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Re-presenting a Love Affair: Wright Morris
and Photo-text Friction
Sasha Richman

PLAN

Friction in the epigraphs
Mediums at odds
Seemingly complementary mediums
Distinguishing between text and photo

TEXTE

True to form, in his 1972 “photo- text” work, Love Af fair – A Vene tian
Journal 1, Amer ican writer and pho to grapher Wright Mor ris (1910-
1998) jux ta poses pho to graphs and text that at test to his pro found ad‐ 
mir a tion for Venice. Mor ris him self em ployed the term “photo- text”
to de scribe the books in which he as so ci ated his own pho to graphic
im ages with his own ac com pa ny ing text, and Love Af fair is just one of
such works, along side The In hab it ants (1946), The Home Place (1968),
and God’s Coun try and My People (1968), to name but a few.

1

Mor ris was re cog nized as a pro fes sional pho to grapher be fore ded ic‐ 
at ing him self primar ily to his lit er ary work, though pho to graphy and
lit er at ure went hand in hand through out his ca reer. Pho to graph ic ally,
Mor ris is per haps best known for his black- and-white pho to graphs of
aban doned struc tures and ar ti facts in the Mid west ern United States,
taken in the 1940s. These pho to graphs, which were pro duced dur ing
his two Gug gen heim Fel low ships for pho to graphy, have been com‐ 
pared with those pro duced dur ing the Great De pres sion in the 1930s
by the Farm Se cur ity Ad min is tra tion, yet there is a strik ing fea ture of
Mor ris’s pho to graphy that dis tin guishes his im ages from the lat ter:
people are no tori ously ab sent from the ma jor ity of Mor ris’s pho to‐ 
graphic work. It was Mor ris’s be lief that in these im ages devoid of
human pres ence, the pres ence of people was non ethe less vis ible and
felt in the build ings and ob jects they left be hind 2. With re gard to his
vo ca tion as a writer, Mor ris re ceived crit ical ac claim for his lit er ary
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oeuvre, win ning The Na tional Book Award in 1957 and The Amer ican
Book Award in 1981 3. His pho to graphic oeuvre has garnered on go ing
re cog ni tion, as evid enced by three mu seum ret ro spect ives of his
pho to graphs in the final dec ades of his life 4, as well as a more re cent,
posthum ous ex hibit at the Henri Cartier- Bresson Found a tion in Paris
in 2019.

Travel was an in teg ral part of Mor ris’s life and work. His travels
around the United States and his ex per i ences abroad greatly in‐
formed his lit er ary and pho to graphic re flec tions on memory, nos tal‐ 
gia, iden tity, and doc u ment a tion. Mor ris and his wife lived in Venice
on sev eral oc ca sions be gin ning in 1959, and the pho to graphs in Love
Af fair were taken on one such trip in 1969. In a de par ture from Mor‐ 
ris’s ha bitual use of a “wide- angle lens, yel low fil ter, and very slow
fine- grain film 5”, the pho to graphs in Love Af fair were in stead taken
using a Rol lei 35 mini cam era and Ko da chrome film 6. Un sure whether
he and his wife would have the oc ca sion to re turn to Venice, Mor ris
re vealed in an in ter view with his col league and fel low pho to grapher
James Alinder 7 that he had ori gin ally taken these color pho to graphs
“for [his and his wife’s] own fireside, nos tal gic view ing 8”. How ever,
these pho to graphs be came the ob ject of Mor ris’s photo- text book
when he showed the slides to his ed itor at Harper & Row, who sug‐ 
ges ted mak ing a book. While teach ing at Prin ceton the fol low ing year,
Mor ris wrote Love Af fair’s ac com pa ny ing text, call ing it “a nar ra tion
that re flec ted our own ex per i ence 9”. In so far as a pho to graph con sti‐ 
tutes a visual and tan gible trace of what the pho to grapher saw or ex‐ 
per i enced, the pho to graphs in Love Af fair equally at test to Mor ris’s
own ex per i ence.

