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Abstract

Along with being a visual method of scientific investigation in its own right, the process of composite
photography was often invoked, in the late nineteenth amedrly twentieth century, as a powerful
philosophical metaphol. investigate an early chapter in the life of this metaphor: its receptionwsaby the
Americanphilosopher, logician and scientist Charles S. Peirghow how Peirce'sse ofcomposite
photography was rooted iis sophisticated philosophical position tre composite process itself, which had
been originallydeveloped by Sir Frandaltonin the late 1870sl highlight substantial differences in the ways
Peirce andGalton drew on the corposite process to advance broader epistemological clairaspecially
claims concerning the nature and reliability smfientific generalisationd.argue thatPeirce and
Galtorisrespective approaches to the issue of generalisation and genecalitg§ensedeeper epistemological
tensions that deserveenewed philosophical consideratiohconcludeby arguing that the material dimension
of photography as a mode of representation in its own right, and in particular the limitationtheof
photographic process & |y & 2node 6f Gepraséndation, were ultimately of crucial importance for the
ways in which Peirce adopted aadiculated themetaphor of composite photography in his philosophical
works.

Introduction

In dThe Body and the Archigenowa classic in visual culturdllan Sekula concludes his comparative
study of the uses of photography by Alphonse Bertillon and Francis Galton with a brief remark
invoking two semiotic categoriesiginally proposed by Charles Sanders Peirce:

& ¢ RrBericanphilosopher and semiotician Charles Sanders Peirsatade a

useful distinction between signs that referred to their objects indexically and those

GKFd 2LISNFGSR aevyoztAOltted ¢2 (KS SEGSyd
NI RALF GA2ya TineRare inddiGal siyis2as dddiadl Signs which register a

physical trace. Symbols, on the other hand, signify by virtue of convention and

NXzE.'S & ¢

An early version of this article was preseniaduly 2014t the Charles S. Peirce International Centennial
CongresgUniversity of Massachusettkowell) | am grateful to the conference participants, particularly Aud

Sissel Hoel, Tullio Viola, Mats Bergm@abriele Gavand Jaime Nubiola for their constructive comments

Vincent Colapietro provided invaluabigentoringand encouragementhopefully this piee will serve as #rst

heartfelt thankyoufoii KS GAYS KS &LISy Gz Ay LIS NphRogopHy 16 Ridothe & NR G A y 3
next generation of Peirce scholaw2 St { ye RSNN&a SEOStt Syid ROAOSE IjdzSad A
plenty d food for thought,along with preciousuggestions that genuinely improved teeholarlyquality of
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this distinction. With his extended system of catalogue cards containing information abhdividual

characters; notoriously criminalg and by subordinating the singular image to the explicative

function of language in the annotations accompanyingtheds’. SNIiAf f 2y aNBYIF Ay SR ¢
AYRSEAOI t 2 NIGSlNG op the othérlhafd, guliviatethe aspiration of producing

general typek anaspiration fulfilled by his highly successhwithod of composite portraiture.

Through composite photogpdy, Sekula argues, Galton elevated the indexical to the symbiadic

accretion of contingent individual instances in his daseed into a quest fogeneralities andaws

Universat af MIND MiREE Ay DFEf 02y Qa dadzy g A (f Goblg@ viDalyNR O (i dz!
inferred, and were indeed suallysupported by the evidence @bmmon featureexhibited by the

composite photographthemselves

{S1dzZ  Qa o0 NX ST axibic SaktBoyied Bas pagsedtlafykiNidrdtieed indhe
literature. Readers acquainted with the history, thegand criti@al studies of photography possibly
just glosed over it as another instance of the practice, distinctive of the late 1970s and ,1&80s
acknowledging Peirce in analygs# photography that invoked theotion of indexicality as the
mechanism governing photographic images and their evidential role in broader visual arguments.
Yet, the reference here is not only (partially) approprjaieat least loosely pertinenfrom a
conceptuwal point of viewg it is also historically relevann that it discloses an angle on the history of
composite photography thatas remainedso farunexplored.

Sekula correctly remarks that Peirce was a conterapoof Galton and Bertillon. While the
latterR2Sa y20G aSSY {w®Rork¥&d viritatsSvaroys aspe@AFNIDFD &1 2 v Q
LIK2 G2 3N LIKA O YS( KaiteRtiort friorii Wity €aiilySRnd tefBahldngdtandidg mark
on his own subsequent worP | f § eiyfigal publication on compositéigography entitled
G/ 2 Y LR & At $Made By Khinithinidg Those of Many Differeats®ns into a SinglesRultant
C A 3 deidSirst presented at the Anthropological Institute of Great Britairl877. It first appeared
in a published form itNaturein 1878. ltwassubsequently publisheth the Popular Science Monthly
in the same year, anilalso featuredni KS | Yy G KNR L2 f 2 3A OF £ °Inthosed A G dzi SQa

this piece My colleaguest the Department of Science and Technology Studies (UCL) were kinghetto

discuss an early draft of this paper and put upc@more, with my obsession with Peirce. For this, and for

their friendly advice and criticism, | am extremely grateful. The staff at the Houghton Library and UCL Special
Collections provided prompt help with the reproduction of the images and manusddptg.the very last

BSNBAZ2Y 2F (GKAA& LI LISNE bAlFff [ S aAla3®ehindeddiy a1 Ay3I a{ 23
philosopher there is usually a much sharper critical consciemedirect enough to ask the really important

guestions.

Allan Selizf | = G ¢ KS . 2 R&Octbbéo. 30EMBE):BANR B FS ¢ =

2 8NIAfE2Y YR KA&d YSOGK2RZI (y26y la a.SNIAft2yl 3S¢ KU
A0ASYyOS YR KAAUZ2NE 27F I NI ! { 2efdlsoMexkCoikzar{Billogiziphy>
Fd4 ! YGOKNRBLR2 YSGNBY 5NBF YAyYy3 LiakySsendavd. 52 noh2NIR B )NG44b55]
JoshEllenbogend / | Y S NI I Reresentatjor&Z0a8, vol. 101, no. 1 (2008):845; and Josh
Ellentbgen,Reasoned and Unreasoned Images: The Photography of Bertillon, Galton, Raregylvania
State, 2012).
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very years Peirce as busyworking for the U&eodeticand Coas Survey (where he was employed

from 1860 to 1891), publishing his only book, fieotometric Researcheawriting for The Nation

(to which he contributeaver 300 articleshroughout his lif¢ and simultaneouslgevelming his
philosophyJogicand mathematicsAs an active scientific writer andogacticing scientistPeirce was

gStt I Oljdzr AYyGSR 6AGK DIfli2yQa 62N] Y2NBE ONRI Rf &3z
LIK23G§23INF LIK& P DI f @&y DAOD2WII NARIdAI A @ yIaLIDEF £t SR (2 t S
His study oEnglish Men of Scierlgerompted Peirce to take upsimilar taskwhichculminated in a

series ofextended notes and writings on nineteenth century menaésce® From the 189G

onward¢ over a decade after Galton announced his new photographic metHeeirceadopted and

began ing in a surprisingly systematic wiag metaphor of composite photography articulate

some of the pillars of his philosophy.

Why was the metaphor compeity for Peirce, and what the value of spelling out the
reasons of his particular predilection foP ekulaseems to suggest that composite photographs, at
least for Galton, fulfilled thelream of a quintessentiallgmpiricist quest for generality. My egunt
GNRASE G2 aLlsStt 2dzi 6KFd a3aSYySNrtAGtee YSHyd Ay DI
material dimension of compaosite photography diated their quests. What | aito show is that
their very different relations to the medium of photaphy ultimately resulted in different
articulations of the epistemic reliability they placed on the photographic process more braadly. |
GAYS 2F LINRPEAFSNIXGAy3a FylFLt23ASa 0SGs6SSy OF YSNI |
epistemic lessons thatould be drawn from compaosite photography stand out as indicative of two
divergent andequallyinstructive examples of the attitude that scientists displayed toward the
philosophical applicability of this relatively new medidm.

NG CkYAfte wSasSyvyoflyOSa IyR ClFLYAf& ¢NBS&a¢&sz /I NI
DFfd2yQad O2YLRaAldS LiagebRddnitivielfetaphbrihat lakeOr2aY 1S A y 3
itsowre.2 KAt S FdzZ t& FO1y26f SRIAAY I ethiold Welie ulfivaily ® NA 3 A y I f
improve social controf} Ginzburgnsightfully suggests that the subsequent adoption of the

differeni LISNRA 2y a A Y (iTBe PopuldrBgleBde BlonfiljolI1820ABgésE978):460-469; Francis

DIFf (/22 sLJ0aAGS t2NINIAGA YFERS o0& O2Y0AyAy3d THe2aS 2F YI
Journal of the Anthropological Institute of Great Britain and Irelandl 8(1879):132-144. Throughout the

text, [willrefeNJ G2 GKS FANBRG Llzo fNat@é GA2y 2F DIfd2yQa | NIGAOES
® Charles S. PeircBhotometric Researchélseipzig, 1878).

