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Charles Clifford (1819-1863) pertenece a esa primera ge-
neraciéon de fotégrafos europeos que se iniciaron en el
calotipo y exploraron sus posibilidades como herramien-
ta de investigacién y expresion artistica. Muchos de estos
pioneros lo utilizarfan para documentar dimensiones de
la modernizacién que estaba modelando el mundo que
vivian; o para ilustrar el culto a la historia que alimenta-
ba los discursos nacionalistas y el romanticismo cultural,
orientando su mirada hacia aquellos vestigios materiales
que tan magistralmente desvelaban ese pasado. Clifford
fue uno de ellos; su incorporacién al medio seria tardia y
un tanto fugaz, pero en poco mas de diez anos de actividad
profesional en Espana y sobre Espana elabor6 la primera
gran sintesis fotografica del pais y marcé un camino que
otros muchos seguirian tras su prematuro fallecimiento.
Buena parte de su obra fotografica mantiene una gran
coherencia, al centrar la mirada en la entidad y devenir
del patrimonio monumental y relegar a un segundo pla-
no otros posibles acercamientos al pasado y al presente

espanol. Las incursiones en el paisaje, ambientes urbanos
contemporaneos o el recurso al pintoresquismo, tan en
boga entre pintores e ilustradores dela época, no formaron
parte esencial de sus preocupaciones artisticas, siendo los
vestigios de la romanizacién, las pervivencias andalusies y
las gestas arquitectonicas del Medievo cristiano y el Rena-
cimiento los hilos conductores en los que se entrelaza su
personal relato sobre Espana.

Alolargo del primer tercio del siglo XIX, una parte sen-
sible de este patrimonio estuvo sometido a episodios de
pillaje, expolio, abandono y destruccién de singular dure-
za, motivados tanto por causas bélicas como por los danos
directos y colaterales propios de la traumatica implanta-
cién del régimen liberal. Si esas primeras décadas fueron
un tiempo perdido, también se gestaron entonces las ideas
que habrian de revertir lentamente la situacién, al surgir
en Europa y entre las clases cultas espanolas una concien-
cia ptblica favorable ala conservacién de aquellos vestigios
que comenzaban a ser considerados como senas de identi-



dad nacional. En el arranque de la década de 1840 conflu-
yeron las manifestaciones criticas y las primeras reformas
institucionales; las Comisiones Provinciales de Monumen-
tos Historicos y Artisticos, reguladas en 1844 y capitanea-
das por la Real Academia de San Fernando, abrieron el ca-
mino de una nueva sensibilidad e impulsaron actuaciones
valiosas, como las primeras declaraciones monumentales
y una meritoria labor de inventario de los bienes que urgia
proteger y conservar.

Esta nueva mentalidad daria lugar también a iniciati-
vas editoriales y publicaciones comprometidas con la difu-
sién piblica de la riqueza histdrica y artistica del pais, que
hicieron uso de las nuevas técnicas que la industria estaba
poniendo a disposicién de artistas, fotégrafos y editores. Es
en tal contexto y a la sombra de estas nuevas preocupacio-
nes y oportunidades donde se inscribe el Album Monumen-
tal de Espana, todo un monumento fotografico que recoge
los resultados de una ardua labor de documentacién indi-
vidual, al tiempo que expresa la sensibilidad de un artista
comprometido con la salvaguarda del patrimonio de un
pais que no era el suyo, pero que adopt6é como propio. La
dimensiéon monumental de la obra fotografica de Charles
Clifford y su expresion material en esta obra constituyen
el motivo central de la exposicién, que invita a recorrer los
lugares que capt6 en sus negativos de papel y vidrio y supo
difundir entre el ptiblico europeo y espanol, haciendo visi-
ble y accesible a sus contemporaneos un repertorio monu-
mental Gnico.

La aproximacion a este legado obliga a adentrarse en
suvida y trayectoria profesional para desvelar las circuns-
tancias, oportunidades e iniciativas que justificaron y mo-
delaron su quehacer fotografico y lo orientaron preferen-
temente hacia tematicas relacionadas con el patrimonio
histérico, que ocupan un lugar tan destacado en el con-
junto de su obra. De ahi que la exposicién se estructure de
acuerdo con una serie de hitos que marcaron su actividad
entre 1852y 1862. Alolargo de este hilo cronolégico se dis-
tribuyen en las distintas secciones todas aquellas fotogra-
fias que fueron elaboradas y difundidas en tiempos muy
distintos y a instancias de encargos y proyectos dispares,
confluyendo finalmente en esta recopilaciéon postuma.

PRIMERAS EXPERIENCIAS Y REGISTROS DEL
PATRIMONIO MONUMENTAL [1852-1854]

Charles y Jane Clifford iniciaron su actividad profesional
en Madrid en la primavera de 1851, fecha de apertura de
su primer establecimiento fotografico. Si su dedicacién
inicial fueron los retratos de estudio, Charles se orientaria
temprana y complementariamente a la realizacién y venta
de vistas de ciudades y monumentos histéricos, acome-
tiendo diversas expediciones en los entornos de la capital.
De 1852 datan sus primeras fotografias conocidas sobre
Madrid, Toledo y Segovia, asi como la confecciéon del pri-
mero de sus albumes ofrecido a la Reina Isabel II. Obtener
la proteccidén y los consiguientes encargos por parte de la
familia Real constituia la mejor carta de presentacion a la
que podia aspirar un fotdgrafo recién instalado en su pais
de acogida, asi como una privilegiada puerta de acceso a
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otras clientelas, ya se tratara de miembros de la aristocra-
cia espanola, burgueses enriquecidos, instituciones cultu-
rales o empresas. La carpeta de vistas sobre el Real sitio de
la Granja de San Ildefonso (1853), dela que él mismo senala
que realizo tres ejemplares, hubo de ser uno de los ofreci-
mientos para aspirar al favor de la monarca espanola y, de
paso, incorporar a su lista de potenciales valedores ala em-
peratriz Eugenia y la reina Victoria.

Tales actividades debieron llevarle a Salamanca en la
primavera de 1853. Fue alli donde estableci6 contacto con el
arquitecto Francisco Jareno y otros profesores de la Escuela
de Arquitectura dela Academia de San Fernando, iniciando
una relacién que posiblemente orientd su trayectoria pro-
fesional en una nueva direccién. Fruto de esa colaboraciéon
seria el album Photographias, que contiene una seleccién de
32 iméagenes de monumentos de Salamanca y Avila relacio-
nadas con el viaje de estudios y los trabajos de dibujo reali-
zados por los alumnos. El album fue adquirido por la Aca-
demiay dio pie a un nuevo encargo en enero de 1854: “150
dobles pruebas fotograficas de los mejores monumentos
de Segobia (sic), Valladolid, Ledn, Santiago, Oviedo y otros
puntos de Asturias que Mr. Cliford (sic), fotoégrafo inglés,
ha ofrecido facilitar porla cantidad de 6.000 reales”.

La magnitud del pedido explicaria la intensa actividad
que desarrollé a lo largo de ese ano, puesto que si bien
podia contar en ese momento con muchas tomas ya rea-
lizadas, serian del todo insuficientes para cumplir con el
compromiso adquirido. Durante el mismo se desplazoé
a ciudades del norte (Burgos, Zamora, Ledn, Oviedo), asi
como a Sevillay Granada, incrementando sustancialmente
su archivo monumental. Pero no existe constancia de que
llegara a entregar nunca el lote acordado con la Academia,
como tampoco que participara en los siguientes viajes de
estudios organizados por la Escuela de Arquitectura. Por
razones que no son conocidas, esta relacién se truncé y la
vinculacién de Clifford con la Academia nunca llegé a res-
tablecerse.