3

Re flect ing on Love Af fair’s text, Mor ris wrote in his mono graph Pho‐ 
to graphs & Words:

4

Like so many of the ob jects and places in my life, Venice too was
threatened by air pol lu tion, high tides and crum bling found a tions. It
had re cently been sug ges ted that an el ev ated motor ramp, circ ling
the city, would provide tour ists with a more in tim ate view without
the un think able thought of ac tual motor traffic. Sen ti ments an ti cip ‐
at ing the de mise of Venice have surely en hanced her charms for cen ‐
tur ies. My text had in mind the quo tidian side of what it was like to
live in Venice, pos sessed by an un flag ging en chant ment 10.
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Cent ral to Mor ris’s work – both lit er ary and pho to graphic – was his
pre oc cu pa tion with cap tur ing and doc u ment ing what was fleet ing.
Mor ris’s pho to graphic am bi tions were firmly rooted in his de sire “to
sal vage what was van ish ing. Noth ing will com pare with the pho to‐ 
graph to re gister what is going, going, but not yet gone. The pathos of
this mo ment, the re luct ance of part ing, we feel in tensely 11”.

5

His re flec tions on the pol lu tion and the seem ingly im min ent de mise
of Venice are also echoed in his short story “In An other Coun try 12”,
which was writ ten in 1972, the same year Love Af fair was pub lished.
The story’s open ing sen tence de scribes Mad rid’s dense smog and
Amer ican tour ist Car o lyn’s con cern for the Prado’s paint ings amidst
such pol lu tion. Car o lyn goes as far as writ ing let ters to sev eral mu‐ 
seum dir ect ors, “ur ging them to save the paint ings […] while there
was still time 13”.

6

Mor ris’s pre oc cu pa tion with the smog and the eph em eral nature of
things and places is re min is cent of Fe d erico Fellini’s 1972 Fellini
Roma 14. The film hav ing been re leased the same year as Love Af fair’s
pub lic a tion, the lat ter was not in flu enced by the film, though it is
non ethe less in ter est ing to note the par al lels between the two, as
Fellini’s film pays homage to a Rome that has all but dis ap peared.
Moreover, Fellini’s de pic tion of pol lu tion and in par tic u lar the ex cav a‐ 
tion scene in the metro, in which an cient fres coes dis in teg rate when
un covered and ex posed to air, re in forces the feel ing of nos tal gia for
what no longer is. In the same way that Fellini Roma de picts Fellini’s
own vis ion of a Rome that is no more, Love Af fair could be con sidered
“Mor ris’s Venezia”, in so far as Mor ris paints a very per sonal por trait of
the city.

7

Whether the Venice Mor ris has cap tured in Love Af fair has ac tu ally
ceased to exist is of min imal im port ance; it is rather Mor ris’s con vic‐ 
tion of Venice’s de mise that in forms the re la tion ship between pho to‐ 
graphs and text.

8

Fric tion in the epi graphs
In the two epi graphs of Love Af fair – A Vene tian Journal, Mor ris
evokes his de sire to hold on to what he fears will soon be lost.

9
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The first one is taken from one of Mar cel Proust’s let ters to Ma dame
Straus: “When I went to Venice I found that my dream had be come –
in cred ibly but quite simply – my ad dress! 15” While noth ing in this
quote dir ectly al ludes to Proust’s À la recher che du temps perdu, Mor‐ 
ris’s choice of quote in dic ates his fa mili ar ity with Proust’s work. La
Recher che was first trans lated into Eng lish as Re mem brance of Things
Past, and only at the end of the 1990s did the lit eral trans la tion of the
French title, In Search of Lost Time, gain steam. From a se mantic
point of view, this is rather sig ni fic ant, as Re mem brance of Things Past
could just as aptly have been the title for a large body of Mor ris’s pho‐ 
to graphic work.

10

The second epi graph is Mor ris’s own:11

These pho to graphs il lus trate noth ing, they seek to demon strate
noth ing, but hope fully they re veal the in tent to sal vage some thing of
a love af fair with a won drous city.  
Venice is sink ing, but slower than most of us, and the sea will be less
harsh than her likely sur vival, ringed by mo tor cades 16.

While Mor ris does not ex pli citly em ploy the term “rep res ent,” the
verbs he uses (“il lus trate,” “demon strate”) can be seen, de pend ing on
con text, as syn onyms of “rep res ent.” Mor ris’s state ment, how ever,
seems em in ently para dox ical on two levels. Firstly, as pho to graphy
and film scholar Phil ippe Dubois as serts in L’Acte pho to graph ique [The
Pho to graphic Act], the pho to graphic image is in her ently in sep ar able
from its ref er ence source, or the ob ject rep res en ted in the image 17.
Secondly, the very no tion of “sal va ging,” or, in this case, what is un‐
der stood as “re mem ber ing,” is ne ces sar ily tied up in ques tions of rep‐ 
res ent a tion and how one rep res ents the past – men tally, tex tu ally,
and pho to graph ic ally. The in con gru it ies between the epi graph and
the work it self sug gest a frac ture between the au thor’s stated in ten‐ 
tions and the reader’s in ter pret a tion of the work, as well as with the
no tion and act of rep res ent ing, both tex tu ally and pho to graph ic ally.

