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Digital Exhibition Guide IMAGE LANG‘UAGE

Image Language presents the work of American artist Sarah Charlesworth
(1947-2013), tracing her creative output over the course of forty years across
her formative involvement in art publications to her later camera-based projects.
Charlesworth worked serially throughout her career—in the sequenced format
of magazines, in her production of photographs, and in her methodical and
thematic organization of reference images. Bringing together publications,
ephemeral materials, and photographic works from the artist’s archive, the
exhibition focuses on Charlesworth’s early formal and conceptual strategies,
exploring how she utilized photography and appropriation to investigate

the cultural influence of images.

Associated with the Pictures Generation of the late 1970s, Charlesworth
adhered to a regimented process of gathering and archiving images from
newspapers, press clippings, advertisements, and cultural magazines ranging
in type from fashion to lifestyle to pornography. As one of the first of the
postmodern artists to re-purpose found images, Charlesworth's work was
shaped by the idea that an image contained references to a history of other
images, and that this quotational gesture could offer a strategy of access
and communal language.

Sarah Charlesworth: Image Language is organized by Christine Robinson and
will be on view for approximately 6—8 weeks upon Printed Matter's reopening.

This program is supported, in part, by an award from the National Endowment for the Arts, public funds from
the New York City Department of Cultural Affairs in partnership with City Council, the New York State Council
on the Arts with the support of Governor Andrew M. Cuomo and the New York State Legislature, and the Andy
Warhol Foundation for the Visual Arts.
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The Fox (1975-76)

Influenced by Conceptualism and the dematerialization
of art through other means like writing, Charlesworth
began to study and write about contemporary art
toward the end of the 1960s, and became affiliated
with the New York division of Art & Language. In 1975,
she and Joseph Kosuth co-founded The Fox, an art
theory magazine emphasizing artistic collaboration,
and political and theoretical debate.

Charlesworth was a central figure of The Fox, editing
and writing several texts for its three issues, before
disagreements between its editors caused them

to disband. Her texts for the magazine became urgent
proposals for an end to the problems associated

with the commodification of art and for artists to hold
a greater sense of cultural responsibility, writing in

the firstissue: “We have lost touch—not only with
ourselves and with each other but with the culture of
which we are a part. It is only by confronting the prob-
lem of our alienation, making this the subject of our
work, that our ideals take on new meaning. We move
to become one again with culture in our sense of
shared concern.”

THE FOX

ON OF DEPENDENCE

IT IS THE PURPOSE OF OUR JOURNAL TO TRY TO ESTABLISH SOME KIND OF COMMUNITY
PRACTICE. THOSE WHO ARE INTERESTED, CURIOUS, OR HAVE SOMETHING TO ADD (BE IT PRO
OR CON) TO THE EDITORIAL THRUST...THE REVALUATION OF IDEOLOGY...OF THIS FIRST ISSUE
ARE ENCOURAGED, EVEN URGED, TO CONTRIBUTE TO FOLLOWING ISSUES. ALL OTHER COR-
RESPONDENCES ARE WELCOME. CONTRIBUTIONS AND CORRESPONDENCES SHOULD BE
ADDRESSED TO: THE EDITORS, POST OFFICE BOX 728, CANAL STREET STATION,

NEW YORK CITY, 10013.

From The Fox Issue 1, 1975
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PUBLIC NOTICE

LEGALLY AND BY UNANIMOUS AGREEMENT OF THE EDITORS AND THE BOARD OF THE ART & LANGUAGE
FOUNDATION, INC. (NEW YORK) PUBLISHER OF THE FOX

THE FOX

THE

The content of volume 1 number 1 concentrates on a revaluation of art-practice. It includes writings and reviews on the chances for learning

CEASED PUBLICATION PERMANENTLY WITH
ISSUE NO. 3

THE FOX WAS PUBLISHED (INTENTIONALLY) INDEPENDANT OF ART & LANGUAGE ENGLAND (HORLEY).
THE ATTEMPT BY ART & LANGUAGE ENGLAND, AND LESS DIRECTLY BY OTHERS, TO TRADE ON THE NAME
OF THE FOX SINCE IT FOLDED (FALL, 1976) CAN AND MUST BE SEEN AS NOTHING OTHER THAN PURE
OPPORTUNISM. ANY GROUPS OR PUBLICATIONS CURRENTLY CLAIMING ASSOCIATION WITH THE FOX DO
SO WITHOUT THE CONSENT OR RECOGNITION OF ITS EDITORS AND PUBLISHER.

