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60 SPECIES OF  
PHOTOGRAPHIC SPACES 
EXPLORING THE COLLECTIONS

What does it mean to collect and 
exhibit? What are the motivations 
underlying a collection and how does 
its perception by the public evolve 
over time? Finally, how can we give the 
public the opportunity to perceive the 
way a collection is built and designed? 
These are some of the questions that 
arose when we decided to appropri-
ate the new space dedicated to the 
collections of Photo Elysée. 

60 Species of Photographic Spaces. 
Exploring the Collections reflects our 
desire to reinterpret one of the classic 
museographic formats, namely the 
presentation of collections, in a 
dynamic, stimulating and contempo-
rary way.

Featuring many photographic tech-
niques and a wide variety of genres 
from the earliest days of photography 
to the present, Photo Elysée’s collec-
tions have been built according to a 
generalist approach to photography 
for almost four decades. From among 
the thousands of objects in these col-
lections – which number more than 
one million – a selection was made in 
several stages, based not only on for-
mal, but also on historical, cultural 
and technical criteria. The 600 photo-
graphs selected, which form only the 
tip of the iceberg, have been classi-
fied into 60 thematic categories. 
These categories are emblematic of 
the museum’s various acquisition poli-
cies over time, but are also capable of 
dialoguing with the diversity of con-
temporary studies devoted to the 
image through disciplines such as art 
history, anthropology, gender studies, 
history, sociology and cultural studies.

This exhibition is a project that will 
evolve over several years, like collec-
tions or museums themselves that are 
constantly changing depending on 
the individuals that animate them and 
the different historical contexts. For 

the next five years, ten themes, each 
composed of ten images, will be 
simultaneously shown to the public. 
Since the fragile material nature of 
photography makes it necessary to 
change them regularly, five themes 
will be renewed every five months until 
all 60 subjects have been shown.

The exhibition reveals a particular 
vision of photography linked to the 
specific institutional history of Photo 
Elysée. Analyzing and selecting works 
are subjective actions, motivated by 
the desire for knowledge and a better 
understanding of the world. This exhi-
bition therefore presents only one 
possible aspect of the exploration of 
the collections. It is, above all, the 
fruit of teamwork, notably through 
texts written by people from different 
horizons associated with the museum. 
Most especially, it bears witness to a 
diversified and dynamic photographic 
culture, conducive to many social 
contexts, notably artistic. Throughout 
its history, photographic technologies 
and the resulting social practices 
have repeatedly and effortlessly 
crossed disciplinary boundaries in the 
arts, sciences, politics and society. 
Given the breadth of the collections, 
our project has neither the ambition 
to be exhaustive, nor the will to pro-
pose a definitive vision of the history 
of photography. Instead, it provides 
tools for a playful probing of the col-
lections and gives form to the 
immense thematic diversity they 
cover. 



Exhibitions are always part of a reflec-
tion that takes place in and with 
space: they prioritize and structure 
objects; they classify and compare 
them; they give them substance. In 
the foreword to Georges Perec’s semi-
nal text, Species of Spaces – whose 
title inspired that of this exhibition –, 
the French writer wrote: “In short, 
spaces have multiplied, been broken 
up and have diversified. There are 
spaces today of every kind and every 
size, for every use and every function. 
To live is to pass from one space to 
another, while doing your very best not 
to bump yourself.” (London, Penguin, 
1998, p. 6).

Replace the word “space” here with 
“image” and this quote rings 
true – perhaps even more so for the 
times we live in. Yes, museum spaces 
and exhibition formats have greatly 
diversified over the past century, but a 
look at the evolution of images, how 
they are produced and disseminated, 
and the contexts in which they are 
used seems to be of an even greater 
magnitude.

If, according to the basic definition, an 
exhibition is a collection of objects 
made available for public viewing, an 
exhibition dispositive would be a kind 
of framework for thinking about the 
aggregation of practices (down to the 
interstices of the technique, the tech-
nology and the perception) that apply, 
in this case, to the placement of 
images in space. Looking back to the 
early days of Photo Elysée and its own 
activities in terms of collections and 
exhibitions, we can see that the 

Collection iconographique vaudoise 
played an important and pioneering 
role within the institution. The collec-
tion was established in Lausanne 
between 1896 and 1914 by Paul Vion-
net, a pastor who was also an amateur 
photographer and a pioneer in his use 
of the medium and in his propensity to 
become a knowledgeable collector 
and museum curator.

By studying the presentations of this 
collection as they were developed by 
Vionnet in the successive exhibitions 
of 1902, 1907, 1908, 1914 and 1923, and 
by comparing them with the view of 
the installation of the reGeneration4 
exhibition in 2020 – which was held on 
the museum’s historical premises at 
18, avenue de l’Elysée –, we can of 
course understand something of the 
history of the photographic medium, 
as well as of the history of exhibition 
formats and their conventions regard-
ing the use of spaces.

By comparing the formats of these 
exhibitions, we can immediately sense 
how different the atmospheres are, 
and the degree to which the audience 
has to “maneuver” these spaces and 
adopt a different behavior to be able 
to take advantage of them – the first, 
with its densely-packed wall hangings, 
and the second, with its immersive 
character in which it is the artistic 
installation that dominates the room 
and not the other way around.