12

In light of Mor ris’s as ser tion and his other pho to graphic, lit er ary, and
photo- text work, what, then, is ac tu ally being rep res en ted in Love Af‐
fair? By “sal va ging,” isn’t Mor ris ne ces sar ily rep res ent ing? And how
does the photo- text dy namic of this work chal lenge or con firm such
no tions of rep res ent a tion? In order to un der stand how this form of

13
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photo- text rep res ent a tion func tions, I would like to ad dress sev eral
follow- up ques tions about how the two me di ums in ter act. Does tex‐ 
tual rep res ent a tion com ple ment pho to graphic rep res ent a tion, or are
the two at odds? Do they func tion in de pend ently of one an other,
des pite Mor ris’s am al gam a tion in his photo- text book? How does the
photo- text di men sion of Love Af fair re veal fric tions between the two
types of rep res ent a tion and, more gen er ally, within rep res ent a tion it‐ 
self? This paper aims to chal lenge Mor ris’s claims about rep res ent a‐ 
tion and pro poses a counter- reading of his photo- text book, as I
argue that at its core, Love Af fair is ul ti mately an ex plor a tion of and a
med it a tion on is sues of tex tual, pho to graphic and in ter me dial rep res‐ 
ent a tion.

Be fore ad dress ing the afore men tioned ques tions, it is es sen tial to
con sider the work’s lay out and design as well as es tab lish a work ing
method. In side Love Af fair, which in cludes roughly 40 photo- text
pair ings, the text is situ ated on the left- hand page and the ac com pa‐ 
ny ing pho to graph, on the right. Read ing this book en tails a back- and-
forth move ment between the pages of each spread. In other words,
the reader- viewer may start with the left page, then move to the
right (or the other way around), but we will in ev it ably re turn to the
other page and so on, com par ing text and image with one an other. Be
it con sciously or un con sciously, this com par ison is made in an at‐ 
tempt to un der stand the re la tion ship between the two me di ums, as
well as what in form a tion this in ter me dial en tity 18, or the photo- text
pair ing, con veys. In ref er ence to how pho to graphy and text in ter act
within Mor ris’s work, James Alinder re marked that they are “some‐ 
times com ple ment ary, some times com pet it ive 19”. Owing to this back- 
and-forth read ing, each me dium will in form, color and cla rify our im‐ 
pres sion and un der stand ing of the other.

14

There is no es tab lished method for ana lyz ing works in which pho to‐ 
graphs and texts are jux ta posed to gether. While there is ex ist ing
schol ar ship on Mor ris’s photo- text work, em phasis has been placed
on the socio- historical con text of pro duc tion and re cep tion, and not
on the ana lysis of in di vidual photo- text pair ings 20. The method 21 I
would like to pro pose en tails “read ing” or ex amin ing each me dium in‐ 
di vidu ally be fore look ing at the new pos sible mean ings or im pres‐ 
sions that emerge when con sid er ing the pair ing as a single en tity. In
other words, this method first com bines close read ing and close

15



Re-presenting a Love Affair: Wright Morris and Photo-text Friction

view ing of each re spect ive me dium; we con sider what each me dium
could sig nify in di vidu ally, when con sidered “in a va cuum.” Then, we
con sider the over all im pres sion given when the two me di ums are jux‐ 
ta posed to gether, in order to un der stand the re la tion ship between
the two me di ums and how the text and the pho to graphs enter into a
dia logue with one an other. In this way, per haps we can bet ter un der‐ 
stand what Love Af fair ac tu ally rep res ents. Within each photo- text
pair ing, we ex am ine what the text rep res ents, what the pho to graph
rep res ents, and how the jux ta pos i tion of these two dif fer ent modes of
rep res ent a tion chal lenges or con firms Mor ris’s ap par ent dis tinc tion
between rep res ent ing and sal va ging.