Sin embargo, no resultd una experiencia del todo falli-
da: la sombra de ese encargo se proyectd sobre su obra, le
aport6 un perfil y una direccién concreta y muchas de las
fotografias realizadas con ese motivo formaron parte en
adelante de las selecciones utilizadas para su presentacion
en exposiciones internacionales, lo dieron a conocer en
Europaylo dotaron de la base iconografica imprescindible
para afrontar proyectos propios.

EN LA CORTE SEVILLANA DE LOS MONTPENSIER
[1854-1858]

Clifford mantuvo una relacién profesional intensay privi-
legiada con Antonio de Orleans, Duque de Montpensier.
No siendo el tinico profesional que suministr6 colecciones
y ejemplares sueltos para nutrir la impresionante biblio-
teca fotografica que el cunado de Isabel II reunié en su pa-
lacio sevillano de San Telmo, la proteccién de la que gozd
reviste un gran interés porque fue dilatada en el tiempo,
se concretd en encargos especificos que contribuyeron a
incrementar sustancialmente su archivo fotografico y dio
pie, por dltimo, a un intercambio epistolar que informa
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detalladamente acerca de la actividad que desarrollé y su
relacién con las aficiones y actividades ptiblicas del Duque.

La relacién con Montpensier arranca en la primavera
de 1854, momento en que Clifford aparece en Sevilla. Desde
entonces y hasta 1858 ejecutaria al menos dos encargos di-
rectos del Duque y posiblemente realizd por iniciativa pro-
pia y le ofert6 un tercer lote compuesto a finales de 1858 en
Cataluna, donde rememoraba fotograficamente uno de los

viajes oficiales realizados por los Infantes un ano antes. Mer-
ced alos recursos facilitados y ala proteccién dispensada por
Montpensier, Clifford tuvo la oportunidad de ampliar terri-
torialmente su visiéon de Espana, a la que quedaria incorpo-
rada Granada, Cataluna, Castilla La Mancha y Extremadura.
El primero de los reportajes sobre Granada y la Al-
hambra -realizado en la segunda mitad del ano 1854- se
encuentra recogido en el album Granada: Photographies y
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pudo venir justificado por la atraccién que sentia Antonio
de Orleans por el arte islamico y por la Alhambra en parti-
cular, donde planed fijar su residencia antes de instalarse
definitivamente en Sevilla.

La expedicion fotografica por tierras toledanas y Extre-
madura fue también un encargo directo de Antonio de Or-
leans, tras efectuar en diciembre de 1857 una excursion de
ocho dias al monasterio de Yuste en compania del Conde de
Mirabel, quien lo habia adquirido con la intencién de res-
taurarlo. El itinerario seguido les llevaria a Talavera, Cua-
cos, Jarandilla, Oropesa, Aldeanueva y Yuste, al término del
cual encomendo a Clifford registrar fotograficamente tales
etapas, adelantandole parte de sus honorarios. Durante la
primavera de 1858 el fotografo se desplazé al efecto, si bien
su expedicién se alargd mas de lo previsto, al ampliar por
iniciativa propialaruta seguida meses atras por el Duque e
incluir Plasencia, Alcantara y Mérida.

Poco después, Clifford se desplazé entre agosto y no-
viembre de 1858 a Valencia, Barcelona, Tarragona y Za-
ragoza con objeto de completar su archivo. Aunque no
existe constancia fotografica de su estancia en Valencia y
Zaragoza, al menos compuso vistas urbanas y de diversos
monumentos en Barcelona, Tarragona y Gerona, que fue-
ron también adquiridas por Montpensier y parcialmente
reutilizadas por Clifford en la composiciéon del album con-
memorativo de la visita regia (1860).

LA PROYECCION INTERNACIONAL [1854-18 63]
Pese a su arraigo en suelo hispano, Clifford nunca dejo de
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ser un fotégrafo britanico, consciente de que su publico
natural eran sus propios compatriotas y que el camino del
éxito profesional pasaba por Londres y Paris. Espana y lo
espanol era el tema, pero Europa habria de ser el destino
prioritario de su obra. Las conexiones que mantuvo conlos
circulos fotograficos mas innovadores fueron tempranas y
asiduamente cultivadas mediante la participacion en ex-
posiciones internacionales y su vinculacion con asociacio-
nes y sociedades fotograficas britanicas y francesas. Tales
contactos, la novedad que suponian los asuntos y lugares
que abordaba y las favorables criticas que recibié por la
calidad técnica y artistica de su trabajo acabarian convir-
tiéndolo en el referente mas cualificado de la fotografia de
tema espanol. Merced a ello, acabaria siendo mas conocido
y reconocido en Europa que en la propia Espana, donde sus
imagenes no trascendieron el reducido circulo de la aristo-
craciay ciertas elites culturales.

La primera de las grandes exposiciones en la que se
dio a conocer fue la organizada en Londres por la London
Photographic Society en enero de 1854, en un momento en
que estaba iniciando apenas su archivo de vistas , que no
alcanzaban mas alla de Madrid y algunas ciudades de Cas-
tilla. Consciente de la importancia de esta primera puesta
en escena en el mercado britanico, casi en pie de igualdad
con las otras imagenes espanolas presentadas por fotogra-
fos de la talla de Tenison o Vigier, Cllifford hubo de esme-
rarse para enviar lo mejor y casi lo tinico que tenia en ese
momento: doce vistas que mostraban Segovia (4), Madrid
(2), Salamanca (3) y el palacio y fuentes de la Granja (3). El



reconocimiento pttblico que obtuvo, la adquisicién para la
coleccién real britdnica de sus ejemplares expuestos, asi
como la evidencia de que su archivo solo contenia hasta el
momento ciudades y monumentos muy limitados y de se-
gundo orden, de acuerdo con el gusto imperante, debieron
ser decisivos para obligarle a definir con mas ambicién su
proyecto e impulsarle a incorporar aquellos otros lugares
imprescindibles en cualquier repertorio que aspirara a
ofertar una imagen de Espana. Si a ello se suma la concre-
cion de la linea de trabajo abierta con la Academia de San
Fernando, puede entenderse la intensa actividad fotografi-
ca que desarroll6 durante el convulso ano de 1854.

Buena parte del material elaborado entonces en Ma-
drid, Castilla y Le6n, Asturias y Andalucia constituiria el
nucleo fundacional de su archivo monumental, sin que
fuera actualizado ni ampliado sensiblemente hasta 1858.
En los tres anos siguientes su actividad estuvo mas orien-
tada a la realizacion de encargos un tanto ajenos a las
tematicas cultivadas hasta entonces (obras del Canal de
Isabel II, reportaje para el Duque de Osuna, posibles en-
cargos estereoscopicos), asi como ala comercializacién de
su obra en el mercado parisino, donde residi6 dos largas
temporadas. Alli colaboré en prestigiosas publicaciones
-La Lumiere, Bulletin de la Société Frangaise de Photographie-,
ingres6 como miembro de esta tiltima y continuaria par-
ticipando en certamenes internacionales, como la Expo-
sition photographique de Bruxelles (1856). Poco antes de su
retorno a Espana, hubo de seleccionar las fotografias pre-
sentadas ala segunda exposicion que la Société Frangaise de
Photographie mantuvo abierta en el Boulevard des Capu-
cines entre enero y mayo de 1857, aportando diez vistas
de Ledn, Valladolid, Salamanca, Granada y la Granja. Los
vinculos trenzados con los circulos fotograficos franceses
evidencian su decidida apuesta por Paris como escenario
de promocidén profesional. Cuestion distinta es que tales
aspiraciones se vieran coronadas por el éxito: Cliffford se
habia instalado alli para positivar y vender su ya amplia
coleccidn espanola, pero las escuetas noticias sobre el tira-
je a gran escala que pretendia realizar y la ausencia de al-
bumes supuestamente confeccionados hacen pensar que
la operacidn result6 poco exitosa.

