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Abstract

The partnership between Giorgio Sommer and Edmond Behles,
two nineteenth-century German photographers operating in Italy, is
presented only in broad and often incorrect outline in the secondary
literature. By taking into account a variety of evidence in connection
with ever-changing stereoview mount styles, we bring the chronology
under control and uncover some aspects of their working relationship.
For the chronology, the partnership “Sommer & Behles” was estab-
lished at some point between February 1863 and January 1864. Be-
fore then Behles was not a full partner and in Rome it was Joseph
Spithover who published and sold Sommer’s views. The end of the
partnership came about in increments beginning 1867-68, when they
stopped marking photographs “Sommer & Behles”, to 1879, when
Behles exited the photography business.

Giovanni Fanelli recently observed that “[t]he history of photography,
still a rather young discipline, presents a fundamental difficulty: given the
enormous quantity of works, the related documents are quantitatively scarcer
than in other disciplines.”[] This scarcity is true even for many of the most
prolific publishers, including the Italian partnership Sommer & Behles, the
subject of this study. Even if their stereoviews, cartes de visite, and larger
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L“La storia della fotografia, disciplina ancora piuttosto giovane, presenta una difficolta
di fondo: a fronte dell’enorme quantita delle opere, i documenti relativi sono quantitati-
vamente pil scarsi rispetto ad altre discipline.” (Fanelli n.d., 1).



format photographs survive in large numbers, historians have uncovered very
little about the chronology and nature of their relationship.

We can begin with some basic facts: Giorgio (Georg) Sommer was born in
Frankfurt am Main on September 2, 1834, and Edmondo (Edmund) Behles
was born in Stuttgart on July 21, 1841. There is no reason to doubt that
Sommer established his photography studio in Naples in 1857, as he indicated
in his later catalogs, and he continued to live in Naples until his death in
1914. Behles was based in Rome, though we do not know when he arrived
there. He lived in Rome until his death in 1921

Marina Miraglia expressed our lack of basic knowledge regarding Sommer
and Behles in the introduction to the catalog of a 1992 exhibition of Sommer’s
works:

The most intricate problem concerning Sommer’s activity in the
years 1857-ca. 1865 is the collaborative relationship established in
that period in Rome with his compatriot Edmondo Behles (1841-
1921), a problem to which, unfortunately, not even the meticulous
research conducted, in preparation for this exhibition, in Rome
and Naples at the relevant notarial archives and, in Rome, at the
State Archives, has provided precise answers[]

Not only do we know very little about their relationship, but archival research
has not even reasonably narrowed down the dates of their partnership. This
is evident from the wide variety of dates that have been proposed. For Piero
Becchetti (1978, 86), Sommer and Behles began their collaboration a little
after 1860 and they parted ways in 1872; in a later article Miraglia (1996,
41-42) settled on the dates 1857 to ca. 1866, and John McGuigan and Frank
Goodyear (2022, 63) are not far off that estimate with their 1857 to ca.
1867. Museums must be following other evidence. Both the Rijksmuseum in
Amsterdam and the Getty Museum in Los Angeles opt for 1867 to 1874,
perhaps based on (Darrah 1977, 119), and Museo di Roma claims 1865 to
1872[

2(Miraglia 1992, 11; Hannavy 2008, 137).

3411 problema pitl intricato, riguardante I’attivita, di Sommer negli anni 1857-1865 ca.,
¢ il rapporto di collaborazione istituto in quel torno di tempo a Roma con il connazionale
Edmondo Behles (1841-1921), problema cui, sfortunatamente, non hanno dato risposte
precise neppure le puntigliose ricerche condotte, in previsione di questa mostra, a Roma e
a Napoli presso i relativi archivi notarili e, a Roma, presso I’Archivio di Stato. (Miraglia
1992, 11)

4https:/ /passatoprossimo.museodiroma.it /edmondo-behles/.
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One version of the story of the beginnings of the collaboration is also
problematic. Miraglia tells it in that article on Sommer (1996, 41):

In 1857 he moved to Italy where he made the inspired strate-
gic decision to open studios almost simultaneously in Rome and
Naples, in association with a fellow German, Edmondo Behles
(1841-1921).

]

Sommer worked briefly in Rome in September and October 1857,
and then again in summer 1859. He employed stereoscopic and
carte-de-visite formats [...] Leaving Behles in charge of the man-
agement and marketing of the negative archive of the Rome im-
ages, Sommer arrived in Naples in winter 1857-58, where he un-
dertook new photographic projects that centered on the city and
its environs.

We will see below that this story contains a fair amount of interpolation that
extends beyond what is warranted by the evidence on which it is based.

While it is true that there is little documentation to bring Sommer &
Behles into better focus, we are fortunate that the photos themselves con-
tain valuable information that can help us fill in and correct the chronology
that we read both in print and online, and which can even shed some light
on the relationship between the two photographers. In an effort initially to
understand the order in which the many different mount styles on Sommer
and/or Behles stereoviews were introduced and retired, I recorded the dates
that owners wrote on the backs. Also, because Sommer and Behles added
new series of views as the years progressed and newer series will not appear
on older mount styles, I collected scans of over 5,000 of their views to help
with the chronology. The medals awarded to our photographers in 1865 and
1867 that are shown on later views also help with the dating, as do entries
in tourist guides covering Rome and Naples.

Based on this and other evidence, the basic chronology becomes clear. To
summarize the findings argued below, when Sommer established his studio
in 1857 he enlisted the bookseller Joseph Spithover to publish his views in
Rome while he published his views in Naples. Sommer and Behles formed
their partnership at some time between February 1863 and January 1864,
at which point Behles became the publisher in Rome. They marked all their



work “Sommer & Behles” until, at some point between the middle of 1867
and March of 1868, they dropped the joint name and began marking their
work either “Giorgio Sommer” or “Edmond Behles”. Both photographers
continued to sell the same views as before and they even introduced new
series to their common stock, while Baedeker continued to list “Sommer &
Behles” in tourist guides of Italy until 1874. It was only when Behles left the
photography business in 1879 that one can say that they finally parted ways.

No catalogs of Sommer & Behles or of Behles alone are known, and the
earliest catalog of Sommer I have seen is undated but was published no earlier
than 1881E| Those catalogs are still helpful, since they list most of the views
that Sommer, and later Sommer & Behles, had been selling since the late
1850s. For the purpose of this article, I call a “Sommer view” any stereoview
listed in Giorgio Sommer’s catalogs or one that clearly belongs to the series
shown there. No titles are printed on the earliest views, but beginning ca.
1860 the number and title appear vertically in the left side of the left image.

Sommer must have made several external contracts, because we frequently
find his views labeled with the name of another publisher, including Carlo
Ponti (Venice), Michele Amodio (Naples), Giorgio Conrad (Naples), Josef
Spithéver (Rome)[f| Chauffourier & Girgenti (Palermo), Altobelli e Molins
(Rome), A. Hautecoeur (Paris), Ferdinand Finsterlin (Munich), Hermann
Manz (Munich), Sophus Williams (Berlin), and Adam Gabler (Interlaken),
and many others are anonymous. They are easily identified as Sommer views
because the numbers and titles match what we find in Sommer’s catalogs,
and the photos are identical to those on views labeled Sommer and/or Behles
or they are close variations. Some examples are shown in Appendix 7.

The views of Sommer & Behles and of Sommer or Behles individually
are numbered according to the same system. Views of Rome and Naples
were the first to be published. Numbers 1-100 are topographical views of
Rome beginning with St. Peter’s church and ending with the same view

5The catalog lists several photos that were taken in 1880 and 1881, like the series on
page 9 under Ischia, “Casamicciola. Rovine dopo il terremoto del 1881.” That earthquake
took place on March 4, 1881. Someone wrote on the title page of a photocopy of this catalog
“Dovrebbe essere il catalogo del 1873” (“Must be the catalog of 1873”), but someone else
corrected it, writing next to that: “Dopo il 1881 e prima di 1886” (“After 1881 and before
1886”). I suspect that some people have accepted the first annotation, and thus mistakenly
cite it as Sommer’s catalog of 1873.

6These are on different mounts than the Spithéver views of Rome that were part of
Sommer’s regular production before the advent of “Sommer & Behles”. See Appendix 7.



showing the crowd on Easter day. Originally views of Naples and environs
were also numbered in the range 1-100, but they were soon shifted to 201-300.
Numbers 101 to 200 cover statues and a few museum interiors in Rome, and as
will become clear below, subsequent series were introduced in chronological
order. Views in the 300s beginning with 301 are of Pompeii and views in
the 400s starting with 400 are of works of art in the Naples Museum. An
October, 1865 ad for Sommer & Behles lists in addition Palermo, Agrigento,
Messina, Taormina, Catania, Syracuse (all numbered in the 500s), Malta
(600s), Florence, and Pisa (800s), with numbers in the 700s belonging to
more views of Naples and environs.

The ad from the weekly Stuttgart newspaper Schwabischer Merkur

appearing in five issues in October, 1865.

Other places were added later, including Siena and Milan (800s), followed by
Assisi, Terni, Pavia, Milan (renumbered and expanded), Genoa, and Torino
(900s). Numbers in the 1000s and 2000s were already taken by photographs
in other formats, so stereoview numbers then jump to the 3000s. Some ad-
ditions were made to already existing series, like numbers 3301 to 3310 for
further museum views Rome and views in the 3880s and 3890s for Pisa, and
series were issued for the first time for Venice (3600s), Bologna (6650-6660),
Verona (6750-6767), and northern Italian lakes (7200s). Occasionally num-
bers were recycled, like “No. 82. Piazza del Popolo preso dal Monte Pincio
(Roma)”, which was reassigned at some point in the period 1867-69 as “No.
82. Via Appia. (Roma)”ﬂ In two instances several consecutive views were

T have found the first version on D3, F2, and G2 mounts, and the second version on
G2, G3, and I3 mounts with the G2 dated by the owner to April 5, 1869. The different
mounts are described and dated below.



renumbered: the views of Siena and Milan first issued 1865-66 in the 800s
were later renumbered in the 650s and 910s respectively, both to make room
for more views of Florence. Of the 1,051 stereoviews numbers I know so far
from catalogs and examples, I have identified 66 numbers that were reas-
signed, and I have scans of 105 numbers that had been discontinued by the
time the catalog of ca. 1882 was published.