Me di ums at odds
The fric tions between the two types of rep res ent a tion are most im‐ 
me di ately ap par ent in the photo- text pair ings in which the two me di‐ 
ums ap pear at odds with one an other. That is to say, cer tain pair ings
are in con gru ous be cause the two me di ums do not ap pear to rep res‐ 
ent the same ob ject. These fric tions are best il lus trated in the fol low‐ 
ing photo- text pair ing 22:

16

‘Come sta?’ he shouts. 
I reply “Va bene!” I have found him again, my friend Luigi. Here he is
in the Campo Santa Mar gher ita, strong with the smell of fish this
morn ing. Dumb foun ded he asks how in such a short time I speak
such stu pendous Italian. His ex cite ment – and my Italian – at tracts
cus tom ers, pro spect ive buy ers. He cranks up the plastic gon dola that
plays “O Sole Mio,” as the gon do lier paddles. Sens ing a handout, pi ‐
geons ma ter i al ize, strut at our feet. We have a small- scale festa going
until a blue- rinsed poodle, drag ging his leash, scat ters the birds and
eludes all pur suers. The con fu sion is Vene tian: Luigi bel lows, my wife
shrieks, and a squad ron of pi geons, like low- flying jets, darken the
Campo with their pale, waver ing shad ows, the air spark ling with
debris that falls, just like old times, into our up turned eyes. Luigi and
I wait calmly while my wife gropes in her purse for her mir ror 23.
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[Un titled, 1969.]

Mor ris’s text evokes a cer tain at mo sphere of fren zied activ ity, move‐ 
ment, and noise. How ever, the ac com pa ny ing pho to graph does not
cor res pond with the type of pho to graph one would ima gine as so ci‐ 
ated with such an an ec dote. In con trast to the an ec dote, which is
peopled with both hu mans and an im als, the pho to graph de picts a de‐ 
crepit façade ab sent of human pres ence, the only sign of life being a
cat crouched on the win dow ledge.

17

Pho to graphic im ages and text un doubtedly con sti tute two dif fer ent
modes of rep res ent a tion. This par tic u lar photo- text pair ing, how ever,
raises fur ther ques tions, show ing us that it is pos sible to con cep tu al‐ 
ize the no tion of rep res ent a tion in Love Af fair on two dis tinct levels.
First, there is a clear fric tion between what the text and the pho to‐ 
graph each rep res ent. In other words, the pho to graph does not il lus‐ 
trate the text, nor does the text de scribe the pho to graph 24: text and
pho to graph are not rep res ent a tions of one an other. In so far as Mor ris
con siders each re spect ive me dium a sort of “mir ror” for the other,
there is a clear dis con nect between the two me di ums. Second, when

18
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we con sider Mor ris’s ex per i ences as the ob ject and Love Af fair as its
rep res ent a tion, there is no ap par ent fric tion: both the pho to graph
and the text at test to Mor ris’s time in Venice. In this con text, we see a
co her ent dia logue between the ob ject and its rep res ent a tion.

Seem ingly com ple ment ary me di ‐
ums
In other cases, no im me di ate ten sion is dis cern ible between the two
me di ums, for they ap pear com ple ment ary and mu tu ally en hance one
an other’s mean ings 25. In other words, there ap pears to be an un deni‐ 
able, po etic dia logue between the pho to graph and its ac com pa ny ing
text. There is a clear in ter play between the two me di ums, even when
the re la tion ship between the two is not im me di ately evid ent. Such is
the case in this photo- text pair ing:

19

What is there to say? 
My friend Pietro ad mits to the dif fi culty, but being Vene tian he is not
speech less. He spreads his hands in the man ner of a man in vok ing
rain. It’s the muscles of the eye (he tells me) rather than the legs that
are ex er cised. It is all solid stone—yet it is all il lu sion. For this ef fect
one waits for the even ing per form ance, and the lights come on.
Stand at any point, look about you any where, and the fig ure of a man
is the meas ure. He is di min ished, but not over powered. He is ex al ted,
but not ex ag ger ated. Man is the meas ure here as he was in Athens,
an other colony of shrewd mer chants. The gaze is ho ri zontal, rather
than up; the pi geons both main tain and es tab lish pro por tion. Let that
man with his eyes on heaven cal cu late the risks. No amount of gawk ‐
ing ex hausts this pro spect, and no amount of ex pos ure de pletes the
im pres sion. Amp litude and con trol, spir itual in its ef fect, sens ible
and sec u lar in its prac tice. Pietro is now speech less. I am speech less.
But this does not sur round us with si lence. A babble of tongues, a
clamor of bells, and the music of three or ches tras are now free to
com pete for our at ten tion with the whirr of the world’s greatest air
force, as it comes and goes, per form ing in tric ate man oeuvres flaw ‐
lessly 26.
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Pho to graph by Wright Mor ris

The text pre dom in antly evokes ques tions of di men sion, per spect ive,
the act of see ing, and also the aud it ory ex per i ence of being in Venice.
Op pos ite the text, Mor ris has in cluded a pho to graph de pict ing a man
stand ing be fore St. Mark’s Ba silica (Ba silica di San Marco). This man is
the pho to graph’s lo gical sub ject, as he is more or less centered and
the only per son fa cing the cam era. But who is this man, and why is he
in the pho to graph? Is this Mor ris’s friend Pietro? Or is that simply
what the text would lead us to be lieve, since we know that Mor ris was
the one be hind the lens? Here, the text and pho to graph ap pear to
com ple ment one an other. To a cer tain ex tent, the pho to graph echoes
what is de scribed in the text, when we em ploy the back and forth
read ing I pre vi ously men tioned.