Una tercera via en la internacionalizacién de su obrala
constituyd su incorporacién a asociaciones profesionales.
En enero de 1858 se inaugur6 en Londres la primera de las
exposiciones organizadas por la recién constituida Archi-
tectural Photographic Association, en la que Clifford expuso
46 positivos, comprendiendo vistas monumentales de
Burgos, Segovia, Valladolid, Zamora, Salamanca, Oviedo,
Madrid, Toledo, Sevillay Granada. El gran ntimero de ejem-
plares presentados revela la importancia que asigno a esta
manifestacion, al tiempo que parece marcar un giro en su
estrategia promocional, orientandolo mas decididamente
al mercado britanico. La asociacién combinaba el objetivo
de difundir la fotografia arquitecténica con la suscripcién
de lotes de imagenes entre sus afiliados, de modo que pa-
recia constituir un vehiculo eficaz parala comercializaciéon
de su obra en el Reino Unido, tanto mas cuanto que era el
Gnico que aportaba tematicas espanolas. Aunque no llegd

a participar en la segunda edicién, en diciembre de ese
mismo ano, volveria a hacerlo de nuevo en enero de 1860,
renovando su repertorio con las nuevas vistas tomadas en
Granada, Cataluna y Extremadura.

MECENAZGOSY CLIENTELAS FOTOGRAFICAS

El archivo fotografico de Clfford se compone de imagenes
conun contenido diverso, acorde con los diferentes encar-
gos que hubo de afrontar para sobrevivir profesionalmen-
te. Las vistas monumentales, siendo mayoritarias, consti-
tuyen una dimensién mas de su obra, en la que coexisten
también retratos, reproducciones de pintura y objetos
artisticos, documentacién de reformas urbanas y obras
publicas contemporaneas, asi como reportajes sobre po-
sesiones privadas y obras de construccién ferroviaria en
curso. A diferencia de otros contemporaneos con los que
podria equipararse, nunca llegd a ser un diletante de la
fotografia provisto de suficientes recursos econdémicos
como para dedicarse confortablemente a la creacion sin
mas, como fue el caso de J. August Lorent, E.K. Tenison,
Gustave de Beaucorps o Louis de Clercq, por citar ejemplos
cercanos; por el contrario, se vio obligado a compatibili-
zar el ejercicio profesional remunerado con su vocacién
artistica, intentando vivir a expensas de los encargos por
cuenta ajena, pero sin renunciar a crear contenidos mas
personales y embarcarse en proyectos propios. También
a diferencia de otros profesionales de la época que vivian
del comercio fotografico (Leygonier, Masson, Laurent),
acert6 a dar a sus creaciones un status de artisticidad, pre-
cisamente porque convirti6 el culto alos monumentos en
una practica recurrente, que impregno su mirada y otorgd
un sello distintivo a su obra.

Ya trabajara para miembros destacados de la nobleza
espanola, empresas promotoras o técnicos cualificados, los
relatos fotograficos elaborados para ellos contienen una
alta proporcién de contenidos monumentales, que se re-
piten y enlazan entre si albumes y reportajes concebidos
con una finalidad especifica y aparentemente dispares; el
componente monumental siempre esta presente, de for-
ma exclusiva en unos casos o mediante detalles sutiles en
otros. Posiblemente las tinicas excepciones sean las series
sobre la construccién del Canal de Isabel Il y la reforma de
la Puerta del Sol, donde la actualidad se impone rotunda-
mente, sin concesion alguna a la historia.

De este conjunto de encargos se han seleccionado algu-
nos albumes y series, mostrando preferentemente las te-
maticas monumentales que incorpor6 en ellos. Un primer
grupo lo constituyen aquellos cuyos destinatarios o mece-
nas eran miembros destacados de la nobleza espanola (Du-
ques de Osuna y Medinaceli), en los que se despliegan sus
palacios, quintas de recreo o posesiones en Madrid, Toledo
y Guadalajara (1856-1857). Un segundo grupo se refiere a
albumes que pertenecieron a propietarios identificados,
quienes combinaron iméagenes de Clifford y otros autores
para confeccionar relatos propios, como Pilkington Jack-
son, Herbert Duckworth o el propio E.K. Tenison. Unos y
otros testimonian una practica habitual entre los primeros
coleccionistas de fotografias, ya se tratara de viajeros oca-

MUSEO UNIVERSIDAD DE NAVARRA / 5



sionales, amantes del arte o pintores, como es el caso de
Egron Lundgren y Dionisio Fierros.

Un tltimo conjunto lo integran las carpetas y albumes
monograficos encargados con motivo de acontecimientos
de dimensioén publica y que fueron confeccionados en el
propio estudio del fotégrafo. Tal es el caso de los Recuerdos
del Viaje de SS.MM. y AA.RR. a Valladolid y de la solemne inau-
guracion del puente Principe Alfonso en presencia de SS.MM.
y AA.RR. ... (1858), destinados como regalo a Isablel IT por
parte de la empresa constructora del ferrocarril del Norte;
asi como el Album de vistas fotogrdficas del Puente de Alcanta-
ra (1860), encargado a Clifford por el ingeniero Alejandro
Millan con motivo de la conclusién de las obras de restau-
racion del referido puente, que serfa inaugurado en febre-
ro de 1860. Si en el segundo de ellos el protagonista es el
monumento en si, devuelto a su pasado esplendor, en el
realizado en Valladolid lo monumental constituye un adi-
tamento al tema principal que desarrolla, al incluir vistas
de edificios historicos de la ciudad y sus alrededores que
acompanan al acontecimiento concreto de la inauguraciéon
del puente ferroviario y de los arcos de triunfo levantados
pararecibir ala Reina.

LA VINCULACION CON LA CORTE VICTORIANAY EL
PUBLICO BRITANICO [1859-1861]

Desde los inicios de su actividad, Clifford cultivo entre el
publico espanol su inglesidad e hizo gala de las relacio-
nes mantenidas con la corona britanica, buscando con
ello otorgar un sello de prestigio a su establecimiento. Sin
embargo, no hay constancia de que realizara tempranos
encargos fotograficos para la reina Victoria, como senal6
a menudo en la prensa de la época. La primera evidencia
cierta de una relacién profesional materializada en algin
tipo de encargo u ofrecimiento no se produce hasta 1859,
con motivo de una fugaz visita a Espana por parte del Prin-
cipe de Gales. A mediados de mayo atracaria en Gibraltary
realizé una breve gira por Andalucia, que incluy6 la obliga-
davisita a la Alhambra y abarc6 también a Malaga, Ronda,
Cadiz, Sevilla y Tanger. Aunque se desconoce como llegd
Clifford a obtener el encargo de documentar fotografica-
mente este tour por parte del heredero de la corona brita-
nica, lo cierto es que a comienzos de julio de 1859 recorri6
parte de Andalucia, incluyendo Gibraltar y Africa, con ese
proposito. Posiblemente hubo de improvisar a lo largo de
laruta, puesto que de algunas de las ciudades visitadas por
el principe (Ronda, Cadiz, Tanger) y otras resenadas en la
prensa (Bailén, Alhama, Tarifa, Tetuan) no existe constan-
cia fotografica alguna, bien porque no llegara a impresio-
nar ninguna placa en ellas o porque las imagenes se hayan
perdido. Las tinicas que sobre este viaje se localizan en las
colecciones reales estan incluidas en uno de los albumes
personales del Principe de Gales y se refieren a cinco vis-
tas realizadas en Granada, todas ellas sobre el Carmen de
los Martires, una finca de recreo cercana a la Alhambra. El
resto de las que pudo realizar entonces acabdé formando
parte de la coleccion fotografica de la casa real britanica,
pero mediante un producto que desbordaba en intenciéon
y contenido este fugaz recorrido por tierras andaluzas.

