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Abstract 

The nineteenth century photographically illustrated travel book was one of the 

main ways in which photography was initially circulated. Despite this, many historians 

of photography have not extensively studied the photobook. Since the travel photobook 

was a material object, intricately designed with letterpress and photographic images 

that communicated its subject, it has not fit within the canon of the history of 

photography. As a result, the developments of the photobook and its function have not 

been considered. Also, the role of the publisher, evolution of the photobook market, 

and interests of Victorian readership has also been overlooked. Therefore, this present 

thesis examines the materiality and content of three illustrious nineteenth century 

travel photobooks published by Sampson Low and Company: Alexander Svoboda’s 

The Seven Churches of Asia (1869), John Thomson’s Illustrations of China and its 

People (1873-74), and P. H. Emerson’s Pictures of East Anglian Life (1888). I argue 

that the development of the travel photobook’s formal features, contents and functions 

from the 1860s to 1880s, distinctly transformed Victorian travel photobook readership 

throughout the latter-half of the nineteenth century. The travel photobook therefore 

originally functioned as a scholarly text, and evolved into a work of photographic art 

that was collected and displayed at the end of the century.  
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Introduction 

 

Photographically illustrated travel books of the nineteenth century were 

physical spaces where letterpress and photographs of distant places, landscapes and 

peoples were organized, exhibited, and narrated. The photographically illustrated book, 

more simply the photobook, is a book of coherently designed text and photographs.1 

While text and photographs independently communicate information, combined within 

the photobook they complement or conflict with each other positively.2 In both cases, 

the letterpress and photographs enrich and communicate the message of the book.3 

Thus, the travel photobook of the nineteenth century exhibited more than an album of 

travel images.4 The distant places of the world were visually brought to life as pages 

organized with written descriptions and photographic images were sequentially turned, 

and the literary and visual narrative read aloud or silently.  

 

The aim of this thesis is to consider the materiality and contents of three travel 

photobooks published by Sampson Low & Company: The Seven Churches of Asia 

(1869) by Alexander Svoboda, Illustrations of China and its People (1873-74) by John 

Thomson, and Pictures of East Anglian Life (1888) by P. H. Emerson, as each are 

indicative of their time. I argue that the travel photobook’s readership distinctly 

evolved throughout the three decades of the 1860s to the 1880s, as the formal features, 

contents and functions of the photographically illustrated travel book changed. The 

significance in this study is that it does not follow the canon of art history or the 
                                                
1 Di Bello, Patrizia, and Shamoon Zamir, introduction to The Photobook: From Talbot to Ruscha and 
Beyond, ed. by Patrizia Di Bello, Colette Wilson and Shamoon Zamir, (London: I.B. Tauris, 2012), 3. 
2 Parr, Martin, and Gerry Badger, introduction to The Photobook: A History volume I, (London: 
Phaidon, 2004), 7. 
3 Ibid,. 
4 Di Bello and Zamir, introduction, 3.  
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history of photography.  The discipline of the “history of photography”, as Douglas 

Nickel ascertained, was academized according to the principles and methods of art 

history.5 Canonical art historical concepts such as artist, style, oeuvre, masterpiece, 

were applied to the historiography of photography, principally to nineteenth century 

photography.6 Since nineteenth-century photographers were placed within the frame of 

the twentieth-century canon, only certain photographers were regarded as exemplary of 

the established styles and periods of the medium. For example, John Thomson and P. 

H. Emerson are canonized as the founders of the stylistic periods in which they 

worked. While Alexander Svoboda’s work followed the formal and stylistic model of 

the canon, Svoboda has not been considered auteur of his photographic genre. This 

form of hierarchy is problematic to the study of the photobook as a material object, 

since the canon of the history of photography decontextualizes photographers and 

photographs from the context of the photobook.  

 

Although the photobook initially was the central vehicle that disseminated 

photographs to the masses, it has been largely overlooked within the historiography of 

photography.7 As Patricia Di Bello and Shamoon Zamir have noted, the limited studies 

of the photobook consist of monographs of the photographer as auteur, iconic images, 

stylistic genres and the development of photographic processes.8 Svoboda’s The Seven 

Churches of Asia, Thomson’s Illustrations of China and its People, and Emerson’s 

                                                
5 Nickel, Douglas R, “History of Photography: The State of Research,” The Art Bulletin 83.3 (Sep. 
2001): 548. 
6 Ibid, 554. 
7 Di Bello and Zamir, introduction, 1. 
8 Ibid,. 
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Pictures of East Anglian Life have each been examined according to the canon.9 This 

thesis will not discuss the biography or oeuvre of the three photographers, as the focus 

of this text is the travel photobook as a material object. In addition, while the 

advancement of photographic processes was crucial to the development of the 

photobook, this thesis will not extensively examine the history of photography’s 

technological development within the photobook, but rather reference to its 

advancements within the relevant case studies. Therefore, in considering the three 

travel photobooks as material objects, how has the books’ physicalities and contents 

affected the function of the travel photobook throughout the 1860’s-1880s? As this 

question investigates the conception, production and role of the nineteenth-century 

travel photobook, what can we learn of the publisher, Sampson Low & Company, as 

well as the Victorian photobook market and readers’ interests in travel photobooks? 

These questions are vital, as the three travel photobooks have not been examined as 

material objects in relation to the social and cultural history in which they functioned.  

 

Furthermore, as the canon has identified the photographer as auteur of the 

photobook, the significance of Sampson Low & Company’s involvement within each 

of these publications has been ignored. Even though Sampson Low & Company 

financed, produced and marketed these publications which have been extensively 

studied within the historiography of photography, there has been little mention or 

interest in the publisher’s role. Additionally, scholarship in the history of photography 

                                                
9 Herring, Amanda, “Photographing Magnesia on the Meander: Image, Exhibition and Excavation,” 
History of Photography 39.1 (Feb. 2015): 71-87, investigated one photograph by Svoboda taken during 
his travels for The Seven Churches of Asia, and placed it in the context of the history of the excavation 
and study of the ancient site. Ovenden, Richard, John Thomson (1837-1921): Photographer, 
(Edinburgh: Stationary Office, 1997), provided a thorough monograph of Thomson’s numerous 
publications and the development of his photographic work. Ewing, Samuel. “The Courbet of England: 
Peter Henry Emerson’s East Anglian Photographs and the Imperial Ordering of Labour,” History of 
Photography 30.1 (2014): 18-32, examined the previous scholarship of Emerson’s photographic 
portrayal of the East Anglian peasantry and formed his own oeuvre of Emerson. 
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has not been concerned with the development of the nineteenth-century Victorian 

travel photobook market. Therefore, another aim of this thesis is to define Sampson 

Low & Company’s role in the travel photobook’s production and their impact on the 

travel photobook market throughout the 1860s-1880s.  

 

However, historians of the history of photography have recently demonstrated 

an interest in the photobook and its study outside the limitations of the canon. This 

current development almost certainly began with Helmut Gernsheim’s Incunabula of 

British Photographic Literature (1984), which distinguished photographically 

illustrated literature of the nineteenth century as its own category. Created due to the 

lack of information and classification within archives, Gernsheim produced a detailed 

bibliography of the photographically illustrated texts published between 1839 and 1875 

that he could identify. According to Gernsheim’s definition, the photographically 

illustrated publication possesses only original photographs, rather than 

photomechanical prints. While this perspective is now considered too restrictive, 

Gernsheim’s bibliography was innovative in its time.  

 

Gernsheim’s book has been a crucial foundation for historians searching for 

photographically illustrated literature, as these books are still not properly classified or 

organized within collections approximately thirty-years later.10 Moreover, as the 

bibliography raised the nineteenth century photobook as a topic worth defining and 

locating, his text has significantly impacted interest and scholarship in the photobook 

                                                
10 Within collections Sampson Low & Company was often not listed, titles differed within various 
collections, and books are not specified as containing photographs. Anthony Hamber has also noted the 
painstaking process of locating photographic publications, Hamber, Anthony, “The Use of Photography 
by Nineteenth Century Art Historians,” Visual Resources 7.2-3 (1990): 135-161; Hamber, Anthony, 
“Facsimile, Scholarship, and Commerce: Aspects of the Photographically Illustrated Art Book (1839-
1880),” Art and the Early Photographic Album, ed. by Stephen Bann, (National Gallery of Art, 
Washington. Yale University Press, 2011), 123-149.  
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and provided historians with a foundation from which to build on.11 Similarly, Douglas 

Nickel’s article History of Photography: The State of Research (2001) disclosed 

crucial information concerning the present state of research of the history of 

photography. Nickel addressed the ways in which the history of photography was 

discussed in the past, to help frame historians’ current interests.12 As this text 

thoroughly examined the evolution of the canon of the history of photography, it has 

revealed the concerns for how the history of photography has been studied throughout 

history. Consequently, from this comprehensive investigation of the historiography of 

the history of photography, historians have approached photography and photographic 

objects in new ways.  

 

As they examined an extensive collection of various genres of photobook from 

the nineteenth century onwards, Martin Parr and Gerry Badger’s The Photobook: A 

History (2004) recognized the significance of the photographs’ relation to text. To Parr 

and Badger, the photobook was a three-dimensional object, with or without text that 

communicated through its photographic aesthetics and content. Though this 

perspective does not follow the requirements of the travel photobook examined within 

this thesis, Parr and Badger did conceive the ways in which the physical features of 

photobooks worked with photographic content. Consequently, their text acknowledged 

that the photobook was not entirely conceptualized by the photographer but that it was 

a collaborative effort. As Parr and Badger approached the photobook outside the 

limitations of the canon, they proved that the photobook was not solely representative 

                                                
11 In 1995, John Wilson listed an appendix of photobooks within his PhD dissertation, which clearly 
expanded Gernhseim’s bibliography. Wilson, John Lambert, “Publishers and Purchasers of the 
Photographically-Illustrated Book in the Nineteenth Century,” PhD diss., University of Reading, 1995.  
12 Nickel, “History of Photography,” 548. 
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of the photographer, but was a multifaceted production which involved the publisher, 

editor, binder and several printers.  

 

Expanding upon Parr and Badger’s analysis of the photobook as an object, the 

contributors to The Photobook: From Talbot to Ruscha and Beyond (2012), edited by 

Patrizia Di Bello, Collette Wilson and Shamoon Zamir, engaged with the materiality 

and content of the photobook. Since the relationship of text and image within the 

photobook was an essential part of the analyses, the contributors were interested to 

form ways of reading the photographs within the photobook.13 This approach was 

therefore sought to maintain the original relationship and function of the photobook’s 

contents rather than follow the established canon which removed photographic images 

from the context of the photobook.  

 

As the contributing essays consider the relationships between the physical 

qualities and content of the photographs and text, these concepts originated from 

scholarship on the materiality of photographs. The works of Geoffrey Batchen (2004), 

and Elizabeth Edwards and Janice Hart (2004) have thoroughly introduced the 

conception among historians of photography of the importance to engage with and 

examine photographs in the ways they were materiality intended.14 This approach 

observes the plasticity of photographic objects, such as physical and technological 

choices, as well as their present arrangements.15 Consequently, this methodology 

incorporates a variety of other approaches such as social and cultural history, 
                                                
13 See Di Bello and Zamir, introduction, 1. 
14 Batchen, Geoffrey, Forget Me Not: Photography & Remembrance, (New York: Princeton 
Architectural Press, 2004); Edwards, Elizabeth, and Janice Hart, introduction to Photographs Objects 
Histories: On the materiality of images, ed by Elizabeth Edwards and Janice Hart, (London; New York: 
Routledge, 2004), 1-15. 
15 Edwards and Hart, introduction, 3. 
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anthropology, museology as well as art history and the history of photography.16 

Therefore, by studying the materiality of a photographic object its content and focus 

inform the way in which it functioned during its time.  

 

Therefore, to comprehend these three photobooks as objects of their time, this 

thesis must first identify the publishing firm Sampson Low & Company. Chapter One 

will investigate Sampson Low & Company, as no previous comprehensive study of 

this publisher exists. By examining a wide variety of archival materials, biographies, 

and their publications throughout the nineteenth century, I have created an Appendix, 

which comprehensively lists the photographically illustrated books published by 

Sampson Low & Company during the nineteenth century. The information within the 

Appendix as well as the other informative archival materials will provide insight into 

the firm’s history, interests, and the types of photographically illustrated travel books 

they produced. The aim of this chapter is to define the extent of Sampson Low & 

Company’s involvement within the production of photographically illustrated books 

and subsequently, the degree of their significance within the development of the travel 

photobook market in the nineteenth century.  

