Fig. 8.1 Sarah Angelina Acland, “An Old Friend” [Sarah Angelina Acland], gelatine negative, 1928 (cat. no. 743)



CONCLUSION

Final Photography, circa 1915-1930

“Angie is marvellous in her energy & in her goodness. She photographs for 4 or 5 hours at a
time down the Dark Room, besides her love of letters, of work & kindness. I meant to write
a life of her life. Of all I could not be certain. I do not even know the places abroad she has
been sent to. I believe 15 besides all her diverse usefulness in this home”.

Henry Wentworth Acland to his son William Alison Dyke Acland, 10 August 1900’

“All my teaching about art has been — and more definitely would in future be,
the assertion of it being the expression of the morality of man, in certain directions, and
with respect to certain elements & subjects, and of its being a mere vicious vanity

separated from this root.”
Ruskin to Acland, 11 December 1866

Miss Acland visited Madeira for the last time on 29 January 1915, after the outbreak
of the First World War. When she left England there was little threat to her safety,
Portugal remaining neutral in the conflict. However, on 4 February the German
Admiralty declared the waters around the British Isles a war-zone, making her
return journey in June (the sailing times of which were kept secret) more perilous.
The German blockade meant her decision to stay at home in future years was
inevitable, although it was not made without regret. “I have most pathetic letters
from Madeira of sorrow at my not coming out”, she wrote in January 1916, “I feel
horribly mean at throwing them all over who have shown me so much kindness

1. Ms. Acland d. 27, fols. 173-174 (HWA to WADA, 10 Aug 1900)
2. Ms. Acland d. 81, fols. 171-172 (Ruskin to HWA, 11 Dec 1866). The reading of “vicious” is
uncertain: (N \aA
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Fig. 8.2 Angela Cicely Mary Acland, Veterinarians Attending a Horse, 3 Base
Remount Depot, B.E.F,, gelatine print, Dec 1916 (Ms. Acland d. 152, f. 229)

Fig. 8.3 Unknown photographer, 191533 Sapper Harry B. Panting, Royal
Engineers, gelatine print, Jul 1917 (Ms. Acland d. 154, . 74)

as I am very much missed there & should not be missed by anyone here”.* As
conditions on the island deteriorated she did what she could to help from a
distance, lobbying Arthur Annesley, 11th Viscount Valentia (1843-1927), MP for
Oxford, to intervene over trade restrictions that were starving the island of income,
and communicating to The Times an account of the shelling of Funchal by a German
U-boat sent to her by Grabham.*

During the War Miss Acland found the prospect of photography increasingly
daunting. In November 1917, for example, when her Oxford doctor and former
neighbour, John Charles Richard Freeborn (1853-1932), asked her to take colour
photographs of a “Pensioner Robins” whose tattoos had “broken out poisoned”,
it was “a great strain”.’> Aside from dealing with her worsening domestic situation
(“I fear to run this house with less than three maids”, she wrote in May 1918),
most of her energy was devoted to charitable work, which had always occupied an
important partin her life (in late 1905 she even helped organize a fund for the relief of
the impoverished Ducos du Hauron).® Soon after hostilities began she coordinated
the efforts of sixteen people in knitting clothes to send out to soldiers and sailors;
by January 1918 her personal total stood at 53 pairs of socks, 13 mufflers, 10 pairs
of mittens, 8 pairs of seaboot stockings, and 2 sleeveless jerseys.” Continuing the
practice started during the Boer War, she also corresponded with several dozen

3. Ms. Acland d. 112, fols. 1—4 (SAA to WADA, 15 Jan 1916)

4. Ms. Acland d. 175, fol. 44 (Draft of SAA to Viscount Valentia, 14 Apr 1916). See “The Shelling of
Funchal”, The Times, no. 41361 (28 Dec 1916), p. 5b.

5. Ms. Acland d. 112, fols. 237-239 (SAA to WADA, 30 Nov 1917). “Mr. Minn did it really, with my
camera” (ibid., fols. 240-241 (SAA to WADA, 7 Dec 1917)).

