


t has been said that Jeannette Klute 
is a woman ahead of her time.

Educated and trained to excel in a manõs þeld of technology, 
Jeannette Klute rejected womanõs traditional role in society.  
She entered the world of color photography at a time when itõs 
reputation was strictly utilitarian, a form of documentation.  
Jeannette Klute then helped to elevate the whole package of 
color photography - vision, skill, product, process - to an art 
form.

Consider that she wasnõt ahead of her time at all.  Jeannette 
Klute was clearly the right woman in the right place at the 
right time.  Born in Rochester, NY on March 13, 1918, she 
graduated from high school in 1936 and immediately entered 
the adult education system put in place by the Works Progress 
Administration (WPA) during the Great Depression.  The 
program was designed to delay graduates from entering the 
workforce in order to relieve the demand for scarce jobs.  

Jeannette took advantage of this opportunity to round out her 
art education with physics and mechanical drawing.  In 1938, 
Jeannette, entered a co-op program at Mechanics Institute 
(later to become Rochester Institute of Technology), alternat-
ing college education with active employment.

Jeannette noticed that her classmates were being sent out to jobs while she 
continued her studies.  When she asked, òHow come?ó she was told, òOh, 
we donõt give jobs to women.ó

Jeannette characteristically took matters into her own hands.  Having no 
classes on Fridays, she walked from her home on the west side of Roches-
ter to Kodak Ofþce to apply on her own.  Every week.  And every week, 
she was refused.  After months of rejection, Jeannette again showed up at 
Kodakõs personnel ofþce, suit, hat and gloves dripping wet from an October 
rain.  Seeing that she was not to be deterred, the personnel director gave in 
saying, òWell, go on up to the sixth ÿoor.  Maybe theyõve got a job for you 
up there.ó



Once in the door, Jeannetteõs ascent was rapid.  Moving quickly through 
the ranks, she was head of the Visual Research Studio by 1945.  Dye Trans-
fer had been introduced into the market that year with much work left to be 
done in reþning it.  

At that time, Jeannetteõs job description was two-fold.  In addition to 
working the bugs out of the Dye Transfer process and materials, she became 
physicist Ralph M. Evansõ photographic illustrator.  Her work for Evans was 
to demonstrate his revolutionary insight into the human perception of color 
and how that was to effect color photography.  Evans was accepted world-
wide as the authority on the subject and Jeannette became the quintessential 
research photographer.

Jeannette and her crew diligently studied the capabilities and limits of Dye 
Transfer.  Each aspect of the process was exhaus-
tively tested and reþned, from creating a regis-
tering system to align the matrices to truly and 
consistently reproducing the color green.

The great outdoors became Jeannetteõs laborato-
ry.  She found green of every hue and shade.  Jean-
nette and her assistant, Bonnie Kindig, haunted 
the swamps of Bergen and the hills of Bristol, NY.  
They tirelessly searched for the perfect subject.  
Jeannette added the restrictions that they were not 
to leave any lasting effect on the environment and 
that they would use only natural light.

Armed with sawed off tripods, many pounds 
of gear and only the basics for survival, Jean-
nette and Bonnie spent days outdoors.  Carrying 
on their backs the latest and greatest in photo-
graphic technology, they proceeded to test it all 
in a natural environment completely devoid of 
the most rudimentary amenities.  It was there 
that Jeannette perfected her style and technique.  
She learned to tie bunches of ÿowers together to 
create the background color she needed; using a white card or her ever-pres-
ent white hat, she bounced the natural light to just the right place; she dug 
ditches and placed shortened tripods into them to capture the smallest of 
subjects without uprooting them.  This effort resulted in the þnest examples 
of Dye Transfer and its capabilities, all the while marrying cutting edge 
technology with genuine environmental consciousness.



The period from 1938 to 1949 was a sort of incubation period for Jean-
nette in which she truly perfected her craft.  She studied wash-off relief 
every Saturday at Rochester Institute of Technology, building her techni-
cal skills and enabling her to make her way from lab assistant to head of 
the Color Technology Studio.  In simultaneously reþning the Dye Transfer 
process and experimenting with techniques to illustrate Ralph Evansõ color 
research, Jeannette developed her much acclaimed and controversial òDeri-
vationsó with her lab supervisor, Dorothea Peterson.