 

The nineteenth century travel photobook was an object designed for being held, 

opened, touched and read.17 For the reader visually to follow the photographer through 

his journey, the travel photobook had to be handled as well as viewed. This type of 

‘leisure’ publication captivated Victorian readers as it visually brought them into 

                                                
16 Edwards and Hart, introduction, 3. 
17 For studies of photographs as material objects, see Batchen, Forget Me Not, and Edwards and Hart, 
Photographs Objects Histories; For the photobook as material objects, see Di Bello and Zamir, The 
Photobook. 
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contact with the distant parts of the world within the comforts of their parlor rooms.18 

While these aspects still exist, the travel photobook definitely changed throughout the 

nineteenth century. Therefore, the following chapters will consider the three case 

studies as material objects. Chapter Two will examine The Seven Churches of Asia 

(1869), as it was one of Sampson Low & Company’s earliest photographically 

illustrated publications. This photobook documented the ancient and religious sites of 

the seven churches in Asia Minor, which were pilgrimage sites for Europeans that 

traveled in the mid-nineteenth century. Chapter Three will analyze the four-volumes of 

Illustrations of China and its People (1873-74). This collection of works recorded 

Thomson’s extensive five-year journey through China and the diverse people, cultures 

and landscapes he came into contact with at a time when Britain was westernizing 

China. And, Chapter Four will study Pictures of East Anglian Life (1888), as it 

captured the traditional lifestyle of the people and landscapes in rural England when 

the country was drastically changing. This large publication marks the travel 

photobook at the end of the nineteenth century.  

 

Within these three chapters, the photobooks will be examined individually as 

material objects, as this methodology will expose the physicality, contents and function 

of each publication. This will allow for a comparative analysis of the three photobooks 

throughout the thesis. The aim of the three chapters is to determine in which ways the 

formal features, subject matters and functions of The Seven Churches of Asia, 

Illustrations of China and its People, and Pictures of East Anglian Life differ within 

each publication. And consequently, conclude how the travel photobook changed 

                                                
18 For the ‘leisure book’ market, Cooper, Victoria, and Russell, Dave, “Publishing for Leisure,” The 
Cambridge History of the Book in Britain Volume 6: 1830-1914, ed. by David McKitterick. (Cambridge: 
Cambridge University Press, 2009), 475; For the experiences produced from the photobook, Parr and 
Badger, The Photobook, 17-18. 



 14 

throughout the nineteenth century. As the three photobooks are each indicative of their 

time, these chapters will define the travel photobook of the 1860s, 1870s and 1880s. 

Thus, the information from these four chapters will help determine the significance of 

Sampson Low & Company’s role in the travel photobook industry, its influence over 

Victorian readership interest, as well as demonstrate the transformation of the travel 

photobook from the 1860s to the 1880s. 
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Chapter One: Sampson Low & Company 

 

While the celebrated photographers and photographs of the three travel 

photobooks, The Seven Churches of Asia (1869), Illustrations of China and its People 

(1873-74), and Pictures of East Anglian Life (1888), have been selected and placed 

within the hierarchy of the canon, historiographies have disregarded that Sampson Low 

& Company produced each of these illustrious publications throughout the nineteenth 

century. I argue that the Victorian publishing firm, Sampson Low & Company, 

significantly contributed to the development of the travel photobook industry, as they 

published several of the most acclaimed photographers and photographs within the 

canon of the history of photography. Therefore the aim of this chapter is to determine 

the degree of Sampson Low & Company’s involvement within the production of travel 

photobooks and the development of the travel photobook market in the nineteenth 

century.  

 

As no comprehensive archive or previous study of the publisher exists, I will 

provide a brief biographical history of Sampson Low & Company. Since the aim of 

this essay is to define the firm’s role within the travel photobook market and 

production of publications, this chapter will not discuss in detail the biographies of the 

firm’s partners or non-photographically illustrated publications. Therefore, to 

comprehend the extent of Sampson Low & Company’s significance within the travel 

photobook market I have compiled a comprehensive bibliographical list, located in the 

Appendix, of the photobooks published by the firm since its genesis until the end of the 
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nineteenth century.19 In addition, as I consider Sampson Low & Company’s role within 

the photobook’s production, this essay examines a variety of biographical sources, 

company records and correspondences. This assortment of archival information, will 

define Samson Low & Company’s importance within their publications and the 

nineteenth-century travel photobook market. Moreover, this study will broadly indicate 

the development of Victorian interests in the travel photobook.  

 

Founded by Sampson Low II and his eldest son Sampson Low Jr. in 1848, 

Sampson Low & Company began as a small business, but in the latter-half of the 

nineteenth century developed as a leading publishing firm of its industry until its close 

in 1964.20 As it was common for publishing firms of the nineteenth century to share the 

financial risks with multiple partners, Sampson Low & Company acquired several 

partnerships throughout this period.21 Consequently, as the partnerships grew so did 

the firm’s business. Sampson Low & Company was founded while Sampson Low II 

                                                
19 Appendix of Sampson Low & Company’s photobook publications were collected from the University 
of St Andrews Special Collections Library, The National Library of Scotland, The British Library, The 
Victoria & Albert National Library of Art, Gernsheim, Helmut, Incunabula of British Photographic 
Literature, (London: Scolar Press, 1984), and Wilson, “Publishers and Purchasers of the 
Photographically-Illustrated Book in the Nineteenth Century”.  
20 For a biography of Sampson Low II and Sampson Low & Company, see Boase, G. C., ‘Low, 
Sampson (1797–1886)’, rev. M. Clare Loughlin-Chow, Oxford Dictionary of National Biography 
[ODNB], (Oxford University Press, 2004); Brake, Laurel, and Marysa Demoor, Dictionary of 
Nineteenth-century Journalism in Great Britain and Ireland, (Gent: Academia; London, British Library, 
2009), 555; Eliot, Simon and John Sutherland, The Publishers’ Circular 1837-1900: Guide to the 
Microfiche Edition, (Cambridge: Chadwyck-Healey, 1988), 6; Marston, Edward, After Work: Fragments 
from the Workshop of an Old Publisher, (London: W. Heinemann, 1904), Web. 
21 For history of the nineteenth-century publishing industry, Weedon, Alexis, Victorian Publishing: The 
Economics of Book Production for a Mass Market, 1836-1916, (Aldershot, Hants: Ashgate, 2003), 18. 
Partners throughout the nineteenth century included: Sampson Low II, Samson Low Jr., Edward 
Marston, William Low, Samuel Warren Searle, William John Rivington, and Robert Marston. Boase, 
‘Low Sampson (18797-1886)’, ODNB; Rose, Johnathan, ‘Marston, Edward (1825–1914)’, Oxford 
Dictionary of National Biography [ODNB], (Oxford University Press, 2004); Fitzpatrick, Barbara 
Laning, ‘Rivington family (per. c.1710–c.1960)’, Oxford Dictionary of National Biography [ODNB], 
(Oxford University Press, 2004); Marston, After Work, 43-44; Brake and Demoor, Dictionary of 
Nineteenth-century Journalism in Great Britain and Ireland, 555. 
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was manager of the major trade journal, the Publishers’ Circular.22 The Publishers’ 

Circular was vital to the regulation of the book trade as it catalogued precise dates and 

details of publications fortnightly.23 As manager and later sole proprietor, Low used 

this publication to promote Sampson Low & Company’s advertising, which helped 

establish the firm within the publishing industry.24   

 

Sampson Low & Company was involved in the diverse markets of Victorian 

literature. They published religious, educational, scientific, travel and adventure, art 

and fictional literary works, many of which were illustrated.25 However, for a company 

to succeed, publishers had to possess a clear view of their business.26 Publishing firms 

have tended to concentrate their business on specific parts of the market which 

matched the interests of their clientele.27 Although Sampson Low & Company 

published a wide variety of genres, I have identified and listed seventy-one 

photographically illustrated books published by the firm from 1856 to 1901 within the 

Appendix. It is expected that this Appendix does not include every photobook 

published by the firm during the nineteenth century. But, seventy-one photobooks 

produced throughout approximately forty-five years was a substantial amount for one 

                                                
22 In 1837, Low was asked to manage the Publishers’ Circular, which was financed by fourteen of the 
leading London publishing firms. For more information about the Publishers’ Circular, see Eliot and 
Sutherland, The Publishers’ Circular 1837-1900, 5-7; Mumby, Frank Arthur, and Ian Norrie, “The 
Established Publishers: Fathers and Sons,” Publishing and Bookselling. (London: Cape, 1974), 265. 
23 From these record annual catalogue was produced in 1839, which listed titles under authors’ names of 
all the books issued in Britain. The Publishers’ Circular later grew into the six volumes of The English 
Catalogue. These six volumes recorded the publication of approximately 425,000 Victorian books, all 
derived from the Publishers’ Circular. See, Boase, ‘Low Sampson (18797-1886)’, ODNB; Eliot and 
Sutherland, The Publishers’ Circular 1837-1900, 6-7. 
24 Eliot and Sutherland, The Publishers’ Circular 1837-1900, 7. 
25 See Sampson Low & Company publication lists located in the back of numerous publications. An 
example can be found in Thomson, John, Straits of Malacca, Indo-China and China, (London: Sampson 
Low, Marston, Low, & Searle, 1875). 
26 McKitterick, David, introduction to The Cambridge History of the Book in Britain Volume 6: 1830-
1914, ed. by David McKitterick, (Cambridge: Cambridge University Press, 2009), 51. 
27 Ibid,. 
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publishing firm.28 This indicates that a segment of Sampson Low & Company’s 

business was specialized in photobooks. And, may imply that the firm monopolized the 

photobook market of the nineteenth century.  

 

While Sampson Low & Company published numerous photographically 

illustrated books, these works varied greatly in subject matter, quantity of photographic 

images and photographic processes. Though it is difficult to categorize the contents of 

photobooks into definitive categories, we can roughly identity them as books on 

photography, art, archeology, geography & travel, scientific subjects, memoirs and 

miscellaneous works.29 As the Appendix indicates, Sampson Low & Company’s most 

published photobook subjects are related to travel.30 Travel was a broad topic that 

included aspects of geography, architecture, art, archeology, topographic and 

ethnographic studies, as well as memoires. But also, the travel photobook was a 

popular subject of Victorian readership, and Sampson Low & Company capitalized on 

this market. As Edward Marston, one of the leading members of the firm, claimed, 

“…works describing their adventures have been given to the world by my publishing 

house. These works have for many years formed a leading feature in our annual 

lists”.31 Since Sampson Low & Company produced numerous photobooks concerned 

with travel, the firm advertised this genre as a main feature. Thus, while Sampson Low 

& Company specialized in the photobook market, the firm was more specifically 

concentrated with the publication of travel photobooks.  

                                                
28 As the Appendix indicates, a limited number of publications were produced in the mid-nineteenth 
century. This eventually grew and reached its peak during the 1870s, and slowly declined towards the 
end of the nineteenth century. 
29 Henisch, Heinz K. and Bridget A. Henisch, The Photographic Experience 1839-1914: Images and 
Attitudes, (PA: The Pennsylvania State University Press, 1994), 316-317. 
30 Approximately twenty-six photobooks are in the travel genre, see Appendix. 
31 Edward Marston, After Work, 276. 
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Since a substantial segment of the firm’s business was dedicated to the 

production of photobooks, Sampson Low & Company would have been significantly 

involved in the publication process. Archival records of the company’s publishing 

agreements indicated the varying degrees of Sampson Low & Company’s involvement 

in the publication of books.32 In particular, the agreement between Sampson Low & 

Company and Captain Abney William de Wiveleslie, author of the travel photobook, 

Thebes and its Five Great Temples (1876), demonstrated the firm’s management of the 

production and sale of the book,  

 

“4. The cost of paper, printing, binding, advertisements, and illustrations (if 

any), and all other incidental expenses, including all costs and expenses of 

protecting the Work as a copyright Work, or incurred otherwise with reference 

to the Work, shall be born by the said SAMPSON LOW, MARSTON, LOW, 

and SEARLE, and shall be deducted from the moneys arising from their sales 

of the Work.”33 

 

Sampson Low & Company therefore managed the finances, advertisement and 

copyrights of photobooks. Since the firm had to ensure that it earned back the money 

allocated to the production and sale of the photobook, Sampson Low & Company was 

concerned with the decisions pertaining to the photobook’s complex production. Thus, 

Sampson Low & Company determined the photobook’s aesthetic appearance, and 

technological logistics for printing photographs as well as text.  

