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  FIG. 1.1
 George S. Hough and Charles J. Anthony Casco Engine Company No. 1, Middle Street, Portland, September 30, 1846 Half-plate daguerreotype, 4 ½ x 5 ½ in. Maine Historical Society


  CHAPTER 1


  MAINE PHOTOGRAPHY: THE FIRST TWENTY-FIVE YEARS


  Earle G. Shettleworth, Jr.


  On January 7, 1839, in Paris, artist Louis Daguerre’s invention of an astonishing new medium was announced to the French Academy of Sciences. Daguerre’s detailed photographic images, which he called “daguerreotypes,” were the first successful examples of a process he had been working on since the 1820s. In England, during the same period, William Henry Fox Talbot had been working on a similar process using different chemicals. Daguerre’s announcement and achievements dominated public recognition for many years, but it was Talbot who discovered the processes that made executing multiple prints from a single negative a possibility.1


  Daguerre’s announcement came at “a period of intense innovation and scientific and technical advance,” according to his biographers Roger Watson and Helen Rappaport. Among the developments of the period were Morse code, Braille, Charles Darwin’s voyages and discoveries, and the beginnings of the Industrial Revolution.2


  Maine, meanwhile, had gained statehood in 1820 and saw its first machine-driven industrial activities in the arrival of textile mills and the opening of the first railroad in 1832. In particular, the years between the arrival of the state’s first photographer in 1840 and the close of the Civil War in 1865 were unprecedented in their growth. In the two decades before the war, the state’s population increased by 126,000, to a total of 628,000 residents in 1860. The traditional economic activities of fishing, farming, lumbering, shipbuilding, and maritime trade expanded and were supplemented by manufacturing, especially in the form of a thriving new textile industry. With the end of the Northern Boundary Dispute in 1842,3 Aroostook County became attractive for settlement. Four hundred miles of railroad tracks joined towns and cities and connected Maine to Boston and Montreal. Steamboat travel became common along the coast and on major rivers. In their History and Description of New England, A. J. Coolidge and J. B. Mansfield wrote optimistically of the state in 1859 that “her extent of territory, rich soil, long line of sea coast, excellent harbors and navigable rivers, the enterprise and ingenuity of her people, are sure precursors of an exalted destiny.”4


  Visiting Paris two months after Daguerre’s announcement, the American painter Samuel F. B. Morse learned about the discovery directly from Daguerre. When Morse returned to America in September 1839, he brought the process for making daguerreotypes with him. News of photography spread quickly throughout the United States. On October 26, 1839, the Maine Farmer in Augusta announced that “Daguerre, in Paris, found out how to produce the most accurate copies of objects in a chemical way, by means of the action of light.”


  During February and March 1840, Samuel P. Long demonstrated the making of portrait and landscape daguerreotypes in Portsmouth, New Hampshire. Born in Portsmouth in 1797, Samuel P. Long began his career as a lawyer but became an artist and was one of the first individuals in New England to practice photography. In May and June 1840, he was taking pictures in Portland, Gardiner, and Augusta. Long was the first of several photographers who visited Portland between 1840 and 1843, among them Joseph Ropes, Mrs. McFarland, B. Foster, Samuel Rowell, and Henry B. Upton.


  Portland’s first permanent daguerreian, Marcus Ormsbee, arrived in late December 1843. Ormsbee had operated his own studio in Boston in 1842 and had worked in 1843 in the Boston gallery of the noted photographer John Plumbe, Jr. In his newspaper advertisement, Ormsbee stated that he had come to Maine “in compliance with numerous and urgent invitations from the inhabitants of Portland and vicinity.”5


  Every daguerreian who visited Portland offered an improvement in the art. To such factors as shortened time exposure and results regardless of weather, Marcus Ormsbee added hand coloring, “equal to the finest and most delicately finished painting, with every variety of colors in dress.”6 Yet his price remained the standard three dollars for each image. The Advertiser reported this latest advancement with great enthusiasm:



   MR. ORMSBEE’S DAGUERREOTYPE COLORED MINIATURES taken at No. 31 Middle Street are altogether superior to anything of the kind we have ever seen. Instead of the dim ghosts, which were formerly looked upon as the chef d’œuvres of the art, Mr. O. gives the bold distinct likeness in colors, equal to the finest achievement of the pencil, or the engraver’s skill.7




  During the 1840s, part of the daguerreotypist’s business was to photograph the sick, the dying, and the dead. In his advertisement of May 29, 1844, Ormsbee noted: “The process is not wearing to the most debilitated invalid; and such applicants as are confined at home he will wait upon at their houses, either in or out of the city.”8


  For more than two years Marcus Ormsbee was Portland’s only photographer. This changed in 1846 with the arrival of two competitors, the itinerant firm of Hough and Anthony, whose stay was brief, and Samuel L. Carleton (1822–1908), whose entrepreneurial spirit would lead him to prevail over Ormsbee. Early in September 1846, George S. Hough and Charles J. Anthony opened a studio at 112 Middle Street. They had been known as G. S. Hough and Company in New Bedford, Massachusetts. That month lawyer and historian William Willis engaged Hough and Anthony to make daguerreotypes of him and members of his family. The image of Willis taken on September 29 survives. Entries in his diary reveal that the procedure involved several visits:



   Sept. 16 Had Henry & Julia’s Daguerreotype likeness taken today by Hough & Anthony—On one plate.


  Sept. 23 Had my brother Henry’s daguerreotype taken, a fine likeness; took down father and mother’s portraits to Hough & Anthony to have them copied in daguerreotype.


  Sept. 24 Had daguerreotype miniatures taken of self, wife & Freddie.


  Sept. 25 Daguerreotype miniatures of father & mother finished today & very good.


  Sept. 29 Had a daguerreotype taken of myself in a writing position.9




  The day that Willis had this last daguerreotype made, the following notice appeared in the Advertiser:



   The Fire Department of the City are to turn out for parade and drill, under Chief Davidson, tomorrow afternoon, at 4 o’clock. We understand that they are to come to a halt, in Middle Street, in order that a daguerreotype may be taken of the show—in which case it will be necessary for spectators and all, to remain as stationary as possible.10




  The firemen appeared in full strength on the afternoon of September 30, 1846. The next day the Advertiser reported:



   The Firemen paraded yesterday, as previously announced. The apparatus of the department appeared to be in good order, and the personnel is certainly most promising. A more invincible body of men could not readily be found. Several of the companies were subjected to the daguerreotype—with what success we have not learnt.11




  Three views taken that day survive. The original daguerreotype of Casco No. 1 Fire Company is owned by the Maine Historical Society, while the images of Niagara No. 9 and the entire muster exist in later copies (Fig. 1.1).


  By virtue of their location on Middle Street, Hough and Anthony almost certainly made this remarkable series of parade daguerreotypes. Dated to the very minute by the presence of a clock, they not only record an event in Portland history, but also provide some of the first photographic views of what was then the city’s major thoroughfare. Middle Street’s small frame and brick houses and buildings, the grand domed Merchants Exchange designed by Richard Bond of Boston, and the Second Parish Church of the Reverend Edward Payson have long vanished, but their images remain in this important set of pictures.


  Hough and Anthony left Portland in mid-October 1846, destined for Providence, Rhode Island, and later Pittsburgh, Pennsylvania. In the meantime, Samuel L. Carleton had been establishing his daguerreotype business in the city. Born in Whitefield, Carleton received his photographic training in Boston. When he arrived in Portland in November 1845, he opened a writing school, but this enterprise soon gave way to photography. In February 1846, he challenged Marcus Ormsbee by advertising to take daguerreotype portraits for two dollars rather than the customary three-dollar charge. This bold offer signaled the beginning of a protracted rivalry that would ultimately result in Ormsbee’s return to Boston in spring 1851. With his increasing success in Portland, Carleton branched out by taking photographs in the Canadian cities of Quebec, Three Rivers, Ottawa, and Toronto between 1846 and 1850.
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  FIG. 1.2
 George M. Howe (1823–87) Advertisement, Portland Directory and Reference Book, 1852–53 Maine Historic Preservation Commission


  On November 15, 1850, Marcus Ormsbee announced that he was selling his business to his longtime employee George M. Howe (1823–87) (Fig. 1.2). Born in Portland, Howe joined Ormsbee in the mid-1840s, at which time he is believed to have taken a daguerreotype of Middle Street from the same vantage point as the Hough and Anthony views of the 1846 fire muster. Credited to Howe, this 1844 image of Middle Street was reproduced as a lithographic plate in the 1865 edition of William Willis’s History of Portland. The original daguerreotype is owned by the Maine Historical Society.


