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A taste o f  the late '40s through the early '60s found in amateur stereo slides 

I hy-~a~k-wx~k? 1 Trips Hotels Motels". I am guessing 

Summer Vacations in Winter 

1 was just thinking about how I 
have yet to finish mounting my 
stereo slides from my summer 

vacation five months ago. That 
inspired me to pull out a couple of 
summer vacation views for this 
column, even though the snow is 
falling as I write this in December! 

The first is unlabeled, mounted 
in a Realist heat-seal mask and 
cardboard folder. A Native Ameri- 
can man and tepee appear in front 
of a General Information Bureau 
booth, which advertises "Dells 

this slide was taken at  isc cons in 
" 

Dells, home of famous stereograph- 
er H.H. Bennett's studio (See SW 
Vol. 21 No. 2, page 12, or 
www.wisconsinhistory.org/hhbennett). 
By the looks of the vintage cars 
partially visible behind the booth, I 
would guess this image was taken 
in the late '40s or early '50s. 

Our second view was made a bit 
more recently-the Kodak heat-seal 
mount is stamped "SEP 64"-and 
a notation written on the mount 
says only that it was taken in 
Yellowstone National Park. Bears 

were more commonly seen there in 
the '50s and '60s' judging from 
other Yellowstone images from that 
era that I've come across, but I've 
never seen one showing tourists 
casually standing so close! The bear 
appears to have just wandered into 
the parking area, and those two 
girls look as though they are about 
to reach out and pet him! We didn't 
see any bears in Yellowstone this 
past July, but if one had come this 
close, my wife would have instant- 
ly grabbed the kids and sprinted for 
the car! An extra bonus in this view 
is that the man with his hand 
raised has a Kodak Stereo camera 
(in its case) hanging from his neck. 

John Ladd in Burbank, California 
wrote concerning last issue's image 
of what he confirms is a land speed 
racer at the salt flats. "What the 
shot deuicts is not a car show but 
the actual speed trials. The 'pits' for 
this event are located on the salt 
where you will find a wide variety 
of racers plus the tow cars/trucks. 
The racers range from Model A 
Fords to modern streamliners." ee 

r' is column combines a love of stereo 
nhotography with a fondness for 1950s-era 
ing, design and decor by sharing amateur 
'eo slides shot in the "golden age" of the 
.eo Realist-the late 1940s throuqh the 
'y 1960s. From clothing and hairstyles to 

home decor to modes of transportation, these 
frozen moments of time show what things 
were really like in the middle of the twentieth 
century. If you've found a classic '50s-era slide 
' 

t you would like to share through this 
imn, please send it to: Fifties Flavored 
Js, 5610 SE 71st, Portland, OR 97206. 
4s space allows, we will select a couple of 

,,,,Jges to reproduce in each issue. This is not 
a contest-just a place to share and enjoy. 
Please limit your submission to a single slide. 
If the subject, date, location, photographer or 
other details are known, please send that 
along too, but we71 understand if it's not 
available. Please include return postage with 
your slide. Slides will be returned within 6 to 
14 weeks, and while we71 treat your slide as 
carefully as our own, Stereo world and the 
NSA assume no responsibility for its safety. 
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EDITORS HEW Comments 
and Observations 
john Dennis 

Covering Three Centuries 
in Depth 

7' he breadth of topics in this 

' I 
issue is a reminder of how 

JL many interests we attempt to 
serve in the field of stereoscopic 
imaging. Paul Hickman's feature ' on the "Old Series" views of John 
James Reilly fills in some of the 
information and images not 
included in the 1984-85 series of 
Sterm World articles on Reilly that 
he and the late Peter Palmquist 
researched and wrote. This may 
make Reilly one of the most care- 
fully studied and documented of 
19th century stereographers, and 
following the details of his produc- 
tion in various periods and loca- 
tions can be a challenge. For some, 
this may simply be more data than 
they want to digest but others may 
find answers and help with their 
collections here. 

Research and checklists like this 
were one of the original purposes 
of this publication, and while such 
articles require considerable space 
they serve a purpose not met any- 
where else in print. A follow-up 
feature by Paul Hickman adding to 
the chronology of Reilly's career 
and cataloging his "New Series" 
views will appear next. 

