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According to the traditional narrative, 19
century photography imitated the pes of
portrait painting or the views of landscape
painting. (e.g. Julia Margaret Camejon
Eventually, photographsucceeded in
becoming autonomous: photographers move
beyond supplying artists with motifs or
documentation, and exhibited their work
independently and made photbooks. In the
latter case, in France in particular, there were
pragmatic reasong copyrigh depended on
publication in books. But the photioook
developed its own aesthetic.
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Editions Jean Walter, 193has
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 superimposition and montage. The
cover has Parisian factory chimneys
layered over classical columgs
modernist supplantation or, equally, a
conservative falback, just as the social
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they had to disguise their social

anthropological studies of the Western
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Trobriand islandersThe Argonauts of

the Western Pacifif1922). The last

stage in this narrative if there is ever

a last stage; was the recolonisation of the photdbook format by the artist: the
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Atget is aninteresting transitional case. He is used by Walter Benjamin in his essay
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of a corset shop on the Boulevard de Strasbuag used as an illustration to a

Marcel Noll dram, without a caption or acknowledgment of the photographer in

. NB (L2 Ré&dlution surréalistéo 7 (1926)

¢ 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 Atgg@hotograph of a group of

Parisians gazing at an eclipse of the gtinis

Is unusual for two resaons: the subject is

much less banal than usual for Atget, but it
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the anticlerical editorship.

Atget regarded himself as a journeyman
photographer providing photographs to artists,
including Man Ray, wihclaimed Atget had wanted
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chosen by Berenice Abbott and edited by Henri Jonquieres 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 faddt list taped to the insideear cover.

L Q¢ Q¢

Benjamin remarked in particular on how
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work andstudio, introduced by the art critic Maurice Raynal to Tériade, who intreduc

him in turn to Picasso, bite also contributed -
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reviewMinotaure (1933). His bookParis de nuit
(1933, issued 2 Decemb#®32) allowed him to
transcend the journalisphotographer/journeyman
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practice. Brassai, with his Voigtlander Bergheil
camera with a 10.5 cm Heliar lens, tripod, and
twenty-four plates, photographed Pargy night,
sometimes accompanied by Lé®aul Fargue, the
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novelist Henry Miller.

Paris de nuits characterized by rich gravure
printing of photographs that bleed over the edge
the page: plate/page numbers lie in white on the
photograph. The metallic spiral binding was a
relatively receninvention (1924), and this allowed images to abut closely. The cover,

inside cover, inside back cover and back cover are photographs downwards in the direction
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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 S NXY | yy KolbehiBvS ye@riaf1935) and Bill

NJ yANightdn Londoi1938) were effectively Danish and English homageNJ y Rl Q &
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but Brandt did move the captions (in English and French) into a white space at the bottom
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LES AMERICAINS
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LG o1 & ¢A0KThafnehilNew Wik, \Glow ®Press, 1958at 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
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Photographies de Robert Frank
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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 captio 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 1:85%hen Frank travelled
across America on a Guggenheim fellowship. Thelighwing and cropping put this
photography beyond the composed and glosagges 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.
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Industries Publications in 1963. The first printing was in an edition of 400 enaub

copiesc the only one (atdast so far) published by Ruscha in the tradition of the limited
edition. The second was of 500 cepiand 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 (198800) had done a similar project,
photographing from a stegadder, for a New York real estate agent dh&/enue

between 43rd and 44 Streets, Newvork, in 1948. But the motivations for Ruscha were
very different.



