
1. “Hôtel de Sens, Rue du Figuier.” Eugène Atget, 1899. Albumen print from glass negative. Courtesy of the Bibliothèque 
National de France, Paris.
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Despite the reputation of Paris as the turn- of- the- century city 
of light and capital of modernity, the defining characteristic of 
Eugène Atget’s (1857–1927) urban photography is its empty 
and abandoned appearance, as if Parisians had fled the city 
just prior to exposure. A photograph like Hôtel de Sens (Fig-
ure 1) is representative of his oeuvre. Atget accentuated the 
morphological aspects that rendered this building valuable—
namely the peaks of the turrets and pointed arches—by the 
upward tilt of the camera. The height of the building is em-
phasized by an ample foreground and empty street stretching 
toward the viewer and a street- level point of view.

This structure, a fifteenth- century hôtel particulier in the 
Marais, is a marvel of historical architecture, and singular 
among Parisian monarchial monuments. George Frederick 
Edwards in his 1908 guidebook, Old Time Paris, a Plain Guide 
to Its Chief Survivals, enthusiastically extolled his readers to 
meditate on the structure. It is worth quoting Edwards at length 
as he describes the hotel and its surroundings:

Now at your right elbow is a remnant of Mediaeval Paris—
the Supreme Example—

THE HOTEL DE SENS!
Shut out from consciousness, if you can, the aggressive 
presence of that intrusive market, and revel in this har-
monious anachronism, this belated lingerer of a bygone 
world. It has been in some measure outraged; but much 
remains to testify to the loving care of those builders, 
who, in the year 1474, began this work when Louis the 
Eleventh was king. [ . . . ] When you have proceeded forty 
or fifty yards, just turn round a moment and see the old 
house once more from a distance. It is an impression 
that will take long to efface—this venerable vignette of a 
bygone Age—silent witness of four and a half centuries of 
the seething life of a city where so much history has been 
made!1

Old Paris guidebooks intermingled history with nostalgia and 
encouraged viewers to block out the building’s current purpose 
and to revel in a bygone time that, presumably, one could 
access through the material presence of the building. Atget’s 
picture seems to encourage this reading. This must be an 
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indexical document that accurately records the morphology of 
the scene before the camera, yet there is no aggressive market, 
nor any sense of the teeming city life. Atget’s Hôtel de Sens 
seems abandoned, existing in a time that cannot be experi-
enced. Urban photographs defined by empty streets create an 
image of Paris hovering between reality and imagination. In 
this study, I construct a narrative of Parisian architectural pho-
tography, originating with Daguerre and culminating with Atget, 
highlighting particularly determinative episodes that evince 
the existence a preservationist aesthetic.2

There is a photographic tradition of empty streets in 
Parisian photography largely established during photography’s 
formative decades, 1839–65. I specifically propose a relation-
ship between the mode of representation and the typical 
choice of subject matter—old Paris, which was throughout this 
period in flux. The aesthetic of the “empty street” photograph 
in concert with the subject matter of vaguely defined “old” 
Paris3 responded to and reproduced a conception of ancient 
segments of the city as an urban imaginary.4

Daguerre’s First Photograph of Paris
In 1837, Louis J. M. Daguerre invented an imaging process that 
for the first time permanently recorded images on a plate with 
only twenty or thirty minutes of exposure to light. Since the 
exposure time was still too lengthy to photograph people, and 
because of the need for strongly lit subject matter, Daguerre 
turned his lens to the streets. Among the earliest of all 
daguerreo types, “Boulevard du Temple” from 1839 (Figure 2) 
is a view of one of the most active Parisian boulevards at the 
time. Yet all that remained visible after the long exposure were 
those elements remaining still. Essentially, none of the ephem-
eral experience for which Paris was famed in the nineteenth 
century remained fixed on the mirror- polished silver.5 Only per-
manent, solid, grounded elements were recorded on the plate: 
the buildings lining the boulevard, the newly commonplace 
wide sidewalks with their gas lampposts, the trees, and all the 
other concrete, palpable raw materials of the old city. The sole 
indicator of inhabitation is the lone man who stood still on the 
corner having his boots polished long enough to be captured, 
and even he appears more as a humanoid shape than as an 
individual. The movement of the bootblack and his labor were 
too rapid to be recorded and he becomes little more than a 
smudged crescent.