Overview of the different mounts

Sommer and/or Behles published their stereoviews on many different
types of mount. The 26 types that I have identified are shown below in Ap-
pendix 1 together with all owner dates that I have found written on them.
(Take a look at them now—what I write below will make much more sense
that way.) I have divided the types chronologically into nine basic groups
labeled A through I, each of which is subdivided (e.g., Al, A2, etc.). The
views of groups A, B, and C are anonymous or are labeled with the name
or initials of Sommer or Spithover. Those of groups D, E, and F are labelled
“Sommer & Behles”. Group G views are marked either “Giorgio Sommer” or
“Edmond Behles”, and those of groups H and I show “G. Sommer” or “G.
S.” It should be kept in mind that we cannot be sure who took any partic-
ular photograph, though it stands to reason that Sommer took at least the
majority of photos of Naples and Pompeii, and Behles took photos in Rome.
They each may have hired assistants to do some of the work.

Table 1 shows the range of owner dates I have found for each group with
the number of dated views:

Sommer Sommer & Behles S. or B. Sommer
A B C D E F G H I

1859 1862 1862-63 | 1864-65 1866-68 1866-69 | 1868-72 | 1871-73 1874-1904
SO RN OO N ) (21) (51) (71) (93) (4) (19)

Table 1. Date ranges for each group, with the number of dated views found.

For the relative dates of groups B and C we get some help from two views of
Robert Rive. Like Sommer, Rive worked in Naples, and he published stere-
oviews on mounts in the same style as Sommer’s B and C. One view with
the design of group B is dated 1861, and one with the design of group C is
dated 1867 (they are shown in Appendix 4).

The order in Table 1 is corroborated by observing the series covered by
each group. New series were introduced throughout the period from 1857



through the 1870s, and later series will not be found on earlier mounts. So
I collected scans of all Sommer views I could find, 5,024 examples totalf]
Table 2 below shows the breakdown by group, and their order agrees with
the owner dates. Group C views include series not yet represented in group
B, views of Florence, Milan, Pisa, and Siena (800s) were first introduced in
group E, and views of Genova, Torino, and other localities in northern Italy
(900s) were new with group F. Views of Venice (3600s) and further views
of Rome (3300s) and Pisa (3800s) first appear in group G, and the earliest
views of Bologna (6600s), Verona (6700s), and Italian Lakes (7200s) so far

are in group I.

~ T QEHEHITIQW >

46 4 29 6
47 2 39 38 1
4 13 94 25 10 51 23 17
182 43 111 110 25 27 25 36
106 58 8 79 31 24 0 25 140
8 27 156 98 36 14 7 56 132 59
302 102 212 104 24 61 1298 230 137 180
) 128 20 7 13 2 18 48 33 12
115 20 255 96 71 74 10 146 91 108 47 76

Table 2. Numbers of views found for each group by series.

Together, the owner dates and the introduction of new series show that
the groups were not issued across long spans of time, and they do not seem
to have been issued concurrently with other groups. They followed one after
the other, as we should expect. Views of a new group would be added to the
current stock and all were sold together, though views of an older group do
not seem to have remained in stock for more than a couple of years after a
new group was introduced.

81 counted the number of individual examples. For instance, I have saved scans of nine
examples of “No. 813. Il Duomo di Firenze” on G1 mounts. It is almost always easy to tell
that two scans are of different examples by their minor imperfections, like small differences
in the positions of the photos on the mounts, or foxing or some stray mark on one that is
not on the other.

000s 100s 200s 300s 400s 500s 600s 700s 800s 900s 3000s 6000+



Groups A through D

This broad picture will now be refined by examining the groups one by
one. Types Al and A2 are similar, the only difference being that those pub-
lished by Sommer in Naples are anonymous while those published by Sp-
ithover in Rome read “JOS. SPITHOVER” in top center and “ROMA” in bot-
tom center. Titles, when they are present, are handwritten. Giovanni Fanelli
first identified the anonymous A2 views of Naples as belonging to Sommer
(Fanelli 2023). These views have the two-digit version of the view number
in the lower part of the stereo pair straddling the left and right images or
close to that line, so that, for example, a small white “46” marks a view
that was later renumbered as 246. The A1 and A2 views of Rome also have
the number in the same location, so that for example “6” is view number
6. The museum views of Rome and the A2 views of Pompeii carry the full
three-digit number, such as “135” and “315”. The single Al view of Pompeii
that I found has no number. By the time views of Pompeii were introduced,
the scheme described above was in place: 000s for Rome, 100s for Roman
museums, 200s for Naples, and 300s for Pompeii.

In most cases these view numbers were erased beginning with group B,
but for a few the small white number remained. For Naples, a “2” was added
before the number, so that, for example, “27” became “227” straddling the
images, to conform with the new numbering scheme (Fanelli 2023). Occa-
sionally an erased number remained readable, as on view “No. 27. Arco di

Tito Interno-(Biga)” on a D3 mount:

Fanelli also observed that several other photographers published views on
the same style anonymous mounts as A2, including Alexis Gaudin, Claude
Grillet, and Robert Rive. Sommer views can by identified by the number
between the images and by the fact that often the same views with the same
numbers were later published on mounts marked as Sommer or Sommer &
Behles (Fanelli 2023). Below are the numbers of group A views I have found
so far:

| 000s  100s 200s 300s
Spithover A1 | 39 4 1
Sommer A2 7 29 )

Table 3. Numbers of views found for the two group A types by series.

Beginning with group B and continuing in all subsequent groups, the
number and title are printed vertically in the left side of the left image. The

8



styles of groups B and C are similar. One characteristic distinguishing them
is the decoration that flanks the names and places:

Group B decoration

Group C decoration

Below is the printing on the right side of group B mounts:

Bl

B2

B3

B4

The left side shows the series, “ROMA” for B1, “NApPoOLI” for B2, “POMPEI”
for B3, and either “NAPOLI” or “POMPEI” for B4. The numbers of views I
have found for each type by series are given in Table 4:

000s 100s 200s 300s 400s
Rome (Spithéver) Bl | 47 2

Naples B2 28
Pompeii B3 34
Naples & Pompeii B4 11 4 1

Table 4. Numbers of views I have found for group A types for each series.

I ordered the first three group B types by view numbers. B1 is for views
of Rome, which are numbered in the range 1-200; B2 is for views of Naples,
numbered in the range 201-300; and B3 is for views of Pompeii, numbered
in the range 301-399. On B4 mounts Sommer is no longer identified by his
initials but as “G. Sommer”, and the series name, Naples or Pompeii, is on the



left. This way of marking the views continues with type C2, so B4 appears
to have succeeded B2 and B3.

Here are the right sides of group C mounts:

C1

C2

C3

These types are contemporaneous. C1 again consists of Rome views published
by Spithover, C2 views cover Naples and Pompeii, where the label “NAPOLI”
on the left now includes the topographical views (200s), the Naples Museum
(400s) and the later Naples series (700s) %] C3 views are of other places (500s,
600s), and also Rome. The series names I have found so far for C3 are ROMA,
PALERMO, MESSINA, TAORMINA, CATANIA, SIRACUSA, and MALTA. Based
on catalog numbers they should include GRIGENTT as well. The table below
shows the numbers of each that I have found:

‘OOOS 100s  200s 300s 400s 500s 600s 700s

Rome (Spithéver) C1 | 38 7
Naples & Pompeii C2 94 25 10 17
Other C3 6 6 51 23

Table 5. Numbers of views I have found for group C types for each series.

Having now covered all three groups that include a type with Spithover’s
name, we are in a position to justify the inclusion of Al, B1, and C1 as
part of Sommer’s regular output and to say a word about Spithover’s role.
Like Sommer and Behles, Joseph Spithéver (1813-1892) was originally from
Germany. He was not a photographer, but a bookseller who had established
his business in Rome in 1845. In addition to books he published and sold

91 found one view of Rome mistakenly glued to a C2 mount. Errors like this one are
discussed at the end of this article.
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artwork, including the photographs of James Anderson and stereoviews of
Sommer, Claude Grillet, and different anonymous photographers[[]

The Al, B1, and C1 views, nearly all of Rome and marked with Sp-
ithover’s name, unquestionably belong to Sommer’s oeuvre. Appendix 3
shows some examples together with identical views on Sommer and/or Behles
mounts and which match the views listed in Sommer’s catalogs. It is true that
other publishers, most notably Carlo Ponti, also issued Sommer views under
their own names (Appendix 7), but these Spithover views exhibit features in-
dicating that they were part of Sommer’s official production: the styles of the
Spithover mounts neatly conform to those published by Sommer in Naples
for all three groups; both Al (Spithéver) and A2 (Sommer) views have the
small white view numbers between the images and which sometimes linger
in later issues; and if we remove the Spithover views from the lists above
we find only 19 views of Rome (000s and 100s) for groups A, B, and C,
compared with 162 views for Naples (200s). Spithéver, then, must have been
Sommer’s designated publisher and distributor in Rome. We will discuss be-
low Miraglia’s claim that it was Behles who published views in Rome from
the start.