and cultural resp of art in the p d period. The writings include: A critique of modernism: Does it have to wear social
blinders in order to be ambitious? At and politics: Is there the chance of a choice about the kind of society artists wan their work to
reflect? Are and power: What good is a eritique of instituti ization and iporary art: Does this art now stand for the
total ossification of any conditions of a feasible ic ideology? Ce iporary art and the ethic of consumership: Is there a
prod relationship in art? Art and ics: Is there an ic function to i ion? The bankruptcy of
art-education: 1s the art school a citizenship factory? Art bistory: Is it the propagator of the cognitive monopoly of modernism? The cult
of the art-superstar: Are professional art careers neutral or the function of a particular world-view? The artist as b logist: Is there a

steady dissolution of culture into a neutral mechanism? Also: Looking back on the art workers coalition . . . the failure of conceptual art
... doubts about protest art. The priority of language: Does it constitute rather than merely reflect our world/practice? The decay of the

local group: Is the loss of the sense of reality of the legacy of ism? The search for alternatives: Do these lic with
ionization, art-groups, it Conri 10 volume 1 number 1: Andrew Menard, Philip Pilkington, Karl
Beveridge, Joseph Kosuth, Lynn Lemaster, Mel Ramsden, Sarah Charlesworth, Michacl Baldwin, David Rushton, Preston Heller,

Adrian Piper, Michacl Corris, Terry Atkinson, Jasna Tijardovi¢, Tan Burn, Paul Wood, Zoran Popovi¢. [Editors The first issue

ots) -
of The Fox is due mid-April and will cost $2.00 . ., . The Fox, Post Office Box 728, Canal Street Station, New York City, 10013

Left: Announcement poster, The Fox Issue 1, 1975
Right: The Fox notice of ceased publication, 1976



Modern History (1977-79)

During the late 1970s, Charlesworth’s art production
comprised numerous serial investigations that
challenged and exposed forms of representation.
This process began with her first series, Modern
History (1977-79), in which the artist interrogates the
reproduction of contemporary events through the
collection of newspapers, the removal of their text,
and the photographic documentation of the results.
Charlesworth discarded everything but the mastheads
and images in order to investigate how we receive
cultural information, and to emphasize the power and
effect of photographic language on the public.

The complete Modern History series consists of
sixteen distinct multi-panel pieces, each focusing on a
unique subject and following a set of conceptual con-
straints. In The Wall of Tears (Study) (1979),
Charlesworth chose three Italian newspapers from
June 8, 1979, each featuring an image of Pope John
Paul Il praying. He kneels before an altar erected

above Polish train tracks used to transport millions of
Holocaust victims to the concentration camp at
Auschwitz. Out of view are hundreds of thousands of
visitors, photographers, and news reporters, witnessing
and recording the media spectacle. While Charlesworth
typically installed Modern History pieces as linear
progressions, she played with their visual formations

in two published catalogues of the series, Modern
History (Second Reading) (1979) and April 21, 1978
(1984), translating their original configurations into
paginated sequences.
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Regard (Study), 1979
From the series “Modern History”
Black and white prints
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Tz M Messagaero i .. LA STAMPA

The Wall of Tears (Study), 1979
From the series “Modern History”
Black and white prints
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United We Stand / A Nation Divided, 1979/2003
From the series “Modern History”
Black and white prints



MODERN
HISTORY

SARAH CHARLESWORTH NEW 57 GALLERY EDINBURGH 1979

Modern History (Second Reading), published by New 57 Gallery,
Edinburgh, 1979



Modern History (Second Reading), published by New 57 Gallery,

Edinburgh, 1979

©)1979. SARAH CHARLESWORTH

PUBLISHED BY THE NEW 57 GALLERY
29 MARKET STREET,
EDINBURGH

EDITION: 500
The New 57 Gallery acknowledges
the financial assistanco

of the Scottish Arts Council

PRINTED BY IVANHOE PRINTING CO. LTD.
MUSSELBURGH

UNWRITING: Notes On Modern History

The problem of unwriting is for me a far more interesting challenge than that of writing,
positioning myself through the use of written language. I am taking recourse to language
here, not so much out of a sense of failure of non-language to ‘speak’, but rather outof a
sense of the presence of language hovering about the figures I inscribe. This being the
case, itis perhaps more misleading to deny that presence, than to seize hold of it, engageit
as a conjuring device. . .

The visual materials which comprise the primary text of this catalogue are reproductions of
single "details” of larger works, usually comprising a number of textual reproductions
whose selection and edition describe a figure at once 'imaginary’ and ‘objective’.
Imaginary, in the sense that they position us in a hypothetical orimaginary perspective;
objective, in that they are constructed of actual concrete objects (newspapers, photos—
texts) which I have found and whose formal order [ have maintained. Only through
systematic selection and deletion, the shiftingof the planeoffocus, are original texts
re-animated, characters resurrected and called upon totellanothertale. Whiletheinternal
integrity of each reproductionisfaithiultoits referenttext (in terms of scale, size, placement
on the page), and the selection, deletion, of text consistent within any given work as a
whole, the figure so described varies from work to work—depending on the particular
constraints which the exploration or articulation of any given problem implies.

