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FOREWORD

No one these days can get away from photographs.
They are everywhere: in our passports, in the
newspapers we read, in shop windows, bookshops,
and even on the walls of our museums. We can-
not escape them or avoid them. They have
changed the way we look at the world. From
their earliest days, photographs have captured
key events in human history—the opening up of
continents, science, natural disasters, space
travel, wars—as well as personal and individual
moments, like the birth of a child, a vacation, or
some other happy event.

Tracing photography from the invention of
the daguerreotype in 1829 to the rise of digital
photography in the early twenty-first century,
The Abrams Encyclopedia of Photography presents

the amazing history of an invention that nowadays
is available to everyone. This encyclopedia
includes a selection of biographies of the
greatest photographers. The various stages in
photography’s history are presented with clarity
and precision, and the intention is to appeal to

a wide public. Short commentaries from trusted
specialists, strong images, a lively layout, and
plentiful cross-referencing make finding out
about photography interesting fun.

Quentin Bajac, Gabriel Bauret, Joélle Bolloch,
Christian Bouqueret, Christian Caujolle, Francoise
Docquiert, Dominique Gaessler, Brigitte Govignon,
Flora Mérillon, Héléne Pinet
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INTRODUCTION

This “small” encyclopedia of some 288 pages traces the history of photog-
raphy from its earliest beginnings to the present day. Photography’s more than
150 years of existence are tracked through fifty-two stages and are illustrated
by 220 biographies and as many photographs. The first so-called encyclopedia
was that of the Frenchman Denis Diderot; published in the eighteenth century,
it ran to seventeen volumes with eleven plates. Our more modest aim is to
sum up, in a single volume, the history of an invention that has profoundly
altered the history of representation and that of the observing eye. The story

is brought right up to date, and includes questions about the place of
photography in the modern world.

To help achieve this aim, and to make the book as clear and informative
as possible, we have adopted a style of theme-based double-page presen-
tations that provide a range of information and raise numerous questions.

The Abrams Encyclopedia of Photography is intended to be both an educational
tool and an incentive to the reader to read on and consult more Sspecialized
material, monographs, thematic or theoretical works. Above all, it is intended
to inspire the reader—any reader—to discover more about those grains of
silver and the images they create, to reflect on modern challenges to the
medium and the practitioner, and, beyond the images themselves, to encounter
a era of human history imprinted with a great discovery—a chaotic time, but
one still never equaled in terms of sheer creative force. We may be criticized
for gaps in the list of biographies. Space constraints did force some difficult
decisions, but we fully admit, to some extent at least, that the choice of bio-
graphies was subjective. We do not claim that our cast is a “fair” representation
of all those who played decisive or essential roles in the evolution of photog-
raphy, but we certainly hope that we have remembered all the most important.

Despite any limitations, this volume becomes all the more valuable when
we consider that there really is no other book that serves as an initiation to
photography. At a time when recognition of photography’s importance in the
modern world is as clear in the news and information media as in the
contemporary art world, this is an important function to serve.

p. 8: Le Sourire [The Smile) [1904)
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As you leaf through this small encyclopedia, and your eye stops on this or
that image, you will experience the indefinable character of the “photographic.”
Within these pages are many well-known pictures, the work of photographers
with every right to regard themselves as artists. Here, too, are anonymous and
amateur snapshots, taken for documentary, or even amusement purposes.
From Stieglitz to the spoiled shot, from Nadar to NASA, from Cartier-Bresson
to Photomaton—you have an exploded view of the history of a contradictory
medium. Even the many “icons” that are scattered throughout the book, the
work of reporters, artists, scientists, and others who have left no name, are
the result of a great diversity of intentions; they reveal a similar diversity and
freedom of technique and perspective. Such diversity is responsible for the
richness of photography today, and says much about its popularity.