" Francis GaltonEnglish Men of Science: Their Nature and Nur{lwendon, 1874)

& A full version of the main text on nineteenth aarny men of science by Peirce is reprinted in Philip P. Wiener
(ed.)Charles S. Peirce, Selected Writifidsw York, 1958): 26574. The piece was originally published in 1900

& LJ NI Aarbal RepdrtNIihs Sndithsonian Institution

°For an insightful account of the vicissitudes of the metaphor of the mind as a camera in the history of

philosophy, see Aud Sissel Haelf, A y S& 2 F y[ ASEAKIGIYNIt YSYAFNIOASDa2! Biddaeiisdle OG A 2 Yy € = A
Denken: Charles S. Peired F. Engel, MQuesner, and T. Vio[8erlin, 2012), pp. 25371. For a discussion of

K2g AG AYLIOGSR yAySGSSyiK OSyiddzaNE LIK2(0G23INFLKe &aSs
Ycarlo Ginzburgg CF YAt & wSasSyoflyOdOS | yR Cl YAGrigical hgNiy®iE30, ¢ 62 /
no.3(2004):537-556, pp. 546-7.

LG Aa NBtLGAGStEe Sttt |(yz2ey GKIG DEHfa2yQa SIENIe& SELIS
had access, through the Director of Prisons Edmond du Cane, to photographs of prisonersn&8eé3atton,

Memoirs of my Lif¢London, 1908), pp. 2581, and D.W. ForresErancis Galton: The Life and Work of a

Victorian GeniuglondorE M T n 03X LI Moy d . dzi +Fa {S{dzl O2NNBOGEfe& &
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YSGFLIK2NI gl a Y20GAQFGSR o0& RIAtBelchdédiineidhede SLIA &G SY?
RA&ANB I NRSR GKS | AY IobgraphyqdQptposie porfdid ahtekheB y (&4 Ay L
thinkde DI f G2y Qa AYIF3AS& I O dZANBR | tATFTS éBmeankKSANI 24y
of my discussion i® explore a chapter in the early life of this metaphor, one in which the material

nature ofa particular visual artefagradually begins to get detached from its initial context of

production, but at the same time stithaintains some crucial conceptuaid materialconnections

GAUGK Al Ly t Shaiie$hecompoditddhctoGrpilybeddined buitsta artiulate

conceptual tools that weréghen used to investigatéhe nature and functioning of photographic

displaysand the reliability of the photographic process more broa8pecifically what | hope to

show is thatPeirceusedthe metaphor of composite photography asvay of undermining some of

the assumptions implicitly built into a common sense view of photography as mere mechanical
reproducibility, and that he did so in light of his profoundly critical understanding of the

photographic process itself.

| will begin withr 6 NA ST RS a Oddiidulitianzfthe 20poBiterbdes wind
with someK A & G4 2 NA OF £ R Sdwh dntiefisantliiiy dfdme bf $1a iM@iliGidas of
DI f (2 y. .l theérechidsider the W2 | RSNJ A Y LI Ol 2 F ( KilSsop¥iGali I LIK 2 NJ 2
account of perception anthe formation of ideas and judgments, which rely heavilyaoalogies
with composite photographs. | will conclutdy arguing that the material dimension of photography
as a node of representation in its own right, and in partiauthe limitations of the photographic
LINPOS&aa +Fa Fy a2o2S o0 iiwed 6fcrucizniptar@erior tidwapsIhavioid I G A 2 y
Peirce adopted and used the metaphor. It is $ophisticatedoosition on thematerialaspect of
photography hat, in my view, directed Peirdeward a critique of mere mechanical reproducibility
I ONARGAljdzS GKFG dzZf GAYFGStEe@ SR KAY G2 NBFNFYS (cF
it in completely new tems.

Galton on Composite Photographs

GOeBKS LIK2G23INFLIKAO LINRPOSaaxXxSylofsSa dza G2
generalised picture; one that represents no man in particular, but portrays an

imaginary figure possessing thgerage features of any gingroup of men. These

ideal faces have a surprising air of reality. Nobody who glanced at one of them for

the first time would doubt its beinthe likeness of a living persoretyas | have said,

it is no such thing; it is the portrait of a type and ndam indii R d2f £ ¢

tangentially related to crimology per se; it was instead part of a broader enterprise ultimately aimed at

dzaAy3 adlaAradada 6FyR SdASyA0ar KAa 26y ONIFAYOKAf RO ¥
{Sldzf ' = a¢KS . 2R& FyR (KS protd8SKwa®Sedhot judtior ingividuating dza = (G K S
GONRAYAYIlf GellSaés odzi Ffaz FT2NAYy@SadAaridAay3a FlYrate i

general (including the breeding of animals) and, later, to isolate typical racial features.

“DAYT 0dzNH 6ClYAf & wSaSYotrlpRGEK S yNS | GRRSWEEe  YeSNEIS\a2¢ysS RLID &p
Wittgenstein and Freud, who both adopted the metaphor of composite photography without embracing its

social implications.

BDrtd2ys a/ 2Yaldza AIS qr2oNI NI A G
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Thus Galton began his description of the photographic process he had developed in the previous
8SIFNEX YR (KIG KS oFLIAKigHR a aO02YLRAAGS LIK20G2:

1 and V.V, VL. respectively illus
mong men conviciea Oi

g PORTRAITS. g

The Portraits of many different persons who have the same general
type of features are here combined into single figures.

[

FOUR PERSONS SEVEN PERSONS
None ol Lhe above Six including | and Il

Fig. 1.Francis GaltonComposite Brtraits of Criminal Typesl877. Aloumen Silver Print from Glass Negative.
The Galton Archive, University College London Special Collections.

That the idea of producing composite portraits wamgstow in the air at the timés acknowledged
by Galton himsk. Hecredits his own initial thoughts on the subjdota conversation he had with
Herbert Spencer, in which Spencer himself suggested that composite images could be obtained by
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reducing drawings to the same scale, superimposing them, and holding themtagsinsce of

light DI f G2y Qa 2¢y O2dzAAYyI [/ KINISa 5FNBAYI KIR &KI N
bS6 wSItlIYyRET K2 Ofalpracess Rr siiperimpoking vo phStdh&ph LIS R

portraits by placing them in a steremspe. The resultustin wrotein his letter was particularly
AYLINBaaA@®S Ay (GKS OFasS 27F I RASadecideiilNdioddmanti a = F2 N
Ay 0Stoheifedé2y KIFR GNRASR ! dza Ay Qaultimaie8iMBas 002 LIA O YSi
combine more than justtwo portraité./ 2 YLI2 aA 0SS LIK2{G23IN) LIK& Fdzf FAf € SR
LAOG2NRLFE adldArAadradoas 2yS (GKFd O2dzZ R 0S &dzLJLJ2 NIi €
ISy SNI f Adhe éxplading ia & sbbsequentiele, aptlyenthA Gt SR ahy DSYSNAO LY

 2YLI2aAdS LIAOGdZNBaA F NBXYdzOK Y2NB GKIYy | @€
of those large statistical tables whose totals, divided by the number of cases and

entered on the bottom line, are the averages. Jlaereal generalizationshecause

they include thewhole of thematerial under consideratiariThe blur of their

outlines, which is never great in truly generic composites, except in unimportant

details, measures the tendency of individuals to devfaten i KS OSy & NJ £ (& LIS

DFfi2yQa ARSI 2F aNBIf 3ASySNrtATlGA2yaéd 0S5S02YS8a
concrete details of his method. Composite portraits are obtained by the succesgivsure ofa

number of portraits to a&camera holdig a single plate. Galton suggests that exposure times should

be worked out fractionally: the exposure time of a single portrait in the sample should be the inverse

of the total number of portraits in the sample itself. Thus, for a total exposure timabfyeseconds

and a sample of eight portraits, each individual in the sample should be exposed for ten seconds. Of

course part ofthe success of the process depended on the preliminary preparation of the portraits
themselves, which should all be oftsane size and which shouldf t 6S 't Ay SR Ay &«
the eyes of all the portraits shall be as nearly as possible superimpy&ee fig 2

“DIfldz2ys G/ 2YLRRAAGS t2NINFAGEAES LIOpT® ¢KS LINI OGAOS 27
longer history, which relates, among other things, to visual and specifically printing cultures of science. See for
example Jim Secord,{ ONJ L6221 { OASYyOSY /2YLRaAldS FiguhdiCuti dzZNBSa Ay
Science, Gender and Visual Cultee A. B. Shteir and B. Lightmédanover, 2006), pp. 16491.

BIAGSR Ay DIFEfl2ys a/2YLRAAGS t2NINFAGAET LIO oy d

'®See Karl Peans, The Life, Letters and Labours of Sir Francis Gbltor 2 f @ HY awSa St NODKS&a | y§
(Cambridge1924), p. 284, and Forrgg CNJ y OA & DI f G2y €3X LI® Moy @

" Francis Galtong D Sy § N OPraceédingsSofitiie Royal Institutival. 9(1879)161-170, p. 166

(emphasis mine).