                                                
32 See collections of, Add MS78907 B, Publishing agreements of Sampson Low, Marston, Low and 
Searle, bookseller and publishers of Fleet Street, London, with various authors; 1875-1876, British 
Library, London. 
33 Add MS78907 B, “Publishing agreement with Sampson Low related to his book ‘Thebes’ of Sir 
William de Wiveleslie Abney,” 1876, British Library, London. 
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Since the firm was so heavily involved with the financial and aesthetic aspects 

of its publication, it was also concerned with the subject matter. As the correspondence 

letters from Sampson Low & Company to William Henry Fox Talbot reveal, the firm 

was closely involved in the content of its photobook publications.34 Throughout these 

correspondences, Sampson Low & Company discussed their requests that Talbot 

contribute an appendix to the new edition of Gaston Tissandier’s A History and 

Handbook of Photography (1878), edited by John Thomson. Within a letter, Sampson 

Low & Company instructed that Talbot provide a history of his photographic processes 

and its importance in the early development of photography in Britain. The firm 

stressed the importance of this section of the book, “as it would be a great value to 

photography and their readers.”35 Sampson Low & Company desired to produce a 

work that would greatly contribute to its related field, the history of photography. As 

the firm recognized the book had overlooked a crucial subject, Sampson Low & 

Company asserted its opinions within the conception of publication. Thus, since 

Sampson Low & Company independently financed its publications, the firm dictated 

the aesthetics, technological processes, and content of its publications.  

 

These various records and the publication list within the Appendix, reveal that 

Sampson Low & Company significantly contributed to the production of 

photographically illustrated books, and more specifically travel photobooks throughout 

the nineteenth century. This firm controlled all aspects in the production of their 

publications. Since Sampson Low & Company was extensively involved in the 

                                                
34 Add MS 88942/2/101, “Sampson Low to Talbot,” May 30, 1877, Talbot: Letters to W. H. F. Talbot, 
30501, British Library, London; Add MS 88942/2/196, “Sampson Low & Talbot,” 1877, Talbot: Letters 
between family and friends of W. H. F. Talbot, 30486, 30487, 30507, 30508, 30510, 30509, 30511, 
30489, British Library, London.  
35 Add MS 88942/2/101, “Sampson Low to Talbot,” 30501. 
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development of their publications the firm indirectly effected the travel book market. 

Therefore, the major shifts in production quantities as well as the travel photobook’s 

physicalities and content from the 1860s to 1880s, as demonstrated within the 

Appendix, were the result of Sampson Low & Company. To thoroughly understand 

these changes of the travel photobook and Victorian readership interests, the following 

chapters analyze the renowned photobooks by Svoboda, Thomson and Emerson. 
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Chapter Two: The Travel Photobook of the 1860s  

 

Alexander Svoboda’s The Seven Churches of Asia (1869) was most likely 

Sampson Low & Company’s first major travel photobook publication.36 This work 

therefore marks a crucial point for travel photobooks in Britain during the mid-

nineteenth century. In what ways does The Seven Churches of Asia define Victorian 

interests in the photographically illustrated travel book during the 1860s? While the 

travel book previously contained written and illustrative descriptions of the ancient and 

biblical monuments of the ‘Grand Tour’, The Seven Churches of Asia is a 

photographically illustrated travel book of the sites of seven churches of Asia Minor. 

Interest in the illustrated travel book originated from the Victorian aristocrats, artists, 

and scholars desires to re-experience the sites of ancient civilizations, which they 

associated themselves as descendants of.37 The travel book provided descriptive 

written and illustrative imagery that recreated the experiences of visiting antiquity for 

Victorian ‘leisure’ readers.38 But, the development of the travel photobook emerged 

from the simultaneous advancements of worldwide transportation networks and 

photographic processes in the mid-nineteenth century.39 As travel increased so did 

interests in tourism and exploration.40 Additionally, the development of the 

photographic wet-collodian process enabled photographs with higher-resolutions and 

shorter exposure times to be easily developed while traveling.41 Though photography 

                                                
36 See Appndeix. 
37 Ovenden, John Thomson (1837-1921), 45; Herring, “Photographing Magnesia on the Meander,” 81. 
38 Smith, Photography and Travel, 31; For Victorian ‘leisure’ readership, Cooper and Russell, 
“Publishing for Leisure,” 491.  
39 Falconer and Hide, Points of View, 50. 
40 Ibid,. 
41 For comprehensive study of the differences in photographic processes, Baldwin, Looking at 
Photographs, 1991.   
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was once a medium strictly operated by the wealthy elite, the technological 

advancements in the 1860s attracted a wider audience in which professionals 

commercially entered the market.42 Moreover, these photographic advancements 

enabled the photobook to be a viable commercial product.43 As photographs were 

scientifically produced images that exhibited greater accuracy in its depictions than the 

pictorial drawings made by hand, photography was considered an ideal graphic 

medium to illustrate travel books in the mid-nineteenth century.44  

 

The Seven Churches of Asia documented the classical and religious sites of 

Asia Minor for Victorian ‘leisure’ readers that had traveled to the seven churches or 

were interested in this subject. The expansion of the railway networks throughout the 

world transformed the nature of travel, as it was faster and comfortable experience for 

members of the upper class to journey through Europe, the Mediterranean and to the 

Near East.45 As the majority of travel photobooks in the mid-nineteenth century 

followed the travels of the ‘Grand Tour’, such as Italy, Greece, Egypt and the Holy 

Land, Svoboda’s photobook was unique as it captured the important historic and 

biblical pilgrimage sites of Asia Minor.46 Although The Seven Churches of Asia was 

innovative for its time, Svoboda has not been considered within the hierarchy of the 

canon. Rather, Svoboda’s photographs within The Seven Churches of Asia have been 

studied in relation to the established styles of travel and archeological photography of 

                                                
42 Perez, Nissan N, Focus East: Early Photography in the Near East (1839-1885), (New York: Harry N. 
Abrams, 1988), 100. 
43 Falconer and Hide, Points of View,13-14. 
44 Ibid, 50. ; Bohrer, Frederick N, Photography and Archaeology, (London: Reaktion, 2011), 28; Smith, 
Photography and Travel, 31. 
45 Smith, Photography and Travel, 13-14. 
46 Herring, “Photographing Magnesia on the Meander,” 72-73; Marien, Mary Warner, Photography: A 
Cultural History, 3rd ed. (London: Laurence King, 2010), 126. 
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the mid-nineteenth century.47 Consequently, the limited studies on The Seven Churches 

of Asia have not investigated how the photographs functioned within the photobook or 

the book’s significance to Victorian audiences at this time. This essay therefore 

examines the travel photobook, The Seven Churches of Asia, as a material object to 

determine Victorian interests in the photographically illustrated travel book during the 

1860s. While I will refer to the Svoboda’s photographic style and subjects as well as 

the cultural historical context in which this photobook was produced, this information 

is to help readers contextualize the interests of photography and Victorian audiences 

during this time. As I consider this photobook as a material object, this essay examines 

the physical qualities and their arrangement within the book as well as the content of 

the text and images. Thus, the aim is to determine the ways in which the photobook’s 

features work together to communicate the message of the book and to what audience. 

Moreover, this analysis will define the ways in which The Seven Churches of Asia 

represented Sampson Low & Company’s initial travel photobook as they formed a new 

market genre for the travel photobook of the 1860s.  

 

Illustrated with twenty full-page albumen prints taken from Svoboda’s journey 

through Asia Minor, and seventy-six pages of historical, religious and descriptive notes 

as well as an itinerary, the medium sized publication, The Seven Churches of Asia, was 

a practical yet luxurious photographically illustrated travel book. While The Seven 

Churches of Asia was sensibly sized so that it could easily rest on the lap of a reader, 

the cover [Figure 1] was ornately decorated with arrangements of religious and 

symbolic designs embossed with gold leaf. In the center located in between the title, 

seven candles contain the names of the seven cities of the churches of Asia Minor – 

                                                
47 Herring, “Photographing Magnesia on the Meander,” 71-87; Perez, Focus East, 225. 



 25 

 Ephesus, Smyrna, Pergamon, Thyatira, Sardis, Philadelphia and Laodicea. These 

precisely arranged candles were surrounded by seven different Christian symbols – the 

seven stars, the three types of crosses, the Star of David, the Chi Rho, and the Alpha 

and Omega signs – that were framed within a black and gold embossed decoration. 

While the cover is beautifully decorated, each of the symbols was specifically selected 

to adorn The Seven Churches of Asia. The elaborate arrangement of these Christian 

signs explicitly exemplified the photobook’s subject, the seven churches from the book 

of Revelation.48 Therefore, this photobook on appearance alone would have appealed 

to Victorian ‘leisure’ readers that were aware of the symbolism for the seven churches 

from Revelation, but also had historical knowledge of these ancient sites.  

 

While the cover of this particular book, from the University of St Andrews 

Special Collections Library, is bound in a red cloth, The Seven Churches of Asia 

located in the British Library has precisely the same design and contents but is bound 

in a blue cloth. Since the cover of the book was meticulously designed with certain 

symbols that would have attracted specific readers, it is striking that this photobook 

was bound in at least two colors. Possibly, these two books were of different editions, 

or Sampson Low & Company intentionally produced two sets of colors. While it is 

currently unknown why the cover was bound in two colors, the production of this 

travel photobook was expensive. The same design and contents of the book have been 

printed into two different bound colors, which signified two separate printing and 

binding processes. Moreover, the albumen prints were required to be individually 

                                                
48 For additional information of the book of Revelation from The Seven Churches of Asia, see Herring, 
“Photographing Magnesia on the Meander,” 74. 
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mounted by hand into the pages of the book.49 This additional cost of twenty albumen 

prints per photobook was an expensive, time consuming and rigorous job.50 Therefore, 

the cost entailed to produce two cover colors, in addition to the seventy-six pages of 

letterpress and twenty full-page albumen prints mounted throughout the text, reveals 

the reasons The Seven Churches of Asia, priced at 42s, was an expensive publication.51 

Since the travel photobook was a relatively new type of publication during the 1860s, 

the additional expenses and aesthetics of the photographs and designs established the 

travel photobook into an exclusive market.  

 

While the cover was ornately decorated with symbols and bound in two 

different colors, the pages of The Seven Churches of Asia were understated. Its pages 

possess no ornamental engravings except for its edges, which are gilded with gold leaf. 

Printed by R. Clay, Sons and Taylor, the letterpress of the title page and chapter 

headings are also modestly designed [Figure 2, 3]. Since there are no symbolic designs 

or details to mark the start or end of chapters and contents, no rhythm was created from 

reading the book. As its pages are consecutively turned, the letterpress becomes one 

fluid narrative. The pages are most likely unadorned with designs and details because 

there are twenty-full page albumen prints included throughout the pages of the text. 

The absence of ornate designs in the letterpress therefore emphasized the aesthetics of 

the albumen prints.  

 
                                                
49 Hamber, Anthony, “Photography in the nineteenth-century art publications,” The Rise of the Image: 
Essays on the History of the Illustrated Art Book, ed. by Rodney Palmer and Thomas Frangenberg, 
(Aldershot: Asghgate, 2003), 225. 
50 Ovenden, John Thomson (1837-1921), 179. 
51 For price of The Seven Churches of Asia, see The English Catalogue of Books, vol. II, (London: 
Sampson Low, Marston, Low & Searle, 1873); For pricing of books, Eliot, Simon, “Some trends in 
British book production, 1800-1919,” Literature in the Marketplace: Nineteenth-century British 
publishing and reading practices, ed. by John O. Jordan and Robert L. Patten, (Cambridge: Cambridge 
University Press, 1995), 39-40. 
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However, while the letterpress’s lack of elaborate details accentuated the 

photographs, the organization of images within the text reduced the effectiveness of 

the photographs. As no decorative designs divided the contents, the albumen prints 

were sporadically placed in between the pages of its corresponding chapters. For 

example, the frontispiece photograph to the “Sardis” chapter, Sardis, Remains of the 

Old Church  [Figure 4], was not mentioned within text of the first page of the chapter 

[Figure 5]. Instead, another photograph was mentioned, while the frontispiece image 

was referenced to six pages later on page forty-two [Figure 6]. The placement of 

specific photographs within the corresponding text was unorganized. While the 

letterpress of The Seven Churches of Asia was designed to create one fluid narrative, 

the photographs disrupt the effortless flow of the text rather than enhance its fluidity. 

Therefore, the text and photographs do not work together to amplify the effects of the 

descriptive letterpress or exhibit the albumen prints. Rather, they conflict each other. 

As The Seven Churches of Asia was Sampson Low & Company’s early major 

photobook, this publication reveals the way in which a collection of photographs was 

initially conceived to be included within a book entirely of letterpress in the 1860s.  

