privacy and comfort, separationtfrenvorkplace and
the merging of domestic space and family members into a single commaodasgptc(in
English, ‘home’).?*? In this respect, Tosh argues that domesticity was essentially aemitrete

century invention.

The later nineteenth century, however, saw significant changes in each of dassénar
family life, in schooling and associational life, and in relations betweerake$ Specifically,
late Victorian Britain underwent a cultural transformation in its views onegtigity to the point
where the practice of “bachelorhood” became a growing, if troubling trendntiteased

suspicion or outright hostility towards domesticity and its feminine influencaniea dominant
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literary theme utilized by writers from the 1880s on. Writers such as H. Ratggad signaled
the rapid rise of a new genre of men-only adventure fiction, with iconic masculiag@naits
such as Allan Quatermain, who symbolized the Victorian spirit of fantasy andrgdand a

world without feminine influencé*? The new paragons of imperial manliness were influenced
by such individuals as Charles George Gordon and Robert Baden-Powell, and both were
represented as men without the burden of femalé'fié&ar this new generation of Victorian
youths there were a variety of public associations to fulfill the growied némale sociability.
Both the universities and the armed services maintained their traditional; ayopeaal
administration and public school mastering both offered many more openings duriperitis
while settlement houses and Anglican celibate orders were entirely Heat tifese occupations
provided a homosocial environment reminiscent of public scidBiuring the late 18 century,
the English upper class shifted its primary social space away fronotith coffee houses and
developed the male members-only private club. London alone had over 400 of these private
clubs expanding membership to include both middle-class men and women by the end of the
nineteenth century. For men in particular, clubs became a refuge from tkent@nessures of
domestic life, providing drinks, meals, and gaming as well as a respestaienment for male
sociability. Photographic societies, like the Camera Club, became more thaegtisignplaces
for photography enthusiasts; they became arenas of masculine sociabilitygtasdéeseking, the

primary cohesive element of which was an interest in photography.

212 Elaine ShowalterSexual Anarchy: Gender and Culture at the Fin del8iLondon: Virago Press Ltd, 1992),
chapter 5
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By 1892, this complex issue of defining what constituted an “Amateur,” itsoreship
with art photography, and all the class and gender connotations encoded within theod&lmte t
new and interesting turn. Ifhe Photographic Newa December of 1892, shortly after the first
pictorial exhibition at the Camera Club, J. R. Tulloch acknowledges the growingsatyim
between “professional” and “amateur” photographers. Tulloch’s initial sis&ed defines the
problem as follows: professional photography is on the decline and amateursragt in g
measure to blame for this. “An amateur is one who does for sport what another aoesaas
of livelihood.”™* If this definition is correct, Tulloch feels that the moment the amatetivesce
monetary compensation he ceases to be one, and in that case, the privileges assigned to
amateur disappear and the responsibilities of the professional take precéd&his concept of
compensation took center stage during the first pictorial exhibition at the Cseveral months

previously.

Photographic Salon: Pictorial Photography and the “Performance” of Alieridodernities

In the fall of 1892, prominent art photographers, led by H. P. Robinson, George Davison,
Alfred Maskell, and Alfred Horsley Hinton, organized an alternative photographibiton,
invitation only, of “pictorial” photographs at the Camera Club as an alternatie fre-
eminent exhibition at Pall Mall. The Londd@mmess review of the Photographic Society of
Great Britain’s Exhibition of 1892 addressed the issue of abstention by prominent ar
photographers. “That abstentions so numerous and of such representative men cowdaitarcel

to have a marked effect on the general quality of the exhibits, and consequently on tbe&ucce

2153, R. Tulloch, “The Amateur Questiorhe Photographic New®ecember 23, 1892, 819.
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the exhibition, need not be saitt*George Davison, the honorary secretary, invited visitors to
this “alternative” exhibition via a notice ithe Photographic New&An exhibition of pictorial
photographs, selected from contributions made up by the leading artist photogaabloene

and abroad, will commence at the Camber Club, Charing Cross Road, on Tuesday, OBtober 18
and will be open free to visitors, from 10am to 12am and 2pm to 4pm daily, untit the 8
December, on presentation of cards, which may be obtained from exhibitors, frobersecon
from the honorary secretary.” However the invitations were addressed tathigse
photographers who were known to produce pictures of artistic merit, the sciedéfaf s
photography being for the nonce put out of consideration altogétfiditie Camera Club
Exhibition included 200 pictures, of which several were singled out byhlibegraphic News
reviewer for their resemblance to romantic artists of thepasccording to one reviewer,
“Lyonel Clarke’sA Bridge near Dedhanwith its rain charged clouds, had the reviewer
comparing its ominous landscape to the work of John Constable. Alfred Maskell'stfdrtrai
fellow exhibitorMr. George Davisorsuggested an aesthetic link to Whistler's portrait of the
violinist, SarasateFinally, several of Horsley Hinton’s marshy landscapes, with rgeaang

in pools of water, reminded the reviewer of co-founder of the Pre-RaphaeliteBimid, Sir
John Everett Millais’<hill October Another key aspect to this collection of art photographs
was the utilization of photographic manipulation. H. P. Robinson contributed a landscape
photograph of cattle, utilizing the process of combination prinfifity composite photograph,

a form which Robinson revolutionized during the 1860s, was “a photograph created through the

Z7«The TimeReview,” The Amateur PhotographeBeptember 30, 1892, 221-22.
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combining of two or more individual images to form a whole and generally re-photodriaphe
create a seamless final image, as distinguished from morffagebther prominent art
photographer and future member of the Linked Ring, Shapoor N. Bhedwar, exhibitex @&eri
five images portraying the ordination of a Parsee Priest. This prominentrritba spiritual
tradition of Zoroastrianism marks the first time an indigenous native Indiangrapher utilized
art photography as a political and cultural vehicle to represent supposedly alrseacepts of
“Initiation” and “ritual,” rearticulating Indian Spiritual Traditions froBuddhism to
Zoroastrianism. By re-imagining an alternative Indian modernity, ®aedonsciously
developed an allegorical style which explored Parsee, Hindu, and Muslim attemgusfine
their own individual social and religious communities in the context of revitalizedcualine”
nationalist paradigms. Thdaver Seriesepresented Bhedwar’s initial foray into the contentious
discourse of Indian nationalist politics and includeditivecation where the chief priest
invokes the blessing of heaven upon the candidate; nektrgteAbulation third, thelnitiation;

in the fourth picture th&lew Priesis officiating; and finally in the fifth image the priest

performs the important ceremonyfdeding the Sacred Firé?