6 / MUSEO UNIVERSIDAD DE NAVARRA

CHARLES CLIFFORD.

PARTE ALTA DE LA CATEDRAL (BURGOS). 1853.
ALBUM MONUMENTAL, VOL. III, 17

Enelotonode 1861 Clifford se desplaz6 a Londres conla
misi6én de fotografiar ala reina Victoria por encargo Isabel
11, aprovechando la oportunidad para entregar ala sobera-
na el album Photographic Souvenir of Spain, que reunia en
dos tomos y 159 imagenes una amplia y cuidada seleccién
de su relato sobre Espana, compuesto para esta ocasiéon y
sustentado basicamente en la vision de sus monumentos,
con minimas concesiones a otros temas. Su valor no solo
reside en la amplitud y riqueza de su contenido grafico, ni
en el hecho de que pueda resultar clarificador para datar
algunas de sus fotografias, sino porque constituye el pre-
cedente delo que habria de ser su obra mas ptiblica y origi-
nal: A Photographic Scramble Through Spain.

Coincidiendo con su estancia londinense, Clifford edi-
t6 un folleto de 48 paginas con este titulo, incluyendo en
él un breve texto acerca de sus experiencias viajeras y fo-
tograficas en Espana, asi como una relacién de 171 titulos
mas o menos extensos, que hacen referencia a sendas ima-
genes fotograficas. No se trataba, pues, de un album, pues-
to que no contenia fotografias, sino del folleto anunciador
de una futura publicaciéon comercial destinada al pablico
britanico y distribuida posiblemente mediante entregas.
Un proyecto fotografico auténomo, inspirado en el album
regalado a Victoriay que hubo de arrancar en 1862, sin que
nunca llegara a concluirse..

AL SERVICIO DE LA MONARQUIA ISABELINA
[1860-1862]

La actividad desarrollada a la sombra del patrocinio regio
dio lugar a sus fotografias posiblemente mas conocidas
y difundidas, puesto que los trabajos que se le encomen-



daron estaban concebidos y destinados precisamente a
publicitar los logros politicos y el arraigo popular de la
monarquia isabelina; de ahi que se realizaran numerosas
copias de estos albumes por encargo de palacio y acabaran
volcandose a grabado muchas de sus imagenes para ilus-
trar las publicaciones conmemorativas y cronicas asocia-
das a tales eventos.

Si bien los primeros trabajos ofrecidos a la joven rei-
na Isabel datan de 1852-1853 y menudearon en adelante,
no fue hasta 1860 cuando Clifford obtuvo el encargo de
documentar uno de los viajes de la familia real. Fruto de
esta privilegiada condicién de fotégrafo oficial serian dos
reportajes que incluyen mas de un centenar de nuevas fo-
tografias. En la composiciéon de estos dos albumes Clifford
supo enlazar habilmente el registro de algunos fastos y
arquitecturas efimeras asociados al acontecimiento con-
creto de su paso por el lugar con una selecciéon del patri-
monio histérico-artistico mas relevante de las ciudades
visitadas, tomando para la ocasion diversas instantaneas
o reutilizando otras obtenidas en anteriores expediciones.
Las facilidades de movimiento y acceso que reportaba el
encargo regio le permitieron, asi, actualizar su archivo e
incrementar sustancialmente el nimero de originales de
los que podria disponer para futuros proyectos.

En septiembre de 1860 embarcd en Alicante con desti-
no a Baleares y acompano al cortejo real .hasta Barcelonay
Zaragoza durante los meses de septiembre y octubre. Una
vez concluido, procedi6 al positivado de las copias y com-
posicion del album Recuerdos fotogrdficos del viaje de SS.MM.
y AA. RR. a las islas Baleares, Cataluna y Aragén, compuesto
por 60 iméagenes y del que se tiraron doce ejemplares des-
tinados a ministros y allegados.

Tras su vuelta de Londres en los primeros meses de
1862, se le encomendaria un segundo encargo: el viaje
oficial a Andalucia y Murcia. Con este motivo, durante los
meses de septiembre y octubre volveria a recorrer lugares
familiares (Granada, Malaga, Sevilla, Cérdoba) y otras pro-
vincias que alin no figuraban en su repertorio. Sus tltimas
fotografias conocidas las realiz6 en Almeria, Cartagena,
Murcia y Orihuela, cerrando un circulo que a lo largo de
poco mas de diez anos le habia levado a recorrer miles de
kilémetros por los caminos de Espana. De ese tltimo via-
je volvio pertrechado con nuevos lugares que mostrar y
versiones actualizadas de paisajes urbanos y enclaves mo-
numentales ya conocidos, con las que sustituir viejos ca-
lotipos o perspectivas poco satisfactorias tomadas tiempo
atras con 6pticas menos perfeccionadas. Con tales mate-
riales compuso la que habria de ser su tiltima obra en vida
-Recuerdos fotogrdficos de lavisita de SS.MM.y AA.RR. a las pro-
vincias de Andalucia y Murcia en Setiembre y Octubre de 1862-
un ambicioso album con casiun centenar de imagenes, del
que se le ordend componer treinta ejemplares, entregados
a palacio unos meses después de su fallecimiento.

EL ALBUM MONUMENTAL DE ESPANA'Y SU TIEMPO

El Album Monumental de Espania: Coleccién fotogrifica de
sus mejores obras arquitecténicas, comenz6 a distribuirse
por entregas en 1863, meses después del fallecimiento de
Clifford. Sus editores —el escritor y periodista Francisco

Munoz Ruiz y el fotdgrafo José Sala Sarda- lo concibieron
como una magna recopilacién de arquitectura histérica
distribuida en cuatro volimenes, a los que se anadio final-
mente un 5° tomo o Apéndice, conteniendo en conjunto
casi 300 imagenes fotograficas y sus correspondientes
textos explicativos. Tras sortear diversas dificultades en el
proceso de ediciéon y en la gestiéon empresarial del proyec-
to, la confeccion y distribucion de las distintas entregas y
voliimenes no se concluiria hasta comienzos de la década
de 1870. Pese a la relevancia que cabe asignarle en el con-
texto dela produccién fotografica de Clifford, se trata de de
su obra menos conocida, entre otras razones por el escaso
ntmero de ejemplares que se han conservado y hallarse
buena parte de ellos incompletos.