 

Although the text and photographs within the photobook was unorganized, its 

arrangement and design was intended to highlight the value of the photographs. The 

twenty full-page albumen prints were uniformly displayed throughout the photobook. 

Since each of these photographs had to be pasted in by hand, it was a painstaking job 

to ensure that the prints were precisely oriented on the correct pages. A finer paper 

with the image’s title was always placed in front of the page with the photograph 

[Figure 7]. The albumen prints [Figure 8] were mounted on a thicker paper of off-

white color, orientated so the physical book would have to be rotated ninety degrees 
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clockwise for the reader to view the images. Also, all the prints were the same size and 

were framed by a wide dark colored border. These albumen prints looked like a framed 

work of art on the pages of the book. While the way in which these prints were 

displayed within the book enhanced its appearance as work of art, the aesthetics of the 

albumen print also contributed to this manifestation.  

 

Albumen prints were quite successful throughout the latter-half of the 

nineteenth century because they exhibited an overall high resolution, reproduced fine 

details well and had a glossy finish.52 Although the contrast within the image was 

subject to fade over time, albumen prints did not fade as drastically as its predecessor, 

the calotype.53 For example, Ephesus, Gate of Persecutions at Ayasolouk [Figure 9], 

demonstrates the intrinsic characteristics of an albumen print. While the print has a 

yellow tint and its edges are faded, the center of the print displays the original 

appearance of the albumen print.54 Although albumen prints varied in tonal colors, 

such as brown, purple and bluish black, within the center of the print the tone has a 

purple color.55 The ancient entranceway located in the center of the image was sharply 

depicted, as the spaces between each stone of the building were clearly defined. The 

image’s high tonal contrast is most apparent from the shadows cast within the doorway 

of the building. While the majority of this print was highly detailed, the structure in the 

right-hand foreground was slightly out of focus. Thus, Svoboda created a large depth 

of field, which captured the majority of the site’s details. The continuous sharpness 

                                                
52 For the aesthetic characteristics of the albumen print, see Lavédrine, Bertrand, Photographs of the 
Past: Process & Preservation, (Los Angeles: Getty Conservation Institute, 2007), 112-119. 
53 Ibid, 118. 
54 The yellowing and fading of albumen prints occurred from excessive exposure to moisture and light. 
For more information on the deterioration of albumen prints, Ibid, 115,118. 
55 Ibid, 114.  
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found within this print reflects an archeological aesthetic. Moreover, the inclusion of 

an open door suggests that this image was for archeological study. Photographs of 

open entranceways and doors provided scholars with visual evidence of its original 

use, and also invited general viewers to enter and participate in the spaces of 

antiquity.56 The clarity and subject of this image signifies Svoboda’s desire to present 

well-defined views and details of sites to readers. And the aesthetic qualities of the 

albumen print were ideal. Since the albumen prints were formatted with craftsmanship, 

as they were framed like works of art and placed within the corresponding chapters of 

text, they functioned within this photobook as supporting visual records to the 

letterpress.  

 

As stated within the introduction to The Seven Churches of Asia, “If the plates 

in this volume should tempt either traveler or student to penetrate further into the land 

or history of Ionia, and especially of Christian Ionia, the artists, publisher, and editor 

will be well rewarded.”57 While The Seven Churches of Asia was not the first 

publication to discuss the seven ancient and religious sites of Asia Minor, it was the 

first book to include photographs of the sites.58 The cities of the seven churches have 

been key pilgrimage sites for Christians because of their reference in the book of 

Revelation, the final book of the Christian New Testament.59 However, the history of 

these sites predates the Christian era, as they were originally important Greek and 

Roman civilizations. The photographs therefore distinguished this publication from 

previous texts on the seven churches of Asia. With photographs, readers visually 
                                                
56 Images of open doorways were a key subject of nineteenth century photographs of archeological sites. 
For more information, Bohrer, Photography and Archaeology, 94, 97-99. 
57 Svoboda, Alexander, introduction to The Seven Churches of Asia written by Reverend H. B. Tristram, 
(London: Sampson Low, Son, & Marston, 1869), viii. 
58 Herring, “Photographing Magnesia on the Meander,” 74. 
59 Ibid,. 
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experienced accurate renderings of the sites noted in the letterpress, as well as 

encouraged readers to participate in the travels of the author. Moreover, as articulated 

in the introduction, The Seven Churches of Asia was produced for the traveler and 

student. While the written descriptions of these sites contained religious and historical 

notes, Svoboda also included his own observations and an itinerary detailing how a trip 

through the seven churches of Asia Minor could be made.60 Additionally, the 

photographs reflected the details of the text, as they recorded the Christian and 

classical sites as well as ancient and modern cities and landscapes.  These photographic 

perspectives also suggest an archeological aesthetic, such as general vistas [Figure 10], 

site-specific images [Figure 11], and close-up details of monuments [Figure 12]. Since 

the objective of The Seven Churches of Asia was to inspire travelers and students to 

travel through Asia Minor and learn its history, the contents of the photobook followed 

Svoboda’s route, which began in Smyrna and ended with Pergamon. 

 

While the letterpress discussed religious and historical accounts of the seven 

cities, the text also was a descriptive narrative of the current state of various sites 

Svoboda observed. The first page of the chapter on “Laodicea” opened with a quote 

from Revelation (iii, 16,17), from which Svoboda began his visual observations of the 

appearance of the city, and remarked, “True and striking are these verses of the 

Revelation. Of this once rich and flourishing city nothing is left to testify of its 

grandeur but the silent stones of the vast Stadium, Theatres, and Gymnasium. Of the 

famous church no trace remains…”61 The first sentences of this chapter emphasized 

the decrepit state of this once prosperous ancient and religious city. As Svoboda began 

                                                
60 The religious notes referenced scripture from the book of Revelation, while the historical notes 
referenced texts by Strabo, Homer, Pliny, among others.  
61 Svoboda, The Seven Churches of Asia, 24. 
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the chapter with descriptive imagery, the subsequent letterpress continued to depict the 

history and present condition of the Stadium, Theatres and Gymnasium of Laodicea. 

The photographs within this chapter therefore are visual records that aid the reader to 

visualize what was physically there and what was there now. For example, Laodicea: 

Part of the Stadium and Gymnasium [Figure 13] depicted the ruined state of the 

Stadium and Gymnasium during the mid-nineteenth century. Within the image, two 

figures and an animal, most likely part of Svoboda’s expedition, can be seen within the 

site, at the top of the hill near the arches. Barely any structures of this once prosperous 

city remains, except for the crumbled arches located on the Acropolis. The 

composition and aesthetics of this photograph contributed to the photobook in two 

ways. First, the photograph recorded the site’s current condition in the 1860s. While 

this visual document supported Svoboda’s written descriptions of the site, it also 

provided readers interested in history and archeology with visual evidence. Also, the 

photograph’s composition formed a romantic vista of the ruins, as the image’s 

perspective overlooked the preserved arches and figures that rest on top of the 

collapsed structures below. This viewpoint produced an evocative sensation for readers 

as they imagined what the site must have originally looked like from Svoboda’s 

historical descriptions. As the letterpress provided descriptions, the photographs were 

visual evidence and allowed readers to visualize from Svoboda’s notes of the past. The 

letterpress and the photographs therefore accommodated a wide variety of readers 

interested in religion, history, architecture, archeology as well as travel.  

 

Since The Seven Churches of Asia was Sampson Low & Company’s first major 

photobook publication and the production process was still new in the mid-nineteenth 

century, it was understandable that the arrangement and design of the letterpress and 
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photographs was unorganized. However, the format and display of the albumen prints 

demonstrated that the images were significant to the letterpress. Also the albumen 

prints’ sharp details of sites, landscapes, and cities, provided visual evidence to the 

religious and historic notes as well as written descriptions. Consequently, as this 

medium-sized photobook’s pages were consecutively turned and read, viewers 

engaged with the text and photographs simultaneously, to study and learn of these 

religious and ancient sites as well as experience Svoboda’s journey and observations of 

Asia Minor. Therefore, as the travel photobook of the 1860s combined the Victorian 

‘leisure’ upper class’s interest with travel and photographic studies of ancient and 

biblical sites, it attracted both scholars and popular readers. 
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Chapter Three: The Travel Photobook of the 1870s 

 

Published by Sampson Low & Company approximately five years after 

Svoboda’s The Seven Churches of Asia, John Thomson’s four-volume travel 

photobook, Illustrations of China and its People, signifies the transformation of the 

photographically illustrated travel book’s physical qualities, contents, and function in 

the 1870s. In what ways does the Illustrations of China and its People define Victorian 

interest in the photographically illustrated travel book during this decade? While the 

travel photobook initially contained letterpress and photographic images that 

documented the sites of religious and ancient civilizations throughout Europe, the 

Mediterranean and Near East, as seen in The Seven Churches of Asia, Illustrations of 

China and its People is a travel photobook of the people, cultures and landscapes of 

China. As the worldwide travel networks from Europe continued to expand from the 

Near East to far reaches of Asia, so too did Britain’s overseas Empire.62 The 

westernization of China, consequently declined tourism, commercial photography and 

cultural interest in the religious and classical ruins of the Near East.63 As Britain 

became physically, economically, and culturally involved in the westernization of 

China, there was a demand for information of the unfamiliar, known as Orientalist 

studies.64 This information was disseminated to Victorians back home through 

travelers’ truthful literary and photographic accounts from the travel photobook.65 The 

development of Orientalist studies helped define the West, as it established a 

contrasting image, perception, character and experience of China from that of Britain 

                                                
62 Falconer and Hide, Points of View, 50; Ryan, James R, Picturing Empire: Photography and the 
Visualization of the British Empire, (London: Reaktion, 1997), 11.  
63 Perez, Focus East, 21, 45. 
64 Ibid, 20-21. 
65 Ibid, 37. 
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in the nineteenth century.66 Even though it was not understood that China operated in 

an entirely different world than Britain, the Western attitude towards China 

materialized largely from the travel photobook of the 1870s.67 Therefore, the 

photographic and written content of the travel photobook determined Britain’s 

perception and knowledge of China in the latter-half of the nineteenth century. 

 

Illustrations of China and its People captured the people, cultures and 

landscapes of China at a time when the country was westernized by the British Empire. 

The expansion of the British Empire and the colonization of China in the 1870s 

consequently altered the traditions, cultures and landscapes of the country. While there 

were still regions of China that were not entirely affected by British imperialism, 

Thomson’s photobook largely documented an unsoiled China outside of visible British 

influence.68 Thus, at the time, Thomson’s travel photobook was believed to provide 

objective visual and written representations of China.69  While historians have 

extensively studied the photographic imagery within Illustrations of China and its 

People as paradigms for post-colonialism, the photographs are considered outside the 

context of the book.70 Consequently, this social and cultural history and 

anthropological perspective of Thomson’s photographs have not considered how these 

photographs functioned within the photobook and the book’s significance to Victorian 

readership at this time. This essay therefore studies the travel photobook, Illustrations 

of China and its People, as a material object to determine Victorian interests in the 

                                                
66 Said, Edward W., introduction to Orientalism, (London: Penguin, 2003), 1-2. 
67 Perez, Focus East, 37. 
68 Ovenden, John Thomson (1837-1921), 46. 
69 Review of Illustrations of China and its People, Athenaeum, 2378, (24 May 1873): 659. 
70 Ryan, Picturing Empire; Perez, Focus East; Said, Orientalism; Price, Derrick, “Surveyors and 
Surveyed,” Photography: A Critical Introduction, ed. by Liz Wells, (London; New York: Routledge, 
2000) 65-115. 
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photographically illustrated travel book during the 1870s. While I will refer to 

Thomson’s photographic style and subjects as well as the social historical context in 

which this photobook was produced, this information is to help readers contextualize 

the changed interests of photography and Victorian readership during this time. As I 

consider this photobook as a material object, this essay examines the physical qualities 

and their arrangement within the book as well as the content of the text and images. 

Thus, the aim is to determine the ways in which the photobook’s features work 

together to communicate the message of the book and to what audience. Moreover, this 

analysis will define the ways in which Illustrations of China and its People differs 

from Sampson Low & Company’s past travel photobooks as they formed a new market 

for the travel photobook of the 1870s.  

 

Illustrated with approximately two hundred collotype prints from Thomson’s 

five-year journey through China, the folio-sized four-volumes of Illustrations of China 

and its People were a luxurious collection of photographically illustrated travel 

photobooks. In comparison to the single-volume of The Seven Churches of Asia, 

Illustrations of China and its People represents the travel photobook’s transformation 

to a larger collection of photographic images and letterpress divided into four series. 