The question of locating a photographic ‘subject’ distinct from its ‘representation’, the
power of an image distinct from that of its context, exists primarily as a problem of
language. To encounter language itself—visual, graphic, literate, contextual—is to
experience one's self the subject, positioned. The question of the position of the subject
begins then with my experience, the experience of a codified relation toan absent event. ..
through the media context, through the ordering of its surface, through both written
language and photographic analogue, the experience of being acted upon, being called
upon to observe, to participate . . . in the rhetorical manifestations of power.

In this case, power can be viewed—not so much as it is represented —but as it asserts itself
through the visual and literary text itself I am concerned with that which isactual. .. This
means an engagement with text, notonly asit 'stands for'anabsentworld, butasit projects
itself into the physical and conceptual space which [ inhabit.

To re-frameis of course to re-present that which T have seen . . . o re-present the process

by which vision projects and transforms itself: to engage in the struggle to discover that
which is absent, obscured from our vision, through an encounter with that which is
manifest, given. In these works I am concerned not so much with that which lies behind
as that which asserts itself through images . . . the history, the force, which exerts itself
through their particular and systematic usage, in the immediate yet expanded world we
see as our context.



THE WALL OF TEARS (AUSCHWIIZ) AND REGARD

While we observe the ritual we might likewise transformitasametaphor Allwe need'to begin with isadescription—all
else remains (formally) intact.

Here the image of a Pope is kneeling on our page. He is praying at the Wall of Lamentation; the scene of human
tragedy—DEPICTED ALWAYS IN THE PAST. if this metaphor harbours implications for the present let's un-write this
story and bring them up to date.

For a moment—while we have a choice—let's assume the position of our story s subjectinteracting with othersubjects
which, together, compose the social body of our text. These others we might imagine to be REAL—figures made to
stand for the positions which they take. Here it seems we face ourselves, a contradiction: armed we frequently play the
victim, eyes masked we continue o aftack.

THE WALL OF TEARS (AUSCHWITZ) JUNE 8, 1979 (STUDY)

3 details

inclusive:

IL MESSAGGERO, CORRIERE DELLA SERA, and LA STAMPA, June 8, 1979
all front pages

all mastheads and dates

exclusive:

all other pages

all other photographs
all text

REGARD (study)
2 details

inclusive:
2 selected photographs, in place: ST. LOUISDISPATCH, June4, 1979, page 2,
and THE WASHINGTON POST, June 5, 1979, page 10

exclusive:
all other photos and text

Modern History (Second Reading), published by New 57 Gallery,

Edinburgh, 1979
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Stills (1980)

Charlesworth's series, Stills, from 1980, began with
the artist’'s own image research at newspaper stands
and the New York Public Library; pulling images from

a variety of sources including press images, Hollywood
production photos, news and lifestyle magazines,

and art history textbooks. The images are from suicides,

fire escapes, and movie stunts. The life-size black-
and-white photographs that make up Stills depict
falling and jumping bodies, individually suspended in

air while plummeting toward unknown fates. In this
work she refrained from identifying sources or contexts
in their titles, other than the names of the individuals
and sites photographed, if known.

The subject matter and formal composition of
Stills—figures frozen in motion, descending from one
point to another—refers back to a lineage of art
historical images. Works by Henri Cartier-Bresson,
Yves Klein, Andy Warhol, Bas Jan Ader, and Jack
Goldstein all factor into this history. Charlesworth’s
project, on the other hand, emphasized unknown
outcomes. But perhaps more than their art historical
lineages, the images in Stills, post-9/11, are now
inextricably linked to the media images from the
World Trade Center.
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The Pictures Generation

Charlesworth is often associated with the
Pictures Generation, a moniker originating

from Douglas Crimp's 1977 landmark exhibi-

tion Pictures. In the late 1970s, the artists of
the so-called Pictures Generation radically
transformed art in the aftermath of Minimal-
ism and Conceptual art. Charlesworth and
peers such as Laurie Simmons, Barbara
Kruger, Cindy Sherman, Sherrie Levine,
Louise Lawler, and Richard Prince began
utilizing appropriated images from newspa-
pers, magazines, film, and other media in
their work in order to address problems of
representation and the dominance of mass
media. These artists became known for
seeing the photographic image as serial and
simulacral, or as Jean Baudrillard declared,
“a copy without an original”—pointing to
the image'’s representation as a construc-
tion rather than reality itself.

The ascendance of the Pictures Generation
put into question the modernist view of

the photograph as a unique and authentic
product of the artist. Roland Barthes’ text
“The Death of the Author,” and its idea that
one text (or image) in actuality contains
references to multiple texts (or images) that
came before it, were influential to many of
these artists.