6. See Ms. Acland d. 175, fols. 92—97 (3 letters, James Waterhouse to SAA, Dec 1905 and Jan 1906).

7. Ms. Acland d. 111, fols. 170-171 (SAA to WADA, 31 Oct 1915); Ms. Acland d. 113, fols. 1-2
(SAA to WADA, 4 Jan 1918)



servicemen and women, as well as keeping in touch with her nephews and nieces,
all but the youngest of whom were on active service (fig. 8.2). Her “Tommies’
(fig. 8.3) provided “a never failing source of interest & pleasure” and were invited
to Christmas dinner in 1914, where they met the two Russian Poles she had taken
in as refugees, Alina Brylinska and Helena Repsegovina.?

Inevitably there were casualties among Miss Acland’s friends. One of her
godsons, Hugh Bone (1892—-1980), whom she photographed in his mother’s arms
aged 2 (cat. no. 307), suffered multiple gunshot wounds in July 1917, but survived.
Scott Powell (1885-1916), one of the boys on the Fawe Park gondola (cat. nos.
280-2), was less fortunate, losing his life in April 1916 at the age of 30. Another
godson, Reginald James Ford (1888—1916), son of Acland’s assistant at the Radcliffe
Library, whom she nominated for membership of the Camera Club in 1902, died
with every other officer in his company in the Turkish trenches in July 1916.° Her
female friends were also affected. Joan England (d. 1917), steward on the Union
Castle steamers to Madeira, drowned when the hospital ship Salta was sunk by a
mine in April 1917, a few weeks after Joan had visited Miss Acland in Park Town.!

By the time of the Peace in November 1918 increasing frailty had caused Miss
Acland, aged 69, to give up most of her photography. Nevertheless, she continued to
take photographs from time to time, relying on Minn for help in developing them.
In October 1919 her nephew William Henry Dyke (‘Robin’) Acland (1888-1970),
who had flown air reconnaissance missions over France and Belgium in the War,

visited to choose from the equipment she no longer needed:

It has been quite a solemn day for me clearing out my things, & as it were preparing
for my last journey & I do not pretend that I do not feel it. I do so very much. But
it is much wiser to face it & to see for myself that my things go where I should like
them to go."

Despite the pessimism about her health, Miss Acland saw out another decade of
life, during which she devoted considerable time to consolidating her previous
photographic work. From 1923 to 1928 she produced a series of photographic
Christmas cards in collotype (cat. no. 742) (fig. 8.4), sending them out, as usual, to her
correspondents around the world, from Andrew Carnegie Ross (dates unknown),
British Consul in San Francisco, to Shir6 Takasu (1884-1944), a commander in the
Japanese Imperial Navy whom she had helped with English conversation when he
was studying in Oxford."

Another recipient of Miss Acland’s Christmas cards was Sanger Shepherd,
who, returning thanks, brought her up to date with his own history.” After 1907 he
had continued in business in colour photography, in 1909 setting up the MSS Press
Ltd., “Colour Printers by Photographic Methods”, which specialized in reproducing

8. Dates unknown. Ms. Acland d. 112, fols. 97-99 (SAA to WADA, 14 Oct 1916). When Miss
Acland returned to Madeira Miss Brylinska went to Elizabeth Wordsworth (1840-1932).
9. See Ms. Acland d. 151, fol. 43 (Lois K. Ford to SAA, 7 Jul 1916).
10. See Ms. Acland d. 172, fols. 36—42 (3 letters, Joan England to SAA, Mar and Apr 1915) and
Ms. Acland d. 153, fols. 127-131 (3 letters, L. M. England (Joan’s sister) to SAA, Apr 1917).
11. Ms. Acland d. 113, fols. 226—228 (SAA to WADA, 28 Oct 1919)
12. Ms. Acland d. 165, fols. 111—112 (Shiro Takasu to SAA, 21 Dec 1923)
13. See Ms. Acland d. 165, fols. 105—-107 (Sanger Shepherd to SAA, 2 Jan 1924).
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Fig. 8.4 Sarah Angelina Acland, “A Remembrance and a Greeting”, collotype print, 1927
(cat. no. 742)

Autochromes (figs. 8.5 & 8.6).* During the War, due to his expertise in precision
optical instruments, he was awarded a contract with the Ministry of Munitions
for sight clinometers; after the War he increasingly specialized in equipment for
cinematography. Despite the popularity of the Autochrome, the Sanger Shepherd
process continued to be regarded as a superior method of colour photography for
some purposes, particularly scientific applications. In September 1910, for example,
in reviewing the RPS exhibition, Nature commented that Garwood’s collection
of slides of mineral sections “by the side of the autochromes of similar subjects,
demonstrates the superior brilliancy of the Sanger Shepherd plates, and that this
process, although more trouble to work than the other, still holds its own.”’ As late
as 1920 Sanger Shepherd created a set of colour slides for Arthur Evans (1851-1941),
Keeper of the Ashmolean, to illustrate his archaeological excavations of Knossos in
Crete.'® Sanger Shepherd also had news of Cadett, who was “very busy on a new
invention”, having sold his company to Kodak in July 1903 and branched out into
the motorcar business, obtaining a series of patents for gearing and carburettors
with F. C. Lambert and other members of the London Camera Club.”

