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Editor's Note

Joel Eisinger

W-l:' live in an era in which, for good or
ill, many of the boundaries by which
our culture had customanly onented itselfl have
become smeared or imelevant. A concern for this
instability of culral boundaries serves to unite
Iposely the three essays in this issue. Steven
Jacobs addresses the mater through a discussion
of Andreas Gursky's photographs of the urban
{or posi-urban) landscape. Jacobs explains that
the shift toward globalization and post-industrial
service cconomics in the dominant world cultures
has brought about dramatic changes in cities that
arc, in turn, reflected in new photographic visions.
The street photography of the 1950s and 1960s that
treated the city as “a stage for spontancous human
interactions™ is no longer salient in urban arcas that
have been gentrified, mallified, and Disneyfied,
and where the distinctions between center and
peniphery. between city and countryside, have all
but disappeared.

Jacobs regards Gursky as a pnime photographic
commentator on these shifts in  the wurban
environmeni. In his enormous color prints—which
somelimes represent direct records of the urban
scene and, al other imes, constructed or digatally
manipulated ones—Gursky shows us such subjects
as shop windows, stock exchanges, tmnsportation
infrastructures, and ambiguous peripheral spaces,
His work wvaripusly speaks of the simulated
urbanism of contemporary downtowns, the crushing
scale of urban structures, the consumption of the
natural landscape, and the absorption of individuals
into huge networks that both connect and isolate us
through the abstraction of social relationships.

Perhaps Jacobs’s most subtle and incisive point
aboul Gursky i that the artist deliberately blurs the
distinction between representation and reality in
his photography as a way of mirroring that blurred
distinction in the design and presentation of the
urban landscape itself.

Carl Chiarenza and Alisa Luxenberg are
also interested in the crossing of boundaries. In
their case it is the boundary between painting
and pholography., With a point of view similar
to that of A. D. Colemann and David Hockney,
these authors contend that the interaction of

panting and photography is an integral pan of o
long evolution, beginning in the Renaissance, of
artistic vision mediated by optical devices. They
describe this vision as “camem vision,” which
may be understood as the assimilation by artists
of the visual discoverics made possible by optical
devices, and eventually by photography, such that
artists leamed to see and record the world in terms
of these discoveries independently of photographs
or amy optical device, In their essay, Chiarenza
and Luxenberg trace camera vision from Jan
Van Eyck through Albrecht Direr, Jan Vermeer,
Andrea Mantegna, and others to focus finally on a
discussion of the impact of photography on Manet
and Diegas,

Ultimately, Chiarenza’s and Luxenberg's
topic is the concept of influence. Their foil is
Kirk Vamedoe who, in two widely read anticles of
the 1980, rejected the claims for photography’s
influence on Degas’s modemnist  inventions.
Vamedoe operated with an idea of influence that
demanded one-ip-one cormespondences between
a work of ant and its influencing source, and he
found no photographs that fit the bill for Degas's
paintings. Chiarenza and Luxenberg reject this
notion of influence in favor of a much broader
one that allows for a process of “indirect sceping
and gleaning from [the] cultural envirenment,” an
environment which, for Manet and Degas, most
certainly included the long herifage of camera
vision and photography iself.

Cynthia Rubin writes of the photo postcards of
0. 5. Leeland, a Norwegian immigrant who set up
shop in South Dakota and photographed the frontier
{another boundary) and s daily life and notable
scenes: grazing buffalo, sod houses, the Mitchell
Comn Palace.

With consideration of such issues as postal
regulations, the wvicissitudes of small-town
commercial photography, and conventions for
postcard collectors, Rubin outlines the nise of the
nineteenth-century “posteard craze,” which made
this photographic format as important for its time
as the stereograph.

In her analysis of Leeland. Rubin looks
particularly at his posicards of frontier women
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and the attendant concepts of home, romance, and
labor, These images are of special interest for their
gentle humor, And with regard to yel another form
of boundary, that which circumscribed the lives
of women, the images are noteworthy for their
unusually liberal, although often conflicted, point
of view.

The articles in this issue attest to the significance
of shifting and dissolving boundaries for scholars
writing in the postmodem environment. Together
the essays remind us that while we may wish some
boundaries to become irmelevant or disappear, the
loss of boundaries is complex and problematic,
leading as ofien to destruction or alienation as 10
frecdom of connection.
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Photography and Painting: The Evolution
of Modern Picture Making in France c. 1860-1880

Carl Chiarenza and Alisa Luxenberg

Everyone has seen daguerreotype portraits that
are very lifelike and others that are not. .. For
this reason, ... daguerreotypy, despite being a
scientific instrument of precivion, requires itx
operator fo have skills of imterpretation fand)
an understanding of effects, Hghting, fand]
physiognomy, gualities fthat are] inherent to art,

That daguerreotypy is capable of rendering the
beautiful or the ugly is an incontestable poins;

.. the choice is in the hands of the artist; now, a
theory of daguerreotvpe aesthetics is peeded.

Francis Wey (1851)
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Figare | Edgar Degas, Place de o {'n’rl.cw'd'r.. {Viseouns Lepic and bis Daughrers Crowing the Place de la Concorde), 1RTS, oil

his article aims 10 offer a perspective on

the ongoing debate over the relationships
between French painting and photography from
the 18360s to the 1880s, I seems u\ih;l,'|i|||_-,'
timely to reconsider this long-standing issue in
light of the recemt splash made by the ideas of
the artist David Hockney and physicist Charles
Falco.! The issues raised by Hockney's Secrer
Knowledge. Rediscovering the Loxt Techniques of
the Old Masters (2001) made clear that the Y
publications of the last half century that focused
on the visual relationships between painting
and photography are being overlooked, perhaps
because of increasing theoretical investigations
o the culwral and institutional structures of
photography, and, therefore, its relationship 1o

:
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onl canvas, 46 14 x 30 42 imches. The State Hermitage Museum, 51, Petersharg,
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Photographic | I a Pane

Inernatbenal Museum of Photography, Rochester, M.Y.
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Figare 2 H. Jouvin, Gaore de Strasbourg, c. 1860, ﬂmwm-mmiuam The George Eastman Hoase,

systems of power” It is our intent to seize the
opporunity that Hockney's book has created 1o
continue the discussion of the photography-painting
relationship, and to bring back visual sensibility
and working practice into a balanced, less value-
charged understanding of pictures. By doing s0, we
hope 10 offer an alternative to the “modernist”™ and
“not modernist” camps that have generally lined
up whenever a fresh examination of the painting-
photography relationship has appeared, as with
Peter Galassi’s exhibition and catalogue, Before
Phatography (1981).7

Our point of deparure is the analysis made
by Kirk Varnedoe in two articles published in Art
in America in 1980.* There, Vamedoe criticizes
previous scholars for giving undue credit to
photography  for the modemist  innovations
of painters such as Degas (Figure 1), whom
Vamedoe sees as having developed his innovations
independently of photography, indeed, before they
appeared in photography. Varmedoe's rejection
of photography’s influence on Degas is based
on a notion of inflecnce as either a one-to-one
commespondence  between a photograph and a
painting, or a traceable transfer of a uniguely
photographic formal quality from identifiable
photographs 1o particular paintings.

This paper takes a different point of view on
the matter of photography’s influence, arguing
that its images—which were highly diverse, from
daguerrcotypes to salt prints to stereographs —
became thoroughly absorbed into  nineteenth-
century Western vision. We see the influence

4

of photography on painting as part of a longer
tradition of something we will call “camera vision,”
a way of secing that began 1o emerge as carly as the
fifteenth century through the use of optical devices
and. later. through observation of photographs.
Camera vision consists of artists” incorporation of
the visual discoveries made through optical devices
and from photographs, such that these discoveries
may be manifested in their pictorial work even
without using those devices or referring to specific
photographs.® In other words, as artists assimilated
camera vision, they began to see the world in
terms of it French artists of the second hall of
the nincteenth century inherited camera vision,
but further shaped it as they responded to their
environment, which produced new and ubiguitous
optical devices and expenences.

In his discussion of Degas's Place de la
Cencorde, Vamedoe is clearly looking for the
smoking gun, a photograph that offered large,
cropped, disjointed figures against a telescoped
or flattened background, just as Degas’s painting
offered such features® He seems to have been
looking for these features in a single image, such
as a French commercial stereo photograph made
around 1860 (Figure 2}

There are three problems with this method.
One is that such commercial images were nol
likely to reveal what Vamedoe was looking for.
Mo commercial photographer who produced such
stereo views would have tried to treat space with the
same inventiveness as Degas. These photographers
did not consider themselves antists, as photography



was  generally considered 1o
ooccupy  a  posilion between
mechanically made evidence and
industrial printing. And no highly
inventive artist of this era, who
might have conceived of such
a daring spatial rendition, and
who valoed official rewards or
a significant critical reputation,
would have chosen photography
as his or her primary mediom
of public expression, knowing
status  that
photography was assigned in
their art world.” In short, the
photographic  innovation  that
Vamedoe is seeking would mot
tl-"“'l' Come 1m|]l -:.'l.‘:l|'|:|r|||..'n.:|;:|l
photography, but possibly from
more pnvate and experimental
uses of the camera. A sccond
problem  is  that  mineteenth-
century viewers would not be
looking at and studying such
stereo views with the naked eve,
as a sngle. two-dimensional
paper print, but through a
stercoscope  thal provided an
encompassing illusion of three-
dimensional space.® Third, and
just as imporiant, Vamedos
does nol seem convinced by
the abundant evidence that
I'I:Im.‘l:l:::mh-l."tllllur} amsls  werne
not  necessarily inspired in the
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Figure 3 Jan vam Eyck, The Arnalfini Wedding, 1434, oll on panel, 22 1/2 5 23
imches. The Natiomal Gallery, Lomdon,

manner he describes, by finding
the complete visual equivalent of what they were
irying to express,” On the contrary, arisis could
choose their sources of inspiration and #deas from
the wealth of imagery available to them, especially
in the poat-1820 media explosion in France. These
spurces could comprise paintings, sculptures, and
prints (including photographs) spanning the entire
hustory of ant known to them.™ It is in this broad
visual culiure dating back as far as the fifteenth
cenlury that one finds evidence of camera vision,
And it is this camera vision that made possible
Degas's Place de la Concorde, Manet’s The
Folkestone Boat, Bowlogre and other modemist
pauntungs, made distinet by each artist's particular
interpretation and application of that vision

We begin our exploration of camera vision
by considering the tools that made it possible. The
Arnolfini Wedding (1434) by Jan van Eyck (Figure

31 is a particularly relevant painting 1o consider
in this regard, On the back wall of the room in
this painting, Van Evck depicted a convex mimor
that reflects an image of the room from a viewing
position opposite the painter and the viewer. The
artist took special interest in the “distomions™ and
framing available in the mirmor surface as well as
in exploiting the luminosity and concentrated detail
of its reflection. It is useful to note that he used oil
paint 1o capiure that luminosiy and detail, and that
this painting is one of the first known to have used
oils, which made possible newly subtle modeling
of masses in light and shade, exquisite rendering
of detail, and depiction of reflected light that we
associate with optical imagery. The rendering of
such things had been exceedingly difficult if no
impossible with fresco or tempera, the media o
which arntists were limited before the fiftcenth-

5



FEpOET Pk .51

century adoption of oils for easel painting. But
the presence of the mirror is most important for
our purposcs because it is evidence that van Eyck
was aware of how an optical device could mediate
the visual world. And his interest in the mirror was
apparently not confined 1o recording its image but
went 50 far as to prompt him 1o use it as a device
with which to cnvision the entire space of the
puunting.