Until 1950, Jeannette Klute was a well kept secret.  It was Ralph Evans 
who dominated the color photography limelight in his role of world re-
nowned research physicist and his state-of-the-art work with the human 
perception of color.  

In 1942, as Jeannette was begin-
ning to expose the depths of the 
medium, Beaumont Newhall, in the 
Complete Photographer, deþned the 
current state of the art.



In 1950, Jeannette Klute hit the scene full force.  She 
had established the superior quality of Dye Transfer in 
her lab.  It was her work that was shown to the worldõs 
most prominent photographers when they toured the 
Visual Research Division with Ralph Evans.  

Such greats as Ansel Adams, Edward Steichen, Marga-
ret Bourke-White, Lifeõs Elliott Elisofon, and Germanyõs 
L. Fritz Gruber all came to study the new standard.  
Beaumont Newhall was a frequent visitor, introduc-
ing many photographers, including Minor White, to the 
exciting developments in the photographic world.  MGM 
sent Arthur Crabtree and Charles Rocher, who returned 
many times, to keep up on artistic trends and technology.  
All of this activity also caught the eye of advertising 
mogul, J. Walter Thompson.

Jeannetteõs fresh eye for color and form dominated the 
technological landscape of color photography.  Her use 
of soft focus melted natural surroundings into sophisti-
cated backdrops to each carefully chosen subject.

This approach was a radical departure from the cur-
rent trend in nature photography as represented by Eliot 
Porter.  All of the elements of his photos, subject and 
background, were in crystal focus, clearly identiþable 
amid his delicate visual balance of color, tone and texture.  Jeannetteõs work 
boldly introduced a new formula.  She obscured the identities of those sec-
ondary elements, molding them into perfectly balanced elements of design.

In 1950, Edward Steichen was busy organizing his þrst ever All Color 
Photography show at the Museum of Modern Art in New York.  Keenly 
aware of the possibilities of color photography, he introduced it to the public 
as an art form to be taken seriously.  Along with Jeannette, he invited Harry 
Callahan, Eliot Porter, Edward Weston and Wayne Miller to show in this and 
future exhibitions.

Pushing the limits of everything related to Dye Transfer ð her lab tech-
nicians, the materials, the equipment ð Jeannette and her lab supervisor, 
Dorothea Peterson, developed a process they dubbed òDerivations.ó  Sim-
ply put, a print was made in which the brightness contrasts were reduced 
essentially to zero, resulting in hue and saturation being the only variables.  
A line image was then transferred on top of the zero contrast image.  Using 
a variety of ink colors on the matrices during the Dye Transfer process, the 
end product was an accurate line drawing married with an endless variety of 
painterly color variations.



While Jean-
netteõs nature 
photography 
was showing in 
Steichenõs pio-
neering color 
exhibit, cura-
tor, Beaumont 
Newhall and 
the directors 
of Kodak were 
simultaneously 
debuting her 
òDerivationsó 
at the George 
Eastman House 
in Rochester.  
The show cir-
culated to twen-
ty-þve venues 
in the United 
States and then 
on to London, 
England, then 

Lucerne, Switzerland and Paris, France.

òDerivationsó started a world wide dialogue within the photography þeld.  
Picture Post asked of the United Kingdom, òIs This Photograph a Work of 
Art?ó  Photo-France and Australiaõs Sidney Herald touted òDerivationsó as 
a profound new way of interpreting color photographs.  Bruce Downes in 
Popular Photography had an interesting take on Jeannette Klute, Dye Trans-
fer, òDerivations,ó and color photography in general.  

òI was struck with a series of six Dye Transfer prints by Jeannette Klute, 
who appears to be endowed with esthetic vision as well as the technical mas-
tery of the medium from point of exposure to þnal matrix and print.  Sufþce 
it to say that with [òDerivations,ó] photographers now have an exceptionally 
wide range of creative control with Dye Transfer.  As usual, the technicians 
are far ahead of the creative workers . . . 