El Album Monumental ha de valorarse como una iniciati-
va pionera, en un momento en que eran muy limitadas las
ediciones que hacian uso de la fotografia, si bien entronca
con una larga tradicién de publicaciones ilustradas de con-
tenido artistico que se orientaron a la difusion del patri-
monio histérico espanol. Tal escenario ya habia sido acota-
do y dibujado a grandes rasgos en diversas publicaciones
europeas aparecidas a lo largo del primer tercio del siglo
(Laborde, Taylor, J.E. Lewis, David Roberts, Escourt, Vivian,
Von Gail, entre otros), pero fue a lo largo de las décadas de
1840 y 1850 cuando tuvo lugar en Espana un cierto impul-
so editorial, del que son ejemplos diversas publicaciones
concebidas con un gran despliegue grafico, sustentado en
el grabado en madera y al acero, la litografia y la cromolito-
grafia. Entre ellas destaca, por su impulso institucional y ri-
gurosa documentacion, la obra Monumentos arquitectonicos
de Espana, promovida por la Real Academia de San Fernan-
doy puestaen circulacién a partir de 1859, en un momento
en que la fotografia apenas estaba emergiendo como una
alternativa eficaz parala difusién de la imagen.

Los titulos ilustrados con fotografias constituyeron
inicialmente una discreta y selecta minoria, siendo en
realidad una suerte de experimentacién o adelanto de un
nuevo tipo de publicacién que atn carecia del soporte tec-
nolégico imprescindible para hacerse un hueco en el mer-
cado, si bien anunciaba un fené6meno novedoso -la repro-
duccién mecanica de la imagen fotografica- que acabaria
por imponerse conforme se agote el siglo XIX. Estos pri-
meros ensayos dieron lugar a productos ciertamente arte-
sanales e hibridos: no eran propiamente albumes fotogra-
ficos convencionales, al incorporar paginas de texto; pero
tampoco libros ilustrados al uso, ante la imposibilidad
de combinar lo grafico y lo textual en una misma pagina,
obligando a adosar las imagenes positivas montadas sobre
cartén en hoja aparte y mantener el uso de grandes forma-
tos, que eran los propios de los dlbumes fotograficos. Tales
limitaciones dilataban y encarecian significativamente el
proceso de composicion, recurriéndose habitualmente al
procedimiento de distribucién por entregas.

Tanto el Album Monumental de Espaiia como otras con-
tadas ediciones fotograficas contemporaneas constituyen,
pues, iniciativas adelantadas a su tiempo. Hasta tanto
no existi6 una viabilidad técnico-empresarial y una pro-
ducciéon verdaderamente industrial, tales limitaciones
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continuaron dificultando su viabilidad como productos
asequibles al gran ptublico. De ahi que aquellas primeras
ediciones aparecidas en el pais a comienzos dela década de
1860, especialmente las que aspiraban a hacerse un hueco
en el mercado y financiarse mediante su venta, fuesen casi
una heroicidad rayana en la insensatez.

Aunque Clifford no fue el tnico fotégrafo represen-
tado en la obra y posiblemente no lleg6 a participar en su
concepcion y diseno, el album constituye la mayor recopi-
lacion de su trabajo fotografico nunca realizada, ascendien-
do a mas de doscientas las fotografias de su archivo que se
seleccionaron para ilustrarlo. Si se consideran los cuatro
primeros volimenes que comprendian el diseno original
de la publicacién, su contribucién iconografica es casi ex-

clusiva, con excepcién de algunas imagenes referidas a mo-
numentos toledanos y una serie dedicada al Escorial, cuya
autoria continiia siendo dudosa. En cuanto al volumen V,
confeccionado anos después de la muerte de Clifford e in-
cluso dela desaparicion del establecimiento que regent6 su
viuda, hubo de recurrir casi en exclusiva a las fotografias de
Jean Laurent. Las imagenes mas relevantes que Charles Cli-
fford compuso sobre los monumentos hispanos estan con-
tenidas en el Album Monumental de Espana, el mis amplio
testimonio de una vocacién y un empeno acometido por el
mejor fotdgrafo del pais, cuyos resultados habian sido par-
cialmente difundidos en Europa, pero muy escasamente
divulgados hasta entonces entre el piiblico espanol.

Javier Pinar Samos

CHARLES CLIFFORD AND THE RECORD OF
HISTORIC MONUMENTS OF SPAIN (1852-1863)

Charles Clifford (1819-1863) was one of the first genera-
tion of European photographers to begin working with the
calotype and explore its possibilities as a tool for research
and artistic expression. Many of these pioneers used it to
document aspects of the modernization process shaping
the world they lived in and to illustrate the devotion to his-
tory that fuelled nationalist discourses and cultural roman-
ticism by focusing their gaze on the material remains that
so masterfully revealed that past. Clifford became known
for using the medium in the latter part of his short life. In
little more than ten years of professional activity in Spain
and about Spain, he produced the country’s first great pho-
tograph album and took a path that many other photogra-
phers would follow after his untimely death.

Much of his photographic work is highly coherent in
that it focuses on the essence and future of historic mon-
uments and generally avoids secondary approaches to the
Spanish past and present. Incursions into landscape and
contemporary urban environments, as well as the use of
picturesque scenes, so fashionable among painters and
illustrators of the period, did not form an essential part
of his artistic preoccupations. Instead, the vestiges of the
Roman Empire, remains in Andalusia and the Christian ar-
chitectural works of the Middle Ages and the Renaissance
were the main elements that defined his personal account
of Spain.

Throughout the first third of the 19" century, a con-
siderable part of this heritage suffered episodes of severe
looting, plundering, abandonment and destruction due to
both war and the direct and collateral damage caused by
the traumatic implementation of the liberal regime of the
time. If those early decades were a lost cause, the ideas
that would slowly reverse the situation were also brewing
as public awareness emerged in Europe and among the
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Spanish educated classes in favour of the preservation of
remains that were becoming signs of national identity. In
the early 1840s, critical viewpoints and the first institution-
al reforms emerged. The Provincial Committees of Histori-
cal and Artistic Monuments, created in 1844 and governed
by the Real Academia de Bellas Artes de San Fernando, led
the way towards a new sensitivity and promoted praise-
worthy actions, such as the first lists of monuments and
a key inventory of the assets that urgently needed to be
protected and conserved.

This new mentality would also give rise to publishing
initiatives and publications for the public dissemination of
the country’s historical and artistic properties using the
new techniques that industry was making available to
artists, photographers and publishers. Within this context
and in conjunction with these new concerns and oppor-
tunities, the Aloum Monumental de Espaiia was released.
It is a photographic monument that brings together the
results of the arduous work of individual documentation
and also expresses the sensitivity of an artist committed
to safeguarding the heritage of a country that was not his
own, but which he had fully adopted. The monumental
dimension of Charles Clifford’s photographic work and its
material expression in this work provide the central motif
of this exhibition, which invites viewers to tour the places
he captured on his paper and glass negatives and was able
to disseminate among European and Spanish audiences to
make a rich, unique monumental heritage visible and ac-
cessible to his contemporaries.

The approach to this legacy makes it necessary to delve
into his life and professional career in order to reveal the
circumstances, opportunities and initiatives that justified
and shaped his photographic work and focused it preferen-
tially on themes related to historical heritage, which occu-



CHARLES CLIFFORD. PALACIO DE LOS VIRREYES (BARCELONA). 1860. ALBUM MONUMENTAL, VOL. III, 2

py such a prominent place in his oeuvre as a whole. The ex-
hibition is therefore structured according to the milestones
that marked his activity between 1852 and 1862. In this
chronological presentation, all the photographs that were
produced and disseminated at very different times as the
result of assorted commissions and projects are distribut-
ed in different sections and finally come together in this
posthumous compilation.