Group D is the first of the partnership “Sommer & Behles”. There are
three types, D1, D2, and D3, that again were produced at the same time.
Overall they are very similar, but they can be distinguished by the printing
on the right side:

D1

D2

D3

D1 views still have a bit of design flanking the names that is absent in D2,

10 At the bottom of the title page of the March, 1859 catalog of Anderson’s photographs:
“En vente chez / Joseph Spithéver / Place d’Espagne. Rome.” The title page is reproduced
in (Ofenbach 1997, 151). Glass marked “Grillet” are also marked “Librairie Spithover” and
show Spithover’s address.
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and in D3 the text, in a larger font, reads “Roma e Napoli” instead of “Napoli
e Roma”.

I have found D3 views only of Rome, which agrees with the switching of
the city names. D1 and D2 cover all of Sommer & Behles” output, including
Rome. So it appears that D3 views were published and sold by Behles in
Rome while D1 and D2 views were published and sold by Sommer. This
practice is a continuation of what we saw for Spithover and Sommer in the
previous groups, for which nearly all of Spithéver’s views cover Rome while
Sommer covered the whole of Italy and Malta. With Behles now officially a
partner in Rome, there was no longer any need for Spithover.

The difference between D1 and D2 is more than cosmetic. Above #200,
they each have their own domain. D1 mounts were used for numbers in the
200s, 400s, 500s, and 700s, while D2 mounts were used for views in the 300s
and 600s, and so far there is no overlap between them.

‘ 000s 100s 200s 300s 400s 500s 600s 700s
Sommer D1 6 6 111 27 27 36
Sommer D2 | 57 19 110 25
Behles D3 | 119 18

Table 6. Numbers of views I have found for group D types for each series.

Dating groups A through D

With the chronological order of the mount types established, we can now
look into determining the dates for the transitions from one group to the
next. I will first address the shift from group B to group C. Sommer took
photos of the ruins of Gaeta soon after the city was taken by the Piedmontese
on February 13, 1861, and three of the four stereoviews I have found are on
B2 mounts["]So group B mounts had not yet yielded to group C at that time.
Moving to the end of the year, I have found seven C2 examples that show
two different views of the December, 1861 eruption of Vesuvius (Appendix
4), three of one and four of the other. None of them has a number, and the
handwritten titles in four of them are all different. For the first view the
titles are “Eruzione del 8 Xbre 1861” and “Eruzione del Vesuvio 1861”7, and
on the back of the latter the owner, whose initials are “A.H.”, wrote “I was
an eyewitness of this in 1861”. For the second view the titles are “Eruzione
del 13 Xbre 1861”7 and “Cenere del 16 Xbre 1861”7 (“Ashes from 16 Dec.

1One can be found here: http://hdl.handle.net/20.500.12835/26297. The fourth view
is on a C2 mount. None of the four have numbers or titles, and all are of different scenes.

12


http://hdl.handle.net/20.500.12835/26297

1861”) and on the back of an untitled view the same A.H. again wrote “I
was an eyewitness of this A.H. 1861”. The examples I have found of these
views on later mounts all come with proper numbers and titles. The numbers
are 204 and 205, and the title of each is “Eruzione del Vesuvio. Dec. 61.”,
sometimes with the full year “1861” and other times with “(Napoli)” added.
Handwritten titles after group A are very rare—I have found only one other
example, also on a C2 mountE The C2 views of Vesuvius appear to be the
first that were produced, during or immediately after the eruption. If I am
right, then the change from group B to group C took place no later than
the end of 1861. In partial support of this, I have a scan of a C2 view dated
by the owner to February 7, 1862. Thus, I date the introduction of group C
views to some time between February and December 1861/

We have less to guide us to date the shift from group A to group B. If
group C views were introduced in 1861, then groups A and B were produced in
the four-year period from 1857 to 1861. Sommer photographed Garibaldi and
his entourage at Pompeii on October 22, 1860.@1 have found one stereoview
of that scene on an A2 mount and five examples on B3 mounts. From this
it would seem that the shift to group B took place after that date, say near
the end of 1860. But I am not convinced. At the end of this article I describe
other views that were affixed to obsolete mounts, so it is also possible that
the shift to type B took place earlier, say closer to early in 1860. Looking at
the numbers, I have found 85 group A and 126 group B views, so taking into
account that Sommer was just beginning to build his business, we can guess
that group A views were published from 1857 to roughly the beginning of
1860, leaving 1860-61 for group B.

For the shift from group C to group D, marking the beginning of the
partnership of Sommer and Behles, we turn to Pompeii views 356 and 357.
Both are titled “Impronte unmane trovate al 5 Feb? 1863”, and show the casts
formed from the cavities left by bodies after Pompeii was buried in ash in 79

121t is #246, with “Church of S. Severo. Naples” probably written by the owner. This
number was reassigned from an earlier, different view, as 204 and 205 certainly were.

BIncidentally, the date “61” was dropped from the titles at one point. My scans of #204
include two on I1 mounts still with the title “Eruzione del Vesuvio. Dec. 61. (Napoli)”,
but my example on an I4 mount reads simply “Eruzione del Vesuvio”. For #205, my scans
on D1, F2, and G1 mounts show the title with the 1861 date, but on I1 and 14 mounts
the “Dec 61” has been removed. What is more, Sommer’s catalogs do not list #204, but
#205 is said to be titled “Eruzione, Novembre 1865.” T suppose that old eruptions didn’t
sell well.

Y4For the date and a photo of the view, see (Avvisati 2010).
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CE. I show C2 examples of both views in Appendix 5, and for comparison I
also show later examples of these two numbers. So group D views had not yet
been introduced as of early February 1863. For a terminus ante quem, I have
found one D1 Sommer & Behles view dated by the owner to January 1864.
This is followed by two D2 and one D3 view dated by a single owner to April
1864, and eleven D2 and D3 views of another owner dated May 1864, with
five from among D1, D2, and D3 dated simply “1864”. The earliest reference
to “Sommer & Behles” I have found is in the 1864 book Roma Antica e
Roma Moderna ovvero nuovissimo itinerario storico-popolare-economico, by
A. Finardi (Roma: Tipografia Tibernina). On page 284 in the list “Elenco dei
socj” we find: “Sommer e Behles, Stabilimento Fotografico, Mario de’ Fiori
28.” Thus, the partnership Sommer & Behles and the publication of group
D stereoviews began some time between February 1863 and January 1864.

Among the works of art in the Vatican museum photographed by Sommer
and/or Behles is the ancient statue group Laocoon. In her study of early
photographs of the Laocoon, Maria Francesca Bonetti relates that on July
2, 1863 Sommer requested and was granted permission to photograph some
of the principal statues in the Vatican, and that on September 20, 1864
both Sommer and Behles made a similar request]”| This could suggest that
Sommer and Behles formed their partnership after July 2. But because there
might be any number of reasons that Behles was not named in the first
request, this bit of evidence is inconclusive.

Miraglia’s account revisited

My claim that Spithover was the publisher of Sommer’s views in Rome in
the period 1857-1863 is at odds with Marina Miraglia’s account of Sommer’s
and Behles’ joint work in Rome in 1857 and 1858 and her date of 1857 for the
beginning of the partnership. Accepting her version of events, Behles would
have still been only sixteen years old when he took over the negative archive
and the production of stereoviews and cartes de visite. This alone makes the
story questionable. Even if he had been in Rome at the time, the publication
and sale of views would have been better left to a professional like Spithéver.

The source Miraglia gives for Sommer’s visits to Rome is the 1927 book
Das Deutschtum in Rom: Seit dem ausgang des Mittelalters of Friedrich

15 (Francesco et al 2006, 190-91). Bonetti also found that on May 10, 1867 Sommer and
Behles together made a request to photograph the Lateran Museum statue of Sophocles.
This Sophocles is shown in stereoview #200, last in the series 101-200. Later, on October
9, 1871 Behles obtained permission to work for two months in the museum.
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Noack, which lists Germans who had some connection with Rome. The en-
try for Sommer reads: “Sommer, Georg, Photograph aus Frankf. a. M.; in
R. Herbst 1857 u. Sommer 1859. [PG.]” (“Sommer, Georg, photographer
from Frankfurt am Main; in Rome Autumn 1857 and Summer 1859. [PG.]”)
(Noack 1927, 562). Noack’s source for these visits, abbreviated as “PG.”,
is given earlier in the book as “Pafiregister der preuflischen Gesandtschaft
zu Rom 1816-1870.” (“Passport Register of the Prussian Embassy in Rome
1816-1870.”) (Noack 1927, 51). The entry for Behles is: “Behles, Edm., Maler
und Photograph aus Stuttgart; 1869 ff. in R., Via Mario de’Fiori 28. [Guida
Monaci 1872; DKV.]” (Noack 1927, 79). We should note that both entries
are incomplete. We just saw above that Sommer was also in Rome in July
1863 to photograph works of art in the Vatican museum and we know that
Behles was already in Rome by January 1864, well before 1869.

Evidently it was from this single entry on Sommer in Noack’s book cou-
pled with the assumption that Sommer and Behles worked together from
the beginning of their time in Italy that Miraglia composed her narrative.
In fact, group D stereoviews and Finardi’s 1864 book are earliest references
I have found to Behles and to the studio on Via Mario dei Fiori in Rome.
We have no source that places Behles in Rome any earlier. This is not to
say that Behles was not already working with Sommer before then, just that
production and sale of photographs in Rome was initially the responsibility
of Spithéver, and Sommer’s partnership with Behles began later.