From the 19th century we move 
to the 21st and the possible future 
of cinema itself. When the Acade- 
my of Motion Picture Arts and Sci- 
ences recognizes the growing 
impact (and profitability) of 3-D 
films, it's a good sign that the cur- 
rent enthusiasm for stereoscopic 
movies is much more significant 
that those of either the 1950s or 
the 1980s. John Hart's article 
"Academy's Next Dimension 
Includes Hondo" reveals a similarly 
encouraging appreciation by 
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today's Hollywood "establishment" 
for what was accomplished in 
earlier 3-D films. 

Lawrence Kaufman's report on 
the 2007 Giant Screen Cinema 
Association conference makes it 
clear that 3-D is vital to the growth 
of Large Format screens, whether 
the films are made exclusively for 
such theaters or share release dates 
with conventional theaters via dig- 
ital format. The commitment of 
the National Geographic Society to 
LF 3-D films should do a lot to 
maintain quality and keep the top- 
ics covered broader than those 
covered by commercial studios or 
even some nonprofits. 

David Starkman's "Beginner's 
Guide to Digital 3-D Projection" 
reminds us of how far there is to 
go in providing simple, direct 
means of viewing digital 3-D 
images whether they are stills or 
videos. While his article is certain- 
ly helpful, it nevertheless involves 
the locating and combining of 
software and hardware from vari- 
ous sources in order to accomplish 
what was done with a single pro- 
jector, glasses and screen in a mat- 
ter of minutes in the 1950s. It 
remains to be seen if the profit 
potential seen in 3-D by movie 
producers and distributors will 
eventually occur to digital camera 
and projector makers. Advances in 
small projector resolution and 
brightness could eventually make 
possible home Z-screen projection 
that would be nearly as easy as 
popping in a DVD is now. 

Finally, Ray Zone's new book 
Stereoscopic Cinema and the Origins 
of 3-D Film 1838-1952 is reviewed 
in this issue. Its timing, at the 
dawn of what looks like the biggest 
wave of 3-D films ever, couldn't be 
better. Its look back at the people 
working on combining motion 
and depth for over a hundred and 
fifty years prior to the opening of 
Polar Express or Reowulf provides a 
reminder that today's art and tech- 
nology didn't pop into being 
overnight. Plus, this is one of the 

(Continued on next page) 



M A K E  Y O U R  P L A N S  N O W  T O  A T T E N D  

The 34th 
National Stereoscopic Association 

Convention 
July 9-14,2008 Grand Rapids, Michigan USA 

We have grand plans for a grand event in Grand Rapids, a historic and culturally r~ch  city near lower 
Michigan's western shore. NSA 2008 will take place at the beautiful Amway Grand Plaza Hotel (center 
photo), combin~ng old and new elegance In the heart of the City. You won't need to stray far from the hotel 
to flnd ~nterest~ng photographic opportunities, dozens of restaurants, and v~sitor attractions such as the 
Gerald R Ford Museum (below right), the Public Museum of Grand Raplds, the Grand Rap~ds Art Museum 
and the R~ver Walk. In addit~on to the Stereo Theater, Workshops, Trade Far, Exh~b~ts, Meetlngs and 
Banquets, the 2008 Convention Committee is planning several group excursions including a t r~p  to Meijer 
Gardens (below left), famous for ~ t s  expansive botanical and sculpture gardens, an evenlng boat excursion, 
and a vlslt to the quaint, h~stor~c and scenlc towns on the sandy shores of nearby Lake M~chtgan. 

Photos b y  Steve K~esl~ng and Barbara Gauche 

Be sure to keep watching htt~:1/2008.nsa3d.org for convention and hotel details and 
plan to spend some qual~ty t~me with us during the summer of 2008. 