Nonetheless, photography also has an 
important role to play in any kind of 
museum, especially in relation to its 
ability to constitute an archive of past 

museum activities – whether it be in 
the form of views of past installations 
or the documentation of objects in 
the collections. Likewise, photography 
is equally important for recording 
more ephemeral moments and 
events, such as performances.

Finally, it should not be forgotten that 
photographs, in themselves, possess 
qualities of materiality. This has 
important implications for their con-
servation and preservation and, con-
sequently, for the length of time and 
way in which they are presented to the 
public.

 Lars Willumeit
 Curator

1 WAYS OF EXHIBITING



PAUL VIONNET 
Palais de Rumine, Senate room, exhibition of the 
Musée historiographique in Lausanne, 1907

The history of photography can also 
be understood as a history of the exhi-
bition of images within the broader 
framework of art history. In Paul Vion-
net’s image, we can grasp some of the 
conventions in use during the 19th cen-
tury, including the ways in which works 
of art were displayed, the main char-
acteristics of which were density and 
comparison, such as the Petersburg 
hanging (salon style) developed at the 
Hermitage Museum in St. Petersburg. 
This type of hanging contrasts sharply 
with those used in white cube archi-
tecture, in which the images are much 
more widely spaced and the works of 
art are isolated from each other. This 
type of presentation came about 
during the 20th century with the 
appearance of these new exhibition 
spaces adopted by museums.

YANNICK LUTHY
View of the installation of the “Routes” project by 
Nathaniel White in the “reGeneration4” exhibition 
at Photo Elysée, 2020

Routes, created in 2019, consists of 
collages, inkjet prints and a book. 
According to the artist, it is a project 
“that seeks to build a photographic 
documentary of the lives lost and 
missing on European migration routes. 
Routes makes visible the brutal and 
dehumanizing scale of the crisis, doc-
umenting, fact-checking and photo-
graphing the places where migrants 
have died or disappeared, places that 
are listed by the International Organi-
zation for Migration (IOM); more than 
17,000 individual images, in a tragic 
count.” As is the case for much of the 
contemporary work carried out in this 
vein, and in contrast with the common 
practices of the 19th and first half of 
the 20th centuries, these artists prefer 
to continue to develop their work 
through different forms of presenta-
tion; they consider that their work is 
always in progress and must be 
adapted to the site and context in 
which it is exhibited. The view of this 
installation is therefore the only trace 
documenting each incarnation of the 
work.

LIST OF WORKS PAUL VIONNET
(Switzerland, 1830–1914)
Palais de Rumine, Senate room, 
exhibition of the Musée historio-
graphique in Lausanne
1907
Gelatin silver chloride print 
(Aristotype)
29.1 × 39.1 cm 

YANNICK LUTHY
(Switzerland, 1983) 
View of the installation of the 
“Routes” project by Nathaniel 
White in the “reGeneration4” 
exhibition at Photo Elysée
2020
Inkjet print on paper
110 × 146 cm

MONIQUE JACOT
(Switzerland, 1934)
Performance of Sai Kijima 
during the opening of the exhi-
bition at Photo Elysée, January 
30, 1986. “Anatomie II : dix pho-
tographes contemporains”
1986
Gelatin silver bromide print
15.8 × 23.5 cm 

RODOLPHE ARCHIBALD REISS
(Germany, 1875–Serbia, 1929) 
Université de Lausanne. École 
de chimie. Collection installed 
according to the indications of 
Professor Henri Brunner
1900–1910
Collodion-silver chloride print
(Aristotype)
16.5 × 22 cm 

FERENC BERKO
(Hungary, 1916–United States, 
2000) 
British Museum, London
1937
Gelatin silver bromide print
39 × 23.5 cm 

NICOLAS BOUVIER
(Switzerland, 1929–1998) 
Waiting room of the Midori-kan 
Astrorama, World’s Fair, Osaka
1970
Inkjet print on paper
(exhibition print, 2018)
27 × 40 cm

MICHEL VANDEN EECKHOUDT
(Belgium, 1947–2015)
Panorama, Lucerne
1990 
Gelatin silver bromide print
 54 × 37 cm 

PAUL VIONNET
(Switzerland, 1830–1914)
Inaugural exhibition of the 
Palais de Rumine
July 17, 1906 
Gelatin silver bromide print
22.5 × 28.5 cm

RENÉ BURRI
(Switzerland, 1933–2014)
Alberto Giacometti exhibition, 
Guggenheim Museum, New 
York, United States
1974
Gelatin silver bromide print 
(printed later, 2013)
24.2 × 36.3 cm

RUDOLF FRANZ LEHNERT
(Czech Republic, 1878–Tunisia, 
1948) and ERNST HEINRICH 
LANDROCK
(Germany, 1878–Switzerland, 
1966)
View of the central hall of the 
Egyptian Museum. Taken from 
the album, Egyptian Museum in 
Cairo
1926
Gelatin silver bromide print
11.1 × 16.8 cm

FOCUS



2 SWITZERLAND, LAND OF 
 ARTISTIC CREATION 

With its chocolate, its banks, its luxury 
watches and its pharmaceutical 
industry, Switzerland is indeed 
acclaimed throughout the world 
thanks to the prestige it derives from 
these spheres of expertise, in a vision 
clouded with hackneyed clichés. How-
ever, it is no less a land of artistic cre-
ation, original and unique, where a 
flourishing photographic scene with a 
long-standing and rich tradition has 
developed. That said, the gap 
between these stereotypes and pho-
tography is sometimes narrow since 
these themes, wrapped in Swissness, 
have inspired many artists, whether 
they were born in Switzerland or 
abroad. Many photographers of vari-
ous nationalities have undeniably 
tried to exhaust the persistent stereo-
types of an idyllic mountain country, 
stereotypes that they recreate, 
deflect, counterbalance, or even com-
pletely eliminate in order to simply 
anchor themselves in what Switzer-
land really is.