Incongruities between image and experience did not go 
unnoticed by viewers, though not all critics could explain why 
the streets emptied out when put to the plate. Samuel Morse, 
in Paris to file a patent for his telegraph, paid a special visit to 
Daguerre’s studio to see the “Boulevard du Temple.” In a letter 
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to his brother, later published by the New York Observer, he 
described the Boulevard, “so constantly filled with a moving 
throng of pedestrians and carriages, [as] perfectly solitary, 
except for an individual who was having his boots brushed.”6 
Morse, himself a scientist who grasped the workings of the 
photographic process more quickly than other viewers, cor-
rectly attributed the absence of pedestrians, carriages, and 
other signs of life to long exposure times needed to register 
sufficient light on the plate.7

For other critics, those who perhaps did not understand 
the scientific and optic principles behind Daguerre’s invention 
as well as Morse, there was a force at work, an agency, coming 
from the process, the plate, or even the sun itself, determin-
ing what was to be included or omitted from the image. The 
nineteenth- century viewer’s knowledge of daily life tells him 
that this process has not recorded the boulevard of his lived ex-
perience. Yet, the daguerreotype was popularly called a “mirror 
with a memory,” referencing the belief that the daguerreotype 
faithfully preserves the image of that which is exposed to the 
lens and the plate. With or without the bustle of the Parisian 
street, this must be reality of some sort.

For those who thought the medium of photography itself 
or divine sunlight decided what images would remain on the 
plate, this deserted street view must have confirmed the 

2. “Boulevard du Temple.” Louis Jacques 
Mandé Daguerre, 1839. Daguerreotype. 
Courtesy of the Bayerisches 
Nationalmuseum, Munich.
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permanence of Paris, specifically the built environment and 
the monuments to great men who had brought the city to this 
point. Writing in January 1839 for the journal L’Artiste, literary 
critic Jules Janin expressed his belief that the daguerreotype 
process would preserve an unchangeable image of Paris specifi-
cally due to the imagined agency of an eternal force, rather 
than of an inconsistent man, deciding what urban features were 
worthy of preservation.8 In Daguerre’s photograph, the factual 
morphology of the Boulevard du Temple, namely the orienta-
tion of the street, the relative location of buildings, the illusion 
of naturalistic space, was conflated with an imaginary image of 
city space and time that omits all experience of daily life. The 
camera simply reproduced what was before it, and some myste-
rious, determining factor decided what was of permanent value 
(monuments) and what could be left out (people).

The lack of street activity implied the expendability of those 
who inhabit the boulevard, at least in terms of what was impor-
tant for posterity—what would be remembered as a part of the 
“eternal city,” and what could be forgotten. At this moment, this 
condition of the medium was evidently not problematic; it was 
not even mentioned in most reports of the invention.9 In crit-
ics’ fascination with the detail of the daguerreo type, and their 
ability to count paving stones and read distant street signs, the 
missing people simply were not a concern.10 While a contem-
porary viewer might have experienced a cognitive dissonance 
between the image and the experience of living city streets, the 
emptiness of Daguerre’s street view, as expressed by Janin, was 
Paris stripped to its most essential elements. Historical struc-
tures and monuments would be eternally preserved, without 
the messy trappings of historical contingency. For Daguerre’s 
audience—men of the Academy, of the government, and of 
science—emptiness on the old boulevard highlighted the per-
manence of that which is pictured. The vacancy is a testament 
to the enduring nature of Paris itself.

Inadvertently this image also determined the prototype of 
the archival topographical view for nearly one hundred years, 
even after technology advanced. The “Boulevard du Temple” 
does not reflect all of the technical signs that would come to 
define architectural photography,11 however the illusion of 
emptiness, the long views down the Parisian avenues, and the 
omission of inhabitants of the pictured buildings and streets 
persisted.

The Photographers of the Missions Héliographiques in Paris: 
Édouard Baldus and Henri Le Secq
Photography’s auspicious arrival coincided with the beginnings 
of official architectural preservation concerns in France. In 1837, 
the Comte de Montalivet and François Guizot, the present and 
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former Ministers of the Interior, created the Commission des 
Monuments Historiques to survey the state of national monu-
ments and to prioritize conservation and restoration for those 
structures in poor condition.12 Comprising historians, antiquar-
ians, administrators, architects, and eventually photographers, 
the Commission’s assignment was to investigate structures that 
could be identified with national patrimony in terms of their 
value to the historical record and to French national memory.

