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IN the first book-length biography to span Frances Benjamin
Johnston’s career in photography, author Bettina Berch recounts a 1923
episode that has yet to receive more attention from photohistorians as
an example of collaboration between women in the business of pictorial
photography! While visiting Southern California to photograph and
give slide-illustrated lectures on gardens, Johnston (1864-1952) joined
forces with a now little-known photographer, Viroque Baker (1889-
1980). Together, they endeavored to launch Kinema-Kraft Prints—a busi-
ness in which Johnston proposed to take photographs on the sets of the
local motion picture studios. From these, Baker would then make gum
prints, which would ultimately serve as “hang-it-on-your-living-room-
wall Art,” in Berch's words.? Berch understandably describes the plan
only briefly, characterizing it as a minor episode in the grand story of
Johnston’s career. She suggests that Johnston's demand for the lion'’s
share of the profit, along with the studios’ low estimation of the prod-
uct’s value, were likely to blame when the project “never materialized.”
A closer look at Johnston's correspondence in her collection at the
Library of Congress, however, reveals a more complex situation: the
project had initial traction, for one, and “experimental prints” were the
topic of one especially revelatory exchange.* Thanks to a suggestion by
photohistorian Monica Bravo—who recommended I look into Johnston
after I informed her that I was studying the collection Viroque Baker
presented to the Natural History Museum of Los Angeles County in
1979°—we can now also understand the Kinema-Kraft project in relation
to the formerly unassociated photographic prints.

Owing much to Bettina Gockel’s research and teaching, the
understanding of Johnston and Baker’s collaboration presented here is
one in which pictorial photography functions as an adaptable and com-
petitive strategy for creative and enterprising women.® As Gockel has
observed, pictorialism persisted in the decades after Alfred Stieglitz
ceased publication of his journal Camera Work, notably in the hands of
artists like Johnston, who broke the contemporary confines of White
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middle-class femininity in the United States and has since become an
LGBTQ+ icon.” Although less studied than Johnston, Viroque Baker
offers a similar case. As a woman aided in her business by a woman who,
records suggest, was her best friend and eventual life partner, the entre-
preneurial Leah Middleton,® Baker likewise cultivated a business that
plumbed what she referred to as “the possibilities for art development”
in photography.” Published in a professional profile in the 1926-1927
edition of Who's Who in Los Angeles County identifying Baker as a pro-
ducer of “Pictorial Photography,” these words implied possibilities not
just for the development of photography as art following the Photo-
Secession, but for the development of photographic artmaking as a prof-
itable business.”? Taking these words as an echo of the ideas underlying
Kinema-Kraft Prints just a few years earlier, a return now to the 1923
episode brings into focus a generative moment in this long history of
pictorial photography when two careers converged.

[. ON THE MOVIE SET

In the early twenties, Johnston and Baker were among a number of
women in photography whom scholar David S. Shields acknowledges
were shut out of camera-wielding roles in the “vertical integration of the
studio,”" yet managed individual businesses in the Southern California
motion picture industry—for example, by making portraits.!? As Berch
astutely observes, Johnston, given the popularity of motion pictures,
was proposing her project to the studios as a publicity opportunity with
a sizable price tag and “trying to sell the studios an idea they did not
really need.”*® The correspondence in Frances Benjamin Johnston's col-
lection at the Library of Congress, however, shows that the studios took
a positive interest in her proposal. Johnston offered the studios image
credits in cases where she used their negatives, as well as credit to the
films whose sets she shot herself. She also offered the studios the chance
to review and possibly reject her negatives, which she would then forfeit
to them for destruction.'* Both Goldwyn and Thomas H. Ince Corpora-
tion agreed to these terms.!> The studio of Mary Pickford, whose recep-
tiveness Johnston claimed offered her “the most encouraging begin-
ning,"® sent Johnston a contract.”