Van Eyck's picture has a marked sense of
perspective, or evocation of three-dimensional
space. We say “sense of perspective’” here because
this work precedes the codification of what we have
come 1o know as geometrical or linear perspeclive.

In comparison to later conventions of perspective,
van Eyck's space would be considered inaccurate or
awkward due 1o its curious wide-angle effect (note
the photographic terminology) in which the space
appeears to splay put. ' This is particularly apparent

Figare 4 Johannes Vermsoer,

Lady with tve Red Hat, c. 1eh5-86, oll on panecl, T LI6x 9
inches. The Mations] Gallers of Arl, YWashisgion, . Andrew W, Mellon Cedlection,
Phioto Credit: Board of Trustees, National Gallery ol Ari, Washimgton, TLL.

in the relationship of the floor o the wall and to
the figures. This sense of perspective anticipates
extreme wide-angle lenses that cause effects
we refer to as distortions. But here, the sense of
perspective appears o emulate the pecaliar effects
of 1 COnVex MIFToeT

In sum, van Eyck's recording of the convex
mirror on the wall and his apparent use of the
mirror 1o anticipate systems of perspective show us
that already in the mid-fiftcenth century, perccption
of the world was being transformed by optical
devices. This was the beginning of secing the
physical world framed, limited, highly selected, and
carefully structured with regard to space and ligha,
the beginning of the notion of a pictune as a window
anto the world, the beginning of camera vision.

Albrecht Dilrer was interested in mechanical
and optical aids for producing more “accurate”
perspective. In one of the four woodcuts he e
around 1525 for a series called
The Ari of Measurement, he
illustrated a  device that s,
fundamentally, a crude system
of camera vision.'* A framed
window-like  gnid
fromt of the subject o b
depicted replicates the squared-
off picture surface on the tablc
in fromt of a seated arist. The
artist replicates whal he sees m
each sguare, fixing his viewing
point with the aid of a centrally
placed, eye-level perpendicular
post. Pictures made this way
conform to the visual code of
linear perspective thal represenls
three-dimensional realty on &
two-dimensional surlace.

By the
century, painters were familiar
with the camer
which they could read about
in art maneals as a mechanical
method for creating geometrical
perspective. The camera obscura
was initially a dark chamber and
later a portable box with a hole
or lens sct in one side (or wall)
through which a perspectivally
cormect represenlation of some
aspect of the world is projected
onto the opposite side (or wall),
upside down, and reversed from
left 1o right. The artist could

placed in

mid-seventeenth

oS CUra,
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Figure § Andrea Mantegna, Tie Dewd Chrisr, after 1466, tempera om canvas, 3
Miksn. Phaies Credit: Minlsiers per | Beni e be Attviis Culturali.
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T8 x 36 X Inches, The Pinscoleca di Brera,

then trace the projection omio his or her material
of choice.

There is little question that the painter Jan
Vermeer used a portable reflex camera obscura,
the interior of which included an angled mirror that
reflected the light-formed image up onto a piece
of ground glass, Vermeer's use of such a device
was confirmed in the 19605, when the art historian
Charles Seymour conducted a series of experiments
at the Mational Giallery of Ar in Washington, D.C.,
with a camera obscura, lens, and props that would
have been available w Vermeer." What Seymour
found was that some of Vermeer's paintings, such as
Lady with the Red Hat (Figure 4), present a vision
that records optical effects that were characteristic
of the lens-formed image on the ground glass of a
reflex camera obscura. These effects could not have
been seen in previous an or by direct observation
with the naked eye until one had witnessed ihe
peculiar qualities of that ground glass image.
What Vermeer rendered in Ladv with the Red Har

is a shallow depth of field (a consequence of the
limitations of lenses made at that time) such that
a near object in the painting appears as if it were
slightly out of focus, with blurred contours and
shimmering highlights made of globules of light,
all of which replicate the look on the ground glass.

It is untenable 1o think that Vermeer achieved
these painted light effects through iracing the image
in the camera obscura.™ Vermeer was a highly
talented artist who did not need the camera obscura
o create credible pictures. Rather, the camera
device must have shown Vermeer something he was
prepared to see and understand s part of his world.
In other words, Vermeer had already assimilated
enough camera vision, enough oplical mediation
of the visible world, to be ready to incorporate its
effects of a shallow depth of ficld and soft focus
inio his painting.

Vermeer was interacting with the optical
devices he used and absorbing the lessons of these
devices into his artistic vision on his own terms.

7
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This was a process thal had been going on since
the beginning of camera vision, Skilled artists did
nod slavishly use mirrors, or lenses, or the system
of perspective. Instead, they worked with these
devices in a give-and-take process to produce their
aesthetic expression, accepling or modifying the
rules of perspective or the lens view of the world in
ways that made camera vision complex, dynamic,
and ultimately an integral pan of artistic vision.

We can see this process of give-and-take in
the fifteenth-century painting by Mantegna, The
Diead Chrise (Figure 5). In this picture, secondary
pants (feet) appear closer to the viewer than does
the principal form (Christ’s head and bust). The
feel threaten 1o subvert the norms of significance.
Had Maniepna adhered strctly o the proportions
calculated through linear perspective. he would
have painted Chrst’s feet much larger, so large n
fact that they would have blocked the view of the
more important pants of the figure. The nineteenth-
century stereograph published by Underwood and
Underwood (Figure 6) shows what the unmaodified
perspective system would have done 1o Mantegna's
Christ.'" But Mantegna ignored the rules of
perspective and painted the feet small. We sec from
this example that the “accuracy™ of the perspective
formula was open 1o interpretation, even in an carly
periodd. Confronted with an awkward composition,
an artist had 1o choose between changing his
composition or modifying the perspectival system
10 make the finished work conform o his needs
and 1o cultural conventions. The freedom 1o reject

or modify perspective even as they used 1t was an
indication that antists were assimilating it into their
world view.

The  sixteenih-century  Dialian  painter
Parmigianino offers a different example of this
freedom. He viewed himsell in a convex marmor,
found meaning in what he saw, and then painted
that so-called distortion as representative of his
reality.'® Parmigianino offered a depiction of a
reality important to him, one that conveyed more
than a mere transcription of his appearance in
that it transformed the outer shell and streiched
the morm. Some ar historians describe this as
emaotional, or psychological, expression. While
Mantegna adopted an unusual point of view in his
Diead Christ but rejected the proportions stipulated
by linear perspective because they would have
contradicted his artistic intentions (o glorify the
Son of God), Parmigianing, by contrast, accepled
a “distorted” optical rendition of himself because
that rendition suited his needs. He exploited optical
distortion and made it a central device i a pew
pictorial “look.” So did Vermeer. He wedded the
new optical qualities he observed in the ground
glass to a candid pose (seated, turning back toward
the viewer), imense color, and the siriking effects
of backlighting, to convey an intimate, arresting
moment between sitter and viewer, that has no
counterpart in earlier an. Vermeer's painting shapes
camera vision io respond 1o the personal reality of
his time and place. All three artists used camera
vision actively in the process of assimilating i

Figure 6 Underwesd and Underwood, untitled sterco phodograph, c. 19, approx. & x A inches. The Georpe Exstraan Houose,
Internatisnal Muscam of Photography, Rochester, N.Y.
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Chber Dutch artists of the
sevenieenth century were also
drawn to optical peculiarities
and explored new perceptual
experences.!” Carel Fabritius
created  peep cahinets,
which were closed boxes painted
on all four interior walls so that
an optically formulated illusion
of three-dimensional space would
be seen from a single viewpoint,
a peep hobe cut into one side of
the box., When the pancls were
taken apart and viewed head-on,
they often presented strangely
wide-angle views, as seen in his
panel painting View of Delfr with
Musical  Instrumients, 1652,
The peep show box can be seen
A5 4 precursor o stereo viewing
and the movie theater in the way
that it fictionalizes reality in a
contained space and eliminates
extraneous vision, In this respect,
it funclioned more oz visuoal
entertunment than as objective
representation.  Once  aguin,
we see the synthesis of camera
viskon and amistic vision,

Jomathan Crary has argued
thit the camera obscura served
as the Enlightenment’s Cartesian
| tor human, and thencfore
objective, vision, and nol as a
flexible ool with which artists
could ecxpress distinel anistic
visions, 'Y Howewver,  artists

show

Figure T Jurrisan Andricsen, Self-porirail with t".:.uu'm bacwra, ¢, |:\I|l;;. pen and
wash drawing, 7 x 10 inches. The Kijksmuseum, Amsterdam.

Sociely lor Flll"'l,h.lrﬁlﬁu Edfiscatbon

are known to have emploved
this device and circumvented its objectivity, For
cxample, the eighteenth-century [talian  view
painter Canaletto used the camera obscura to
make illusionistic rendenings of specific sites,
but he integrated them into famtasy views that
combined actual buildings from different parts of
Venice within a single picture. ™ Maoreover, from
Algarotti, writing in 1764 of the acsthetic delights
of the image on the ground glass, to the Dutch artist
Jumaan Andriessen’s self-portrait looking inlo a
camera obscura, a drawing dating around 1810
(Figure 7), personal responses i viewing the world
through the hitle dark box often overpowered any
objective function.®!

Up 1o this point. we have been discussing some
of the ways in which arnists handled the system

of perspective and optical devices that formed the
basis of camera vision, and sometimes assimilated
or modified what the perspectival system and these
devices offered to their antistic visions. Eventually,
this process of assimilation reached a ponk ak
which artists and their public could see the world
in terms of o mediating optical svsiem or device
without actually having 1o have applied either one.
In his self-portrait Andriessen did not depict himself
fracing the image on the ground glass, but rraiming
his vision 1o see the world through the camera.
Daumicr provides ancther good example of this
process,

Daumier’s  lithograph  Bwe  Transmongin,
April 15, 1834 (1834) is a powerfully naturalistic
rendering of a conlemporary evenl, as the title

9
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Figure 8 Edsusrd Mamet, The Folkentons Boal, Bowloger, 1R&®, oil @ canvas, 38 15706 1 23 8% inches. The Philsdelphia

Muvenm of Art: Mr. and Mrs. Carvoll S, Tysan, Jr. Collection, 1963,

tells us.2? The picture is, in fact, a critique of
government action. Daumier composed his picture
with fragmented or foreshortened forms, dramalic
lighting, and oblique perspectives that create the
impression of a mobile, temporary View, the view
of an eyewitness. Whether or not Daumier actually
saw this event is not important, and he certainly did
not use a camera device, What is important is that he
composed the picture in a way that suggests he did
see it and record it without personal interpretation.
This urgency to respond to the moment—here,
political —is combined with bold modeling in light
and shade and more continuwous tomal gradations
that the relatively new print medium of lithography
allowed. ™ In Daumier, we see evidence that the
world itself, as perceived by human beings, is
changing. as what can be seen through optical
devices —lenses and ground glass—is  being
projected onto the world.