This selection of works from the Photo 
Elysée collections presents photo-
graphic prints with historiographical 
value that bear witness to the birth of 
the medium in Switzerland. Alongside 
these are contemporary expressions 
of an enduring fascination with land-
scapes straight out of a tourist bro-
chure, but in which the cuckoo clock 
has jammed and is instead producing 
grating sarcasm.

With the rise of photography around 
1839, Switzerland became a popular 
subject for artists experimenting with 
the latest inventions in the field, such 

as albumen paper and stereoscopic 
views. In the French-speaking part of 
Switzerland, the medium developed 
mainly through exchanges with Pari-
sian pioneers, and in the German- 
speaking part of the country, it was 
primarily introduced by itinerant pho-
tographers – who often remained 
unknown. The few early photographers 
from Ticino became familiar with this 
new art form in Italy but did not estab-
lish themselves until the 1860s in their 
still rural region. Even so, photography 
was seen as a craft and only really 
came into its own at the 1883 National 
Exhibition in Zurich, where it was pre-
sented to the general public for the 
first time. The question of whether it 
could be considered an artistic disci-
pline in its own right only arose 
towards the end of the 19th century, in 
contrast to its rapid transformation 
into a mass medium. This is reflected 
in particular by the activity of the 
French-speaking Swiss artist Paul 
Vionnet and his exhibitions in Laus-
anne, as well as by the schools – that 
have since become internationally 
recognized – that gradually integrated 
this discipline into their curriculum. In 
1821, the school that prefigured 
today’s École Cantonale d’Art de Lau-
sanne (ECAL) was founded; in 1932, 
Hans Finsler created the first photog-
raphy class at the School of Applied 
Arts in Zurich; and, in 1940, Gertrude 
Fehr opened the École de Photogra-
phie de Suisse Romande, which later 
became the Centre d’Enseignement 
Professionnel de Vevey – to name but a 
few.

 

The themes of the frenetic conquest 
of the summits, the irremediable 
melting of the glaciers, the cows, the 
peacefulness of Lake Geneva against 
the backdrop of the Alps, or the rap-
idly expanding urban and economic 
centers never cease to inspire artists, 
as can be seen in Elizabeth Haw-
kins-Whitshed’s heliogravure of moun-
tains – the oldest phototype by a 
woman photographer in the Photo 
Elysée collections – and Jean Eugène 
Auguste Atget’s urban view of Laus-
anne, as well as Robert Frank’s 
remembrance of the city just before 
he left his homeland. Local photogra-
phers, such as Giacomo Bianchetti 
from Ticino and Corinne Vionnet from 
French-speaking Switzerland, as well 
as the French-Swiss photographer 
Matthieu Gafsou, the Mexican-British 
photographer Alinka Echeverría, and 
the British photographer Martin Parr, 
reinterpret preconceived notions 

about the “land of Heidi” or take the 
radical stance of entirely freeing 
themselves from these ideas. In their 
contemporary works, they instill layers 
of semantics that invite us to reflect 
on the validity of the clichés that stick 
to Switzerland, just as the famous 
“cheese” suits of the 1990s stuck to 
the bodies of the Swiss national ski 
team.

 Lydia Dorner
 Prix Elysée Manager

Heliogravure. Heliogravure (also known as photo-
gravure) is a printing process that allows the 
transfer of a photographic image onto a copper 
plate via a light-sensitive layer of gelatin.

Albumen paper. Albumen paper, developed in 
the 19th century, is a paper that is made photo-
sensitive with a mixture of silver nitrate and 
ammonium chloride and albumin (egg white). It is 
used to obtain positive prints on paper.

Phototype. The phototype is a visible and stable 
photographic image, negative or positive, 
obtained after exposure and processing of a 
light-sensitive layer.

Stereoscopic view. A technique used to repro-
duce a perception of relief from two flat images 
shown side by side.



GIACOMO BIANCHETTI
UBS. From the series Can I?, 2012

Subtitled An experimental setup to 
test the limits of power, the series Can 
I? of Giacomo Bianchetti examines 
the relationship between corporations 
and the notion of public territory. The 
artist’s act consists of placing himself 
in front of the entrance to the head 
office, at the extreme limit of private 
property. Armed with his large format 
camera (a choice he makes for artistic 
reasons but also to make himself visi-
ble during the very act of taking the 
picture), the artist commits a civic 
gesture comparable to a request for 
information that is as commonplace 
as it is legal. The texts that accom-
pany these architectural views 
recount the reactions encountered, 
thus challenging the legendary calm 
associated with the Swiss, as well as 
their concern for discretion and 
anonymity.