Johnston’s papers furthermore reveal a wider variety of applica-
tions for the prints than is communicated in her letters to the studios. In
addition to the studio publicity and the sale of the prints in the depart-
ment stores Berch describes,'® an early letter sent by Johnston soliciting
consultation on the project suggests these ideas were spin-offs of an
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initial plan “for an article [...] under some such title as ‘Architecture in
Relation to the Movies.”* In working towards this article, Johnston notes
how “at Miss Pickford’s, [she] made a few experimental prints [..]"2° She
apparently shared these prints along with her request, because just a
few days later, she received an encouraging reply: “They are not only
charming from an artistic point of view,” the consultant wrote, “but they
possess the elusive quality of an etching, something not usually found in
a photograph.”*

This consultant was Page Eaton, a former New York-based exec-
utive in the “Art & Gift” business.?? Setting aside Eaton’s observations on
“the magic” (her words) of Johnston’s subject of the movies, her letter
stands out in Johnston'’s preserved correspondence for its incisive assess-
ment of the regional mass market for photographs printed in this “elu-
sive” technique—a technique which neither Johnston's inquiry nor
Eaton’s reply specifies.?? Eaton confirmed that Johnston would need to
solve “the mechanical problem of reproduction in quantity at a moder-
ate cost,” but voiced no concerns about the effects of mass reproduction
on the appearance or estimation of the final product.? Instead, she
maintained that such “an Art Print line [...] would have the charm of nov-
elty as well as the delight of real artistic value.”* Forecasting that John-
ston’s targeted market was a good one, she cited a recent thirty percent
growth reported for an unnamed store specifically in “the picture depart-
ment."*

Eaton’s was a pragmatic evaluation, not a theory of photography,
and might be easily shrugged off by photohistorians were it not for its
mention of another, under-researched context for pictorial photogra-
phy: the Better Homes in America movement, launched just the previous
year. The Better Homes in America movement, in promoting consumer
patterns while enforcing the notion that People of Color and immigrants
must be edified in “better” homemaking, as scholars have shown,?” cor-
related for Eaton with what she described as “an increasing demand for
articles of merit in the home.”?® Johnston’s Kinema-Kraft prints, in the
former retail executive’s view, were articles of such “merit.” Considering
more recent critical and creative responses to Johnston, who was White,
and her earlier work photographing young Black and Indigenous people
at the Hampton Normal and Agricultural Institute,?” Eaton’s reference to
the Better Homes in America movement shows how pictorial photogra-
phy lent itself to “the entire civilizing mission that disavowed structural
violence,” to cite photohistorian Laura Wexler’s reading of contemporary
photographer Carrie Mae Weems's engagement with Johnston’s photo-
graphs in The Hampton Project.** In Johnston's surviving correspondence
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on Kinema-Kraft Prints, Better Homes in America appears as a side-
note—but one which begs closer scrutiny, following Weems and others,
of pictorial photography for its role in this history.?

[I. STICKING WITH THE GUM PRINT

It is unclear which exact prints Johnston showed Eaton to elicit the vet-
eran retailer’s remarks on their technique and potential salability, but
they were most likely gums printed by Viroque Baker showing the sets
of Mary Pickford’s 1923 film, Rosita.*> Johnston corresponded with
Pickford's studio requesting “Miss Pickford’s written O.K. for the use of

(1) Virogue Baker (signed), Set for Mary Pickford, 1920s — Gum
print, [1923], gum print mounted on paper, 17.8x22.9 cm
(print), 45.7 x 35.6 cm (with mat), Viroque Baker (1889-1980)
Collection, 1916-1948. Seaver Center for Western History
Research, Natural History Museum of Los Angeles County.
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the ‘Rosita’ stills.”** Of the sixteen photographs in Johnston'’s collection
at the Library of Congress grouped under “Hollywood set prints, 1923,”
six—all silver gelatin prints—show vacated sets connected to the film by
labels or notations on the prints or mounts. The collection finding aid
lists Johnston as the “collector” of the group,® although she is noted as
the photographer on some of these prints that were made by former
librarians from the acquired negatives.* Finally, three of these silver gel-
atin prints of the Rosita sets correspond to four prints in Viroque Baker’s
collection at the Natural History Museum in Los Angeles.*

With the annotation “gum print” and minor variations on “Set for
Mary Pickford” on the backs of their paper mounts, the prints in Baker’s
collection reveal the same gum technique Berch highlights in her read-
ing of Johnston's correspondence.’” A close look at one of these gum
prints shows the same view of a stone-paved street devoid of actors as

(2) Frances Benjamin Johnston (attributed to), Calif., Hollywood, scene from
“The Street Singer” or “Rosita,” 1923, silver gelatin print, 20.3x25.4 cm, Frances
Benjamin Johnston Photograph Collection, Library of Congress, Prints & Photo-
graphs Division, LOT 11745 (G).

