


Foreword
by Max Kozloff

s I write, I may perhaps be articulate, but I am voice-

less. Nevertheless, I have at my disposal an artificial
device whose aim 5 fo encourage you to hear me. Oh, by
wtalicizing these words, I am appealing to you to keep them
in mind, to remember them because they're important.  Nei-
ther an abbreviation nor a quotation, the photograph states
to the eye: "Do not ignore what is shown here; it has a_frame
and it is special.  Photographs are like sightings of the world

in italics. But every photograph is also equivocal and ghostly,

being a physical image, surely, but also, dis-incarnate and
ghostly, literally an after-life. It could be that the inherently re-
Mex-jabbing character of the photographic image acts as some
kind of compensation for its disembodied state. It could be that
the exhorting frame is both a defining structure and a hope, a

minimal hedge against the oblivion into which such images fall
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The fsland, 1995
Photocollage and ink on paper, 29-3/4 x 22-1/4”

Front cover: On/off; 1976
Photocollage, 22 x 28™

Vert/Hor Colour, 1976
Sepia phulugl‘uplm mounted on rag board,
22 x 307



The Photographic Activity of Painting
by Cira Pascual Marquina

Bev:ent attempts to theorize the emergence of photo-
based art in the 1980s and 1990s have discussed itasa

form of the expanded activity that was once called painting.
This is a reasonable idea, if for no other reason than that
pre-photographic painting did not exclude photography —
in the same way that pre-cinematic photography did not
exclude moving images. Hence it remains an open question
whether the set of gperations that painting carried out are
not best seen as functioning in an ontologically-authentic
medium based on the chemical activity of light on sensitized
surfaces. This is a logic that, in a related argument,
David Joselit has applied to suggest that recent use of video
projection might in fact inherit the concerns of painting

making it, for those who do not equate a medium with a set

of materials, possibly a kind of painting.’

Portrait of a Self, 1999

Photocollage on wood, 7-3/4 x 57

As interesting and as plausible as these arguments are, it
is worth noting that they are all er post facto gestures

attempts to reread history well after the relevant events of
the period have occurred and even after the medium’s initial
historicization has taken place. It thus remains all the more
interesting to find instances of artists who theorized their
photographic practice, contemporary with the beginnings
of the tendency. This is the case for the Italian-born artist
Lucio Pozzi, who, in the early 1970s, just as the photographic
work of conceptualism was about to be translated into
photo-based art, reduced painting to a set of operations —
texture, four colors, duality, remove and relocate, gravity, and

tmitation — that were inclusive of his photographic practice.

Pozzi's paintings as photographs (or photoworks, as he
prefers to call them) are a wide-ranging medium. They can
pack an oblique political agenda, as in Pink Eye Installation
(1977) and other works from the late 1970s and early 1980s.
Or they can be more obviously personal, as in his couple
portraits, such as Stenia and Marphan (Gaze Erchange)
(2001}, in which the operation of imitation is combined with
the operations of duality and remove and relocate. Some of
the work, such as the texture exemplifving The Birth of Time
(1999), operates most obviously on the level of purely formal
composition. The net effect is to deploy photography
in diverse modalities—patron portraiture, contemporary
history, self-reflexive statement—that sometimes seem

as diverse as the modalities of traditional painting.

Without making any claims that as eccentric and individual
a body of work as Pozzi's constitutes a missing link in
the connection between painting per se and painting
as photography (an idea he would abhor), it is worth
considering the historical circumstances that occluded
the possibility of any mediation between these two kinds
of art-making. Central among these circumstances is the

fact that the entry of photography into mainstream art was



The Sudden Departure of Spring—
Stony Brook, June 20, 2004,

Photocollage, graphite, and gouache
on paper, 29-7/8 x 22-1/2"

concurrent with and tied to the operation of photography in
conceptual art, and the latter kind of artistic practice for the
most part saw itself in a generie, post-medium condition.?
While it was common even during the heyday of
conceptualism to question the idea that art could be
dematerialized, the doctrine that conceptual art successfully
entered a de-mediumized condition has had much greater
longevity. With the dogma of a generic art operation put
firmly in place by eonceptualism, the subsequent birth
of photo-based art under its aegis created a condition of
amnesia such that some photographic works could later be
rediscovered to be using the operations of painting. Pozzi,
by contrast, appears never to have lost sight of painting
and its specificity: rather than reduce the whole of art to a
generic operation, he reduced painting to a set of operations
that were inclusive of much that flew (and continues to
fly) under the flag of photography. The possibility of the
latter more limited reduction would be quite interesting
in itself even without its anticipating—by way of a robust
anti-essentialist reading of medium—the theorizations

of photo-based art in the decades that would follow.

Pink Eye Installation, 1977
Photowork installation: detail right wall

The Birth of Time, 1999
Photomontage and gouache on paper,
23-1/4x 187
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