Initially, the Commission was slow to recognize the benefit 
of employing photographers in its task. In 1851 a subcommittee 
of the Commission, likely spurred by the newly formed Société 
Héliographique, initiated the Missions Héliographiques and 
contracted five photographers to travel the provinces for a 
photographic architectural survey.13 Photographers would aid 
in the inventory process, creating an image of a structure’s 
condition at the moment of exposure; architects viewing the 
resulting images would identify which buildings were most in 
need of repair.

Of the five photographers, two became known for photo-
graphing Parisian architecture in their post- Mission careers. 
When Henri Le Secq and Édouard Baldus returned from their 
respective missions, demolitions in Paris were underway led 
by Jean- Jacques Berger, Prefect of the Seine from 1848 until 
1852.14 Significantly, both photographers documented urban 
demolitions and restoration projects in the capital between 
1852 and 1864. A comparison of each photographer’s approach 
to the same site—the Tour St. Jacques la Boucherie—indicates 
that the empty street aesthetic had taken root as the preferred 
mode of representing ancient monuments during the decades- 
long demolitions and reconstructions in Paris.

Baldus had a successful career documenting architectural 
restoration projects for the Ministry of the Interior, and Le Secq 
pursued an independent project wherein he photographed 
many buildings prior to and during stages of demolition.15 The 
tower that both men photographed in 1852 was once part of the 
church by the same name, built between 1509 and 1523, and 
patronized by the affluent butchers of the central market. The 
church itself was demolished during the Revolution, leaving 
only the tower as a fragment of the building that had existed 
there before.16 The municipal government of Paris purchased the 
tower in the 1830s; by 1852, clearance of the surrounding neigh-
borhoods that had sprung up around the structure in the inter-
vening decades since the destruction of the church was nearly 
complete.17 Baldus photographed the tower from the front 
(Figure 3), providing a view of the monument in isolation from 
the structures surrounding it. Conversely, Le Secq composed his 
shot from the neighborhood side of the tower (Figure 4), almost 
directly opposite where Baldus would have set up his camera.18 
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Both photographers rendered an active construction site va-
cant, as suited the desires of their primary audience.

Again, these photographs show a desolate street that did 
not correspond with the contemporary experience of Parisians 
in the 1850s. The living sites visited by these photographers 
would have been chaotic as construction diverted traffic pat-
terns, and cacophonous with the sounds of demolition; they 
would have been veritable anthills of activity. Such sites were 
so disruptive and so familiar to Parisians that a caricature of 
an unspecified worksite (Figure 5) could already reference any 
number of areas throughout the city. However, this unpeopled 

3. “Tour Saint-Jacques, Paris, Cleared 
of Surrounding Buildings and Debris.” 
Édouard Baldus, 1852–53. Salted paper 
print from paper negative. Copyright 
Musée Carnavalet, Paris / Roger-
Viollet / The Image Works.
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aesthetic is what was deemed suitable for the archive. Baldus 
represents the past in a majestic form, but it is the past as an 
image, isolated from the daily experience of a living quartier. 
For Le Secq, emptiness in photographs of old Paris seemed to 
highlight the relationship between monuments and neighbor-
hoods that was in danger of disappearing. In both cases, the 
emptiness of the city streets undergoing radical transforma-
tion left pictorial space for the viewer to imagine an alternate 

4. “Façade of the Tour Saint-Jacques in 
the rue de Rivoli.” Henri Le Secq, 1853, 
from the Album Berger. Salted paper 
after calotype. Copyright Bibliothèque 
Historique de la Ville de Paris / Roger-
Viollet / The Image Works.
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version of this location, either as it will be once the dégage-
ment is complete, or as it was when it and the neighborhood 
were of the same urban fabric.

Charles Marville’s Photography during  
the Modernization of Paris
The work of Le Secq and Baldus presaged the photographic 
demands of the Second Empire, under which photographers 

5. “Par le temps qui court—les 
démolitions de Paris” (Nowadays—
demolitions in Paris). Victor Geruzez, 
known as Crafty, date unknown. Etching. 
Copyright Musée Carnavalet, Paris / 
Roger-Viollet / The Image Works.
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would create “before” and “after” views of the city under 
construction. Baron Georges- Eugène Haussmann, Prefect of 
the Seine under Napoleon III, administered the urban overhaul 
meant to once and for all modernize the rapidly growing city. 
Haussmann’s name is most associated with the widespread 
destruction to which Paris was subjected between 1853 and 
1869. Critics of Haussmann accused him of killing the quartier 
through acts of what many perceived to be wanton destruc-
tion.19 Contrary to his common characterization as a solely 
destructive force, the prefect did recognize the importance 
of conserving the historical elements of the city to the extent 
possible, without compromising the ultimate goal of complete 
modernization.20 To this end, Haussmann initiated a systematic 
documentation of the portions of old Paris marked for destruc-
tion. Charles Marville, who was primarily responsible for this 
work, photographed neighborhood streets before, during, and 
after Haussmann’s changes.21

