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Introduction




IN RECENT YEARS, Latin American research on the history of photography has revealed that this region has played a more important role in the development of photography than previously thought. The Brazilian scholar and photographer Boris Kossoy, for example, revealed that Hercule Florence, a Frenchman residing in Brazil, made an independent discovery of photography in 1832. In his history of the inventor and his work, The Pioneering Photographic Work of Hercule Florence (2017), Kossoy cites the physical remoteness of the Frenchman as one of the reasons why Florence’s findings were not included in the canonical narrative on the discovery of photography. Indeed, the distance between Latin America and economic and cultural centers of power in the north has long been a source of gaps in the knowledge of what occurs within the vast and varied regions of its southern neighbors. Helping to bridge that void in the growing field of visual studies in Latin America is one of the aims of this study.

In this book, I analyze the study of photography that is currently taking place in Latin America and interact directly with recent scholarship, artists, and other key developments in the field. I respond to a lack of unified knowledge of the practices and the development of the study of photography in Latin America and focus on established scholars there who research photography produced in that region. In most cases, scholars are affiliated with universities and other research institutions in Latin America. To a lesser extent, this book profiles independent scholars who are striving to become established in the field. Two of the scholars whose work is studied are not of Latin American origin (John Mraz from the United States and Anne Girard de Marroquín from Switzerland) but are exclusively based in Latin America. I uncover the different research strategies, challenges, and opportunities that have arisen in Latin America as the study of photography develops there. This narrative evidences the evolutionary paths that the study of photography has taken in Latin America and provides specialist guidance that will allow for a more successful navigation through the field of the study of Latin American photography. I identify and explore key thoughts and ideas that have influenced the study of photography in Latin America and underline important research productions there. This book also indicates future avenues of research and research tools that can be useful to the study of photography from that area of the world. The purpose is to form an image of the ample range of research topics that this field has generated and to facilitate an increase in the academic dialogue on these subjects, promoting intellectual exchanges between Anglophone and Latin American countries.

Recognizing the challenges of writing on photography (Nochlin xiii), it is valuable to mention what this book is not. This study does not focus on scholars located outside of Latin America (regardless of their origin) who research Latin American photography (which is the intended topic of a future project). Though this book contains elements that reveal the history of Latin American photography, it is not a history of Latin American photography. And while a wide range of countries has been included, certain geographic omissions are evident. In some cases, this has been due to inaccessibility of information in certain countries. In other cases, a lack of response from those I approached impeded coverage. Future editions of this study will surely fill in these gaps.

The chapters that follow center on individual scholars, their work, and examples of the visual narratives to which their work is connected. The photographs that accompany each chapter connect to the research of the scholar in focus. Each chapter provides visual samples of scholars’ academic interests and offers a wide range of photographs, most of which have not been included in scholarship on Latin American photography in English. After discussing my methodology, I explore foundational topics that relate to the study of Latin American photography. These include considerations on the photographic canon, thoughts and ideas that influence analytical approaches, and the prevalence of documentary photography in the study of photography in Latin America. While I include examples from across Latin America, some of those that I analyze with greater depth are from Mexico. This choice reflects the strong development of the study of photography in that country and my research expertise.


Methodology

This book began as a simple question: How is photography studied in Latin America? In searching for the answer, I soon realized that while there were important experts on the study of photography throughout the region, there was no specific center where they were all located nor a book or a study that offered a broad-ranging answer. As I searched, I discovered that the field there is young and dynamic. Most of the researchers featured in this book are academic pioneers. While the majority are academics working in the field of social sciences, none of them are in departments that strictly study photography. As I considered my initial findings, I concluded that in order to help scholars in the English-speaking world discover what type of research on photography was being undertaken in Latin America, the best way to make this knowledge evident was to conduct primary research on those directly involved in the field. I began by charting a geographic map of the Latin American scholars who study photography throughout Latin America, and I approached them and their research to learn more.