BDrfd2ys a/2YLRAAGS t2NINIAGAES LI T @
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May 23, 1878] NATURE

Fig. 2FrancisGalton A f f dza i NJF G A2y a T NRwWel&(18Z8y,BR AA (1S t 2 NI NI A
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¢t Kdza O2yOSAGSRY (KS LINRPOSaa Fft2sSRr GKS aSft St
belonging to the general type behirad the portraits in the sample, whilgdurring awaymerely
daccidentat A Yy T 2 dddhimfioktahtybetails that did not strictly peain to the general features
being measured through the composjteocesstself. It is in this sense that Galt@aw higportraits
a4 GaNBIFf 3ISompdsite photbgraphiuleinyately deferred the epistemic burden of
generalising from the observeo the cameraThisapproachd SG NI ¢4 DI f G2y Qa | YOA DI
toward the reliability ofwhat should be considered as genuempirical evidence more broad On
one hand, he wa quite fond of drawing parallels between composite photographs and ideas mor
gererally. So, for instance, Inquiries into Human Facultige describedhe results of his method as
follows:

G6¢KS ARSIt FIO
R f Ay O02YY2y S6AGKX&a2 OFftS

& GKdza 20ilAySR o6& (GKS YSi
KI g8 | 3INBI G |

S
S

Just like abstract ideas, composite photographs are generalizations from data accessible through
experience, and just likieleas thephotographs capture ideal types rather than particular instances.
In this particular respecD I £ (2 y Q& | LILJAkRyise@rided fb 2evohd@uidahg Ndpe

that the composite processould in principle guarantee some criterion of public testability for the
very process underpinning all generalisations. The blurred lirkiperiphery of the portraitend
0KS & §a ar$yalitgNdtieaveresomehow visible to everyone, and the simple act of
inspecting a composite portraitould allowany viewer to access, and repeat, the very process of
drawing generalisations from a number of individual instances. Thus cedstamposite
photography aspired to the status of an ideal form of empirigiere in whiclobservable evidence
gathered through the photographic process answered the very question of what makes (inductive)
generalisations reliable.

On the other land, however,Galtonwashaunted from the outseby a farmore pressing
conern. Abdract ideas, thus construed, seemgdst a philosophically appealing but humanly
unattainable chimeraThe limits of empiricism still persest, and dependd directly on the limits of
human faculties such as memory and pictorial imaginatiblnis concern is articulated all its
forceff Yy Saa |jdzA G S Sfirshdftiéle o gomposfte hotdgraghy Q &

19 Erancis Galtoripquiries Into Human Faculty and Its Developn{enhdon, 1883), p. 18®hilosophical

discussions ahe process of abstraction here described by Galton have a long and vexed hiskay point

2F NBFSNByOSz (y2¢y (2 DIfa2yz ¢la W2Ky [201SQa GKS2N
discussed in book Il &n Essay Concerning Human Underding There, Locke proposes that general ideas

and general names are arrived at through a processeghtive selection, whereby individual features of a

certain range of particulars are progressively left out until only what is shared among thoseiljpastic

NEBYl Ay ao ¢ Ktieideas bfyhe peysdns tifaOahildrén encounter are, like the persons themselves,

only particulaé ® | 2 6 S @S NE 0As the) pebolderMit duEed riore people, infants notice that many

other things in the world reseniét in shape and in other waystheir father and mother and other people

they have been used to; and they form an idea that applies equally to all those many particular people,
Fda20AFdAy3 GKA& ARSI 6A0GK (GKS yI YSamwaht yg@meralddgd: § A a K32
In doing this, they had of Nurse and Mamma, Peter and James, Mary and Jane, whatever is unique to each,

and retain only what is common to theméallohn LockeiAn Essay Concerning Human Understan¢i6§0),

ed. Peter Nidditch@xford: 1975)Book Il (Words), Chapter iii (General Terms)F8¥.a discussion on how

t SANDS I RRNB&dasSa GKSaS AaadzSa Ay KAia -B®2dzyd 2F LISNDS

8



Ambrosid Composite Photographs and the Quest for Gengrali
Critical Inquiry42 (Spring 2016pR47-579
Please cite from the published version

G! O2YLIAAGS LRNINIAG2BRNBERSFIAaSTRRBBLIAKS

of a man who had the gift of pictorial imagination in an exalted degree. But the
imaginative power even of the highest artist is far from precise, and is so apt to be
biassed by special cases that may have struck theirdanttiat no two artists agree

in any of their typical forms. The merit of the photographic composite is its
mechanical precision, being subject to no errors beyond those incidental to all
photographicLINE RdzGU A 2 y & ¢

Our human capacity tgeneralise, Galtoremarks is extremely limitedOn purely psychological
ANRdzyRax gKIG 6S OFff GARSIF&¢ 2NJ SOSyhilityth&y SNI f A
is inherent in all thinghuman.There is no certainty, after all, that properties we nsaypjectively

take as essential are in fact merely accidental. Not even the best artists, wisagpesedly

acquainted with the practice of producing visual generalisations, are endowed with the capacity to
generalise without interfering with the material conteat their generalisationsThis is where

photography becomes an indispensable aid to achieve the kind af @fepiricism Galton aspired

to: photography guarantees mechanical precision just where human faculties fail. Bydlivei

idiosyncratic and retaing in view onlyhe typical, composite photographyot only lends visual
SOARSYOS (2 GKS YIFGSNARIf O2yaGSyid 2F 2dzNJ ISy SNI €
independent of thadifferencesand peculiaritie®f particularindividuals arriving athose

generalisationsare a desirable empirical aspiration in the first place

In their recent work on the history of objectivity, LorraiDaston and Peter Galisalescribe
Galton as a hybrid character at the crossrehdtween the epistemic virtues dfuth-to-nature and
mechanical objectivity: DI £ 62y Qa | ALIANI GA2y (G2 LINRBRdzZOS 3ISySNI
in line with the eighteenth centurgpistemic drive towarddealisation, pursued bgemoving the
idiosyncratic and the particulan the quest for generalityBut while eighteenth century trutto-
VI Gdz2NBE NBIjdzZA NBR (KS gAf Fdz AyGSNBSyldAzy 2F GKS
types was performedbllowing the canons of seffiscipline imposed bg new kindof mechanical
ideal ofobjectivity. Indeed, Daston and Galison place the birth of ¥keynotion of objectivity as
GYSOKLI yAOI f ,MihlaINE donz@stiana df ikctedséd precision and increased
reliability, almost concomitantly with the enrgence and diffusion of a broad array of recording
instruments in the miehineteenth century. Rotography occupied a privileged plaicethe
construction of the rhetoric of selestraint that characterised this new approach to objectivity, for a
simple aml yet compelling reason

oOne type of mechanical image, the photograph, became the emblem for all aspects

2T Y2YyAYUSNDSylA2yAal 202SO0ADAGEXEKAA &
obviously faithful to nature than handmade imagesiany paintings bore closer

resemblance to their subject matter than early photographs, if only because they

used color; but because the cameraappNBy iif @ St AYAY PSR KdzYl y

ODFfG2Y S G/ 2YLIAAGS t2NINIAGAES LI® T @
%' Lorraine Daston and Peat&alisonObjectivity(New York, 2007), pp. 168ff.
2 Daston and GalisoQbjectivity,p. 187.
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DFfid2yQad SYLKIaArAa 2y (G(KS NBf A commitmaniitéa 2 F YSOKI
noninterventionist view of objectivity, one in which the limitations of human knowledge become a
reason to defer agendp the cameraand to thephotographic process entirelyDespite the fact
that Galton didnot specifically frame his work in terms of ebjivity in his writings, his emphasis on
the limitations of empiricism and on the necessity of a mediating instrument to safeguard both
generality and precision reflects the broader ethos of-sedtraint thatanimated other advocates of
the value of mebanical reproducibility in his tim&Vhat Daston and Galison leave partly in the
o Ol ANRdzyR: K2gS@OSNE Aa GKS FILOdG GKIFIG DFfazyQa ¢
primarily by a philosophical dilemma concerning the limitations of the huptaversof
generalisation, and more broadly the nature of abstract ideas.

Indeed, in the years that followed his early work with composite photographs, Galton set
out to investigate the nature of mental imageand its limitationamore broadly Starting pughly
from 1879he carried outa study of over D0 men, mostly scientists, whose visual memory and
general capaty of producing mental imagesere surveyed by means of a questionnditélhe
study, now a classic in the history of psychologgsOA 6§ SR G € Sy3adK Ay 2AttAlLY
Principles of Psychology F YR LIN} AA4SR | 4 REAONFK BIi & VBREARYKE N IR
LYOARSyGrfttes DI f 2y orécisdlyin ddediordt the PREifeddzi a SR o6& WI Y
Psychologyhat surveys how indidual differences affect the human facultyiofagination.dThere
FNB AYFIAyYyLE A2y a P isfedtated ik fore Mitoduding ISaltdn2GitiGtger
key proponents of psychological studies of individual differences suGlustaiv Fechnedames
seems to endorse the view that one possible way of drawing generalisations about such differences
AY YSyidlf AYFAISNE Aada aiF gRNILINGZWEBRES Da dzai2 §QE & BN
important experimental step in that directiorBut while James saw the instability of individual
differences in imagery as a fertile terrain for further psychological and experimental investigation,
Galton seemed to gwoach the problem as further evidence of the need of a mediating insnim
to tametheir inherent variability

Ly KAia SEGSyaAr@dsS &aiddzRe 2 DavidButbidgsfaRsithaghgrél) 2y Y
is no clarity around the reasons that compell@dlton totake up the subjecin the first instance,
but that this workcould beeasilyA y (i S NLINE ( SR | BINEP di dilididsiie dtzarigd ouin
those very year§'L Y RS SR s.raledebebmRiaScomprigel £ 2y Qa Lzt A OF A2y
composite photography. Thus, it is reasonable to conjecture that composite photographgape
a whole set of new questiorfer Galtong questions that he set out to investigate empirically
through the very statistical methods hea& most acquainted with, and which had developed
throughout his life. The results of his questionnaire prodida answer to the thorny issue tife
1TAYR 2F YSydlFf AYIFI3ISNER aOASYyGAalihatscenBswele LI 6f S 2

BeKS l[dzSatiAzyyrANB 61 a AyOf dzRSRSZ A MWaquirigsint RUmdnS R OSNE A 2y
Facultiest KS Fdzf t GSEG 2F Dioduded iy Dedid Bude®igaiDh 2 yiy2l yA NS nAYa NS L9 E L.
2F CNI yOAa DI f (i ZneBatishlloGina BSrivde HigtahyddFSEiSwaké2w1994):443-463, pp.