the glossier silver gelatin print in Johnston’s collection, the sky slightly
cropped (fig. 1). Details in the Johnston collection print—the lines of mor-
tar marking exposed brickwork, a curtain parted in an upstairs window
in the background (fig. 2)—indeed elude the viewer of the gum. The lines
of the street’s masonry appear roughened and the sky filled with flecks.
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The print’s torn edges assert its tactility within the opening of the mat—
an opening further framed by lines hand-drawn in pencil. While its sta-
tus as an “article of merit” is certainly open to debate, the gum print’s
status as an article—an object®*—is not.

Despite being “novel” to Eaton, these characteristics that differ-
entiate the gum print from the silver gelatin photograph were far from
new to photographers in both practice and public debate. Bettina Gock-
el’s digitization of Camera Work makes quantifying a facet of this history
more accessible than ever before: occurrences of the word “gum” in the
magazine drop after 1911, before a final mention in the closing 1917
double issue by the poster-child of the new “straight photography,” Paul
Strand.* In this essay, Strand famously disparages the “gum-print, oil
print, etc,, in which the introduction of hand work and manipulation is
merely the expression of an impotent desire to paint.”® But as part of
Baker and Johnston’s pictorial business strategy in 1923, the gum print’s
mass retail potential, at least in one advisor’s view, rested in no small
part on this offering of “something not usually found in a photograph.”!

Partway through the project, Baker had a chance to re-test the
gum print strategy when the studio of Cecil B. DeMille loaned her some
negatives directly. “They are not particularly interesting,” Baker wrote to
Johnston, “but I think can be made so in the printing.”*? Here, the gum
technique promised not only a novel result but a critical intervention
when Johnston and Baker’s collaboration faced an otherwise impossible
challenge: “Unfortunately, the sets at Guadalupe have been torn down,
so there’s no chance to make other negatives,” Baker advised.* A gum
print in Baker’s collection at the Natural History Museum showing the
“City of Rameses” set from director Cecil B. DeMille’s The Ten Command-
ments exhibits a result of Baker’s efforts (fig. 3).** The city’s wall appears
grainy, the figures in the background as shadows. Baker signed her
name as on several of her gum prints of film sets—on the front in the
margin.

This return to and broadening of Berch’s research with Baker’s
collection reveals several nuanced outcomes of the attempted collabora-
tion with Johnston. With these few known surviving prints, the project
likely failed to achieve the scale that Johnston envisioned. Setting up a
creative business peripheral to the film studios was no easy task. On the
same weekend she wrote to the studios to cement their cooperation,
Johnston herself wrote as much to Baker: “Of course, I do not minimize
the difficulties or dangers which beset an undertaking of this kind, espe-
cially in dealing with the Motion Picture Producers.” In the same letter,
however, Johnston also referred to a more immediate business concern:
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(3) Viroque Baker (signed), Set for The Ten Commandments — 1920s — Gum print, [1923], gum
print mounted on paper, 26 x20.3 cm (print), 45.7 x 35.6 cm (with mount), Viroque Baker
(1889-1980) Collection, 1916-1948. Seaver Center for Western History Research, Natural History

Museum of Los Angeles County. From a negative provided to the artist by Famous Players-Lasky
Corporation.
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a disagreement between Johnston and Baker on the “proper value” of
Baker’s “work and qualifications,” which Baker—as Johnston wrote—sug-
gested were at least equal to Johnston'’s.*® Johnston argued that she her-
self should have a greater share of the profits than Baker because, among
other reasons, she planned to not only make the negatives, but also had
the idea for the business in the first place. The “combination,” as Johnston
referred to the collaboration, was under threat from Baker’s defense of
the relative value of her gum prints.*

At its heart, this difference was certainly nothing new in the
world of business. A hopeful Johnston concluded the letter with the wish
that her work with Baker could proceed. Baker, however, in her ultimate
signing of and inclusion of the film set prints in her personal collection,
carried out her own version of the plan without her senior collaborator.
This gesture might scan as a simple vote for the importance of the prints
as “article[s] of merit” and printing photographs as an interpretive pro-
cess, at best—theft, at worst. But to what end? Reinforced hangers adhered
to the backs of some of Baker’s film set prints’ paper mounts hint at their
histories of display.*” One gum bears an exhibition entry form for the
1931 California Artists’ Fiesta. But the form lists the print as “not for
sale,” and the other prints, if Baker ever offered them for sale, clearly
counted among the copies never sold.*®