Hence, the chapters that follow are the product of hours of intentional and thoughtful dialogues on the study of photography in Latin America with leaders in the field. To create uniformity between the chapters and to embed common threads that allow for meaningful comparisons, we agreed prior to our conversations that we would touch on a range of relevant topics. Notwithstanding, we also allowed for the intellectual exchanges to flow into other areas. The purpose of that freedom was to make evident the unique interests, challenges, and opportunities each scholar faces. This enables the reader to observe and appreciate some of the differences between the areas where they work.

These conversations were recorded, transcribed, and reviewed by me and the participants. Unclear points were further discussed and clarified. The evolving drafts were agreed on as they developed with each one of the scholars (as was the final version).

As I searched for the right presentation of this information, I decided that I would adopt a style that permits each one of the participants to speak for themselves. This allows for the discussion to be dynamic and engaging. Because one of the intentions of this study is to facilitate the creation of new connections between the English-speaking world and Latin American scholarship, my direct approach is designed to encourage engagement with the academics, their work, and the environment and context in which it is created.

Another key goal in the creation of this study was to enable scholars to share photographs that connect different aspects of their research. Therefore, each one of the chapters contains photographs (selected by the scholars themselves) that have direct links to the scholarship that they produce. In some cases, the photographs are mentioned explicitly, and in others, the photographs are referred to only indirectly. This broad collection of photographs, aside from representing the photographic interests of the scholars that have been showcased, foregrounds many lesser-known archives and photographers. The photographs are part of the bridge to the new knowledge and opportunities this study offers, as are scholars’ recommendations for further reading at the end of each chapter.

As I conceived this book, I concluded that understanding the work of the experts though direct contact with them would enable more direct access to the field. I also wanted to show that the field is different across Latin America due to varying levels of support and materials as well as the separation of academic communities that focus on the study of photography. I wanted to encourage readers to observe that in Latin America this field draws on a wide range of experts, while offering a way of bringing them together. Although all of them are leaders in their local contexts, and some are well known beyond their local borders, others are still growing beyond regional recognition. Yet they are all connected by the common thread of the study of photography, and while this volume connects the reader to them, it also connects these scholars to each other, offering a broader view of the study of photography in that area of the world.

In deciding who to include, I began by identifying the leaders in the field in different countries. Brazil and Mexico stand out for creating the most scholarship and having the largest number of strong institutions dedicated to Latin American photography and its study. This is the reason this book includes several leading academics from both countries. As references within the other chapters evidence, the Brazilian and Mexican scholars are already reference points among other scholars in Latin America. The Centro de Fotografía de Montevideo (Uruguay) also proved key in creating my selection as their international conferences on photography and open-access publications helped me begin to identify other outstanding scholars in countries such as Uruguay, Chile, and Argentina, as well as confirming my choice of scholars in Brazil and Mexico. Reading the work of these academics led me to identify others in countries where the scholarship is gaining traction and having an important impact, such as in Peru and Bolivia. It also helped me consider who to attempt to include as I looked at Central America and the Caribbean. The work of the London-based researcher Ileana Selejan also helped me to identify the Central American scholars to consider for inclusion. In Central America, experts work in greater isolation than those in countries where the study of photography in Iberoamerica has broader bases, but including their work helps to offer a fuller view of the region. Initially, I identified several Caribbean scholars that I hoped to include in this study. However, these individuals did not respond to my offer to share their views and experiences. Overall, I am confident that this book captures a broad spectrum of the study of photography in Latin America that includes experts from established fields and emerging ones and has been successful in showing the diversity within the field, the uniqueness of different areas, and the ample variety manifest in the scholarly outputs this region is bringing forth.

After reviewing the field of researchers and their scholarly outputs and selecting individuals whose academic production was significant and who were willing to engage with me in a series of critical encounters, the primary research began. In some cases, these discussions took place in person across different locations within Latin America; in other cases, modern technology assisted these scholarly interchanges. Indeed, even ten years ago, it would not have been possible to write this book in the same way I did. Digital platforms, email, and other communication channels allowed for deep, engaging, and continued encounters with scholars as well as direct access to their research and their colleagues.

