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According to the traditional narrative, 19th 
century photography imitated the poses of 
portrait painting or the views of landscape 
painting. (e.g. Julia Margaret Cameron).  
Eventually, photography succeeded in 
becoming autonomous: photographers moved 
beyond supplying artists with motifs or 
documentation, and exhibited their work 
independently and made photo-books. In the 
latter case, in France in particular, there were 
pragmatic reasons ς copyright depended on 
publication in books. But the photo-book 
developed its own aesthetic.   
 

 
 
¢ƘŜ [ƛǘƘǳŀƴƛŀƴ aƻƛ ±ŜǊΩǎ Paris (Paris, 
Editions Jean Walter, 1931) has 
ǿƻǊƳΩǎ-ŜȅŜ ŀƴŘ ōƛǊŘΩǎ-eye views, 
superimposition and montage. The 
cover has Parisian factory chimneys 
layered over classical columns ς a 
modernist supplantation or, equally, a 
conservative fall-back, just as the social 
ŀƴǘƘǊƻǇƻƭƻƎƛǎǘǎ ƻŦ ǘƘŜ мфнлΩǎ ǘƘƻǳƎƘǘ 
they had to disguise their social 
anthropological studies of the Western 
tŀŎƛŦƛŎ ƛǎƭŀƴŘŜǊǎ ƛƴ ǘŜǊƳǎΩǎ ƻŦ ¦ƭȅǎǎŜǎΩǎ 
hŘȅǎǎŜȅ ŜΦƎΦ aŀƭƛƴƻǿǎƪƛΩǎ ǎǘǳŘȅ ƻŦ ǘƘŜ 
Trobriand islanders, The Argonauts of 
the Western Pacific (1922).  The last 
stage in this narrative ς if there is ever 

a last stage ς was the re-colonisation of the photo-book format by the artist: the 
photo-ōƻƻƪ ōŜŎƻƳŜǎ ŀ ǎǳōǎŜǘ όŀ ƳŀƧƻǊ ƻƴŜύ ƻŦ ǘƘŜ ŀǊǘƛǎǘΩǎ ōƻƻƪΦ 
 



Atget is an interesting transitional case. He is used by Walter Benjamin in his essay 
ƻƴ Ψ¢ƘŜ ²ƻǊƪ ƻŦ ŀǊǘ ƛƴ ǘƘŜ ŀƎŜ ƻŦ ƳŜŎƘŀƴƛŎŀƭ ǇǊƻŘǳŎǘƛƻƴΩ όмфосύΦ  ! мфмн ǇƘƻǘƻƎǊŀǇƘ 
of a corset shop on the Boulevard de Strasburg was used as an illustration to a 
Marcel Noll dream, without a caption or acknowledgment of the photographer in 

.ǊŜǘƻƴΩǎ La Révolution surréaliste No 7 (1926) 
ς although it was editorial practice not to 
credit photographs, unless, of course, they 
were by Man Ray. The cover of the same 
issue has an Atget photograph of a group of 
Parisians gazing at an eclipse of the sun ς this 
is unusual for two resaons: the subject is 
much less banal than usual for Atget, but it 
ŀƭǎƻ Ƙŀǎ ŀ ŎŀǇǘƛƻƴΣ Ψ[Ŝǎ ŘŜǊƴƛŝǊŜǎ 
ŎƻƴǾŜǊǎƛƻƴǎΩΣ ǇǊƻǾƛŘŜŘΣ ƴƻǘ ōȅ !ǘƎŜǘΣ ōǳǘ ōȅ 
the anti-clerical editorship.  
 
Atget regarded himself as a journeyman 
photographer providing photographs to artists, 
including Man Ray, who claimed Atget had wanted 
ƴƻ ǇǳōƭƛŎƛǘȅΥ ά¢ƘŜǎŜ ŀǊŜ ǎƛƳǇƭȅ ŘƻŎǳƳŜƴǘǎ ǘƘŀǘ L 
ƳŀƪŜΦέ Lǘ ǿŀǎ aŀƴ wŀȅΩǎ ŀǎǎƛǎǘŀƴǘΣ .ŜǊŜƴƛŎŜ !ōōƻǘǘΣ 
ǿƘƻ ōƻǳƎƘǘ ǘƘŜ ōǳƭƪ ƻŦ !ǘƎŜǘΩǎ ǇƘƻǘƻƎǊŀǇƘǎ ŀŦǘŜǊ 

his death on 4th !ǳƎǳǎǘ мфнтΦ ¢ƘǊŜŜ ȅŜŀǊǎ ƭŀǘŜǊ  ŀ ŎƻƭƭŜŎǘƛƻƴ ƻŦ фс !ǘƎŜǘΩǎ ǇƘƻtographs, 
chosen by Berenice Abbott and edited by Henri Jonquières was published in Paris, Leipzig 
and New York. The photographs are on the recto page with the verso blank. There are 
captions but these are are on a printed fold-out list taped to the inside rear cover.  
 