1 Editofs View 1 GONE MADDD 
- - - -  - 

(Continued porn previous page) 

all too few efforts covering the his- 
tory of 3-D cinema to quote the 
words of Russian director Sergei 
Eisenstein in the 1940s, "Will all 
this not call for absolutely new 
arts, unheard-of forms and dimen- 
sions ranging far beyond the scope 
of traditional theater, traditional 
sculpture and traditional . . . cine- 
ma?" More optimistic yet is anoth- 
er Eisenstein quote predicting, per- 
haps, the experience of sitting in 
an IMAX theater seeing one of the 
recent 3-D films: "It is as naive to 
doubt that the stereoscopic film is 
the tomorrow of the cinema as it 
is to doubt that tomorrow will 
come." r'r9 "WHY WASTE YOUR TIME WlTH JUST 

by AARON WARNER 
3-0 by Ray Zone 

"WHY WASTE YOUR T lME WlTH JUST 
STEREOPHOTOGRAPHYWHEN YOUCAN STEREO PHOTOGRAPHYWHEN YOUCAN 1 HAVE SURROUND-SOUND HAVE SURROUND-SOUND PHOTOGRAPHY?'' 



Catalog, 
Old Series 
(1867-75) 
and Views 
(1865-70) 

First of two articles by Paul Hickman 

w ithin a twenty-year period, 
between 1867 and 1886, 
fifteen hundred twenty- 

eight stereographs were taken, 
edited, numbered and published 
by Reilly: 625 in the "old series," 
another 521 alternate titles or 
variant negatives and 382 in the 
"new series." Except for some neg- 
atives that he obtained in trade 
from M. M. Hazeltine, and another 
small set of Colorado views, Reilly 
is believed to have taken all these 
stereographs. Like many other 
cameramen of the collodion peri- 
od, Reilly was peripatetic, selective 
yet prolific. Yet, unlike many pro- 
fessionals of the period, he never 
published a catalog of his new 
series stereographs, or listed his 
views on the backs of his cards. 
However, he published a catalog of 
some of his old series stereographs 
circa 1873 . It has ended up in the 
collection of John Carpenter. "ca. 
1873 Catalog" is my list of Reilly 
new numbers. 

Reilly abandoned his negatives a 
century ago. Twenty years later, his 
master set of negatives was still 
uncataloged, when, in the store- 
room of a San Francisco studio 

(Richard Behrendt), the remaining 
glass plates were destroyed by 
earthquake and fire. Today, some 
scattered prints are the only arti- 
facts that remain, the only frag- 
ments that survive, of an enduring 
body of work. 

The Catalog is an attempt to 
reconstruct, from these scattered 
artifacts, a body of works no longer 
whole. Reilly's work is a complete, 
creative, and meaningful whole. 
The task of the photographic his- 
torian, on the other hand, is re-cre- 
ative, iconographic, and ongoing. 
Thus, the Catalog should not be 
construed as definitive or com- 
plete. It is simply an initial report 
on a work in progress. 

In dating the individual works of 
any photographer, the historian is 
confronted by two issues, related 
yet separate: the date of the origi- 
nal negative and the date of subse- 
quent prints. Confronted by a 
given Reilly stereograph, the care- 
ful connoisseur is often confound- 
ed. Determining the exact date of 
both his negative and his prints 
can be a difficult or impossible 
task. Yet, with any of his views, 
certain important guidelines can 

be followed to arrive at approxi- 
mate dates. 

The terminrrs a quo and terminus 
ad quem for many of his "old" and 
"new series" negatives are speci- 
fied, with utmost precision, in the 
Chronology in the November1 
December 1984, JanuaryIFebruary 
1985 and July/August 1985 issues 
of Stereo World by Hickman and 
Palmquist. Another method for 
dating his early negatives is the 
chronological sequence of identifi- 
cation numbers that he main- 
tained for his "Old Series Views." 
Determining the year in which a a 
stereograph was manufactured is 
almost always an easier historical 
task than arriving at the date of its 
negative. 

To keep pace with the fluctuat- 
ing tastes and fashions of the 
American marketplace, with sea- 
sonal and permanent changes of 
address, and with the formation 
and dissolution of partnerships, 
Reilly was forever changing the 
format, style and content of his 
prints, mounts and imprints. The 
discriminating connoisseur can 
therefore ask a great many ques- 
tions of any Reilly stereograph. Are 



the prints within glass or on a 
card? What are the dimensions 
and colors of the card stock? Small 
and yellow, larger and yellow, yel- 
low and tan, orange and lavender 
or red and pink? What are the 
shape and size of the prints? 
Square or arched? Small and dome- 
topped or larger with an 
Adamesque arch? What are the 
wording and typography of the 
logo? Where was the stereograph 
published? Suspension Bridge, New 
York? Yosemite Valley, Stockton, 

San Francisco or Marysville, Cali- 
fornia? Who is the acknowledged 
or silent partner of J. J. Reilly & 
Company? J. P. Spooner, E. D. 
Ormsby or M. M. Hazeltine? Dating 
for each of the these many vari- 
ables can be found, described in 
exhaustive detail, in the Chronolo- 
gy in the November1 December 
1984, JanuaryIFebruary 1985 and 
JulyIAugust 1985 issues of Stereo 
World by Hickman and Palmquist. 