òColor photography will come into its own as a creative art as more pho-
tographers face up to the facts of life and realize that sooner or later they are 
going to have to master the tricky job of printmaking.ó

In Penrose Annualõs international 
review of the graphic arts, the editor 
adds the following footnote to Ralph 
Evansõ article, òôDerivationsõ from 
colour photographs.ó



While the photographic industry was digesting the latest possibilities of 
Dye Transfer, color and òDerivations,ó Jeannette was already working on 
her next undertaking.  Having developed a highly advanced working rela-
tionship with her accomplished and skilled lab team, she set out to stretch 
the limits of the materials and the Dye Transfer process.  

Using þlm the speed of 8, Jeannette entered her world of nature and came 
out with its beauty in cartridges.  In the hands of her lab crew, the images 
grew to prodigious size, all the while maintaining the essence of Jeannetteõs 
vision and the feeling of her enchanted woodlands.

-Edwin Way Teale
New York Times, 1954



During this time, Art Director Arthur Williams of Bostonõs Little, Brown 
and Co., came to the studio to see what the new òDerivationsó had to offer 
the printing industry.  The Fannie Farmer Cook Book, 9th Edition was due 
to come out and the illustrations were of great concern to editor, Wilma Lord 
Perkins.  She didnõt care for color photography and was not convinced it 
was the way to go with the project.  When shown Jeannetteõs Dye Transfers 
and òDerivations,ó she agreed to use both in the household classic.

Although Williamsõ purpose in the visit was to evaluate òDerivations,ó his 
eye was caught by the Dye Transfers on the swingboard in the studio. His 
stated, òWeõll make a book of that.ó

-Edwin Seaver
Little, Brown & Co.



True to Williamsõ word, in 1954 Little, 
Brown and Co. produced Jeannetteõs work 
in Woodland Portraits.  Edward Steichen 
considered the book, 

This endeavor elicited many personal 
letters of praise from her contemporaries 
and colleagues including Bruce Downes of 
Photography Magazine, Arthur Israel, Jr. of 
Paramount Pictures and C.K. Eaton of the 
Art Center School in Los Angeles. Ansel 
Adams, who had requested that Jeannette 
produce some of his color photographs as 
òDerivations,ó wrote to her, 

In a letter to the publisher, Adams said, òThere is very little I can say about 
this magniþcent work, other than just that ð it is magniþcent!  I think Miss 
Klute has made a major contribution to creative photography ð a new and 
fresh approach, and avoidance of the sterile color and moods of the greater 
part of contemporary color photography.ó  

Woodland Portraits was enthusiastically received beyond the boundaries 
of the photography world. George Taloumis wrote in Horticulture Magazine, 
òWith the skill of a portrait painter, and relying solely on natural light, this 
talented photographer has produced pictures incredible for their luminous 
quality . . . Thus the pictures have the power of transporting one immedi-
ately into the woods, spiritually and emotionally, to where all appears to be 
sheer magic.ó

The reviews put Jeannette Klute at the top of her profession.  Jeannette 
had seamlessly married her visual art with proper scientiþc documentation, 
meaningful literary quotes with current reproduction technology.  

-Jeannette Klute
Woodland Portraits



While Woodland Portraits was being circulated in the book market, Kodak 
International circulated a corresponding one-woman show in thirty-eight 
museums and art galleries.  And amid all this publicity and acclaim, Jean-
nette was off to her next project.

Called by the ocean, Jeannette turned her keen eye to ocean tide pools 
at ebb tide.  This work resulted in her next one-woman show, òThe Shore 
[Beach] at Ebb Tide.ó  The show was exhibited in ten locations, including 
the American Museum of Natural History and Kodak-Path®, Paris.

Jacob Deshin had this to say about 
Jeannetteõs success in furthering 
color photography as an expressive 
form:

- New York Times, 1955



Jeannette Klute
The Beach at Ebb Tide

Even while traipsing beaches 
and studying tide pools, Jean-
nette always had a list of things 
Ralph Evans needed for his 
research.  Her role of research 
photographer and artist were 
inextricably linked.  Jeannette 
described her work as òthe 
production of the highest qual-
ity prints possible using Kodak 
materials and procedures.ó  So 
where did the research photog-
rapher end and the artist begin?  
It was eventually decided that 
separating pictures made speciþ-
cally for each assignment and 
those made for personal reasons 
was essentially impossible.