Charlesworth maintained a regimented
practice of gathering and archiving—exclu-
sively incorporating appropriated images
into her work from 1977 through 1991. She
collected images from various sources—
newspapers, press clippings, advertise-
ments, photography and film books, as well
as cultural magazines ranging in type from
fashion to lifestyle to pornography—and
archived them thematically in labeled files
and folders for later access.
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In-Photography (1982)

Published in 1982 with CEPA Gallery in Buffalo,

the artists’ publication In-Photography predominantly
features works from the 1981-82 series of the same
name. For the first time with these photographs,
Charlesworth drastically altered her source images—
splicing, exploding, and reorienting images to form
new compositions, collaged on monochromatic back-
grounds to be re-photographed and printed as
seamless photographic works. In-Photography opens
with an essay by Charlesworth in which she considers
her theoretical views on photography, the objectivity
of the image, and the role of the photographer. She
concludes the text, articulating the visual strategy
explored in the photos to follow and inserts herself as
a crucial figure in the process: “Sometimes | open

an image in order to make room for myself, to disrupt
the closure of an intensified unknown.”

SARAH CHARLESWORTH

SPECIFICATIONS ~ »¢ Boioson

h 50°
exhibited Tony Shairazi Gallery, New York, December 1981

& — IN-PHOTOGRAPHY

SARAH CHARLESWORTH

pIS  JAPANESE HOUSE
photo mural print, 50 x 63*

In-Photography, table of contents [left] and cover [right], published by
CEPA Gallery, Buffalo, NY, 1982



Explosion, 1981, in In-Photography, published by CEPA Gallery,
Buffalo, NY, 1982

IN-PHOTOGRAPHY

Photography testifies to the objectivity of the world. The subjective position, the position from
which the world is viewed, is always that which is absent, that which is “missing” from the
photograph. “This is how the world was viewed by someone. " But who was thaf someone? Did
the camera take the picture? Did the picture impress its image by convention upon the eye of
the unsuspecting photographer? Or did a person create the infinate perfect just-so-ness of the
world that arranges itself before its avid lens?

More than just the sum of documented circumstance isolated from the continuity of occurance,
photography, through its awesome power of description, provides an extensive and complex
grammer of modern experience, a typology of mind. Representation is not a singular act, but a
continuous and repetitive process of symbolization, a dense and hierarchical vocabulary of the
world once removed. “"Reality" is increasingly the vanishing point of its image, the inaccessible
‘other” and “elsewhere" of a copious landscape of articulated separation.

On Photography approaches its subject from a practice (of writing) which is exterior to
photography. In-Photography is an exploration which is enacted on the field of the image itself,
from within.

Sometimes I open an image in order to make room for myself, to disrupt the closure of an
intensified known. The entry into an image, the rupture and reintegration of its coherent form,
exposes that which lies between meaning, the reciprocal meeting of an object and its apprehen-
sion. That which is released is the difference between it and me.



Venus, The White Lady, and Light Break (from The White Lady series,
1981), in In-Photography, published by CEPA Gallery, Buffalo, NY, 1982
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Lightning and Samurai, 1981, in In-Photography, published by
CEPA Gallery, Buffalo, NY, 1982
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A Lover’s Tale (1983)

Published by Wedge Press as part of its “Pamphlets”
series of artists’ publications, A Lover's Tale (Wedge
Pamphlet 13) by Charlesworth places dramatic stills
from Old Hollywood romances and vampire films into
a narrative sequence. The characters vary across
images but function as recognizable photographic
archetypes who illustrate the timeless story of
seduction by brute force.

Wedge Press also produced a seminal periodical

called Wedge—combining artists’ projects and critical
and theoretical writings, edited by Phil Mariani and
Brian Wallis during the early to mid-1980s. A Lover's Tale
was included in Wedge, No. 3/ 4 / 5 (1983) Partial

Texts : Essays and Fictions, a special issue that gathered
into one folder fourteen artists’ chapbooks investigating
the “viability of a politically engaged form of writing.”
Along with Charlesworth are books by Kathy Acker,
Roberta Allen, Nan Becker, Theresa Hak Kyung Cha,
John Fekner, Matthew Geller, Candace Hill, Silvia
Kolbowski, Harry Kondoleon, Gary Indiana, Mariani,
Richard Milazzo, and Reese Williams.
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A Lover's Tale, title spread, published by Wedge Press, New York, 1983



A Lover’s Tale, published by Wedge Press, New York, 1983



A Lover’s Tale, published by Wedge Press, New York, 1983



A Lover’s Tale, published by Wedge Press, New York, 1983






BOMB

In 1981, Charlesworth and a small group of artists

and writers in New York, including current Editor in
Chief Betsy Sussler, founded the magazine BOMB.

The publication offered a collaborative space for artists
to work out their ideas in essays, interviews, and conver-
sations without the presence of journalists and critics.
The name and logo of BOMB derived in part from Blast,
a British art and literary journal from the early 20th
century—it also referred to the short life the magazine's
founders thought it would probably have. Charlesworth
created the front and back covers for the first issue,
pairing her 1981 works Empire Light (Positive) and the
inverted Empire Light (Negative). The images, re-photo-
graphed press photos sourced from the Picture Collec-
tion at the New York Public Library, depict a streak of
lightning illuminating the night sky, looking as though

it has just struck the Empire State Building.