Marville built upon the trajectory initiated by the pho-
tographers of the Missions Héliographiques. He photo-
graphed spaces that were already marked for destruction to 
preserve them in the archive, and like Baldus and Le Secq, 
he also photographed demolitions and reconstructions. The 
self- proclaimed “Photographe de la ville de Paris,” Marville 
produced more than four hundred views of old Paris streets be-
tween 1865 and 1868, all of which were housed in the archives 
at the Hôtel de Ville. The documentation project occurred in 
advance of the second stage of Haussmann’s project, which 
was begun in 1865, and during which the bulk of clearance in 
congested areas took place.22

The Impasse des Bourdonnais (Figure 6) is a representa-
tive example of Marville’s pictures of the old Parisian streets 
facing demolition. In the center of the frame is a very narrow, 
blind medieval alley. Marville’s point of view is rather low to 
the ground, and the vertically oriented frame is filled by hulk-
ing buildings that extend through the top of it. On the left, the 
edge of another building reinforces the claustrophobic sense 
of this street corner. Buildings close in on all sides blocking 
out sunlight. The insalubrious alley is dank with standing 
water or sewage, and the shiny wet cobblestones give the 
impression that this is not a temporary condition. Through his 
formal choices, Marville unequivocally pointed to everything 
needing amelioration via Haussmann’s overhaul: narrow 
streets with runnels of sewage, hulking buildings blocking 
out all light and preventing the circulation of air, spindly trees 
choked out by cobblestones, streets too narrow for vehicu-
lar traffic. Marville shows the old city made for foot- traffic, 
not one suited for the fast- paced interchange of capitalistic 
commerce.
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For Marville, emptiness on the streets was a side- effect of 
his desire to document the condition and morphology of the 
medieval streets accurately, as records for the archive; as such, 
the gap between pictorial representation and lived experience 
widened even further. His photographs created a vacant ap-
pearance during a period when Paris was more crowded than 
it had ever been.23 By the 1870s, many of Marville’s pictures of 
old Paris came to stand in as replacements for areas of the city 
that no longer existed, retained only in memory and image.24

6. “Impasse des Bourdonnais from 
the rue de la Limace.” Charles Marville, 
1865–1866. Positive print from glass 
negative. Copyright Musée Carnavalet, 
Paris / Roger-Viollet / The Image Works.
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Eugène Atget’s Empty Streets in the Twentieth Century
Formally, Atget’s style seems to be an organic extension of that 
of the nineteenth- century photographers already introduced. 
His decades- long documentation project shared the same 
concerns as that of Baldus, Le Secq, and Marville: to preserve 
for the archive the state of the city before it changed irrevoca-
bly. Throughout the mid- nineteenth century, the empty- street 
photograph was associated with preserving for posterity an 
image of a changing urban space. The symbolic vacancy of the 
photographs left space for the viewer to invest the picture with 
an imaginary urbanism of the past.

There is no doubt that Atget’s pictures functioned within 
the archival memory of Paris. The photographer’s clients 
included amateur antiquarian groups, the city and national 
archives, along with anyone concerned with preserving an 
image of the remaining medieval portions of the city after the 
irrevocable changes of the nineteenth century. Having contex-
tualized Atget’s aesthetic choices, we may now address how 
this aesthetic created meaning for his ideal viewers.

The audience for architectural images in a preservationist 
mode was a very exclusive population of nostalgic bourgeoisie. 
Beginning with Daguerre, the viewership of photographs such 
as those I have examined was relatively narrow, especially in 
comparison to portraiture and mass- produced stereography, 
which were widely practiced and patronized. The images from 
the Commission des Monuments Historiques’s Missions Hé-
liographique were not exhibited and, in most cases, were not 
even printed. They were ushered directly into the archives where 
they could be accessed if needed by a restoration architect or 
craftsman. The same can be said of Marville’s photographs for 
the archives of the Second Empire.25 Likewise, Atget’s docu-
ments were circulated among a relatively narrow set of viewers 
during his lifetime—his most regular and lucrative customers 
were the various arms of state archival institutions.26 Viewers 
would have either purchased the prints directly from Atget, or 
they would have viewed his collections of albums in the print 
room of a Parisian library or museum.27 Both Maria Morris 
Hambourg’s and Molly Nesbit’s comprehensive research into 
Eugène Atget’s business practices characterize a specific type 
of consumer who made up his public—specialists, architectural 
restorers, institutional archivists, artists who needed reference 
documents and, only after his death, the larger public.28