Birth of the Brotherhood of the Linked Ring

The successful accolades received during the 1892 exhibition encouraged Alélell Ma
to contemplate an entirely new type of photographic society. In collaboratioiGeorge

Davison, Maskell outlined the project, the creation of “an inner circle, a kind efditiemian

#2luGlossary,” inEncyclopedia of Twentieth-Century Photography, W@ul A-F ed. Lynne Warren (New York:
Routledge, 2006).
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club.”?*“The circle such as | propose it,” Maskell wrote, “will involve no subscription, resrul
and regulations (but some customs); will be democratic to a degree, but exclisaiextion,
liberal in the sense of liberty to all and only bound by mutual and loyal agredroesbme

time, at least, it need number but comparatively few. | think it might becomerfubvand use
influence in counteracting many abominations, and suppressing vicious indivitfdals.”
According theJournal of the Proceedings of the Linked Ritng first “Union” was at the
Restaurant d-Italie in Old Compton Street, Soho, on May 9, 1892, when the followingtorgina
of the Association dined together at 7:30 p.m., viz.: Messrs. H. P. Robinson, Lyonel Clark,
George Davison, H. Hay Cameron, and Alfred Maskell, Mr. A. Horsley Hinton being absent
through mistaking the rendezvous. The society’s first scribe, Alfred Mask®iltee that, “after
an excellent dinner, the menu of which is preserved amongst our Archives, it wiesideci

form an Association having for its objects those which are now embodied in the book of Our
Constitutions; and having regard to the mysticism and symbolism implied, thef title

‘Gimmal Ringwas adopted. This was after wards changed toRheabolg’ and finally

changed on May 27 1892 at the Camera Club fbHe Linked Ring’ 2°° As the Book of the
Constitution of the Linked Ring puts it, “the Linked Ring has been constituted as a means of
bringing together those who are interested in the development of the highest fatnofof

which Photography is capabléts.device is Liberty and Loyalty?*° The Book of the
Constitution of the Linked Ring remains the most elusive of documents, because of tee Ring

strict secrecy requirements. Fortunately, several copies have survivee dnatidaat the

223 A Letter in Alfred Maskell’s handwriting, dated Ap24, 1892, inserted in the Book of the Linkech®i
224 pid.
22 Journal of the Proceedings of the Linked Ring.

228 Introduction of the Book of Constitution of thenlkied Ring, 1893.
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National Media Museum, West Yorkshire, England. Within its sacred text,dAeeskell
organized the Ring’s structure on a similar pattern to other private clubs aetesatiat
permeated London’s social network. Although there were no formal rules and Egylan
obvious commentary on the amorphous and archaic by-laws of the Photographic Society of
Great Britain, Maskell wanted the Linked Ring to have a foundation of 12 principlisads.
Male sociability was an important component to the Ring so it was desired thaersanet at
least once a month, a “union,” at a local restaurant for dinner or supper (thregshillihe
removal of the sacred cloth from the Book of the Constitution of the Linked Ring began the
official proceedings before eating. Being class conscious, the foundatesdvta make this an
accessible event for those members of the working class, an idea that no doulffitiemasad by
P. H. Emerson’s numerous attacks on George Davison’s character because heeveas a
“clerk.” Alcohol should be included with dinner, from a malt liquor or whiskey or perhaps a
good wine at moderate cost. Although the initial Link comprised the five most prorament
photographers of that generation, they specifically decided to create anl idégnoeratic basis
for official business. In real terms, this meant that there were no leadstislufures (i.e.,
president or chairman). However, there would be a “centre link” to officiate lowdiriked

Ring “union,” which included offering suggestions over possible future interests ofcileéyso
This position was temporary and was reassigned to other members on a regutaakiagjshe
Linked Ring democratic in nature, with the important exception of applying for mehiber
which, like most other private clubs in London, required a current member to submit a
candidate’s name for debate, requiring a unanimous vote by the entire rsieimbEne Linked

Ring also had official designations or pseudonyms for all members, chosen upon induction by
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the initiate. The most important members were the ones that performedcshaass within the

Ring, such as “scribe/secretary,” “Comptroller or Financial Officand “Archivist.”

Secondly, upon entering the sacred Ring, the “centre link” addressed the pvespecti

member as follows,

Mr. M, we have been informed of your wish to become a member of our society
and | am happy to tell you that your name and desire having been submitted for
our consideration, it was our unanimous opinion that in you we had discovered
the missing link necessary to make our ring complete. By virtue thereftre of
power vested in me as “centre link” for the time being of this most honorable
Linked Ring, | admit you as a link, and in the name of your fellow links, equal in
every respect. | give you the right hand of fellowship. This is the Book of our
Constitutions, and | have only to remind you that it is desirable that you should
guard it carefully, and keep it safely from the eyes of those who are without this
honorable Ring. Fellow Links, | present to you Mr. M who has been duly
admitted to the Fellowship of the Linked Ring, and who has assumed the style
and duties of our (here follows the title chosen)—Upstanding: fihk!

The concept of fellowship was at the very core of the Linked Ring, repletesasithi

implications of religious affiliation and chivalric ideas. In fact, as bdlrevealed in more detail
later, Alfred Maskell and Carine Cadby, wife of Will Cadby and fellomked Ring, envisioned

the society as a reconstituted King Arthur and the Knights of the Round Table. Upon@dmiss
each new Link was expected to contribute ten pounds towards group expenditures and¢o provi
a mounted print to the official portfolio, representing his “diploma picture.” The tatnst

stated that members were required to provide written notification in the evemeghegoing to

miss one of the monthly unions, without which they would be forced to retire from the society

227 Book of the Constitution of the Linked Ring, 1893.
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The Centre Link, Comptroller of the Exchequer (Alfred Horsley Hinton), ScAlfies(l
Maskell), Keeper of the Archives and Records (Francis Seyton Scott), Chaimigddnry E.
Davis), Master of Musick (Bernard Alfieri), and the High ExecutionefRHRobinson, along
with two Deputy High Executioners, George Davison and Henry van der Weyge)falimed
vital functions in preparation of the monthly unions, banquets, and the annual photographic
salons?®® The Centre Link’s primary responsibilities on a monthly basis consisted of
“distinguishing himself by some brilliant idea, or the initiation of some workhfergeneral
welfare of the Ring. It is also expected that he shall see that all agcessices are sent out to
the links, and, in fact, everything is left with confidence in his hands—a confidémnce ke
considers himself bound to prove himself worthy of possessing.” The Comptroher of t
Exchequer was responsible for maintaining the finances of the Ring aswanaging the
funds, expenditures, etc. The official Scribe maintained reliable recoatlsoobceedings and
resolutions arrived at along with the names and addresses of all Links in the Bloek miked
Ring, which was provided with a lock and key. The Keeper of the Archives and Records
protected the Portfolio, the Seal or Stamp, the Mace, and all portable propertfRofdrend
produced these whenever the Ring was regularly united. The Chamberlaincfoarige
banquets, dinners and suppers of the Ring and collected the contributions of each link at eac
event. The Master of the Musick arranged for vocal and instrumental harmony attbanque
dinners, and suppefé’ Most importantly, the High Executioner “arranges, with the assistance of
other links whom he may desire to aide him, the hanging of pictures at exhibitionshdesistyt
by the advice of those within or without the Ring whose competence is acknowledgedya®nde

to absolute execution such work as may be deemed utterly unworthy of being suspenaesd eve

228 Harker,The Linked Ring86.
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the highest limits of the walls of the galleries includ&d.Ih this context, the Brotherhood of the

Linked Ring exemplified the Victorian desire for exclusive, all-male@asions.

Fraternalism, Gentleman’s Clubs and Victorian Male Identity

Art photographic societies, such as the Camera Club of New York and the Brotherhood
of the Linked Ring in London, represented a broader trend in Victorian Britain andcamer
through which middle-class men embraced all-male social institutions imbtredlaments of
fraternal ritualism and masculine precepts. Scholars have shown the importaaterioél
organization such as the Freemasons in the construction of Victorian masculimkyCtaes
has argued that “fraternal ritual provided solace and psychological geidarnog a young
man'’s troubled passage to manhood in Victorian AmeftaFor the middle class, such
societies embraced capitalism and bourgeois sensibilities as they senublyy created rituals
whose message was largely antithetical to those structural relapis@siad values. The rituals
within the organization also provided for the establishment of a male identightilsnged the
emotionally stifling rigidity of Victorian gender rolé¥ According to Carnes the primary
purpose of the lodge and its rituals was to reaffirm masculinity. For ydighgrian men its
rituals were the equivalent of initiation rites, facilitating their titams to and acceptance of an
adult manhood which had lost much of the virile quality associated with an earlier bieme. T
author argues that fraternalism was successful precisely betpuséded solace and

psychological guidance on the route to manhood. Mary Ann Clawson describes howlisaterna

#0Book of the Constitution of the Linked Ring, 1893.
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shaped and maintained concepts such as individualism and mobility, while at the same tim
idealizing mutuality and brotherhood, and thereby contained a critique of the ch¥idorgan
social order which helped to ameliorate the worst failures of the new scstiaingy” In
retrospect, Victorian fascination with brotherhoods and fraternal organizationet@ttian
obsession with fellowship that transcend political ideologies, yet the wzbaion of these
societies throughout popular nineteenth century literature demonstratessaveeuw@asiness
aroused by “all-male societies,” largely because of their potentiakfatey transgression, in
which “effeminacy” was seen as an outward manifestation of a private sexusic#vf James
Eli Adams argued that Victorians’ view of “secrecy,” dividing the worldueet initiates and
outsiders, was not only an index of potential sexual transgression but alsorasfacsigspiracy

directed against the existing political ordét.