Charlesworth's work appeared on several other covers: BOMB

in 1987 with Snake from the Objects of Desire series,
and in 2008 for the 25th anniversary issue—a 20x24-
inch polaroid from her Action Paint series. In this

image, drips and splatters of paint are lit and frozen in
time, confusing and collapsing the distinctions between
mediums. In 2013, a memorial issue dedicated to
Charlesworth featured Rider, from the 1983-84 series
known as Red Collages. In addition to her presence

on the covers of BOMB, she was also featured in
numerous interviews and portfolio spreads.

ef DMIA9E NFAOY W3 I 3US&l I IMUION

VOLUME 1 ISSUE 1 NEW YORK SPRING 1981 2!

Above: Empire Light (Negative)
[left] and Empire Light (Positive)
[right], back and front cover

of BOMB No. 1, Spring 1981

Left: BOMB No. 1 mock-up



Above :David Kain in § Kitchen, Jncksonville, 1976, \D/\\ < |5

Belows Linda Chappell at Home, Koscluske Kiss., 1977. HeloeTica, i

Bieht: Qutside Brown's Delishopps, Greenville, Kiss. L977. an =Ealic ?'
et BT Ly L9EL. : i
Ken, Ton Kavoof. in Soio, 1980. 2 ‘\7 HELUQ—,(

s contents
prekes M\whmyépdo fr Hebodia [Bé’;ipds/fm}.f V.aco M{QCM

Hevenes BOLC

& Sy ANS, |
A S =
o ' A2 - sy { Ml ,7(
TWISTING AND SHOUTIXG, Md
Y5 craic ;,ﬂm; : Y, gt ’bw‘:‘“‘" S %—Qf.&f{m infemes - FoaCUodel, L

[RNN N3 L Breirf] e vionon OFVIRES T

Ly qz‘Qm X \,-‘*""‘\"‘J

'7575)5%@ T4 Dee Oet e

! =14 Bebsy) Sumlas «,.(Wus (.lZﬂrfSéM 23_

=

oS L Poyée qv Erw/c)u«jag
AZR JA ‘<"“’a"; Q _— =
R & Micwee Moo
S CHAW f(-é_VtQ"‘lJY\J (k] — o
; — S ‘Sr@FL"“TZZZ ”‘*’CH agis ony  ©
o r(——o\u:::;\(?‘,\( C\”Wﬁwqx i = SeNeddoncr e
by Barry Yoursean Opudiy i 7’ Al Scrrritt / % T
EEX B
o m \\:7\3\40 ¥ 8§ Ve GL{oggm\) Hr gm = **-T\_s
l e 5 LT DN’UM/ N@?/ZLL%MS [
7 A \Lo QX St u;\;& v i Och l‘(!(_L(,\jGS
EBRXKXZKK by [za Bear '\\*“X\w S R e sl Zg]
" N S [Q Shah oty (({) C{i/, e — —_———
Photo: Allan Prame (o ot Heluoepe, E
Rlehard Prince, 1981 1982 ) ‘:if}s anf

Barbara Krumer, 1981, Photo Montage

SARRH CHARLESWORTH \_)/4,0 pt HELur\—y-m‘ Rold K'fc.&;( h
LA pr—>SeT Twics

& Incanllq‘?g- ol Flusk s [ Tony shaﬂ-ui
o Depiee sady Hioen wigHr 2 Chadtvom f 9
§) *'x er’!ha,;: ine Sohvajoer, Antverp 3 &Dlan-n\-r 1981 (T
N ? y\” s ‘HELLH@
“spiral Galasy s JaLveTicn T telee [ if“-‘H
" /Metro Picturas New York .',ghcnmg Rl
dsnpn-b-r 1981 2T i
HELLE o Pl Samurai

ﬁ;“\ Stona tablet

Explosion

Process documents for BOMB No. 3, Spring 1982
Reproduction courtesy the Butler Library, Columbia University

nf}'j ' ;’:0»;% ¢ é@ﬁ"’ ":@EZLN-, nesqv Sl\cfd&) nes ‘

'[Co:\h\] el B &

_Balsa Kr:ﬁ mf'wm»fm!(

i M cou.“&@ (o SO /(r/\/(_k_/ G
l ~/3<w mrxmo i
wmles o feviess J(ulﬁgfwv 2-3
e _E?'?‘WIM Pnuros T [FEL
l’% -G'eaw\l}:- Mol ] Oreﬂl):,d(,g QS T
— e — e ——
W Ka™  umecnc 2
L fraveNeA il
PHOTDS, | 1™ SARAM cptanss ST e
Tl Awen ﬁrz..oméy,vw Goca_m// (-~
LOMOrRD A T2 sy
Ll fOLMOLos C’”WUVP[‘?— eiels
m | o 12 fearotes (LARGEY -2
' L baumn aEtran
LC_Q Lesce Y SCHIFF xmoy S5 :‘T“—\"'