  When George M. Howe took over Ormsbee’s business late in 1850, he was “bright, witty, and the life of the social circle.”12 Howe was musically inclined, and there survives a copy of a daguerreotype of himself and two other members of the Casco Trio, also known as the Casco Glee Club. The group practiced one evening each week and performed at many public and private functions. All three young men sang at the First Baptist Church on Federal Street.


  In 1851 Hiram Powers’s The Greek Slave was shown in a room over John Neal’s law office on Exchange Street. Appropriately, the space chosen for the exhibition had been sculptor Paul Akers’s studio. At that time two copies of the famous statue existed, the one in Portland then belonging to Powers himself. After The Greek Slave had been on display for two weeks, George M. Howe was selling daguerreotype copies of it. The November 1, 1851, Advertiser stated, “We would call the attention of our readers to Mr. Howe’s advertisement of a daguerreotype of The Greek Slave. He has obtained a most perfect representation of it, both side and front views.” Although none of these copies is known to survive, one Howe daguerreotype of sculpture does exist, that of the bust of Charles S. Daveis done by Paul Akers in 1849.


  George M. Howe and Samuel L. Carleton dominated Portland’s daguerreian scene in the early 1850s. Both signed their pictures by impressing their names in the brass mats of the frames, and these marked daguerreotypes far outnumber the known work of other Portland daguerreotypists of the 1840 to 1860 period (Figs. 1.3, 1.4). Howe’s work won him praise during the Exhibition of the Industry of All Nations held at New York’s Crystal Palace in 1853–54. He was the only Portland daguerreotypist to display there. In October 1854, he was awarded a silver medal for his daguerreotypes at the Maine Charitable Mechanic Association Fair in Portland.
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  FIG. 1.3 
Samuel L. Carleton (1822–1908) [Young Woman], ca. 1852 One-sixth-plate daguerreotype, 3 ¼ x 2 ¾ in. Maine Historical Society
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  FIG. 1.4
 George M. Howe (1823–87) Alice Jane Means, ca. 1850 One-sixth-plate daguerreotype, 3 ¼ x 2 ¾ in. Maine Historical Society


  Although their clients often chose plain backgrounds, Howe and Carleton could provide more elaborate settings by employing the devices of traditional portrait painting. Howe photographed Ellen Longfellow, the poet’s niece, seated in a carved chair with her elbow resting on a table covered by an ornately figured cloth. In other portraits, Carleton posed the mother of a family group in a large Gothic Revival chair and used draperies and a tassel as backdrops for portraits of a young man and an elderly couple. On May 7, 1850, he ad vertised that he had “engaged an artist of acknowledged merit to design furniture, etc., etc., so as to give his pictures all the richness and romance of the Italian school.”13 The Portland Transcript commented on November 13, 1852, that Carleton had introduced a new feature to his portraits, saying that “a fine effect is produced by the introduction of drapery, tastefully colored.” Carleton also offered at least four different cases with decorative advertising on the velvet liner.