448449 (Table 1).

*William JamesThe Principles of Psychold@ambridge, Mass., [1890] 1983), p. 696.

% JamesThe Principles of Psychology 696.

%6 JamesThe Principles of Psychology 696.

7 dINDPNAR3ISsS aDFfG2y Mnnés LI® nnpod
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not, ultimately,distinguished byi KSA NJ Sy Kl yOSR L2 ¢SNAR 2F QOAadzZ tAal
have feeble pwers ofy Sy @i I £  NB LiRIRaviBgyaside thé disgutes arouti details of
DFfld2yQa &G GAAGAOLT Y SsREhR is ntgrestingNIhad the/sHidylisia (1 K S &
clear attempt at proving the fundamental flaws of the very facutigttcomposite photography

aimed to supportand for which it seemed to provide new epistemological reliabilitye

photographic process, for Galton, filled in a precise epistemological gap, the existence of which was
eventually documented experimentalily hissubsequent studiesn mental imagery

da™y

Peirce on Composite Photographs

A convinced Kantian for most of his I{gdbeit not an uncritical onePeirce subscribed to
the epistemological viewhat the limits of our knowledge are also its conditions of possibility. Thus,
where Galton saw a fundamental flaw in the human cétyao generalise and represenqta flaw
that the process of composite photography was supposetbtoect¢ Peirce saw anpportunity. By
transformingD | £ (1 2 Yy Q& YcBrgepRaknetapffoE2 tISA NDSQa +FAY ¢l a G2 RS
exploratory tool to understanthe nature of ideas.

Composite photographs appelrda | NB OdzNNBy i K S Yi8itingsyinthe S A NO S Q
1890s,and they arespecifically used to caight on his accont of ideas. A thorough evaluatia
GKS 02 YL} S Eswibrk &ihe subjedt v& Ik bieyorii the scope of this discussion,
however a few importanremarksare herein place. ke Galton, Piece thought that ideas bear the
hallmark of generalityBut contrary toGalton he firmly believed that the capacity of arriving at
reliable, yet fallible, generalisations féllly within the remit of our cognitive powers. Thus his use of
the metaphor aes not draw on the function of the composite process or the camexahislesof
seltrestraint or sekdiscipline: on the contrary, Peirce shifts the epistemic burdeth®fprocess of
genenlising back to the faculty gidgment.One of the earlier irtances in which Peirceompares
ideas to composite photographs appears in the context of his 8385t Logi¢* where he discusses
precisely thassue othow ideas partake of the content of judgments or assertions. A judgiment
assertion Peirce statesxy aA ad Ay GKS | LILIX AOlF GA2Yy ZHAoFindeedI Sy S NI f
an ideg to a paticular case or circumstance. For instankhe claims, applying the concept of
dishonesty to someone (and here the content of the example has a distinctiven@@altitavour),
FY2dzyia (G2 KIFE@Ay3 GAY YAYR a2YSOKAy3a tA1S | 0O2YL
andreadop K2 KI @S KI R ZiCKdiza O K FSNINGIISS MEy OA a A @St e O2y i A
the discovery concerning that person, wisadistinguished from others for me by certain indications,

BFrancisGaltorg { G F GA&2GAO&a 27F aSy(IBBOJ30RYpABNEE S aAyYyR @2f d p
PeKSEAS NP (K2NRdzZAKf & adNWSESR Ay . dZNDBNAR3ISsS aDIfhaz2y
% |n what follows, | will build on the work of Christopher Hookway, who has discussed in detail the relations

between composite photographs, ideas and Kantian schematism in Christbiplogwaya W!  { 2 NI 2 F

[ 2YLI2aAGS t K2323INF LIKQY t NITHePhiibsoghigat Trandadions of the/PRircd OK S Y I (i A
Society vol. 38, no. 1/ 22002):29-45.

%L Now reprinted inThe Essential Peirce: Selected Philosophical Wringss. EdN. Houser and C. Kloesel

eds. (vol.1) and The Peirce Edition Projeot.®y, (Bloomington, 1992/1994), 21ff. References tdhe

Essential Peircg A f f KSYOSTF2NIK G118 GKS F2N¥ a9tésx F2ft26SR 0
%2 pPeirce EP2: 120.

11



Ambrosid Composite Photographs and the Quest for Gengrali
Critical Inquiry42 (Spring 2016pR47-579
Please cite from the published version

upon that index, at that moment, down goes the stamp of RASEA 12 NBYI By AYRSTFAYA
' 3aASNIAY3 GKIG a2YS2yS Ada RAAK2YSald 62N F LI @Ay =
amouwnts to singling out indexically, perhaps through a demonstrative or a proper ngrae

particular person and applying a general idea or predicate to th8och a general idea, Peirce

claims, takes the form of an image, or ratledix | O 2 Y LJ2 4 A K Sf alLikednstangeblthat)

fit into the general class subsumed under that particular predicate.

.dzi K2g R2 ¢S 02YS (2 F2N¥ (KId aO2tNet2aArdsS LI
passagesnhich clearly betray his ambivalerglationship with psyleology,Peirce maps the problem
more openly on the relatin between ideas and perception SA NOSQa G(KS2NE 2F LISND
as complex as his account tietformation of ideas? and | will only be able teketd its general
features But the twotopicsare profoundly interconected, andat least a fewgeneral detailsre
perception, Peirce provided an answer to ey problem Galton struggled with wimeaddressing
the issue of generality and ideasterestingly, one of the (several) places in which Peirce discusses
his theory of perception ig a 1901 revievof the Grammar of Scienée ¢ NAX ( ( Sspro@@geé DI f G2y
and future biographer Karl Pearsdh.

OnedF t S A NS @direct®d\dthie kl&, ddvaiced particularly in chapteofl
t S NEeuyindadof Sciencéhat first impressions serve as the starting point for reasoning. Peirce
I 00dzaSa tSINER2Y 2F FI ff Ay aundinglogc with BK®K if2HBBG2 YY 2 Y
sense impressions may bge starting pointof how we individually acquirknowledge, Peirce
clamsA a &l O2NNB O 04 @Wiaidh & yS v.&Budtipeceit@2 Peatsbr does, at
GKS o0lIaraz2FT {ODARSy®OSEObBHBKAOK Aa I faz daiReBceaAlf S 2-
conceptual mistakePearso® & F | O {fér PeirdetheRend point of the logial operations of
reasoning. Basoningoelongs to the realm of logic (which Peirce construey broadly and equates

with semiotics), and as sutitas an altogether differergtarting point

G 0 ¢ 8 KS paintiof aNl@duirgasbningsi not in those sense impressigimut inour
percepts.When we first wake up to the fact that we are thinking bairmsnd can
exercise some control over our reasoning, we have to set out upon our intellectual
travels from the home where we already find ourselves. Now this honfeiparish
2F LISKOSLIa¢
tg2 LRAYyGa Ay t SANDSQA ONJIFirsk Odiciorvalkl feasbnthg midke2 y | NB
broadly, iscontrolledreasoning: it is reasoning that still remains eminently fallible, but it is so exactly

because it appeals to the control of our judgment. Second, the starting point of reasoning, thus
construed, is notvhat psychologists define as sense impressions, thatt\Reirce defineasd G K S

* peirce EP220 (emphasis in the original).

1 Oftlraaald Ay G(KS atdzRé 27 tBSrashedidStOSA NIDRXR&dzy (K REFNBLISND StL
in Studies in the Philosophy of Charles S. Pes®eond Series, ed. E. Moore and R. R@bitherst 1964), pp.

165189

% peirce, EP2:586.

% peirce, EP2:61.

¥ peirce, EP2:61.

* peirce, EP2:62.
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parish ofpercept£.® Percepts for Peirce have no generality, and they do not appeal (a®yet)
NEFadz2yyY NES&AAND fray2RiZ MTKISIA NRIKRIYES Aa y20 A% 2dz2N) a
At the same time, Peircdcl A Y&z LISNOSLIGi& FNBE a4dzo2SOG (2 LAaeOoK2
operations of three continuous kinds: qualities of feeling, reactions, andrgésing elements.