20

Mor ris’s as ser tion that “the fig ure of a man is the meas ure” con fers
scale to the image. The man in the fore ground stands out with his
black suit, and he im me di ately at tracts the viewer’s eye. The viewer
then con siders the pho to graph with the man as the start ing point;
our vis ion is con struc ted from the cen ter point out ward, as if he were
in deed a unit of meas ure for see ing the image as a whole. Moreover,
given the man’s prom in ence in the field of view, this could also be un‐ 
der stood as in struc tions for look ing at the pho to graph. Mor ris fur ‐

21
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ther in sists that “the gaze is ho ri zontal…the pi geons both main tain
and es tab lish pro por tion.” These de tails ap pear co her ent with the ac‐ 
com pa ny ing pho to graph, as the pho to graph is taken straight on, and
likely from eye- level. To gether with the man in the black suit, the pi‐ 
geons in the middle ground could in fact be used to con cep tu al ize
scale.

What is worth not ing here is Mor ris’s de cision to in sert the text be‐ 
fore the pho to graph. While there are clearly sev eral ways to in ter pret
and ana lyze each photo- text pair ing, it seems reas on able to as sume
that he in ten ded his text to in form his reader’s view and in ter pret a‐ 
tion of the ac com pa ny ing pho to graph. Per haps in this pro cess we can
see the glim mers of a pos sible fric tion: these two me di ums, each one
the or et ic ally rep res ent ing some thing dif fer ent, are ul ti mately read
and un der stood to rep res ent the same ob ject. Un less the an ec dote
relates Mor ris’s exact con ver sa tion and ex per i ence at the pre cise mo‐ 
ment he took the ac com pa ny ing pho to graph, it is un likely that both
text and image rep res ent the same ob ject.

22

Ad di tion ally, Mor ris’s com ment that “it is all il lu sion” is not to be un‐ 
der scored. This could be read as an al lu sion to the dif fi culties of de ci‐ 
pher ing and in ter pret ing the photo- text dy namic. Per haps we in ter‐ 
pret a photo- text pair ing to mean one thing, though the fric tions
between the two me di ums re veal other pos sible, and some times con‐ 
tra dict ory, mean ings. In the photo- text pair ing on the fol low ing page,
Mor ris writes that “the trompe l’oeil speak[s] with more per sua sion
than the facts 27”. In deed, the im pres sion that the text and the pho to‐ 
graph of the St. Mark’s Ba silica pair ing rep res ent the same ob ject is
but an il lu sion. Mor ris evokes the “even ing per form ance” and “the
lights [that] come on,” yet the pho to graph clearly de picts a day time
scene. This de tail then holds the key to ad dress ing the photo- text
pair ing: while other as pects of both text and image could lead the
viewer to be lieve oth er wise, the two me di ums are ul ti mately at odds
with one an other.

23
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Dis tin guish ing between text and
photo
In this final ex ample, I aim to demon strate how Mor ris pos sibly dis‐ 
tin guishes between the two me di ums, or modes of rep res ent a tion,
that he jux ta poses in Love Af fair. How do text and pho to graphy re late
to Mor ris’s at tempt to sal vage his ex per i ence? And how does the act
of sal va ging ne ces sar ily con sti tute the act of rep res ent ing?

24

Near San Gior gio Degli Schiavoni, made holy by Carpac cio, the alley
we fol lowed ended in a court where a piece of bent pipe provided a
found a tion. A big white and grey tom cat, in dif fer ent to our in tru sion,
stood erect as if to snatch fish from the stream of water, his left paw
del ic ately placed on the bent pipe for bal ance. In that pos ture he
took little bites of the water, as the dogs of my boy hood took it from
sprink lers, or garden hoses. Between bites, show ing his long pink
tongue, he licked the drops from his cheeks and whiskers. His thirst
sated, still in dif fer ent to us, he took him self off. 
‘What a pic ture!’ cried my wife, ‘did you get it?’ 
I got one, but not the other. I had settled for the blurred, vul ner able
im pres sion on my mind’s eye. More basic than my im pulse to cap ture
the mo ment had been my in stinct not to dis turb it. My eyes were not
so sharp as the lens of the cam era but they would prove to have a
wider field of vis ion. The cat that got away, of all the cats in Venice,
would prove to be the most mem or able. The cam era con fronts the
trav el ler with a choice of im pres sions—a souvenir that is sharp, and
goes into his album, or one that is un re cor ded, frag ment ary, doomed to
fade, and in ex haust ible 28.