FIRST EXPERIENCES AND RECORDS OF HISTORIC
MONUMENTS [1852-1854]

Charles and Jane Clifford began their professional activity
in Madrid in the spring of 1851, when they opened their
first photography studio. While initially focusing on studio
portraits, Charles would soon turn his attention to the pro-
duction and sale of views, photographs of which he took
on different expeditions to sites in and around the city. His
first known photographs of Madrid, Toledo and Segovia
date from 1852, as does the first of his albums presented
to Queen Isabella Il. Obtaining protection and subsequent
commissions from the royal family provided the best cre-
dentials for a photographer who had recently settled in his
host country, as well as privileged access to other clients,
including members of the Spanish nobility, wealthy pa-
trons, cultural institutions and companies. The portfolio of
views of the Royal Palace of La Granja de San lidefonso
(1853), of which Clifford indicated that he had made three
copies, must have been one of the projects he worked on
to win the favour of the Spanish monarch and, in the pro-

cess, to add Eugénie de Montijo and Queen Victoria to his
list of potential patrons.

These activities must have taken him to Salamanca in
spring 1853. It was there that he made contact with the ar-
chitect Francisco Jareno and other professors at the School
of Architecture of the Real Academia de Bellas Artes de San
Fernando, thus beginning a relationship that would take his
professional career in a new direction. The result of this col-
laboration was the album Photographias, which contains a
selection of 32 images of monuments in Salamanca and Avi-
la related to the drawings by students made during a study
trip to the cities. The album was acquired by the Academy
and led to a new commission in January 1854: “150 dou-
ble photographic proofs of the best monuments of Segobia
(sic), Valladolid, Ledn, Santiago, Oviedo and other sites in
Asturias that Mr. Cliford (sic), an English photographer, has
offered to provide for the sum of 6,000 reales”.

The size of the order explains Clifford’s intense activity
throughout that year, given that, although he had already
taken many shots of these locations, they would be totally
insufficient to fulfil this new commission. In this period, he
travelled to cities in the north (Burgos, Zamora, Ledn, Ovie-
do), as well as Seville and Granada in the south, thus sub-
stantially increasing his archive of monuments. But there is
no record that he ever delivered the works to the Academy,
nor that he ever took part in subsequent study trips orga-
nized by the School of Architecture. For unknown reasons,
this relationship was cut short and the link between Clif-
ford and the Academy was never re-established.
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However, it was not an entirely unsuccessful experi-
ence: this commission gave a major boost to his reputa-
tion. It garnered him a specific profile and direction, and
many of his subsequent photographs formed part of the
collections used to present his work in international exhibi-
tions, which made him known in Europe and provided him
with the iconographic underpinnings he needed to take on
his own projects.

AT THE ROYAL COURT OF THE MONTPENSIER

FAMILY IN SEVILLE [1854-1858]

Clifford had an intense and privileged professional relation-
ship with Prince Antoine, Duke of Montpensier. Although
he was not the only professional whose collections and
single copies were added to the impressive photography
library that Isabella II’s brother-in-law kept in his Palace
of San Telmo in Seville, the protection he enjoyed was of
great importance because it lasted for a number of years,
took the form of specific commissions that contributed to
a substantial increase in his photography archive and ul-
timately resulted in the exchange of letters that provide
detailed information on the activity he carried out and his
relationship with the Duke’s hobbies and public activities.

The relationship with Montpensier began in spring
1854, when Clifford first arrived in Seville. From then until
1858, he would carry out at least two direct commissions
from the Duke. Possibly on his own initiative, Clifford of-
fered him a third lot of photographs taken at the end of
1858 in Catalonia, in which he chronicled one of the official
journeys made by the prince and princess a year earlier.
Thanks to the resources and protection provided by Mont-
pensier, Clifford had the opportunity to broaden his terri-
torial vision of Spain to include Granada, Catalonia, Cas-
tile-La Mancha and Extremadura.

The first of the photographic reports on Granada and
the Alhambra, made in the second half of 1854, is con-
tained in the album Granada: Photographies and may have
been the result of the attraction that Prince Antoine felt
for Islamic art and the Alhambra in particular, where he
planned to take up residence before settling permanently
in Seville.

The photographic expedition to Toledo and Extremad-
ura was also a direct commission from Prince Antoine,
after an eight-day excursion to the monastery of Yuste in
December 1857 in the company of the Marquess of Mi-
rabel, who had acquired it with the intention of restoring
it. The itinerary took them to Talavera, Cuacos, Jarandilla,
Oropesa, Aldeanueva and Yuste, at the end of which he
commissioned Clifford to record this trip in photographs
and made an advance payment of his fees. In spring 1858,
the photographer travelled to these locations, although his
expedition took longer than expected because, on his own
initiative, he extended the Duke’s original route to include
Plasencia, Alcantara and Mérida.

Shortly thereafter, between August and November
1858, Clifford travelled to Valencia, Barcelona, Tarragona
and Zaragoza to complete his archive. Although there is no
photographic record of his stay in Valencia and Zaragoza,
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CHARLES CLIFFORD. PUERTA JUDICIARIA (GRANADA). 1859. ALBUM

MONUMENTAL, VOL. II, 4

he did photograph urban views and various monuments in
Barcelona, Tarragona and Girona. These photographs were
also acquired by Montpensier and some of them were used
by Clifford in the aloum commemorating the royal visit
(1860).

INTERNATIONAL PROJECTION [1854-1863]

Despite settling down in Spain, Clifford never ceased to
be a British photographer, aware that his natural audience
included the people of his own country and that the road
to professional success involved gaining renown in Lon-
don and Paris. Spain was his subject matter, but Europe
became the priority audience of his work. He quickly made
connections with the most innovative photographic circles
and was careful to maintain them through his participation
in international exhibitions and his involvement with Brit-
ish and French photographic societies and associations.
These contacts, the novelty of the subjects and places he
portrayed, and the favourable reviews he received for the
technical and artistic quality of his work eventually made
him the most qualified expert on Spanish photography. As
a result, he ended up being better known and recognized
in Europe than in Spain, where his images were not seen
beyond the limited circle of the aristocracy and certain cul-
tural elites.

The first major exhibition where his work became
known was organized in London by the London Photo-
graphic Society in January 1854 at a time when he was
just beginning to start his archive of views, which includ-
ed only photographs of Madrid and a few towns in Cas-



CHARLES CLIFFORD. DETALLE DEL PATIO DE LA CASA DE LA INFANTA
(ZARAGOZA). 1860. ALBUM MONUMENTAL, VOL. II, 53

tile. Aware of the importance of introducing his work to
the British market, where he found it was placed almost
on equal footing with other images of Spain presented by
photographers of the calibre of Edward King Tenison and
Joseph, Viscount Vigier, Clifford worked hard to send his
best photographs and virtually all those he had at the time,
which included a total of twelve views: Segovia (4), Madrid
(2), Salamanca (3) and the palace and fountains of La Gran-
ja (3). The public recognition he received, the acquisition of
his photographs for the British royal collection, as well as
the evidence that, according to prevailing tastes, his cur-
rent archive contained only a very limited number of views
of second-rate cities and monuments must have been de-
cisive in forcing him to define more ambitious goals and
include other places that were essential in any repertoire
aspiring to offer a true image of Spain. Considering the
specific line of work established with the Real Academia
de Bellas Artes de San Fernando, the reasons for his in-
tense photographic activity in the turbulent year of 1854
become clear.