The terms "old" and "new 
series" are coined to designate two 

distinct and unrelated numbering 
systems. These were devised by the 
photographer at early and late 
stages of his professional life. His 
intervening, unnumbered views 
are not listed (at least as such) in 
either section of the Catalog. These 
cards were published during his 
final summer in the Yosemite Val- 
ley, his years of part and full-time 
residence in San Francisco, and his 
initial period in Marysville, Califor- 
nia. Many are simply later print- 
ings of the earlier, numbered cards. 

"By).). Reilly" (bottom of recto). No. IS. Susoension Bridae, Niaaara. Stereograph. Albumen print. Orange and lavender card. Paul 
and Kathy Hickman. lonesboro, Arkansas. 

On March 18th, 7855, a vital connecting link was formed between three incompatible railway systems. The upper deck of the new 
bridge carried a single track with four rails, laid to accommodate these mixed gauges. After a merger in 1857, the broad gauge of the 
Canandaigua & Niagara Falls line was converted to the standard gauge of the New York Central. By the time that Reilly arrived on the 
scene, the old outer rail of the C. & N. E had fallen into disuse. 

By 1867 a new rival, Charles Bierstadt, had moved his business to Niagara Falls. A few years later, he also photographed a Great 
Western locomotive on the American side of the bridge. (Afterwards, in 1871, the wooden parapets were replaced by iron.) In 
Bierstadt's stereograph the fourth rail is gone. The remaining three are elevated on a platform, about a yard above the level of the 
sidewalks. The photographer selected a low, oblique vantage point that exaggerates the height of the smokestack and the length of 
the span, and he chose a raking, mid-afternoon light that enhances the texture of the rock-faced towers. Reilly's photograph, on the 
other hand, was taken from a high, confrontational vantage point, and in a flat, early afternoon light that emphasizes the sheer mass 
of the flanking "Egyptian" towers. 

In Roebling's mind, the monumentality of his bridges was assured by their massive stone towers. He conceived of his tower designs 
as symbolic. The style that he chose, whether Egyptian or Gothic revival, had nothing to do with their function. His first design for the 
Niagara Bridge called for "imposing gateways, erected in the massive Egyptian style, and joined by massive wings; the cables watched 
by sphinxes. " He then proceeded from associational to synthetic and creative uses of the past: plain limestone obelisks capped by 
scalloped ornamental blocks. His Egyptian revival suspensior 7s described by one guidebook of 1857 as "the greatest artificial 
curiosity in America. " .. , . 

Roebling 's last and greatest design 
was the Brooklyn Bridge (1 869-83). 
For its opening the critic Montgomery 
Schuyler wrote his classic and prophetic 
essay on "The Bridge as a Monument. " 
He tried to imagine the scene in some 
future millennium+nd to gauge the 
reaction of a puzzled archaeologist: 

The web of woven steel that 
now hangs between the stark 
masses of the towers may now 
have disappeared, its slender 
filaments rusted into nothingness 
under the slow corrosion of the 
centuries. Its builders and the 
generation for which they 
wrought [are] as long forgotten as 
are now the builders of the Pyra- 
mids. . . .Our future archaeologist, 
looking from one of these towers 
upon the solitude of a mastless 
river and a dispoepled land, may 
have no other means of recon- 
structing our civilization than. . 
.the tower on which he stands. 
What will his judgment of us be? 
In 1886, the massive limestone 

towers of the Niagara Bridge were 
replaced by iron, and in 1897, after 
the completion of a steel-arch bridge, 
Roebling's old monument, hung from 
iron wires, was demolished. . ,  --., -...-r. 