The chapters in this book contain common themes. This is not a coincidence but a result of my constant and attentive curatorial work. I wanted to demonstrate the origin of the scholars’ work in the field of photography studies as well as the threads that unite them. Most entered their field of scholarship through serendipitous means. Some of them enjoy the support of strong academic institutions, while others forge ahead more independently. Likewise, I strove to emphasize the texts and scholars that have influenced their work as well as provide an understanding of their research agendas and how they have uniquely contributed to the study of photography in Latin America. These conversations offer a sense of the methodologies, discoveries, and unique contributions these scholars offer to the field. I also attempted to foreground their challenges as pioneers. Most have forged their own way in the field and have experienced their work being questioned and even disregarded at first. However, I am quick to underline how, with perseverance, their research has now come to be highly regarded in this growing field. Bearing in mind the growing number of studies in the United States, Canada, and western Europe on the study of photography in Latin America, I was also keen to know what advice they have for those outside of Latin America who desire to read and research that region from afar with greater insight, confidence, and relevance. Indeed, I undertook and designed these critical conversations with the goal of building a bridge between their work and the scholarly work on Latin American photography that occurs outside of Latin America as well as connecting their studies to each other. A desire to share this information with the widest number of people in a variety of fields in the academic world and beyond motivated me to publish the book in English (though I am increasingly convinced that publications of the same in Spanish and Portuguese would also prove to be fruitful). In the interest of emphasizing the primary research that was essential to the creation of this book, I have referenced secondary research only where it naturally enriches the text so that what we already know does not overshadow the voices of the scholars but rather underscores connections and enhances our understanding of what is being presented.



Canon

Latin American photographers are underrepresented in the world canon. A search through commercially produced books on photographs that are of canonical value indicates their exclusion. A brief sample indicates that two photographers from Latin America surface repeatedly: Sergio Larraín and Manuel Álvarez Bravo (Lowe). The value of both photographers is unquestionable in terms of form, technique, and content. Already achieving international reputations during their lives, Álvarez Bravo and Larraín were also well-known to key members of the modern visual canon in the West. Álvarez Bravo was Henri Cartier-Bresson’s lifelong friend who accompanied him during his time in Mexico and exhibited with him in 1935 at the Palacio de Bellas Artes and the Julien Lévy Gallery in New York (Hopkinson 10). This led to André Bretón inviting Álvarez Bravo’s photography to grace the catalog of the International Surrealist Exhibition held in 1940 in Mexico City, the event for which his iconic photograph La buena fama durmiendo was produced (Kismaric 33–35).

While Manuel Álvarez Bravo worked from his home country of Mexico, Sergio Larraín lived abroad in the United States and in western Europe for several years before retreating to life marked by simplicity and isolation in his native Chile. His international contacts led to his photography being seen by Henri Cartier-Bresson and an invitation to join the Magnum cooperative. Sergio Larraín would remain an active member over the course of four years during his European residence as well as having associated Magnum status for several years after returning to Chile (Sire 25–26).