Group E

Group E is likewise composed of three contemporaneous types, and again
they each have their own domain. But now the types are of different styles.
This time we focus on the left side, which for E1 and E2 show the series
name:

El

B2

E3
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With this group Sommer & Behles added views numbered in the 800s,
covering mainly Florence but also Pisa, Siena, and Orvieto (I have not yet
found any Milan views on group E mounts). They enlisted another German
bookseller, Giuseppe (Joseph) Brecker, to publish and sell the new series in
Florence, including stereoviews and photographs in other formatsE] Brecker
had operated an establishment on Via Maggio in Florence since at least
183517 All 138 E3 stereoviews I have found are numbered in the 800s—124
of Florence, 12 of Pisa, and 2 of Siena.

Apart from two E2 examples numbered in the 800s (#860 and #885, to
be discussed at the end of this article), all E2 views I have found are of Rome.
Behles chose this completely new style for the views that he sold.

That leaves mount type E1, for which the series title, “PALERMO” in the
example shown above, is printed in the same new font as the “Roma” of E2.
These views cover all of Italy except the new series that was sold by Brecker.
Sommer would have sold E1 views in Naples and possibly in other venues.[r_g]
Of the 278 E1 views I have found, 37 are from the two series of Rome (000s
and 100s). The right side of 15 of these Rome views reads “Sommer & Behles
Roma e Napoli”, while the remaining 22 and all 241 covering other places
read “Sommer & Behles Napoli e Roma”. The numbers are given in Table 7.

‘ 000s 100s 200s 300s 400s 500s 600s 700s 800s
Sommer E1 | 29 8 82 79 31 24 0 25
Behles E2 | 77 50 2
Brecker E3 138

Table 7. Numbers of views I have found for group E types for each series.

The coverage of group E includes the series named in the October, 1865
ad, with the addition of Orvieto (#860-#861) and Siena (#863-#866). The
coverage does not yet include views of Milan numbered in the 870s for which
I have found 14 examples on F2 mounts. (Later, the Siena views were renum-
bered in the 600s and those of Milan in the 900s.) This agrees with the dates
I found on group E mounts, which range over 1866-68. In addition, CDV (E)
shown in Appendix 8 shows that Sommer & Behles had already been awarded

160On non-stereo photos Brecker’s name is written as “Jos. Brecker” or “J. Brecker”.

1"Brecker posted advertisements in issues of the newspaper Gazzetta di Firenze in 1835
and 1836.

18Sommer notes in his catalogs that views could be bought through the mail, and Wein-
berg (1981, 43 n. 7) points out that another likely outlet for stereoview sales was tour
guides.
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the 1865 gold medal by Vittorio Emanuele II before Brecker ceased publish-
ing their photographs (see below for more on the medal). It was also during
this period, in 1865, that Sommer & Behles submitted ten photographs to
the International Exhibition held in Dublin that included views of Rome,
Naples, and Messina.[r_g]

From the examples I have found there are differences in which views
Sommer, Spithover, Behles, and Brecker published. Of the 138 Spithover
views I have found for groups A through C, all but one are of Rome. Similarly,
all but two of the 266 group D and E views of Behles are of Rome. Again by
the numbers, Brecker’s production appears to have been restricted to the new
series of Florence, Pisa, and Siena. By contrast, with the exception of group
E views in the 800s, Sommer himself published views covering all of Italy and
Malta in all groups. The exception may stem from Brecker’s contract, which
appears to have given him the (nearly?) exclusive right to publish views in
the 800s. Sommer thus retained control of the publication of views through
group E, and from this perspective Behles appears to have been the junior
partner.

Group F

Group F mounts come in two types, most of whose differences can be
seen in the right sides: the designs flanking the addresses are different, the
addresses are switched, and there are minor differences in the text.

F1

F2

This time we cannot say that one type belongs to Behles and the other
to Sommer. I have found only twelve examples on F1 mounts, one each of

#H2, #6, #22, #5357, #285, #302, #750, #751, #765, and #766, and two

9From the Official catalogue published in Dublin: “Sommer & Behles, Naples.—Ten
photographs.” (OC 1865, 201). From the Official catalogue of the Royal Italian Commis-
sion: “Sommer and Behles (Photographers). / Rome, and 4, strada Pizzofalcone,
Naples. / 90. VIEWS OF ROME, NAPLES, MESSINA, etc.” (RIC 1865, 109).
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of #273, compared with 658 examples on F2 mounts. With such a great
disparity in the numbers and with only four of the twelve F1s belonging to
Rome, there seems to be no significance to the differences. Also, Brecker’s
name no longer appears, so we can say that with group F the mounts of
Sommer & Behles become effectively uniform. Perhaps the printing of the
mounts was now centralized, and the same blank mounts were shipped to
the studios in Naples and Rome. For the distribution across the series, see
Table 2 above.

Group F still has something interesting to offer, since it is the first group
to show medals awarded to our two photographersm Two medals are shown
on the left sides of the mounts. One is a gold medal awarded to Sommer &
Behles in 1865 by Vittorio Emanuele II, and the other is a medal awarded to
them by Charles of Wiirttemberg. On the stereoviews they look like this:

F1

F2

Here we see another difference between F1 and F2: the medals are reversed
and their portraits face the other way. They are shown much larger on Som-
mer & Behles CDVs, here from an example of type (F) shown in Appendix

8]

20Contrary to what is reported in (Miraglia 1992, 17, 29 n. 54) and other sources,
Sommer did not receive a medal at the 1862 London Exhibition. That medal was awarded
to Carlo Ponti. The cause of the confusion lies with CDVs of Sommer that were published
by Ponti and which show Ponti’s 1862 medal. See Appendix 7 for Sommer stereoviews
published by Ponti.

21A later album of photographs published by Sommer shows the medal awarded by
Vittorio Emanuele IT with the text “AI / DISTINTI FOTOGRAFI / SOMMER E
BEHLES / IN NAPOLI / 1865”.
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We knew from CDV (E) that the 1865 medal had been awarded before group
E gave way to group F, and the Wiirttemberg medal was awarded after that.
All this is consistent with the dates I have found on F1 and F2 mounts, which
range from November 1866 to 1869.

Group G

With group G the views are no longer marked “Sommer & Behles”. Type
G1 is labeled with Giorgio Sommer’s name and addresses, while G2 and G3
show Edmond Behles’ name and addresses. They are otherwise identical, and
are of the same general style as F2 views. All three group G types show the
same two medals as group F, and now there is a third medal flanking the
addresses on the other side of the mount. Here are the three types showing
the addresses and the new medal:

Gl

G2

G3

The second address is different in the two Behles mounts. We will discuss
them in the next section, but for now we cover the new medal. Here it is
again, enlarged from examples of G1 and G2:
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And again, the CDVs show it in more detail. Just as with the stereoviews,
the CDVs from this time now carry the name of Sommer or Behles, and they
are identical in style ((I), (J), and (K) in Appendix 8). Here are the three
medals from a CDV of Behles?

Sommer, but not Behles, had submitted photographs to the 1867 interna-
tional exposition held in Paris@ The bronze medal awarded to Sommer is
the third medal on the stereoviews and the CDVs. Below is a drawing of
the medal from the title page of the book L’Exposition Universelle de 1867
Hlustrée (Paris: Bureaux d’abonnements, 1867), and below that is a photo

22The later album of Sommer shows the Paris medal, too, but instead of the reverse
shown on the stereoviews and CDVs, it shows the text “EXPOSITION UNIVERSELLE
DE MDCCCLXVII A PARIS / RECOMPENSES” written in a circular fashion
around “G. SOMMER?”.

2Sommer’s entry in the Catalogue général of the Exposition is: “Sommer (Georges), a
Naples, — Photographies.” (EU 1867, 125). Behles is not listed.
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of a medal from the exposition next to the medal on the stereoview enlarged
for comparison:

The Paris exhibition ran from April 1 to November 3, 1867, and prizes were
awarded in a large ceremony on July 1@ Thus, the views in group G were
first produced after the middle of 1867. This agrees with the dates I have
found, which range from March 1868 to 1872.

The slow end of the partnership

With “Sommer & Behles” no longer appearing on stereoviews and CDVs
(and presumably on larger format photographs as well), we are led to the
question of when the partnership was dissolved. We know that Sommer and
Behles were still together in the Spring of 1866. In the May 25 issue of the
weekly revue Correspondance de Rome there is a brief notice in which Som-
mer and Behles dispel the rumor that a nearby fire had destroyed the facility
on Via Mario dei Fiori in Rome[’] And as noted above (footnote 13), on

2https://fr.wikipedia.org/wiki/Exposition_universelle_de_1867.

25 Correspondance de Rome no. 406, 1866, p. 165. The text reads: “Un commencement
d’incendie aussitot éteint par les habitants du quartier a fait dire que 1’établissement
photographique de la rue Mario de’Fiori (N° 28) était détruit. MM. Sommer et Behles,
directeurs de cet établissement, nous prient de démentir ce bruit. Ni le laboratoire, ni
les machines, ni les collections, n’ont été atteints et ces artistes continuent, comme par
le passé, a donner a leurs travaux photographiques toute la perfection a laquelle ils sont
parvenus grace a leur intelligence de l'art et a leurs consciencieuses études.”
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May 10, 1867 Sommer and Behles together made a request to photograph
the Lateran Museum statue of Sophocles. Then, considering that only Som-
mer submitted photos to the 1867 exhibition and that group G stereoviews,
dated by owners as early as March 1868, now show only “Giorgio Sommer”
or “Edmond Behles”, the termination of the partnership seems to have taken
place some time in 1867.

And yet, dropping the name “Sommer & Behles” for “Sommer” or “Behles”
on their photographs does not seem to have affected their collaboration. The
group G mounts are identical apart from the names and addresses, and those
of Behles also show the 1867 medal received by Sommer. The same is also
true of CDVs (I), (J), and (K). Both Sommer and Behles continued selling
the views previously labeled “Sommer & Behles” covering all of Italy and
Malta, so that the same view can be found with either name. The two pho-
tographers had already been in charge of individually publishing the views
they sold in their respective cities during groups D and E, so stating the pub-
lisher as “Sommer” or “Behles” on the mounts might not have been much of
a break from their previous practice.