Flenon - 20 FooR SHORT STUYce
Ly KAV AcicOr/ SELcAt
o z; ruj YOUR LA

CONTENTS
Covm_/aa—uccwm 9—-

ADS Il
kq’om L MAWMOM 48

3 - CoMmumcanans  SECTIEN)
=ML fites genThTIVE,

SARAH
CHARLESWORTH
SARAH

CHARLESWORTH
SARAH CHARLESWORTH



Spread in BOMB No. 3, Spring 1982, featuring photos
from The White Lady and In-Photography



Glossolalia (1983)

In the Spring 1983 issue of BOMB, Charlesworth

and Barbara Kruger published an eleven-page portfolio
of text and photographic images titled “Glossolalia.”
The magazine piece presented nearly fifty cited
declarative statements on the subjects of images,
photography, and representation, responding to mount-
ing theoretical debates surrounding postmodernism
and the contemporary status of the photograph in the
1980s. Some of the quoted ideas align while others
appear to contradict each other, offering various inter-
pretations of the function of photographs. The title
“Glossolalia,” meaning to speak in tongues or to speak
without intelligible meaning, suggests the difficulty

of finding clarity amidst these differing theories.

In the pages following these quotations are black-
and-white reproductions of images by Charlesworth,
Barbara Kruger, Laurie Simmons, Richard Prince,
Cindy Sherman, James Welling, and others—artists
primarily associated with the Pictures Generation.
Charlesworth’s image in this section comprises ten
black-and-white dice suspended in mid-air against

a black background highlighting photography’s
historical qualities of chance, fate, and ephemerality.
The piece offers a lens into the fixations that would
occupy Charlesworth throughout her career with work
that probed the problems and possibilities of the
photograph.
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Representation, then, is not—nor can it be—neutral; it is an act
— indeed the founding act—of power in our culture.
—Craig Owens

Thou shalt not make unto thee any graven image, or any
likeness of any thing that is in the earth beneath, or that is in the
water under the earth: thou shalt not bow down thyself to
them, nor serve them . .

—God

Deprived of narrative, representation u.kms as signifying
device, for th: it ap-
pears toan
ideology; but it also represents the opposrfe srde of the norm,
the antinorm, the o
the repressed: Hell.

—Julia Kristeva

The desire of representation exists only insofar as the original is
always deferred. Itisonly in the absence of the ougmal that

takes place, because it i dy there in the
world as representation.

—Douglas Crimp
Every cigarette, every drink, every love affair echoes down a
7 T o :

fo
television shows, lo movies—to the point where we no longer
know if we mimic or are mimi

—Tom Lawson

Relationship between human beings is based on the image-
forming, n our each of us

The photographs have a reality for me that the people don't. It's
through the photograph that I know them. Maybe it's in the
natuze of being a photographer. I'm really never implicated. I
don't have any real knowledge.

—Richard Avedon

by means of , he
(the phobic, pemn) pmdur:es them in the very mafenul of drives
—and it turns out that the only rhetoric of which he is capable is
that of affect, and it is projected, as often as not, by means of
images.

I bl

—Julia Kristeva
. the image is treated as a stand-in or as a replacement for so-
‘meone who would not otherwise appear .
—Craig Owens
All art is “im:
substitutes.

age making" and all image making is the creation of

—E.H. Gombrich

In a world which is topsy-turvy, the true is a moment of false.
—Guy Debord

Photography today seems to be in a state of flight . . . The
amateur forces his Sundays into a series of unnatural poses.

—Dorothea Lange
The destiny of photography has taken it far beyond the role to
which it was originally thought fo be limited; to give more ac-
curate reports on reality (including works of art). Photography
is the reali ty; the real object. IS olten experienced as a letdown.

builds an image about the other and these two images have rela-
tionship, not the humen beings themselves . . . One has an im-
age about one’s country and about oneself, and we are always
strengthening these images by adding more and more to them.
And it is these images which have relationship. The actual rela-
tionship between two human beings completely end when there
isaformation of images . . . All our relationships, whether they
be property, ideas or people, are based essentially on this
image-forming, and hence there is always a conflict.
—Krishnamurti

Where the real world changes inio simple images, the simple

ome real b effectiv of hyp-
notic behavior.

—Guy Debord

The acquisition of my tape recorder (camera) really finished
whatever emotional life I might have had, but I'was glad to see it
go. Nothing was ever a problem again, because a problem just
meant a good tape (photo), and when a problem transforms
itself into a good tape (photo) its not a problem anymore. An in-
teresting problem was an interesting tape (photo). Everybody
knew that and performed for the tape (photo). You couldn't tell
which problems were real and which problems were exag-
gerated for the tape (photo). Better yet, the people teiling you
the problems couldn't decide anymore if they were really hav-
ing problems or if they were just performing.