  Both George M. Howe and Samuel L. Carleton photographed groups and outdoor scenes. Three daguerreotypes of a Whig political organization called “The Log Cabin and Hard Cider Club” survive, a February 1853 one by Howe (Fig. 1.5) and two undated ones by Carleton. Carleton recorded the Fox Building at Middle and Exchange Streets before it burned on October 31, 1851 (Fig. 1.6). He also made a view of the ruins of the Merchants Exchange shortly after its destruction by fire on January 8, 1854, and he captured an image of the John Greenwood House of 1774 on Middle Street before it was demolished in 1854 to make way for Wood’s Marble Hotel.
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  Fig. 1.5
 George M. Howe (1823–87) Log Cabin and Hard Cider Club of Portland, February 1853 Whole-plate daguerreotype, 6 ½ x 8 ½ in. Maine Historical Society


  George M. Howe remained active as a photographer in Portland until his departure for the west in 1867, while Samuel L. Carleton exchanged his camera for a law practice in the early 1860s. Although Howe and Carleton retained their positions among the city’s leading photographers in the 1850s, they experienced increasing competition from other studios. Moreover, the 1850s was a decade of rapidly changing technology in photography. New developments took the form of the glass ambrotype, which supplanted the metal daguerreo-type, and the wet plate negative, from which salt and albumen prints were made. Add to this the overnight success of the stereoscopic view, which became a widely popular home entertainment after its introduction at the Great Exhibition of 1851.
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  Fig. 1.6 Samuel L. Carleton (1822–1908) Fox Building, Middle and Exchange Streets, Portland, ca. 1850 Half-plate daguerreotype, 4 ¼ x 5 ½ in. Maine Historical Society


  Two Portland photographers who embraced these changes were the Burnham brothers, John U. P. Burnham (1824–92) and Thomas R. Burnham (1834–93). The elder brother, John, was born in Parsonsfield, grew up in Winslow, and established a studio in Bangor by 1848. He practiced there for more than a decade, creating such memorable images as an 1850 daguerreotype of Bangor’s Taylor’s Corner and an 1854 daguerreotype of the four elegantly dressed Work brothers (two of whom were twins) of Troy, Maine. During this time John Burnham had a brief partnership with Lemuel Ellis and was assisted by his younger brothers Asa and Thomas.


  In 1858 Thomas R. Burnham opened a studio of his own in Portland and quickly captured the attention of the press for the quality and size of his paper photographs. Critic John Neal declared that Burnham’s portraits “are really works of art.”14 Sitters included such public figures as Hannibal Hamlin, Israel Washburn, Jr., Neal Dow, the eight Justices of the Maine Supreme Court, and the sixteen staff members of the Custom House. Thomas Burnham’s 1858 view of Middle Street was praised for its exceptional detail as well as its symbolism of the city’s progress as it showed the new Wood’s Marble Hotel rising above adjacent older buildings.
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  FIG. 1.7
 Burnham Brothers A Street View in Portland, Me., October 20, 1860, of the Prince of Wales, Duke of Newcastle, Lord Lyons & Mayor Howard Salted paper print Library of Congress, Prints and Photographs Division, PH Filing Series, [LC-USZ62-1680] Photographs


  In 1859 John Burnham joined his brother Thomas to form Burnham Brothers. This brief partnership produced at least one major image, a large salt print entitled, “A Street View in Portland, Me., October 20, 1860, of the Prince of Wales, Duke of Newcastle, Lord Lyon & Mayor Howard” (Fig. 1.7). Edward, the eldest son of Queen Victoria and Prince Albert, and the heir to the British throne, had been traveling in Canada and the United States and was finishing his American tour in Portland before sailing home on the Hero. As the nineteen-year-old prince rode through the streets of Portland, his carriage paused in front of John Neal’s house on State Street to be photographed by the Burnhams. In an early instance of journalistic photography, a copy of this picture was dispatched to New York, where it appeared as a full-page wood engraving in the November 17, 1860, issue of Frank Leslie’s Illustrated Newspaper (Fig. 1.8). A similar view was taken for George Stacy, a New York photographer, who published it as one of at least six stereo views of the Prince’s visit to Portland. The Burnhams also sent a copy of their photograph to the Prince, who acknowledged his “pleasure and gratitude” in a letter written by his tutor.15
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 FIG. 1.8
 Unidentified artist The Prince of Wales, Lord Lyons and the Duke of Newcastle, with Mayor Howard, passing through Portland, Me., published in Frank Leslie’s Illustrated Newspaper, November 17, 1860 Wood engraving, 11 x 16 in. Maine Historic Preservation Commission