The primary viewers of these photographs, then, were the 
same men who commissioned them, and perhaps fellow pho-
tographers or craftsmen who were all concerned with the same 
type of historical preservation. The viewers and producers of 
empty- street photographs, in effect, formed a closed circuit 
for three- quarters of a century, wherein the aesthetic came to 
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indelibly stand for preservationism, archival memory, and the 
desire to fix an image of the city in anticipation of its unavoid-
able future loss. By the time Atget’s career was flourishing in 
the twentieth century, it could stand for nothing else.

Clearly, old Paris, exemplified by Atget’s pictures of the 
Hôtel de Sens, the Cour du Dragon, the Hôtel Chalons Luxem-
bourg, St. Étienne du Mont, or countless other sites, had not 
been physically lost because they all existed at the time of his 
photograph. In fact, the possibility of another period of mass 
destruction on the scale of Haussmann’s work was unlikely, 
since Haussmann’s initial projects had ameliorated many of 
the problems of circulation, overcrowding, and unhealthy living 
conditions that necessitated his overhaul. Those commission-
ing and purchasing these pictures were mourning in advance a 
loss that by this time was less and less likely to reoccur.

The ultimate irony of urbanization is that the transforma-
tion of city space, necessarily requiring the replacement of old 
infrastructure with new, increases the need for comfort through 
familiar surroundings.29 Concerning what a photograph is pos-
sible of communicating, Roland Barthes writes:

The Photograph does not necessarily say what is no 
longer, but only and for certain what has been. This 
distinction is decisive. In front of a photograph, our con-
sciousness does not necessarily take the nostalgic path of 
memory (how many photographs are outside of individual 
time), but for every photograph existing in the world, the 
path of certainty: the Photograph’s essence is to ratify 
what it represents.30