Benjamin remarked in particular on how 
άŦƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜΣ ŎŀǇǘƛƻƴǎ ƘŀǾŜ ōŜŎƻƳŜ 
ƻōƭƛƎŀǘƻǊȅΦέ .ǳǘ ƘŜǊŜ ǘƘŜǎŜ ŎŀǇǘƛƻƴǎ ǿŜǊŜ 
ǇǊƻōŀōƭȅ !ōōƻǘǘΩǎ ƻǊ WƻƴǉǳƛŝǊŜǎΩǎΦ 

 
 
 
 
 
 
 



!ƴƻǘƘŜǊ ǇƘƻǘƻƎǊŀǇƘŜǊ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǎǳǊǊŜŀƭƛǎƳ ǿŀǎ .ǊŀǎǎŀƠΦ IŜ ǇƘƻǘƻƎǊŀǇƘŜŘ tƛŎŀǎǎƻΩǎ 
work and studio, introduced by the art critic Maurice Raynal to Tériade, who introduced 
him in turn to Picasso, but he also contributed 
ŎǊŜŘƛǘŜŘ ǇƘƻǘƻƎǊŀǇƘǎ ŦƻǊ ¢ŞǊƛŀŘŜΩǎ Ǝƭƻǎǎȅ ǎǳǊǊŜŀƭƛǎǘ 
review Minotaure (1933-). His book Paris de nuit 
(1933, issued 2 December 1932) allowed him to 
transcend the journalist-photographer/journeyman 
status and to put photography at the centre of art 
practice. Brassaï, with his Voigtländer Bergheil 
camera with a 10.5 cm Heliar lens, tripod, and 
twenty-four plates, photographed Paris by night, 
sometimes accompanied by Léon-Paul Fargue, the 
άtŜŘŜǎǘǊƛŀƴ ƻŦ tŀǊƛǎέ ŀƴŘ ƻƴ ƻŎŎŀǎƛƻƴǎ ōȅ ǘƘŜ 
novelist Henry Miller.  
 
Paris de nuit is characterized by rich gravure 
printing of photographs that bleed over the edge of 
the page: plate/page numbers lie in white on the 
photograph. The metallic spiral binding was a 
relatively recent invention (1924), and this allowed images to abut closely. The cover, 
inside cover, inside back cover and back cover are photographs downwards in the direction 
όŀǎ ƛŦ ŀǘ ƻƴŜΩǎ ŦŜŜǘύ ƻŦ ǘƘŜ ŘŀǊƪΣ ǿŜǘΣ ǎƘƛƴȅ ŎƻōōƭŜǎΦ .ŜŎŀǳǎŜ ƻŦ ǘƘŜ ǎǇƛǊŀƭ ōƛƴŘƛƴƎ ǘƘŜ ōƻƻƪ 
can be opened to expose front and back covers together to the reveal the same image 
reversed to make a converging street.  
 
The majority of the images are portrait in format and there is a separate list of the 
captions. The work was influential ς IŜǊƳŀƴƴ [ŀǊǎŜƴΩǎ Kobenhavn ved nat  (1935) and Bill 
.ǊŀƴŘǘΩǎ A Night in London (1938) were effectively Danish and English homages ς .ǊŀƴŘǘΩǎ 
ǇǳōƭƛǎƘŜǊ ǿŀǎ /ƘŀǊƭŜǎ tŜƛƎƴƻǘ ƻŦ .ǊŀǎǎŀƛΩǎ ǇǳōƭƛǎƘŜǊΣ 9Řƛǘƛƻƴǎ !Ǌǘǎ Ŝǘ aŞǘƛŜǊǎ DǊŀǇƘƛǉǳŜǎΥ 
but Brandt did move the captions (in English and French) into a white space at the bottom 
ƻŦ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘΣ ǿƘƛƭǎǘ [ŀǊǎŜƴ ǳǎŜŘ ƳƻǊŜ ƻŦ ǘƘŜ ΨƭŀƴŘǎŎŀǇŜΩ Ŧormat. 

  
 



Lǘ ǿŀǎ ǿƛǘƘ wƻōŜǊǘ CǊŀƴƪΩǎ The Americans (New York, Grove Press, 1959) that the 
photo-book became available to artists for use. There is a crucial difference between 
the earlier French edition with its plethora of texts edited by Alain Bosquet 

 
and the American edition which has lost these and replaced them with a short 
introduction by Jack Kerouac (whom Frank had met on the sidewalk outside a party in 
New York) 
 
Here we have the image on the right (recto) page with a caption on the opposite side 
below white space. The caption can be read before or after the image (or not at all): 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

The journey/s that this book documents took place in 1955-6, when Frank travelled 
across America on a Guggenheim fellowship. The low-lighting and cropping put this 
photography beyond the composed and glossy images of Ansel Adams etc. : we have 
moved from staged photography to the exploitation of the portable camera. The tools 
are available for the artist to pick up. This image could well have inspired the artist Ed 
Ruscha. 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
wǳǎŎƘŀΩǎ Twenty-six Gasoline Stations, 1962 ǿŀǎ ǇǳōƭƛǎƘŜŘ ōȅ wǳǎŎƘŀΩǎ ƻǿƴ IŜŀǾȅ 
Industries Publications in 1963. The first printing was in an edition of 400 numbered 
copies ς the only one (at least so far) published by Ruscha in the tradition of the limited 
edition. The second was of 500 copies and the third, 3,000 as Ruscha aspired to the 
availability of the book in the garage store perhaps attached to one of these 
photographed. 
 



In 1966 Ruscha published a leperlelo of photomontages of every building on both sides 
of the Sunset Strip. 
 

 
The amateur photographer, Todd Webb (1905-2000) had done a similar project, 
photographing from a step-ladder, for a New York real estate agent on 6th Avenue 
between 43rd and 44th Streets, New York, in 1948. But the motivations for Ruscha were 
very different. 

 