More recently historical inquiries into male associations and the intercednestiure of
masculinity and national and imperial identity in the late Victorian period éeezged at the
forefront of contemporary scholarship on masculinity. Seth Koven begins his intriguing
overview of the history of fraternity and fraternal ideologies in VietoiBritain with an analysis
of the interplay of religion and sexuality in benevolent institutions devoted t®-Claxss
brotherhood™>® According to Koven, both the Anglican Oxford House and the pan-
denominational Toynbee Hall represented fraternal ideologies which umaibdshedly male

and framed the major problems and the solutions confronting modern Britain—poverty, class

233 Mary Ann ClawsonConstructing Brotherhood: Class, Gender, and Frasdism(Princeton, NJ, Princeton
University Press, 1989), 83.
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conflict, and debates about citizenship—in wholly masculine teffisfbre importantly they
were “sites for testing conceptions of masculinity and male sexti&litgritical to his overall
assessment is that “first generation male settlers responded to the rsiLicasne to understand
their own masculinity and sexuality through two key concepts, ascetinismestheticism?*°
Koven defines asceticism as the “impulse to renounce material pleastdilegway voluntarily

as a way to purify the individual and society. Asceticism was not only a bodilgedxy which
some men chose to regulate their daily lives. It was also essential [to] hosathe¢hemselves
as men and to their sense of what was wrong with the industrial capitalispotstas a center
for the profligate consumption of goods and servié&sThe term most commonly espoused by
artists, historians, and literary critics during the nineteenth centutiieiesm, is defined as the
“assertion of the centrality and power of art and beauty in modern life.” Kedemographic of
male settlers embraced this concept of aestheticism into their persaniileslén an effort to
implement unique strategies to transform urban poverty. Ultimately, he cosithade

“London’s male settlement houses arguably had more success than any otheomstitate
Victorian and Edwardian Britain in launching their residents and associaigzositions that
allowed them to define not only what was or was not a ‘social problem,’ but also tma&lue
official church, governmental and private voluntary responses to these probfersven’s
analysis of the all-male settlement houses in London reveals one aspessetlass male

relationships in Victorian Britain. Amy Milne-Smith examines another. She show the
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Gentleman’s Club in London created an alternative “domestic” space in thetisa public

sphere which intelligently expands the historical discourse on Victoriarufimatc

She dramatically re-imagines Victorian Gentleman’s Clubs as an alerdaimestic
space which nurtured its upper middle-class and elite members’ emot@salithin the safety
of this exclusive, private institution, thereby complicating Victorian notiortoofesticity.
According to the Oxford English Dictionary, the club was “an association afieeadmittance
into which is usually guarded by ballot), formed mainly for social purposes and lzaving
building (or part of one) appointed to the exclusive use of the menfeBuiting the late
Victorian and early Edwardian periods this particular definition of the word “clutg” as
permanent institution for the sole purpose of social intercourse and cooperation, became
commonplace. Historically, these types of all-male associations owdéngage to the
seventeenth-century English coffeehou8dsBy the 1850s, there were nearly two hundred
gentlemen’s clubs and their imitators, some with waiting lists as lorigtesrsyears. The
decades leading up to World War | marked the height of the West End club as thkatentr
male institution in many men'’s lives. The exact definition of what qualifiedgentlemen’s
club varied, and there was no standard list of clubs existing in Lditbtany nineteenth-
century associations owned luxurious clubhouses where male members beneffiitduefr

comforts and amenities traditionally associated with the Victorian home svimidtaneously

242 3eeThe Compact Edition of the Oxford English Dictioparol. 1(1933; repr., New York: Oxford University
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experiencing a sense of emotional security conventionally linked to the igiictamily. Milne-
Smith argues that “domesticity as a concept can be separated from thenkciaraidy life.”

The creature comforts provided by the Gentleman’s Club included a privatensifanehe city
that functioned as a dining hall, library, entertainment center, sleeping gbattdrouse, and
study. Most Gentlemen’s Clubs excluded women, yet provided its members with thenaimot
bonds of friendship as a substitute family. In this context, Milne-Smith arguealéhdictorian
Gentleman’s club became an “essential site of an alternative donfestor inen, and
consequently members’ relationship to their clubs complicates the perceiveméeznth-

century masculine rejection of domesticity™

In examining Victorian male’s relationship to their clubs it becomes theadomestic
comforts made them eminently more attractive as personal sanchagaiast the stresses of
modern life>*® Membership in these social institutions allowed for unprecedented personal
privacy. This pervasive sense of personal privacy might sometimes evolvecirgoysand even
illicit behavior. Milne-Smith’s inquiry into the private indiscretions of itsmiers proved
difficult, yet there are enough references to suspect that some menaiselliis as a means to
plan and facilitate shameful acts. These illicit sexual acts most likdlded both intimate
relationships between men and between men and women. While it is difficult to detedhstra
men ever used their clubs as actual sites of sexual intercourse, the privacyracyltbat the
clubs guaranteed would have made them a logical place to arrange for futialeeseounters.

The frequency of these sexual encounters is not at issue however; the publicqretbaptnale

243 |t should be noted that Tosh’s work on a late wierth-century flight from domesticity focuses ba middle
classes and does not deal explicitly with the uppieidle classes or the elites; see Tdghnliness and
Masculinities 107.
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members utilized their clubs for illicit contact or correspondence pervadeopolgan
society’®’ The centrality of the Gentleman’s Club in the intimate social lives of \actanen
simultaneously represented a space in which national and imperial idengtgovstructed and
constituted, and through which, as Mrinalini Sinha argues, the club was transformée into t

guintessential “imperial institution.”

As Sinha argues, the imperial nature of the Gentleman’s Club was constitutedjtthr
its status as a privileged site for mediating the contradictory logEEuwbtentrism’ in the
creation of a distinctive colonial public spheféTentral to her investigation of the European
social club is defining those who qualified for membership, who were called “clubbable
early as 1763, Samuel Johnson, the noted eighteenth century English poet, essawsaignd lit
critic, labeled his biographer, James Boswell as an eminently clubbableHowever, it was
not until the nineteenth century that the term became intimately connected wotisradt
Britishness. According to Sinha, the emergence of a distinctive “clublandireuh Britain,
consisting of a variety of private gentleman’s clubs for the elite, adpthe recreation of
urban elites in the specific conditions of the social and economic changes of thkentimet
century. Located primarily in central London in St. James’s Street anifl&althese elite all-
male institutions, especially the ones located on St. James’s Street, hadeteatiawn mainly
from the British aristocracy, while the clubs on Pall Mall were mainly eargh-century
creations, and their membership was predominantly bourgeois. Accordingly, Sjoka Hrat
“the private gentleman’s club in Britain, a cultural site for the distributimhraediation of elite

power, articulated a concept of clubbability that was itself mediated byptsrial metropolitan

247 bid., 810.
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location.”® The model for the concept of clubbability that was embedded in such self-governing
institutions as the clubs was always the “manly independent individual” whos¢ideatity
was defined in contrast to the subjected (i.e., women, children, servants, empitgpess, and

the colonized) in the nineteenth centéity.