14. “The MSS Press Ltd. / Makers of Fine Colour Reproductions” [Advertisement], British Journal
Photographic Almanac, 1911, pp. 10631066, p. 1065

15. “The Royal Photographic Society’s Exhibition”, Nature, vol. 84, no. 2131 (1 Sep 1910), pp.
273=274, p- 273

16. See Ms. Acland d. 165, fols. 105-107

17. The company continued trading as Cadett & Neall under Kodak. It appears in trade lists until
1921 and was finally wound up in 1946. Neall retired to Highmount in Guildford, a house
designed by architect Douglas Gray Round (1882-1936), son-in-law of James Randolph
Courtenay Gale (1857-1937), co-author with Cadett of First Aid in Photography: The Beginners’
Book (Ashstead, 1896). The garden at Highmount was designed by Gertrude Jekyll.



FROM AN ORIGINAL SANGER-SHEPHERD COLOUR
PHOTOGRAPH DIRECT FROM LIFE. LIGHTING AND
ARRANGEMENT BY ELWIN S. NEAME. NEGATIVES
BY E. D. DONCASTER. REPRODUCTION BY SANGER-
SHEPHERD COLOUR-PRINTING SYNDICATE

DOROTHY PERKINS ROSE

Fig. 8.5 Elwin S. Neame and E. D. Doncaster; Figure Fig. 8.6 E. Sanger Shepherd, “Dorothy Perkins

Study, three-colour half-tone from Sanger Shepherd Rose”, three-colour half-tone from an Autochrome,
separation negatives, published 1908 by the Sanger published 1915 by the M.S.S. Press (British Journal
Shepherd Colour-printing Syndicate (British Journal Photographic Almanac, 1915, opp. p. 566)

Photographic Almanac, 1908, opp. p. 1108)

In the late 1910s and 1920s Miss Acland developed new domestic interests
to fill the gaps left by photography. In May 1917 she had a hen house erected in
the garden.” Her “Ladies” were a valuable source of food as well as amusement,
laying 657 eggs in the first eight months of 1918."” In October 1924 she acquired
a wireless set, which quickly became “a source of great interest & especially of
pleasure”, and gave her an excuse to correspond with Oliver Lodge (1851-1940).%
Declining health inevitably obliged her to spend more time at home. “I have been
very unwell all through the summer & have only been twice beyond my garden
gate since August 1924”, she told one of her godsons in November 1925.2*

In the last years of her life Miss Acland watched as many of her relatives and
friends passed away. Her uncle Arthur Benjamin Cotton died on 6 February 1918,
Alexander MacDonald in 1921. The first of her brothers tojoin Herbert was Reginald,
in February 1924. Willie followed in November 1924. She lost Ellie Heathcote in
1925, her cousin Arthur Acland in 1926. The deaths among her correspondents
included Queen Alexandra in 1925. As she explained to her godson, she felt the
passing keenly:

18. Ms. Acland d. 112, fols. 175-176 (SAA to WADA, 4 May 1917)

19. Ms. Acland d. 113, fols. 84—86 (SAA to WADA, 16 Aug 1918)

20. Ms. Acland d. 173, fol. 191 (Oliver Lodge to SAA, 3 Apr 1925)

21. Ms. Eng. c. 6036, fols. 132—-133 (SAA to Robert Metcalfe, 24 Nov 1925)
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The loss to me is a very personal one as she has been a kind friend to me for 56 years
& I had a charming message of thanks from her as lately as last October for a little
present which I had sent the Queen.”

Of the childhood friends with whom she had been photographed by Dodgson in
the Deanery garden three-quarters of a century earlier, Ina Liddell predeceased
her by thirty-four days, on 29 October 1930, having married William Baillie Skene
(1838-1911), treasurer of Christ Church, and moved into her old house in Broad
Street — as if to underline the intertwined nature of their lives. Alice Donkin
survived her by nine years, passing away on 23 February 1940 at the age of 9o,
having lived her life as a spinster in the home of her brother Edward, Classical
Lecturer at Royal Holloway College, and taught art in a nearby school.