Re-presenting a Love Affair: Wright Morris and Photo-text Friction

[Un titled]

© Es tate of Wright Mor ris, Cour tesy of the Cen ter for Cre at ive Pho to graphy

The final line is key to un der stand ing how Mor ris not only con ceives
of rep res ent a tion as a con struct, but also how he dis tin guishes
between two dif fer ent modes of rep res ent a tion in his work. A
“souvenir that is sharp” can be un der stood to be a pho to graphic
image, while the “one that is un re cor ded, frag ment ary, doomed to
fade, and in ex haust ible” to be text. Pho to graphy of fers us a real istic
and ob ject ive ren der ing of real ity. Con versely, re cre at ing ex per i ence
via text renders a far more sub ject ive ver sion. Mor ris wrote the ac‐ 
com pa ny ing text a year after the pho to graphs were taken, and the
ad ject ives he has used here (“un re cor ded, frag ment ary, doomed to
fade”) dir ectly apply to this cre at ive pro cess. In the lapse of time
between his stay in Venice and his writ ing, Mor ris’s memor ies ne ces‐ 
sar ily shif ted, evolved, and changed shape, as is nat ural with any
memory, and the ad ject ive “in ex haust ible” fur ther un der scores the

25
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sub ject ive nature of tex tual rep res ent a tion. Un der stood in the most
im me di ate sense of the term, “in ex haust ible” sug gests the lim it less
pos sib il it ies of con jur ing tex tual rep res ent a tion. Moreover, the term
un doubtedly un der scores the role of ima gin a tion and, thereby, the
writer’s bound less abil ity to tex tu ally rep res ent ad in fin itum, as well
as the count less ways in which the reader may in ter pret the text.

Both me di ums at test to Mor ris’s at tempt to sal vage the past as well as
to the act of re- presenting, des pite his epi graph. As pre vi ously men‐ 
tioned, the pho to graphic image is in sep ar able from its ref er ence
source, just as Ro land Barthes as serts that the pho to graphic image
at tests that “ça a été”, or that what is de pic ted in a pho to graph ex is‐ 
ted and be longs to the past 29. In this way, Love Af fair’s pho to graphs
are a testi mony, or proof, of what Mor ris ex per i enced.

26

Since Mor ris him self ac know ledged in no un cer tain terms his de sire
to “re flect [his] own ex per i ence”, the text then also con sti tutes rep‐ 
res ent a tion 30. The ac com pa ny ing pho to graph, which shows a build‐ 
ing façade at the end of an alley, does not seem par tic u larly com ple‐ 
ment ary to Mor ris’s text, in so far as the pho to graph does not de pict a
cat. In ter est ingly, Love Af fair con tains sev eral pho to graphs of cats
that would ap pear far bet ter suited for this photo- text pair ing. How‐ 
ever, Mor ris may have pur pose fully chosen this seem ingly in con gru‐ 
ous pho to graph to demon strate the phe nomenon de scribed in his
text: giv ing up one pho to graph for an other, or, in other words, giv ing
up one rep res ent a tion for an other. Here, it is Mor ris’s text, not the
pho to graph, that at tests to this par tic u lar ex per i ence.

27

In Love Af fair, Wright Mor ris jux ta poses pho to graphic im ages and ac‐ 
com pa ny ing text in an ef fort to “sal vage” his ex per i ence in Venice.
Mor ris’s stated in ten tion that this photo- text book does not aim to
rep res ent any thing raises ques tions about the act of rep res ent ing and
about the dy nam ics between pho to graphic and tex tual rep res ent a‐ 
tion. As we have seen, fric tions between pho to graphs and text are
most evid ent when the two jux ta posed me di ums ap pear at odds with
one an other. How ever, we see that even seem ingly com ple ment ary
photo- text pair ings equally at test to pos sible fric tions between the
two me di ums. Both pho to graph and text may give the im pres sion that
their ref er ence source is one and the same, thereby rais ing ques tions
about the ne ces sary in ter play between pho to graph and text in the

28
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NOTES

1  Wright Mor ris, Love Af fair – A Vene tian Journal, New York, Harper & Row,
1972. The pages of this work are un numbered. I have there fore at trib uted
the fol low ing method for in dic at ing page num bers in my cita tions: the page
im me di ately fol low ing the second epi graph is des ig nated page 1. For clar ity,
I have also in dic ated the num ber of the photo- text pair ing in par en theses
next to the page num ber. E.g.: “p. 3-4 (2)” = “pages 3-4, 2  photo- text pair‐ 
ing.”

