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Foreword

Carridor of the Gaze, our year-long exhibiton from the permanene
collection, has been presented in four parss, This final segment,
Strucrured  Memoirs, sddresses the question of porrrains, photo
graphs that are based on human relationships and one-to-onc
exchanges of gazes, The photographer and subject face each arher,
interact with cach other, in creating a poreeait phorograph. Thus, a
delicate relationship of trust forms between them, while the
mechanical inervention of the camera has a distancing cffecr.
When the porimain is of more than one model, the possilile
rl:l.rr.'lrt'.'l?i I‘H."...I.!rlll.' maom II'II'I'IIII"J.. 'l\.'l‘l[ I'Ll.]{l[”'l‘_l'“l'!‘l. |1‘|.'M'<'l'| |]1.,'
mindels a5 well as bevween model and phowgrapher entering the
rqu.lilun. Time adds an addivonal Fctor: an extended recond,
nkacle over vears, off siblings: family portraits cenierig on the chil
dren born 1o it records of relationships with friends. Group por-
trtits of people pathered for some purpose give us o glinpse of the
social scrting behind such a photograph, Through the scte of gath-
ering portraits and shaning reconds, rhese images are recopnized as
presences that spontineously mke on social chamcrer, Portrais of
famaous persons who symbolize their eras or who have social signifi-
cance rellect the inner qualiticss and presence of their subjects.

The daguerreotype, the first viahle p'hnmguphi; lrn’.lumlng}. wses
a copper or silver plate polished 1w a mircor finish. The i image is
directly developed and chemically fixed on the plite thar has been
X |1u:1|:1| to light, In conrrast to the negative-positive method
which permits making multiple prins, each daguerrentype is an
edition of one, nor capable of reproducrion,

These dapuerreatype porrmirs were alien placed in decora-
tive frames or hinged leather cases with padded velver covers, Sur-
viving family members mighr hang the pormais of their last loved
ones on the wall, give them o & friend or relative, or carry them as
leepsakes. These images of death are now, ar the close of the rwen
teth century, effectively mboo, as remore a5 possible from our
experience of images in the domain of privare life. Then, however,
prople recorded, as a perfectly reasonable thing o do, images of
the dead, and shared them with others as andinary, non-taboo
inmges,

Indeed, at that time, the death of somenne who depuricd
without sitdng for o porvait phowgraph provided a special mod
vation for reconding the portric afier death, It 35 in this conrex,
with high infam death rres, thar we find lagge numbers of post-
mariem |IIH rl-:1|_;|;l.p|u. of infams,

Th-.“ﬂ-l.‘ I"Jlll EHIES, Iilﬂ'l'llll.'il 'l'u'i' II f']i.hl” arc \cl!lrlg} ,l!lr_l hunn

BRI (D Shimicke Sacnaiby
LFE WA The Sedbent of Wimsen's Callige for Fducaiion./ | B9/ Allumen priss

Group porraits in the conrext of rtheir times carry 2 mcssage
invested with social l-tl_l_:IJitil:':p_

The daguerrcotype, which defined the carly stages of the
history photsgraphic poraitre, fulfilled the desire 1w own por
rraits, albeiv in a forman that was new and different from paining.
Pestoreem photographe—poriraits of the dead, 0 genre widely
pracriced in the United States—mose strikingly illusirare that
desire to possess a visual menoir,

This exhibition, which explores the cincumsances underly-
ing how portraits are made and the relationships that are engen-
dered I:JII‘(J!I[::h the acr of r:alrir!g phl:-l-u!;l.liliw, it thus a ﬁl_[iug £
clusion 1 Corrider af the Craze, our exploration of marratives of the
gaee andd their genealogies.

Structured Memoirs
Caorridor of the Guee: I’m.s::gm an I’uj'l.!.:-ii.m

The prinvary strange characteristic of photography is thu
persons or nonexistent people appear betore one's eyes
Edgar Morin

Porraits of the dead, eaptured in daguerrcorypes: posmonem
photographs were the lirgest categary of photographs produced in
the United States in the second half of the ninercenth cenoary,

on the wall or womn as a keepsake, were, as it were, a part of the
bady of another, split off from the ariginal. Sometimes the cheeks
of the image in the mirrored surface would be rouged, the cyes
apen, so that one would nor notice ar first glance that the subjec
was dead. Ofen it might be mistaken for 2 scene in which the sub
ject had Fallen ino o peacelul sleep. The dead, moreover, were no
always phowographed solaton but in the company of their Fimi-
liess—embraced by a mother or grouped with the siblings the dead
child had left behind