Sarah Angelina Acland, Photographer

When Catherine Weed Ward began her inaugural column on “Woman in
Photography” in the Photogram in February 1905 (before Miss Acland had
even delivered her Gibraltar lectures), she started by giving a list of women
photographers “who have accomplished really valuable work”, in the hope that “it
will forcibly illustrate what share women have taken, and are increasingly taking,
in photography as a serious study.”? The list was headed by “Mrs. Julia Margaret
Cameron”, whose “individuality was so strong that, although photographic taste
has passed through many phases since her time, her pictures will always be worth
careful study.”* After Cameron came Isabella Lucy Bishop, née Bird (1831-1904), a
renowned traveller and photographer; Alice Mary Dumas, née Minchin (1863—1942),
who was admired for her woodland scenes; Carine Cadby, “for children’s pictures
and isolated bits of nature”; and Gertrude Foggitt, née Bacon (1874-1949), who
photographed the pioneering balloon ascents of her father, John Mackenzie Bacon
(1846-1904). Miss Acland completed the list: “Miss Sarah A. Acland has entered
the difficult field of colour photography, not attempted, I believe, and certainly not
successfully, by any other woman. Her perseverance and determination, added to
artistic taste, are winning her a deserved reputation for fine work.”*»

Although the choice of women included in this list might now, with hindsight,
be questioned, Miss Acland’s place remains secure. By the standards of the day
she was “one of our leading English workers”, to use Ward’s phrase.” Whatever
priority claims other photographers, known or as yet undiscovered, may be able
to make, Miss Acland’s work marks a turning point in photographic history by
virtue of the credit she was given by her contemporaries for inaugurating the
field of colour photography “as a process for the travelling amateur” and for

22. Ibid.

23. Catharine Weed Ward, “Woman in Photography”, Photogram, vol. 12, no. 134 (Feb 1905),
PP-43-44,P- 43

24. Ibid.

25. Ibid.

26. Catharine Weed Ward, “Woman in Photography”, Photogram, vol. 12, no. 136 (Apr 1905) pp.
122-123, p. 123



bringing it before a large, appreciative, lecturing going public.”” Miss Acland was
the first amateur photographer to create and exhibit a significant body of work in
colour photography outside the experimental setting, and to received widespread
acclaim, popular and critical, for doing so. Other claims that can be made for her
merely reinforce this achievement: the first woman to take a colour photography
of a woman; to show a colour print in public; to win a competition for colour
work; to exhibit an Autochrome in Britain (if not anywhere in the world), etc.
etc. No register of those who attended her crowded lectures or saw her colour
photographs exhibited in Oxford, Gibraltar, London or elsewhere survives, but it
must have included many of the leading colour photographers of the future, made
aware of the potential of the medium for the first time. That her contribution was
passed over by the canonical histories of photography may be attributed in part
to the common fate of women, across a range of creative and intellectual fields,
who worked from home rather than informal institutional settings. However, it is
also due to the survival of so few Sanger Shepherd slides and colour prints in the
world’s major collections, the impermanence of Sanger Shepherd slides as a whole,
and the blinding success of the Autochrome, with its consequent monopoly over
the historiography.

Like other nineteenth-century women photographers, in portraiture Miss
Acland will always remain in the shadow of Julia Margaret Cameron. Cameron’s
hold over women had both advantages and disadvantages, as reflected in Miss
Acland’s early portrait of Gladstone, which although imitative of her predecessor’s
style, led to her first success as a photographer. As Ward suggested, no matter how
much Cameron’s work was admired, by 1905 tastes had moved on. Miss Acland’s
mature portraiture had different aims from Cameron’s, existed in a different
historical context, and must be interpreted in different terms. Her finest portraits,
as examples of the transitional pictorial portraiture of the 189os, hold their own
against the work of her contemporaries. Through her careful manipulation of
chiaroscuro, discriminate use of diffusion of focus, and ability to put her sitters at
ease, they succeeded both as artistic photographs and in their goal of conveying
the individual personality and moral character of their subjects. Their quality is
clear to see in the photogravures of Ruskin and her father, in the carbon prints
in her presentation albums, and in the examples she printed by other permanent
processes, such as a beautiful bromide enlargement of a portrait of her father that
now hangs in the Manor Hospital, Oxford.