But to leaf through these pages is also to experience the power, even
violence, of the photographic image: the empty streets by Atget, the blurred
soldiers of Robert Capa’s D-Day photos—these are part of the indelible
imagery of our collective memory. In 1859, in a now-famous text, Charles
Baudelaire railed against the artistic pretensions of the new photography,
reducing it to keeping the “archives of our memory.” Today, photography can
pride itself on having fully met the poet’s expectations. But Baudelaire might
now also be treated to a response from the great Austrian novelist Thomas
Bernhard. In one of his last novels, Extinction, the narrator bitterly complains
how hard it is to escape the photographic image: “If today’'s man were
deprived of photography, if its products were stripped from his walls and
destroyed once and for all, he would be losing almost everything.” This small
encyclopedia tries modestly to be a history of this “almost everything.”

—Quentin Bajac and Christian Caujolle






SOME KEY DATES IN THE HISTORY OF PHOTOGRAPHY

INVENTIONS AND INNOVATIONS

HELIOGRAPHY, p. 17
Joseph-Nicéphore Niépce used
this term to describe the earliest
photographic procedures that he
developed between 1816 and 1829.

DAGUERREOTYPE, pp. 18-19
Named after its inventor, Louis
Jacques Mandé Daguerre, the
daguerreotype was a unique image
captured on a silvered copper plate.
The French government purchased
the procedure in 1839.

CALOTYPE (also known as
TALBOTYPE), p. 19

Invented by William Fox Talbot in
1840 (patented 1841), the calotype
or talbotype was the first negative/
positive procedure on paper.

COLLODION, p. 24

Frederick Scott Archer created the
wet-collodion-on-glass-negative
photographic process in 1851. It was
capable of producing sharp images,
like the daguerreotype, but also had
the capacity to produce multiple
prints. Although dry collodion was
more convenient, it was also much
less sensitive and required longer
posing time.

GELATIN-SILVER BROMIDE
EMULSION DRY PLATES, p. 44
The invention of this process by
Richard Leach Maddox in 1871
revolutionized photography
throughout the 1880s and made
it possible to take instant photog-
raphs. Negatives were made
commercially available, and
complete amateurs were able

to practice photography.

CHRONOPHOTOGRAPHY, p. 43
In 1882, after studying Eadweard
Muybridge's consecutive shots of
a galloping horse, Etienne Jules
Marey developed a fixed-plate
chronographic photographic
process.

THE FIRST KODAK CAMERA
(the Kodak No. 1), p. 45
Invented by George Eastman in
1888, this was the first camera
accessible to everyone.

GUM BICHROMATE, pp. 54-55
The gum bichromate process
became popular in 1890 with the
pictorialists. The subject of
experimentation from the 1850s,
this technigue used a blend of
pigmented gum and potassium
bichromate.

AUTOCHROME, pp. 52-53
Autochrome was the first color
photography process. The Lumiére
brothers patented the process in
1903, and it was marketed in 1907.

FLASH, p. 50

The magnesium flash, which
produced a very intense white light,
was invented in Germany in 1887.
It has since been replaced by the
electronic flash.

BELINOGRAPH, pp. 92,122
Invented in 1907 by Edouard Belin,
the Belinograph made it possible
to transmit photographs over long
distances by means of the
telegraph.

THE LEICA CAMERA, p. 92

The Leica was invented by Oscar
Barnak and hit the market in 1925.
It was the first lightweight camera
to use 36mm film.

THE ERMANOX CAMERA, p. 98
Because of its wide aperture, the
Ermanox camera was able to take
photographs indoors or at night
without special lighting. It went into
common use in 1924 and 1925.

THE ROLLEIFLEX CAMERA, p. 98
Paul Franke and Reinhold Heidecke
launched the twin-lens Rolleiflex

in 1929, and it quickly became

a tool of the trade for professional
photographers.

THE POLAROID CAMERA,

p. 142

An invention of Edwin H. Land that
was first used in 1947, the Polaroid
was the first camera equipped with
instant processing.

DIGITAL PHOTOGRAPHY,

p. 188

From the 1980s on, digital
photographic processing made it
possible to record, visualize, and
select images that, converted

into pixels, could be transferred
to a computer or printed on paper.



IMPORTANT EXHIBITIONS

In 1851, photography first took
its place as part of international
exhibitions at the Great Exhibition
in London (p. 23].