Another strong indication that Sommer and Behles continued to work
together is that they both published the series for Venice (3600s) and Pisa
(3800s) that were new with group G. In fact, I have found nearly as many
Behles views of Venice as those of Sommer, 92 to 118 total for all groups G-I.
What is more, for the first time we find Behles publishing views numbered
from the 200s to the 900s, traditionally Sommer’s domain (Table 8).

Then there are the Baedeker guides to central and southern Italy. Both
the 1867 and 1869 English editions of the central Italy volume, under “Pho-
tographs”, list “Sommer & Behles, V. Mario de’ Fiori 28 and Corso 196.”,
and the same appears in the 1867 French edition and the 1869 German edi-
tion’] So the name “Sommer & Behles” continued on, even if it was no
longer printed on the photographs. There will be more to say on this below,
but for now let us look into Edmond Behles’ slow exit from the photography
business.

In November of 1871 Behles and one Eduard Eppler started a new venture,
E. Behles & Comp., to assist German companies doing business in Italy. Their
initial notice begins: “We hereby have the honor to inform you that we are
opening a commission business under the name E. Behles & Comp.”E] A

26(Baedeker 1867, 103; 1867b, 101; 1869, 90; 1869b, 89).
27«“Wir beehren uns hiermit Ihnen die ergebene Anzeige zu machen dass wir mit hentigem
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later ad from 1878 reads: “Bureau for information on business and credit
relationships for the whole of Italy. Agency, commission and debt collection
business. Export of horsehair and chicken plumage.”@

Around the same time he started that company Behles also became in-
volved in the restaurant business, a move that caused the shift in addresses
from mount type G2 to G3. Mario dei Fiori 28 was Behles’ studio, and the
second address on the stereoviews was the shop where the photographs were
sold. On G2 views the shop address is “Corso No. 196", and on G3 views it
is “Corso No 346/47”. The first address already listed in the 1865 ad shown
at the beginning of this article, and it was still listed in the 1869 English and
German guides. Then, in the 1872 French language edition, a beer hall now
occupied that address: “Biere de Vienne, dans la nouvelle Birraria, Corso,
196”@ The section on “bier” in a German guide to Rome of 1875 describes
the establishment:m “Viennese beer from Dreher, nice place; the owner is the
Wiirttemberg photographer Behles; the pint [costs] 35 centesimi. The food
here is also very good.”ﬂ Behles’ partner in this business was Domenico
Morteo, and the name of the restaurant was Morteo & COE Behles sold his
interest in the restaurant in 18777

With the conversion of the shop at Corso 196, Behles needed another place
to sell his photographs. We find the new location mentioned first in the 1874
German edition of Baedeker: “grosse Auswahl bei Loescher (S. 81; daselbst
auch die Photographien von Behles; Atelier: Mario de Fiori 28)”, which be-
came in the English version of 1875, “Loescher (p. 84), who also keeps pho-

Tag ein Commissions-Geschéaft unter der Firma E. Behles & Comp. erossnen.” Beilage
zur Allgemeinen Zeitung, 16 November 1871, p. 5659. They posted similar ads in other
German-language newspapers that same month.

28“Bureau fiir Auskunft iiber Geschiifts- und Credit-Verhéltnisse fiir ganz Italien.
Agentur-, Commissions- und Incasso-Geschéft. Exportation in Rosshaaren und Hiihner-
Pflaumfedern.” Beilage zur Allgemeine Zeitlung, 19 October 1878, p. 4316.

29(Baedeker 1872b, 88).

30Here the address of the beer hall is given as Corso 195. It is usually given as Corso 196,
but we also find Corso 195 and Corso 197 on occasion, and an 1879 ad for the restaurant
gives the address as “Via del Corso, 194, 195 196-A- Via S. Claudio, 79” (Guida Monaci
1879, 5).

31 “Wienerbier von Dreher, hiibsches Lokal; der Besitzer ist der Wiirttemberger Photo-
graph Behles; der Schoppen 35C. Man speist hier auch sehr gut.” (Gsell-Fels 1875, 9).

32For Morteo’s name and his financial involvement with Behles, see Gazzetta Ufficiale
del Regno d’Italia 1875, 6067 and 1877, 4578. The name of the establishment is given there
and in several Baedeker guides.

33 Gazzetta Ufficiale del Regno d’Italia 263, 10 Novembre 1877, 4578.
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tographs by Behles (Mario de’ Fiori 28)”, and they both give Loescher’s ad-
dress: “Loescher & Co., Corso 346, 347, near the Piazza Colonna”@ When
Behles opened the beer hall he transferred his stock of photographs just down
the street to the shop of yet another German bookseller, Ermanno Loescher.
Loescher already had stores in Torino and Florence when he established his
store in Rome in 1870. With the opening of the beer hall Behles began print-
ing Loescher’s address on his mounts.

Looking back to 1872, the French and the English editions of Baedeker no
longer list Sommer & Behles under “Photographs”, but they list Loescher’s
shop for the first time (though without yet mentioning Behles). So at some
time between the opening of Loescher’s store in 1870 and the publication of
the 1872 editions of Baedeker, Behles transformed Corso 196 to a beer hall
and enlisted Loescher to sell his photos. We might want to lean toward the
latter part of this period, and even settle on 1872, because of the phrasing “la
nouvelle Birraria” in the 1872 French guide and the absence of any mention
of the restaurant in the English guide from the same yearﬁ

Even with his new business ventures, Behles still took an interest in pho-
tography. In 1873 both he and Sommer individually submitted photographs
to the International Exposition held in Vienna, where they each received
an “honorable mention” m The editor of the catalog listing the entries mis-
spelled both names: “31. Beehles E. e C., Roma. — Album fotografico.”
and “39. Sammer Giorgio, Napoli. — Fotografie, vedute d’Italia.”E

Baedeker guides of 1877 and 1879 in English, French, and German contin-
ued to direct readers to Loescher’s shop for Behles’ photographs@ But in the
1880 French and German volumes Behles is no longer mentioned [’ nor does

34(Baedeker 1874, 81-83; 1875, 84-85). In German the address is similarly “Loescher
Comp., Corso 346, 347, bei Piazza Colonna”.

35In the 1867 and 1869 guides there had been in fact two references to Sommer & Behles.
A few lines after the entry cited above, under “Portraits”, we find “Sommer & Behles (see
above).” Both are absent in the 1872 French edition, but in the 1872 English edition this
second reference was left in by mistake (Baedeker 1872, 87).

36They are both in the list of those receiving “Menzioni onorevoli” in (Sonzogno 1873,
260), where Behles’ name appears as “Bechler E. e comp.” though they got “Sommer
Giorgio, di Napoli” right.

37Even in the index we find “Beehles, Edmond e Comp.” and “Samer Giorgio” (AU
1873, 133, 233, 281).

38English references: (Baedeker 1877, 110; 1879, 111).

39In French: “Photographies: grand choix chez Lascher (p. 108)” (Baedeker 1880, 111;
1880b, 104).
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Behles” name appear in any subsequent guide. The address of Behles’ studio
at Via Mario dei Fiori 28 is last shown in the Baedeker guide of 1879, too.
By 1881 that address was occupied a judge, Ignazio Borsari (Guida Monaci
1881, 315). In fact, E. Behles & Co. entered liquidation on 27 August 1879,
and with the company went the photography end of the business [

Thus Behles” G2 views, showing Corso 196, were first published in the
second half of 1867 or early 1868. The switch to G3 views, showing Corso
346/47, took place in 1872, and G3 views were issued until Behles left the
business in 1879. Sommer’s G1 views were introduced at the same time as
Behles” G2 views. Based on the dates I have found on both G1 and H2
views, I can only guess, without much confidence, that Sommer’s G1 views
were retired from production around 1871.

We now turn to Giorgio Sommer in Naples. Under “Photographs”, Baedeker’s
1869 English volume for Southern Italy lists “Sommer & Behles, Chiaia 2
and Strada Monte di Dio 4” and in the 1873 volume it is “Sommer € Behles,
Strada S. Caterina a Chiaia 5, where views of every part of Italy may be
purchased” (Baedeker 1869c, 31; 1873, 28). The 1874 German edition still
has “Sommer & Behles, grosse Auswahl von Ansichten aus ganz Italien, Str.
S. Caterina a Chiaia 5.” (Baedeker 1874, 28). By the fifth English edition of
Southern Italy of 1875, only Sommer’s name is given: “Sommer, Calata S.
Caterina a Chiaia 5, where views of every part of Italy may be purchased”
(Baedeker 1875b, 27-28), and subsequent editions similarly list only Som-
mer. If the name “Sommer & Behles” disappeared first in the guides cover-
ing Rome, it is likely due to Behles no longer selling photographs in his own
shop.

Sommer continued to take new photographs in the 1870s and 1880s,
mainly in larger, non-stereo formats, while at the same time he continued
to list the same stereoviews from the early years in his catalogs. For exam-
ple, in the 1900 catalog he still listed 78 views from the original topographic
series of Rome (1-100), though most of the shots had been retaken at dif-
ferent times in the 1860s and possibly even in the 1870s[*| I do not know
if Behles also continued to take larger format photos after ca. 1870, but for
stereoviews he, too, continued to offer the old titles.