Baker continued to make and compete with gum prints, garner-
ing accolades for her unique approach to this work in the genre of por-
traiture.*” She also developed a specialty photographing architecture,
albeit off the Hollywood lots.”® Reproductions of photographs corre-
sponding to signed prints in her collection showing houses designed by
architect R. M. Schindler began circulating internationally as early as
192951 Searches for her name in digital repositories reveal reproduc-
tions of her photographs in publications ranging from the Los Angeles
Times to California Arts & Architecture.®® Like Johnston, she photo-
graphed gardens: her name appears under reproductions in Architec-
tural Digest and Desert magazine.>® In 1933, the prolific Los Angeles Times
columnist Alma Whitaker ran a short piece on Baker celebrating the
acceptance of her bromide print of an electric waffle iron by the interna-
tional photographic salon of the Chicago World’s Fair.* Doubtlessly
appealing to the crowds drawn by the “Century of Progress” theme,
reflections in a version of Baker’s photograph in her collection radiate off
the polished metal surfaces of this modern home appliance in an invoca-
tion of the “circular rhythms” praised by Margaret Watkins in her essay,
“Advertising and Photography” (fig. 4).° Shot for the chic Young's Market,*
whose advertising executive had recently passed the presidency of the
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(4) Viroque Baker, Waffle Iron — Young's Market Company — Los Angeles, Permanently hung in
“Julius Rosenwald” Museum of Science and Industry — Chicago, ¢. 1933, photographic print
(possibly bromide) mounted on paper, 33x26.7 cm (print), 45.7 x 35.6 cm (with mount),
Virogue Baker (1889-1980) Collection, 1916-1948. Seaver Center for Western History Research,
Natural History Museum of Los Angeles County.
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Los Angeles Association of Advertising Women to Baker,”” the 1933 pho-
tograph was likely the result of another collaboration between creative
women in business, with the application of lessons from pictorial pho-
tography—this time in the form of a sharper print—a winning strategy.>®

In the history of collections of photography by women in South-
ern California museums, it is notable that Johnston’s, which she sold to
Henry E. Huntington in 1924,% and Baker’s, which she gave to the Natu-
ral History Museum fifty-five years later, were among the first.®® Their
collaboration in the summer of 1923 offers a rare record of an especially
articulate private debate between women about both art and what
Kelley Wilder has referred to as “the business of photography.”®! On the
surface a common dispute about the relative value of ideas versus
objects, and, as Johnston also acknowledged, the time of creative and
enterprising women tied up in each,® the episode is exceptionally pro-
ductive in illustrating “the possibilities for art development” in photog-
raphy. It shows how much is to be learned about the contributions of
women to the businesses surrounding Hollywood motion pictures and
the home, if, following Bettina Gockel, we welcome a critical return to
source materials.

NOTES
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Nicole Krup Oest



de Gruyter, 2020); Kelley Wilder, Ulla Fischer-Westhauser, and Uwe Schégl,
“Editorial: Photography in the Marketplace: On the Material History of Busi-
ness,” Photoresearcher 25 (2016): 1-6, http://www.eshph.org/journal/category/
n0-252016/, accessed July 22, 2025; Steve Edwards, “Why Pictures? From Art
History to Business History and Back Again,” History of Photography 44, no. 1
(2020): 3-15, https://doi.org/10.1080/03087298.2020.1827832, accessed

July 22, 2025; Costanza Caraffa and Julia Barnighausen, “Introduction:
Photography, Art, Market, and the Production of Value,” Mitteilungen des
Kunsthistorischen Institutes in Florenz 62, no. 1 (2020): 3-9, https://www.jstor.
org/stable/26996027, accessed July 18, 2025.

Bettina Berch, The Woman behind the Lens: The Life and Work of Frances
Benjamin Johnston, 1864-1952 (Charlottesville and London: University Press
of Virginia, 2000), 98-99. Berch also describes how Johnston contemplated
relocating to Southern California.

Berch, Woman behind the Lens, 99.