Peirce illustrates this point witthe example of an inkstand, and (rather unsuspgly, at this stage)

composite photographs come back into his discussion:

aL aSS Iy AyladlryR 2y (GKS GroftSYy GKFG Aa LI
of my inkstand. It coalesces with the other. What | call the inkstand is a gerdrpiscept,

a quasiinference from perceptgerhaps | might say a composite photograph of percepts. In

this psychical product is involved an element of resistance to me, which | am obscurely
conscioufF N2 Y (&S FANERGE

What Peirce is trying to articulate here is an &ntuitionist and (simultaneously) an anti

constructivist view of perception. On one hand, he claingsintuition is involved in knowledge or

cognition. W& possess the faculty of generalising, by creating a composite photograph of percepts

FYR ' NNA@S |G I, batThB fa&iNdishdt &f Bdkind df1Seldard didtinct id&as

On the other hand, hoever,d 3 Sy S NI f A sidBemét justidhstadcldrsq they are

hypotheses that can be somehow tested empirically. And the test will tell us that if e&aaming
ofseeingafak y LJ I OS 2F GKS Ay auntiywkomeugdhakegh] &G YR 6 A
KeLRGKSaAa Fo2dzi GKS 3ISYSNIf LISNOSLII ¢S 4SS Ay 7
GSNXYZ YR Al A& RANBOGtEt e ANBSOSNBEFRSE2 TNRS TISNDOS o &
of the inkstand continues as follows:

a dibsequently, when | accept the hypothesis of an inward subject for my thoughts, |

yield to that consciousness of resistance and admit the inkstand to the standing of

an external object. Still later, | may call this in question. But as soon as | do that, |

FAYR GKIG GKS AyladlryR FLIISIFENE GKSNB Ay &

Peirce then says that it is possible to coapewith a variety of methods désting the dinkstand

hypai KSaA&déd 28 YAIKG | LIISIHE G2 SEGSNYIt 6AGySaass
the situation; and yet the inkstand will still be there, opposing its resistance to any attempt to prove

that it is not. It is this resistance that makes the inksteeal, and at the same time it is this
NBaArAadlyoS GKFG fSyRa 3ISySNIrfAdGe (G2 2dz2NJ NBO23yA
Aylaill yRé o

ULy b LI LISNI SydAdt SR a¢StSLIGKe FyR t SNOSLIGAZYE t SANE
etymology inres perceptaSeePeirce, Charles S. 19811958. Collected Papers of Charles Pe&deC.

Hartstorne, A. Burks and P. Weiss, 8 vBambridge, Mass., 198/1958), vol. 7, paragraph 634. References

G2 GKS /2tftSOGSR LI LISNB gAff KSYOST2NIK GF{1S GKS F2NN
“Peirce, EP2:62.

* peirce, EP2:62.

t SANDS RSOSE21LISR KA&a ONAGALdZS 2F / FNIS&AAlLY AylddaAadGAzy
/| 2y OSNYAy3 /SNIFAY CIF Odz GASa /f1AYSR F2RareBBlg YR af{ 2
chapters2and3)argiRSSR NBEFTSNNBERNI SahbayliR§attBEfaroe t SANDS &0K
of antiintuitionist arguments that Peirce retained and developed further for the rest of his life.

** Peirce, EP2:62.

NY
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[ SG dza LI dzaS F2NJ I Y2YSyid YR GKAY]l Fo2dzi K2;
far. On one hand, @ton came to a standstill because he decided to remain anchored to a crude
form of empricism, one that still held thathe canmon senseiew of science as proceeding from
senseimpressions taeneralisation had some mileagé&/hat Galton didor attemptedto do, was
strengthenthe epistemic reliability of this common sense picture by replatiedS Y LJA NA OA &4 (1 Qa
GalodzZ I Nralé¢ gAlK 688 WKBGLINSYWENDI MAFGS2yRYRAL
GKAa SR KAY Ay ingsigli % Snovlddde Wikhout & kho@ e, in2h€ forén dft
mechanical reproducibility, was the only way of validating the purity of his composite, ideal types.
Peirce, on the other hand, pursued a different agenda. Solving the problem of generalization, for
him, requred an exploration of the commonalities, and boundaries, between logic and psychology.
/ 2YLI2AAGS LIK2G23INF LKA 06SOFYS dzaSTdinayi@veé oSOl dza S
empiricist sensgbut because the metaphatself showed just the kind ofontrol (performed bythe
faculty of judgment) the mind has over the process of generalisaltioil return to this important
point in the next section.

t SANDSQa I 002dzyi 2F LISNOSLIWIA2y 3A2Sa oSttt o0Se:
missingtieA y G(KS Y2al A0 A& oKFG SEFOGte YI1S8a a3aSy SN
An essential stage in perception is first and foremost the recognition of a specific Qlsigggian
AylaidlryRs (2 02yl gazh inkstand KRedl tBeXastihat aPeife percdpis S
aresingulaci KS@ aAYLIX & dal NBé¢ gAlGK2dzi Fye [LIWISKFE G2 NB
the percept into a meaningful object of perception. Here Peirce appeals to the difference between
percepts and percepaljudgmenty aA G A& (GKS LISNOSLIidzr £ 2dzRIYSy
LIS N & ReftSptual judgments have a representative function, and as such they have
generality? From a logical point of view, Peirce explains, perceptual judgments conajspliying a
predicatetor LISNOSLIiZ FyR Al Aa (KAA& sdbdfidiordisbad B F& K G Y
Sayinggil 2 dza S | y2 i KSNJ XL taSASNID S @B&S £ & BRlgabikisitbo NI Ay T NRy
applying the predicate yellow to the ggen percept of a chair. Fordice, however, this is different
FNRY | LJJ eAy3a + ISYSNI € OF (S 3FnsBvoudih fadtstiflealve? 6y S & 4 ¢
dzy SELJX F AYSR 6KSNB $S 3ISi{ (KS ¢@8cfididentally@ted ST 2 NE 2 7
whole point of resorting to the metaphor of composite photographs for an anslves here that
t S A NHe@yperception becomes particularly interesting, as it explicitly advocates an act of
comparison:

GOCBKS LISNOSLIi dzl f SEdeRIBSY i 29 DK Ka a0 DI ANaSI &
lot of yellow things, of which some have been seen, and no end of others may be or

* Daston and GalisoQbjectivity p.17.

**Peirce, CP 7.643.

®t SANDS 2FFSNA |y SEGSYyarogsS RAaOdzaarzy 2F Kaa (KS2NE
partly published in CP.AG K2 NR dzZAK RAaOdzaaiz2y 2F (GKS YI ydzi 6Nk LIG X & LIS
perception, isin Ho&l & [ A y S &loeRofers{alagrd&rimatidand differentialaccount of mediation in

perception, which convincingly explainamong other thingsg K& t SANDSQ& dzasS 2F (KS
photographs goes wellbeyond Gai 2 y Q& | LIS G2 aNBFf 3ASYSNIfAal (A2
*" Peirce, CP 7.626.
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might be seen; and whatitmeanstosais  {S yé &Sftf2¢ U(GKAy3I &
will find, on comparing it with this chair, thatKk S& | INBS LINB%G & 65t ¢

Perceptual judgments are essentially dynamic in natuaed once again the metaphor of composite
photography intervenes to account for the dynamic and iconic components of perceptiince

statesthat the process, tizd O2y a (i NHzSRX G SELX AOAGt & AyoArisSa GKS
LI NI 2 F (K Bercaiwhi SN Id acBval¥ comparingK S &St t2¢g 2F (K OK I
sort of composite photograph of aktS & St f 2 6 a { K L*{Thiskphrd@Br casé $oivs & y €
FYy20KSN) SaaSyuAaltf NBaLSOl Ay gKAOK t SANDSQa dzy RS
RATFSNBY (G FTNRBY DIfl2yQad ¢€did tieg afcpiesetiationsdd deali S LIK 2 {
types, whose generality is validated by ttediability of the mechanical process that served for their
ASYSNI GA2y® t SANDSQa 02 YLR a xyndniciheyhale anKS 2 G KSNJ KI
experiential basis (some of the yellow shades to which we compare the colour of our chair may have

been seen), but they also have some kind of predictive power (the composite photograph will allow

dza G2 NBO23ayArasS 2 aKiSiN2 aKE RISER 21FLISE f RS Y ad Hre2 G KS

S
S

(V)

Christopher Hookway ha$éB f | § SR G KA & | aLISOoG 2F t SANDSQa | N
photographs to his equally profound commitment to one of the pillars of Kantian philosophy: the
doctrine of Schematisnf.Introdudng the concept of schema, Hookway argues, is the most
convincing way to explain tHeénd ofgeneraity that Peirce attributes to ideas, and their functioning
& & YSy (ihemalisd 3ty @rbaips an extremely puzzling and nebulous chapter (or rather
Fy aF FGSNIK2dAKGE ST | aCrittq@ oNRDERedSSHe® Nifnaddsomich 0 2 F Y I
02y OSNYSR 6AGK G(KS GSOKYyAOlt mrdNthéniaShdtSathar@ithRS G A f 3
the reception and use of this philoghical construcby Peirce. Igeneral terms, Kant appesato
schemata in trying to explain how concefftghich are the products of the faculty of understanding)
are applied to the empirical world and to its objects, which we experience in spatéme. The
role of schemta in magination, for Kantprovides the crucial connectiofchemata are indeed
rules methods, or procedures produced by the faculty of imagination dlflatvusto anticipate
experiencg(and in doing so, to make sense ofdnceptually. Schematain other words,mediate
between the faculty of understanding and experience, and they do so by virtue of their generative
character.