In 1855, 1857, and 1859, the
Société Francaise de Photographie
organized three exhibitions of
photographs.

In 1858, the London
Photographic Society and the
Société Francaise de Photographie
exhibited jointly in London (p. 23).

In 1902, Alfred Stieglitz organized
a show called “The American
Pictorial Photography Arranged by
the Photo-Secession,” which was
exhibited in New York (p. 57).

In 1913, members of the Ashcan
School organized the “International
Exhibition of Modern Art,” com-
monly known as the Armory Show.

In 1929, the Dutch artist Jan
Tschichold organized the “Film und
Foto” exhibition. Known as Fifo, the
show opened in Stuttgart and, in an

abbreviated form, also traveled the
world (pp. 74-83].

In 1932, New York's Julien Levy
Gallery exhibited “Modern European
Photography: Twenty Photographers”
(p. 88).

In 1938, the Museum of Modern
Art exhibited the works of Walker
Evans (p. 86).

In 1955, Edward Steichen
organized the exhibition “The Family
of Man,” at the Museum of Modern
Art (p. 130).

In 1958, the Museum of
Modern Art exhibited “Abstraction
in Photography” (p. 128).

In 1960, the Museum of Modern
Art exhibited the works of forty sub-
jective photographers under the title
“The Sense of Abstraction” (p. 128).

In 1967, the Museum of Modern
Art organized the “"New Documents”
exhibition, which featured some of
the great documentary photograph-
ers of the time (p. 129).

Tableau Photography, New York, p. 170

PHOTOGRAPHIC SOCIETIES AND CLUBS

1843: Edinburgh Calotype Club, the
first photographic society (p. 23)

1847: Calotype Club founded in
London (p. 23)

1851: Société Héliographique

established in Paris; from 1854,
known as the Société Francaise
de Photographie, or SFP (p. 23

1853: Photographic Society of London;
from 1894, known as the Royal
Photographic Society, or RPS (p. 23]

1884: Society of Amateur
Photographers (p. 56)

1888: Photo-Club of Paris, "Société
d’amateurs photographes pour
l'étude de la photographie et de ses

applications aux arts, aux sciences,
et a lindustrie” [Society of Amateur
Photographers for the Study of
Photography and Its Applications

to the Arts, Sciences, and Industry”]
(p. 54)

1891: Linked Ring founded in
London; originally known as

“The Brotherhood of the Linked
Ring” (p. 54)

Das Kleeblatt founded in Vienna (p. 54)

1892: Wiener Camera Club founded
in Austria

1897: Camera Club of New York,
formed under Alfred Stieglitz (p. 56)

1902: Photo-Secession created in
New York (p. 56)

In 1973, the exhibition “Looking at
Photographs: 100 Pictures from the
Museum of Modern Art” opened in
New York City.

In 1975, the “"New Topographics:
Photographs of a Man-Altered
Landscape” exhibition was shown
at the International Museum of
Photography at the George Eastman
House, Rochester, New York (p. 174].

In 1980, the exhibition “Ils se disent

peintres, ils se disent photographes”
[They Call Themselves Painters; They
Call Themselves Photographers]
opened in Paris (pp. 170, 190).

In 1989, the exhibition “Une autre
objectivité” [Another Objectivity]
opened in Paris (p. 190).

In 1989, the “Photokunst” exhibi-
tion opened in Stuttgart, Germany
(p. 190).

In 2000, the exhibition “"How
You Look at It: Twentieth Century
Photography” opened in Frankfurt,

Germany.
\

1936: Photo League founded in New
York (p.129)

1946: Groupe des XV [Group of the
XV] founded Paris (p. 126]

1955: Gens d’Image Association
[Association of Image-Making
People]. Founded by Albert Plécy,
the Gens d’'Image is composed of
people from a wide range of
disciplines with an interest in the
creation, publication, or distribution
of images. The association awards
two important prizes: the Prix
Niépce, which is awarded to a
photographer; and the Prix Nadar,
which honors excellence in a
photographic book.
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