[Frances Benjamin Johnston], copy of a letter to Mrs. [Page] Eaton, June 4,
1923, reel 9, Frances Benjamin Johnston Papers, Manuscript Division, Library
of Congress, Washington, DC (hereafter cited as Frances Benjamin Johnston
Papers), microfilm.

On the size of the collection and its status as gift given in 1979, see Jane
Apostol, “Viroque Baker: Photographer,” Biblio-Cal Notes 12, no. 1 (Spring
1982): 164; Peter E. Palmquist, Shadowcatchers II: A Directory of Women in
California Photography 1900-1920 (Arcata, CA: P.E. Palmquist, 1991), 25.

See, for example, Gockel's call to connect photohistorical research with that
of Hollywood film in Bettina Gockel, “Editorial: Kunstfotografie im frithen
20. Jahrhundert - doch innovativer und diverser als gedacht?” in Kunst der
Fotografie: Das dynamische Nachleben des internationalen Piktorialismus und
die Schweizer Zeitschrift “Camera,” by Henna Keski-Maenpéaa, vol. 3, Art &
Photography (Heidelberg: arthistoricum.net, 2025), xii, https://doi.
org/10.11588/arthistoricum.1391, accessed July 22, 2025.

See Gockel, “Editorial: Kunstfotografie im frithen 20. Jahrhundert,” vi-ix, x,
xi. For an example of research on later pictorialism in Switzerland, see Henna
Keski-Maenpéda, Kunst der Fotografie: Das dynamische Nachleben des interna-
tionalen Piktorialismus und die Schweizer Zeitschrift “Camera,” vol. 3, Art &
Photography (Heidelberg: arthistoricum.net, 2025), https://doi.org/10.11588/
arthistoricum.1391, accessed July 22, 2025. On Johnston's sexuality, see also
Frank Perez, “The Gay Lens: Frances Benjamin Johnston and Pops Whitesell,”
French Quarter Journal, https://www.frenchquarterjournal.com/archives/
the-gay-lens-frances-benjamin-johnston-and-pops-whitesell, accessed

July 25, 2025; Perez is also cited in Susan Turner-Lowe, “The Pride and
Practice of Frances B. Johnston,” Huntington Verso (blog), June 6, 2023,
https://www.huntington.org/verso/pride-and-practice-frances-b-johnston,
accessed July 25, 2025. On Johnston and class, see Berch, Woman behind the
Lens, 92.

On Baker’s sexuality, see John Crosse, “The Schindlers and the Westons and
Their Bohemian Circles: The Schindlers and the Hollywood Art Association,”
Southern California Architectural History (blog), February 11, 2015, https://
schindlers-westons.blogspot.com/2015/02/the-schindlers-and-hollywood-
art.html, accessed July 16, 2025. On Baker and Middleton creating a public

Viroque Baker, Frances Benjamin Johnston, and Pictorial Photography

363



364

10

11

12

13
14

15

16

living room and space specializing in Asian art and art by women, see
Antony E. Anderson, “Art and Artists: The Power of Art,” Los Angeles Sunday
Times, June 13, 1909, 11115, ProQuest, accessed July 22, 2025; also cited in
Nancy Dustin Wall Moure, Publications in Southern California Art 1, 2, & 3
(Los Angeles: Dustin Publications, 1984), 122. Middleton, born Schneider,
married and moved to Kern County, but visited Baker. See “Life’s Gentler
Side—Society, Music, Song and the Dance—The Theaters: Movements in
Society,” Los Angeles Daily Times, October 10, 1913, 117, ProQuest, accessed
July 22, 2025. On Middleton’s divorce and ownership of a clothing store, see
“1930 United States Federal Census,” entry for Leah Middleton, Long Beach,
Los Angeles, California, FamilySearch.org, accessed July 16, 2025. In 1934,
Middleton was working with Baker. See Leah Middleton to R. M. Schindler,
June 17,1934, R. M. Schindler papers, Architecture and Design Collection,
Art, Design & Architecture Museum; University of California, Santa Barbara.
The 1940 census lists Baker and Middleton at the same address, with Baker
identified as the “head” of the house and single, and Middleton as Baker’s
“partner.” See “United States, Census, 1940,” entries for Viroque D. Baker and
Leah Middleton, San Gabriel Township, Los Angeles, California, FamilySearch.
org, accessed July 16, 2025.