One of the most interesting features of Sinha’s concept of clubbability is that it
transcended the “network of power relations produced by the internal pofiicgain to
include the wide set of class, gender, and race relations that was produced and eriditist by
imperialism.” The imperial articulation of clubbability, with its express of class, gender, and
racial narratives were mutually constituted in both metropolitan and colonitiblee®* The
European social clubs in India, indeed, formed part of an elaborate set of mechartisms tha
articulated the legitimate boundaries of an acceptable image of “whit&fen this context,
Sinha argues that colonial clubland both “held out the promise of potential clubbability to an
emerging new ‘Westernized’ Indian middle class and endlessly defegedalization of such a
possibility. The colonial elaboration of clubbability, therefore, had to exist fihenoutset in
constant tension with the potential clubbability of the ‘right sort’ of nati%&dri the wider
context of all-male associations, the Brotherhood of the Linked Ring was morgirtiay a
social institution with art photography as its primary tenet; its advdoadiie mystical

symbolism predominantly associated with organizations such as the Freemarasdins

29 bid., 497.
20 bid.

1 bid.
52 1hid., 504.

23 bid., 512.
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Theosophical Society set it apart from the more prolific social or politicatsexthat

permeated central London.

Mystical Symbolism in the “Linked Rings”

The primary symbol of the Linked Ring, used by the Brotherhood on note paper and in
various places in it3ournal as well as on the front cover of the catalogues oPtieographic
Salon, Annual Exhibitigrnwas three rings intertwined, each bearing a portion of the bexel in

diamond shapes. In the Book of the Linked Ring it states,

Linked Rings are ancient and pretty conceits consisting of two, three, four, five or
even more gold circlets or finger rings, joined on a pivot or rivet and symbolizing
a union of hearts and aspirations. Others, and these are kn@immasl rings

consist of two circlets only, joined usually by two hands in enamel, clasped one
over the other; the upper one, folding back on a spring, and disclose a small heart
in enamel or precious stof¥.

Historically, the Gimmal Ring, which in Latin is gemillus, meaning twin, ¢lase associations
with European betrothal rings and appears as such in Shakespeare’s playter#sting to
contemplate the Ring’s decision to change the primary symbol of the group from two
interlocking circles to three. Perhaps the complex nature of “fraterndldodethe implied
“marriage” between links symbolized in the Gimmal rings was too provocativatéoyictorian
eyes. The Linked Ring was well aware of the cultural authority Shakespeeaogdrdate
Victorian society, viewing him as a natural genius with near supernatwvalrgpde stood “like

a magician above the race and [penetrated] with one glance into all the depthaes)yatd

#4Book of the Constitution of the Linked Ring, 1893.
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perplexities of human charactér” This concept of embracing this obscure symbol was typical
of art photographers’ continued attempts to place the medium squarely inlthefrdze

highest form of art, Shakespearean literature. Both liberty and loyaltgrans that permeate the
Book of the Linked Ring and combining the two terms in an unbreakable set of interlocked rings
symbolizes the concept of “fellowship” or symbolic union (marriage) betweeninigs.Rt is
interesting that the original symbol of the Linked Ring, dual Gimmal ringa|dievolve into a
more universally recognized triple interlocked rings and would potentially evekeng

emotional response by the multi-ethnic multi-cultural population inhabiting cosrtapoli
London. The primary symbol of the Brotherhood of the Linked Ring was evocative of spiritual
transcendence, especially in London, where interest in Eastern and Weggcalrtraditions
expanded among a Victorian audience desperate for alternative religpmrgeaces.

Specifically, middle-class Victorians became engaged in a broader diabogue with

Hinduism, Buddhism, Jainism, Taoism, and Shintoism, along with Judeo-Christian inystica
traditions, Freemasonry, Medieval Chivalric Orders, Druidism, Greekdvly&eligions, and
Neo-Platonic Philosophy. Within Eastern spiritual traditions, and especiadlglasm, the three

interlocking circles held spiritual significance.

Buddhism is based on the life and teaching of the Indian sage Siddhartha Gautama (536-
476 BCE), the Buddha or Enlightened One. Buddhists believe that persons can overcome the
misery of the world and reach their own Buddha status by a process of mental and mora
purification. The Buddhist canon has three main forms: Theravada, Mahayana, andl, Wiibta
hundreds of scriptural texts and many different types of usagelridagya Doctrine(Sanskrit

for Three Bodies) is an important Buddhist teaching on both the nature of reality anditke nat

25 Adrian Poole Shakespeare and the Victoriafi®ndon, Thomson Learning, 2004), 77.
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of the Buddha. This doctrine states that a Buddha has three kayas or bodigmadhakayaor
created body, which manifests in time and spacesdah@bhogakayer body of mutual

enjoyment, which is a body of bliss or clear light manifestation; andhthemakayaor truth

body, which embodies the very principle of enlightenment and knows no limits or boundaries.
Alternatively, the three interlocking rings may also represent the confcéyettaratna or three
jewels, which are highly valued in Buddhism for their indestructible and unchangurg.na
Practicing Buddhists seek guidance or refuge from suffering by emgrta three principles.

In Buddhist thought, th&giratna consists of the Buddha, which, depending on one’s perspective,
can represent the historical figure or the Buddha nature, which reprémehighest spiritual
potential within all human beings. The second principle isltie@ma which is the teachings of
the Buddha; and the third is teangharepresenting the community of fellow Buddhists who
assist one in attaining enlightenment. Individuals who seek refugetinr#tea are considered

to be practicing Buddhists.

The symbol of triple interdependence also permeates Western art and religgin. M
significantly, in Christianity it represents thly Trinity (Father, Son, and Holy Ghost).
Throughout western history tiequetra, orthree cornerscan also be seen in multiple cultures
with specific spiritual significance. In Northern Europe, Wadknutis found in rune stones and
is associated with Norse god Odin. Thquetrais also found in Medieval Celtic artistic designs
within texts such as the Book of Kells and on Celtic Crosses. This widely reabgniaehas
been used as a singular symbol for two centuries by both Christians and Pagatothrihe
Celtic world. Both Eastern and Western mystical traditions recognized drdead the

symbolic power of three, so it is no wonder that late Victorian culture, imbricétieesoteric
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spiritual traditions, would influence the Linked Ring’s decision to selet¢s ggimary symbol

the three interlocking gimmal rings.

Royal Photographic Society vs. Brotherhood of the Linked Ring: Competing Visions of
Britannia

The Brotherhood of the Linked Ring’s position on the aesthetics of art photography
placed it in a unique position, in that it begged the question, is this new photographic institution
complementing thparent societyor is it challenging its political and cultural hegemony of forty
years? The photographic press addressed this in May 1893, when the peRbditajraphic
Work, threw down the metaphorical gauntlet in initiating a public rivalry betweehinked
Ring's first Photographic Salon and thé"3nniversary of the Photographic Society of Great

Britain’s Exhibition. According to the reviewer,

Last week we made mention of the proposal to hold a rival exhibition in the
Dudley Gallery during the autumn, and the fact that the new exhibition is intended
to be pitted against the old-established exhibition of the National Photographic
Society should be evident enough from the fact that the new exhibition is taking
place at the Gallery in Pall Mall. If indeed, any further illustratiorhefdpirit of

rivalry were required, it might be found in the fact that the organizer of the new
venture is no other than Mr. Alfred Maskell, whose efforts in connection with a
recent exhibition at Pall Mall were so little appreciated by the atitethat a
policeman was sent for to remove him from the prenfiSes.