2  Wright Mor ris, Wright Mor ris: Pho to graphs & Words, James Alinder (ed.),
Car mel, CA, Friends of Pho to graphy Pub lisher, 1982, p. 20.

3  Stephen H. Long mire, “Pic ture a Life: The Photo- texts of Wright Mor ris”
[PhD dis ser ta tion], Uni ver sity of Chicago, ProQuest Dis ser ta tion Pub lish ing,
2010, p. 1.

4  Ibid.

5  James Alinder, “Struc tures and Ar ti facts: In ter view by James Alinder,” in
Wright Mor ris, Time Pieces: Pho to graphs, Writ ing, and Memory, New York,
Aper ture, 1989, p. 144.

6  Wright Mor ris, Pho to graphs & Words, op. cit., p. 51.

7  James Alinder and Wright Mor ris col lab or ated on a photo- text volume
en titled Pic ture Amer ica (Bo ston, Little, Brown and Com pany, 1982), in
which Mor ris’s texts are jux ta posed with Alinder’s pho to graphs. Alinder also
wrote the in tro duc tion for and served as ed itor of Mor ris’s 1982 Pho to graphs
& Words.

reader’s con cep tion and in ter pret a tion of this work. Re gard less of
Mor ris’s in ten tions, both me di ums con sti tute rep res ent a tion, and
“sal va ging” then ne ces sar ily equates to re-present ing. The pho to‐ 
graphs and text at test to Mor ris’s de sire to save some thing of his own
ex per i ence and of a city he be lieves will soon be un der wa ter. This de‐ 
sire to sal vage what is fleet ing is found, to vary ing de grees, in nearly
all of Mor ris’s works. Hav ing here con sidered ques tions of rep res ent‐ 
a tion in his in ter me dial work, it would be in ter est ing to ex plore his
re spect ive “single- medium” lit er ary and pho to graphic works to de‐ 
term ine whether they raise sim ilar ques tions about rep res ent a tion,
or whether such ques tions are ab sent al to gether.

nd
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8  Wright Mor ris, “Struc tures and Ar ti facts: In ter view by James Alinder,” op.
cit., p. 144.

9  Wright Mor ris, Pho to graphs & Words, op. cit., p. 51.

10  Ibid.

11  Ibid., p. 18.

12  Wright Mor ris, “In An other Coun try”, Col lec ted Stor ies, 1948-1986, New
York, Harper & Row, 1986 [1972], p. 146-154.

13  Ibid., p. 146.

14  Fe d erico Fellini (dir ector), Fellini Roma [film], Les Ar tistes Associés, 1972,
113 minutes.

15  Love Af fair, op. cit., epi graph.

16  Ibid.

17  Phil ippe Dubois, L’Acte pho to graph ique et autres es sais, Paris, Nathan,
1990 [1983], p. 50.

18  In his in tro duc tion to Pic ture Amer ica, Ansel Adams em ployed the term
“in ter me dial en tity” to des ig nate the book’s photo- text pair ings. I have here
bor rowed the term to des ig nate Mor ris’s single- authored photo- text pair‐ 
ings in Love Af fair – A Vene tian Journal. See Ansel Adams in Pic ture Amer ica,
James Alinder and Wright Mor ris (ed.), Bo ston, Little, Brown and Com pany,
1982, p. xi.

19  James Alinder, Pho to graphs & Words, op. cit., p. 11.

20  See Stephen H. Long mire, “Pic ture a Life: The Photo- texts of Wright
Mor ris”, op. cit.

21  I first de veloped and em ployed this method for read ing photo- text books
in my paper on James Alinder and Wright Mor ris’ Pic ture Amer ica, presen‐ 
ted at the OSL PhD Day held in Am s ter dam in May 2022. This paper ad‐ 
dressed meth od o lo gical con sid er a tions for study ing photo- text works in
light of Ansel Adams’s as ser tion that the jux ta pos i tion of the two me di ums
(pho to graphy and text) in Pic ture Amer ica gives rise to a new in ter me dial
and ex press ive en tity.