Since the four-volumes were each oversized, these massive “coffee table” photobooks 

were not practical, as one book could not easily rest in the lap of the reader. However, 

the large scale of the photographic images and letterpress created a luxurious visual 

experience for readers to follow Thomson’s extensive journey through China. While 

these physicalities of the publication signify the conception of the travel photobook as 

a physical work of art, the cover of Illustrations of China and its people [Figure 14] 

was beautifully decorated but not overstated. Its highly detailed gold leaf embossed 
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design featured two ornamental bands which framed an elaborately detailed etching 

inspired from Thomson’s photograph of the Confucian Temple in Peking [Figure 15]. 

As the cover’s illustration depicted an open archway that led to a temple in the 

distance, the reader was enticed to open the book and visually travel through China. As 

we have seen within Svoboda’s The Seven Churches of Asia, images of entranceways 

reflected traditional archeological photography as well as invited viewers to visually 

enter the experience of the travel photobook. This image therefore was deliberately 

chosen to illustrate the covers of all four volumes. Thus, the folio-sized cover of 

Illustrations of China and its People represented the photobook as physical work of 

art.  

 

Similar to the way in which the cover was tastefully decorated, the pages were 

also ornate with gilded edges and engravings. Unlike Svoboda’s The Seven Churches 

of Asia, every page of Illustrations of China and its People had ornate initials, 

headbands, and tailpieces included within the letterpress [Figure 16]. While these 

rococo details added an air of elegance to the severely simple letterpress layouts of 

books, they also were a stylistic method to organize and contain the text.71  Printed by 

one of the most-well regarded and innovative printing firms of the period, ‘The 

Chiswick Press’ produced beautiful arrangements of text and decorative engravings 

that would illustrate several of Sampson Low & Company’s travel photobooks 

throughout the decade.72 Consequently, the ornate letterpress details within 

                                                
71 For information about the illustrations within Illustrations of China and its People, see text about the 
printers, ‘The Chiswick Press’. Warren, Arthur, The Charles Whittinghams, printers, (New York: 
Grolier Club, 1896), 301-302. 
72 Ovenden, John Thomson (1837-1921), 31; Numerous books by Sampson Low & Company, listed in 
Appendix, were printed by ‘The Chiswick Press’. 
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Illustrations of China and its People, complemented and structured Thomson’s two 

hundred collotype prints produced by the Autotype Company.  

 

Since collotypes are photomechanical prints made on a printing press, they are 

not technically photographs.73 Because it was a similar process to lithography, 

collotypes produced a print with a continuous-tone.74 The result was a finely detailed 

image with high tonal-range with subtle blends, as seen in the atmospheric landscape 

photographic image of the Yangtze River, The Wu-Shan Gorge, Province of Szechuan, 

[Figure 17].75  Printed on white, thick and glossy paper, the dramatic tones of this print 

exhibited a dominant mountain landscape and its reflection in a still river. Thomson’s 

composition of the landscape’s elements engrossed viewers, as the reflections from the 

water gave the appearance of two worlds. Both the mountains and river seamlessly 

fades into the background as the contrast softens with the river as it narrows in the 

center of the frame. This effect formed a linear perspective. As the river narrowed and 

disappeared along the horizon, so too did the visibility of the landscape. While the 

print exhibited a scenic vista of the Yangtze River, its composition also reflected 

nineteenth-century geographical photographic surveys.76 As the rich reflection of the 

mountain range in the water slowly faded as the river snaked through the mountain 

pass, the camera’s viewpoint captured the Yangtze River from its most aesthetic 

perspective. Thomson’s print provided a study of the landscape as well as established 

an iconic viewpoint of this specific natural scenery. Moreover, the dramatic tonal and 

                                                
73 Similar to other photomechanical processes, the final production stage of the collotype does not 
involve the exposure of light to photosensitive material. Lavédrine, Photographs of the Past, 183. 
74 Baldwin, Looking at Photographs, 29-30. 
75 Ibid, 30. 
76 Ryan, Picturing Empire, 64-65. 
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aesthetic effects of the collotype print on the white gloss paper transformed this 

landscape study into a picturesque vista of China.  

 

The aesthetics of the collotype prints within Illustrations of China and its 

People provided readers with more than a record of a site study. The collotype visually 

enhanced the standard formal qualities of the photograph. Unlike the sharp, monotone 

glossy albumen prints found within the off-white pages of The Seven Churches of Asia, 

the collotype prints within the white thick silky pages of Illustrations of China and its 

People possess a range of soft tonal values that create dramatic effects. The 

photographic images within Illustrations of China and its People are presented as finer 

works of art in comparison to the mounted albumen print. However, since collotypes 

were not technically photographs, as expensive and technologically difficult to mass-

produce than original photographs, the albumen print was still highly valued by readers 

in comparison to the collotype. Even though, the albumen print was aesthetically 

inferior to the tonal range of the collotype. Therefore, collotypes within Illustrations of 

China and its People were made to imitate the expensive chemical albumen print. 

Because the type of inks used affected the collotype’s tone, its tonal-color could be 

matched to that of the albumen print.77 Consequently, it was often difficult to 

distinguish a collotype from an original photograph.78 Especially when collotypes were 

printed on the white gloss paper, as in Illustrations of China and its People. The formal 

features of the collotypes therefore demonstrated Sampson Low & Company’s 

consciousness of the significance of the photograph’s aesthetic qualities to the 

photobook’s appearance, reception and experience produced. Although original 

                                                
77 Lavédrine, Photographs of the Past, 114, 183; For how collotypes were formed to look like albumen 
prints, Benson, Richard, The Printed Picture, (New York: Museum of Modern Art, 2008), 252. 
78 Baldwin, Looking at Photographs, 30. 
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photographs may have been more highly regarded by audiences, within the photobook 

industry of the 1870s, collotypes were the finer photographic reproduction process 

aesthetically, technologically and financially.79  

 

Even though the collotype process was expensive and labor-intensive, it was 

not nearly as costly, problematic, and time consuming as other photographic processes, 

such as the albumen print.80 Unlike the albumen print which was subject to fade and 

required to be mounted onto pages, the collotype was a permanent image that was 

printed directly onto the page of the book.81 Moreover, this photomechanical process 

permitted more than one image to be printed on a page.82 As a result, readers could 

easily juxtapose images as well as observe more visual information at once from one 

page. This was a particularly effective method for Thomson to display and visually 

communicate the physiognomic differences of people he encountered. For example, 

Male Heads, Chinese and Mongolian [Figure 18], depicts six oval vignette portraits of 

four Chinese males and one Mongolian male shown both frontal and in profile. This 

collection of standardized studio portraits depicted men of varying ages, social classes 

and ethnicities. Thomson approached many of his photographs of people as scientific 

studies of race, and followed established photographic methods applied to depict and 

compare physical differences.83 These subjects were photographed in studios, and 

captured full facial and profile views that accentuated and isolated their facial features 

and dress-style within the confinements of the photographic frame.84 The soft tonal 

                                                
79 Ovenden, John Thomson (1837-1921), 33. 
80 Ibid, 33, 182. 
81 Ibid, 33, 179. 
82 Ibid, 33. 
83 Ryan, Picturing Empire, 161-163. 
84 Ibid, 163. 
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aesthetics of the collotype print were not a significant feature to these type images. 

Rather, the collotype’s ability to print multiple images on one page was vital these 

types of studies as it enabled Victorian readers to easily compare and contrast different 

people’s race, age, gender, culture, and social classes. Even though these photographs 

have a scientific perspective as they recorded physiological features, the formal 

qualities of the collotype printing process aesthetically impacted the experience of 

readers. The collotype process therefore physically and aesthetically affected the 

photobook’s appearance, function and readers’ experiences of Thomson’s 

photographic studies of the people, cultures and landscapes.  

 

While photomechanical prints were a crucial technological advancement for 

photography within books, the collotype still had to be printed separately from the 

decorative letterpress.85 The photobook therefore had a thin paper cover page placed 

before every photograph.86 Since this page separated the photograph from the text, the 

collotype and its aesthetic features were displayed as an artwork within the photobook. 

As a result, Illustrations of China and its People was a complex and expensive 

production for Sampson Low & Company. However, the physical features of this 

photobook were significant as the photographic and written illustrations of China 

engrossed Victorian readers. While the collotype and ornate letterpress physically 

transformed the photobook from a visual study into a work of art, they also had another 

function. The collotypes’ and letterpresses’ stylistic features associated the images 

with the text. As seen within the pages of Physic Street, Canton [Figure 19, 20, 21] this 

segment of letterpress and corresponding print were grouped together by the decorative 

                                                
85 For details on the collotype printing process within books, Benson, The Printed Picture, 246. 
86 The cover pages featured the title of the image with ornate designs only when the photograph was not 
displayed after the text.  
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headbands and tailpieces, as there were no page numbers. Since each section of paired 

text and image helped the reader to follow Thomson’s travels, the ornate designs 

within the letterpress signified the start and end of a literary and photographic subject. 

The decorative letterpress therefore provided visual symbols to navigate readers 

through Thomson’s descriptive travels illustrated through collotype images. Thus, the 

formal features of the collotypes and letterpress were vital to the photobook as it 

communicated Thomson’s photographic narrative of China.   

 

As Thomson stated within the introduction, the objective of the Illustrations of 

China and its People was to “…present a series of pictures of China and its people, 

such as shall convey an accurate impression of the country I traversed as well as of the 

arts, usages, and manners which prevail in different provinces of the Empire.”87 The 

four-volumes were a visual record of Thomson’s widespread photographic journey 

which began in southern China at Hong Kong, moved north along the coast until 

Shanghai and then inland to the east following the Yangzi River to the Wu-Shan 

Gorge, and back along the coast to Peking in the north where it ends at the Great 

Wall.88 Illustrations of China and its People was a comprehensive photographic 

encyclopedia of China in the latter-half of the nineteenth century.89  Even Queen 

Victoria owned and admired this travel photobook collection.90  The photobook 

exposed details of China’s diversity of landscape, cultures, people and social classes to 

Victorian readers interested in Britain’s exotic colonies. Since the segments of text and 

                                                
87 John Thomson, introduction to Illustrations of China and its People, vol. 1, (London: Sampson Low, 
Marston, Low & Searle, 1873). 
88 For details of journey, Thomson, introduction, vol. 1.  
89 Oveden, John Thomson (1837-1921), 180. 
90 Note from Illustrations of China and its People advertisement found within back page of Thomson, 
Straits of Malacca, Indo-China and China, stated, “Her Majesty the Queen has been pleased to 
acknowledge her appreciation of this book by presenting the Author with a handsome Gold Medal as a 
memorial.” 
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collotypes physically organized and narrated Thomson’s journey through China, the 

aesthetic layout of the contents enabled the photobook to communicate comparisons 

and discriminations between the ‘civilized’ British Empire and an ‘inferior’ China.91 

While Thomson asserted the letterpress accurately supported the images’ truthful 

representations with factual descriptions and notes, historians have extensively argued 

that the photographs and letterpress reflected Victorians’ conditioned colonial 

ideologies.92 As the photobook’s contents were aesthetically organized, the formal 

features of the collotype prints reinforced Victorian’s of their preconceptions, as 

Thomson identified the ways in which China differed with Britain. 

 

For example, the letterpress that correlated to the full-page collotype print 

Physic Street, Canton [Figure 22] began with a comparison of the ways in which 

Chinese city streets and stores appeared and operated differently to those in Europe.93 

As Thomson explained of the streets of Canton, “they are badly kept, filthy, and even 

more offensive than the most crowded alley in London, the right of way being 

contested between human beings, domestic pigs, and undomesticated mongrel curs.”94 

While the comparison of Canton’s streets to London was intended to objectively 

provide Victorian readers’ with a visual sample of city life in Canton, it instead 

demeaned China’s lifestyle. Since the written description projected a Western 

perspective of how appalling life was within China’s cities, the photographic image 

visually proved that China had not progressed in comparison to Britain. Physic Street, 

Canton depicts an everyday urban scene of Canton’s main street. Within the image, the 

                                                
91 Perez, Focus East, 37. 
92 Thomson, introduction, vol. 1.; Ryan, Picturing Empire, 62; Hockley, Allen, “John Thomson’s China 
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narrow and crowded street filled with people and store signs that hung from all visible 

levels, are emphasized as the path receded into the distance. Though this photograph is 

representative of documentary street photography, it also portrays a picturesque 

perspective of the city life. The soft tones of the collotype print could not document or 

sharply define the numerous people that moved throughout the street. Thus, the lack of 

visible people on the main street, crammed with exotic stores and their commercial 

signs, created the sensation that this exotic culture was timeless. As this particular 

segment portrayed how streets and stores looked and operated in one of China’s main 

cities in comparison to London, Victorian readers could comprehend and imagine 

China’s city life. Moreover, since Illustrations of China and its People was organized 

into a variety of sections that encompassed Thomson’s encounters with China’s 

people, cultures and landscapes, the photobook was able to descriptively and visually 

juxtapose the numerous facets of China with those of Britain. The aesthetics and 

content of this travel photobook provided Victorians with a widespread study of how 

Britain was different to China.  