In the process of defaming its organizer, Alfred Maskell, the reviewer ésikathe label of
Photographic Salon‘a title which, if it applies to any photographic exhibition, applies to the
old-established national show of photographs at Pall Mall.” Concluding the evaluatien of t

potential success of the Salon, the reviewer implied that those photographs rejeébted b

26 «A Rival Photographic Exhibition in LondonPhotographic WorkMay 19, 1893, 230-31.
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nomination committee of the Photographic Society of Great Britain would as8lBng the

quota of photographs necessary to open the Photographic®alon.

In response, George Davison argued that the Salon was in no way a rival to the
Photographic Society, implying that the primary season for photographic exhibéae m
obtaining a proper venue a difficult task to say the least. Davison also $yrifiefiended the
artistic merits of the selection committee by naming a complete lisegirominent art
photographers involved in the process, including George Davison, Chairman Organizing
Committee, Photo Salon, Photographic Salon, 1893 (General Committee), BefreardTAlJ.
Bright, J. S. Bergheim, A. Burchett, H. H. Cameron, Lyonel Clark, F. Cobb, W. L. Colls, H. E
Davis, G. Davison, J. Gale, J. P. Gibson, Karl Greger, W. A. Greene, A. H. Hinton, Fred Hollyer
A. Maskell, H. P. Robinson, R. W. Robinson, Lyd. Sawyer, F. S. Scott, Henry Stevens, F. M.
Sutcliffe, H. van der Weyde, W. Willis, H. Tolley, E. Calland, Hector Colard, RowlarahBr
B. G. Wilkinson, Shahpur N. Bhedwar, R. Keene, W. Crooke, and J. B. B. Wellfi§®ome
members of the committee were involved in the mass resignation the pre\aousoyeever, a
majority of committee members were also members of the PhotographetySufaGreat
Britain. In a satiric take on the “rivalry” between the two photographic institsfitheAmateur

Photographemprinted an advertisement in its June 23, 1893 issue stating the following:

Advertisement: Photography by a Photographer. To the Subjects of H. M. Queen
Victoria, the fellow countrymen of H. R. H. Prince of Wales, ETC., ETC., ETC,,
INSTANTANEOUS OR PROLONGED AGONY. GOOD (OR BAD)

PORTRAITS GUARANTEED. MONEY EAGERLY TAKEN, BUT NEVER
RETURNED. “NOTE. -- Gentlemen are earnestly requested to refrain from
heaving half a brick at, or shooting at, the artist; a wooden dummy being provided

7 bid., 230-31.

%8 George Davisorf,A Rival Photographic Exhibition in LondgrPhotographic WorkMay 26, 1893, 249.
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for that purpose. “Ladies are respectfully informed that throwing vitritheat
photographer is strictly prohibited.” “For further particulars apply to T$O0R
IMPRESSION ISTAZ>®

This rhetorical battle between “professional” and “amateur” photograpbacerning issues of
“amateur privileges” vs. “professional responsibilities” was waged oeePtiotographic
Salon’s policy of not awarding medals but instead allowing art photographers toisell the

photographs by listing prices on individual pieces.

H. P. Robinson’s response to the growing animosity between the organizers obthe Sal
and the Photographic Society of Great Britain exhibition was to dismiss uneqly\aroal
hostility by focusing on the Salon’s niche role in advocating photography as atfiagasition

the “parent society” had neglected, preferring the scientific and meeahaaicre of the craft.

The selection committee’s responsibility was to choose those photographs which bes
conveyed those qualities such as sentiment, composition, chiaroscuro, breadth, and amospher
which all comprise pictorial ideaf8® Again, the apparent hostility towards the Photographic
Salon by thé>hotographic Workn its June 9, 1893 article argued its position in the following

sardonic way:

Rightly or wrongly, a large section of the photographic public regard the proposal
to hold another exhibition at the same time as the old-established, and in the same
neighborhood, as a part of an avowed and deliberate scheme on the part of a very
small group of malcontents to “smash up the Photographic Society”; and it is this
belief that at present gives the whole matter such special interest dsctitsna
discussion an integral part of current photographic possible gossip. If the belief
gains ground that the new exhibition is intentionally rival, the result will probably

29 «gatirical Exhibition Advertisement,The Amateur Photographelune 23, 1893, 412.

%0 H.P. Robinson, “Rambling Papers: The PhotograBhion,” The Photographic Newdune 2, 1893, 344-46.
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be that the next exhibition of the National Society will be its most triumphant
success—a success even more notable than that which followed rumors of rivalry
last year. If, on the other hand, the photographic public can be brought to see that
no rivalry is intended, all keen interest will disappear, and the new venture will
merely rank as one of the numerous secondary shows organized by small and

obscure groups—a class of exhibition which has multiplied so inconveniently of

late 251

This statement clearly defines art photographers as “malcontents” effimse will only
strengthen the Photographic Society of Great Britain’s role as the phiategraphic institution
representing the British monarchy and its people.Bifitesh Journal of Photographgoncurred
with its fellow photographic periodical in its assessment of the Salon, but ied s
antagonism within the photographic community by a vehement attack on the orgahthers
Salon: “To run an opposition show to the Photographic Society’s exhibition,” it stated,
“practically at the same date, and only about five hundred yards away, isgdheauenge of a
vindictive clique still smarting under the whipping of two years ago, and madaduy the
circumstance that the Society they deserted is getting on better withouhtiremith them 2
Alfred Horsley Hinton, the editor-in-chief of thhemateur Photographeshortly before the
beginning of the opposing exhibitions tried, like his fellow Link, H. P. Robinson, both to
alleviate the tension and to remark on the revolutionary nature of the Photographic Salon.
According to Hinton, art photographers were iconoclasts, disrupting the estdldrslee and

time honored cannons of “respectable photography.” The Linked Ring’s photogeaplibtion

#1«The Proposed New Exhibition: Is it Rival or Auigity?” Photographic WorkJune 9, 1893, 265-66.

22 hid., 265-66.
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represented a revolutionary new space, the Salon, with “no classes, no awards, amcho® entr

fees.1263

Historical Legacy of the Great Exhibition of 1851

If in 1893 art photographers could be defined as revolutionaries, it is criticalviogr
the historical context which forced them into this political position. The Photogr&phiety of
Great Britain Exhibition of 1893 represented the 39th anniversary of the first pdqutan
exhibition of the society. In examining the first photographic exhibition, which toclk ethe
fall of 1854, we cannot escape the role of the Great Exhibition of 1851. The emergence of
Photography as a visual medium during the Great Exhibition of 1851 was instrumetstal in i
continual association throughout the nineteenth century with cultural progress and.daoé
historian has argued that “photography symbolized progressive and regressges aca
stillpoint within change—one of the many involuted contradictions that suffused photographic
discourse.®* 1t was at the Crystal Palace that the display of photographs took on a
“performative” function as the embodiment of British Modernity. During theaGEshibition
there were 145 photographic objects displayed: various types of photogenic apparatus,
magnifying lenses, telescopes, optical glass, calotype cameras, compbrordaic lenses,
camera obscuras, dynactinometers (which measure the intensity of tbeedefleotogenic
radiation), a focimeter, and a Mercury Box, along with numerous daguerreotyptshatype,
and calotype photographs. Many of the exhibitors were interested in photograghvengtie,

such as British photographer John Jabez Edwin Mayall. In fact, Great Britain tieirtima