With the invention of photography in the
1820 and 1830s, it became possible literally w0
record camera vision. But the earliest photographs

10

were not definitive of the medium's visual and
optical possibilities; various “improvements” and
inventions led 1o new formats in photography in the
18505 and 1860s, most notably the carte-de-visite
and stereographic photographs.™ These images not
only recorded camera vision as it had developed bul
also extended that vision, particularly with regard 10
the possibilities of recording the flux of urban life.
For example, photographs could represent action
g5 frozen or as blurred forms, things that were oot
possible 1o “see” with the camera obscura before
the invention of photography and the modifications
1o its material and chemical components, It was
in this environment of ubiquitous, expanding,
and revelatory photographs that Degas and Manet
matured, and they responded to this environment
because their generation had assimilated the legacy
of camera vision.

Manet in fact was affected by photography in
o multitude of ways,™ His friend and biographer
Théodore Duret attests 1o the painter’s use of
photography, as do letters in the artist's own
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Figare 9 Charles Negre, Pards, Market Scene at the Port of the Hitel de Ville, c. 1851, salt print. Paris, Musée d Orsay. Photo
Credit: Réundon des Musées Natlonsus/Art Besowrce, New York,

hand. Other biographers and documents mention
photographs by Manet himself. We also know that
Manet employed at least two photographers on
a fairly regular hasis.® That Manet would have
borrowed from photographs seems particularly
likely in light of his gencral habit of borrowing
from eclectic sources. As Manet and several of
his contemporaries gained a critical understanding
of representation as an amificial construction of
many parts, their creative processes increasingly
combined, modified, or replaced waditions and
conventions. augmented by indirect seeping and
gleanimg  from  their cultural environment, In
Manet’s eclecticism, photography would have been
no less significant than any other source

Manet's Defeuner sur Pherbe (1863) is
replete with traces of “bormowing,” but in a more
unconventional manner than the established practice.
The central grouping of three figures repeats that
of three rver gods in Marcantonio Raimondi's
engraving, which in tum reproduces a lost painting
of The Judgment of Paris by Raphacl? What is
most relevant about this bormowing is that Manet
looked to the margin, to a secondary motif (not the

main composition of Paris and three goddesses), to
create his principal figural arrangement. In effect,
he noticed and enhanced minor elements thal were
appropriate 1o his own expression, an approach
that he could easily apply o other sources like
photographs.

Beatrice Farwell poinis out that no specific
photograph necessarily impacted Manet's an,
but rather, characteristic cffects of predominant
photographic modes seem to have informed his
painting.™ In 1863, Manet was a studio painter,
posing figures indoors with props, much as studio
photographers did, and it seems likely that he
responded to characteristics of contemporary studio
photographs of nudes. Manet certainly had access
to such images, and he consorted with people like
Baudelaire who frequented the demi-monde and
collected this kind of imagery. The visual aspects
that Manet emulated from nude photographs in
his rendering of Victorine's body in Defenner sur
herbe include the direct, conscious garze back art
the wviewer/photographer and the harsh lighting
that creates smudgy shadows and Mattens out any
modeling in the skin, Funhermore, Manel was

1
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Figure 10 Edouard Manet, La ree MWosnier, 178, pemcil, hirush, and

i

ink drawing, 17 V8 = 18 1516 nches. The Art Imstitule

ol Chicago, Gilt of Mrs. Alice H, Patterson in memary of THTany ke,

making a point in his painting of the fact that one
sees 8 conlemporary woman, with a contemporary,
umidealized body. in a contemporary confrontation.
In sum, the visual realism and disjunctions that
Manet brought to his Dejewner, including the
tilted, telescoped landscape background. could
all have been derived from the qualities of studio
photographs of real people.

A comparison between Manet's  The
Folkestone Bowt, Boulogne of 1869 (Figure 5) and
photographer Charles Migre's Paris. Market Scene
ar the Port of the Hortel de Ville of 1851 (Figure
9y suggests how e appoaRinoee of movemeni,
particular as seen in crowd scenes in photographs,
began to infiltrate the thinking and secing o
painters who were searching for a way to pciure
the Baudelairean concept of modem life and flux.
The blurs in Négre's photograph were caused
by the subjects’ movements, even though Mégre
was using a lens that was specially construecied
to record modern street life with shorer exposure
times. Négre's blurred image resembles the sketchy
painted forms in The Folkestone Boal, Bowlogne
hecause his figures, despite the blur, stll appear
solidly modeled and illuminated by light. unlike
the ghostly shadows in other photographs created
when forms moved much farther during longer
exposure limes. In both pictures, the blur aids
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uniting disparste and overlapping fiorms o create
an effect of movement; in these examples, mass
movement. There is little in pre-nineteenth-century
art that could have informed such an unfocused,
informal image as Manet’s.™ It is of mierest o
node that Négre was seeking this effect more than
ten years before Manet, that Negre was himself o
painter, and that he made a painting directly after a
similar photograph, which suggests his willingness
to accept photographic flux as a painterly sign of
maovement, and possibly, of modemn life.!

Tuming to another Baodelairean motif in 1878,
Manet made three paintings and several drawings
of an ordinary street, the rue Mosnier in Pans, "as
if wishing,” in Thendore Reff"s words, "o prescrve
an image of the street he had seen almost daily,™
According 1o Reff, Manet made the images from
the window of the studio he was about to vacate
after six years, While Manet's paintings of the
rue Mosnier echo the hundreds of photographs,
especially stereographs. made of Parisian streels
from such elevated vantage points, they are also
much mone carefully orchestrated prclures.

Some of Manet's rue Mosnier sketches look
very much like the puntings, bul two drawings,
now housed in collections in Budapest and Chicago
(Figure 10), are a very different kind of picture Reff
states that Manet made the Budapest drawing from
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Figure 11 Ferrier and Soulier. Ruwe Royole, Paris, ¢, 1560, half steren photograph, ap

Hinmse, International Muscam of Photography, Rechester, K.Y,
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prox. 3 x 3 inches. The George Eastman

the same window as the paintings, as it includes
both sidewalks,* but the Chicago drawing prescats
a distingt angle and, thus, implies a different
window or viewpoint. Whatever Manet's vantage
poimt was, both these drawings climinate the sky
and other portions of the street that are vizible in
the paintings, thereby flattening the space. This
flattening or compressing of pictorial space is often
present to a lesser degree in commercial photographs
whose authors sought to avoid large areas of blank,
dull sky through their choice of viewpoint and lens
angle. Ningteenth-century photographic materials
were particularly sensitive to blue light, so the
blue of the sky was often overexposed, resulting
in a very light or mottled area in the print, rarely
recording clouds.

Both drawings also include several partial
figures and forms cropped by the edges of the paper,
an effect that often appears in urban photographic
views. Manet rendered figures fragmented in odd
ways by the overlapping of other forms, due 1o the
overhead point of view, Manet could have seen such

cropping and overlapping in stereographs, amd such
effects were enhanced by magnifying glasses that
were commonly buailt into parlor stereo viewers for
the purpose of smdying details.* His drawings,
which bring their subject close to the viewer, as if
seen through a telescopic bens, strongly suggest the
magnified, cropped image of a stereoscope.

Even more striking, in both drawings the
foreground figures crossing the street are more
sketchily drawn than are those walking along the
sidewalk back into space. This changing focus
parallcls the relative blur or lack thereof that one
would see in a sterograph if figures near the camera
had traversed the field of view of the lens while other
figures had walked away from the camera along the
axis of the lens (Figure 11). Manet could not have
come 1o this visual representation if he had nol seen
the optical phenomenon in SIETE0 VIEWs. And having
lived through twenty years of sterco production,
Manet would have seen a goodly number of them.
This is not to claim that Manet sat down and copied
sterecgraphs, but rather, that he may have projected
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onto what he saw out of his window those aspects
of stereo views that had long since become part of
his intuitive visual perception.

It is important o recognize that such blurred
figures were never the main subject or emphasis
of the stereo photographer, who would, no doubt,
have liked to eliminate such “imperfections.” And
this is exactly the point. A commercial photographer
out to cam his daily bread was not willing to flout
pictorial conventions, whereas an artist like Manet.
who had already transformed traditional borrowings
from Old Masters, had no qualms about bringing
the marginal or the “mistakes™ of photography 10
the front and center of his art. Manet did not do
<0 because he thought stereographs were art, bt
hecause they were a paradigm of modernity.

The photographic effects in Manel's painting
and. before that, the shallow depth of field in
Vermeer's art are both examples of evidence of
significant shifts in the perception of the world,
which could only have been conceived through
optical  discoveries. Such optical revelations
probably happened more often than we will ever
know, because unless artists found that new oplical
“look” meaningful in understanding their wiorld,
they would mot seek to recreale it in their work,
especially if overtumed existing conventions.
For example, Manet understood the Blurmed figures
in stercography not just as “mistakes,” figures that
had moved during exposure, but rather as a new
visual sign for movement that he could transpose
into drawings. Projected onto the world in stereo
photographs and Manet's drawings is a kind
of reality that suggests the flux. fragmentation,
and randomness of city life. a reality that was
not visible 1o the human eye, but could be made
“yisual” through new formal devices. Manct found
meaning in what had previously been overlooked
15 meaningless.

Let us return to Degas. Much of the same
things may be smd about him that we have said
about Manet, Degas acquired photographs,
including carte-de-visite portraits that he pasted
into his sketchbooks and caricatured, and. as carly
as the mid-1860s, he represented and enhanced
qualities of flux and flattening that could be found
in certain kinds of photographs.™ Much later in his
career, Degas made his own photographs, some
of which served as direct models for paintings.
Considering once again his Place de fa Concornde,
one can easily recognize its relationship to the urban
stereo photographic view in terms of its Cropping.
point of view, collapsing of space, and slightly
blurred forms, There may be no singhe photograph
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that corresponds o Place de la Concorde. In
addition, what Degas saw in photographs he may
also have seen in paintings and prints, such as
the spatial telescoping and flattening of Japanese
prints. But this does not mean thia photography had
no influence on the painting. Degas, like Manet,
inherited the pre-photographic tradition of camera
vision from the tradition of Western painting,
and that tradition rendered him responsive 1o
photographs of his own time in broad and indirect,
yet significant, ways.

After this period of late nineteenth-century
realism, with the continued changes in photographic
technology and vision and with the rise of modernism,
the influence of camera vision on painting changed
radically but nevertheless continued. The cubists,
futurists, constructivists, dadaists, and surrcalists
all responded 1o photography in complex and
interesting ways. But that story is beyond the scope
of the present e3say.
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The Postcards of O.S. Leeland:
South Dakota Photographer

Cynthia Elyce Rubin

ong  before  instant  electronic  mail
anteed inexpensive global discourse,
the postcard reigned as America’s most democratic
and inexpensive form of mass communication.'
The real photo postcard—a true, onc-of-a-kind
photograph printed on postcard stock from a
negative—was photography’s contribution to the
genre, Photo postcards were often a product of
the independent. small-town photographer whose
works have long gone unrecognized. Morwegian
immigrant Ole Sighjernsen Leeland is one such
photographer. His work deserves our attention for
the way it articulates, through a populist vision,
some of the most significant historical trends in the
West at the turn of the twentieth century.