 

The folio-sized four-volumes of Illustrations of China and its People was a 

comprehensive photographic catalog of China in the 1870s presented as a physical 

work of art. In comparison to the medium-sized, understated aesthetics of The Seven 

Churches of Asia, Illustrations of China and its People was more aesthetically 

conscious of how the organization of the contents and display of formal communicated 

the photobook’s subject to its audience. Moreover, as the four-volumes of Illustrations 

of China and its People were large, this photobook was for reading but also was a 

display piece that would have been exhibited within the Victorian parlor room as a 

work of art. Since the aesthetic physicalities of the travel photobook were emphasized, 
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Illustrations of China and its People attracted more than just scholarly readers 

interested in history, but a wide variety of popular audiences interested in China’s 

current exoticism. The travel photobook under Sampson Low & Company therefore 

transformed from a strictly educational text which used photographs to as supportive 

evidence in the 1860s, to an elaborately designed and aesthetically aware publication 

in the 1870s that appealed to a variety of upper class Victorian ‘leisure’ audiences, 

including the Queen, interested in the ways in which other civilizations looked 

different from Britain. 
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Chapter Four: The Travel Photobook of the 1880s 

 

Published by Sampson Low & Company approximately twenty years after 

Svoboda’s The Seven Churches of Asia and nearly fifteen years from Thomson’s 

Illustrations of China and its People, P. H. Emerson’s folio-sized travel photobook, 

Pictures of East Anglian Life, represents the transformation of the photographically 

illustrated travel book’s physical qualities, contents, and function in the 1880s. In what 

ways does Pictures of East Anglian Life define Victorian interest in the 

photographically illustrated travel book during this decade? While the travel 

photobook previously contained letterpress and photographic images of the distant 

ancient and “inferior” cultures of the world as seen within The Seven Churches of Asia 

and Illustrations of China and its People, Pictures of East Anglian Life is a travel 

photobook of the East Anglia region of England. Since tours throughout the world 

were easier and affordable by the 1880s, journeys to the classical and religious sites of 

Asia Minor as well as an expedition through China were more commonplace to the 

indifferent upper classes of Victorian society.95 Moreover, the photographic and 

narrative accounts published by firms such as Sampson Low & Company, had 

comprehensively documented and communicated the once unknown parts of the world 

to a formerly interested Victorian public.96 As Edward Marston observed, “During that 

half century whatever blank spaces there were have been largely covered, and now it 

may almost be said that the occupation of the explorer on this earth is gone—he must 

seek for other world to conquer.”97 Sampson Low & Company recognized the need to 

                                                
95 Perez, Focus East, 98; Henisch, Heinz K. and Bridget A Henisch, The Photographic Experience 
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provide their readership with a new perspective on the travel photobook. The majority 

of the world had been documented, visited, and communicated through photobooks of 

the 1860s to the 1870s. Therefore, this ‘other world to conquer’ through the travel 

photobook in the late-nineteenth century was rural England.  

 

 Pictures of East Anglian Life captured the life and landscape of East Anglia at a 

time when the country was drastically changing. The development of the railway 

system and industrialization within England during the 1880s removed the traditional 

rural landscape, communities and differentiated classes.98 As East Anglia was one of 

the last remaining areas of England mostly untouched by the effects of industrialization 

at this time, Emerson’s photobook preserved the concept of traditional country life.99 

While historians have extensively studied the photographic imagery within Pictures of 

East Anglian Life as paradigms of Pictorialist aesthetics and anthropological studies of 

social order, the photographs are often considered outside the context of the book.100 

Consequently, the formalist and social historical conclusions made of Emerson’s 

photographs have not entirely considered how these photographs functioned within the 

photobook and the book’s significance to Victorian readerships at this time. This essay 

therefore studies the travel photobook, Pictures of East Anglian Life, as a material 

object to determine Victorian interests in the photographically illustrated travel book 

during the 1880s. While I will refer to Emerson’s photographic style and subjects as 
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well as the social historical context in which this photobook was produced, this 

information is to help readers contextualize the changed interests of photography and 

Victorian readership during this time. As I consider this photobook a material object, 

this essay examines the physical qualities and their arrangement within the book as 

well as the content of the text and images. Thus, the aim is to determine the ways in 

which the photobook’s features work together to communicate the message of the book 

and to what audience. Moreover, this analysis will define the ways in which Pictures of 

East Anglian Life differs from Sampson Low & Company’s past travel photobooks as 

they formed of a new market for the travel photobook of the 1880s.  

 

Illustrated with thirty-two photogravures, fifteen small half-tone prints and one 

hundred and fifty pages of general and descriptive letterpress from Emerson’s time in 

East Anglia, the folio-sized Pictures of East Anglian Life was an enormous 

photographically illustrated travel book. Priced at 105s with an option for the ‘de luxe’ 

edition for 147s, Pictures of East Anglian Life was an expensive work of art that only 

the select few could afford.101 This option for a more exclusive and finer version, 

established a new type of photographically illustrated travel book.  In comparison to 

the four-volumes of Illustrations of China and its People, Pictures of East Anglian Life 

represents the travel photobook’s evolution to one massive collection of intricately 

organized photographic images, illustrations and letterpress. While the size of Pictures 

of East Anglian Life was overwhelming, the cover of the ‘de luxe’ edition was 

modestly decorated [Figure 23]. Its only gold leaf embossment was included in 

letterpress of the title. However, the typeface appears to be handwritten, as the letters 

are not standardized or evenly spaced. Still, the title’s gold color immediately stands 
                                                
101 For price and description of Pictures of East Anglian Life, see The English Catalogue of Books, vol. 
IV, (London: Sampson Low, Marston & Company, 1891), 176; For information about book prices, 
Taylor, The Old Order and the New, 48. 
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out from the black embossed design below. The highly detailed etching depicts a 

landscape scene of a plough being pulled by two horses and pushed by a laborer, as a 

flock of birds fly overhead and boats cast sail out in the distance. Within this embossed 

etching the artist Thomas F. Goodall’s initials, “T. F. G.,” are distinguishable [Figure 

24].102 As the central scene of this image was reminiscent of one of Emerson’s 

photographic images within the photobook, A Stiff Pull [Figure 25], Goodall used the 

photograph as the source for his inspiration. His expressive gestures and variations in 

the weight of the lines created the sensation of a struggle, as found in the photograph, 

as the horses pulled the weight of the plough through the earth while the laborer 

pushed behind. As this cover expressively illustrated the labors of country life in East 

Anglia it exemplified the book’s subject. The folio-sized cover of Pictures of East 

Anglian Life therefore mixed the mediums of photographic and print technology to 

represent the photobook as an original work of art.  

 

Similar to the way in which the cover was unembellished with ornate golf leaf 

embossment, the pages of Pictures of East Anglian Life were also understated. While 

the main letterpress was a simple typeface, the chapter headings and the title page, 

while accented with red colored letters, were printed in a gothic-style typeface [Figure 

26, 27]. These subtle details were accompanied by ornate initials, at the start, and 

tailpieces at the end of every chapter [Figure 28, 29]. While Illustrations of China and 

its People contained letterpress designs reflective of the feminine rococo style, the 

decorative initials and tailpieces of Pictures of East Anglian Life were reminiscent of a 

delicate grotesque style. Printed by Ballantyne, Hanson & Company, the grotesque 

designs of the letterpress were not as extravagant or imposing to the aesthetics of the 
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page as seen in Illustrations of China and its People. However, the decorative initials 

and tailpieces of Pictures of East Anglian Life functioned similarly to those in 

Illustrations of China and its People, as they stylistically structured and contained the 

text. Yet, since the grotesque designs were delicate and subtle, they allowed for 

smoother transitions through the chapters. For example, the tailpiece from last page of 

the “Harvesting” chapter smoothly transitioned the reader to the next chapter [Figure 

30], which had an understated title heading and small initial design. This created the 

experience of reading one fluid text rather than the segments of descriptive captions 

found in Illustrations of China and its People. The photographic images within 

Pictures of East Anglian Life were therefore intermittently organized according to 

when the image was referred to within the fluid letterpress. As the photographs were 

printed on separate pages from the letterpress, a title page was placed before each 

image to inform readers. In comparison, the fifteen small illustrations reproduced from 

Emerson’s photographs were exhibited within the body of the text without a 

corresponding title [Figure 31]. While the illustrations were significant to the 

photobook as they provided continuous visual narrative through the letterpress, the 

photographs were more valued as they were printed separate from the text and had 

cover pages. Therefore, since the letterpress designs were unobtrusive, their subtlety 

complemented the aesthetics of Emerson’s thirty-two “naturalistic” photogravures. 

 

Emerson’s concept of “naturalistic photography” asserted photography’s 

unique ability to represent the world the way in which we look at things naturally 

through our eyes, with a narrow focus.103 The photographs therefore possessed a 

                                                
103 For details on the aesthetics and concept of Emerson’s “naturalistic photography”, Palermo, Charles, 
“The World in the Ground Glass: Transformations in P. H. Emerson’s Photography,” The Art Bulletin 
89.1 (Mar., 2007): 131-133. 
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narrow depth of field, in which central objects were sharply defined and appear closer 

to the viewer than the rest of the peripheral scene, which comparatively was soft and 

slightly unclear.104 Through the manipulation of combination prints, Emerson applied 

atmospheric perspective and differential focus to the image.105 As these techniques 

soften the details of objects as they recede into the distance as well as draw attention to 

the object of focus, Emerson was conscious of how tones affected and communicated 

these features.106 The subtle changes in tone defined the forms within his images as 

well as directed the viewer’s focus. However, historians have often ignored the 

plasticity of these photographs within the photobook and associated the aesthetics of 

Emerson’s photographs within the Pictorialist canon of photography.107 Therefore, the 

way in which the photographs were printed within the photobook was crucial to the 

conception of Emerson’s “naturalistic” perspective.  

 

Printed on India paper, a tough and opaque paper that absorbs ink well, the 

photogravures within Pictures of East Anglian Life are paradigms of the 

photomechanical process’s soft yet defining gradations of tones.108 As seen in A Stiff 

Pull [Figure 25], the softness of the laborer’s figure and the earth in the foreground 

directs the focus upwards towards the sharp high contrast of the plough and horses. In 

addition, the sky’s soft atmospheric quality emphasizes the defined forms of the 

plough and horses. As a result, the plough and horses are the objects of focus, as they 
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appear stationary and closer, while the laborer, located in the foreground, is in motion 

and further away. As the photogravure defined the forms of the image through subtle 

shifts in tones, the aesthetic qualities of this photomechanical process was crucial to 

Emerson’s “naturalistic” perspective. Since the photogravure produced a higher tonal 

complexity than other photomechanical processes, and was similar to the expensive 

and impractical platinum print, this photomechanical process was ideal to illustrate 

large publications.109 Yet, while the photogravure process was a crucial aspect of the 

aesthetics of the print, the type of paper within the photobook also contributed to the 

image’s formal features. The strong, opaque and slight yellow color of the India paper 

formed a smooth and expressive quality in the image. The India paper’s soft watercolor 

effect in the print’s tones was therefore ideal for Pictures of East Anglian Life, as it 

reflected Emerson’s perception of how a picture should look.110  

 

While the aesthetics and cost of the photogravure made it a desirable process 

for Pictures of East Anglian Life, it was a photomechanical process, and therefore 

required the letterpress and photographs to be printed separately. Although the 

production of the photobook was still complex in the 1880s, Emerson’s decision to 

have three photographic printing companies print the photogravures transformed 

Pictures of East Anglian Life into an even more complicated production.111 

Furthermore, the photobook also contained fifteen small illustrations reproduced from 

his photographic negatives within the layout of the text. As space within the letterpress 

was designated for these images, they consequently added to the complexity of this 
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production. However, Pictures of East Anglian Life was a unique publication as it 

combined photogravures printed by three separate companies. This indicated the 

photographs’ formal features as more important than the photobook’s letterpress. As a 

review of Emerson’s work stated in The Academy, “... the letterpress was … 

secondary, the photographs, clear and artistic, were the most important part.”112 

Therefore, the understated letterpress designs highlighted and exhibited the 

photographs as works of art. Pictures of East Anglian Life signifies the transformation 

of the travel photobook of the 1880s as photographically focused, as it was a space 

which displayed photographic art. Thus, the narrative of the text framed the 

photographic content.113  

 

The photographs within Pictures of East Anglian Life as Emerson articulated, 

“…express sympathetically various phases of peasant and fisherfolk life and landscape 

which have appealed to me in Nature by their sentiment or poetry.”114 At the time 

Emerson photographed East Anglia, the emergence of the railway networks and 

industrial growth was changing England’s traditional social orders as well as rural life 

and landscapes.115 Historians have extensively argued that Emerson’s photographs and 

supplementary texts of rural life and agricultural laborers at work, advocated a return 

to England’s traditional social order while also preserved East Anglia within the 

photobook.116 Therefore, rather than visually take the reader on Emerson’s journey 

                                                
112 For review of Emerson’s past works with Sampson Low & Company, see Fagan, Henry Stuart. 
Review of English Idyls, by P. H. Emerson. Academy 927, (8 February 1890): 93-94. 
113 Palermo, “The World in the Ground Glass,” 137. 
114 Emerson, preface of Pictures of East Anglian Life. 
115 Taylor, The Old Order and the New, 17-18; Ewing, “The Courbet of England,” 29; Jeffrey, “Small 
Worlds,” 68-69. 
116 Knights, “Change and Decay,” 12-20; Taylor, The Old Order and the New. 