It is easy to see how the idea might have appealed to Peirce. His account oftfmrcep
relates precishy to the problem othe interplay between our cognitive powers and theelation to
experience, and@ematism here seems to provide answer. Even more importantlyclematism
provides an answer that calls directly into question the iconic features of cognition: the s¢hema
mental icon, at the same timgarticular and general, whose primary character is to disclose new
relations in experience. For Peirce this is made forcefully thp@xamining icons in relatido the
dynamic characterisatioaf composite photographkprovided above. Rather than a static
generalisation obtained by the mere synthesis of individual instances, for Peirce a composite

“8 peirce CP 7.632.
*peirce, CP 7.634.
Ppg21eler 4! {2NI 2F /2YLRAAGS t K2023aNI LKE ®
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GaASYSNF GSa | a3yits padcslar 3phatialzahditeR@akcénfiguration. As

Hookwayd dzZ33Sadax t SANDSQa I LILINEnHhE Kartibutar re3gedxalig A G S LIK 2
0KS NBEGSNAS2ZNEIDYEG2PBDYOSLIIAZ2YY GLISNKILEA ¢S dza s
or stereotypes in applying concept®r at least in applyingomeO 2 y O $?LThisiig indeed the

2Ll aAidsS 2F DIfidz2yQa adl A0 ,oHch séenCidipBesidpdosei A 2y 2 F
straightforward (inductive) inferential path from experience to general conclusioms very

comparative element that Peiecplaces athe centre of the formation ofully fledged perceptual
judgmensrenders hé account of perception far more sophisticated, at the same time offering a

plausible insight into the vemgrocessinderpinning our capacity to generalise. Althougirce is

never clear about the relation between schemata and perceptual judgments, it seenth¢hat

generative nature of s@mata provides a justificatiogwithin the remit of our cognitive capacities

for how we come up with general classes (or predisaie the first placandfor how we subsume

new, unseen or yet unexperienced cases under a general class.

A further comparison with Gai 2 y Q& I LILINE | OK If wesdaccép&lE | LILINE LINA |
interpretation that the generative charactef composite photogaphs is of primary importance for
Peirce, and that thigenerative character consists precisigljthe composite providing in the case
2T (KS LINB RA&Sehuérte ofl shadlés fthat engtiirther comparison, then the relation
we establish with Wwat really matters in the material configuration of a composite photograph is
also subject to revision. Fomfton the centre of the imagesithe essential part of the photograph, as
itisinthecentrethda & G & LA O t T S Fail ReNB, &ré thcangrafyAtieiniiesiing)
process happens in the periphery of the images, the areas in which shading suggests further,
possiblynews @ & 2F | LILIX @ Ay 3 (it SnevOcdnitekdrid MaiivBngavel S Y LI | G S ¢
relationsthrough its application

Thisseems to find an interesting resonance with the idea, fully developed by Peirce only
aroundm dpn p I U K I viguénesiichazastdri§e®\2rY act of predication, and inherent in all
semiotic processes, including percept®The application of theWB RA O (S e St t26¢ G2
percept defines a general range to which the percept belanipsis undermining its initial
singularityq at the same time introducing a productivaguenesshat allows both for the
identification of previously experiendanstancesandfor the recognition of new ones. This seems
an intuition that Peirce develops even before his fully fledged account of vaguengisaf1 905
as early as 1903, in the very text on perception which introduces the notion of perceptual
judgmens, hestates thatd @ & S LISNIOS LIi dzk £ 2 dzR3IY Sy Gvaglélyia mdd OK I A NJ
I 6K2tS t20 2IFy eBKAR 60HKSY ABKS OANI dzS 2F | LILX @Ay
precisely in its vague, and therefore generative, din@ms

a1 gles a! {2NI 2F /2YLRAaAAGS tK2(023IN}LKES LI naod
Zr2a1gl e al! {2NI 2F /2YLRAAGS tK2023INI LKES LI oHO
°3] am deeply grateful to Tullio Viola for pointing out this interesting connection and for forcing me to think

about it in the first place. | am especially grateful for the philosophical headaches it has caused, which are very
likely to generate further workn that direction.

* See for instance Peirce, EP:2, 350ff.

**peirce, CP 7.632 (emphasis mine).
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Ly 20KSNJ AyaidlyO0Sax |yR LISNKI LA O2yFdzaAiry3dfes
ay I £ 23dzS 2 ¥ BA hiy dtitketical réldtién is just what makes vagueness productive in
spite of our efforts to overmme it. Peirce partly addressthisissuein a 19059Vonistarticle entitled
GL&aadzSa 2F tNIIYFGAOAAYEZ GKSNB GKS NBtlFGA2Yy 0S8
more detail:

GOCBKSNE INBE OFaSa Ay 6KAOK ¢S Oly KIF@S |
between affirmation and negation. Thus a point of a surface may be in a region of

that surface, or out of it, or on its boundary. This gives us an indirect and vague

conception of an intermediacy between affirmation and denial in general, and

consequently of an intermediate, or nascent state, between determination and
indetermination. There must be a similar intermediacy between generality and

vaguer a.¥ ¢

The@SNE & RY (st@2B%¥d by Peirdeetween generality and vaguenessight help explain at

least one of the reasons why lsaw the metaphor of composite photography as fruitful in the first

place. Composite portraitseemii 2 O2 Yy RSy aS3> LIJA Ol 2dMhakckrit fake, a 1 KS Ayl
0SG6SSY RSUSNNAYLFGA2Y YR AYRSUSNNAYLF(GAZ2Yyeéd LG A
as giving renewed importance to the fuzzy boundaries of a composite portrait, rather than the

O2yANB Il GAZ2Y 27F éderiredf tBd irhages. bnipdshelotogrdplis sder to be,

in this particular respect, the materialisation of the antithetical interplay between vagueness and
ISYSNIfAGes Fy AyGaSNILIX e dGdKFd dAf GAYFGSte OFrada f
attributes to conceptual processes and functions such as perceptual judgments andlideas.
RAAYAAdaAy3ad GKS LISNARLIKSNE 2F GKS LRNINrAGa a O2y
to deprive his comparison between composite portraits and gerideals of its most forceful and

persuasive element.

It is at this point that the cognitive metaphor of composite photographs seems toctakel
fATS 2F Ala 26y¢ Ay t SANODSE IyR 0SO02Y&wdd2 YLIX SGS¢
produced.Indeed, mosOD dzZNNBy i aGdzZRASA 2F t SANDSQa ¢g2N] 2y 02
distinctively conceptual flavouy and rightly so, considering the relations that Peirce provocatively
ddz33Sada 6A0GK O2y OSLIidzk £ O2vyaiNHONAS RdzIKt | adz@ A RS
But it would be deeply unfair to both Peirce and Galton, as well as historically inaccurate, to assume
GKFG GKS dgrada FyR Gdz2Nya 2F GKS O02YLIRaAdS YSialL
that they were exclusively therpduct of his conceptual and philosophical warkS A NOS Q& Y S G| LK
has a material dimensigmrimarily supported by archival evidenahich remains so far
unpublished and which hdseen thoroughly neglected in the literature. It is toghieglected
eviderce that | would like to turn to in the next section

*peirce, CP5.505yA SEOSf f Syl RAaOdzaairzy 2F t SANDSQaftfezIA0 27
pillars of his philosophy isin PhyllisK A I 842 y 2 &t SA NO Srhe Jordraehs@Encgcopedia: ThezSy S a a
Digital Encyclopedia of Peirce Studidsw EditionEd. M. Bergman and J. QueirBub. 121222309a.

Retrieved fromhttp://www.commens.org/encyclopedia/article/chiassaphyllispeirce % E2%80%995gic

vaguenesglast accessed 07/08/2014).

*" Peirce, EP2: 353.
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Composite fhotography int SA NOSQa al ydza ONR LI a

Peircerepeatedlyproves tohave beeracquainted with the material process behind
composite photographyand with photographic processes more broadly. Whilpresent there is
no compelling evidence of his direct experimentation with photographic processes, his waitidgs
scientificcollaborations suggest that his philosophical positions on photography were nmextibgt
an active interesin, and solid understandingf, the photographic process itseftAs | will show
Y2NB Ay RS A semibtic dooriNdgf igdgxkality, Ainddardaears on a notion of
instantaneots photography very much modelle nineteenth centurwiews2 ¥ aAyadl yial ySA
while his practical understanding of composite portraiture reflects the experiments with the process
carried out by his student and collaborator Joseph Jastfow.

In what follows | aim to show that there are textual reference$iwhfurther substantiate
t SANDSQa &a2LKAAGAOFGSR dzyRSNREGEFYRAY3I 2F O02YLIR2 &AL
metaphor. | willrefer to two particular objectg a typescriptand a manuscript, both undategifrom
the Peirce Archives held by the HotyiLibrary at Harvard. Both objeatéfer interesting evidence
2T t SANDSQa T I of hidopiniomaled uhderstandiity, ok tieRIBo®dRaphic process
dzy RSNLIA Yy Ay 3 DI Ddspitg tiedackdichifentialNndoymatdrpthe contents o
these archival mrials reveathat Peirce may have cultivated a rather persistemibeit somewhat
quiet ¢ interest in the composite process developed by Galton.