“The fromtier,” declared historian Frederick
Jackson Tumer in his seminal work about the Impact
of frontier life on a transplanted civilization, “is the
line of most rapid and effective Americanization, "
Leeland can be said to have demonstrated Turners
theory as he transformed himself from a Morwegian
into & Norwegian American on the South Dakota
frontier. doing so with the unbridled optimism of a
newly arrived immigrant. At the same time that he
underwent such metamorphosis, Leeland recorded
that process in others with both humor and pathos,

His posicards were disseminated throughout
America. camrying themes of national identity and
gender. In this respect they are more than simple
documents; they suggest issues of broad social
significance as well as attitudes regarding “many
less concrete aspects of our past.™ Of particular
interest are the few but sensitive imapes in which
Leeland considered the subject of women's place on
the frontier, capturing the adventure and hardship
of women's vital. albeit underacknowledged, role in
the homestead experience.

According to Norwegian parish records,
Lecland was born on April 26, 1870, on the
Norwegian farm of Liland in Sirdal, Vest-Apder,
a linke-populated mountainous region of southern
Norway. Emigrating to America in 1887, he lived at
first with his married sister in Frankfort, Michigan_*
In 1891, having moved to Hillshoro, North Dakota,

1o live with his brother, Oscar, he filed a Declaration
of Intent to become an American citizen.

Named 1o honor James Jerome Hill, founder
of the Great Northern Railroad, Hillsboro at that
time was a thriving, Wild-Western town originally
setthed by Norwegian pioneers.® Saloons and hotels
did a brisk business in this environment, o when
brother Oscar opened the Leeland Hotel, Ole went
o help run the establishment. Nothing is known of
the hotel’s history except that it was short-lived.
Records at the Hillshoro Registry of Deeds indicate
that a few years after its opening, Oscar sold the
building and land for a mere fifty dollars profit
Shonly afterwards, according to census records,
Leeland wmed up living with his sister and brother-
in-law, Nels Sandstcl, in rural Blaine Township,
Jerauld County, Sowth Dakota,®

Historian Odd 8. Lovell writes that although
North Dakota was the most Norwegian of all
states, “by 1900, there were fifly-one thousand
Norwegians in South Dakota, 12.8 percent of the
state’s population.”” Most of these immigrants
were tied to farming and a rural lifestyle. As did his
fellow South Dukotans, Leeland. o, had a rural
background, so how and where he leamed the up-
and-coming art of photography is a mystery. Mosg
probably he was self-taught.

Although there is no direct evidence, he may
have been introduced to the modemn invention
while living in Hillsboro. In 1882, established
Norwegian photographer Jakob L. Skrivseth
opened a portrait stedio a few blocks from the
Lecland Hotel.* Skrivseth—himself such a popular,
high-profile personality that he became Hillshoro's
mayor as well as the region’s most noted portrait
photographer —spoke Norwegian, as did Leeland,
30 there is o possibility that the two men knew each
other or even worked together.

What is clear is that by 1902, Lecland had
turned to photography to make a living. An carly
reference 10 Leeland as a photographer appeared
in the Mitchell Gazerte in 1903 “Photographer
Leeland, of Mt. Vernon, took a picture of the Ellion
Church last Thursday.” According o the South
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Dakota census, by 1905 Leeland
had moved from Mt Vernon
o Mitchell, the largest town in
the wvicinity where with some
fanfares he opened a portrait
studio, the Lecland Arn and
Manufacturing Company.

Bince portrait wirk
was sporadic at  best, early
pwenticth-century  mural  studio
photographers needed more than
one job to make ends meel—as
do many of today s rural citizens.

in Abel’s Photographic Weekly, ~_&cfvin 40 orioy i, Coud (Do ll il sl winadlih

As one photographer explained e A (R e e

F A

_ Lt e
“If 1 sat down in my gallery and e 1 0, 5 Locland, Warertown, South Dabiota, sireet scene, c. 197, photo
waited for trade, | should grow  pesicard, £ 38 x 3 716 inches. Published by Cort Teich & Co., Chicago, I, Courtesy
slim.™ Consequently. Leeland of the asthor. Curi (o Teich founded Curt Telch & Co. im 1898 aller emigrating

twrned 1o the postcard business

froan |alsemstein, Germany where s had worked in the printing busines,

1o supplement his income,

The phenomenon of the posteard was charging
onto the Amencan scene at that time. Postcards, as
we recognize them, first appeared in Europe in the
1890s. Portraits, stately homes, serene landscapes,
beautiful women—there was no end o postcards’
colorful and diverse subjects. By 1893, Amencan
government-printed  postal cards  were  widely
available, and the first, privately published colored
view postcards appeared as a special souvenir of
the World's Columbian Exposition in Chicago.
During the next eight years, Congress passed laws
allowing privately printed postcards of standardized
size and weight with the same message privileges
and postage rates as government-issued cards.

When the posicard first appeared, postal
regulations permitted nothing but an address and
stamp on the postcard’s back. Any message had
i be written around the margins of the illustration
on the front side of the postcard. The easing of
this restriction in 1907 allowed senders o write
messages on the divided backs of postcards and led
o substantial growth in the postcard’s populanty.
Just as important for the increase of postcard
use were developments in the postal system that
assured timely and reliable delivery even as the
postal system spread West, following the footsteps
of eager homesteaders. Mail delivery progressed
from foot, horsehack, stagecoach, and bicycle to
the railroad’s “horseless cariage”™ as the volume of
il and the numbers of communitics grew. Prior o
the inception of the Rural Free Delivery system in
1898, home mail delivery had only been available
in towns of ten thousand or more inhabitants.
For rural residents, who often had 1o travel great
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distances 1o reach a post office, receipt of mail was
irrcgular at best. By 190, however, cstablished
mail routes provided reliable home delivery o most
rural addresses on a daily basis, often more than
once a day. This enabled a person to send a postcard
in the moming 1o announce an evening arrival, thus
promating an atmosphere of close social interaction
among rural neighbors and friends.

The fever for sending postcards was quickly
followed by a new epidemic—collecting them.
During 1899 crowds jammed intcrmational
exhibitions of picture postcards in  Venice
and several other European cities. Soon after,
enthusiasts gathered in Nice, Ostend, Berlin, and
Paris, where one million posicards were menbed
from the exhibition hall. There was also a popular
Cartophilic Congress in Prague.'" The continental
collecting mania, in full acceleration, soon spread
to England and then to America. By the early 19005
viewing postcards combined the educational and
travel experience that the popular stereograph had
earlier demonstrated, and mixde the postcard into
a common household fixture. Americans were
collecting posteards for parlor entertainment
elaborate Victorian albums and scrapbooks, which
were as uhiquitous as the family Bible.

To be sure, ithe majority of the millions of
postcards in circulation during the heyday of “The
Postcard Craze,” from about 1905 1o 1918, were
mass-produced view cands published by Amencan
companies but printed mostly in Germany, which
until World War | was the leader in black-and-white
as well as four-color lithography. Large national
publishers, with the aid of a network of sales
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agents, distnbuted the majority of postcards that
filled racks in wunst destinations throughout the
country (Figure 11.'* But there was also a sizable
trade in real photo posteands.

Commercial real photo posicards were the
domain of professional photographers who were
actively encournged to produce them by manuals
and trade literature, boosting postcards as an up-
to-dlate novelty item thst would increase revenpe, '
According to John A, Tennant, editor of Photo-
Miniatire, the postcard “offers possibilitics of profit
cvien to the individual worker with limited facilities.
for there is always a market for cards of special or
local interest.  ™'* Since the posicard, “one of the
most useful creations of all times,”" increased
the burgeoning market for photographic services,
especially within rural markets, their production
and distnibution complemented the activity of
indoor portraiture and became a logical extension
of the small-town photographer’s business,

As entrepreneurial Leeland ook advantape
of thiz offshoot market, he produced hundreds of
postcards that recorded ordinary people. places, and
events. His images constitute a remarkable chronicle
of homesteading life, and further, they raise issues
of wentity, gender, and popular culiure,

It is clear that in making such postcards
Leelond was responding to the economic and social
influences around him. He had initially moved 1o a
booming Mi. Vermon sometime around 1980, but by
1902, the boom had med 10 bust when “drought,
grass-hoppers and poor farm  prices” caused
growth to cease.'™ About this time, Leeland lefi
for the more prosperous nearby town of Michell,
which was thriving as a result of successful
railroad development. The most ouwtward symbol
of Mitchell’s prosperity was its
annual fall agriculioral festival
that had begun as the Com Belt
Exposition in 1892. Originally
developed as a  wvehicle 1o
encourage immigration to the
state by promoting s land's
bounty, the event’s name was
changed in 1905 to the Com
Palace Festival. Highlights,
including live entenainment
and heaping displays of South
Dakota’s farm produce, attracted
throngs of admirers. The exterior
of the Corn Palace building was
decormed with various colored
grains and mnative grasses—
depicting geometric designs in
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the early years, and later, pictorial muorals —making
it an oustanding agricultural showease. Lecland
miust have hoped to exploit the city’s success and
s visitors” desires for photographic poods, and
he formed a corporation, a venture with local
businessmien that the Mirchell Capital of March 18,
1904, announced in bold headlines: “Leeland Art
Company Takes Possession of Photograph Gallery
as its Future Place of Business in Mitchell.”

While owner of this establishment, Leeland
recorded the region’s ransformation from territory
1o state. In more than 400 known postcard views,
he depicted and commented on the imimate realities
of twwn and frontier homestead existence, In his
images, we view bustling main streets, annual Com
Palace displays, jam-packed shop interiors, solid
architectural Tacades, evems and disasters, Native
Americans, grazing buffalo, and cowboys working
the range —ordinary people doing ordinary things.

Leeland’s prolific output can be divided inio
the two main categories of the documentary and
the narrative. Examples of the documentary form
include such images as “LLS, Gov. Imegation [zic)
Dam—Belle Fourche, 5.0." (Figure 2), “Farmers
& Merchanis State Bank™ in Draper, and “Catholic
Church™ in Ethan. In addition, Lecland published a
view of the Com Palace (Figure 3) annually from
1907 w the lme 19205, giving us a subsiantial
record of the creativity applied each vear 1o ithe
problem of rendening inferesting compositions. in
colored com varielies, oats, rye, barley, and grasses.
Lecland's narrative images are compositions in
which subjects conspired with the photographer
o act out humorous situations or make insightiul
comments on  everyday life. Often Leeland

enhanced these images with ambiguous captions,

Figure 1 (L 5. Lotland, ['5. ffov. Irregotion Dam - Belle Fowrche, 5.0., 1907, phots
pesbcard £ 172 x 3 112 inches. Courtesy of the sutlor,
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These pithy captions, somelimes
whimsical, but always insightiul,
differentiate Leeland's postcards
from those of his peers.

Somie of the more interesting
of the narrative postcards deal
with women and their roles
on ke frontier, specifically
with regard 1o concepts of
home, romance, and [labor,
Leeland clearly perceived the
changing and even contrudictory
expectations for women  that
were brought about by life on
the prairie, and he responded to
them with some ambivalence. He

expecied women 1o be domestic,  Figure 3 O.S. Locland. Mischell Corn Palace, 1909, phets posteard, $ V16 x 312

prim, warm, and motherly and

inchies. Coartesy of the authar,

al the same nime, he lawded

women who did hard work. He even went so far as
to suggest that labor equality was justification for
women's suffrage. an unusual position for a man
at that time. But he also expressed anxicty about
women's growing cquality and the perceived threal
that posed 1o mabe dignity.