23 A Horsley Hinton, “Rivalry and Co-operatioriThe Amateur Photographefugust 4, 1893, 74-76.

264 Marien,Photography and its Critigs75.
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entries with 90 exhibits demonstrating how crucial photography was to the orgaoizzall
perception of themselves asn@dernnation compared to other participants. This Great
Exhibition of 1851 was conceived by one of its initial advocates, Prince Albert, to symtiadi
industrial, military, economic, and cultural superiority of Great Britamit8vas only natural

that the British Monarchy would officially support the creation of the Photogr&uuiety in
1853.The Photographic Workn its article,The Photographic Society of Great Britain: Its First
Year's Work in 1853recognized the historical significance of the society’s anniversary in the

context of the current art vs. science debate. According to its author,

Forty years ago the photographic workers of England felt the need of sona centr
organization to assist in interchange of ideas and methods of working, and more
especially on the art side of the subject. As a result the Photographic $6ciety
Great Britain was founded; and turning to the opening paragraph of the first
number of its Journal, we read that “The object of the Photographic Society of
Great Britain is the promotion of the art and science of photography”—the term
art coming before science. To this preference of the art aspect overethtdisadt

has substantially adhered ever since, as its records and the annual exlmibition s
clearly enough. That is to say, it has all along recognized that the mahus®i

of photography is as a means of pictorial representation, rather than of scientif
record?®®

Stressing the point, from its inception, that art took precedence over sciencejdhemmame
the champion of the artistic qualities of photography. This is further supported logaiiemn
and members leading the early society. At its inaugural meeting ingaergom of the Society
of Arts on January 20, 1853, Sir Charles Eastlake, president of the Royal Acadenmytheas

chair, Roger Fenton the leading exponent of pictorial photography of that tincegtoffj as

#5«The Photographic Society of Great Britain: ItssEiYear's Work in 1853,Photographic WorkSeptember 22,
1893, 445-46.
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secretary.®® The first exhibition held on January 4, 1854 at the Suffolk Street Gallery was
patronized by Queen Victoria and Prince Albert. As ardent supporters of both tbgrpbic
Society and its first exhibition, the royal couple requested a preview of tHatexhhall on
January 3. According to reports in thaurnal of the Photographic Societhe queen and prince
“expressed extreme satisfaction at witnessing the wonderful advancerppbtpbas recently
made, and before their departure, after a prolonged examination of the @ojleoctigratulated
the officers of the Society on the success which had crowned their efféithié direct
involvement and patronage by the royal couple imbued the society from its beginnLi8sS
with an aura of political and cultural authority. So, after forty years of hegeroontrol, the
Brotherhood of the Linked Ring’s attempted usurpation of the mantle as champions of art
photography created an atmosphere of animosity and anxiety. This overthrow of the
Photographic Society of Great Britain’s role as the parent societysatefender of “proper”
photography was most assuredly addressed in the first notice of the Photogramtic&oci

Great Britain’s Exhibition in th&@imes

Photographic Salon of 1894

In a very straightforward and unbiased manner the reviewer fainmesremarked that

the Photographic Society was not an artistic, but rather a scientific society.

Its principal aims are evidently to foster the researches of sdretioe

advancement of the optical and chemical investigations which result in the
triumphant discoveries with which photography from time to time startles the
world; to encourage perfection in the instruments and apparatus employed; and to

26 |bid., 445-46.

%7«The First Exhibition of the Photographic Sociéthotographic WorkSeptember 22, 1893, 446-47.
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preserve the standard of perfect technique so necessary for the successful
application of theory to practice. To the scientific photographer the terifestper
negative and perfect technique have absolute and definite meanings. Qualities
such as clearness and brilliancy would appear to be essential. On the other hand,
in the production of results which would appeal more strongly to the eye of an
artist than the ordinary topographical view or commercial portrait, negatives
would probably be used and methods employed which it would be the duty of a
jury of scientific photographers to dismiss as imperf&tt.

This summation by the primary newspaper of record in Great Britaiyciead unequivocally
discounts the previous assessments by several papers in the photographic pemsdica
sympathetic to the Photographic Society’s claim of advocacy for pictorial phptog
Whatever the original intent of the Photographic Society during its firss péaxistence, it had
become obvious to many that by the 1890s, scientific progress as well as thedfisplaeras,
chemicals, and optical appliances had overshadowed any attempts at maint&nitigee
illusion of artistic expression. This allowed an opportunity for the Photographic Satomerge
as potential successor to the exhibition. Threesalso reviewed the first annual Photographic
Salon, recognizing its attempt to “separate photography from purely a metiaignae and
that of the finer graphic art$®® Most importantly, th&imesnoted, “the pictures here exhibited
claim to show a greater freedom, more individuality, and less of the bare tegistfeact than

are usually associated with what we call a photografih.”

In thePhotographic Newghe reviewer commented on the fact that those visitors

unfamiliar with recent developments in pictorial photography or the aesthetlos ‘tNew

28 «press Notices of the Exhibitioitnes,” Photographic WorkSeptember 29, 1893, 459.
#9«The Newspaper Press on the ‘Photographic Sal®tigtographic WorkOctober 13, 1893, 488-90.

21%1bid., 488-90.
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School of Photography” would be dumbfounded by these pictorial images. The resleavir
sympathized with the general bewilderment, stating “how revolutionary theseyyuite are
compared to a decade adé“One scathing review by tt8tar, reprinted in thémateur
Photographerreferred to “folly of men who call their exhibition the Photographic Salon.” It

went on,

One of their objects, they announce boldly, is “to strengthen and advance the
position that photography is making for itself among graphic arts.” Therd beul

no greater absurdity; photography may advance and develop and progress; it may
have in store for us surprises and inventions innumerable; but it can never be
ranked with the graphic arts. | realize that | repeat myself. | have than once
pointed out the distinction between photography, a mechanical contrivance, and
art. But the men who exhibit here rest their claims to critical and publiestter

upon their artistic pretensions. They make it impossible to notice their work and
ignore their ambition to be what they are f6t.

ThePhotographic Newsan a similar if more informative response in attacking the aims of the
Linked Ring exhibiting at the Photographic Salon. The reviewer transformed thetmedebate
into spiritual terms, transforming the art photographer into a religious zpaftttirming sacred
rites through naturalistic or impressionistic photography. The commentatoireszoked
Shakespeare’s Hamlet to critique the photographer’s “abominable attemgaahgmature.”

The article then goes into detail on the methodology engaged by photographersdomtransft
photograph into a work of art, “The lines can be softened or blurred by inserting ibetwee
negative and printing surface a supplementary glass plate, or even by phetiregative wrong

side before and the lights can be degraded or the picture fogged more or lessallsawvaning

271 “photographic Salon: Dudley GalleryThe Photographic New®ctober 13, 1893, 649-50.

22 A, U., “Salon Review in th&tar” The Amateur Photographe®ctober 27, 1893, 271.
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the print. By such expedients and by using a suitable printing medium with a ceraintarh

skilful manipulation any photograph almost can be made to look like what it i$’Aot.”

Among all the skeptical or outright negative reviews in the photographic periodisal pr
there were several encouraging or even optimistic appraisals of thenpamnte of the exhibits at
the Salon. The commentator for theateur Photographei. W., wrote enthusiastically about
the results of the Salon, stating it had “done more almost than any previous one to prove tha
photography allows the artist free play for his own individuality...The value of ghayiby as a
medium for artistic expression is now established fore/éThere were enough positive
notices in the British periodical press to encourage the Linked Ring to atteequtral s
Photographic Salon in 1894. This second Salon surpassed the first in creativity and pictoria
gualities, receiving almost universal praise. Unfortunately, an event watdd that had the
potential to disrupt not only the future of the Salon, but also its most powerful proponent, A.