Much of the material produced at that time in Madrid,
Castile and Ledn, Asturias and Andalusia constituted the
core of his archive of monuments, and was not significant-
ly updated or expanded until 1858. In the following three
years, his activity was more oriented towards completing
commissions somewhat removed from the themes he had
worked on until then (projects for the Canal de Isabel Il, a
photographic report for the Duke of Osuna, possible ste-
reoscopic commissions), as well as marketing his work
in Paris, where he lived for two long periods. In Paris, he

contributed to renowned publications, such as La Lumiere
and the Bulletin de la Société francaise de photographie,
became a member of the Société francaise, and contin-
ued to participate in international competitions, such as
the Exposition photographique de Bruxelles (1856). Short-
ly before his return to Spain, Clifford had to select the
photographs submitted to the second exhibition that the
Société francaise de photographie held at the Boulevard
des Capucines from January to May 1857. He contributed
ten views of Leon, Valladolid, Salamanca, Granada and La
Granja. The connections he made in French photography
circles provide proof of his firm commitment to Paris as a
springboard for professional promotion. Whether these as-
pirations met with success is another matter: Clifford had
gone there to print and sell his now extensive collection of
photographs of Spain, but the scant evidence of the large-
scale print run he intended to carry out and the lack of al-
bums he supposedly made suggest that the operation was
not overly successful.

A third way to internationalize his work was through
membership in professional associations. In January 1858,
the first of the exhibitions organized by the newly consti-
tuted Architectural Photographic Association opened in
London, where Clifford exhibited 46 prints, including views
of the monuments of Burgos, Segovia, Valladolid, Zamora,
Salamanca, Oviedo, Madrid, Toledo, Seville and Granada.
The large number of copies presented indicates the impor-
tance he attached to this event. At the same time, it seems
to reveal a shift in his promotional strategy, now focused
more decisively on the British market. The association
combined the aim of disseminating architectural photog-
raphy and the subscription of sets of images among its
members, so it seemed to be an effective vehicle for mar-
keting his work in the United Kingdom, especially since he
was the only contributor of Spanish subjects. Although he
did not exhibit at the second show in December 1858, he
participated again in January 1860 with a new repertoire
of views taken in Granada, Catalonia and Extremadura.

PHOTOGRAPHIC PATRONAGE AND CLIENTS

Clifford’s photography archive included images with a wide
range of content, in accordance with the different assign-
ments he had to accept to make a living. Although most of
his photographs are views of monuments, they represent
just one dimension of his work, which also includes por-
traits, reproductions of paintings and artistic objects, doc-
umentation of urban reforms and public works, as well as
photographic reports on private estates and railway con-
struction work in progress. Unlike other contemporaries
with whom he could be compared, he was not an ama-
teur photographer who had sufficient financial resources
to work comfortably on creative tasks for art’s sake, as was
the case with Jakob August Lorent, King Tenison, Gustave
de Beaucorps and Louis de Clercg, to name just a few.
On the contrary, he was forced to combine professional
practice with his artistic vocation by attempting to make
a living from commissions for others without giving up on
the creation of more personal content and undertaking his
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CHARLES CLIFFORD. OTRO DETALLE DEL ACUEDUCTO (SEGOVIA).

1853 CA. ALBUM MONUMENTAL, VOL. I, 6A.

own projects. Also unlike other professionals of the time
who made a living from photography (Francisco Leygonier,
Luis Leon Masson and Laurent), he managed to bestow his
work with artistry, precisely because he turned the cult of
monuments into a common practice, which permeated his
gaze and gave a distinctive stamp to his work.
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Whether working for prominent members of the Span-
ish nobility, development companies or qualified techni-
cians, the photographs produced for them contain a high
proportion of monuments, which repeat and create inter-
connections in the albums and photographic reports con-
ceived for specific and apparently disparate purposes. The



CHARLES CLIFFORD. CATEDRAL DE SALAMANCA. 1858 CA. ALBUM MONUMENTAL, VOL. I, 33

monumental component is always present, in some cases
exclusively and, in others, through subtle details. Possibly
the only exceptions are the series on the construction of
the Canal de Isabel Il and the reconfiguration of the Puerta
del Sol, where modern tastes were categorically imposed
with no concession to history.

Some albums and series have been selected from this
group of commissions, preferably those showing the themes
he included involving monuments. The first group consists
of photographs presented to patrons or recipients who were
prominent members of the Spanish nobility (Dukes of Osu-
na and Medinaceli) and which display their palaces, country
estates and properties in Madrid, Toledo and Guadalajara
(1856-1857). A second group comes from the albums that
belonged to identified persons who combined images by
Clifford and other photographers to create their own stories,
such as Charles d’Orville Pilkington Jackson, Herbert Duck-
worth and King Tenison. Both groups reveal a common prac-
tice among early photograph collectors, whether they were
occasional travellers, art lovers or painters, as in the case of
Egron Lundgren and Dionisio Fierros.

A final group consists of monographic folders and al-
bums commissioned for public events that were produced
in the photographer’s studio. Such is the case of the Re-
cuerdos del Viaje de SS.MM. y AA.RR. a Valladolid y de la
solemne inauguracién del puente Principe Alfonso en pres-
encia de SS.MM. y AA.RR. el dia 25 de julio de 1858 gifted to
Isabella Il by the company that built the Northern Railway;

as well as the Album de vistas fotograficas del Puente de
Alcantara (1860), a commission Clifford accepted from the
engineer Alejandro Millan on the occasion of the conclu-
sion of the restoration work on Alcantara Bridge, which
was to be inaugurated in February 1860. In the Alcantara
Bridge commission, the monument itself, restored to its
past splendour, is the protagonist, whereas in the com-
mission on the trip to Valladolid, the monumental aspect,
which consists of views of historic buildings in the city and
its surroundings, is an addendum to the main topic, i.e. the
inauguration of the railway bridge and triumphal arches
built to welcome the Queen.

THE LINK WITH THE ROYAL COURT OF QUEEN
VICTORIA AND THE BRITISH PUBLIC [1859-1861]
When he began working as a photographer, Clifford
stressed his English roots among the Spanish public and
made much of his relations with the British crown, thereby
seeking to give his establishment an air of prestige. Howev-
er, there is no record of his early photographic commissions
for Queen Victoria, which he often mentioned in the press
at the time. The first proven evidence of a professional re-
lationship that materialized in some kind of commission or
offer did not occur until 1859 on the occasion of a fleeting
visit to Spain by the Prince of Wales. In mid-May, the prince
landed in Gibraltar and took a brief tour of Andalusia, which
included an obligatory visit to the Alhambra, as well as a
trip to Malaga, Ronda, Cadiz, Seville and Tangier. Although
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it is not known how Clifford came to be commissioned to
photographically document this tour by the heir to the Brit-
ish crown, it is known that, in early July 1859, he travelled
through part of Andalusia, including Gibraltar and Africa,
for this purpose. He may have had to improvise along the
route, since there is no photographic record of some of the
cities visited by the prince (Ronda, Cadiz, Tangier) or oth-
ers reported in the press (Bailén, Alhama, Tarifa, Tétouan),
either because commemorative plaques were not unveiled
there or because the images have been lost. The only pho-
tographs of this trip in the royal collections can be found
in one of the personal albums of the Prince of Wales and
include five views made in Granada, all of them of the Car-
men de los Martires, a pleasure estate near the Alhambra.
The rest of the photographs Clifford took ended up forming
part of the British Royal Household’s photograph collec-
tion, but they far exceeded the intention and content of
this fleeting tour of Andalusia.