As ritual farewells, these portrits provide evidence of the
family's existence through fixing in memory the image of the
deadl, They express a profound longing for those who leave us in
death, never o retumn. The postmorrem portrait is a custom resem-
bling the cighicenth-century European practice of making memo-
rhitl rings (a ring with the inidals of the deceased or a lock of hair
in a gemstone-deconted setting) and provides a glimpse of the Vie-
tarian era's morbid aestheticism. The rise of photagraphic technol-
ogics, which were among the grandesr of the nincreenth-century
seiemtific discoveries, bonded with human visual needs o onsure
these poruraits’ place within Fimily customs. Stuating portraits
within memorial customs offers a thoughe-provoking view of the
ariging and essential nature of porrraic photography, which o this
day is the most familiar type of photography for mase people.

The model for porraic photography was, of course, por
traft painting. We begin to find parmons, gepically members af the
royalty or aristocracy, commissioning poraies in the Renalssance,
They hired skilled armses o paing their portrains, 10 communicate
to [uiure generations their wealth, power, and achievements. In
most cases, therefore, the subject of the partaic was the persan




who had commissioned i, and the paimer was compelled o pro
duce an image that would please his subject. Such portraits were
status symbols, and their ownership was confined w the elire. In
the nincrecnth cenrury, however, photgraphy pur porrmiture
within the reach ol the general public
ular art.

, andd porrraits became § pop

When considering portric photog

a Ii.l.':u' I.‘I.I.I."'-'I‘I.Ill i:u 'I.l'!ll:l
had the iniriative: the phowogeapher or the photographed., The vis-
ual dynamics of the image differ considerably in each case.

Irving Penn's |'H|rlt‘.1IH of masked persons rehuoff the gaze
of others—with the curious effecr that our eyes are riv :'L-.-I Te]
them, as in, for example, his photogmph of twvo persons covered
!‘l]." hlack cloth. Here we find a tension beoween the missing faces
and the sese of presence thar the dark-voned masks, with theis
mass and significant ratio of the picure space, acquire, In such
images, Penn deliberaely overmirns the visual soracmure thar devel-
ops in the space between the viewer and the viewed, our et
undersaanding of whar a portrait photograph s, Where we expea
a predictable interchange berween viewer and viewed, he forces
the vectors of our gaze o scareer. The viewer has nowhere o Jook:
one's gaze toves vainly over the mashs and then, with a shudder,

:||w;|!.'_\ |.||.'1.':'l|::|11*:. berween the ml}in‘r and [l!'lmngr:lf:lh:'l ar
between the subjects, if dhere are more than one, For example, the
group photographs by Felix Beavo and Suzaki Shin‘ichi indicare
sacial arrribures rthrough the lateral tes between groups of Britsh
sailors phowgraphed in the second hall’ of the nibctcenth cenury
o props of classmares ar women's nonmal schools in the Meiji
cra (1868-1912), Thess images frame the individual subjects with-
in the same caregory, the panrai, bury them among peaple with
the same areribuues, and muliply chem, wiping away the individu-
als” distinguishing ariginaliny tw form group images of highly anon
YINIOLE Persans.

Beata's group portrait of several Japanese peaple in & gar
den was part of un album of photagraphs be produced o into
duce Japanese scenes and customs 1w foreigners living in Japan in
the e 18G0x, This pring stimulates one’s imagination as one won-
ders who the people belng phoographed were, what the social ries
herween them might be, and how they came be to photographed,
Partrais of people scen in the distance tum them into supporting
chamcters in lindscape photpraphs ibut these models are unwit-
ting, mvelunmry aids w Bean's compusition of his genre photo-
graph. The photopmpher freely moves them around 1o compose
his picture space, just as if he were armoging objects w create a cer

TR A-S Ay Nichaler S

TR T g X The M

passes through the swepr-away velb o meer the gaze of the moded,
whuse eyes are fixed upon us These images, the result of the pho-
ver's pondering his visual experiences, achieve a paradoxical
shify in the power relationship: led by the perspestive Penn pro-
vides, the viewer becomes the viewed, gazed upon by the ponrit
inseead of gazing ar ir.

Usually, however, madels being photographel cannm
match gares with the photographer, and certainly are nor s
ar the photographer. With few c'xccpriﬂni the person being phoro-
graphed is imagining instead his own image as it will be drawn an
the camera’s retina. He is face o face with himself. The subject's
vicarious experience of the gaze of another, mediared by the cam-
era @ miron s linked wothe desive o record the self ac chis
moment—whether idealized or shown warts and all.