22  Dis claimer: At the time of Wright Mor ris’ death in 1998, the copy rights to
Love Af fair – A Vene tian Journal re ver ted from Harper & Row back to the au‐ 
thor. How ever, since the passing of the will’s ex ecutor, Stephen Arkin, in
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2020, I have been un able to de term ine who holds the rights to Wright Mor‐ 
ris’s es tate.

23  Wright Mor ris, Love Af fair, op. cit., p. 49-50 (25).

24  In his in tro duc tion to Pic ture Amer ica, Ansel Adams makes a sim ilar ob‐ 
ser va tion about the in ter play between Alinder and Mor ris’s photo- text col‐ 
lab or a tion. See Ansel Adams in Pic ture Amer ica, op. cit., p. xi.

25  James Alinder, Pho to graphs & Words, op. cit., p. 8.

26  Wright Mor ris, Love Af fair, op. cit., p. 9-10 (5). It al ics mine.

27  Ibid., p. 11-12 (6).

28  Ibid., p. 27-28 (24). It al ics mine.

29  See Ro land Barthes, La chambre claire. Note sur la pho to graphie, Paris,
Seuil, 1980.

30  Wright Mor ris, Pho to graphs & Words, op. cit., p. 51.

RÉSUMÉS

Français
Dans l’épi graphe de son «  photo- texte  » Love Af fair  : A Ve ne tian Jour nal
(1972), un ou vrage qui as so cie des images pho to gra phiques et du texte,
l’écri vain et pho to graphe amé ri cain Wright Mor ris dé clare que les pho to‐ 
gra phies « n’illus trent rien, […] ne cherchent à rien dé mon trer ». Ce pen dant,
il in dique que le but de ses pho tos est de « sau ver quelque chose d’une his‐ 
toire d’amour avec une ville mer veilleuse ». Bien que Mor ris n’em ploie pas
di rec te ment le terme « re pré sen ter », les verbes uti li sés (« illus trer », « dé‐ 
mon trer ») peuvent être consi dé rés, selon le contexte, comme étant sy no‐ 
nymes de « re pré sen ter ». Des in con grui tés, non seule ment entre le texte et
l'image, mais aussi entre l'épi graphe et l'œuvre elle- même, sug gèrent une
frac ture entre les in ten tions ver ba li sées par l'au teur et l'in ter pré ta tion de
l'œuvre par le lec teur, voire entre la no tion et l'acte de re pré sen ter. La re‐ 
pré sen ta tion tex tuelle complète- t-elle la re pré sen ta tion pho to gra phique  ?
Les re pré sen ta tions tex tuelles et pho to gra phiques s'opposent- elles, ou bien
fonctionnent- elles in dé pen dam ment l'une de l'autre, mal gré l'amal game
éta bli par Mor ris dans son ou vrage  ? Cet ar ticle exa mine la ma nière dont
Mor ris dis tingue les deux types de re pré sen ta tion et com ment la di men sion
« photo- texte » de Love Af fair ré vèle des fric tions entre ces deux mé diums.

English
In the epi graph of his 1972 photo- text book Love Af fair – A Vene tian Journal,
Amer ican writer and pho to grapher Wright Mor ris para dox ic ally in forms his
reader that the fol low ing pho to graphs, taken while in Venice with his wife,
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“il lus trate noth ing, […] seek to demon strate noth ing.” How ever, Mor ris in‐ 
dic ates that the pur pose of the pho to graphs is to “sal vage some thing of a
love af fair with a won drous city.” While the artist does not dir ectly use the
term “rep res ent,” the verbs he has used (“il lus trate,” “demon strate”) can be
read, de pend ing on con text, as syn onyms of “rep res ent.” A num ber of in con‐ 
gru it ies, not only between text and image, but also between the epi graph
and the work it self, sug gest a frac ture between the au thor’s stated in ten‐ 
tions and the reader’s in ter pret a tion of the work, as well as a de gree of dis‐ 
con nec tion between the no tion and the act of rep res ent ing, both tex tu ally
and pho to graph ic ally. Does tex tual rep res ent a tion com ple ment pho to‐ 
graphic rep res ent a tion? Are tex tual and pho to graphic rep res ent a tions at
odds, or do they func tion in de pend ently from one an other, des pite Mor ris’s
am al gam a tion in his photo- text book? This art icle aims to ex am ine how
Mor ris makes a dis tinc tion between these two types of rep res ent a tion, and
to shed light on what the “photo- text” di men sion of Love Af fair re veals
about such fric tions between the two me di ums.
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