One of Leeland's images of women depicts two
well-dressed homesteaders sitting on the ground near
their tarpaper home with sod banked against the walls
for insulation and protection against the buffeting
winds The requisite outhouse in the background s
also surmounded by piled sod (Figure 4).

The sod house, affectionately called a “soddy™
or “soddie.” was the product of the plains and
the pattern of their sctilement. The Homestead
Act of 1862 promised every man and woman 160
acres of public land for no more than the price of

Figure 4 0, 5. Loctand, Two Wise Virging, 5o date, pholo posicard, S12xiin
inches. Cowrtesy of ihe anthor.

a filing fee ($18.00 in pans of Dakota Territory)
and the expense and effort of building a home no
smaller than 10 by 12 feet. One was also reguired
o demonstrte “actual cultivation” by breaking
a few acres of ground and residing on the land,
referred to as the claim, for five years, the “proving
up” period. In response to the lure of cheap land,
homesteaders of two principal types flooded the
South Dakota Plains: those who were commitied
to making a life in South Dakota and those
who were speculating, breaking a few acres of
ground to demonstrate “actual cultivation” before
securing a profit and departing. With little woos
for construction, homestead housing consisted of
either tarpaper or sod. Tarpaper construction, casy
and inexpensive, was also somewhat Mlimsy. A
settler purchased a cheap grade of lumber, a few
rolls of tar paper, and some
nails, houled these materials 1o
the claim, and erected a fronticr
home in & few days. The crudest
shanty would satisfy government
standirds.”'7 The sod house was
cheap 1n construct as well, b
it was more solid, built from
the very carth, with iz inlenor
temperature  well-regulated by
thick walls. Although seemingly
more primitive than larpaper
construction, it was often cooler
in sumrmer and warmer in winter
than tarpaper-covered homes.
Leeland’s posicard, for all
the apparent conirast of the
women's fashionable c¢lothing
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with the crude house, actually speaks of an effor at
stability and of the concept of home, a concept that
played an important, often subliminal, role in many
of Leeland’s female-related postcard images, Mot
only doecs the pamially sodded house represent the
permanence of home, but also the women represent
the warmth, culiure, and wendemess associated with
it. In addition, as the presence of the women helps 1o
make the house a home, the house gives the women
thear “place”™ m what was often a thresiening or
challenging environment. Leeland 1= asserting in
this image that the traditional concept of home is
alive in this regged, largely impermanent landscape
with itz speculative and often transient culture.

The caplion on the posicard, “Two Wise
Virgins,” can be read as further emphasizing
traditional values in that it suggests the simplicity
and virue of domestic Western womanhood. The
caption also suggests a subtle relationship between
the women and the land because, in the eyves of the
seltlers, the land was also virginal, 1t mattered linle
that America’s MNative inhabitanis had lived there
for thousands of years. The government ook South
Dakoia Indian lands from their onginal occupants,
transferring communal property by lottery to setthers
who showed the individual enterprise o secure
it. To the homesteaders’ eyes. the state was rich
virgin iemritory, an attiude reaffirmed by accounts
of promotional booklets, such as Corm s King in
Sowuth Dhaketa (19107 distributed by the Kimball

Figure 5 00, 5, Lecland, No. [ A kome-
stead clafmant, @ western boy, made a
call om ks aeighbor, wha kis heart did

ammay, 'MW, phota posteard, 3 1T 5 5
16 imches. Cowrtesy of the aaihor.

ol the anthar.

Figare & (0, 5 Lewland, No. 2 She goi
w0 busy &l chappiag wood, We ool the
ar aad did “make pood.” 199, pholo

postcard, 3 172 x § 172 inches. Coarlesy
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Land Company. In commenting on the production
of recent wealth, the awthor described South
Dakota’s bounty* “Four big tons of farm products,
exclusive of hay, marketed for every human being,
big, little, old, young, white, black, chinese [sic], or
Indinn, residing in the good Sunshine State, This is
not boom talk, but the cold hard figures, ™%
Another function of Leeland's caption is 1o
introduce a measure of ambiguity ino the image.
Mhe wse of “virgin” seems unusual to us in e
twenty-first century, but the lerm probably refers
to an unmarmed state rather than a sexual status,
Church-going Leeland undoubledly was aware of
the parable of the wise and foolish virgins (Mt
25:1-13) and may have been referring to that
here o suggest that these women were prepared
for life on the prairic (as the wise virgins were
prepared with their oil) and that they were therefore
potentially desirable mates, Bui in the end we
cannot be sure what Leeland had in mind. There is
further ambiguity in the visual details of the image.
What are the women doing? Their scemingly
nafural movements suggest that they may have
been talking. Perhaps they have been reading, since
papers and a ook are sirewn aboat a1 their feet, A
man, hardly recognizable, is mysteriously lurking
behind the house with his arm upheld. He may be
holding an object. There s a mystenous guality
about the narrative, the entire meaning of which s
never fully revealed. This playful ambiguity is one

L
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Figure T (1. 5. Leclund, Na. ¥ If you
will chop [ owill stard the fea, and maks
i oy s Beoth pow aad e 1909, photo
postcard, 3 172 x 5 12 imches. Courtesy
ol ihe amihor,
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Figure # 0, 5. Lecland, No. § Lol me Figure 10 1), 5, Locland, N, 6 iThe
waitederd delighfall, rhis maaly lord, It show you the trick, and he ivak her

Happy End) A bright idea struck this

wirn'f fke you Lomg fo splil @ cord, 1909, hand, For ike one | love, I cowld splir hamdsowe Mics, Tear down the femce,

phote postcard, 3 L2 x5 12 inches.

Courtesy of ithe author.
anthor.

my fand. 1909, phots postcard,
3 7/16 x & 716 inches. Courtesy of ihe  posteard, 3 2 x 5 12 imches. Courtesy

and ke tald, (M Bliss, 1909, phobo

ol Robert Kolbe.

of the more engaging aspects of Leeland's work.

Leeland's tour-de-force is a dramatic six-
posicard parrative senes, a tale of frontier love
rooted in the American dream (Figures 5-10).
Leeland narrates the story with his own doggerel.

“Ma. | A homestead claimant, a western boy,
made a call on his neighbor, who his heart did
annoy.” In the doorway 1o her tarpaper-covered
home, a well-dressed woman is shaking hands with
a well-dressed man wearing a hat and displaying
a pair of fringed gloves hanging from his jucket
pocket.

“No. 2 She got 3o busy ot chopping wood. He
wok the ax and did ‘make good.™ Being single,
she often had to perform “men’s work.,” We see¢
her chopping wood while the male visitor has
taken off his hat and offers help with a chivalrous
outstretched hand.

“No, 3 If you will chop 1 will start the tea, and
make it to suit both you and me.” Holding firewood,
she watches as he chops logs with the ax. His hat
is back on his head although he has removed his
jacket and put on the leather gloves. Since the way
to a man's hean is through his stomach, she offers
nourishment, promising it will be ample for both
heeart and stomach.

“Mo, 4 She watched delightfull, this manly
lord. It won't take you long to split a cord.™ The
traditional roles of male and female anc apparent as
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the suitor energetically applies his strength 1o the
growing pile of cut logs. She meanwhile uses subtle
body language—hand on hp—to Mirtatiously
express her own romantic interest in his advances.

“No. 5 Let me show you the trick, and he took
her hand. For the one I love, 1 could split my land.”
The couple holds hands in the background as the
<tilled ax sits forlomly in the foreground. He has
made his intentions clear —equal share of land and
life. All is quiet before the flood of cmotion.

“No. 6 (The Happy End) A bright idea struck
this handsome Miss. Tear down the fence, and he
said, Oh Bliss.” A light-bulb moment of joy erupts
as the couple warmly embraces. The female object
of pursuil acquicsces 1o the hero's charms while he
succinctly expresses pleasure. For the first time, we
note the house's interior, which is nicely decorated
with fashionable wallpaper and displays a crocheted
spread in the lower right comer —indicative of a
relative prosperity.

Lecland makes another, very different
statemient aboul women in the postcard captioned
““The American Woman, At home in any field of
labor. But—she can’t voe™ (Figure 11). Here, he
takes on women's involvement in “men’s work” and
women's suffrage, subjects that few, except suffrage
organizers and the Women s Christian Temperance
Union, found of interest in 1910, In Leeland’s
world view, women played an integral role in South
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Dakota’s agricultural economy by
engaging in what was conceived
of as heavy field work, normally .
the male’s sphere. To be sure,
women were shll expected 1o be
emotional providers and prime
miovers in home affairs, as noted
carlier. But when hired help was
unavailable, a single woman was
often left as the only adult on the
form, and a marmed woman was
often obliged to take the place of
i hired hand.

In this image. a woman
works o level, treeless field
by operating a device called a
drag or harrow, an apparatus

Socarty fod Photographic Education

Figare 11 () 5. Lecland, “The American Woman, ™ At bowr in any field of leber, Rt —
she can'f vate. 1910, photo pestcard, 5 7716 x 3 8 imchees. Courtesy of the author,

conlaining  six-inch  bars  of
tecth, whose function was 1o slide into the ground
o prepare a bed for seeding. The arrangement
depicted here is unusual in that there is no cart
behind the horses; it is doubly unusual in that a
woman 15 rding a horse. This appears o be a casual
or impromptu photograph, but we can be sure that
Leeland either orchestrated the scene or somchow
adjusted it 1o suil his purpose. A foal follows the
mare. suggesting maternal aspects of life, whether
human or animal. In addition, the woman wears a
protective head covening, a practical fashion that
suggests traditional female values. The concept of
traditional womanhood is heightened by the play
on words, “any ficld of labor” suggesting both
childbirth as well as the endeavor of breaking sod,
a field task traditionally requiring male physical
strength and stamina.

Women's life in South Dakota moved in two

posteard, £ V8 x 1 T8 inches. Courtesy of the author.

Figure 12 1), 8. Lecland, The Modern Woman on the Claim, ne date, photo

directions. Certainly there was more independence
but there was also less comfiort and security than the
life left behind provided. Similarly, the image itself
moves in Iwo directions. On one hand, Lecland
presents this woman in terms of the male role of
ficld worker, and on the other, he associates her
with maternity. That he does the former, however,
is significant because he is undermining the widely
held prejedice that women could not responsibly
wirk such an apparatus in the felds. Leelund
asserts here that women are crucial 10 economic
frontier life. And he suggests that in light of this
critical role they deserve o vole,

Given Lecland's acknowledgment of women's
centrality to economic life on the prairie and his
advocacy of women's suffrage, he still was not
completely comfortable with gender equality. In
“The Modern Woman on the Claim.” he pictures
a woman riding away on her
horse to attend 10 an cmand as
she pesturcs commandingly 1o
her hushand who is left at home
scrubbing clothes in a tin wash
tub (Figure 12). Here Leeland
takes a humorous jab at what
he perceives o be a threat to
the male’s status quo in the role
reversals of prairie life. In sum,
Lecland wanted women both
ix play the tradional roles of
domesticity and o work like
men when necessary,

Women themselves felt the
pressure to master both these
redes, 1o respond to the societal

morms that required them o
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provide domestic order and warmth, and 10 prove
their capacity for endurance and survival in South
Dakota’s inhospitable, harsh environment. As onc
Dakota woman summed it up: *While a woman had
more independence here than in any other part of
the world, she was expected to contribute as much
a5 a man—not in the same way, it is troe, but o the
same degree.”™ Although the heyday of Leeland's
real photo postcards was from 1908 1w 1910, he
continued to publish posicards on a limited hasis
into the late 19205, Decline in production probably
reflected the vogue for color postcards more than
anything else. As demand for black-and-white
examples waned, so did Leeland’s standard of
living until, by the end of his life in 1939, he had
experienced total disintegration of both health and
finances. No longer able 10 fend for himself, the
courl appointed an executor to oversee Leeland’s
affairs, and upon his death, he was buried in
potter's field. Today, this immigrant photographer
no doubd would be amused to discover his mundane
posicards are worthy to be studied as the stff of
history. Combining word and image o imlerprel
a complex time and place in American history,
these commonplace photographic expressions have
become cultural document= reflecting Leeland’s
own persona and power of observation. As such,
they are a conduit, leading us 10 an appreciation
of photography’s contribution to the structure and
values of the American West in a refreshing way.
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Andreas Gursky: Photographer of the Generic City

Steven Jacobs

Whatever Happened to Street Photography?