A quick glance at the typescrifig, 3% reveals that it corresponds to the last pagfthe
text2F¥ DIfd2yQa FTANRG | NIGAOES Hafureid 28Y8.JFNe fype&riptJK 2 G 2 3 N
page contains a footnote with precise instructions on how to calculate the fractional exposure times,
and the main content of the text explains tpessible future developments of the process for the
purpose of animal breedings well as to prduce family portraits that mighpossibly disclose
hereditary characteristics. Galton specifically invites the readers to contribute with materials that
would allow him to continue his investigation:

d have as yet had few opportunities of developing the uses of the composite
photographic process, it being difficult without explanation to obtain the requisite
componentslndeed, the main motive of my publisigithese early results to

BC2NJF f8aa GSyidldAdS | &asaaogrépfidprazebses sBerAXasderRobing, F2 f GS VY
Gt SANDOS | yR t K2 {2 3N} LK &he Joumal af SpechilxtivezPhilbsOmbly 28,yidR1 { OA Sy OS¢ >
(2014),pp.mMmc @ 2 KAfS L O2yOdzNJ gAGK w20Aya Ay AYGSNLINBGAyY3
photography as inextricably related to his broader work on scientific measurement, and while | strongly

believe that Peirce had a sophisticatedderstandingpf the photographic process, what | could find in the

Peirce Archives is, so far, grdvidence suggeting anindirect knowledge of the mediuprather than evidence

of direct experimentation with it

PeKS O2yySOGAZY g A iKfurther discisBed i @ote BBIAWS NA Y Sy ( a

OLy sKIEG Fftz2sas L oAttt dza$S niaksScrip® as/lighs yh Richard Rdbin, Of 8 & A T
Annotated Catalogue of the Papers of Charles S. R&oester, MasgE ™M pc 17 0 uhbtitléd &rid NddSed &

typescriptis classified as M362.
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afford that explanation. | especially want sets of family photographs, all as nearly as
LraaArotsS 2F GKS &lYS aAri®™ |yR GF1Sy Ay @K

Galton then proceeds to give measurements, in terms of size and even proyoatidihe face

OF LJGdzZNBR AY AYRAGARIZ f LRNINFAGAZ GKFG @g2ddZ R YI ]
his inquiries into family portraiture. Why exactly this particular typescript page has been preserved

(as opposed to the full textof Galtnd | NI A Of SO A& 20Q0A2dzafte 2Ly (2
Of SI NI & Y Htlth8 éhd, &dbitlis jpataildBoénething that Peirce might have reviewed for

publication or might have received from one of his correspondents. Another possibilitgnsitiely

speculative, is that Peirce might have reviewed the text before it wasibdéished in thePopular

ScienceMonthlf y My Ty ® LYGSNBadGAy3If e Sticsdaekoumdin f 42y Qa |
GKAOK t SANDS LIzt AAKSRSR&O(G A2 ¥EH K| kiRl K5 8 8 & § RdD T A
dllustrations on the Logic of Scie¢and indeed their two contributions lie side by side in the
August1878issue of the journal

® peirce, M3.362, npthis is exactly the sametextas Galtén/ 2 YLI2 aAGS t 2NINF A &és LID ™.
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Composites on tnis principle would undoubtly aid the brassdars of animals to
of tne rssults of any progossd union batter than tney are 2bla to do at prasent, ans in
forecasting the results of marrieges batwsen men and women they would be of singular interast
and instruction, Mucn mignt be learnsd meraly by tna fraguent use of ths double-image orism;

as described above, which snablas us to combine tne features of living individuals whes

sitting side by side into a3 sinzls lmage.

1 nave as yet nad few opportunities of developing ths uses of the composite
pnotographic process, 1t being difficult without explanation to obtaln the raguisite components.
Indeed, the main motive of my publisning tnase early results is to afford tnat axplahation, :
and to enable me to procurs a considsrabls varlety of materials to work upon. I aspzaclally want s
sets of fawmilg pnotograpns, all as nearly as possible of the sams siza and taksn 10 the
same attitudes. Tne size I mould suggest for family comoosites s tnat unicnh glves
ons-nalf of an Inch interval petween tne pupil of tne eyz and the line that separeles the
two lips. The attitudes about wnich thera ocan be no mistake are: full face, an exact profils,

say, always showing the rlgnt side of the face, and an exact thrse-cuartems, always showing

tne left:in this, tne outer edge of the right ayalld w#111 b2 only just in sight. In ‘~‘acn_

oase the latter should look stratgnt bafors nlm. Such cortraits as itnese g0 well in*o

cartes. de visite, and [ teust tnat not a2 few amateur photographers may be inoclined to

make sets of all the mambars of tnele family, young and old, and of botn sexes, and to
try composites of them on the princioles I nave described. The onotograpns used for that

purpgose need not be in Lne least injured, for the rsgister marks may be made in tha case

into whicn they are slipoed, and not in the pnotographs thamselves.- Natura.

5 brotners or sisters and 5 oousins whose portraits are

= = 100
available: tne total period of desired sxposure is 100 seconds. OX4+5 P o8

txample: There are
4

p sach brotner or sister, and 4 ssconds for each cousin

[5X1845 X4 =1p0.]

Fig. 3MS Am 1632 (1362). Undated typescript on alsingnnumbered page. The typescript is part of the

t SANDS

/2t S50GA2yas odzi Al Ot SHNIe O2yidlAya

and published ilNaturein 1878. Houghton Library, Harvard University.

z

i
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2 KAfTS DIfidi2yQa (8LISaONRLII YSNBfte 2FT®e8NE SOAR!
photographic experiments, an undatesanuscript fig. 4 5 and §°>seems to offer a few more
RSGIFIAfa 27F t SA Nie&chaicalRias ¢f thd doRpatsi prdces<Litdell. The manuscript
Ad SYGAdGt SR a¢KS 22NIR 2F {OASYyO0OS¢sz IyR Al Yle& ¢
the nineteenth century which occupied Peirce in the early 19@@®ntains only a brief extract of a
planned compara A @S aidzReé 2F aGio2 tSIFRSNBR Ay a0OASyOS 4K:
& 2 dZ% Kedvin and Galton. PeircelourfullyR S & ONR 6 S& YSt @Ay & al {G&LRKOol
2f R¢ | y R Gatdnisiviodears &derithan Kelvin. The refereremnss to suggest that the
YIydzA ONR LG &aK2dzZ R 6S RIFIGSR I NRdzyR mopncs f2y3 | Fi
photography., Stz GKS (2yS gAGK gKAOK t SANOS RSaONROGSa
persistent enthusiasm with #ncomposite process itself. The characterisation that Peirce gives of the
process however, also suggedtisat he hadslightly different priorities for the possibilities that
DFfid2yQad YSUiK2R YA3IKG | FF2NRY

& & D | 4] ldtedtyn@ention is an instrument tphotograph degrees of resemblandeough

this only vaguely expresses what it measures. Two objects, say two photographic portraits,
are brought to the same apparent by an optical contrivance, and are then both removed
to such a distance that they beme mistakable, each for the other, when the angle each
subtends (or the tangent of it) is read off from a sé&fe

r

°
Two Loaders . Seisamnce > whs Rove drunk Ron B foumlan

wp s‘m"(m e ﬁ;»W¢>§:6 l«\t%l’%(ﬂ, I:u,'\r-iws [»-\/14

Forroed vt S porodh O Serim Loy, P QA LKMZ s,

v Lvd KElvinm, _ a typical Boy  thongh 82 goard olds
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@ e féyti&a&»s'uayufm fov macr Bher O(TSLT g
ik Hr aenminss, Yy oGeihs g fio pRotigropdini fte
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Fig.4/ ®{ ot SANDSI a{ ! FNURo g To @ O S.yHduGhdon BBarythbnc 0 = LIP
HarvardUniversity.

%2 peirce The World of SciencMS 1316, undated manuscript.
% peirce, MS 1316, p. 1.
% peirce, MS 1316, pp-2
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ltisratherA f £ dzZYAYy I GAy3 G2 aSS GKIFIG t SANDSQa LINAYI NEB |
AG LIK2023INFLKa&a GRSINBESE 2F NBaSyofhryOSéad b2G 3ISy
resemblance between photographic portraits that are manipulated specifitatbemade
GYAaidl1rofS SFEOK FT2NJ GKS 20KSNE® 2 KIFG OKI NI OG SN
process is the persistent emphasis on human intervention on the photographs, as well as on the
preparatory materials required to obtain the portratts t S pelcEpSv@inderstanding of the
O2YLR2aAldS LINRPOSaa lFftft2¢6a KAY G2 GF1S Fa KAA YAy
ISYSNI f A&l lakdZzafdoEbealreddh of yhe photographic process itself. They arecadt

the productof practical operationgaind controlled interventiog the very same interventions that

characterise the performance of any kind of measurement. Peirce continues, becoming even more

explicit on what is involved in the process:

din recording the result,ie kind of mistakability must also be setvdu, for by

WY A & i i hobrdeéinhabsdl@e indistinguishabiliy,dzi A& GKS 20aSNIBSNDa
certain definite alterations would render them indistinguishaBlleus, two portraits may
seem just alikexcept for dress and pose; or just alike except for age; or except for sex etc.
These judgments are not very greatly affectedibt S 2 6 &a SNIBSND A& LIS Qdzf A NR
2y GKS 20KSNJ KIFIYRX A& Y2NB | |jdzSaikéndsges2 F G KS
of the objects compared. The psychological laws of resemblance are imngresgd of

investigation; and Gt (2 y Qa vy Swill bé af impdidiaivail yh ihis inquigy®

t SANDS Qa oraGaiiNdadlylstbpS Bege, but there is muchttban be extracted from
this last passagef there is anything inherently objective the photographic procesg is just in the
active interventionof a2 6 8 SNIIS NI & t SdRDBSYWiIE F AYad Ly aKFNL] O2y
enthusiastic acceptance of thénd of precision afforded by the camera and by the composite
process more broadly dgfrce is here claiming that the kind of measurement obtained through
composite photography is ultimately made reliable by the fact that an expert observer applies his or
her judgment in altering and manipulating the images. The passage is interesting because it also
captures the two senses in whicaiccording to Peirce,rmind operates behind a cameind directs
its operations; alogical sense and a psychological dasychologically, he claims, resemblance may
be subject to individual and subjective states of miadd it is those states of mind, rather than
properties inherent in the objects being compared, that determine the particular respects in which
a2YS0KA YT SEENB 8aR2YY. Bhis Ksyofidbgiclfsén$e of resemblance, for Pagatil
not a reason to defer the burden of identifyingygelzA Yy S> 2 NJ G 2 0 ® $h&cdametaSar f A |1 Sy ¢
any measuring apparatus) altogether. Instead, the study of resembkivmad beitself subject to
empirical investigatio®® YR Ay RSSR DIFftili2yQa YSGK2R O2dzZ R SELR.