CORINNE VIONNET
Matterhorn, 2006. From the series Photo  
Opportunities, 2005–2013

In the series Photo Opportunities, 
Corinne Vionnet captures the most 
emblematic sites on the planet. Her 
palette consists of photographs pub-
lished on the Internet, which the artist 
superimposes by the hundreds, in 
transparency, thus creating a single 
impressionistic image. She questions 
the individual nature of vacation pho-
tographs, whose framing and angle of 
view seem to be conditioned by the 
images already known about the 
place. By merging these stereotyped 
views, the artist creates a single and 
unique shared souvenir of these 
cumulative testimonies. As a result of 
its highly pictorial aspect, this series 
creates a direct link with the paintings 
of past centuries, reminding us that 
the contemporary tourist vision is 
marked by the history of forms that 
place today’s representations in an 
age-old visual tradition.

LIST OF WORKS GIACOMO BIANCHETTI
(Switzerland, 1982)
UBS. From the series Can I?
2012
Inkjet print on paper
(exhibition print, 2015)
50 × 40 cm

CORINNE VIONNET
(Switzerland, 1969)
Matterhorn, 2006. From the 
series Photo Opportunities, 
2005–2013
Inkjet print on paper
(print, 2017)
50 × 37.5 cm

ANONYMOUS
Dangerous crossing at the 
Grands Mulets, Mont-Blanc 
massif, France 
1870–1880
Stereoscopic prints on albumen 
paper
7.5 × 7.1 cm (each)

ELIZABETH HAWKINS-WHITSHED
(Ireland, 1860–United Kingdom, 
1934)
The Rimpfischhorn, 4,203 m, and 
to the left, the Adlerpass, 
3,789 m. Over this, the Monte 
Rosa from the summit of the 
Allalinhorn, 4,034 m
July 1886
Photomechanical print 
(heliogravure)
18.9 × 25.4 cm

JEAN EUGÈNE AUGUSTE ATGET
(France, 1857–1927)
La Maison bernoise, Lausanne
Circa 1900
Albumen print
21.5 × 17.5 cm

ROBERT FRANK
(Switzerland, 1924–Canada, 
2019)
Switzerland
1944–1946
Gelatin silver bromide print
25 × 18.5 cm

LUIGI GHIRRI
(Italy, 1943–1992)
Vevey
1987
Chromogenic print
23 × 47 cm

MARTIN PARR
(United Kingdom, 1952)
La Petite Scheidegg
1990
Chromogenic print
42.5 × 52 cm

CORINNE VIONNET
(Switzerland, 1969)
Matterhorn, 2006. From the 
series Photo Opportunities, 
2005–2013
Inkjet print on paper (print, 2017)
50 × 37.5 cm

MATTHIEU GAFSOU
(Switzerland, 1981)
Bettmerhorn
2011
Inkjet print on paper
94.8 × 119.6 cm

ALINKA ECHEVERRÍA
(Mexico, 1981)
Aala, 18, in Rivaz – St. Saphorin
2016
Chromogenic print
85.3 × 68.5 cm

FOCUS



3 SELF-PORTRAIT The representation of the human fig-
ure is one of the oldest themes and 
subjects in the history of artistic 
expression. It also belongs to the his-
tory of photography since its very 
beginning, as proven by the famous 
Autoportrait en noyé by Hippolyte 
Bayard (1840) or the mises en scène of 
the Countess of Castiglione in front of 
the lens of Pierre-Louis Pierson (1856–
1867 and 1893–1895), a true actress of 
her (self-)representations. 

Some photographers were very quick 
to appropriate the codes and pos-
tures of painting, as seen in the Photo 
Elysée collections with the self-por-
traits of Henri-Victor Regnault and 
Sawai Ram Singh II of Jaipur, which 
reflect a desire for respectability and 
self-esteem specific to the represen-
tations that prevailed in the 19th cen-
tury. Other photographers turned their 
attention to the infinite potential of 
photography: light and shadow, blur, 
superposition, optical illusion, etc. 
Some focused on the new develop-
ments offered by the medium: view, 
instant and disposable cameras, the 
photo booth, the Polaroid, the toy 
camera and, today, the selfie. The 
image of oneself then became the 
pretext for limitless experimentation 
where the photographer played the 
leading role. Or that of many others: 
between disguises and role-playing, 
Cindy Sherman delights in perpetually 
embodying the infinite faces of femi-
ninity among which her own is indistin-
guishable. Here, she poses as a young 
girl from the 1950s ready to go to a 
dance, which she records for all eter-
nity thanks to a vintage photo booth. 

Self-representation is thus more com-
plex and subtle than it seems, to the 
point of constituting a real genre 
within the “genre”. Among photogra-
phers, including Lois Greenfield, it 
adopts a form that signals their pas-
sage into the history of the medium 

through what identifies them most: 
the fact of being a photographer or 
the style that characterizes their 
work. Or, on the contrary, it reveals, as 
with Geraldo de Barros, a more unique 
and interior aspect, parallel to a con-
stituted work. 

Robert Frank cultivates the paradox of 
disappearing from the image through 
the deformation of an urban reflec-
tion. Elina Brotherus poses for one of 
her shots reflected in two old mirrors, 
but hides her face behind the camera 
she is using. Hans Steiner introduces 
his own shadow with a gesture of the 
hand. For the first, is it a self-portrait 
or the portrait of the city itself? For the 
second, is it that of her camera? For 
the third, a real-false photographic 
ghost?