In seminal theoretical studies from the early
twenticth century (by Georg Simmel, Max
Weber, Walter Benjamin, Louis Wirth, and Lewis
Mumford in particular), the metropolis has been
presented as a spatial, social, and culivral realm
where modemn phenomena such as rationalization,
density, flux, hyperstimulation, phantasmagoria,
and alienation are clearly visible. This notion of the
city has been an important subject in photography
right from its start around 1840, Since then, the
maodern medium of photography has been able o
present the metropolis as the locus of modernity.
This, of course, has been schieved by means of
many different motifs, themes, and photographic
styles, ranging from nineteenth-century panoramic
views o avant-garde pholo-montages. The idea
of the city as a kaleidoscopic spectacle and as a
stage for spontancous human interactions found its
ultimate photographic expression, in the 19505 and
carly 196{s, in the tradition of street photography,
which was above all tailored 10 New York City. In
the wake of Henri Cartier-Bresson in the 1930s and
194015, photographers such as Robent Frank, William
Klein, and Garry Winogrand took o the sireets
snap-shooling incidents with a 35mm camera.! The
photographer became a fawewr, presenting cach
picture as the product of a unigue encounter.?

This photographic approach 1o the urban
experience, however, disappeared almost completely
in the late 1960s. When, in more recent times, the
motifl of urban street life cropped up again, as
in the work of Jeff Wall, Philip-Lorca DiCorcia,
Beat Streuli, Mikki 5. Lee, or Valérie Jouve,
photographers  questioned the basic assumptions
of street photography as it had been previously
practiced. By means of digital manipulation,
cinematic technigues, and various kinds of staging,
these artists have been undermining the acsthetics
of street photography from within. For them, street
photography can only be a simulacrum in which the
spontaneity of the street is staged and in which the
city itself is tumed into an image.

Urban Images and Simulations
The recent changes in urban photography are

largely a response to fundamental changes in the
nature of the city itsell. During the last decades,
the differences between cemter and periphery
and between city and countryside have become
increasingly indistinct. In an age of urban sprawl,
the city is no longer a place, but rather a condition_*
This process of disurbanization is, of course, no
entirely a new phenomenon. Urbanites have been
living cawtside the city since the rise of suburhia
in the eighteenth century. But in contrust with the
traditional stricily residential suburbs, contemporary
post-suburbia is much more fragmented and hybrid,
Since the restructuring of industry afier World War
II, many people not only live outside the city but
also work there, And since the 19705 and 19805, the
services of the post-industrial economy have taken
part in the disurbanization as well. Things we used
to do in the city — such as shopping. going to a bank,
walching a movie, visiting a doctor or dentist, or
consulting a lawyer—many of us now do outside
historically urban centers,

Within the horizontal and dispersed zones of
varying density, however, iraditional urban centers
do still exist. But they have changed radically as
well, The flight of people and activities from the
center crcated ghettoes and urban voids, exposing the
segregation, fragmentation, and monoculiuralization
of the contemporary city. These phenomena were
addressed by strmtegies of urban renewal, which
did not neutralize urban fragmentation but rather
intensified it. One of the most salient charscteristics
of these renewal strategies is that they emphasize
the image quality of the city. In other wornds, it
has become the goal, through architecture and the
design of urban spaces, to create desired socio-
economic and cultural images in urban centers,
images that are not necessarily grounded in reality
or have not necessarily grown organically from
the community on which they are projected. One
example of these image-creating sirmegies is the
gentrification of inner-city neighborhoods by upper
and middle classes, in many cases accompanied by
the pre-industrial architectural language of the so-
called Mew Urbanism. In addition, there has been
privatization of public space by means of Business
Improvement Districts, gated communities, and
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shopping malls. Strangely enough, the shopping
mall, originally imitating urban space with its layout
of strects and little squares, itsell became a model
for cities in that many downtowns are remodeled
as if they were shopping malls. Urban theorists
call this the mallification of the contemporary
city. A third image-making strategy involves the
construction of new urban centers, such as City
Walk in Los Angeles, in the form of theme parks and
the iransformation of existing urban centers, such as
Times Square in New York, into quasi-theme parks.
Urhan theorists speak about the Disneyfication of
the contemporary city. And finally, one sees the
transformation of European historical centers into
open-air museums. Such transformations stress the
historical identity of a city which, on the one hand,
is proof of the fact that the European city is not
degencrating into a generic space and is maintaining
its unigue guality. On the other hand, stressing
historical identity indicates that the city is losing
its original economic functions and is restructuring
itself according 1o the logic of mass tourism. It is
striking that all these strategies— gentrification,
mallification, Disneyfication, muscalization us¢
images of the urban rather than urban structurcs
themselves. Furthermore, these urban simulations
are sanitizing citics, guiting them of their dangers,
tensions, conflicts, subversions, perversions, and
contrasts. In sum, these strategies are distincily
anti-urhan.

New Landscapes

In the visual arts this rise of the city as
image coincided with critical guestioning of the
Greenbergian modernist idea of ant as a completely
self-reflexive activity. Artists such as Edward
Ruscha, Dan Graham, John Baldessari, and
Robert Smithson rejected Greenbergian doctring
and started looking at the urban environment
again, Nevertheless, in their rejection of self-
reflexive formalism these artists did not embrace a
nostalgic reversion to figuration and evocation of
the traditional modemn city with its kaleidoscopic
spectacle and its colorful excitement. Nor did they
photograph the proffered images of a gentrified and
mallified city. Instead, they showed us the generic
and monotonous landscape of the periphery. It is as
if they discovered a kind of washed-out minimalist
acsthetics in an everyday world of parking bots, tract
houses, gasoline stations, and abandoned industrial
sites. They succeeded in making fascinating ar
by taking amateurish deadpan pictures of boring
architecture in boring posturban environments. The

best examples of this strategy are Ruscha’s booklets,
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such as Twenry-Six Gasoline Stations (1961), Some
Los Angeles Apartments (1965). Every Building on
the Sunzer Steip (1966), Thirtgfour Parking Lots in
Los Angeles (1967), and Real Estare Oppuriunities
{1970}, Also impeortant are Baldessari’s half-painted
and half-photographic National City pictures
{ 1966-69); Groham's article Homes for America
{1966), showing pictures of tract houses; and Robert
Smithson’s influential illustrated essay, A Tour of
the Monuments of Pessaic. New Jersey (1967).°
In addition, the so-called New Topographers, such
as Robert Adams, Stephen Shore, and Lewis Baltz,
picked up large-format cameras again and began 1o
look at the new posturban developments noted by
artists Ruscha, Smithson, and Graham.®

In general, the history of urban photography
has coincided with the history of urbanism, which
abandoned the model of the centralized metropolis
of New York in faver of the horizontal urban
paradigm of Los Angeles, Las Vegas, Atlanta,
and Houston or the anonymous vastness of the
generic city. Strangely enough, the attention paid
1o the new cityscape was developed by artists and
photographers prior to the fascination for it by
the community of architects and urbanists. With
the exception of Robert Venturi, in the late 1960s
and early 19705 periphery and urban sprawl were
nol sexy topics at all in contrast with the central
position these themes claim in architectural and
urban theory today.” Perhaps these artists and
photographers taught architects and urbanists how
10 look at this new urban environment. To a cenain
extent, their pictures operated as instruments in a
necessary cognitive mapping of the comemporary
urban landscape.

Guriky's Beauty Parlor

The shift from street photography o the New
Topography not only took place in the United States
but in Germany as well. Important there is the work
of Bernd and Hilla Becher who participated in the
New Topographics exhibition in 1975 and who, al
the Disseldorf Academy, were the teachers of a
whole new generation of photographers, including
Thomas Struth, Thomas Ruff, Axel Hiitte, Candida
Héfer, and Andreas Gursky.®

Of all these photographers, Gursky is the
most relevant 1o the discussion of the new city. His
photographs of the 1980s and 1990s represent Baoth
peripheral post-urban space and the simalated wrhanity
of contemporary downtowns, Al the same time,
Gursky has used digital manipulation since the carly
19905 to illustrate that photographic representation of
urban reality has become problematic.
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Gursky grasps the complex reality of the
contemporary city by means of abstracted imsages. This
abstract quality in his work is the result not only of an
artistic stylization but also of the altempl to present o
reality that is in itself staged. We do not need a Jean
Baudrillard to make clear that reality itself has taken
on the qualities of a picture. The sestheticization of
the photograph iz only a tiny part of the huge beauty
parlor of late capitalism. Sociologist Gerhard Schulze
has defined present-day society as Erfefnisgesellschaft
ilife-style socicty), one in which sestheticization has
hecome o imponant that the illusion is created that
exchange value has elbowed out use value almost
complesely.” Gursky illustrates this by taking stylized
pictures of a stylized world. This is especially the
case in the hig prints of showcases—with shoes, of
carefully folded clothes, or nothing o all. Gursky
himself describes these pictures as a Phantasiegebilde.,
becanse afier being disappointed with the pictures of
the “real staging™ of shoes, he decided o photograph
the: shoes in a specially constructed atificial space and
to arrange them in rows by means of digital technicues
“in onder 10 accentuate the symbolic dimension of this
phenomenon — the fetishism of commadities.™" Hence,
Gursky rebuilt shop displays —which are a form of
staging in themselves — o Jook better as pictures.

Gursky transforms these display windows into
shrines or theaters in which the shining neon light
literally embodies the aura of commosdities. By
doing so, Gursky illustrates that we have come o a
point where photography no longer has the ambition
or the ability to destroy the aura of unigue objects
by reproducing them, as Walter Benjamin once
claimed."" On the contrary, photographs have come
to embody the aura themselves by aestheticizing and
maximizing the value of an original which can be
nonexistent, constructed solely 1o be photographed
or created by digital means. With this homage to the
phantasmagoria of the shopwindow. Gursky closes a
circle of aestheticization that involves commoxdities
and the museum. Whercas the avant-garde —from
the dudaist ready-made to the minimalist Specific
hjects—brought trivial commodities into the
museum and raised them o the status of anworks,
“stylish” shops have appropriated the minimalist
emptiness of the modern museum. Gursky closes
the circle by bringing the acsthetics of commercial
displays into the exhibition rooms again.