Preservationists were anticipating the future destruction of 
all of these structures and were preparing and mourning for 
them in advance. Viewers of these architectural photographs 
tended to invest the images with nostalgia, to lament that this 
space may not be in the future. In relation to this Janus- faced 
desire for both preservation and modernization, the drive to 
preserve images of these spaces originated with the fear and 
knowledge that, regardless of its value to the patrimony, every 
aspect of old Paris could be wiped out by powers beyond the 
control of those who wanted to preserve the historic spaces. 
What is communicated by the photographic mode and subject 
matter—vacant streets perceived to be in danger of intentional 
or entropic destruction—is only legible because the aesthetic 
came to mark that which could be destroyed by forces greater 
than the Parisians.
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Notes
This essay is drawn from research for my Master’s thesis, “Empty Streets in the 
Capital of Modernity: Formation of lieux de mémoire in Parisian Street Photography 
from Daguerre to Atget,” University of South Florida, 2010.
1 George Frederick Edwards, Old Time Paris, a Plain Guide to Its Chief Survivals 
(London: A. Doubleday, 1908), 41–42 (italics mine).
2 My conception of a preservationist is based on three sources: M. Christine Boyer 
defines a “preservation mentality” in “La Mission Héliographique: Architectural 
Photography, Collective Memory, and the Patrimony of France, 1851,” in Picturing 
Place: Photography and the Geographical Imagination, ed. Joan M. Schwartz and 
James R. Ryan, 21–54 (New York: I. B. Tauris, 2003); Anthony Sutcliffe’s Autumn of 
Central Paris (London: Edward Arnold, 1970), particularly the chapter “The Battle 
for Preservation, 1850–1949,” 179–212; and Molly Nesbit’s description from Atget’s 
Seven Albums (New Haven, N.J.: Yale University Press, 1992) of amateurs of old 
Paris who were among Atget’s customers, “antiquarians who tended the large topo-
graphical files of the city library and the rich amateurs who tended their own” (62). 
Therefore, the preservationist, or ideal viewer, as I conceive him, is one who, as an 
amateur or professional, individually or as part of a society, lobbied to prevent the 
destruction of buildings that have aesthetic or historical significance in relation to 
the history of France and desired, at the very least, that there exist an image of such 
spaces for personal or institutional archives.
3 The phrase “vieux Paris” is ubiquitous in primary sources, but what qualified 
as sufficiently old or noble was never succinctly defined by historic preservation 
advocates. For example, during the Second Empire, one group may have called only 
for the preservation of buildings erected before the first half of the seventeenth 
century. Other groups defended only buildings made of stone. Some wanted to 
conserve all old buildings since their very existence as remnants from another age 
gave them inherent historical value, even if the condition was substandard, while 
still others only valued structures that exhibited “exceptional artistic quality” 
(Sutcliffe, Autumn, 185–87). After 1870, the already loose criteria by which old and 
valuable architecture was judged had become even more liberal and was specifi-
cally conflated with the imagined past. The Commission municipale du Vieux Paris, 
founded in 1897, described the parts of the city that were valuable for physical or 
photographic preservation: “Old houses at the point of demolition, the quais of 
the Seine during their transformation, the work beneath the public thoroughfares, 
the architectural ornament decorating the dwellings of the past few centuries, the 
old streets and crossings, in a word, everything across the city that can conjure up 
the memory of the past or call to mind vanished epochs” (Commission munici-
pale du Vieux Paris, “Notice rédigée par L. Lambeau destiné à être remise aux 
visiteurs de l’exposition spéciale,” Procès- verbaux [19 July 1900], 129; quoted in 
Nesbit, Seven Albums, 63). The Commission’s qualifications for what was worthy 
of archival remembrance were vague to the point of absurdity: essentially any 
material architectural or infrastructural remnant from the last “few centuries” was 
fodder for the archive. Most important was that the place be able to “conjure up the 
memory of the past or call to mind vanished epochs.” Therefore, what was valuable 
for the Commission were the structures that resonated with a viewer, that called 
to a viewer’s mind the memory associated with a structure based primarily on its 
appearance.
4 In the Introduction to Present Pasts: Urban Palimpsests and the Politics of Memory 
(Stanford, Calif.: Stanford University Press, 2003), Andreas Huyssen expands his 
idea of an urban imaginary to include a temporal dimension: “An urban imaginary 
in its temporal reach may well put different things in one place: memories of what 
there was before, imagined alternatives to what there is. The strong marks of pres-
ent space merge in the imaginary with traces of the past, erasures, losses, and 
heterotopias” (7).
5 Vanessa R. Schwartz, Spectacular Realities: Early Mass Culture in Fin- de- Siècle 
Paris (Berkeley and Los Angeles: University of California Press, 1998), 18, 20. The 
Boulevard du Temple was one of the original grands boulevards created in the late 
seventeenth century by Louis XIV. Grands boulevards were destinations in and of 
themselves and were viewed as an urban theater or a theater of life. The Boulevard 
du Temple was the most celebrated of them because of the multitude of exciting 
entertainment one would find there. Daguerre’s original Diorama was located on 
this street. Further, one would not be hard pressed to find street musicians and 
merchants, wax cabinets, menageries, and acrobats, and Parisians bringing their 
own chairs to sit and watch the spectacle. See also Shelley Rice, Parisian Views 
(Cambridge, Mass.: MIT Press, 1997), 7; T. J. Clark, The Painting of Modern Life 
(Princeton, N.J.: Princeton University Press, 1984), 50.
6 Samuel F. B. Morse, New York Observer (April 20, 1839), quoted in Michael 
Marrinan, Romantic Paris (Stanford, Calif.: Stanford University Press, 2009), 369.
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7 Rice, Parisian Views, 6–7, and Marrinan, Romantic Paris, 368–69.
8 Jules Janin, “Le Daguerréotype,” L’Artiste, 2e sér., 2 (1839): 148. Quoted in 
Marrinan, Romantic Paris, 369.
9 Marrinan, Romantic Paris, 370.
10 Ibid., 369–70.
11 According to Molly Nesbit, the pictorial conventions most useful to the building 
industry were frontality, symmetry, and exactitude in detail. The desire for legibility 
of form and detail led to the tendency to photograph buildings as isolated from 
their surroundings and as if they existed outside of time. When employed in the ser-
vice of preservationist motives, the same attempt to decontextualize the structure 
occurs. Encroachments in the form of people, vehicles, or even puddles would 
be cropped out or retouched over to eliminate any indicators of temporality. The 
preservationist model wanted to portray the city streets in a manner suggesting the 
building always had and always would exist in precisely the state in which it was 
pictured. Nesbit, Seven Albums, 51, 63, 104.
12 Boyer, “La Mission Héliographique,” 29.
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