C W . T  "_. C . . -- 



Reilly made part of his living in 
Yosemite by taking group portraits 
of ordinary people on vacation, 
and in San Francisco, he accepted 
assignments for all sorts of routine 
photographic work. Of the views 
that resulted from these kinds of 
work, few were ever assigned num- 
bers. Otherwise, his unnumbered 
views were made for the general 
public. Many are therefore dupli- 
cated by the later, numbered cards. 

Nine views of Niagara Falls, one 
of Salt Lake City and 88 of 
Yosemite Valley, Big Trees or High 

Sierras are followed by Reilly's 
number or numbers from his other 
series for the same negative. Thrice 
as often, on 237 occasions, the 
Catalog entry is cross-listed to the 
name of at least one other photog- 
rapher, firm, or anonymous 
imprint. The photograph pub- 
lished under such an imprint is 
identical. It was printed from a 
duplicate negative (acquired by 
means of purchase or trade) or 
from a copy negatives (a pirated 
copy of a card), If the view is desig- 
nated by a number, it will be 

found after the name of either the 
publisher or his anonymous, 
wholesale imprint. 

The Catalog includes 448 exam- 
ples of photographs on the 
imprints of another publisher of a 
duplicate or copy negative. Exclud- 
ing the unnumbered views of Reil- 
ly has made it impossible to cross- 
list many additional examples of 
other maker's imprints. These past 
twenty years, the experience of 
making comparisons between 
thousands of stereographs has 
shown that so-called "variant" 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
"PHOTOGRAPHIC VIEWS,/ BY I I .  REILLY/SUSPENSION BRIDGE,/NEW YORK" No 71. look in^ Off Table Rock, Niagara. Stereograph. 
Albumen prints. Oranqe and lavender card. The late Peter E. Palmquist, Arcata, California. 

"water," writes ]oh% Ruskin, in the second volume of his ~ o d e r n  Painters (1846). "is to all human minds the best emblem of 
unwearied, unconquerable power. " Through art, Niagara has become a symbol of the New World's raw power. In 7857, at the Royal 
Academy in London, an historic encounter occurred. The principals were the most influential and outspoken critic of landscape painting 
in all the nineteenth century (Ruskin) and the most accurate and encyclopedic rendering of the movement of water tn the history of 
Western art: Niagara, by Frederic E. Church. Ruskin was amazed by Church's ability to replicate the most ephemeral of atmospheric 
effects. In his less monumental stereograph, Lookina Off Table Rock, Reilly has also captured "Whizzing shafts of water sounding for 
the bottom and exploding into volleys of spray. . . . the exuberant, wild energy of the gorge with the keen affinity of a kindred spirit. " 

"We must be careful how we talk of the leap of the river," writes Thomas Starr King, in the first edition of his popular American 
guidebook ( 1  859), 

. . .or w e  shall have Mr. Ruskin after us. He tells us that artists seldom convey the characteristic of a powerful stream that 
descends a long distance through a narrow channel, where it has a chance t o  expand as it falls. The springing lines of 
parabolic descent are apt to be the controlling feature of the picture. The stream is made t o  look active all the way, not 
supine. "Now water will leap a little way, it will leap down a weir or over a stone, but it tumbles over a high fall. . . and it is 
when w e  have lost the parabolic line, and arrived at the catenary, - when we have lost the sDrincl of the fall, and arrived at 
the plunae of it, that w e  begin really t o  feel its weight and wildness [original emphasis] 

Niaaara and Lookina Off Table Rock are majestic expressions of the mid-nineteenth-century transformation of the concept of the 
sublime into a transcendent and ecstatic state of elevation and revelation. Both pictures are eloquent responses to the esthetic 
philosophy of Ruskin and the natural theology of Emerson and King. Both the transcendentalist prophet and the Unitarian preacher 
had urged American artists to reveal the ideal behind the real and thus to evoke the supernatural behind the outward appearance of 
American nature. 

