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IE BOOK COVER was & f it ook and back in 2003
my ‘you can do everything with this new digital’
bubble was well and trul v burst, This was
something entirely different. The image in
question was Dy %sag Wings, created by the
husband and wife team of Robert and Shana
ParkeHarrison. So far removed from what 1
understood as photography at the time, their
images were a mix of photography, painting and
sculpture, as well as performance art, T became
fascinated by their work. All T knew about photo
manipulation at the time was purely digital (1
was at coliege when the terms ‘digital’ and
‘photography’ had become interchangeable).
The idea of creating something like ’{3’5 s by han
in a darkroom, was incomprehensible,

The more of their work | discovered, the more
! became fascinated. Each new image I found

was enthralling: it was the first time photography
had really ‘spoken’ to me. The way the dreamlike

images were presented made them almost
belies »%E} as if someone had uncovered
;}%‘zaiﬁgm@%* Tom another tme, They seemed
ke awindowinto g foreign vet familiar world
one shouldn't have been able to withess, The
images seemed to be almost a ‘mental’ stll,
taken from someone’s subconscious: they had no
clear reference point in terms of origin or

creation. If ever there was a case for whart was
achievable by process and craft through
{raéz%’zi}? ! photog 3;}%@ the ParkeMarrison’s
work was just tha

The images | had uncovered were from a body
of work called The Architect’s Brother, created
between 1993 and 2005. Described as ‘stories of
loss, human struggle, and personal expioration
within landscapes scarred by technology and
over-use, the work is egfmi}?{ﬁgagi? rich and
visually arresting and set in, what we imagine o
be, a post-apocalyptic w {}r%é it is in this world
that the viewer finds a character called
‘Everyman’ who seems to be endlessly
attempting to mend the broken landscape that
he alone inhabits. We are unaware w iy the earth
is in such a state of decay, but are left with the
impression that overuse, both that of tech mology
and of the environment, has led to the infertile
and lifeless landscape.

Work like this poses many questions, and
every tme | came across further examples from
The Architect’s Brother | had more. T wanted 1o
find out about this body of work, to discover why
It came about, what came before it, and the
process of creating such & unigue series, from
conception through to realization. | asked the

artigts: W

What was the initial starting point for the
series, and how did the project begin to evolve?
‘e began The Architecr’s Brother series while
we were in graduate school and # evolved over 2
twelve-year p&;zz:z{i Of course we both did other
work, but by 1982 the zé%ﬁ that led to the series
were building. Shana studied painting in
a;a{iéfm ¢ and dance history and metalemd ithing
in grad school, while ?sif}é‘}aﬁ studied
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photography in both undergrad and grad school.
Ouer work derives from our individual
backgrounds and our shared interests, and it
grew out of our studies and visual experiments.
We both approach photography as outsiders. It is
simply one component within our process.
“When we started this body of work we lived
in New Mexico. The landscape of New Mexico
exhibits, in very raw terms, the fragility of the
earth, with its scarcity of water and its dry, warm
climate, We became |

interested in the native
cultures and teachings, and learned ahout
treading lightly and working with the Earth
rather than abusing it. These concepts are woven
throughout our work, but we also deal with
man’s fascination with technology and the
ingenuity of human beings. It's clear we have the
ability to choose %’%ﬁ?}i’mif}ﬁzgs and lifestyles that
inflict less stress on the environment, but itis a
matter of will. So we make images that remind
the viewer of what is at stake. But we choose to
work through poetic means in order 1o impact
individuals in a2 way which allows them: o
imagine for themselves different ways of being.
“Our work draws upon many m%jeﬁis‘:
including the teachings of Joseph B Beuys. As such,
we attempt to Eﬁ‘sg}i?‘c’ conversation ahout
personal and collective responsibility regarding
the earth, We create (;g;%zz ~ended narratives that
allow the viewser 1o {:i}ﬁiéﬁipg ate his/her role in
the larger world. We believ
people o question and to act”
??sﬁ é?éffiii’{’gb ﬁmﬁgg:

art should inspire

g} was not used in i 125
ple images through an Mg;}wf}

langle, depth-of- f“zééd, lighting and so ;z Paper
negatives aliowed us to collage s mages
intoone. ltisa ;@*sgz?% processt ?tz fr a;%r%s

working back and forth from paper negatives,
paper positives, drawing and contact printing,
Once a final image was completed we then
mounted it and painted on the photograph. This
painting process consisted of many, many lavers
of washes, which further distanced the final
image from photography”

Does producing an image create a starting
point for more work, or is an entire series
mapped out at the start?

“Both scenarios take place. We work in series
wit %} each grouping beginning with research,
vhich progresses onto dialogue and d drawings.
We then build sets and props and look for
appropriate settings. Along the way an image can
change. We then compile the e images in the
darkroom, or maybe now on the computer,
where more changes can occur. There can even
be backtracking at this point - where we change

an idea, or reshoot a particular portion of an
i %ﬁ {}ns@ seties/grouping of images is
we have é iscussions about what
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dimensional objects, or sets. Our approach to
photography allows us to draw tipon realistic
landscape as well as using rultiple and
appropriated bmages in order to create our
hybrids. In these works we create an imaginary,
vet believable and strangely familiar world. We
aitempt o speak about the human conditan,

“The intensive paper negative process allows
us the tme o consider and develop our ideas.
Further, the process is not rigid, thus we can
change our images as we develop the ideas.
While our current work draws upon a similar
working process, we now use digital processes to
merge the images. This isstill a lengthy process,
but we feel time and thought add dimension
our images.

“In our current work, such as the Gray Daun
and Counterpoint series, we continue to
investigate our interest in the relationship
between humans, technology and nature,
Looking at Everyman and watching his attemprs
at fixing the broken landscape, we are reminded
of our own immortality and personal struggles.
Having a somehow anonymous, vet universal
figure to relate to is somehow comforting. This
work is born of a need to comment on current
issues, the three elements that form each image
~the land, Evervman and some kind of
constructed technology, creates a triangular
relationship that reflects our own dependence
on both the earth and technology. The work
invites questions such as: what is fundamen taily
important to us? In reality, without technology,
how successful would we he?”

The ParkeHarrisons provide more questions
than answers. In Garden of Selves, for exampie,
we are faced with a vision of g seemingly endless
number of Everymen, being somehow re-bomn
into a structured, ordered tandscape with no hing
of how they got there or who has created this
landscape. These unusual images allow the

viewer to internalise many theories and
possibilities.

Itis interesting that, to represent the
conteniporary issue of overuse, they have looked
to the past for inspiration: the techniques they
employ were in use over 120 years ago. | find this
link between subject and process fascinating: the
toil of Everyman reflects the toil of the creative
process. For me it is this tension - comtemporary
issues expressed through an antiquated process
- which adds a eritical authority to the work,

Perhaps it is also this antiquated appearance
that makes these images so haunting, as if they
precede the dawn of photography itself, 3
forewarning from another time. The
construction of the sets alone is impressive
enough; but for anvone who has tackled the
labour intensive, back and forth workflow of the
paper negative process, the work becomes sven
more implausible. It is so intricate, so
remarkable and on such a large scale.

In using methods from photography’s infancy
in a contemporary way, the ParkeHarrisons have
work that elevates itself above
They
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anting, We are left
rather thar

Whatever it is about the |
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