Charles]. Lang, ed., “Viroque Baker,” in Who’s Who in Los Angeles County,
1926-27, Issued with Women's Who's Who Is Los Angeles County (Los Angeles:
C.J. Lang, [19267]), 264.

Although this essay can only narrowly address these topics, I owe much
thanks to Jordan Resnick for providing valuable insight into Stieglitz’s posi-
tion on commercial applications of photography. For a clarification of the
relationship of pictorial photography to pictorialism and the context of the
Photo-Secession, see Anne McCauley, “Introduction: Photographing
Together,” in Clarence H. White and His World: The Art & Craft of Photography,
1895-1925, by Elizabeth Anne McCauley, with Peter C. Bunnell, Verna
Posever Curtis, Perrin M. Lathrop, et al. (New Haven and London: Princeton
University Art Museum, 2017), 13-15, 17n7, 17n9, catalog published in con-
junction with an exhibition of the same title presented at the Princeton Uni-
versity Art Museum, October 7, 2017-January 7, 2018.

David S. Shields, Still: American Silent Motion Picture Photography (Chicago:
University of Chicago Press, 2013), 331 (direct quote), 335.

Shields includes Baker, but not Johnston, in his list. See Shields, Still, 335,
390n10.

Berch, Woman behind the Lens, 99.

See [Frances Benjamin Johnston], copy of a letter to Joseph Jackson, July 28,
1923; [Frances Benjamin Johnston)], copy of a letter to Clark W. Thomas,

July 29, 1923; compare to Frances Benjamin Johnston, memo included with a
copy of a letter to Mark Larkin, July 7, 1923, all in reel 9, Frances Benjamin
Johnston Papers, microfilm.

See Joseph Jackson to Frances B. Johnston, July 31, 1923; Clark W. Thomas to
Frances B. Johnston, July 31, 1923, both in reel 9, Frances Benjamin Johnston
Papers, microfilm.

[Frances Benjamin Johnston], copy of a letter to Mark Larkin, July 7, 1923, reel
9, Frances Benjamin Johnston Papers, microfilm.

Nicole Krup Oest



17

18
19
20
21

22
23

24
25
26

27

28
29

30

See Mark Larkin to Frances B. Johnston, August 22, 1923, reel 9, Frances
Benjamin Johnston Papers, microfilm.

See Berch, Woman behind the Lens, 99.

[Johnston] to Eaton, June 4, 1923,

[Johnston] to Eaton, June 4, 1923.

Page Eaton to Frances B. Johnston, June 6, 1923, reel 9, Frances Benjamin
Johnston Papers, microfilm. Eaton is also cited in Sam Watters, Gardens for a
Beautiful America 1895-1935: Photographs by Frances Benjamin Johnston,
Classical America Series (New York: Acanthus Press, 2012), 148. I am thank-
ful to Kate Phillips for bringing the mention of this project in Watters’s book
to my attention (Kate Phillips, email to the author, July 23, 2025). On the
etching comparison, see also Berch, Woman behind the Lens, 99.

Eaton to Johnston, June 6, 1923.

Eaton to Johnston, June 6, 1923. On markets as a lens for rethinking the
history of photography, see, for example, Wilder, Fischer-Westhauser, and
Schogl, “Editorial: Photography in the Marketplace,” 3.

Eaton to Johnston, June 6, 1923.

Eaton to Johnston, June 6, 1923.

Eaton to Johnston, June 6, 1923. The place of these prints in relation to the
market for art photography promises a fruitful avenue for further analysis.
For observations on the “[t|he fine art photography market” that help concep-
tualize the Kinema-Kraft Prints project in comparison to other areas of
photographic production, see Caraffa and Barnighausen, “Introduction:
Photography, Art, Market, and the Production of Value,” 4.

See, for example, Manisha Claire, “The Latent Racism of the Better Homes in
America Program,” JSTOR Daily, February 26, 2020, https://daily.jstor.org/
the-latent-racism-of-the-better-homes-in-america-program/, accessed

July 17, 2025; Gwendolyn Wright, “Women'’s Aspirations and the Home:
Episodes in American Feminist Reform,” in The Unsheltered Woman: Women
and Housing, ed. Eugenie Ladner Birch (New Brunswick and London: Trans-
action Publishers, 2012; repr., Rutgers, The State University of New Jersey,
1985),136-137; compare to Clarissa Rile Hayward, How Americans Make
Race: Stories, Institutions, Spaces (New York: Cambridge University Press,
2013), 123-125.