A resounding declaration of a unique national destiny was read into Niagara in a sermon delivered at the Falls by another preacher 
from Boston, Edward Thompson Tayloc 

It remains Niagara, and will roll and tumble and foam and play and sport till the last trumpet shall sound. . . .So [it is] 
wi th our country. It is the greatest God ever gave t o  man. . . .It is  our own. God resewed it for us. 
"Such use of Niagara as an emblem for the power of the United States was commonplace," writes cultural historian Elizabeth 

McKinsey, "in the decades before the Civil War. Its vast gushing waters were read as a symbol of liberty. " 
"-, -.-- - --- - -  .- A .- - -- -a" m a ,  . ," ' -c.rre * 
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images by other makers can be 
similar to one view and identical 
to another, which Reilly has some- 
times designated by a number. 
Therefore, like the unmanageable 
case of Reilly's unnumbered views, 
cross-listing to variant negatives by 
other makers is also excluded from 
the first two sections of the Cata- 
log. 

Reilly was often published and 
sometimes pirated by other pho- 
tographers and firms. The autho- 
rized use of his duplicate or variant 
negatives, and the unauthorized 
use of copy negatives, are discussed 
in the SeptemberlOctober 1985 
issue of Stereo World by Hickman. 
In a sixty-year period, from the 
1870s into the 1920s, these nega- 
tives were published under at least 
66 imprints in the United States, 

Canada or France. Of these 66, 
only six photographers in north- 
ern California ever credited their 
cameraman in the field. The 
remaining 60 failed to ever credit 
Reilly for his "Outdoor Work on 
the Pacific Coast," for his "hard- 
earned negatives." His uncredited 
photographs on their imprints 
have thus presented a great many 
problems in attribution. 

The next two sections of the 
Catalog are alphabetical lists. The 
names and locations of forty-nine 
publishers are followed by the 
names of 17 anonymous imprints. 
Eleven of these wholesale or pirat- 
ed imprints are attributed to four 
manufacturers in the September1 
October 1985 issue of Stereo World 
by Hickman, which presents a 

detailed analysis of Reilly's publish- 
ers (interrelationships, period of 
activity, and descriptions of each 
set of views). Some of its footnotes 
are indices to Reilly's correspond- 
ing "old" and "new series" num- 
bers, which are entitled in turn in 
the first two sections of the 
Catalog. 

The first four sections are based 
on the final two. Both are arranged 
into alphabetical order by location. 
Both are lists of the primary 
sources-for this article in general 
and for the Catalog in particular. 
These 85 collections of vintages 
prints are scattered across the Unit- 
ed States and Canada, with 44 
public and 41 private (dealers or 
collectors or both). 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
1. 1. Reilly,/ YOSEMITE VALLEY CAL./ Photographic Views/ OF AMERICAN SCENERY. " (margins of recto). No. 3 13. American Falls, from Laun 
[sic] Island, N ia~ara  (bottom of recto). Stereograph. Albumen print. Yellow card. Paul and Kathy Hickman, lonesboro, Arkansas. Also 
published by Reilly in his new series as No. 358. 

"A few early travelers remarked on the beauty of the Falls in winter," note art and social historians Ralph Greenhill and Thomas D. 
Mahoney, 

. . . but it was not until the middle of the nineteenth century, and the advent of photography, that winter views became 
part of the image of Niagara. From the late 1850s onwards, photographs of the ice-covered landscape were part of the 
stock-in-trade of the souvenir stores. 

In the mid- 7860s, Reilly began to make beautiful images of Niagara's ice-covered landscape and to add these stereographs to his 
growing inventoy of wholesale and retail views. Over the next twenty years, in New York and in California, he published at least four 
stereographs of the "Coral Trees" of Niagara on his own retail imprint. These titles suggest that he continued to conceive of such 
organic winter forms, incrusted with ice and snow, as environmental sculpture. 

By 1880, one of Reilly's successors in the Yosemite Valley, George Fiske, had incorporated winter views into the image of another 
national icon. Their photographs of snow-covered trees are often quite similar in terms of appearance, but some of Fiske's titles, like 
Yellow Pine in Winter's Dress andlack Frost's Visit to Yosemite, reveal an anthropomorphic conception of nature and an anecdotal 
sensibility quite unlike the monumental presence, palpable and sometimes even visceral, of Reilly's sterner Nature. 

Reveling in and revealing the natural and spiritual sublimity of the New World, Reilly was part of an older, Emersonian breed of 
American artist. Nature's grandest scenes gave such artists ample opportunity to develop an iconography of the sacred on earth, to 
portray magnificent gifts from Cod to his chosen people. In the new Promised Land, both Niagara and Yosemite were perceived by 
many such Americans as iconic images of their untransacted national destiny. 