Horsley Hinton.

Alfred Horsley Hinton and the “Black-Balling” Incident with the R.P.S.

As one of the founding members of the Brotherhood of the Linked Ring and the editor-
in-chief of theAmateur Photographe/Alfred Horsley Hinton had a unique platform from which
to advocate pictorial photography to the masses. It was because of Hinton’suppasition
within the photographic community that any blemish on his personal character would be
incredibly detrimental to art photography as a whole and this is why thé-ibdiing incident”

that occurred during the photographic salon of 1894 would call into question Hinton’s status as a

23«The Photographic Salon (Concluding Notice)lie Photographic Newslovember 3, 1893, 697-98.

2T W., “The Studio Article on the SaloriThe Amateur PhotographeXovember 24, 1893, 339.
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“gentleman.” Margaret Harker describes Hinton as “eccentric,” but asthanjoyed enormous
respect and affection from British Pictorial photographers and colleagtles press
world...whenever he spoke at meetings it was always to the point and what he sashdechm
attention.?”® The facts of A. Horsley Hintonslack-ballingincident breaks down as follows:
following the mass resignations from the Photographic Society of GreanBfi&81-1892, said
society misplaced the resignation letter and never considered Hinton desmnehe society.
By October of 1894, the letter was located through the assistance of Horsley kimself, and
his resignation was allowed by the Council. This complicated Hinton’s apphdati‘rejoin”

the nowRoyal Photographic Sociegnd led to the unfortunate rejection or black-balling by
several council membef& | argue that it was the internal politics within the British
photographic community surrounding the nature of art photography which allowad certa
members of the Royal Photographic Society council the opportunity to discredit thpublis

member of the Linked Ring personally.

In the November 23, 1894 issue of feotographic NewsHinton discusses the

“incident” with good humor and sarcasm.

Sir, at the exhibition of the Royal Photographic Society this year, the judges did
me the honor to award me a medal. At the meeting of the Society orf'tirest.3

the members paid me the further honor and distinction of “black-balling” me
alone out of fifty-six candidates for membership; the first instance of the kind for
many years...others may be glad to know that apparently some other
gualifications than merit and good character are necessary for memlergie

2> Harker,The Linked Ring152.

2’%«The Black-Balling Incident,Photographic WorksJanuary 11, 1895, 13-14.
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Royal Photographic Society. | am sending a copy of this letter to all the
photographic papers, and shall esteem it a favor if you will ins&ft it.

His published remarks sparked a huge controversy throughout the photographic
periodical press, with multiple articles in tRbotographic Workveighing in on the matter. The
nature of the debate within the editorial pages of the journal indicatea@lditxs against A.
Horsley Hinton, particularly his failure to provide proof of his allegatfdfi&hapman Jones, the
secretary of the Royal Photographic Society, sided with Hinton stating ‘fiesignation some
three years or more ago is really the reason why his present applicatioeniixership has been
rejected, then | venture to state that had it been generally known that thditeelyde have
been an organized opposition to his election, he would have been made a member of the Society

by a very large majority*®

H. Snowden Ward believed that the incident did more to injure the
reputation of the Society, stating that “whatever may be done by the oth¢osemd have no
intention of resigning. There is no question of injury done to us by the Society, butofahe

great and serious injury done to the Society by the action (surely capricf@gw of its

members 28°

Again, the editorial staff dPhotographic Worlkclearly stated their position on the black-

balling incident by saying, “the present prosperous condition and bright prospectiNatitrel

277 Alfred Horsley Hinton, “Correspondence: Mr. Hossldinton and the R.P.S.G.B The Photographic News
November 23, 1894, 750.

278 «Black-Balling at the Royal Photographic Societp}iotographic WorkNovember 30, 1894, 567.

279 Chapman Jones, “Black-Balling’ at the Royal Physphic Society, Photographic WorkNovember 30, 1894,
573.

2801 snowden Ward, “Black-Balling’ at the Royal Rbgraphic Society,Photographic WorkNovember 30,
1894, 573.
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Photographic Society are in no sense disturbed by the almost childish petulaceaditiate

for re-admission, who was recently rejected at the ballot, and who, instead of thproug
recognizing the full right of those present to ballot according to their \aed©pinions, has
thought proper to discuss the matter by writing to the photographic press; indeed, the Socie
must ultimately benefit by the clearing of general issuemgrisut of the incident?®! For the
nineteenth century gentleman, membership in one of the numerous exclusive clubsdabiglif
social status and usually focused on a specific interest (e.g. politiculies sports, art).
Historically, it was the Reform Acts of 1832, 1867, and 1884 which drove interest in joining a
“gentleman’s club.” Membership was almost always limited to maintain af exclusivity,
respectability, and masculine privilege and potential members most degfimreexled to have an
official member sponsor or support their petition to join. Victorians viewed clubbersimp as

a critical component of their overall social and political identity, so bajegted could
negatively define one’s public persona with the labelmaflubbable’®” During the 1890s the
termblack-balledwas applied to one who was ostracized from a specific club. Historically, it
was represented by a secret ballot, where a white ball indicating supparttack ball
opposition. Clubs in the nineteenth century usually disallowed potential memibeng if t
received one or two ballets or black balls. Since tifecEntury, this method of secret ballot had
been utilized not only by gentleman clubs but also within Freemasonry andiEegeA black-
balling from a Victorian gentleman’s club could cause irreparable datoag¥ictorian male’s
social standing. The gendered space of the gentleman’s club was thensoang works by

Oscar Wilde during the 1890s populated by sexually and morally ambiguous dandiids as ¢

#luMinor Stress in Connection with the Royal Photgtic Society: Aftermath of the Black-Balling Ineiat,”
Photographic WorkDecember 7, 1894, 577-78.

82 samuel Johnson coined the phrase “unclubbabléfigitine 18 century.
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members. Oscar Wilde spent many of his leisure hours frequenting theroekitte of which
he was a member, including the Albermarle Club, the place where Lord Quegssbe

incriminating note accusing Wilde of sexual deviance was&ft.

As we have seen during the period 1890-1895, Oscar Wilde became one of the most
influential writers in late Victorian Britain with a reputation as alilank wit, literary stylist, and
master of the English languagfé When the Queensberry libel trial began in late March of 1895,
Wilde had two smash successes playing in the fashionable Wesikitkal Husbanat the
Haymarket Theatre arithe Importance of Being Earnesdtthe St. James’s. But as Wilde's first
criminal trial stretched into April, and the second into May, the daily pmagage of his sex
scandal quickly upstaged the plays, and growing public pressure soon forced thesa.to ¢
Following Queensberry’s acquittal on the libel charge, Wilde himself wageddior violating
section 11 of the 1885 Criminal Law Amendment Act, which criminalized “actsogkg
indecency between men,” even those consensual acts committed in private. iy af/a
reasons, Wilde’s first criminal trial ended in a hung jury, but following a secamhd\filde was

convicted and sentenced to two years’ imprisonment with hard labor, the harshestesent

23 pllison PeaseWilde and the Club, Reading Wilde, Querying Spaees, 7, accessed November 23, 2010,
http://www.nyu.edu/library/bobst/research/falesibkb/wilde/6club.htm