 53 

through this changing rural region, Pictures of East Anglian Life brings the traditional 

characteristics of East Anglia to the viewer.  

 

As Emerson stated within the preface, the objective of the Pictures of East 

Anglian Life was to provide truthful images of East Anglian life, the Suffolk and 

Norfolk peasants, fisherfolk, and landscapes.117 While a significant portion of the 

photobook provides written descriptions of the peasant and fisherfolk’s character, 

physical features, superstitions, politics, as well as the landscape, the remaining text is 

outlined by photographs that accurately captured typical labors and scenes, such as 

harvesting [Figure 32], basket making [Figure 33], the landscape [Figure 34], etc. 

Emerson corroborated these illustrated scenes with notes taken from his observations 

and from locals’ perspectives, as well as information from specialists.118 In addition, 

the photobook included three appendices, which provide information on climatic 

records, notes on the agricultural system and the types of rare fishes and birds seen in 

the region. Pictures of East Anglian Life therefore aimed comprehensively to represent 

peasant life and the landscape of East Anglia during the late-nineteenth century as a 

document and work of art.  

 

While the letterpress discussed aspects of rural life through a combination of 

subjective descriptions and factual accounts, the narrative of the text had a sympathetic 

undertone towards the people and landscape of East Anglia. The letterpress of the 

chapter that accompanied The Poacher—A Hare in View [Figure 35], initially ignored 

the subjects within the image, as Emerson passionately justified the need for poaching, 
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as he claimed, “The more this mercenary spirit takes hold of the aristocracy, the more 

will they become demoralized, and also all the more will the tenant-farmer suffer, and 

with him his labourers.”119 Emerson verified the negative effects of the landlords’ 

restrictive game laws on farmers and laborers, as he examined these laws, accounts 

from trial cases, as well as his personal observations from studying a poacher at work. 

As the text advocated for the return of traditional social order through anthropological 

and romantic perspectives, the photograph similarly conveyed these viewpoints. The 

Poacher—A Hare in View documented a poacher and his hound at work, motionless, 

as they watched for moving game in the distance. The posed but agile figures appear 

distinctly clear in comparison to the blurred and atmospheric flat landscape. The 

manipulations of atmospheric perspective and differential focus within the image gave 

the impression that poacher and hound owned the landscape. While the poacher was a 

criminal, the photograph portrayed this subject as righteous and the text justified his 

criminal activity. Emerson’s factual and observational written study of poaching in 

East Anglia framed this pictorial scene of the rebellious laborer as he used the land for 

how it had been originally intended. As Pictures of East Anglian Life documented 

farmers, peasant and fisherfolk at work, as well as the rural landscape, the letterpress 

defended and sympathized with these subjects and the photographs presented 

picturesque vistas that captured the lifestyle of this region that would soon cease to 

exist.   

 

Since Pictures of East Anglian Life was Sampson Low & Company’s second 

publication by Emerson on the rural life and landscapes of East Anglia during the 

1880s, this topic was interest to Victorian armchair travel readers of the period. As 
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Emerson presented a class system, lifestyle, and landscape of rural England that was 

quickly fading, this photobook attracted members of Victorian aristocratic society 

which similarly valued these traditional aspects of the English countryside. While the 

firm published several exceptional and expensive travel photobooks throughout the 

nineteenth century, the ‘de luxe’ edition of Pictures of East Anglian Life represents 

Sampson Low & Company’s creation of an even more exclusive market. Additionally, 

as the photobook was physically enormous, it was not functional without the support of 

a desk or stand. These physical and aesthetic features transformed the travel photobook 

of the 1880s into an exclusive work of art that was collected and displayed. However, 

the pages of photographs and letterpress within Pictures of East Anglian Life recreated 

and revived a type of culture and scenery that no longer existed. The travel photobook 

of 1880s was narrated by photographic art. 
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Conclusion 

 

The nineteenth century photographically illustrated travel book was one of the 

principal instruments that disseminated photography to the masses.120 Since Sampson 

Low & Company published roughly seventy-one photobooks from 1856 to 1901, of 

which twenty-six have been categorized as travel photobooks, they monopolized the 

travel photobook market. Moreover, as the firm was extensively involved in all aspects 

of the production process of their publications, Sampson Low & Company contributed 

to the development of the travel photobook and its readership throughout the 

nineteenth century. Therefore the aim of this thesis was to consider the materiality and 

contents of three travel photobooks published by Sampson Low & Company: The 

Seven Churches of Asia (1869) by Alexander Svoboda, Illustrations of China and its 

People (1873-74) by John Thomson, and Pictures of East Anglian Life (1888) by P. H. 

Emerson, as each were indicative of their time. As this study has reexamined these 

three travel photobooks as material objects, the changes of the photobook’s formal 

features, contents and functions from the 1860s to 1880s, distinctly transformed 

Victorian travel photobook readership throughout the latter-half of the nineteenth 

century.  

 

The most noticeable change of the travel photobook throughout the latter-half 

of the nineteenth century was its size. While the medium-sized The Seven Churches of 

Asia would have easily rested in the lap of a reader, the folio-sized four-volumes of 

Illustrations of China and its People required a reading desk for support since it was so 

large. Although Pictures of East Anglian Life was also folio-sized, unlike the thin four-

                                                
120 Di Bello and Zamir, introduction, 1.  
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volumes of Illustrations of China and its People, its content was compiled into one 

massive collection too difficult to read without a form of structural support. As the size 

of the travel photobook increased from the 1860s to 1880s, so too did the volume of 

content featured.  

 

Moreover, as the scale of the travel photobook increased, the significance of the 

aesthetics also grew. As seen within The Seven Churches of Asia, the albumen prints’ 

sharp qualities and fine details provided visual evidence to its corresponding text of 

historical and observational notes. Whereas, within Illustrations of China and its 

People, the collotypes soft tones and ability to print multiple images on a page, enabled 

the segments of descriptive letterpress and aesthetics of the collotypes to work together 

as well as independently. However, the rich tones and pictorial aesthetics of the 

photogravures displayed within the text of Pictures of East Anglian Life, distinguished 

the photobook as a photographically focused space.  

 

The travel photobook therefore began in the 1860s as a functional scholarly 

book that used photographs as supplementary factual evidence. And by the 1880s, it 

transformed into an enormous publication that was physically impractical for leisurely 

reading, but was narrated through photographic art. Thus, at the end of the nineteenth 

century, the travel photobook was no longer simply a scholarly tool but a physical 

work of art to be displayed. Victorian audiences originally purchased these photobook 

for academic purposes, but as the travel photobook became more aesthetically 

conscious and extravagant, interest in these published artworks were in their collection 

and display as they transformed into status symbols for the Victorian elite.  
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Appendix 

Note: This list of photographically illustrated books published by Sampson Low & 

Company from 1856 to 1901, recorded the known details of the publications such as, 

date, author, title, publisher’s full title, and photographic process. This appendix was 

created from the collections of the University of St Andrews Special Collections 

Library, The National Library of Scotland, The British Library, The Victoria & Albert 

National Library of Art, Gernsheim, Helmut, Incunabula of British Photographic 

Literature, (London: Scolar Press, 1984), and Wilson, John Lambert. “Publishers and 

Purchasers of the Photographically-Illustrated Book in the Nineteenth Century,” PhD 

diss., University of Reading, 1995.  

 

 

1. 1856, Cundall, Joseph 
The photographic primer for the use of beginners in the collodion process ... 
Illustrated with a photographic picture. Second edition 
London: Sampson Low, Son & Co. 
Albumen Print 

 
2. 1856, Delamotte, Philip H.  

The practice of photography. A manual for students and amateurs 
London: Sampson Low, Son, Marston & Co.  
Albumen Print 
 

3. 1861, Collins, Wilkie 
The Woman in White 
London: Sampson Low, Son & Co. 
Albumen Print 
 

4. 1862, Gray, Thomas 
Gray's Elegy in a Country Churchyard  
London: Sampson Low, Son & Co. 
Albumen Print 

 
5. 1862 

Prince Albert's Golden Precepts. A Memorial of the Prince Consort, 
comprising of maxims and extracts from Addresses of His late Royal Highness 
London: Sampson Low & Co. 
Albumen Print 
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6. 1863, Barry, Patrick 
Dockyard economy and naval power 
London: Sampson Low, Son & Co. 
Albumen Print 

 
7. 1864, Blanquart-Évrard, Louis Désiré 

On the intervention of art in photography … Translated from the French by 
Alfred Harral, with an introduction by Thomas Sutton, B.A. With photographic 
illustrations from negatives by the author 
London: Sampson Low, Son, Marston & Co. 
Albumen Print 
 

8. 1864, Burritt, Elihu 
A walk from London to John O'Groat's… Second edition 
London: Sampson Low, Marston & Co. 
Albumen Print 
 

9. 1864, Friswell, James Hain 
Life portraits of William Shakespeare: a history of the various representations 
of the poet, with an examination into their authenticity ... Illustrated by 
photographs of the most authentic portraits, and with views, & by Cundall, 
Downes & Co. 
London: Sampson Low, Marston & Co. 
Albumen Print 

 
10. 1864, Young, William 

Lights and Shadows of New York Picture Galleries 
London: Sampson Low & Co. 
Albumen Print 

 
11. 1865, Lewins, William 

Her Majesty's mails: a history of the Post-Office, and an industrial account of 
its present condition ... Second edition, revised, corrected, and enlarged 
London: Sampson Low, Son, Marston & Co. 
Albumen Print 

 
12. 1868, Buchanan, Robert 

The life and adventures of John James Audubon, the naturalist. Edited, from 
materials supplied by his widow 
London: Sampson Low, Son, Marston & Co. 
Albumen Print 

 
13. 1869, Harrington, John 

The Abbey and Palace of Westminster 
London: Sampson Low, Marston & Co.  
Albumen Print 
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14. 1869, Montgomery, James Eglinton 
Our Admiral's flag abroad. The cruise of Admiral D. G. Farragut, commanding 
the European squadron in 1867-68, in the flag-ship Franklin 
London: Sampson Low, Son, Marston & Co. 
Albumen Print 

 
15. 1869, Svoboda, Alexander 

The seven churches of Asia. With twenty full-page photographs, taken on the 
spot, historical notes and itinerary. 
London: Sampson Low, Son, Marston & Co. 
Albumen Print 

 
16. 1870, Bierstadt, Albert and Carleton E. Watkins 

The Valley of the Grisly Bear 
London: Sampson Low, Marston & Co 
Albumen Print 

 
17. 1870, Box, John 

Chronicles of the Castle of Amelroy, or Ammerzode; with some notices of its 
ancient barons. Illustrated by photographic views and portraits from original 
paintings by Albert Dürer, Van Theulden, and others; with facsimiles of several 
curious ancient documents 
London: Sampson Low, Son, Marston & Co. 
Carbon Print 

 
18. 1870, Sauzay, Alexandre 

Marvels of Glass Making in All Ages London: Sampson Low, Son, Marston & 
Co. 
London: Sampson Low, Son & Marston 
Collotype  
 

19. 1870, Viardot, Louis 
Wonders of Italian Art… 
London: Sampson Low, Son, Marston & Co. 
Woodburytype and Engravings 
 