The act of seeing implics, unconsciously, an expectation of
being seen in et The gaze of the person who &8 the model
seeks something to returmn that gaze, But the photographer's eye s
overlaid by the camera eyey as a scientific visual device and not a
naked eye, it alters the nature of the visual vector while Githiully
recapitulating what it sees. It thus betrays in subile fshion the line-
ar gaze of the person who is sitdng for this ponmaic What should
have been an extremely private, unique, absolute view & mans-
formed inwe o unilaeral visual flow, anonymous, asynunetrical,
capable of being shared by anyone.

Poreraits, when they are grouped together, suddenly ke on 4
social character. The act of being photographed o nf photograph-
ing, moreover, involves a subte disance and connection thar

Stuzaw /1980, Cirlatin

tain structure in photographing a sl life, Penn's group portmics
of ballet dancers have a similar charcter. They ire group portmaits
ol people who are brought wgether in & theater setting, with the
social ateribures it implies, people of similar type who share the
experience of artistic performance—and they are a3 nealy present-
ed elements armanged in a seill life,

e Surecaliss’ |I-|1|1ri|.il.-. are groug |r||u|n]_1r;li1h\ that can
be likened 1o the automatism, group suspension of conscious con-
trol, thar the members of the movement, led by AndrBreron,
artempred. The subjecrs, of course, had in common a relarionship
of some sort o Surrcalism, which makes onc social arrribure clear,
Another imporrant key o reading these porrraies is thar the pho-
tographer is a fellow Surrealiss: Man Ray, Surealist photopraphs
Surrealists, establishing a reladonship of equality berween the pho-
wygrapher and his models, the subjecs of the phowgraph. Thar
relationship engenders, through the mcidy conspiratorial under-
standing they share, an ammosphere of secrecy, These scenes are
documentaries of sorts, with aspeets of the performance as well,
These conspiratorial Surrealise works differ fundamenmlly in how
the image comes about from portraits by Penn or Beato, in which
the photographer's intenton dominates, daguereotype portmait
photographs modeled on portrait paintings, or the portraies photo-
graphed in Madar's studio.

Nicholas Nixon's $he Bronn Sicters series consists of a
sequence of portrais of the four sisters in the Brown family, photo-
graphed annually since 1975, Since ane of the sisters ended up
marrying the photographer, the ssquence has begun o be, in
effect, a series of family photographs as well. In addition o the

r|;|,'||i|‘|n5hii1§. between the Tour models, the ||.'|,'||||rr|.~.||i+1:~ between
the phowographer and the models enter into these images, bue
these relationships are no longer homogeneous, Since one photog-
rapher-moddel pair is a married couple, the exchange of gares will
not all be of the same gquality. This phowgraphic plulr:: thiar con-
ers many years provides a context: the changes in the women's
appearance clearly depicr time’s transformarive effeen, The changes
in their expressions, as they subdly Interact with each other, sileni-
by relate the tragic inner secrers of human [if, which have affecred
all of them. The pl.'lﬂ'lr.'l.'ri'l.'i' of the phl.llul::r:lphl-'l Ji]i.l!'l'l.'l.l.']'lil'l]_{ hig
madels 5, however, that of the landscape ;1|||.:-t{|gl"..'n|15'|-.’!]' It is as
though he were recording the surface of the desern, conducring,
fireed point observation; the work is unexpectedly stoical, eschew-
ing decorative poses and dramatic effecs. ls controlled air is
impressive

Partrait photngraphs arc indeed of the person photographed and
no one else, Porrmic phowographs are also, however, a sham, no
matter how infinitely closely rhey approgimaie the tue appear-
ance of the subjecr. As people of wday, well aecustomel 1w the
medium of photography. will not doubt, ene cannot Mesh our an
image of a partcular peson frome the feeting expression thae the

Nl’ﬁhl:n;. iv iz said, is hander vo remember than g Gee, We
usuplly have no accurate recollection of whar someone we have
met for the it dme looks like, Mothing is more seandandized in
sructre thian a human Gee—yvet chere is nrrrhin]‘-; 50 dintincrive
Firl.':'!’- are IIJI'I.\.' wio '||_:..|_|,|,”|.' jl.ll.' Il' I:‘I"'I‘I:Ill." “1 (]ﬂi['ﬁ' |IF|:‘. '.\'lll;'l! \{j\_..
ific means such as fingerprine and DMNA are not used,