Eaton to Johnston, June 6, 1923.

For a critical reading of recent scholarship on racism in the reception of
Johnston's Hampton Album, see Clara Barnhart, review of Lincoln Kirstein's
Modern, by Samantha Friedman and Jodi Hauptman, Panorama: Journal of the
Association of Historians of American Art 6, no. 2 (Fall 2020), https://doi
org/10.24926/24716839.10757, accessed July 21, 2025. The section of Lincoln
Kirstein's Modern (a catalogue published in conjunction with an exhibition
at The Museum of Modern Art, New York, March 17-June 15, 2019) that
Barnhart engages with on this point is Lynn Garafola, “Lincoln Kirstein: Man
of the People,” in Lincoln Kirstein's Modern, by Samantha Friedman and Jodi
Hauptman (New York: Museum of Modern Art, 2019). On the Better Homes
in America movement’s reach to schools like the Hampton Institute, see
Wright, “Women’s Aspirations and the Home,” 136.

Laura Wexler, “Fabrications: Frances Benjamin Johnston / Carrie Mae
Weems / Hampton Institute Students,” in Collaboration: A Potential History of

Viroque Baker, Frances Benjamin Johnston, and Pictorial Photography

365



366

31

32

33
34

35

36

37
38

Photography, ed. Ariella Azoulay, Wendy Ewald, Susan Meiselas, Leigh
Raiford, and Laura Wexler (London: Thames and Hudson, 2023), 195. See also
Vivian Patterson, Carrie Mae Weems: The Hampton Project, with Carrie Mae
Weems et al. ((New York] and Williamstown, MA: Aperture and Williams
College Museum of Art, 2000), published in conjunction with an exhibition at
the Williams College Museum of Art, Williamstown, Massachusetts,

March 4-October 22, 2000.

For a brief allusion to the need for further study of the effects of the Better
Homes movement, see Paul C. Luken and Suzanne Vaughan, “Standardizing
Childrearing through Housing,” Social Problems 53, no. 3 (2006): 328,
https://doi.org/10.1525/sp.2006.53.3.299, accessed July 21, 2025.

Rosita, directed by Ernst Lubitsch (Mary Pickford Co., 1923). Despite the 2017
completion of a high-profile restoration of a rare print, the restored film
remains in limited circulation. See Joseph McBride, How Did Lubitsch Do It?
(New York: Columbia University Press, 2018), chap. 3, “The Rosita Conun-
drum,” a Columbia University Press E-Book, Libby App; Jan-Christopher
Horak, “Rosita Restored,” UCLA Film & Television Archive (blog), December 14,
2018, https://www.cinema.ucla.edu/blogs/archival-spaces/2018/12/14/rosi-
ta-restored, accessed July 17, 2025.

[Johnston] to Larkin, July 7, 1923.

Prints and Photographs Division of the Library of Congress, “Frances Benja-
min Johnston photograph collection (Library of Congress) [finding aid],” 2021
(revised 2023), 228, https://lccn.loc.gov/88707696, accessed November 6, 2025.
I am thankful to Kate Phillips and Helena Zinkham for clarifying that former
librarians at the Library of Congress printed at least some photographs in
this group (specifically those mounted on gray paper) due to the state of the
negatives, now possibly lost. Johnston’s authorship of the negatives was
assumed based on her ownership. Kate Phillips, email to the author, July 23,
2025.

The three prints attributed to Johnston are “Calif,, Hollywood, Scene from
‘The Street Singer’ or ‘Rosita,” 1923 (a view of tile-roofed buildings across
water); “Calif,, Hollywood, scene from ‘The Street Singer’ or ‘Rosita,” 1923
(reproduced with this essay); and “California. Hollywood, Los Angeles. 1923,
Scene from ‘The Street Singer,” a Mary Pickford movie. [Interior view| Great
hall with statuary and richly ornate furnishings,” 1923—all in Frances
Benjamin Johnston Photograph Collection, Library of Congress, Prints &
Photographs Division, LOT 11745 (G). The corresponding prints in Baker’s
collection are identified in the inventory as “Motion picture set built for
Mary Pickford, 1921 - Gum print” [sic]; “Set for Mary Pickford, 1920s - Gum
print” (reproduced with this essay) and “Set for Mary Pickford - 1920s - gum
print” (a darker print of the same view); “A Spanish Banquet Hall - Gum
print,"—all in Viroque Baker (1889-1980) Collection, 1916-1948. Seaver Cen-
ter for Western History Research, Natural History Museum of Los Angeles
County.