In autumn 1861, Clifford travelled to London on a mis-
sion to photograph Queen Victoria on behalf of Isabella II.
He took the opportunity to present Queen Victoria with the
album Photographic Souvenir of Spain, a two-volume work
specially composed for the occasion that contained 159
images of a wide, careful selection of his chronicle of Spain
based primarily on views of its monuments, as well as mi-
nor concessions to other subjects. Its value lies not only
in the breadth and richness of its graphic content, or that
it helps clarify the dates of some of his photographs, but
also because it provides a precedent for what was to be his
most public and original work: A Photographic Scramble
Through Spain.

Coinciding with his stay in London, Clifford published
a 48-page booklet with this title. It included a short text
about his travel and photographic experiences in Spain, as
well as a list of 171 more or less extensive titles, each of
a photographic image. It was therefore not an album, giv-
en that it did not contain any photographs, but a brochure
announcing a forthcoming trade publication intended for
the British public and possibly distributed in instalments. It
was an independent photographic project inspired by the
album given to Queen Victoria that should have started in
1862, but was never completed.

IN THE SERVICE OF THE MONARCHY OF ISABELLA I
[1860-1862]
The activity carried out as part of this royal patronage gave
rise to what are possibly his best-known and most widely
disseminated photographs, in that the works he was com-
missioned to produce were specifically designed and in-
tended to publicize the political achievements and popular
support of the reign of Isabella Il. Hence, numerous copies
of these albums were made on behalf of the Palace and
many of his images were eventually printed for inclusion in
the commemorative publications and chronicles associat-
ed with such events.

Although the first works offered to the young Queen
Isabella Il date from 1852-1853 and were more frequent
thereafter, it was not until 1860 that Clifford was com-
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missioned to document one of the royal family’s trips.
This privileged status as official photographer resulted in
two photographic reports made up of more than a hun-
dred new photographs. In the composition of these two
albums, Clifford skilfully combined his record of some
of the ephemeral architecture and festivities associated
with the specific event of his visit with a selection of the
most important historical and artistic highlights of the
cities he visited by taking several snapshots for the oc-
casion and reusing others taken on previous expeditions.
The ease of movement and access provided by the royal
commission enabled him to update his archive and sub-
stantially increase the number of originals available for
future projects.

In September 1860, he sailed from Alicante to the Bale-
aric Islands and then accompanied the royal entourage to
Barcelona and Zaragoza during the months of September
and October. Once finished, he printed the copies and
composed the album Recuerdos fotogrdficos del viaje de
SS.MM. y AA.RR. a las Islas Baleares, Catalufia y Aragon,
made up of 60 images, Twelve copies of the alboum were
printed for ministers and friends.

On his return to London in early 1862, he was given a
second assignment: the official trip to Andalusia and Mur-
cia. For this reason, he returned in September and October
to familiar places (Granada, Malaga, Seville, Cordoba) and
other provinces that had not yet appeared in his reper-
toire. His last known photographs were taken in Almeria,
Cartagena, Murcia and Orihuela, thus closing a circle that
had taken him thousands of kilometres along the roads of
Spain in little more than ten years. He returned from this
last trip equipped with new views to show and updated
versions of familiar cityscapes and monumental sites to re-
place old calotypes and unsatisfactory perspectives taken
previously with less sophisticated lenses. With these ma-
terials, he composed what was to be his final work during
his lifetime: Recuerdos fotogrdficos de la visita de SS.MM. y
AA.RR. a las provincias de Andalucia y Murcia en Setiembre
y Octubre de 1862, an ambitious album with almost one
hundred images, of which he was commissioned to com-
pose thirty copies. They were delivered to the Palace a few
months after his death.

ALBUM MONUMENTAL DE ESPANA AND ITS TIME

The Album Monumental de Espaia: coleccion fotogra-
fica de sus mejores obras arquitecténicas began to be
distributed in instalments in 1863, months after Clifford’s
death. Its publishers, writer and journalist Francisco Munoz
Ruiz and photographer José Sala Sarda, conceived it as
a major compilation of historical architecture in four vol-
umes, to which a fifth volume or Appendix was ultimately
added. The compilation contained almost 300 photograph-
ic images, each with an explanatory text. After overcoming
various difficulties in the project’s publishing process and
business management, publication and distribution of the
different issues and volumes was not completed until the
early 1870s. Despite its importance in the context of Clif-
ford’s photographic production, it is his least known work,



among other reasons because of the limited number of
copies that have survived and the fact that many of them
are incomplete.

The Album Monumental should be seen as a pioneer-
ing initiative at a time when very few editions made use of
photography, although it is in keeping with a long tradition
of illustrated publications with artistic content aimed at
disseminating Spain’s historical heritage. This scenario had
already been outlined and sketched in broad terms in sev-
eral European publications that appeared during the first
third of the 19% century (including those by Laborde, Taylor,
John Frederick Lewis, David Roberts, Escourt, Glynn Vivian
and Von Gail), but during the 1840s and 1850s, there was
somewhat of an increase in publishing in Spain and sev-
eral highly illustrated publications were conceived based
on such methods as wood and steel engraving, lithography
and chromolithography. A high point of this activity, for its
institutional nature and rigorous documentation, was the
work Monumentos arquitecténicos de Espana, which was
promoted by the Real Academia de Bellas Artes de San
Fernando and released in 1859, at a time when photog-
raphy was just emerging as an effective alternative for the
dissemination of images.

Books illustrated with photographs initially constituted
a small, select minority, as they were actually a kind of ex-
periment or precursor of a new type of publication that still
lacked the necessary technological support to gain a foot-
hold in the market, although it heralded a new phenomenon,
i.e. the mechanical reproduction of photographic images,
which would end up imposing itself as the 19" century drew
to a close. These first attempts gave rise to hybrid and chief-
ly handmade products that were not, strictly speaking, con-
ventional photography albums, as they included pages with
text. Nor were they conventional illustrated books, given the
impossibility of combining images and text on the same
page, thus making it necessary to attach the prints mount-

ed on cardboard on a separate sheet and to maintain the
use of large formats typical of photography albums. Such
limitations significantly lengthened the composition process
and made it more expensive. The procedure of distribution
by instalments was commonly used.

The Album Monumental de Espafia and a few other
contemporary photograph editions are therefore initia-
tives that were ahead of their time. As long as such works
were not feasible in terms of technology, business and
real industrial production, such limitations continued to
hinder their release as affordable products for the general
public. Hence, the first editions that appeared in Spain
in the early 1860s, especially those that aspired to gain
a foothold in the market and be financed through sales,
were nothing short of heroic undertakings that bordered
on the foolish.

Although Clifford was not the only photographer repre-
sented in the work and may not have been involved in its
conception and design, the album is the largest collection
of his photographs ever made and contains over 200 imag-
es from his archive selected to illustrate it. When consider-
ing the first four volumes that made up the original design
of the publication, Clifford’s iconographic contribution is
almost exclusive, except for some images of monuments
in Toledo and a series dedicated to El Escorial whose au-
thorship remains doubtful. Volume V, which was compiled
years after Clifford’s death and even after the studio run
by his widow had closed, was composed mainly of pho-
tographs by Jean Laurent. The most relevant photographs
Clifford took of Spanish monuments are included in the Al-
bum Monumental de Espana, the most extensive account
of a vocation and an endeavour undertaken by the coun-
try’s best photographer, whose work had been partially dis-
seminated in Europe, but was barely known to the Spanish
public until then.

Javier Pinar Samos
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