— Andy Warhol
ﬂ':e objects which the image presents fo us and fo which our on-
ti be that of
bemg, our situation in the world. The libidinal investment in the
image, an onwhich the tur
and avoid of the problem n[}.he

other.

—Colin MacCabe

hs make of artthatis
mediated, second-hand, lte s et way.
—Susan Sontag
To see and'to show, is the mission now undertaken by LIFE
(magazine).
—Henry Luce
The lite I ph
to horror itself.

h reduces us to the

dalof horror, niot

—Roland Barthes

People were murdezedior the camera; andsome

d -amera crew departed without
taking a picture in the hope that in the absence of cameramen
acls might not be committed. Others felt that the mob was
beyond appeal to mercy. They stayed and won Pulitzer Prizes.
Were they right?

—Harold Evans

Distanciation is this: going all the way in the representation to
the point where the meaning is no longer the truth of the actor
but the political relation of the situation

—Roland Barthes

The world is centered for us by the camera and we are at the
center of aworld always in focus. As long as we accept this
centering we shall never be able to pose the question of “who
speaks” in the image, never be able to undersiand the dictation
of our place

—Colin MacCabe
A clear boundary has been drawn between photography and its
social cbmm:te( In oiber words, the ills of photography are the
ills of must by Jed, in its entire-
ty, for @ meaningful art, of any sort, o emerge.

—Allan Sekula

Qur conviction that we are free fo choose what we make of a

photograph hides the complicity to which we are recruited in
the very act of looking.
—Victor Burgin

For the first time in world history, mechanical reproduction
emancipates the work of art from its parasitical dependence on
ritual. To an even greater degree the work of art reproduced
becomes the work of art designed for reproducibility.

— Walter Benjamin

. for the modern photographer the end product of his efforts
is the printed page, not the photographic print
—Irving Penn

‘Much of painting today aspires to the qualities of reproducible
objects. Finally, photographs have become so much the leading
visual experience that we now have works of art which are pro-
duced in order to be photographed.

— Susan Sontag

the very question of whether photography is or is not an art
is essentially a misleading one. Although photography
e o it b

it can lie, it gives aesthetic pleasure—photography is not, to
begin with, an art form at all. Like language, itis a medium in
which works of art (among other things) are made.

—Susan Sontag

bound to ph hic

ic di One-way
thinking has stratified this moonlighting medium ever since its
invention, zoning it into polemic ghettos walled off by
hegemonies and hierarchies.

Theb hanisti diti

—Ingrid Sischy

It is a fetishistic and fundamentaily anti-technical notion of art
with which theorists of photography have tussled for almost a
century, without of course achieving the slightest result! For
Ibey sought nothing beyond acquiring credentials for the

For acertain moment photography enters the artin

from the he had already

such a way that it the purity of

1 ture.
These categories are subsequently dwes(edo{ rheu{mnve
autonomy, their idealism, and thus their power.
—Douglas Crimp
The morphology of photagraphy would have been vastly dif-
ferent had photographers resisted the urge fo acquire the
credentials of esthetic respectability for their medium, and in-
stead simply pursued it as a way of producing evidence of in-
telligent life on earth.
—A.D. Coleman
For every photographer who clamors to make it as an artist,
there is an artist running the risk of turning info a photographer.
—Nancy Foote
Photography is better than art. It is a solar phenomenon in
which the artist collaborates with the sun.
—Lamartine
The photographic artists’ downfall is the romance with
technique.

—Carol Squiers
The in ph isits to fashion. The
world is beautiful. That is its walchword.
— Walter Benjamin
While th h b dor

wise) requires ahexmcizedmyfb of the artist, the exemplary
practice of the player-off codes requires only an operator, a
producer, a scriptor, or a pasticheur.
—Abigail Solomon Godeau
‘Montage before shooting, montage during shooting and mon-
tage after shooting.
—The Dziga Vertov Group

A work that does not dominate reality and that does not allow
the public to dominate it is not a work

— Bertolt Brecht
A certain contempt for th: ial idea
is indispensible to the purist realization of this idea.