See Berch, Woman behind the Lens, 99.

On materiality in photohistory, see, for example, Wilder, Fischer-Westhauser,
and Schogl, “Editorial: Photography in the Marketplace,” 1-3, 6; Caraffa and
Barnighausen, “Introduction: Photography, Art, Market, and the Production
of Value,” 7-8.

Nicole Krup Oest



39

40

41
42

43
44

45

46

47

48

See Camera Work. A Photographic Quarterly — Eine digitale Edition, ed. Bettina
Gockel in collaboration with Nadine Jirka, Sophie Junge and Lisa Boos
(Heidelberg: arthistoricum.net, 2023), https://doi.org/10.11588/edition.
camerawork, accessed July 18, 2025. On the project, see, for example, Bettina
Gockel, “Making a Digital Research Project in the History of Modern Art and
Photography: The Art and Photo Magazine Camera Work,” in Von analogen
und digitalen Zugdngen zur Kunst - Festschrift fiir Hubertus Kohle zum

60. Geburtstag, ed. Maria Effinger, Stephan Hoppe, Harald Klinke, Bernd
Krysmanski (Heidelberg: arthistoricum.net, 2019), 329-335, https://doi.
org/10.11588/arthistoricum.493.c6576, accessed July 18, 2025. On digital
research of photojournals, see also Gockel, “Editorial: Kunstfotografie im
frithen 20. Jahrhundert,” vi.

Paul Strand, “Photography,” Camera Work 49/50 (June 1917): 3, online at
https://doi.org/10.11588/diglit.31462.3, accessed July 17, 2025. See this quote
also in the same essay in Seven Arts: Paul Strand, “Photography,” Seven Arts 2,
no. 4 (August 1917): 524.

Eaton to Johnston, June 6, 1923.

Viroque Baker to Miss [Frances Benjamin] Johnston, June 16, 1923, reel 9,
Frances Benjamin Johnston Papers, microfilm.

Baker to Johnston, June 16, 1923.

The Ten Commandments, directed by Cecil B. DeMille (Famous Players-Lasky
Corporation, 1923), NYX Channel and Kanopy. For the name and an analysis
of the set’s design, see Sumiko Higashi, Cecil B. DeMille and American Culture:
The Silent Era (Berkeley: University of California Press, 1994),

182-183, https://publishing.cdlib.org/ucpressebooks/view?docld=
ft2p300573;brand=ucpress, accessed July 17, 2025.

[Frances Benjamin Johnston], copy of a letter to Miss Viroque [Baker], July 29,
1923, reel 9, Frances Benjamin Johnston Papers, microfilm.

As Johnston wrote, “Certainly your prints have been of great importance in
demonstrating the correctness of my idea; but after all, the original idea is
mine, together with all the details of the plans for carrying it out, making
connection with the M.P. studios, producing mechanical reproductions,
exploiting them and then finding a market for them. In other words, your
prints are the capstone of a whole structure which I have built up and unless
you recognized this [sic], at its true import, it would be extremely difficult for
us to make our combination work.” [Johnston] to Baker, July 29, 1923.

Among the prints that have hangers adhered to the backs of their mounts
are those identified in the inventory as “Set for Mary Pickford, 1920s - Gum
print” as well as “Set for The Ten Commandments - 1920s - Gum print”.
Both are reproduced with this essay. Viroque Baker (1889-1980) Collection,
1916-1948. Seaver Center for Western History Research, Natural History
Museum of Los Angeles County.

See the print identified in the collection inventory as “A Spanish Banquet
Hall - Gum print,” Viroque Baker (1889-1980) Collection, 1916-1948. Seaver
Center for Western History Research, Natural History Museum of Los Angeles
County. For the corresponding silver gelatin print, see the print labeled as by
Frances Benjamin Johnston, “California. Hollywood, Los Angeles. 1923, Scene
from ‘The Street Singer,” a Mary Pickford movie. [Interior view] Great hall
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