40 Gazzetta Ufficiale del Regno d’Italia 264, 11 novembre 1879, 5144.

41Sommer lists 82 numbers (the first 52 is a misprint for 53), but four of those, 40, 55,
57, and 78, had changed titles since the time of group F views (Sommer & figlio 1900,
51-54).
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Behles seems to have stopped issuing new series around 1875. Views #720-
749, beginning with the 1872 eruption of Vesuvius, were first issued that year,
and I have found three examples on Behles” G3 mounts compared with 27 on
Sommer’s mounts. But so far I have not found any Behles views numbered
above the 3000s. It was around 1875 that views of Bologna (6600s), Verona
(6700s), and Italian Lakes (7200s) were introduced, and I have found 76
examples on Sommer’s 12 to I4 mounts. This is enough to suggest that if
Behles were still keeping up, I would have found some of his examples by
now.

The lack of Behles views numbered above the 3,000s, together with with
the fact that the guides for Naples substituted “Sommer” for “Sommer &
Behles” in 1875, strongly suggest that if there was an official end of the
partnership, it came in 1875. But taking all the evidence into account, it
seems that there was a slow parting of ways as the stereoview and CDV
formats became less popular, beginning in 1867 with Sommer’s solo entry
to the Paris exhibition and the dropping of “Sommer & Behles” from the
photographs, and culminating with the closing of Behles’ studio on Via Mario
dei Fiori in 1879.

Two more tables and a list

The order in which the individual mount types were introduced becomes
difficult to estimate after group G. Sommer was already publishing H2 views
in 1871, but we do not know which of H1 and H2 precedes the other, or if
two or all three of G1, H1, and H2 were produced concurrently. At least G1
and G2 are close contemporaries, and the dates and styles of group I place
them later than G and H. Within group I, the order I1 to 12 to I3 is clear
from the dates I found and from the introduction of the 1873 medal on 12.
The 1904 date on four 14 views is a strong indication that 14 was the last to
be issued. Table 8 below show the numbers of scans I have saved for groups
G, H, and I for all series.
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Rome Sommer’s traditional domain
000s 100s | 200s 300s 400s 500s 600s 700s 8&800s 900s
Sommer G1 | 94 47 | 189 103 24 59 7 90 221 122
Behles G2 | 172 48 10 1 2 3 7 14
Behles G3 | 36 7 14 1 1 3 5 2 1
Sommer H1 2 7 4 1 6 5 4
Sommer H2 3 1 21 16 6 6 2 12 43 29
Sommer I1 | 17 1 49 1 42 30 5 28 20 7
Sommer 12| 25 17 41 4 22 16 1 22 21 24
Sommer I3 | 63 2 | 133 55 6 20 4 70 40 71
Sommer 14| 12 32 36 1 8 26 10 6
Rome Venice Pisa Bologna Verona Lakes
3300s 3600s 3800s 6600s 6700s 7200s
Sommer G1 3 65 13
Behles G2 69 6
Behles G3 23 1
Sommer H1 2
Sommer H2 9 1
Sommer I1 11
Sommer I2 7 1 6 7 3
Sommer 13 21 9 28 22
Sommer 1[4 5 1
Table 8. Numbers of views I have found for groups G, H, and 1.

From all this, we can give the basic chronology for Sommer & Behles:

1857 Sommer establishes his studio in Naples.

Feb. 1863-Jan. 1864

July 1867-Mar. 1868

1872

Sommer publishes his views in Naples
while Spithéver publishes Sommer’s views in Rome.

Sommer & Behles established.
Photographs are now marked “Sommer & Behles”,
and Behles is now in charge of publishing views in Rome.

“Sommer & Behles” is replaced by “Sommer” or “Behles”
on photographs.

Behles converts his shop at Corso 196 into a beer hall.
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1874  “Sommer & Behles” last listed in tourist guides.
ca. 1875 Behles stops issuing new series.

1879 Behles exits the photography business.
1903 Sommer issues his last known catalog
listing stereoviews and other photographs.

We can also tentatively assign dates to the different groups. Keep in mind
that the dates refer to the mounts, and thus to production dates, which might
be years after a particular photo was taken.

Group  Years Authority
A 1857-1860 Sommer
B 1860-1861 Sommer
C 1861-1863 Sommer
D 1863-1865 Sommer & Behles
E 1865-1866 Sommer & Behles
F 1866-1867 Sommer & Behles
G1 1867-1871 Sommer
G2 1867-1872 Behles
G3 1872-1879 Behles
H 1871-1872 Sommer
I 1872+ Sommer

Table 9. Approximate dates for each group.

Views affixed to the wrong mounts

No. 258, from the first Naples series, is one of the numbers that was
reassigned at one point. Giovanni Fanelli sent me scans of the original scene
on A2 and B2 mounts, and I have found its replacement on C2, E1, and
I3 mounts. The A2 view shows the number “58” between the images and
carries the handwritten title “Tempio di Virgilio nella Villa Reale”, while
the B2 version shows the number as “258”, and has no title. The title on the
C2 and E1 views is “No. 258. Batteria del Molo e Carmine”, and on the I3
views it is “No. 258. Batteria del Molo. Napoli.” Recently I found the view
of the battery, with the same number and title from the I3 version, glued to
what was by then an obsolete A2 mount:
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There are other examples of views affixed to obsolete mounts. Rijksmu-
seum in Amsterdam has uploaded scans of many stereoviews to their site
(https://www.rijksmuseum.nl/nl). All eight E1 Sommer & Behles views that
they show are on the wrong mounts. The views are of Rome, Naples, Palermo,
Venice, and Pisa, but are mounted to cards labeled either “CATANIA” or
“SIRACUSA”. We might think that this was simply a mix-up at the facility
where they were produced but for the fact that the three views of Venice
(#3610, #3623, #3629) and the view of Pisa (#3885) would not be intro-
duced until the time of group G.@ In addition, I have found three other E1
views, one each of Pompeii (#302), Messina (#561), and Venice (#3608) on
mounts marked “SIRACUSA”.

I have found other views glued to the wrong mounts, though in these
instances the mounts may not have been obsolete. Two views affixed to G1
mounts show the April 26, 1872 eruption of Vesuvius. One shows the eruption
at 4:00 PM and the other shows the eruption at 5:00 PM, neither of which
is listed in the catalogs as being issued as a stereoview. Neither view has a
number or title, and the photos are undersized.

There is also an example from Rome, of “No. 8. Piazza del Popolo.” on a
C2 mount marked “Napoli”. This view should have been on a C1 (Spithéver)
or C3 (Sommer) mount. And last are two E2 views, one “No. 860. Il Duomo
di Orvieto.” and the other “No. 885. Palazzo del Podesta. (Firenze)”. These
are anomalies because they both carry the series name “ROMA”. All other
group E views numbered in the 800s are on the E3 mounts of Brecker, and
all other E2 views are of Rome.

With the exception of the E2 #860 and #885, I have not included any of
these anomalous views in the statistics.

42The D1 views #3629 and #3885 have numbers and titles, but the other two do not.
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An appeal for assistance
I would appreciate any help with this project, including:

e Becchetti (1997, 348) lists two catalogs of Sommer’s photographs from
the 1870s: “Giorgio Sommer, Catalogo di fotografie d’Italia. A. Fer-
rante, Napoli, 18707 and “Catalogo di fotografie d’Italia e Malta. Gior-
gio Sommer - Casa fondata nel 1857 Napoli, 1873.” Weinberg (1981,
46) also listed both in his bibliography. I would like to have scans of
these catalogs.

e Miraglia (1992, 30 n. 69) cites some 1862 ads of Sommer: “Vedi gli
annunzi pubblicitari apparsi nel 1862 su ‘Il Giornale di Napoli’ (11, 13,
15 e 31 gennaio; 3 e 6 febbraio; 25 aprile)...”. I would like to see those

ads, but the Biblioteca Nazionale di Napoli has only digitized issues
from 1870-74.

e What I would like above all are more scans of the fronts and backs of
views with owner dates, and any other information that can augment
or correct what I have presented here.

I will update this article as I get new information, and I will credit anyone
who helps. I also will share the scans on which my statistics are based with
whoever wishes to see them. I can thank one person already: Giovanni Fanelli
has provided valuable feedback as well as scans of several Sommer views,
and he kindly allowed me to photograph all of his Sommer views on a recent
visit to his home. This is in addition to his numerous articles and books,
which cannot be neglected by anyone who studies nineteenth-century Italian
photography.

References

AU 1873. Atti ufficiali della esposizione universale di Vienna del 1873. Cat-
alogo generale degli espositori italiani. Roma: Tipografia Barbera.

Baedeker, K., 1866. Italien. Handbuch fiir Reisende. Zweiter Theil: Mittel-
Italien und Rom. Colbenz: Karl Baedeker.

Baedeker, K., 1867. Italy. Handbook for travellers. Second part: Central Italy
and Rome. Colbenz: Karl Baedeker.

Baedeker, K., 1867b. Italie: Manuel du Voyageur. Deuxieme Partie: Italie
Centrale et Rome. Colbenz: Karl Baedeker.

30



Baedeker, K., 1869. Italy. Handbook for travellers. Second part: Central
Italy and Rome. Second edition, revised and augmented. Colbenz: Karl
Baedeker.

Baedeker, K., 1869b. Italien. Handbuch fiir Reisende. Zweiter Theil: Mittel-
Italien und Rom. Zweite verbesserte und vermehrte auflage. Colbenz:
Karl Baedeker.

Baedeker, K., 1869c. Italy. Handbook for travellers. Part third: Southern
Italy, Sicily, and excursions to the Lipari Islands, Tunis, Sardinia, Malta,

and Athens. Second edition, revised and augmented. Colbenz: Karl
Baedeker.

Baedeker, K., 1872. Italy. Handbook for travellers. Second part: Central
Italy and Rome. Third edition, revised and augmented. Colbenz: Karl
Baedeker.