To judge the significance of Miss Acland’s photography by aesthetic criteria
alone would be a mistake. The principal value of her work as a subject of historical
study lies in the insights it offers into the history of photography of the period and
its relationship with the wider social, artistic and scientific culture of the age. Her
photographs of interiors, involvement with the Camera Club, home portraiture,
orthochromatic photography, and contribution to the progress of colour all offer
examples of the operation within photography of issues of wider historiographical
significance, whether the domestic ideal, the increasing influence of women in

civic society, the gendered nature of the photographic discourse, the power of

27. [Child Bayley], “Spirit of the Times” [Editorial], Photography, vol. 19, no. 866 (13 Jul 1905),
PP- 548549, p- 548
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the rhetoric of precision and measurement, or the pervasiveness of the imperial
narrative. Her work opens the way for further research on the implications of these
issues outside the confines of her own photographic biography.

For Miss Acland, photography was both an artistic and scientific pursuit. From
1891 to 1899 the emphasis of her work was on the artistic side of the subject, from
1899 to 1907 the scientific. Her experiments with the Spectrum plate represent a
transitional period, her Autochromes and other colour screen-plates a consolidation
of both themes. Through her interior photography and portraiture Miss Acland
recorded and contributed to the artistic legacy of her home; a legacy inherited
through Ruskin and her father. By casting her orthochromatic photography as a
Pre-Raphaelite undertaking she appealed directly to the most celebrated aspect
of this shared visual heritage. To identify her colour photography or portraiture
as primarily Pre-Raphaelite would be misleading.”® In imitating Cameron she
departed from Pre-Raphaelite precepts, not least because Cameron’s own work, as
Watts pointed out, was “more anti pre Raphaelite than anything I have seen”.” In
her mature portraiture she was influenced by a plurality of sources, not only the
modern works of Pre-Raphaelite art that hung on the walls of her home, but also
those by Richmond, Miller and others, not to mention the contemporary artist-
photographers with whom she shared exhibition space. Her critical approach to
photography, as set out in her Home Portraiture and Spectrum Plates lectures,
was undoubtedly heavily reliant on the ideas of Ruskin. However, by the very
act of giving photography the attention she did, she was prepared, in practice,
to go further than Ruskin had allowed, and to pursue it as a fine art. The artistic
intention and reception of her portraiture is reflected in the response to her work.
“Many thanks for the Photos — one I think very good — & both very Artistic”, Mrs
Liddell wrote in 1892.° “Permit me to thank you most heartily for the photographs
just received which are certainly most creditable to yourself and your artistic
skill”, William Stevens Perry (1832—1898), Bishop of Iowa, commented in 1894.*
The culmination of Miss Acland’s artistic achievements came with her Home
Portraiture lecture, after which, in his photographic column in Jackson’s Oxford
Journal, “Carbon’ concluded that “it was abundantly evident as she read her paper,
not only that she had worked very hard and with great system, but also that she
was, as Sir Henry Acland told the President, a born artist.”*

28. Her choice of Anstis Cove [Anstey’s Cove] (cat. no. 779) for one of her earliest colour photographs
is intriguing nevertheless, given the importance of the accurate depiction of colour to the Pre-
Raphaelites, on which see Alison Smith, “’The Enfranchised Eye’”, pp. 11—21 in Stanley and
Newall, Pre-Raphaelite Vision: Truth to Nature, p. 17; ibid., cat. no. 6, pp. 38-39; and Scott Wilcox
and Christopher Newall, Victorian Landscape Watercolours (Exhibition catalogue, Yale Centre
for British Art, 1992), p. 36. Millais described Inchbold’s painting as “exquisitely truthful” and
Ruskin also admired his work.

29. Watts to Cameron, 21 Jun 1865 (NPG P125 (1a)). Cameron’s portraiture is included in Diane
Waggoner, The Pre-Raphaelite Lens: British Photography and Painting, 1848—1975 (Washington and
Paris, 2010—11), although as Waggoner herself notes (p. 95), it would not have been termed Pre-
Raphaelite in the period.