So what about the representation of 
oneself that was at the origin of the 
photograph? Has it perhaps taken ref-
uge in the territories of dreams and 
the imaginary, as in Suzi Pilet’s dream-
like self-portrait, as introspective as it 
is narrative? Rather than a simple nar-
cissistic reflection, is the self-portrait 
perhaps just a text that is continu-
ously being written about oneself or 
an image of oneself in perpetual 
development?

 Marc Donnadieu
 Curator in Chief



STANISLAW MARKOWSKI 
Self-portrait, 1976

Photography has always tried to make 
us see beyond appearances. An exam-
ple of this is the Polish photographer 
Stanislaw Markowski, who pretends 
here to skillfully tear up his own photo-
graphic portrait as if it were a botched 
print. This image resonates with his 
own history and that of his country, 
which has long been disrupted by per-
secution and censorship by the pow-
ers that be. Here, the symbolic gesture 
of destruction is to be read in reverse: 
it affirms that the photographer is 
unable to work without constraint, or 
that the image cannot exist and be 
freely disseminated. How can one be 
an artist when what one is or what the 
others are cannot be represented?

ELINA BROTHERUS
Artist and Model Reflected in a Mirror 1, 2007

Almost all the work of the Finnish art-
ist Elina Brotherus consists of pre-
cisely staged self-portraits. Most of 
the time, she plays a female charac-
ter that is almost “generic” and linked 
to her relationship as an artist to art 
and its history. Here, during a resi-
dency in a former studio frequented 
by personalities that were part of the 
Paris art world in the 19th century, she 
captures her image in front of two mir-
rors that were in the studio when she 
arrived. She nevertheless confirms 
herself as a photographer in this 
self-portrait, her face hidden by a 
heavy period camera. She is therefore 
the artist Elina Brotherus and all the 
women artists and/or photographers 
who came before her, whether history 
has remembered their names or not.

LIST OF WORKS STANISLAW MARKOWSKI
(Poland, 1949)
Self-portrait
1976 
Gelatin silver bromide print
37.5 × 27.5 cm 

ELINA BROTHERUS
(Finland, 1972) 
Artist and Model Reflected in a 
Mirror 1
2007 
Chromogenic print
130 × 104 cm 

SAWAI RAM SINGH II OF JAIPUR
(India, 1833–1880) 
Self-portrait 
1860 
Gelatin silver bromide print
(from a wet collodion glass 
plate negative, 1987)
34.1 × 44.2 cm

ROBERT FRANK
(Switzerland, 1924–Canada, 
2019)
Self-portrait on Park Avenue
April 1947 
Gelatin silver bromide print
38 × 36.5 cm 

LOIS GREENFIELD
(United States, 1949)
Self-portrait 
1983 
Gelatin silver bromide print
22.6 × 17.5 cm 

HANS STEINER
(Switzerland, 1907–1962) 
Self-portrait 
Circa 1945 
Inkjet print on paper (print, 2010)
30.1 × 30 cm 

HENRI-VICTOR REGNAULT
(Germany, 1810–France, 1878)
Self-portrait
Circa 1845 
Gelatin silver bromide print
(print by Pierre Gassmann from 
a paper negative, 1978)
16.2 × 14.8 cm 

GERALDO DE BARROS
(Brazil, 1923–1998) 
São Paulo. Self-portrait 
1950 
Gelatin silver bromide print 
(ISCP print, 1993)
34.3 × 28.5 cm 

SUZI PILET
(Switzerland, 1916–2017) 
Overprint with self-portrait of 
Suzi Pilet
Undated
Gelatin silver bromide print
17.6 × 19 cm 

CINDY SHERMAN
(United States, 1954) 
Untitled (Lucille Ball)
1975 
Gelatin silver bromide print
26.5 × 21 cm

FOCUS



4 SET PHOTOGRAPHY

Photography is essential to the mak-
ing of a movie. On the one hand, the 
director of photography is involved in 
the preparation of the film, from the 
initial location scouting to the final 
editing, ensuring the quality of the 
image, the light and the camera 
movements in accordance with the 
director’s desires. On the other hand, 
the set photographer tells a story: 
that of the shooting. He or she is 
responsible for providing images 
showing scenes and portraits of the 
actors for the production and market-
ing of the movie (creation of the 
poster, publicity), in keeping with the 
director’s point of view. The photogra-
pher does not intervene in the filming 
process but must capture the spirit of 
the work.

From the beginning, photographs 
were used in the display windows of 
movie theaters. In 1911, understanding 
the importance of preserving evi-
dence of his film shootings, Georges 
Méliès took photographs of the set 
himself or asked a camera operator to 
do it for him. Charlie Chaplin did the 
same in 1914. For each film, several 
photographers documented the 
shooting at the request of the Chaplin 
Studios. These images are the only 
ones that remain of the only Chaplin 
film of which all copies were lost, Her 
Friend the Bandit (1914).

In the 1930s, the development of the 
specialized press greatly contributed 
to the growth of set photography. As 
soon as it was founded in 1936, the 
Cinémathèque française created a 
facility to preserve all works related to 

the cinema: films, as well as docu-
ments related to filming. Although set 
photography is considered to be sec-
ondary, it now has a patrimonial value. 