%4 The highlights of Wilde’s literary production ftie first half of the decade are the following1800, “The
Picture of Dorian Gray” was published in Lippinéstonthly Magazine, causing great furor and deliatbe
press on the subject of art and morality. In 18®ide published “The True Function and Value oftiCism” in
two parts, later retitled “The Critic as Artist” wh collected with three previously published esg¢éayse Decay of
Lying”, “The Truth of Masks”, and “Pen, Pencil aRdison”) inintentions Also in 1891, Wilde published “The
Soul of Man under Socialism,” the revised versiéiloe Picture of Dorian Grayas a novel,.ord Arthur Savil's
Crime and Other Storieand the playA House of PomegranateBhe playA Duchess of Padyavas anonymously
produced in New York under the title of Guido Fatraln 1892, Wilde wrot&alomein French. It was refused a
license for production in England, but was latdsuted in Paris in 1896. In 18%2ady Windermere’'s Fawas
Wilde’s first theatrical success in London, folladvey A Woman of No Importanée 1893.An Ideal Husban@nd
The Importance of Being Earndsith opened in early 1895.
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permitted by law?® Recently historical scholarship by Michael Foldy situates the trigsnwi

the prevailing cultural and intellectual climate which he terms “het&rsts and “homophobic.”
Both terms are seen as dynamic and transitive historical phenomenaavehahturally specific
and socially constructed. Foldy argues that “the mechanisms of reatrditite structures of
repression, which represent the reification of ‘heterosexism’ in virteallyy modern society,
comprised a very powerful (if very discreet) social presence within Englcsétg before the
trials, and that this presence became even more powerful, and even more obviougcas a dir
result of the Wilde trial§®® Foldy further suggests that the late nineteenth-century variant of
“homophobia” was the historical correlative of medical and scientific ixigard was widely
supported and reinforced by both popular and professional discourses on “decadence,”
“degeneration,” and “sexual inversioff " Paradoxically, Foldy examined the contradiction
between the codification of very strict laws on Victorian sexual behavioifispg same-sex
practices, against governmental and law enforcement officialstaelce in prosecuting sexual
offenders. In this context, Foldy argues that the Wilde Trials reprelsarteader societal shift
from more lenient views on gender and sexual deviance to a more radicallsaimteiew
towards homosexuality and male effemind®&fFoldy demonstrates that throughout the course
of the trials, Wilde—whose literary works have always been regarded asspaintially
“English"—came himself to symbolize the very antithesis of “Englishnéssffect, Wilde

came to represent a very potent threat to the “health” of Britain at a w&glguncture in that

nation’s history, and Wilde’s conviction and imprisonment in turn represented a cdreféote

2> Michael S. FoldyThe Trials of Oscar Wilde: Deviance, Morality anaté-Victorian SocietyNew Haven, CT:
Yale University Press, 1997), x.

285 | pid., xiv.
27 |bid.
288 |hid.
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on the part of “society” to address and cure a debilitating “sickness” anaffionnethe existing

moral order®®

The black-balling incident involving Alfred Horsley Hinton from the Royal Phatplgic
Society paralleled the trial of Oscar Wilde in timing and, perhaps, in toneirBeitanust have
raised the question of “effeminacy” throughout the photographic community. Althoughwhe
never any implication of sexual deviancy implied in the black-balling of AsldgiHinton, it
does demonstrate the social and cultural authority these private institutions mad on a
individual's public character. In the end it seems that the Victorian middie lo&ad little
patience for dangerous individuals, either Hinton or Wilde, threatening one acriésls

institutions.

Old Chivalry vs. New Chivalry

By the spring of 1896, the Brotherhood of the Linked Ring began to issue an intermittent
journal, titledThe Linked Ring Paperand in its premier issue an anonymous author, the Linked

Ring scribe (a.k.a. Alfred Maskell), wrote about the ideals of the societprding to Maskell,

| disclaim any Right—we have no Rights, only Customs—to arrogate to myself
the Writing of the First Paper, but | also have no choice, and cannot plead the
Custom, to refuse to do anything which my Fellow Links consider of the least
Service to our Mistress Photography, or any who truly love her with a whole Soul,
or to that Worshipful Fellowship of the Linked Ring, which is now Glittering and
Resplendent; arrived from Very Nothing to an Unspeakable Estate, as our Worthy
Shakespeare observed, an Example to the World and all that therein is, like King
Arthur and his Round Table: “To Serve as Model for the Mighty World, And be
the fair beginning of a time**

29 bid., xv.

29| inked Ring Papers Numb. I: An Intermittent Jourrfalesday, February 11, 1896.
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This was addressed to recently initiated Rings, who Maskell celebratédtavior of
being invited, solely on account of their talents and evident enthusiasm for our Artrtownte
Mystic Ring.”?** The Ring as a sacred circle, much like Arthur's Round Table, transformed the
art photographer into something more than mortal, dependent, and bound to every other Link in
brotherly and harmonious bonds. Arthurian masculinity and the “chivalric” ideal lrecam
important components of constructions of Victorian notions of the gentleman. The Linked Ring
consciously advocated the concepts embedded within medieval chivalry in orderttthegjec
new chivalryarticulated by Charles Kains-Jackson, a London lawyer and editdwecArtist and
Journal of Home Culturean otherwise mainstream journal that nevertheless published a great
deal of Uraniaf’? material®®® The term Uranian was in common usage at the end of the
nineteenth century as a term which was free from the derogatory ass@ocadtalternatives such
ashomosexuabr paederast® This concept of thaew chivalrywas first published in thartist
and Journal of Home Culturi@ April 1894, and argued that “wherefore just as the flower of the
early and imperfect civilization was in what we may call the Old Chivahihe exaltation of
the youthful feminine ideal, so the flower of the adult and perfect civilizatibblevfound in the

New Chivalry or the exaltation of the youthful masculine idé&lCharles Kains-Jackson

21| inked Ring Papers Numb. I: An Intermittent Jourrfalesday, February 11, 1896.

292 The adjective “Uranian” is drawn from Plato’s Syssjum, where Pausanius argues that there are two
Aphrodites: the “heavenly” and the “common” AphrigdiThe heavenly Aphrodite is the older, motherbeasghter
of Uranus, and the love that accompanies her “doéshare in the female, but only in the male—ihisve for
young boys.” Pausanius then goes on to describere detail the superior nature of this love. SatoPThe
Symposium,” inThe Symposium and the Phaedrus: Plato’s Erotic@jaks trans. William S. Cobb (Albany, NY:
SUNY Press, 1993), 180c-181e.

2% Richard Dellamora, edVictorian Sexual Dissidend€hicago: University of Chicago Press, 1999), 270.
2% bid.

29 Chris White, ed.Nineteenth-Century Writings on Homosexuality: ArSeuBook(London: Routledge, 1999);
Charles Kains-Jackson, “The New Chivalryfie Artist and Journal of Home Cultyr2 April 1894, 155.
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envisioned in this re-imagined chivalry a more spiritual type of English manhdoabesd in

the physical form of the male youth. Accordingly, “as in Sparta so once mdrthenlibver be
the inbreather—eispnelos, the beloved “this listener’—aites.” By embrdengyper-masculine
Spartan culture of ancient Greece, Kains-Jackson articulates ava@eipath to reinvigorate

the English male.

Interestingly, Carine Cadby, the wife of Linked Ring member Will Cadbgtenin May
of 1896 an article in thAmateur Photographatiscussing the Linked Ring, King Arthur, and
the question of masculinity. Cadby begins by examining the “mysterious” bittle of t
Photographic Salon, which sprang miraculously into existence. She then statefg€ei®ne
inclined to say ‘Woman,’ for who could imagine the Salon, with its charm and whingicali

anything masculine?®® However she explains how “solid,” “earnest,” and “seriou