20. 1870 
The Photographic art journal: illustrated with photographs printed in 
permanent pigments 
London: Sampson Low, Son, Marston & Co. 
Woodburytype 

 
21. 1871, Duplessis, Georges 

The Wonders of Engraving 
London: Sampson Low, Son, Marston & Co. 
Collotype  
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22. 1872 
The picture gallery  
London: Sampson Low, Marston, Low, Searle & Co.  
Woodburytype  

 
23. 1873, Bradford, William 

The Arctic regions: illustrated with photographs taken on an art expedition to 
Greenland / With descriptive narrative by the artist.  
London: Sampson Low & Co. 
Albumen Print 

 
24. 1873, Stone, Sir John Benjamin 

A tour with Cook through Spain: being a series of descriptive letters of ancient 
cities and scenery of Spain, and of life, manners, and customs of Spaniards, as 
seen and enjoyed in a summer holiday ... Illustrated by photographs produced 
by the autotype process 
London: Sampson Low, Marston, Low, Searle & Co.  
Collotype 

 
25. 1873 

A picture gallery of British art. Containing twenty … photographs after 
painting by eminent artists 
London: Sampson Low & Co. 
Woodburytype 
 

26. 1873 
The picture gallery of sacred art. Containing twenty-four permanent 
photographs after the works of the great masters. 
London: Sampson Low, Marston, Low, Searle & Co.  
Woodburytype  

 
27. 1873, Thompson, Stephen 

Chefs-d'oeuvre of art and masterpieces of engraving selected from the 
celebrated collection of Prints and Drawings in the British Museum. 
Reproduced in photography by Stephen Thompson with letterpress descriptions 
selected from the works of eminent art critics 
London: Sampson Low, Marston, Low, Searle & Co.  
Albumen Print 

 
28. 1873-4, Thomson, John 

Illustrations of China and its people: a series of two hundred photographs… 
London: Sampson Low, Marston, Low, Searle & Co.  
Collotype 

 
29. 1875, Alinari 

Masterpieces of the Pitti Palace and other picture galleries of Florence 
London: Sampson Low, Marston, Low, Searle & Co.  
Carbon Print 
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30. 1875, Mundy, D. L. 
Rotomahana; and the boiling springs of New Zealand. A photographic series of 
sixteen views by D. L. Mundy. With descriptive notes by Ferdinand von 
Hochstetter… 
London: Sampson Low, Marston, Low, Searle & Co.  
Carbon Print 
 

31. 1875, Smith, George 
Assyrian discoveries; an account of explorations and discoveries on the site of 
Nineveh, during 1873 and 1874 ... With illustrations. Fourth edition 
London: Sampson Low, Marston, Low, Searle & Co.  
Woodburytype 
 

32. 1875, Thompson, Stephen 
The Old Masters: Da Vinci, Bartolommeo, Raphael, Michelangelo… 
reproduced in photography from the celebrated engravings by Longhi … in the 
collection of prints and drawings in the British museum, with biographical 
notices by Stephen Thompson 
London: Sampson Low, Marston & Co.  
Albumen Print 

 
33. 1875-1876, Thompson, Stephen 

Studies from nature 
London: Sampson Low, Marston, Low, Searle & Co.  
Woodburytype 
 

34. 1876, Abney, William de Wiveleslie 
Thebes and its five greater temples … Illustrated with … photographs, etc. 
London: Sampson Low, Marston, Searle & Rivington & Co.  
Woodburytype 

 
35. 1876, Cundall, Herbert Minton  

English Painters of the Georgian Era. Hogarth to Turner 
London: Sampson Low & Co. 
Woodburytype 

 
36. 1876, Smith, George 

The Chaldean account of Genesis, containing the description of the Creation, 
the Deluge, the Tower of Babel, the destruction of Sodom, the times of the 
Patriarchs, and Nimrod; Babylonian fables, and legends of the gods; from the 
cuneiform inscriptions. By George Smith ... A new edition, thoroughly revised 
and corrected (with additions), by A. H. Sayce ... With illustrations 
London: Sampson Low, Marston, Searle & Rivington & Co.  
Woodburytype 

 
37. 1876, Vennor, Henry G.  

Our birds of prey, or the eagles, hawks and owls of Canada … With 30 
photographic illustrations by Wm. Notman.  
London: Sampson Low, Martson, Searle & Rivington & Co. 
Albumen Print 
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38. 1876, Wilson, Francesca H.  
Rambles in Northern India. With incidents and descriptions of many scenes of 
the mutiny … With … photographic views 
London: Sampson Low, Marston, Low, Searle & Co. 
Carbon Print 

 
39. 1877, Currey, Fanny W.  

Prince Ritto, or The four-leaved shamrock. 
London: Sampson Low, Marston, Searle & Rivington & Co. 

 
40. 1877, Russell, Sir William Howard 

The Prince of Wales' tour: a diary in India; with some account of the visits of 
His Royal Highness to the courts of Greece, Egypt, Spain, and Portugal ... With 
illustrations by Sydney P. Hall ...  
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
41. 1877, Thomson, John, & Adolphe Smith 

Street Life in London. With permanent photographic illustrations 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
42. 1878-1880 

The picture gallery 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 
 

43. 1878, Liesegang, Paul E.  
A manual of the carbon process of permanent photography, and its use in 
making enlargements, &c. ... Translated from the sixth (revised) German 
edition by R. B. Marston. With illustrations 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Carbon Print 
 

44. 1878, Nares, Sir George Strong 
Narrative of a voyage to the Polar Sea during 1875-6 in H.M. ships 'Alert' and 
'Discovery' ... With notes on the natural history edited by H. W. Feilden ... 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
45. 1878, Tissandier, Gaston ed. by John Thomson 

A History and Handbook of Photography 
London: Sampson Low, Marston, Searle & Rivington & Co. 

 
46. 1879, Thomson, John 

Through Cyprus with the camera, in the autumn of 1878 
London: Sampson, Low, Marston, Searle & Rivington & Co. 
Woodburytype & Carbon Print 
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47. 1872-1879 
The Picture Gallery 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
48. 1880, Haweis, Hugh Reginald 

Poets in the pulpit 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 
 

49. 1880, Heath, Francis George 
The fern paradise: a plea for the culture of ferns ... Sixth edition (illustrated) 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
50. 1880, Mackinnon, John Price 

The South African campaign 1879, compiled by J. P. Mackinnon ... and Sydney 
Shadbolt ... A memorial volume, containing sixty permanent cabinet 
photographs of the officers of the British army and navy who lost their lives in 
the Zulu War, biographical notices ... and separate records of the services of 
every British officer who was engaged. 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
51. 1880, Quilter, Harry 

Giotto 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Albumen Print 

 
52. 1881, Hitchman, Francis 

The public life of the Right Honourable the Earl of Beaconsfield, K.G., etc., etc. 
... Second and revised edition 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
53. 1881, Thomson, John, and Adolphe Smith 

Street incidents A series of twenty-one permanent photographs with descriptive 
letter-press 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
54. 1881, Tristram, Henry Baker 

Pathways of Palestine: a descriptive tour through the Holy Land … Illustrated 
with … photographs. 2 series 
London: Sampson Low & Co. 
Carbon Print 
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55. 1882, Stuart-Worthley, H. and Annie Brassey 
Tahiti: a series of photographs taken by Colonel Stuart-Wortley; with 
letterpress by Lady Brassey 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Carbon Print 

 
56. 1876-1883, Thompson, Cooper 

Men of mark: a gallery of contemporary portraits of men distinguished in the 
senate, the Church, in science, literature and art, the army, navy, law, medicine 
etc.  
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
57. 1884, Stephens, Frederic George, & Mayall, J.P. 

Artists at Home 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Photogravures 
 

58. 1885, Pulling, Frederic Sanders 
The life and speeches of the Marquis of Salisbury, K.G. 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Photogravures 
 

59. 1886, Galloway, William Brown 
The chalk and flint formation, its origin in harmony with a very ancient and a 
scientific modern theory of the World. Illustrated by facts and specimens 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
60. 1886, Wright, Thomas 

The town of Cowper, or The literary and historical associations of Olney and 
its neighbourhood … With photographs and wood engravings 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Woodburytype 

 
61. 1887, Cunningham, Carus Dunlop 

The Pioneers of the Alps. By C. D. Cunningham and Captain W. de W. Abney 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Photogravures 
 

62. 1887, Emerson, P. H. & T. F. Goodall 
Life and Landscape on the Norfolk Broads  
London: Sampson Low, Marston, Searle & Rivington & Co. 
Platinum Print 

 
63. 1888, Attwell, Henry 

The Italian Masters, with special reference to the Italian pictures in the 
National Gallery 
London: Sampson Low, Marston, Searle & Rivington & Co. 
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64. 1888, Emerson, P. H. 
Pictures of East Anglian Life. Illustrated with thirty-two photogravures and 
fifteen small illustrations, with general and descriptive text, and three 
appendices.  
London: Sampson Low, Marston, Searle & Rivington & Co. 
Photogravures 

 
65. 1889, Stranahan, C. H. 

A history of French painting from its earliest to its latest practice: including an 
account of the French academy of painting, its salons, schools of instruction 
and regulations 
London: Sampson Low, Marston, Searle & Rivington & Co. 

 
66. 1889, Wrigley, M.  

Algiers Illustrated [Plates] 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Photogravures 

 
67. 1890-1895, Reid, Stuart Johnson 

The Prime Ministers of Queen Victoria 
London: Sampson Low, Marston, Searle & Rivington & Co. 
Photogravures 

 
68. 1892, Williams, Charles 

The life of Lieutenant-General Sir Henry Evelyn Wood, V.C., G.C.B., F.J.I. …  
London: Sampson Low, Marston & Co. 
Photogravures 

 
69. 1892, Williams, James Leon 

The Home and Haunts of Shakespeare 
London: Sampson Low, Marston & Co 
Photogravures 

 
70. 1897, Cave, Henry William 

The ruined cities of Ceylon / Illustrated with photographs taken by the author 
London: Sampson Low & Co. 

 
71. 1898-1901, Rooses, Max; trans. By F. Knowles 

Dutch painters of the nineteenth century 
London: Sampson Low, Marston & Co.  
Photogravures 
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http://nrs.harvard.edu/urn-3:FHCL.Hough:12524179. 
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Figure 30 
 

 
 

End of “Chapter X, Harvesting,” start of “Chapter XI, Broad Farms,” 
Emerson, P. H. Pictures of East Anglian Life. London: Sampson Low, Marston, Searle, 
& Rivington, 1888. Houghton Library, Harvard University, Accessed Aug. 20, 2015. 
http://nrs.harvard.edu/urn-3:FHCL.Hough:12524179. 
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Figure 31 
 

 
 

Detail of page from “Poachers & Poaching,” 
Emerson, P. H. Pictures of East Anglian Life. London: Sampson Low, Marston, Searle, 
& Rivington, 1888. Houghton Library, Harvard University, Accessed Aug. 20, 2015. 
http://nrs.harvard.edu/urn-3:FHCL.Hough:12524179. 
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Figure 32 
 

 
 

Detail of page 
Emerson, P. H. “VII, In the Barley-Harvest,” Pictures of East Anglian Life. London: 
Sampson Low, Marston, Searle, & Rivington, 1888. Houghton Library,  
Harvard University, Accessed Aug. 20, 2015. 
http://nrs.harvard.edu/urn-3:FHCL.Hough:12524179. 
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Figure 33 
 

 
 

Detail of page 
Emerson, P. H. “XV, The Basket-Maker,” Pictures of East Anglian Life. London: 
Sampson Low, Marston, Searle, & Rivington, 1888. Houghton Library, Harvard 
University, Accessed Aug. 20, 2015. 
http://nrs.harvard.edu/urn-3:FHCL.Hough:12524179. 
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Figure 34 
 

 
 
Detail of page 
Emerson, P. H. “XXVII, A Toad in the Path: Early Spring in Norfolk,” Pictures of 
East Anglian Life. London: Sampson Low, Marston, Searle, & Rivington, 1888. 
Houghton Library, Harvard University, Accessed Aug. 20, 2015. 
http://nrs.harvard.edu/urn-3:FHCL.Hough:12524179. 
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Figure 35 
 

 
 

Detail of page 
Emerson, P. H. “II, The Poacher—A Hare in View,” Pictures of East Anglian Life. 
London: Sampson Low, Marston, Searle, & Rivington, 1888. Houghton Library, 
Harvard University, Accessed Aug. 20, 2015. 
http://nrs.harvard.edu/urn-3:FHCL.Hough:12524179. 
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