Baedeker, K.,1872b. Italie: Manuel du Voyageur. Deuxiéme Partie: Italie Cen-
trale et Rome. Troisieme Edition refondue. Colbenz: Karl Baedeker.

Baedeker, K., 1873. Italy. Handbook for travellers. Part third: Southern
Italy, Sicily, [etc.]. Fourth edition, revised and augmented. Leipsic: Karl
Baedeker.

Baedeker, K., 1874. Italien. Handbuch fiir Reisende. Zweiter Theil: Mittel-
Italien und Rom. Leipzig: Karl Baedeker.

Baedeker, K., 1875. Italy. Handbook for travellers. Second part: Central
Italy and Rome. Fourth edition, remodelled and augmented. Leipsic: Karl
Baedeker.

Baedeker, K., 1875b. Italy. Handbook for travellers. Third part: Southern
Italy, Sicily, [etc.]. Fifth edition, revised and augmented. Leipsic: Karl
Baedeker.

Baedeker, K., 1877. Italy. Handbook for travellers. Second part: Central Italy
and Rome. Fifth remodelled edition. Leipsic: Karl Baedeker.

Baedeker, K., 1879. Italy. Handbook for travellers. Second part: Central Italy
and Rome. Sixth edition. Leipsic: Karl Baedeker.

Baedeker, K., 1880. Italie: Manuel du Voyageur. Deuxiéme Partie: Italie Cen-
trale et Rome. Sixieme Edition revue et corrigée. Leipzig: Karl Baedeker.

Baedeker, K., 1880b. Italien. Handbuch fiir Reisende. Zweiter Theil: Mittel-
Italien und Rom. Leipzig: Karl Baedeker.

31



Becchetti, Piero, 1978. Fotografi e fotografia in Italia 1839-1880. Roma: Edi-
zioni Quasar.

Becchetti, Piero, 1997. La fotografia a Roma: dalle origini al 1915, second
edition. Roma: Editore Colombo.

Buranelli, Francesco, Paolo Liverani, and Arnold Nesselrath, edd., 2006. Lao-
coonte: alle origini dei Musei Vaticani. Roma: “L’Erma” di Bretschneider.

Darrah, William C., 1977. The world of stereographs. Gettysburg: W. C.
Darrah.

EC (Executive Committee), 1865. Official catalog. Dublin international ex-
hibition of arts and manufactures, 1865. Dublin: John Falconer.

EU 1867. Exposition Universelle de 1867 a Paris. Catalogue général publié
par La Commission Impériale. 2e Livraison: Matérial et applications des
arts libéraux (Groupe II. — Classes 6 a 12). Paris: E. Dentu.

Fanelli, Giovanni, 2007. L’[talia virata all’'oro: Attraverso le fotografie di Gior-
gio Sommer. Firenze: Edizioni Polistampa.

Fanelli, Giovanni, 2023. “Note sul primo periodo della produzione degli atelier
di Sommer e di Rive”.
https: //www.historyphotography.org /saggi-e-contributi.

Fanelli, Giovanni, n.d. “Rive/Behles”.
https://www.historyphotography.org/spigolature (after 2010).

Gsell-Fels, Theodor, 1875. Rom und Mittel-italien, vol. 2. Leipzig: Bibli-
ographischen Institut.

Hannavy, John, ed., Encyclopedia of nineteenth-century photography. New
York: Routledge, 2008.

Miraglia, Marina, 1992. “Giorgio Sommer: Un tedesco in Italia”. Pp. 11-
32 in: Miraglia, Marina and Ulrich Pohlmann, edd., 1992. Un viaggio fra
mito e realta: Giorgio Sommer fotografo in Italia 1857-1891. Roma: Carte
Segrete.

Miraglia, Marina, 1996. “Giorgio Sommer’s Italian journey: between tradition
and the popular image”. History of Photography 20, 41-48.

Noack, Friedrich, 1927. Das Deutschtum in Rom: Seit dem ausgang des Mit-
telalters. Vol. 2. Stuttgart: Deutsche Verlags-Anstalt.

32


https://www.historyphotography.org/saggi-e-contributi
https://www.historyphotography.org/spigolature

Ofenbach, Elvira, 1997. Josef Spithover: ein westfalischer Buchhandler, Kun-
sthiidler und Mézen im Rom des 19. Jahrhunderts. Regensburg: Schnell
& Steiner.

RIC (Royal Italian Commission), 1865. Official catalog. Dublin international
exhibition, 1865. Kingdom of Italy. Second edition. Turin: Printing and
Publishing Union.

Sommer, Giorgio, n.d. Catalogo di fotografie d’Italia e Malta. Napoli: A.
Trani. (printed between 1881 and 1885)

Sommer, G., & figlio, 1900. Catalogo di fotografie d’Italia - Malta & Tunisi.
Napoli: Scarpati.

Sonzogno, Edoardo, ed., 1873. L’esposizione universale di Vienna del 1873
illustrata, Volume primo. Milano: Edoardo Sonzogno.

Weinberg, Adam D., 1981. The photography of Giorgio Sommer. Rochester,
NY: Visual Studies Workshop.

(All websites cited in this article were accessed September 27, 2024.)

33



Appendix 1. The 26 Sommer mounts.

Al

Al is the type for the first Sommer views published in Rome by the bookseller
Joseph Spithover. The handwritten title on this view is “St. Giovanni”, and
the tiny number “60” in white straddles the left and right images at the bot-
tom, just above “ROMA”. The numbers are not negative numbers, but view
numbers. Sommer often later replaced one pair of negatives with another,
keeping the same number.

Mar 23 1859

A2

The first views published by Sommer in Naples, covering Naples, Rome, and
Pompeii, are anonymous. Some have the handwritten title on the left and the
series name “Napoli” or “Pompei” on the right. On this view of the Temple
of Ceres at Paestum the tiny number “84” in white straddles the two images
near the bottom. This view is from the Naples series, and later became view
#284.
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B1

B1 is the type for views in the “ROMA” series. Beginning with group B the
numbers and titles appear on the left side of the left image. This one reads
“No. 14. Villa Medici.”

1862

B2

B2 is the type for views in the “NAPOLI” series.

B3

B3 is the type for views in the “POMPEI” series.
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B4

B4 replaced B2 and B3. The name is now “G. Sommer”, and this type was
issued for both “NAPOLI” and “POMPEI".

C1

Type C1 consists of Rome views published by Joseph Spithover.

Feb 7 1862; Oct 4
1862; Feb 27 1863 (or
18657); May 1863

';" gtor 17, (Phs.

Type C2 was issued for both “NAPOLI” and “POMPEI”, like type B4. A
“NAPOLI” example is shown here.
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1862

C3

Type C3 is for series published by Sommer other than “NAPOLI” and “POMPET”.
I have found so far “ROMA”, “PALERMO”, “MESSINA”, “TAORMINA”, “CATANIA”
“SIRACUSA”, and “MALTA”, so this type should also include “GRIGENTI”.

1864 (2); Jan 1864

D1

The basic style of group C carries over to “Sommer & Behles” group D,
where again the series name appears on the left. Apart from a few views
of Rome, D1 mounts were used exclusively for views of Naples and environs
(200s, 400s, and 700s) and the various places numbered in the 500s (Palermo,
Messina, etc.).

Apr 1864 (2); May
1864; 1864

D2

Views of type D2 are identical in design to D1 except they lack the decoration
on the right. Apart from views of Rome, D2 mounts were used exclusively
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for Pompeii (300s) and Malta (600s).

Apr 1864; May 1864
(10); Nov 30 1864;

1864 (2); 1865
D3

D3 views were issued for Rome only, and would have been published by
Behles. Where D1 and D2 views read “Sommer & Behles. Napoli e Roma”,
D3 views switch the cities: “Sommer & Behles. Roma e Napoli”.

1866 (4); Dec 21 1866;
Jan 2 1867 (20)

El

E1 views cover all of Sommer’s output except the new series for Florence,
Pisa, and Siena. They all read “Sommer & Behles. Napoli e Roma” except
for some views of Rome that read “Sommer & Behles. Roma e Napoli”.

1866 (3); Dec 16 1866;
1867; Apr 1868 (6)

B2

On this completely new style the font for “Roma” is the same as the series
font for Sommer’s type E1. All but two E2 views cover Rome only and were
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issued by Behles.

1866 (6); Feb 11 1867
(8); Nov 1867

E3

E3 views, all numbered in the 800s for Florence, Pisa, and Siena, were pub-
lished by Giuseppe Brecker in Florence. “Firenze” on the left is not the series
but the location of Brecker’s business, so it appears even on views of Pisa
and Siena.

With group F views, shown below, there is a uniform style for all outlets for
the first time, and numbers now run through the 900s. Comparing F1 with
F2, the decorations on the right are different, the medals are reversed, and
the addresses are switched. I have found only 12 examples on F1 mounts,
compared with 658 on F2 mounts.

Mar 1868

F1
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Nov 1866: Dec 13 1866;
1867 (2); Jan 1867; Jan 2
1867 (9); Jan 4 1867; Jan
5 1867; Jan 14 1867; Jan

F2 30 1867; Feb 11 1867 (14);
Mar 1868 (20); Apr 1868
(9); Apr 11 1868; May
1868; 1868 (2); Oct 1 1869
(2): Oct 14 1869; 1869 (2)

The basic style of F2 is carried over to group G views marked only “Sommer”
or “Behles”. The three types below are identical except for the names and
addresses.