% peirce, MS 1316, pp-2(emphasis mine)

66 Interestingly, in the 1880s, Peirce was himself involved inkihid of empirical investigation. A crucial

connection between composite photographs and empirical psychology is the work that Peirce carried out i
collaboration withW2 & SLIK WI aGNRgd ¢KSANI O2ff 02N GA2y NBadzZ (SR
SATTFSNBYyOSa Ay { Syal G AMesidirs of tReNNatBriayAcalldmy of SdizicésB4 40§ R Ay
now inWritings of Charles S. Peirce: a Chronological Edifiolume \y1884¢1886. Ed. e Peirce Edition
Project.(Bloomington, Indianal993, pp.122-135. The piece, itself a classic in the history of psychology, was

praised by lan Hacking as a milestone in the application of statistical methods to empirical psy.cBday

Hackingg ¢ St SLI G K@Y hNAIAyaA 27F wiAIYRISDLNI ro.HA988): 42¥4F1, ®pE LISNRA YSy

K
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particular features, adjust the perspective, pick out particular olgieahd therwe deemthem to
GNBasSYofSé¢ 20KSERH @ towks Bdirde appeald fhe elXtiact area step

G26F NR F@2ARAY3I (GKS O2yFfl A2y 2F (GKAAa LI NIAOdZL |
logical implications. IndeedNfR Y | f 23AO0Ff LRAYG 2F OASHESYBA NDS
as the capacity to exercise soroentrolover the very act of rendering two portraits mistakable, and

eventually indistinguishable in some relevant respects from each other. It isapésity of

exercisingcontrol, and nothe seltdiscipline impsed bythe camera, that guarantees validity in the

resultsand generalisations that we draw froexamples of composite portraits.

In her recent work on the history of nineteenth century pbgraphy, Jennifer Tucker
insightfully highlightshe factthat, rhetoric of noninterventionist objectivity notwithstanding, no
consensus existed among scientists and practitioners of photography over whether their particular
practices should conform to $f.In this particular respect, Peirce seems to join the crofvd o
dissenters that Tucker singlesit in her workfor not subscribing to a view of objectivity as mere
mechanical reproducibilityOften credited with an interpretation of the photographic image as a
YSNB aAYyRSEZ 2N I (NI OS whet réatl slipefficialyz fdrforie ofah8 S+ & A £ &
proponents of just the kind of noninterventionist objectivity that imsteadrejected from the
outset. True, Peirce maintains that the relation of resemblance we perceive between photographs
and the objectsthey stanB 2 NJ ¢ Ada RdzS (2 GKS LIK20G23aINI LIKa& KI JAY =
circumstances that they were physically forced to correspchdipy’ (i G 2 LRRIythis G2 y I § dzN
sense, Peirce argues with explicit referetedris semiotic categories, photograpbslong to e
class of indices, signs that stand for their obgdwt virtue of a physical or causal connection. But
even in referring to photography as a prime example of indexicality, Peirce clearly stresses that the
photographmust beproducedandinterpretedas a indexical sigi it must beforcedto correspond
point-to-L2 Ay d G2 yIFGdz2NBEd | SNBE aF2NDOS¢ OF LWadzNBa 020K
indexical sigr a signthat shows something about particular objects by virtue of being physically
connected to those objects, like smoke for fire or a barometer reading for atmospheric pressure
and the very fact that for a photograph to function in such an indexical waxglititintervention
is needed in the process.

Peirce provein a different catext that his notion of indexicality is deeply rooted in a
sophisticated understanding of the photographic procéssis 1898 Short Logic, just after his
discussion ofudgments and assertions,ehindulges in another brief digression on photography.
G9OSY sKIFG A& OFftftSR Iy AyadlydlyS2dza LIK2 342 3N LK
compositeof the effects of intervals of exposure more numerous by far than the sahtie sea.

431-434. More importantly, Jastrow was one of the people with whom Peirce would have discussed the

relations between statistical methods and composite photography. Two publitaby Jastrovghow that he

was€ G NBYSt e ¢Sttt | Ol dzt Ay G Shrhis dgrkingKon e dutije2tioseph JasowK2 R | YR |
G/ 2YLIR AAGS SciegndalbINGnG. (3d4A8ES¥155167and Joseph Jastrow/ 2 Y L2 A A G S

t 2 NI NI A G dzNB ¢ o[ Sdiehc@bs, nd.234[8R55:283 Fofar exdelkerdt account of the

historical connections between Peirce and Galton specifically through the nregliate of the figure of

Jastrow see Tullio Viold,t NI Y F G A aYZ I yAR (0 ©S § S NUTEyRBdostiSche[Dkeyi:S € X A Y
Charles S. Peirced.F. Engel, M. Quesner, and T. Vi@arlin:2012): 115138, pp.122130.

®7 Jennifer Tuckem\ature Exposed. Photography as Eyewitness in Victorian BB@ltimore:2005).

% peirce, EP2:6.
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Take an absolute instant during the exposure, and the composite repreggsngnong other

O 2 y R AJ i ¢fadification is indeed a key step in the parallel between composite photographs

and schemata, as it clearly provides a matedafcrete6  aA a4 F2NJ t SANDSQa Reyl YA
composite photography more broadIgll the conceptual work that Peirce does on and with

photography remains rooted in his critical and practical understanding obrtheesof

photographing itself: indeed hikey point here revolves around the temporality of photography,

SOSy Ay UGUKS OFrasS 2F o6KI G ¢g2dz R 6 SARDERYSRKI &I Dif €
should also serve as a remindertioé meaning initially attributed to instantaneous photograpiny

the nineteenth century instantaneity was understood as very much dependent on exposure having a
beginning, a middle part and an ef{tAs Phillip Prodger remarks, the term was often used in the

case of studio portraiture, which initially was anythirdgh G Ay a il yial yS2dzaéyYy Ay @K
it involved extremely long exposures, accompanied by various contraptions to ensure that the sitters

would be absolutely still for the whole length of the photographisTesulted in obviouslgontrived

poses,aR AYRSSR (KS (i Svisvised fonpartiaitaywhichyeXmsin® §mes

notwithstanding,d dzOK O2 Yy i NA @I yOSa ¢2dzZ R 0SS SPeNcéiegmsi SR |
to be well aware that even the most lifelike, instantaneous image is the result of a process that

unfolds temporally, and is thus itself a composifgarticular conditions indexically singled out

among others. The compibs thus produced, Birce statef & NI LthikRrao8g/othér

O 2 vy R A,k i2hAgpéns in the case of a still of the sea with clearly defined waves that blur as they

break on the seashore, or a still of an aeroplane in flight where only the propellers betray movement

by appearing as an indistinct and discontinuous whir.

hyS flFaid LASOS 2F SOARSYyOS> KAalU2NAOIE SOARS
photography is a profoundly critical one, which is informed bysbfhisticatedunderstanding of the
technial aspects ophotographyas a means of measurement in scienlcel901 Peirce was asked
G2 GNYyaftl (S 9 HigtodyyofChronafdritagraptige theNSsn&h&odian Institution.
t SANDSQa Fyy2GF 3SR GNIJ yat | ("Agéms ofxhé Peirog aréhikeSingd 2 ¥ (1 K &
Houghton Libraryavailable at the moment only in manuscripth. On page 30 of theanslation
(see fig. 7, Peirce seems to lose his temper over some ofpttoenisesMarey anticipatesn
speculating abouthe very futureof chronophotography, and in particular to its application to the
d0ASYyO0S 2F YSOKIyAOa ol KNB@EKK vyt O& KO & A HEB & RISHF RISIRA ¥Z 3
laws of motion: laws of spaces described, of velocities, of accelerations. The difficigs that
Galileo and Atwood surmounted to determine these laws will for the future be saved in all

&9 Peirce, EP2, 21.

" See Phillip Pager, Time Stands Still: Muybridge and the Instantaneous Photography Mové@uiord:
2003), esp. chapter 2.

" Prodger,Time Stands Stilpp. 4142.

?peirce, EP2, 21.

" am grateful to Joel Snyder for this simple and clear example.

"t SANDSQA Fyy2il SR OSNBAAZ2Y APeircdMSA51Y, hofvelver alfinaldi NB Y Ay &
translation of Marey did appear in the 19@82nual Report of the Smithsonian Institutias Charles Peirce,
@Translation of Etienngvdzt Sa a | N& Ehmpoiophotograpls Ndnual Report of the Board of Regents
of the Smithsonian Institution for the Year Ending June 30, @ashington:1902).1 am grateful to Jaime
Nubiola for this rather subtle historical clarificatidhwas Miclael Leja who firsbrought this manuscript to
the attention of Peirce scholars as well as historians of photograpég Michael Lejdooking Askance
(Berkeley: 2004) p. 264 (note 78).
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