Horst von Harbou was a photographer 
who only worked on movie sets. He 
worked with Fritz Lang until 1932, and 
his images will remain engraved in the 
history of German Expressionism 
because of their remarkable technical 
and artistic quality. He documented 
the films, while creating a perfect 
image with each shot that conformed 
to the director’s desire. 

At the beginning of his career, Gilles 
Caron, better known for his geopoliti-
cal and social reporting, became 
interested in the New Wave, a move-
ment in French cinema in the 1950s 
and 1960s. He followed Jean-Luc God-
ard on the set of Week-End (1967) and 
made a portrait of him in mid-flight. 
He questions the boundary between 
the movement captured by photogra-
phy and the narrative of a film shoot, 
as illustrated by this shot, which shows 
the installation of the rail responsible 
for one of the longest traveling shots 
in the history of cinema.

In the 1960s, Italian cinema saw the 
revival of the post-realist era (Fed-
erico Fellini, Luchino Visconti, Pier 
Paolo Pasolini, etc.). Michelangelo 
Durazzo participated in this golden 
age. Documenting the shootings of 
Federico Fellini on several occasions, 
he gives an account of the often 
dreamlike and particular atmosphere 
of the films, producing magnificent 
portraits of the director as well as of 

the actors. He also worked with 
Luchino Visconti for Il gattopardo 
(1963). The director and the photogra-
pher, both from aristocratic families, 
tell the story of the decline of the Ital-
ian nobility. The subject is classic but 
the treatment and the cine-
matographic point of view are new, 
despite the nostalgic quality of these 
photographs.

Among the images presented here, 
the one by Larry Sultan, from the 
series The Valley, is perhaps the most 
emblematic. His work is a kind of 
objective reportage on the porn 
industry. Unlike a set photographer 
whose role as part of a crew is to pro-
mote the film, Sultan is independent 
and autonomous in relation to the 
production itself and the director. He 
wants to show what we don’t see: the 
actors at rest, the dirty dishes in a 
sink, the roll of paper towels, the soli-
tude. The discrepancy between the 
subject and the esthetic aspect of the 
image provokes a deliberate 
uneasiness.

In these very different approaches, set 
photography is now considered an art 
in its own right. It makes it possible to 
capture an image that would have 
escaped us or, sometimes, to restore 
the images of lost films. The profes-
sion of set photographer has never-
theless been transformed by the 
arrival of digital technology. The bud-
get for on-set jobs has decreased and 
the temptation to freeze-frame with 
digitally-filmed works has become 
great. The risk is to miss the experi-
ence of the shooting, the off side of 
the mise en scène, which must itself 
be staged. The set photographer 
remains a necessity; he or she is the 
one who tells the story of the film and 
the human adventure that ensues.

 Pascale Pahud
 Documentalist



HORST VON HARBOU
Shooting of the film “Metropolis” by Fritz Lang, 
1926

In addition to documenting a film, it 
sometimes happens that a photo-
graph of the set saves it from oblivion. 
The example of Metropolis (Fritz Lang, 
1927) is telling. Nearly a quarter of the 
original film, which had been cut, 
destroyed and reworked many times, 
was lost forever in 1927. In 1980, three 
albums containing the censorship 
files of the first version of 1926 were 
found at the Filmarchiv of the German 
Democratic Republic. In small note-
books, these Zensurkarten contain the 
titles of the credits, the complete list 
of subtitles, as well as the length of 
each reel. These literary indications 
are enriched by photographic albums 
of the shooting. Among the 800 photo-
graphs taken by Horst von Harbou, 
there is a large number of photo-
graphs of scenes that have 
disappeared.

PHILIPPE HALSMAN
Portrait of Tippi Hedren for the promotion of the 
film “The Birds” by Alfred Hitchcock, 1962

Philippe Halsman, a Magnum photog-
rapher, spent ten days in 1962 on the 
set of Hitchcock’s The Birds (1963). His 
approach features the director and 
the lead actress and includes the 
theme of the film: birds. This image 
beautifully captures the eerie atmo-
sphere of the film. Halsman draws on 
the director’s macabre vision, while 
maintaining a sense of humor typical 
of his own work. His many shots were 
used for the film’s poster and largely 
contributed to the promotion of the 
film.

LIST OF WORKS HORST VON HARBOU
(Germany, 1879–1953)
Shooting of the film “Metropolis” 
by Fritz Lang
1926
Gelatin silver bromide print
21.5 × 28 cm

PHILIPPE HALSMAN
(Latvia, 1906–United States, 
1979)
Portrait of Tippi Hedren for the 
promotion of the film 
“The Birds” by Alfred Hitchcock
1962
Dry bleach paper print 
(Ilfochrome)
49.4 × 38.1 cm 

LARRY SULTAN
(United States, 1946–2009)
West Valley Studio #11, 2001. 
From the series The Valley, 
1998–2003
Inkjet print on paper (print, 2003)
47 × 58 cm

GILLES CARON
(France, 1939–1970)
Jean-Luc Godard shooting the 
film “Week-end”, France
September 1967
Gelatin silver bromide print 
(posthumous collection print)
18.5 × 27.5 cm