—Man Ray

You know exactly what I think of photography. I would like to
see it make people despise painting until something else would
‘make photography unbearable. —Marcel Duchamp

—Walter Benjamin
That ph. had the t tolartisa
fact which the discourse of modernism found it necessary to
repress, and so it seems thaf we may say of postmodernism thaf it
the return of the rep: These canbe
named at the outset: first the museums; then Art History; and
finally, in a more complex sense, because modernism depends
both on its presence and upon its absence, photography.
—Douglas Crimp
Th de f ic the
referential status of vJsuaI imagery, its claim fo represent reality
asitreally is —either the appearance of things or some ideal
order behind or beyond appearance

—Craig Owens

Quotation has mediation as its essence, if not its primary con-
cern, and any claims for objectivity or accuracy are in relation
f ions of i not ions of

truth.
—Martha Rosler

race has forgotten the labyrinth of

P that stops at th
the visible.
—Ingrid Sischy and Germano Celant
In order for history to be truthfully represented, the mere sur-
face offered by the photograph must somehow be disrupted.
—Siegfried Kracauer

The intention of the artist must therefore be to unsettle conven-
tional thought from within, to cast doubt on the normalized
_perception of the “natural” by destabilizing the means used fo
represent it.

—Tom Lawson

To reframe is of course to represent that which I have seen .

to represent the process by which vision projects and transforms
itself, to engage in the struggle to discover that which is absent,
obscured from our vision, through an encounter with that which
is manifest, given. —Sarah Charlesworth

To photograph is to confer importance. There is probably no
subject that cannot be beautified; moreover, there is no way to
suppress the fendency inherent in all photographs to accord
value fo their subjects. But the value itself can be altered .

" Susen Sontag

SARAH CHARLESWORTH

Sarah Charlesworth and Barbara Kruger, title spread of the portfolio
“Glossolalia,” in BOMB No. 5, Spring 1983

AND BARBARA KRUGER



Sarah Charlesworth, Untitled (from the portfolio “Glossolalia” by
Charlesworth and Barbara Kruger, in BOMB No. 5, Spring 1983)



Red Collages (1983-84)

Red Collages consists of four cibachrome photographs
made from collages of single images, which have

been excised from their original contexts, cut up and
reassembled into other forms. These works are associ-
ated with and anticipate the conceptual and visual
themes of the series that would follow, known as
Objects of Desire. In the production paste-up for Rider,
a LIFE magazine clipping of Natalie Wood (rehearsing
for the film Gypsy) reveals the shape of a cowboy
riding a horse on the reverse side of the page. By super-
imposing one image onto the silhouette of the other,
Charlesworth created a visual narrative between the
two images, allowing doubled readings and merging
extreme gender stereotypes.




Construction, 1983-84

Fashion Collage, 1983-84

From the series “Red Collages”
Cibachrome prints with lacquered frames




Sarah Charlesworth exhibition invitation cards

Light Weave.

TAKING THE PICTURE- ‘,!

PHOTOGRAPHY AND APPROPRIATION

LOUISE LAWLER

SHERRIE LEVINE
ALLAN McCOLLUM

ROBERT RAUSCHENBERG

MIKE AND DOUG STARN

ANDY WARHOL

YOU'RE INVITEDTO

LEO CASTELLL & GALLERY

Jaratt Olardescwortss




Light Weave, 2009
From the series “Work in Progress”
Fuji Crystal Archive print with lacquered wood frame

Light Weawe.




Seated Buddha (Small Version), 2000
From the series “0+1"
Fujiflex print with lacquered wood frame




Available Light (2012)

After nearly two decades of photographic investigations
involving appropriation, a surprising shift occurred

in 1992 when Charlesworth began making her own pho-
tographs—trading her use of found images for actual
objects photographed in the studio. From this point on,
the artist exclusively worked in this mode. The series
Available Light (2012) is a formal investigation of light
and objects. The twelve photographs and diptychs

in the series were photographed with available light in
her studio on color film in a palette of black, white,

and turquoise. Charlesworth transformed the space
beside her studio window using forms of material and
natural light: objects, paper, reflections, refractions.
Some images echo the central placement of isolated
objects of earlier series, such as Objects of Desire,
taking up an alternative mode of appropriation.




Hourglass, 2012
From the series “Available Light”
Fuji Crystal Archive prints with lacquered wood frame



Candle (Small Version), 2012
From the series “Available Light”
Fuji Crystal Archive prints with lacquered wood frame



Crystals, 2012

From the series “Available Light”
Fuji Crystal Archive prints with lacquered wood frame
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Index card, process for “Glossolalia,” 1983

Sarah Charlesworth:
IMAGE LANGUAGE

Exhibition organized by Christine Robinson
Vitrine materials: Courtesy the Estate of Sarah Charlesworth

Wall works: Courtesy the Estate of Sarah Charlesworth and
Paula Cooper Gallery, New York

This program is supported, in part, by an award from the
National Endowment for the Arts, public funds from the New
York City Department of Cultural Affairs in partnership with
City Council, the New York State Council on the Arts with

the support of Governor Andrew M. Cuomo and the New York
State Legislature, and the Andy Warhol Foundation for the
Visual Arts.

Beciowmment  Cultural
fouheArls Affairs
Council on ; 74"*‘% w WB
™ | the Arts E .

‘The Andy Wathol Foundation for the Visual Arts

| Printed Matter, Inc. I

231 11th Avenue
New York, NY 10001