By the mid-1950s, Jeannette was well known to curators and photogra-
phers who were well positioned to further her exposure. Both Steichen and 
Newhall followed her work closely and often exhibited her work in their 
venues.  They were critically instrumental in keeping the art world apprised 
of the latest developments in color photography and were eager to proffer 
artists of substance.  

Leading the way in the international market were the Smithsonian Insti-
tution and Kodak International.  These organizations circulated large one-
woman shows of Jeannetteõs work all over the world.  The Royal Photo-
graphic Society of Great Britain strongly promoted Jeannetteõs work within 
the United Kingdom.  While Kodak-Path® in Paris, France was exhibiting 
òWoodland Portraits,ó ofþcials from the US Embassy were so taken with it 
that they arranged for its inclusion as a highlight at the Brussels Worldõs Fair 
in 1958.   



Jeannetteõs one-woman shows include:
Å òPictorial Photographs, an exhibition of Miss Jeannette Klute,ó a one-

woman show circulated by the Smithsonian Institution

Å òAn Exhibition of Dye Transfer Prints by Jeannette Klute,ó hosted by the 
Royal Photographic Society of Great Britain

Å òColor of Wateró circulated by the Smithsonian Institution to over 30 
US galleries and museums including: the Carnegie Institute of Technology, 
Schenley Park; the Royal Ontario Museum, Toronto; the Carpenter Center 
for the Visual Arts at Harvard University; the Chicago Art Institute; and the 
Cleveland Museum of Natural History

-Virginia Jeffrey Smith
Rochester Times-Union



-Peggy Delius
British Journal of Photography

-Kodak International 1967

Å òFocus on Coloró circulated by Kodak International in 38 countries in-
cluding: Argentina, Australia, Brazil, Columbia, East Africa, Egypt, Ghana, 
Hong Kong, Israel, Japan, Kuwait, Malaysia, New Zealand, Peru, Singapore, 
Spain, Sweden, Uruguay and Venezuela

Å òThis Verdant Worldó circulated by Kodak International in 38 countries 
including: the Bahamas, Bangkok, Bermuda, Denmark, Jamaica, Malaya, 
Mexico, Nairobi, Nigeria, Okinawa, Panama, Puerto Rico, Rhodesia, South 
Africa, Trinidad and Zambia

Å òDiscovering Color in Nature, IX Photographic Essaysó circulated by the 
Smithsonian Institution to over twenty US galleries and museums including: 
the Provincial Museum and Archives of Alberta, Canada; the Utah Museum 
of Natural History; the Abilene Museum of Fine Arts, TX; and the Norfolk 
Museum of Arts and Sciences, Yarmouth and the Hague, Norfolk, VA



Jeannetteõs career was marked 
by many desirable invitations to participate in 

such prestigious exhibitions as:

Å òPhotography ð Mid-Century, Invitationaló at Los Angeles County  
Museum

Å òAbstract Exhibitionó at MOMA, curated by Steichen

Å òCentenary Exhibition of Colour Photographyó at the Royal Photograph-
ic Society of Great Britain

Å òSpecial Invitation Show of Color Printsó at the Royal Photographic 
Society of Great Britain

Å òInvitational Annual Professional Photographers Association Convention 
Exhibitó at the Museum of Fine Arts of Houston

Å òWoodland Portraitsó at the renowned Expo 58, the Brussels Worldõs 
Fair, Belgium

-Adie Suesdorf
Picture Post 1956



Å òPhotography at Mid-Centuryó at the George Eastman House in  
Rochester, NY

Å òPhotography in the Fine Arts-IIó a juried invitational circulated by the 
Metropolitan Museum of Art

Å òPhotography as a Fine Artó at the Royal Festival Hall in London

Å The Photographic Society of America International Convention in  
Montreal, Canada

Å òWomen of Photography: An Historical Survey,ó circulated by the  
San Francisco Museum of Art

-Emily Haswell
Los Angeles Times



In 1970, Jeannette was assigned to work on special projects.  These in-
cluded, among other things, exploring the photographic capabilities of the 
þrst Kodak Pocket Camera.  Her work appeared regularly in Kodak advertis-
ing.  Still circulating were òThis Verdant Worldó and òDiscovering Color in 
Nature,ó both running through the early 1970s. 

-Kingsport News 1972