MICHELANGELO DURAZZO
(Italy, 1935–1993)
Federico Fellini and his set and 
costume designer Danilo Donati 
during the shooting of the film 
“Satyricon”
1968
Gelatin silver bromide print 
18 × 30 cm

MICHELANGELO DURAZZO
(Italy, 1935–1993)
Federico Fellini and Marcello 
Mastroianni on the set of the 
film “8 1/2”
1962
Gelatin silver bromide print 
22.5 × 15 cm

HORST VON HARBOU
(Germany, 1879–1953)
Shooting of the film “Metropolis” 
by Fritz Lang
1926
Gelatin silver bromide print
21.5 × 28 cm

SAM SHAW
(United States, 1912–1999)
Marilyn Monroe on the set of the 
film “The Seven Year Itch” by 
Billy Wilder
1955
Contact sheet on gelatin silver 
bromide paper
25.3 × 20.6 cm

ANONYMOUS
Shooting of the film “The Great 
Dictator” by Charlie Chaplin
1939–1940
Gelatin silver bromide print
20.3 × 25.8 cm

ANONYMOUS
Shooting of the film “The Idle 
Class” by Charlie Chaplin
1921
Gelatin silver bromide print
19.8 × 24.7 cm
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5 FASHION PHOTOGRAPHY

Surprisingly, fashion and photography 
developed almost at the same time 
during the 19th century. Although the 
idea of fashion emerged in the royal 
courts as early as the 14th century, it 
remained the sole privilege of aristo-
crats for several centuries. Shortly 
before the French Revolution, how-
ever, the first illustrated almanacs 
appeared, exposing Parisian fashion 
trends to provincial and European 
readers and their personal dressmak-
ers. It was in 1858, in Paris, that the 
couturier Charles Frederick Worth 
established the principles of fashion 
as we know it today. Exclusive designs 
were worn by live models who paraded 
in private salons for a clientele that 
had grown to include all of high soci-
ety. The new photographic medium 
quickly spread these new principles. 
Hans Steiner’s image is a late example 
of this: taken in a studio, it shows a 
model in a fixed, almost artificial pose 
so as to place the primary focus on 
the garment. 

At the same time, department stores 
replaced the novelty stores of the 
mid-18th century. One of the very first 
was Aux Trois Quartiers, opened in 
1829 on Boulevard de la Madeleine in 
Paris. Over an area of nearly 27,000 
square meters, the petty bourgeoisie 
and the working classes could buy the 
tailor-made adaptations of couture 
designs. Advertising was soon to 
spearhead these new consumer ven-
ues. The image of Gertrude Fehr, who 
uses a close-up to establish a direct 
relationship between the fashion 
object and its future user, is an exam-
ple of this. During the second half of 

the 19th century, two pioneering publi-
cations, which still set the standards 
today, were created: Harper’s Bazaar 
and Vogue. Photography reigned 
supreme.

In 1930, Coco Chanel signed an agree-
ment with film producer Samuel Gold-
wyn to dress all the stars of the United 
Artists studio. From then on, fashion 
was not only clothing and its represen-
tation, but a universe where dreams 
were superimposed on desire. Mau-
rice Tabard’s photograph is an exam-
ple: his use of solarization brings an 
unprecedented sophistication to the 
fabric of a dress.

The 1960s marked the beginning of a 
new era: fashion was in the street and 
the street made fashion. One of the 
images of the American-born French 
photographer William Klein is the 
proof: the model poses in the middle 
of an anonymous crowd at the Place 
de l’Opéra in Paris. A new generation 
of ready-to-wear designers appeared, 
whose designs were published in col-
orful magazines such as Marie-Claire 
and Elle, which featured the works of 
original photographic artists such as 
the Swiss photographer Peter Knapp, 
the Frenchman Guy Bourdin and the 
German Helmut Newton. The garment 
was less important than a style, a 
vision, an image, even a behavior and 
an audacity – almost an identity – to 
which readers adhered season after 
season. Almost half a century later, we 
are still sometimes shocked by the 
provocative side of their images, and 
dismayed by the vision they convey of 
women and, first and foremost, of the 

model. Nevertheless, top models and 
exceptional photographers still hold 
the upper hand in fashion advertising 
and the women’s press, like Inez Van 
Lamsweerde and Vinoodh Matadin.

 Marc Donnadieu
 Curator in Chief

Solarization. Solarization is obtained via extreme 
overexposure to the light of the photographic 
emulsion. The result is a photograph with 
reversed tonalities: the lighter parts appear dark, 
and the darker parts appear light.



GUY BOURDIN
French Vogue, March 1972 

Guy Bourdin is one of the French fash-
ion photographers who left a mark on 
his era, that of the 1970s-1990s, when 
anything and everything was permit-
ted. Trained in photography at the end 
of the Second World War during his 
military service, it was nevertheless as 
a painter that he took his first steps, 
leaving him with an unparalleled 
sense of composition. He was hired in 
1955 by Vogue and in 1957 by the shoe 
company Charles Jourdan, both of 
which gave him carte blanche. His 
was a cold and sophisticated esthetic, 
closely reflecting Hollywood glamour, 
which he nonetheless revisited with 
saturated colors, thin white bodies 
and sexual innuendos that are contro-
versial today. 