Old Series Views 
From 1867 to 1875, during his 

years of residence at Suspension 
Bridge, New York, and in the 
Yosemite Valley and Stockton, Cal- 
ifornia, the following "old series" 
numbers and titles are assigned to 
Reilly's stereographs. Examples of 
manuscript numbers and titles are 
following by the abbreviation 'MS.' 
In the case of Niagara, four early 
views are cross-listed to another 
handwritten "old series" number 
which also designates prints from 
the same negative. Several unrelat- 
ed titles are known to be assigned 
the same number on two occa- 
sions. The known examples of 
alternate numbers for one negative 
and of multiple subjects for one 
number all occur within his first 
thirty numbers. 

The only means available for 
dating most of the "old series" 
negatives is the identification 
number on the card. From 1867 to 
1872, Reilly maintained a chrono- 
logical numbering system. Inter- 
spersed within his early system, 
sporadic numbers can be assigned 
an exact date (see the November1 
December 1984, JanuaryIFebruary 
1985 and JulyIAugust 1985 issues 
of Stereo World by Hickman and 
Palmquist). Intervening numbers 
can thus be assigned an approxi- 
mate date. The "old series" num- 
bers are therefore important guides 
in dating his early negatives. 

His chronological sequence of 
identification numbers can also be 
misleading. Negatives taken years 
later were sometimes issued under 
earlier numbers for a similar view. 
Thus, an "old series" number can 
only be assumed to correlate with 
the date when Reilly exposed his 
first negative, as opposed to subse- 
quent variant negatives, of the des- 
ignated subject. 

Two or more variant negatives of 
the subject are known to be sub- 
sumed under the same number 
and title in 12 instances, seven 
times for Niagara views and five 
for views of Yosemite or the Big 
Trees. In 1870 there was a brief, 
transitional period of overlap 
between his New York and 
California numbering systems. The 
photographer's number 430 was 
assigned to subjects on both sides 
of the continent, first to De Coo 
Lower Falls, Canada, then to 
Yosemite Valley. In at least two 
instances within his California sys- 
tem, the same number was used to 
designate alternate views of the 
Yosemite Valley and the Sierra 
Nevada. 

The case of his partnership with 
John Pitcher Spooner is consider- 
ably more complicated. Every time 
a card published under the imprint 
of Reilly & Spooner, of Stockton, 
can be compared to another card 
of the same number-but pub- 
lished under any other "old series" 
imprint, the Reilly & Spooner 
stereograph has invariably proven 
to be one of two things: 1) a simi- 
lar view of the same subjects, but 
printed from a variant negative (60 
cards); 2) a different view of a 
unrelated subject (32 cards). These 
66 sets of comparisons are a suffi- 
cient sample to reconstruct the 
overall working relationship 
between Reilly and Spooner. Reilly 
was printing from his master set of 
negatives, which remained in 
Yosemite. Meanwhile, in Stockton, 
Spooner was printing from a sec- 
ond set. "Reilly & Spooner" 
imprints, variant negatives, and 
alternate titles, are therefore identi- 
fied, item by item, in the "old 
series" section of the Catalog. 

If the only known example of a 
given number and title is a Reilly 
& Spooner card, then it may be 
assumed that somewhere, there 

"1 1. Reilly, Marysville, Cal./Views of American Scenery. " No. 367. Bridal Chambers, 
Niasara Falls, New York. Stereograph. Albumen prints. Orange and lavender card. 
Gordon L. Bennett, Kentfield, California. Also published by Reilly in his old series as 
No. 94 and by George E. Curtis as No. 23. 

Reilly relocated his place of business countless times after moving to California, and 
sometimes he established partnerships with other photographers, but for twenty 
years, he never ceased to publish his stereographs of Niagara Falls. After moving to 
Marysville he assigned new numbers to these "American" views of our preeminent 
national icon. 
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may still a stereograph that Reilly 
has imprinted with the same "old 
series" number, but printed from 
another negative. The view could 
be of an altogether different sub- 
ject, or a similar picture of the 
same subject. Regrettably, our 
knowledge and understanding of 
his early body of work is still frag- 
mentary and incomplete, for many 
such photographs still remain to 
be discovered. 