30. Ms. Acland d. 173, fols. 181—182 (Mrs Liddell to SAA, 30 Jul [1892])

31. Ms. Acland d. 159, fol. 22 (William Stevens Perry to SAA, 7 Jul 1894)

32. ‘Carbon’, “Our Photographic Column / Leaves from a Dark Room Note-book”, Jackson’s Oxford
Journal, no. 7616 (4 Mar 1899), p. 9c



In orthochromatic and colour photography Miss Acland found fertile
ground in which to pursue her scientific interests. The choice of photography as a
scientific pastime was by no means unique to her, as shown by the many women
Autochromists and women of the Oxford Camera Club.** Nevertheless, in a context
where the increasing importance of photography in engaging women’s scientific
sensibilities has yet to be fully recognized, she offers an important example of
the trend.* Her very public photographic alliance with Cadett, her reliance on
the rhetoric of precision and measurement in promoting the Spectrum plate, and
her portrayal of colour photography as a tool of scientific enquiry are particularly
noteworthy because they challenge conventional historiographical assumptions
about the marginalization of women within the institutions of science and trade
during the period, their exclusion from scientific photography in particular, and
the domination by men of the hegemonic structures on which the construction and
management of scientific objectivity depended.®® How far Miss Acland’s experience
was peculiar to Oxford or the Royal Photographic Society, as opposed, for example,
to other provincial cities or the Salon, and how much it had in common with the
experience of women in other learned societies or civic enterprises, remains to be
determined.

For Miss Acland personally, the success of her photography allowed her to
compete on a par with her brothers in the eyes of their father. The virtue of art
and science for Acland was a given, stemming from his belief in everyone’s moral
obligation to study the works of God “in Nature generally, and in Man” (as he
reminded his daughter on her birthday in 1896).% Since setting up home in Oxford
Acland had witnessed the fortunes of both disciplines transformed: “we had
nothing in 1846, either in Science or Art”, he wrote in 1897.% His heroes were the
men who dedicated their lives to advancing artistic, scientific and medical causes:
Richmond and Ruskin, Charles Newton, Burdon Sanderson, and even Haffkine.*
Through her photography, Acland believed, his daughter was following in their
footsteps: “You have earnestly loved and followed them. And had it pleased God
that your life should be without so much pain and bodily weakness you would
have done even more.”.* By 1900 her photographic knowledge and skill had so
surpassed his expectations that one of his few hopes in the time remaining to him

33. The importance of the family background of scientific women is discussed in Roy MacLeod
and Russell Moseley, “Fathers and Daughters: Reflections on Women, Science and Victorian
Cambridge”, History of Education, vol. 8, no. 4 (1979), pp. 321-333.

34. Photography is passed over, for example, by Patricia Phillips, The Scientific Lady: A Social History
of Women’s Scientific Interests, 1520—1918 (London, 1990); Marina Benjamin (ed.), Science and
Sensibility: Gender and Scientific Enquiry, 1780—1945 (Oxford, 1991); and Ruth Watts, Women in
Science: A Social and Cultural History (Abingdon and New York, 2007).

35. On women’s marginalization in scientific photography see Jennifer Tucker, “Gender and Genre
in Victorian Scientific Photography”, pp. 140-163 in Ann B. Shteir and Bernard Lightman
(eds.), Figuring it Out: Science, Gender and Visual Culture (Hanover, New Hampshire, 2006), esp.
pp- 148-153.

36. Ms. Acland d. 134, fols. 136—139 (HWA to SAA, 26 Jun 1896)

37. Ms. Acland d. 26, fols. 171-172 (HWA to WADA, 12 Nov 1897)

38. Haffkine was “a man active in more good works of Science, Art, and sound duties, than any
man I have ever known” (Ms. Acland d. 134, fols. 34—-35 (HWA to SAA, 21 Jan 1896)).

39. Ms. Acland d. 134, fols. 136-139
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was to “learn if I can something of your famous Photography, scientific & pictorial
equally”.*

Photography allowed Miss Acland to advance her artistic and scientific
reputation to an extent unavailable to her through formal education or employment,
due to the gender, generation and class to which she belonged. It allowed her to
obtain a form of credit different from that received through service to her father or
philanthropy, without endangering her ability to undertake either. Photography
was rooted in, yet extended beyond the home, was learned and recreational,
intellectual and practical, spanned the hinterland between City and University
that she inhabited, benefitted her health (body and mind), and was compatible
with her wealth, social status, and the moral values to which she subscribed.
Despite her pessimism in 1900, it also provided her with an “object” and “interest
in life” independent of her father, which she was able to continue after his death,
saving her, at least in part, from the loss of “position” she so feared.* During the
1890s and 1900s the public contributions of women to photography continued to
be characterized and constrained by expectations relating to their gender. Miss
Acland was able to negotiate these constraints and expectations in a way that
brought her public recognition for her creative skills and abilities at the same time
as acknowledgement for her contribution to the home life she so cherished. As
her father wrote to Holman Hunt six months before his death, she was “a very
remarkable person in many ways”, and above all “a photographer of real eminence
& skill”.*#