  Between 1840 and 1860, more than thirty individuals were engaged in commercial photography in Portland. But what of other Maine communities during this period? In 1849 the New England Union Business Directory listed thirteen daguerreotypists operating in Augusta, Bangor, Bath, Brunswick, Dexter, Hallowell, Saco, Skowhegan, and Thomaston. By 1855 the number had grown to thirty-three photographers located in twenty-three cities and towns from Biddeford to Bangor to Calais.16


  Of those thirty-three daguerreotypists in 1855, Simon Wing (1826–1910) of Waterville best represents photographers working in smaller population centers beyond Portland. Born in a log cabin in St. Albans, Wing helped his father on the family farm until he learned to make daguerreotypes at the age of twenty in 1846. Three years later he settled in Waterville, where he was the town’s principal photographer until his departure for Boston in 1862. By 1851 Wing had established his “Cottage Saloon,” a two-story frame studio at Main and Common Streets, which featured a large north-facing skylight on the roof and a pair of display cases to the right of the street entrance (Fig. 1.9).
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 FIG. 1.9 
Simon Wing (1826–1910) Daguerrian Gallery, Main and Common Streets, Waterville, ca. 1858Albumen print, 16 x 21 ½ in. Waterville Historical Society


  While Simon Wing’s stock in trade was portraiture, local newspaper accounts and surviving images indicate that he actively took daguerreotypes, paper photographs, and stereo views of outdoor scenes in Waterville, Augusta, Hallowell, Brunswick, and Portland. Between 1855 and 1860, Wing made several large paper photographs of Waterville that included his own building, downtown street scenes, Waterville from Winslow, Waterville College (Colby College), and a fire muster of Engine Company No. 3, reminiscent of Hough and Anthony’s Portland parade scenes.


  Wing was also one of the first photographers in Maine to produce glass and paper stereo views of the state in the late 1850s and early 1860s. While only one of his Waterville stereos is known, a view of a grist mill, there are at least seven of his Augusta images, including the east and west sides of Water Street, the North End with the textile mill and the dam, the Kennebec Arsenal, the Johnson House on Winthrop Street, and two panoramas taken from the State House dome. These Augusta pictures probably date from 1859, based on the following article in the July 21, 1859 issue of the Maine Farmer:



   The stereoscopic picture, which so cheats the eye as to make one believe he is looking at the real object when he knows he has but a shadow before him, is the most wonderful of all effects of the daguerrean art. Mr. Wing of Waterville is now in town taking excellent views of streets, residences, and groups.




  Simon Wing’s stereo views of other communities are also important visual documents. In Hallowell, he photographed the steamer Eastern Queen at her berth on the Kennebec River with the city in the background. Standing on the banks of the Androscoggin River in Topsham in 1859, he focused his camera on the falls that powered the local textile and lumber industries. Two years later he took his equipment to the top of the Portland Observatory to take a view of Congress Street and the slopes of Munjoy Hill.


  The large number of portrait daguerreotypes taken throughout Maine indicates that many places were served by itinerant photographers. Beyond those thirty-three daguerreotypists in twenty-three communities in 1855 were many others who plied their trade from town to town, staying as long as the demand for pictures lasted and then moving on. Alexander Dennett of York remembered that when he was a boy in the 1850s, “the traveling daguerreotype saloon made periodic visits to the village, and grandfather and I had a group picture taken, showing our respective dimples in our chins!”17 On February 29, 1852, F. H. Hasty wrote to his sister from Standish of the arrival of a daguerreotypist from Bridgton:



   We have a Daguerreian Artist here who understands his business very well. He is as good if not superior to any artist in Portland. I wish you could see some of his pictures. He is doing a very good business here, has been employed by the first people of Standish. The man’s name is Smith, and he hails from Bridgton. He has been engaged in the business several years and is now prepared to take likenesses as good and on more reasonable terms than any other man in the state.18




  Period letters provide insights into the itinerant experiences of two Maine daguerreo-typists, Nathan D. Stanwood (1811–63) of Augusta and Valentine C. Tarbox (1827–93) of Westport. Born in Ipswich, Massachusetts
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