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The Occasion
of an Unfolding

aphy 1s on the rise

N, It can be argued

the ry n:‘.:u‘;,!.;‘- ol Arey, ind
wy D
Carey creat h of her work at 1% "
M: n, pulling sheets as large as 40 by 80O inches through
glant roid camera. The aper 18 cither ever \‘\;!.w,\i o1
1 2 ' 1. A TR . i 1
nedium in ) ind outer worlds ind i exposed o to a single Hash ol hight, and s not imprinted with
N 1ma from outside of t camera. Her images resule rath
from the sg ess pools of pigment and the rea
1 11 .
on of ¢ such as (iemperature and humid

Above: Ellen Carey, Pull XL, Polaroid 40 X 80 color positive, unigque dye diffu-
sion transfer print (128 x 44 in.), 2004, Courtesy the artist and Jayne H. Baum,
New York, and Paesaggio Gallery, West Hartlord, Connecticut. Opposite page
Sitvio Woll, Morizon 08, C-type (125 x 85 in.), 2003-4&, Courtesy the artist
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ity. These “pulls” resule in one-of-a-kind finished picces. With the

traditional Polaroid, the negative is thrown away; she keeps both

the w h”'{'t.‘.ll‘w'fi'\i lul\I(:\L' and the neganuve, which is not tra

1w

parent but darkly of

Carey’s work is a continuous play between experimentation

tion, installed

and calculation. Her recent exhit

alternative uni

at Harttord's Wadsworth Atheneum, created an

verse in which all the conventional terms of ph--t‘.--.:.nlplu are

reversed. In the main room, fourteen of the 80-inch Polaroids

face cach other, seven i‘-:i\:ll\\‘\. i Ili’ SCTICS,

“Pulls XI

orization of the terms “positive” and “negative,” showing them to

s]CVen neganves ar

ttled (2004), immediately contradicts the usual val-

be purely relational and equal, metaphysically as well as aesthen
cally. Likewise, the exhibition overturns the notion of a photo
graph as a displacement of the subject by its image. Instead of
\i‘l‘v:“'\,'_ M AN | lL'\'.‘X\i (l" :lllll!:\ no !l)”.l:fl (ll‘-'.‘;'. (E'.L'\L' "hl‘{\';'_:’-l}‘h\

constiruee present objects, 1 |x;~_\- were installed hnn;; like banners

or emblems, metaphoric or ute meaningless, depe

the viewer's attitude and associations

With the phrase “Photography Degree Zero,” Carey has

encouraged an srpretation of her work as a form of minimal-

ism. She implics a strippt away of and with it the

imagery

h‘.cul-»g:..;“ and <¢ven CxXpressive  aspects ol plmm

This page: Ellen Carey,
Mourning Wall, install-
tion view, 2000.
Courtesy the artist and
Jayne H. Baum, New
York, and Paesaggio
Gallery, West Hartlorg,
Connecticut

Opposite page,

Left: Richard Caldicott,
Untitled #208, C-print
(50 x 40 in.), 2002,
Courtesy of the artist
and Ariel Meyerowitz
Gallery, New York,
Opposite page,

right; Roger Newton,
Untitled, Ultrachrome
(50 x 40 in.}, 2003
Courtesy the artist.

graphs—analogous to what happened to painting and sculpture in

the 1960s. Her monumental Mogrning Wall (2000), a series of one

are tiled

osed 20-by-24-inch Polaroid negatives that

ndred une

h

1

lll:‘.

O Create a ' !1.1'.\' '.ll\' reducuve qus

my of Ad Reinhart’s paintings, And vet the trajectory of Carey's

work over twenty-five years is specifically photographic, less a strip

ping away than a complex re-eng nent with the matenal condi-

tions of photography that its documentary and fine-art raditions

have submerged. Her work reveals the metaphoric dimensions of

photographic processes as well as the spiritual dimensions of view
ing photographic images.

OF con

¢, one can simply take a picture of a thing that looks
abstract, or take 1t in such a way as to render the subject abstrace

Iy, as in Edward Weston'’s eroded rocks, Brassai's grathiti, or Aaron

Siskind's patt walls. A close-up shot and tight cropping divest

the subject of its familiarity and open it 1o interpretation fugi-

UIVE associations, DU ITS status vis-a-vis the camera and ‘.Il\' Viewer

Jiﬁrrc

emams lH!.IIlL'H‘d, Sometin

t happens with tr

abstract photography

Richard Caldicott is one of a group of English photographers

who are exploring the abstract possibilities of photography,

much in the experimental spirit of Fox Talbot. Their investiga

tons mervenuions may oe a iu'ncr \\th range from l‘lll
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