STEVEN KLEIN
Untitled, 2000

The American photographer Steven 
Klein marked the years 1990–2010 with 
his photographs for Calvin Klein as 
well as his collaborations with 
Madonna, Britney Spears and Lady 
Gaga. In contrast to the studio pho-
tography of previous decades, his 
photo shoots mainly take place out-
doors, using professional and non-pro-
fessional models who appear to be in 
natural settings, except that they are 
wearing designer clothes. A whole 
generation adhered to this glamorous 
and laid-back hedonism. Neverthe-
less, his photographs have generated 
controversy concerning the age and 
thinness of the models, as well as on 
their ambiguous connotations, like 
those he made with Kate Moss.

LIST OF WORKS GUY BOURDIN
(France, 1928–1991) 
French Vogue 
March 1972 
Chromogenic print made from 
a digital file (original printed 
later from the collection of 
Samuel Bourdin)
61 × 97 cm 

STEVEN KLEIN
(United States, 1965)
Untitled
2000
Gelatin silver bromide print
45 × 35.5 cm 

WILLIAM KLEIN
(United States, 1928)
Smoke + Veil, for Vogue 
1958 
Gelatin silver bromide print
22.8 × 16 cm

GÉRARD UFÉRAS
(France, 1954) 
Hussein Chalayan, prêt-à-porter, 
London 
February 2000
Gelatin silver bromide print
44 × 30.5 cm 

WILLIAM KLEIN
(United States, 1928)
Opera and blank faces, for 
Vogue, Paris
1963
Gelatin silver bromide print
21 × 30 cm 

MAURICE TABARD
(France, 1897–1984)
Mode, Harper’s Bazaar 
Circa 1950 
Gelatin silver bromide print 
(print by Pierre Gassmann, 1990)
30 × 23.5 cm 

HELMUT NEWTON
(Germany, 1920–United States, 
2004) 
Nostalgic Eroticism 
1975 
Photolithographic offset print
(from a Polaroid instant print) 
18.6 × 18.6 cm 

HANS STEINER
(Switzerland, 1907–1962)
Fashion photograph 
Circa 1940 
Inkjet print on paper (exhibition 
print, 2010)
29.9 × 30 cm 

GERTRUDE FEHR
(Germany, 1895–Switzerland, 
1996)
Untitled
1933–1939
Gelatin silver bromide print 
24 × 30 cm 

STEVEN KLEIN
(United States, 1965) 
Untitled
Circa 2001
Chromogenic print
100.5 × 78.5 cm
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PHOTOGRAPHY AND  
CONSERVATION ISSUES

WHAT TO CONSIDER WHEN  
EXHIBITING PHOTOGRAPHS?

The photograph is a “drawing with 
light”. This means that it is very sensi-
tive to light and climate. For example, 
if a photograph has been insufficiently 
processed, it can be re-exposed by 
light, increasing its sensitivity and 
thereby diminishing its legibility.

The photograph is a chemical-physi-
cal object. Its composition can vary, 
and it reacts to external influences 
such as light, heat, humidity and cer-
tain materials such as paints. 

Since the invention of photogra-
phy – the first experiments were made 
in 1827 – there have been numerous 
attempts to make it faster, sharper 
and more colorful. In total, there have 
been around 1500 different photo-
graphic processes. 

In order to exhibit the many different 
types of photographs safely, the above 
aspects must be taken into account.

WHY IS IT SO DARK IN HERE?

Light causes materials to age. That’s 
why old people have a lot of wrinkles, 
because skin too ages with light. This 
also applies to photographs – they 
become more sensitive and fade.

So that we can look at them as long as 
possible, we reduce the light in the 
exhibition spaces, and in this way we 
protect and preserve them. Here in 
the exhibition rooms there are about 
50 lux, as much as roughly one candle-
light. We have tricks, of course, to 
make it seem brighter.

WHAT ARE THE LITTLE DEVICES  
DOING EVERYWHERE?

Using room climate sensors, the con-
servators regularly check the climate 

conditions in the rooms. After all, it’s 
not only light that can damage pho-
tography, but also temperature and 
humidity. It is very important that the 
climate is stable. This means that 
there should be only slight fluctua-
tions in temperature and humidity. 

Many different materials have been 
used to make photographs, e.g. gela-
tin, metal, paper, glass, plastic, and it 
is not uncommon to have a combina-
tion of various materials. These react 
differently to heat and cold, as well as 
to dry and moist air – so they expand 
when warm and contract when cold. 
At worst, a layer could peel off, and we 
want to prevent that.

Basically, photographs are like vege-
tables: the colder and drier they are 
stored, the longer they last. That’s why 
our storage rooms are cooled down to 
6°C. But this would not be feasible in 
an exhibition, which is why we rely 
here on stable, pleasantly tempered 
rooms of 20°C and 50% humidity. 

CAN ALL PHOTOGRAPHS  
BE EXHIBITED?

Of course, we would love to be able to 
present all of our photographs! How-
ever, there are those that are much 
too sensitive. This may be because 
their composition is chemically unsta-
ble, and light would cause the image 
to be lost very quickly. With color pho-
tographs, it often happens that the 
colors increasingly fade. With such 
photographs, a facsimile is often pro-
duced. A facsimile is an exact copy of 
the original and must be marked as 
such. By means of this “exhibition 
print”, a fragile and valuable photo-
graph can still be visible to all, but the 
delicate original remains safely stored 
in our depots.
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