Photography remained uppermost in Miss Acland’s mind until the last. Her
final photographic Christmas card, in 1928, was a self-portrait, presumably
taken with the help of Minn or her maids (cat. no. 748) (fig. 8.1). In June 1929 she
began compiling her photographically-illustrated memoirs. The account finished
abruptly, with blank pages left for photographs never inserted. The final paragraph
was a passage from Cardinal Newman, whom she had entertained to tea in Broad
Street half a century earlier: “Now the shadows lengthen rapidly for us all & the
evening is come, for us the busy world is a thing apart for our main work is done,
the fever of life is over.”*

Miss Acland died at Clevedon House on Tuesday 2 December 1930, aged
81 years, 5 months and 7 days. She passed away peacefully after several months
when “her sufferings had been acute”.* Her funeral was held in Christ Church
Cathedral on 5 December. She was laid to rest with her parents and brother Willie
in the family grave in Holywell Cemetery (fig. 8.7). Her cross bears the inscription
“Happy and Blest are They who have Endured.”

40. Ms. Acland d. 137, fols. 127-138 (HWA to SAA, 26 Jun 1900). The reading of “pictorial” is
puncertain: M

41. Ms. Acland d. 108, fols. 64—65 (SAA to WADA, 22 Oct 1900); fols. 74-75 (SAA to WADA, 22 Nov
1900); see ch. 1.

42. Ms. Acland d. 71, fols. 24—27 (HWA to Holman Hunt, 15 Mar 1900)

43. DRO 1148M/7/1, p. 138

44. Ms. Eng. c. 6036, fols. 140—141(Katherine Acland to Robert Metcalfe, 8 Jan 1931)



Fig. 8.7 Giles Hudson, Grave of Sarah Angelina Acland, Holywell Cemetery,
Oxford, Sony Cybershot DSC-W300 digital camera, 18 July 2012
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Fig. 8.1 Silver Medal won by Miss Acland for “Perseverance”, in “Class L (three-colour slides)”,

Lantern Slide Competition Awards, organized by Photography (5 Nov 1904) (MHS Inventory no. 61577)
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Bodleian Library, Ms. Eng. e. 3399 (Autograph book of Sarah Angelina Acland, 1872-76 and
1899)

Bodleian Library, Ms. Eng. misc. c. 748 (Paget family photograph album, c. 1860-75)

Bodleian Library, Ms. Eng. misc. d. 214 (Sarah Angelina Acland, “Memories in my 81st Year”,
[Draft memoirs, 1929—30])

Bodleian Library, Ms. Hodgson 18-19 (Photographs by Susan Hodgson, c. 1887-92, and other
Hodgson family photographs)

Bodleian Library, Ms. Minn 224-230 (Photographs collected by Henry Minn)

Bodleian Library, Ms. Minn 226 (Sarah Angelina Acland, Display album of photographic
portraits (albumen prints), 1892-96)

Bodleian Library, Ms. Photogr. b. 35-37 (Photographs by William Alison Dyke Acland, c.
1883-93)

Bodleian Library, Ms. Photogr. b. 34 (Album of photographs collected by Henry Wentworth
Acland, c. 1850-63)

Bodleian Library, Ms. Photogr. c. 175 (Album of photographs collected by Sarah Angelina
Acland, c. 1860-78)

Bodleian Library, Ms. Photogr. c. 176 & 177 (Albums of photographs by Sarah Angelina Acland,
1891 to c. 1895)

Bodleian Library, Ms. Photogr. c. 178 (Album of photographs collected by Sarah Angelina
Acland, c. 1860-80)

Bodleian Library, Ms. Photogr. d. 3 (Max Miiller family photograph album)
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Bodleian Library, Ms. Top. gen. a. 22 (Drawings collected by Henry Minn)