Mar 18 1868; Mar 19 1868; Apr
1868 (2); 1869 (6); Jan 1869;
Feb 1869 (2); May 12-14 1869
(7); Apr 26 1869; Jul 31 1869
(2); Sep 1869; Sep 8 1869; Sep
9 1869 (11); Sep 17 1869; Sep
24 1869; Oct 1 1869 (6); Oct 12
1869; Jan 7 1870; Jan 10 1870;
Feb 1870 (3); Feb 10 1871; 1872
(5); Nov 2 1871; Mar 18 1872

Gl

Mar 12-Apr 13 1869

(28); Oct 1 1869; Oct

3 1869; 1869 (2); Jan
G2 1 1870; 1872

The address of Behles’ shop is “Corso No. 196” on G2 views, an address he
had occupied since at least 1865.
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1873

G3

On G3 views the shop address is now “Corso N° 346/47”. This is the book-
store of Ermanno (Herman) Loescher, who sold Behles’ views after Behles
turned Corso 196 into a beer hall in 1872.

H1

Compared with G1, the mount and the printed border on H1 views are
now rounded, and two 1867 medals are shown. The “Napoli” on the right is
Sommer’s home city, not the name of the series. This type is not common.

Jan 13 1871; Jan 20
1871; Jul 1 1873; Jul

27 1873
H2

H2 is a throwback to the early type B2, with no medals and a squiggly
decoration flanking the initials “G. S.” It is not just the owner dates that tell
us that these are not early views. Later series numbered in the 800s, 900s,
3600s, and 3800s are found on H2 mounts.
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Nov 1874; Nov 27
1874; Dec 1875 (4)

I

I1 is an updated version of H1. This particular view is titled “755. Mangiatori
di maccheroni” and is listed under “Costumi” in Sommer’s catalogs. Some
of the views numbered in the 700s are genre views.

Jan 12 1875; May
1875; 1875

12

The medals from top to bottom are: 1873 Vienna, 1865 Italy, ca. 1866
Wiirttemberg, and 1867 Paris. Taking into account the new medal and the
dates, this type was introduced in the period 1873-74.

May 1878; May 23
1878; Jun 1882

I3

The royal coat of arms has been added between the medals. There are vari-
ations on this type for both the frilly decorations and details in the medals.
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Aug 23 1878; May
1882; Jun 1882

I3

Besides yellow, some I3 mounts are orange and others are red.

Apr 1904 (4)

I4

14 is like 13, but with a different font. The quickest ways to tell is that on 14
the “G” is wider and the “R” in “Sommer” no longer extends below the line.
[4 mounts are orange or red.

Appendix 2. Some sample owner dates

“Mch 23/59”; A2 #282 “18627; B2 #220

“Oct 4th 18627; C2 #453 “Janvier 647; D1 #701
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“May 18647; D3 #27 “18667; E2 #850

“Jan'y 24 677; E1 #206 “March 687; F2 #755
“Sep 9 18697; G1 #867 “Jan 20t 18717; H2 #401
“May 1875"; 12 #212 “Juin 1882"; I3 #978;

“Avril 1904”; 14 #269

44



Appendix 3. Some group A, B, and C views with their later coun-
terparts marked Sommer and/or Behles.

The first three views below are from the same negatives. In the A1 example
the number “24” can be read in the bottom left of the right image. Beginning
with group B the number and title are “No. 24. Colosseo preso dai giardini
farnesi”. The second view, on a B1 mount, is marked “Jos. Spithover”, and
the third view is the D3 version of Sommer & Behles. I have also found this
view from the same negatives on C1, E2, G1, and G2 mounts, and from a
different pair of negatives on the later G3, I3, and 14 mounts.

Al

B1

D3

45



The two views below are both titled “No. 60. Chiesa di S. Giov Maggiore
Atrio”. They are later versions of the Al sample shown above in Appendix
1. The A1 and C1 examples I have found are from the same negatives, while
the D1, E1, E2, and G1 examples are from another pair of negatives.

C1

El

The next three views show the Tivoli waterfalls. The first is A1 with the
handwritten title “Tivoli” and the number “72” between the images. The
other two, on E1 and G3 mounts, show the title “No. 72. Tivoli Cascatelli
(Roma)”. I have also found this view from the same negatives on D3, E2, G1,
and G2 mounts. The A1l version was produced in the late 1850s, while the
G3 version dates from the period 1872-79. I have not found this view from
other negatives.
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Al

El

G3
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The view below is titled “No. 284. Pesto—tempio di Cerere”. It is an F2
example from the same negatives of the sample A2 view shown above in
Appendix 1. I have found this view also on C2, D1, G1, G3, I1, and 12
mounts, all from the same negatives. The A2 view dates from the late 1850s
and the 12 view was produced in the mid-1870s.

F2
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The next three are all from the same negatives. The A2 version reads “Posil-
lipo” and “Naples” with a small “37” in the bottom right of the left image,
while the other two are titled “No. 237. Strada del Posilipo.” T have also
found the same view from the same negatives on D1, E1, and G1 mounts.

A2

C2

F2
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Appendix 4. Two dated views of Robert Rive.

The decoration is the same as that of group B. This view is dated 1861.

The decoration is the same as that of group C. This view is dated 1867.
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Appendix 5. The December, 1861 eruption of Vesuvius.

These views seem to be drawings based on photographs. Neither is stereo.
The first three examples later became No. 204.

C2

“Eruzione del 8 Xbre 1861”. The eruption began on December 8.

C2

“Eruzione del Vesuvio 1861”. Written on the back: “I was an eyewitness of
this in 1861. AH” (https://www.worldofstereoviews.com/pompeiipage.htm)).

C2

No title.
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The next three later became No. 205.

C2

“Fruzione del 13 Xbre 1861”.

C2

“Cenere del 16 Xbre 1861”.

C2

The title is written in English in ink on the back: “Vesuvius in / Eruption
(1861)”. Below that in pencil is the owner’s testimony: “A.H. / I was an
eyewitness / of this A.H in 1861”.
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Below are three later versions of the same views, after they received proper
numbers and titles.

F2

“No. 204. Eruzione del Vesuvio. Dec. 1861.”

D1

“No. 205. Eruzione del Vesuvio. Dec. 61.” (The title is barely readable.)

F2

“No. 205. Eruzione del Vesuvio. Dec. 61. (Napoli)”
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Appendix 6. “Impronte umane trovate al 5 Feb® 1863”.

C2

No. 356, without number or title.

C2

No. 357.

D2

No. 356.
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D2

No. 357.
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Appendix 7. Some Sommer views by other publishers.

We begin with three views showing one each of Carlo Ponti and another of
Sommer and/or Behles from the same negatives. Sommer views marked with
Ponti’s name or initials are common. I have found them so far in the 000s,
100s, 200s, 300s, 700s, 800s, 900s, and most frequently the 3600s (Venice).
Some carry Sommer’s number and title while others do not. It is likely that
Ponti took the views of Venice and licensed Sommer to publish them, and as
part of the same arrangement Ponti was allowed to publish views of Sommer
of other parts of Italy.

The first two are titled “No. 28. Arco di Tito (Roma)”. Ponti’s blind stamp
appears to the left of the title in the first view.

G2
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“No. 932. Galleria V.E. (Milano)”

G1
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“No. 3606. Torre dell’Orologio (Venezia)”.

G2

Below are Sommer views from other publishers.

Giorgio Conrad (Naples). “No. 830. Monumento di Dante. (Firenze)”.
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Ferdinand Finsterlin (Munich). “No. 3646. Palazzo Reale. (Venezia)”.

Chauffourier & Girgenti (Palermo). “No. 527. La Favorita (Palermo)”.

Joseph Spithéver (Rome). “No. 16. Campidoglio dalla Piazza Aracoeli’. 1
have found 30 Sommer views on this type of mount with Sommer’s number
and title in the left image. All but one are from the Rome series (1-200), the
exception being a #263. The same English tourist who dated one D2 and ten
D3 views “May 1864” wrote the same date on two of these Spithover views.
Four other views are dated 1864, 1865, March 4 1865, and January 1867.
These views were first published after the creation of Sommer & Behles.
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Appendix 8. Cartes de visite of Sommer and/or Behles.

There are more variations than the types I show here.

(A) (B) (©)

(B) and (C) are common early Sommer & Behles designs. Judging by the
order of the cities, (B) was published by Sommer and (C) by Behles.

(D) (E)

(D) and (E) were printed after the awarding of the 1865 medal and before
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the awarding of the Wiirttemberg medal. (E) was published by Jos. Brecker,
and corresponds to stereoview type E3.

(F) (G) (H)

(F), (G), and (H) show both the 1865 Italian medal and the Wiirttemberg
medal. They date from the time of stereoview group F, but here we have
the addresses of the shops that sold their photos. (G) and (H) show Behles’
address “Via Condotti 91”7 that is lacking in (F'). That was the address of the
offices of two steamship lines: Valery Freres et Co. and Campagnia Florio.
Perhaps Behles made an arrangement with them to sell his views. Based on
the order of “Naples” and “Rome”, CDVs of type (F) and (G) were probably
sold by Sommer, while those of type (H) were sold by Behles.

The Getty Museum shows a series of CDVs with dates, all apparently from
the same owner. Five of them are dated February 20, 1867, and are of types
(C), (D), and (F), and two more of types (D) and (F) are dated February 23,
1867. From other sources are a type (C) dated June 22, 1867 and two type
(F)s from March 20, 1867 and February 1868. These are all topographic or
other non-personal views.
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(D (J) (K)

(I), (J), and (K) correspond to stereoview types G1, G2, and G3 respectively.
(J) shows the address of Behles’ shop “Corso No. 196”7, while (K) shows the
address of the bookstore of Loescher & Co., “Corso No. 346/47”. The address
at Via Condotti is no longer shown. (I) and (J) would have been first produced
in the second half of 1867, and (K) would have been introduced in 1872. I
have found three of (J) with the date 1871, all by the same owner.
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(0)

Types (L) through (O) are later designs for Sommer CDVs, all from 1872 or
later. I have not attempted to put them in chronological order.
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