In addition, the abstract quality of Gursky's
photographs not only illustrates that reality is
staged, but also stresses the problematic autonomy
of the picture in regard 1o reality. Undeniably,
this autonomy refers o the tradition of modernist
formalism. Gursky himsell compares the image
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of the empty shop displays with the minimalist
sculptures of Dan Flavin, and he refers 1o Barnett
Newman's canvasses while talking about digitally
flattened pictures such as Rhein'? However,
Gursky does not join a Greenbergian formalism, in
which the artist emphasizes the essential principles
of his medium. Gursky, in a way, tums modernist
formalism and its concern for the purity of the
medium into a paradox: The autonomy (vis & vis
reality) of the medium of photography is achieved
by referring to the qualities of another medium,
in this cose modernist painting; his photographic
registrations acquire the qualities of painting." In
s0 doing, abstraction plays a similar role to that
of digitization. Just as a digitized image blurs the
distinction between a representation of a staged
reality and a representation of a reality that does
pot exist outside the image, abstraction (in a less
obvious way) suggests that one cannol make a clear
distinction between the representation of a staged
reality and an image that is independent of reality.

Empty Factories and Populated Stock Markets

In addition 10 presenting commodilies,
Gursky takes pictures of places where products are
made. Especially during the early 1990s, Gursky
photographed interiors of big industrial plants,
showing the same geometrical simplicity, frontality,
serial structures, frozen sibence. and alienating
color as in the images of the shop displays. He
has replaced the machines one sees in the 1920s
photographs of the Newe Sachlichkeir, or New
Vision, with the high technology of the post-
industrial economy. The organic bond between mian
and machine, which was celehrated by the historical
avant-garde, has vanished completely. In Gursky’s
pictures one cannot find laborers. In contrast to
the chimneys, siecl bridges, and gears of the New
Vision—symbols  of technological and social
progress— Gursky's factories present themselves as
mere abstract signs, Walter Benjamin had denounced
the photography of the Newe Sachlichkeir because its
pictures of Krupp or AEG factories did not give us
information about these institutions. Benjamin states
in his Kleine Geschichie der Photografie that the
reification of human relations renders these relations
indizcernible.'® The pictures of the New Vision do
not show or explain the human relationships that are
hasic 1o the functioning of the factories they depict.
Gursky's Griindig, Mercedes, Opel, Schiesser, and
other factory spaces belong to a waorld in which labor
relations have become even more invisible, in which
the opposition between capitalists and proletanians
has been blurred, and in which delocalization and
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globalization have made social and economic
structures less iransparent. To the owsider, these
spaces seem 1o belong 1o another planet.

Both the physical and social isolation of the
laborer and the empliness of these factories, which
are reminiscent of the detached approach of Edward
Ruscha and the New Topographers, contrast clearly
with the swarming crowds in Gursky's images
of financial markets and mass events, such as
rave partics. These crowds, however, have little
in common with the swarms of pedestrians that
have been celebrated in the iradition of streel
photography. As he does in his factory images,
Gursky exposes in his crowd scenes the logic of
contemporary économic reality in which services
and the culiure industiry have become paramount.
Made from a panoramic viewpoint, his images
of both stock markets and gigantic discolthéques
show masses performing acts that seem completely
incomprehensible 10 ousiders.  They are
inscrutable, like the shining boxes, conveyor belts,
and impressive amounts of cables and cords in the

Figure | Andreas Gursky, Newjahrsschwimmsr, 1985, wood framed chremagenbe cobor print, 52 % 62 inches. Andreas Gursky

factories. Gursky's pictures make up an inventory
of the strange choreographic rituals of the behavior
of siockbrokers. He shows us siockholders i
black suits randomly grouped around counters in
Tokyo ( 1990); an explosion of colors on computer
screens and vivid uniforms in Singapore (1997);
a kaleidoscopic, Jackson Pollock-like. all-over
structure of a swarming mass in Chicago (1997);
and Kafkagsque geometric rows of computer clerks
with market players’ numbers in Hong Kong (1994).
With hix geometrical compositions of stockholders,
Gursky evokes Siegfried Kracaver’s notion of the
mass omament.'? The way in which Gursky reduces
human beings 1o compositional elements, however,
differs from Mazi rallies. Busby Berkeley musicals,
or the mob scenes of Fritz Lang. In Gursky's world,
our world, the individual does not scem aware of
the grander totality that absorbs him.

Gursky's oeuvre illustrates that the abstraction
of social relstions and the aestheticization of the
world go hand in hand with a monetary system
increasingly based on symbolical values, a condition

through SABAM Belgiom 3803, Courtesy: Moniks Sprifth/ Filemeae Mapgers, Cologne.
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we see in the vimualized global financial Mows
represented by flickening numbers on a computer
screen. Only from this viewpoint can we call
Gursky a kind of peinire de la vie posimaderne, an
artist who understands how recent global economic
transformations determine our envirenment.

Space of Flows

If a publisher were to have the wlea—1 admit,
a rather silly wea—to publish a luxury edition
of authors such as Manuel Castells and Saskia
Sassen, who studied postmodern economic and
political processes. he easily could find the proper
illustrations by rummaging in Gursky's archive.!®
Gursky photographs exactly the nodal points of
Manuel Casrells” “space of flows.” a space which is
o longer connecied o a ceriain place bui consisis
of an endless NMux of goods, persons, services, amd
informution. The pictures both of stockmarkets
and cityscapes perfectly illustrate Saskia Sassen’s
opinion that economic restructuring involves a new
strategic role for cerain cities. The old national
borders have been replaced by an interurban global
network of financial nodes and business centers
connected with zones of prodection in Third
World countries. This concentration of financial
and economic power goes hand in hand with the
dilution of the tradibonal city. Tt 1= telling ihat
Cursky's mass scenes are completely disconnected
from the idea of an urban public space. He
demonsirates that traditional public space has
vanished. Historic centers are being transformed
N0 OPCT AIF MUSCWmS.

Al the same tme, shopping malls, faciones,
shops, clusters of houses, office parks, and cinema
complexes are snuggling along peripheral roads,
Gursky represents this centrifugal aspect of the
conemporary urban landscape as well. Next to
the hyperspace of intermational business {such as
siockmarketz or asirport lobbies), Gursky has a
striking interest in what has traditionally been called
the backside of the city but which is now a symbaol
of the contemporary diluted wrban landscape: a
socer field between buildings scattered about in an
area of urban sprawl in Zunich {1985); people on a
Sunday walching a runway for airplanes (1984); a
stroller or an angler next to a concrete bridge on the
banks of the Rubr { 1989, his Newpohraschwimmer
{1988) pathenng disconsolately on an  empiy
riverside facing Disseldorf (Figure 1) Instead
of displaying dazzling city centers, Gursky
demonstratcs that all kinds of social rituals can
occur in the most ordinary places. While looking
al many of these photographs, the learned viewer
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i% inevitably reminded of pictonal precedents —
Newfahrazchwimmer for instance, with its silver
water surface and urban skyline, can be considered
a contemporary Canaletio. In several other works,
Ciursky refers to the eighteenth-century tradition
of the picturesgue —in itselfl a practice in which
the relation between reality and represemtation is
inverted, On the one hand, a garden was designed
as if it were a painting by Clasde or Poussin or
because it had to look like one. On the other hand,
one was invited to look at natural scepery as if it
were o painting.'”

Furthermore, CGursky's landscapes never show
us virgin nature, On the contrary, a close look reveals
that a snowscape contains a swarm of cross-couniry
skiers (Engadine, 1995) or a view of mountain
scenery is full of backpackers (Klausenpass, 1984,
Cursky demonstrates that nature has become fully
part of an wbanized world, and he is especially
interested in peripheral zones in which nature
amd the built environment merge. Together with
the imterplay between reality and image. this
preference for the imegular border between nature
and culwre conforms perfectly 1o the acsthetics of
the picturesque. Mot coincidentally, the concept of
the picturesque has recently been dusted off by
the Iinhan wrbanist Mirko Zarding (o descnbe amd
analyze the elusive post-urban landscape. '#

Quite ofien in Gursky's photographs, nature has
been domesticated by means of roads, highways,
and all kinds of transporiation infrastructures,
which constitute an imporiant vemn i Gursky’s
wonography. Here, the antist is not really interested
in the screaming effects of billboards and garlands
of commercial architecture. On the contrary,
Gursky stresses the emptiness of his abstracted
compositions in which a solitary character, in a
manner reminding one of Caspar David Friedrich,
reinforces the vasiness of the landscape and the
human nterventions in it: road workers on the
Breitscheider Krewz (1990}, a siroller under a bridge
in the Ruhrichi (1989) or under the Zoobriicke in
Cologne (1983).

The sublime emptiness of Gursky's traffic
infrastructures is not only perfectly consistent with
the aseptic space of his fectory inteniors but also with
his desolate cityscapes. In most of them, such as the
silent, mysterious grid of a huge spanment block
in Montpamasse {1993) and the shining minimalisg
office Mocks of La Défense (1987-1993), there s no
human presence. In other pictures, =mall insignificant
human figures ane confronted by the vast openness of
modem urban planning, such as in the monumental
axiz of Brasilia (1994) (the uliimate parsdigm of
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mesdern city planming), the illuminmed aquanum of
the Shanghai Bank in Hong Kong (1994, and the
large race tracks and serinl skyscrapers fscing the
musses i Sha Tin (1994). Gursky’s cityscapes anc
as emply and mystenious as his photograph of the
eolumbarium of Avamonte (1997), which evokes
both the metaphysical paintings of Giorgio De
Chiro and the photographic stagings of Thomas
Demand. In Hong Kong fsland (1994), a demolition
site leaves a scar in the urban fabric. But here, too, in
the middle of the unbrdied building boom in one of
the most dense cities of the world, the individual s
crushed. The claustrophobic congestion of swirling
masses, usually associated with the Asian metropohs,
15 completely absent,

In Gursky's world, so0 it secems, only
stockmarkets are richly populated, Elsewhere in
the city there is only rarely human congestron;
usually there is only traffic congestion, such as in
his overhead shots of a roundabout in Cara {15992
and in his picture of crammed cars in the harbor of
Cienoa (1991 ).

Figure I Andreas Garsky, Solermo, 1990, wood [ra

el chromogenle

Non-places

Ciursky’s remarkable attention 1o transpon
infrastreciures, such as hjp!lm-a}-:i, bridges, and
airports, illustrates the collapse of public place,
which pow seems only to serve circulation (Figure
2). He selects those public and semi-public spaces
that are less and less experienced as social spaces
and fast becoming termilories occupied only
opccasionally and on a stricily individual basis.
His pictures evoke what the French philosopher
Marc Augé called mon-lieny: places that have no
specific meaning to anybody and that no longer
act as meeting places.' In contrast with the agora,
the forum, or the village or city square, these
pon-places are no longer capable of expressing
collective identities. However, according 1o Augé,
these spaces occur everywhere, and they |ook
everywhere the same. Gursky demonsirates that
the world consists increasingly of these non-places,
which are especially located in the domains of
miobility and consumption: hotels, shopping malls,
stopping-places along highways, and airpors.