Bodleian Library, Ms. Top. Oxon. c. 764 (Minutes of the Oxford Camera Club, 7 Feb 1898 to 5
Apr 1909)

Bodleian Library, Ms. Top. Oxon. c. 765 (Papers collected by Frank Bellamy relating to the
Oxford Camera Club and Banbury Photographic Society)

Bodleian Library, Ms. Top. Oxon. d. 489-513 (Topographical photographs collected by Henry
Minn)

Bodleian Library, Ms. Top. Oxon. d. 964 (Minutes of the Oxford Photographic Society, 1889—91)

Bodleian Library, Ms. Top. Oxon. e. 624 (Minutes of Meetings of the Oxford Camera Club, 16
Apr 1894 to 24 Jan 1898)

Bodleian Library, Ms. Top. Oxon. e. 625 (Committee minutes of the Oxford Camera Club 17
Apr 1894 to 7 Jan 1898)

Bodleian Library, Ms. Top. Oxon. g. 21 (Henry Minn, Photographic notebook, 1901)

Censuses of England and Wales, 1841-1911 ([www.ancestry.co.uk] and [www.findmypast.
co.uk])

Christ Church Archives, Oxford, lii.b.1 (“Annual Visitations of Dr Lee’s Anatomical Theatre,
1796-1860")

Devon Records Office, Exeter, 1148M/7/1 (Sarah Angelina Acland, “Memories in my 81st Year”,
[1930])

Library of Congress, Manuscripts Division, Frances Benjamin Johnston Papers, Reel 23
(Susan Hunter, “The Art of Photography / A Visit to the Studio of Miss Frances Benjamin
Johnston”, circa 1895)

Museum of the History of Science, Ms. Gunther 28 ([“Sarah Acland Diary, 1866—-88"]

Museum of the History of Science, Ms. Gunther 29 (Sarah Angelina Acland, Poetry Book
1866—67 and Diary 1866—68, 1870-72 and 1888, with a few notes c. 1909)

Museum of the History of Science, Ms. Gunther 30 ([“Holiday Diary of Sarah Angelina Acland,
5 March to 10 April, 1908”])

Museum of the History of Science, Ms. Museum 417 (Sarah Angelina Acland, “Portraits”
/ “Photographs taken in my old Home in Broad Street, Oxford, / between the years
1891—-1900 [actually 1901] / with annotations made in 1930 in my 81st year”, compiled
1929-30)

National Archives, BT31/31523/52633/2 (“Memorandum and Articles of Association of Cadett &
Neall, Limited”)

National Archives, BT31/6881/48396 (Memorandum and Articles of Association of the
Photochromoscope Syndicate Ltd.)

National Archives, COPY 1 (Copyright Office: Entry Forms, etc., 1837-1912)

National Archives, COPY 3 (Copyright Office: Registers, 1842-1924)

National Media Museum, Janet Laing typescript (Letter from Iris C. Leslie, née Laing to
J. P. Ward of the Science Museum, about her mother’s photography, 4 Dec 1978)

National Medium Museum, Royal Photographic Society Archives, Minutes of Council (26 Apr
1905 to 1908)

Oxford District Probate Registry, 1931, p. 205a (Sarah Angelina Acland, Last will and testament,
proved 23 Jan 1931)

Private collection, Acland Artworks typescript (Henry Wentworth Acland, Account of artworks
at 39—41 Broad Street, Oxford, c. 1897, typescript)

Private collection, Acland Family Bible (Bible presented to Henry Wentworth Acland and Sarah
Cotton on their marriage, 1846)

Private collection, Book of Watercolours (Sarah Angelina Acland, Book of watercolour sketches,
1878-83)

Trinity College, Cambridge, Add. Ms. a. 401 (“Mrs F. W. H. Myers as remembered by her
Granddaughter Deenagh Goold-Adams”, typescript)



Fig. .1 Charles Lutwidge Dodgson, “S.A.A. & H.D.T. photographed by Mr Dodgson”,
albumen print, Spring 1860 (Sotheby’s Belgravia, Sale catalogue, 26 Jun 1975, lot 265)

Miss Acland’s cousin Harriet (‘Ettie”) Dyke Acland, later Troyte (1838-1921), placed this portrait in
an album given to her at Christmas 1861 by her future husband George Griffith (1834-1902), Deputy
Professor of Experimental Philosophy at Oxford. The album (location unknown) also contained
photographs by David Brewster.