Ar the same time, I;IHIIII'II the face is in conszan 1_!:.]11:e|¢-
To pick out the same person in infancy, yourh, and n|¢| age—ihe
whaole e I;um birth w death—is somerimes e LE|!-|'|_|:||||
The memones of o individual life, unique, based on whar tha
person hay experienced, are thar persan. In those expericnces, the
selly at every stage, cul i be no one else. Bur a chance ineeting
with a !lml:r.lil ol one's [rasa sell means a I11|:C1in.g with "samieone”
whio is not Lll:ll;"'lell:wlll self

The true narwre of portraits is the wneeliability of the cle
mems that make them up; mansformation is the guiding assump
rion, cven when we consider such close resemblinces as we see in
twins or in members of other ethnic groups when viewed by peo-
ple who normally have Linle contect with them, Nonetheless, thar
so-ambiguously true image, the ponrait, has grear potency, from
in its persuasive power in distinguishing a panicular person visual-
ly, Qur pearming for thay unknowable image, given the assumption

Fieded Man Ry
M L £ Seanor de v il 104 Caclatin it fovid

photographer happened o catch ar an isolaed moment. When
photography was still a new medivm, though, peaple nay have
been more naive about it as the expericnce of the great portrair
pt:u[uhmphcl MNadar{ 1B20-1919) reminds us. Na
notes that when customers revined 1w hig studio o pick up their
finished portaic photogmphs the nexe day, many were furious 1o
e shown images thar were far removed from their own concep-
tiong of themselves. Others picked up pormics of others, misak-
ing them for their own, and viewed them with evidenr sarisfac-
tion,

i JJIIITII.II

Chne accepts the encounter with the self as a being with a
face or the image that one recognizes as one’s identity as an image
of oncself, tunsformed in some way, in o very restriceed state,
Through praciice in reading thase images, one gradoally builds up
u vague image—perhaps an average of the versions thar oceur with
o high probabilivy, pechaps an idealized condensation of the most
exalted of the expresions observed—that one sces as one's vwn
identity. Really, though, how many of us hiave experiencal v
oW i:ltu.gr_-.; in dewil? One's own l.:k[:ll:i_':;sim:l., [ ||.|I|!_g'mg T T 11}-
moment, encountered ar emotional highs and lws—enmged, sad,
IEEHE‘J. at Ptlll‘.:; |Ft" [T H i:’;h‘;;l:li.‘.:ll, Irl: |I|.-.'|.|.||I||. 'I.\.l]l:]l_'f 1|a1||'
py—those are often the momenis that bese elucidae one’s charac-
ter. Yer how Teasible is it for one rocog niee those glimpses as the
real image of onesell? One s closer 10 oncself than any ather—oo
close o see directly, To be near but never seen is the fare of ane's
own face. The desite for the wnactinable, for lineaments ane's
ewn naked eye cannot trece, perhaps may spur one w iy o acgine
one’s image in the form of a portmic photograph,

of ambiguity and change, our desire o possess i, which s sus-
tained |1.:,.- OMF CUBTOES, will mke I.1l:i||p. i1|r|||'.|il ||J1||11|-Kr:||r'|'|': a
continuing hrsnun Preccoupuition,

It is simple vo tece the surlace layer of a poreeain, Facing,
gitring upon, reading a poneair is, however, actually a complex act.
Unlike warching the unfolding of a finished story on stage or read-
ing a landscape or sill ife, rhe acr of reading a porerair imag
involves rhe delicare relationship berween photographer and photo
graphed. Thar is because two visual vecrors are at work in the por
rrair: in addition to the photographer's paee projected on the sub
ject of the photograph, the visual circuit is completed by the sub-
ject of the photograpl.

Photography has already experienced one fin de sibde peri-
o, In the vwenticth century, portraic photography in the pure
sense might be said 1w have died ou The posunonem photogra-
phy that was fashionable in the lae nineteenth and carly twenticth
ceniury was o qullu'qn.ll."nl.'f ni' a d:'ﬁ.iﬁ.‘ (1] PI'H."II.'“. I]:l:l 1-||i|nmir.cd
the decadence of the previous contury. 1 so, what type of porrrai-
nire will symbaolize the close of this cenmry and the stam of the
next? What new cransition in phomgraphy, as it enters another
cenenry, will pareraits signify?

Eyoko Jimbo
Curmons Ebk_wl h‘1|‘|l|r|m1i|f‘||'| Muscum |:-I"'|"'|'|1||an'ﬂ|'I|'|!|'|
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