- e

eolor primt, 78 X6 x 9 VR inches. Andreas Garsky

through SARAM Belgium 2003, Courtisy: Moalka Sprith! Pllomsene Magers, Cologme.
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Figure 3 Andreas Gursky, Times Sgware, 1997,
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wons] framed chramogenbe color print, 74 V% x 108 316 inches, Andress

Gursky through SARAM Belgium 20402, Courtesy: Mondka Spribihy' Pilonscne Magers, Colagne,

Gursky's impressive series of pictures of
the airport lobbies and runways of Dilsseldorf,
Schiphol,  Paris, and Hong Kong, among
other places, illustrates the thesis of the Dutch
architectural historian Hans Ibelings that “airports
are for the "90s what museums were for the
postmodern "BOs™ ' Mobility and infrastructure
are central issues in these paradigm buildings,
embodying the logic of globalization and becoming
more and more economic cenlers in themselves.
The architect and urbanist Rem Koolhass, one
of the most acute observers of the COMEMOTEry
metropolitan  condition, moted in his infleential
essay The Generic Ciry that cities and airponts have
started looking very much alike. “Becoming bigger
and bigger, equipped with more and more facilities
unconnected to travel, [airpons] arc on the way 1o
replacing the city,” Koolhaas wrote.?! In turn, cities
show characteristics of international airports in that
they all book like cach other. With the disappearance
of traditional concentric urban patterns, cities
are losing their identities and becoming generic,
Gursky's airports, harbors, highways, office
towers, stockmarkets, aseptic factory spaces, and

atriums. illustrate this post-urban space perfectly,
Gursky does not show us historical monuments
conferring an identity on a place, but shows us
interchangeable  structures in  interchangeable
places with interchangeable skies. His locations
are, in Koolhaas’s words, “equally exciting—or
unexciting —everywhere.” They are “superficial —
like & Hollywood studio lot™; they can produce “a
new identity every Monday morning.”

Gursky's atriums are logical components of
this generic city as well. In his study on Atlanta and
the atriums designed by John Portman, Koolhaas
states that buildings with atriums as their private
mini-centers no longer depend on specific locations.
Atriums are catalysts of the decentralization of the
contemporury  city. Because they can be placed
everywhere, they no longer have to be built in
downtowns.™ Furthermore, atriums contribute 1o
the dismantling not only of the city center, but of
public space in general. After all, in the atrium,
public space is privatized and restrained. The atrium
15 a significant part of the ersatz downtown in which
all disturbing urhan elements, such as beggars or
political demonstrations, are banished,
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Gursky presents the atrium as a scrupulously
controlled space. His atriums are as empty and
aseplic as his factory interiors. In his pictures of
the hotels built by John Porman, such as Aflansa
(1996) and Thmes Sguare (1997), the panoptic
qualities of these institutions are emphasized
iFigure 3). The lobbies look like an accumulation
of an endless series of boxes and are flattened into
a geometrical grid, shown in the same indirect
light as are his shop displays. Just as in the typical
photographs in architecture magazines, no attention
i paid 10 the context or the users of the building.
However, Gursky's images differ clearly from
the wsual architectural photography. in which the
bailding is presented as very clean but also ready
for use. Gursky, in a way, keeps the architecture
at a distance. He stresses its superficial quality.
He abstracts it and renders it almost illegible.
The accumulation of identical uniis becomes
overpowering. The frantic sharpness creates a
strange obscurity. The space, controlled by a
panoplic institution, becomes inscrutable for the
individual. Perspectives collapse. By integrating
several viewpoints into one single image, by
means of digital technigues, Gursky disturbs spatial
perception. Some of Gursky's airport lobbics and
atriums have been compared with the endless
baroque spaces of Piranesi.” And they can also
be considered examples of what Fredric Jameson
once called postmodern hyperspace. In his famous
analysis of John Portman's Westin Bonaventure
Hotel in Los Angeles, Jameson argued that such
a space “has finally succeeded in transcending the
capacities of the individual human body to locate
itself, 1w organize its immediate surroundings
perceptually, and cognitively to map its position in
a mappable external world. "

In sum, Gursky's pictures make clear not only
that the control of physical space is becoming
much more difficult, but also that in a world of
global electronic networks. the relation between
the individual and his environment must be
reconceptualized. In addition, by making simulated
images of simulated spaces, Gursky demonstrates
that the relation between image and reality must
also be reconceived.
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of 667 was originally pablished in Ary Magazine 41,
o 3 (December 1966/Jamuary 1967): 21-22. Roberi
Smithson’s wexl was originally published i Ar Forum
(December 1967) and i reprinted in Mancy Holt, ed..
The Wrirings of Robert Smithson (Mew York: New York
Umiversity Press, 1979}, 67-T8.

& The exhibition New Topogrophics: Photopraphs of o
Man-altered Landicape was onganized in 1975 by the
Insernational Muscum of Photography at George Eastman
House in Rochester, New Yoak, and included works by
Robert Adams, Lewis Balte, Bernd and Hilla Becher, Joo
Deal, Micholas Mixom, John Scott, Stephen Shore, and
Henry Wessl, Jr.

7 See Roben Venturi, Denise 5Scott Brown. and Steven
leenour, Learaing from Lax Vegas: The Forgonen
Symbalivm of Architecral Form (1972, reprmt
Cambridge: MIT Press, 19910 The layout of this book
and the siyle of its photographs is undeniably mdeiied 1o
Buscha’s bookleis, Ruscha was gquoted i Eearming from
Levittown or Remedial Howsing for Architecrs, Srudio
Hamdpwrs (New Haven: Yale University, Department of
Aschisectare, Siudio RHA, spring 19700, It must be stated
that Vienturi was more inerested im the lures of vermacular
architecture than in new urban o spatial developmenls.

8 For the imponance of the Bechers for Gursky sce Peier
Gialassi, Andreas Guraky (New York: Museum of Maderm
Arr, 20000, 10-1%,

9 Gerhard Schulee, Erfebaispeariischalt; Knlhersosiologie
der Geperwart (Frankfun: Campas Verlag, 1992,

11y Andreas Cursky, corme ¢ with Ve (sdmer,
guoted in Andreas Gursky: Forografien [994- 1995
{Woldfsburg: Kunsimuscum, 15498), i

i1 For Benjamin, kowever, the revolutionary capacity of
mechanical reproduction was ool istrinskc o the medivm
of photography. Photography was nol by isell capable
of throwing the complexity of the banal and the real sl
the dismain of 2, Without an avam-gande seli-reflexivity,
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photography could not cagane that small authentic scrap
of everyday life which stabes more tham paimting. That
s why Henjamin disapproved of ihe photogmphy of the
Newe Sachlickkeir, such as the work ol Albert Renger-
Paizch, for instance, because it even succeeded in making
poverty the objeci of delight. See Walter Benjamin,
“Das Kunswerk im  Aeitalter seimer  lechnaschen
Reprodurierbarkeit,” in Grsammelie Solriften, vol_ |, bk
1 (Frankfum aM.. Sehrkamp, 1974), 431-46%; “Kicine
Creschichie der Fodografie,™ ibidl, vol. Z, bk. 1, 368-355;
ard “Dher Author als Produzent,” ibid.. val. 2, bk 2, 6&23-
Til. The wlea that photography, instead of destroying the
mara of the oniginal, became the aem itsell was developed
by MacCamnel in his brllian book on tourism, 3 meodem
phemomenan conmected 1o pholography rght from the
start; see Dean MacCannel, The Tomwrizr: A New Theory
of the Ledswne Class (Berkeley: University of California
Press, 1976), 47-48_

12 Andreas Gursky, comespomdence with Veit Gimer,
gquoted in Amdreas Gaesky: Fouegrafien Jold- 1968
{Wolfshurg: Kunstmuzseam, 1998), vi.

13 See Barbara Hess, “Photographen des modemen Lebens:
Anmerkungen oo dem Bildern von Lucinda Devlin,
Aptress Gursky und Candids Hiler,” in Rawoe! Lircinda
Deviin, Andreas Gwesky, Camdida Hfer (Bregenz:
K unsthass, |59%), 23,

14 Walier Benjamin, “Kbcine Geschichie der Photogralie,”
in Cresmmmelie Schriffen, vol. 2, bk, 1, 368305

15 The phowographs of Gursky have been linked o
Kracaver’s notion of the mass omament by Annclic
Lisigens, “Der Blick in die Virime oder Schrein umd
Ornament.” in Andreas Gursky: Forografien J4— 908
(Wolfsburg: Kunstmuscum, 1%98), xim.

16 Sec Manuel Casiclls, The fnformarional Ciry: Informaiion
Techaology, Feonomic Restructeriag, and the Drban.
regioman] Process (Oxford: Blackwell, 1985 and Saskia
Sassen, The Global Cire: New York, Lowdon, Tokve
(Princeton: Primceton University Press, 19699,

17 For the relation between landicape and image i the
tradition of the picturesque, sce (George N, Tobey, A
Hisiory of Landscape Architeciure: The Relariorship of
People fa Emvircamenr (New York: American Elsevier
Publishing Co, 1573} 128-135%; Clemens Sicenbergen
amd Wouter Reh, Archirecmere amd Londscape: The
Design Experiment of Great European Gonders  and
Landeeapes (Minchen: Presiel, 1996), 233, and John
Dixon Hunt, “Uh Pictera Poesis: The Garden and ithe
Picturesque in England 1710-1750," in Monsue
Slosser and George Tevssol, eds., The Miwory af Ganden
Design: The Western Tradition from the Renaliemce o
az.i;- J:n-#ﬂr Day {Lomsdon: Thames amd Hudson, 1991,

1-241

I8 Marko Zardim, “Creen is the Color,” 1 Miskndfoms

{Barcebona: Actar, 2000, 434434,

19 Marc Augé, Nen-ploces: Introduction fo an Amthropelege
af Supermoderaity (London: Verso, 15995),

20 Hans Thelings, Supermodermivme; Architechmr in ber
fjoperk van de glvballvering {Rotterdam: Mai Uitgevers,
1998), ™. On ibe culvaral imponamsce of air travel and
airports, see David Pascoe, Airspaces {Londan: Reaktion
Bokes, 20000

21 Rem Koolhaas, “The Generse Ciy,” m Bem Koolhass
snd Brnsce Mo, SM L XL (Rotterdam: 010 Publishers,
1505 ), 12381264,

22 Rem Koolhaas, “Atlanta,” m Koothaas and Maws, 33—
B59.

1% See Annclie Litgens, “Der Blick m die Vitnne oder
Schrein und Omamend,” in Andreas Gursky: Foregrafior
T904— 1908 (Wolishung: Kunstmuseam, 1998), xii,

24 Fredric Jameson, Postmodermiom or the Cultural Logic af
Late Capitalim (London: Verso, 1991), 44,
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March 17-20, 2005 in Poriland, Oregon ia Hilton Portiand & Executive Tower

'Pussage

With the opening of the 2004 Conference in Mewport, it is time to set our sights on the future, and in this
case westward — to Porttand, Oregon. In 2005, 200 years after Lewis and Clark’s historic negotiation of the
Noribwest Passage, Oregon will provede the venue for our aational gathering. Referencing that journey, ihe
2005 SPE Nalsonad Conference Pastagewill invite reflection on our active and complicated relationships with
igsues of exploration and transition.
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Far: 5134859-1532
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