These are the numbers and titles 
not included in the November1 
December 1984, JulyIAugust 1985 
and September1 October 1985 
issues of Stereo World by Hickman 
and Palmquist. Major contribu- 
tions to the check list were provid- 
ed by Erin Tumbull of the George 
Eastman House, by Devon Cum- 
mings of the New York Public 
Library, by Maureen Fennie of the 
Niagara Falls Public Library, by Bar- 
bara Beroza of the Yosemite Muse- 
um, by Jack Rrown of Mallorttown, 
Ontario, by John Carpenter (owner 
of circa 1873 Reilly catalog) 
through Gary D. Lowe of Liver- 
more, California, and by John 
Weiler of Columbus, Ohio. Contri- 

butions to the check list were also 
provided by Helen M. Plummer of 
the Amon Carter Museum, by 
William M. Roberts of the Bancroft 
Library, by Mary F. Bell of the Buf- 
falo and Erie County Historical 
Society, by Emily Wolff of the Cali- 
fornia Historical Society, by Gary F. 
Kunrtz of the California State 
Library, by Barry Swackhamer and 
Michael J. Novak of the Central 
Pacific Railroad Photographic His- 
tory Museum, by Judith Keller of 
the J. Paul Getty Museum, by Kate 
McGinn of the Huntington 
Library, by the Prints and Photo- 
graphs Division of the Library of 
Congress, by Wolfgang Sell of the 
Oliver Wendell Holmes Stereoscop- 
ic Research Library, by Shannon 
Perich of the National Museum of 
American History, Smithsonian 
Institution, by Jim Crain of San 
Francisco, by Jerry Dene of Bowl- 
ing Green, Kentucky, by Robert J. 
Dynes of Stoney Creek, Ontario, by 
Arthur Fallell of Charlottesville, by 
Jack Gadberry of Jamesberry, 
California, by Larry Gottheim of 
Yonkers, New York, by Mike Grif- 
fith of Lilbum, Georgia, by Darvin 

"1. I. Reilly, YOSEMlTE VALLEY CAL./Photograph Views OF AMERICAN SCENERY" No num- 
ber. The Cwstal Palace, Niagara Falls, New York side. Stereograph. Albumen prints. 
Orange and lavender card. Paul and Kathy Hickman, lonesboro, Arkansas. Also 
published by Reilly in his new series as No. 354. 

A sense of delicacy and purity, or of transience and fragility, often pervades Reilly's 
high-keyed images of Niagara's ice caves. Later titles like Bridal Chamber and Crvstal 
(;rotto suggest that in middle age, recalling his winter walks through those tiny 
caverns rebounding with the roar of the Falls and suffused with a dim glow of light, 
he reinterpreted a few of his early photographs as iconic equivalents to memorable 
religious experiences. 

Jemming of Thermopolis, 
Wyoming, by Jeff Kraus of New 
Paltz, New York, by Gary D. Lowe 
of Livermore, California, by 
Michael Maslan of Seattle, Wash- 
ington, by Steven G. Miller of Lake 
Villa, Illinois, by George Polakopp 
of Hubbard Woods, Illinois, by 
Harry 0. Porter of Arlington, Texas, 
by Richard and Sybil Reedy of 
Orem, Utah, by Chuck and Cari 
Reincke of Fallbrook, California, by 
Paul Rubinstein of Charlotteville, 
Virginia, by John Saddy of Lon- 
don, Ontario, by Ken and Ronnie 
Williams of Mattawan, Michigan, 
and by David L. Spahr of Washing- 
ton, Maine. The chronology and 
the check list are works in 
progress, and each remains regret- 
tably incomplete. Can you, from 
your collection, provide me with 
any additional information? The 
numbers and titles in this article 
are not included in the Novem- 
bedDecember 1984, JulylAugust 
1985 and SeptemberIOctober 1985 
issues of Stereo world by Hickman 
and Palmquist. Any numbers and 
titles? Any cross-listing? Please 
direct information about views of 
all subjects to Paul Hickman 1306 
Warner Avenue, Jonesboro, AR 
72401, (870) 931-0234, email: 
phickman@astate.edu . I thank YOU, 
in advance, for your assistance. 

[Additions to the Reilly Chronol- 
ogy and an illustrated list of new 
series views (1870-86) will appear 
in a second article.] 
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