In academic texts that include canonical photography, Latin American photographers do not have a much stronger presence than in commercial publications. A brief survey of them reveals important considerations regarding the presence of Latin American photographs in the photography canon written from the northwestern region of the global north. The Photograph as Contemporary Art draws on examples from photography from the United States and western Europe (Cotton). Abigail Solomon-Godeau’s Photography at the Dock includes photographers from Europe or the United States. Newhall’s The History of Photography—a book born from his foundation-building MoMA exhibition Photography: 1839–1937 that is credited with being the beginning of the serious study of photography in the United States—features only three photographs linked to Mexico. Two are from Edward Weston’s Mexican productions and another is from his Italian student Tina Modotti.1 Though some might debate her place as a Latin American photographer, Modotti is the only arguably Latin American photographer in the collection (though she lived in Mexico for approximately a decade in total, she strongly identified with Mexico during her first stay, and all of her significant photographic output took place over her first seven years there) (Argenteri 45–138). Her one photograph included in Newhall’s book is only reminiscent of Mexico in its name: Tehuantepec: The Mother and Child (142). In that photograph, she draws on the ubiquitous mother and child iconography that is abundant in Christianity. Though the photograph Newhall includes does exhibit a slightly experimental approach to the image, Modotti leaves the mother’s head out of the frame. Of Weston’s seven photographs in Newhall’s book, the two photographs taken in Mexico are of nature (184–85). The trunk of a single palm tree from Cuernavaca and another photograph titled Cloud, Mexico are excellent representations of Weston’s interest in natural forms and aesthetics (Mora 10, 13, 22). Nonetheless, they are images that could have arguably been produced in any location and are not specific to Latin America. It could also be suggested that Weston’s Latin American locations in Newhall’s book are irrelevant, since he was known for believing location and time to be secondary qualities to his photographs (Mora 19). Other scholars use another of his photographs taken in Mexico to exemplify his work: El excusado (Newhall Supreme Instants plate 25; Stack “An Appetite” 135–39), but Weston’s idea with that image was to raise questions on form, function, and beauty (like Duchamp’s urinal to which it is contrasted) (Solomon-Godeau 2–3). There was nothing particularly Mexican about the photograph because the toilet he photographed obeyed the same physical design as the rest of the Western world. Hence, this image also has very few Latin American references, aside from its Spanish title and the location where he took the photograph.

Some Latin American photographs are present in certain narratives on the photographic canon. Fred Ritchin’s essay in The New History of Photography mentions the tendency of the then young photographers Pedro Meyer, Graciela Iturbide, and Sebastião Salgado to produce photographs that have strong documentary qualities (609) but only includes one Latin American photograph in his brief discussion of his works: Salgado’s Gold mine in the Sierra Pelada (611). In this piece, Ritchin is reflective of his notable interest in photography in Latin America. Further evidence of this would come to fruition in his and Carole Naggar’s subject-specific book Mexico Through Foreign Eyes.

Though Latin American photography has only a small impact on academic works from the field of photography studies produced in Anglophone countries, discussing this impact reveals important trends. In Images of History, Robert M. Levine encouraged historians and anthropologists to use photographs in their scholarly writings on Latin America due to photography’s ability to show patterns of behavior and “disclose realities” (Windows on Latin America 6). The fact that Cartier-Bresson and Tina Modotti promoted Manuel Álvarez Bravo’s work bode well for Mexico’s most celebrated photographer. But, even though The Family of Man exhibition circulated widely within Latin America, he was the one Latin American photographer in it and in the exhibition catalog (Steichen; Sandeen “Guatemala”).2 In the exhibition catalog that has sold over four million copies (Sandeen Picturing an Exhibition 40), one of the Latin American photographs included depicts a simple and recent grave, graced only with a wooden cross and a minimalist decoration of wire and paper to create a dome and cross-like temporary structure that is placed over the grave. From a death-facing culture such as Mexico’s (Lomnitz), the organizers made a logical (even stereotypical) visual selection to represent one of the stages of life shared by humanity.

Consider Latin America’s thin coverage in books such as The Art of Photography 1839–1989. This information-rich volume that studied photography’s first 150 years of production does include some Latin American references (Wolf and Weaver). However, some detective work is required to uncover their Latin American connections. Weston’s photographs of forms and foreigners in Mexico (Tina Modotti and D. H. Lawrence) speak of Weston’s presence in Latin America but follow the techniques that he was developing both before and after his sojourn in Mexico (Newhall Supreme; Conger Weston in Mexico 36). Cartier-Bresson’s photograph of prostitutes (Wolf and Weaver 278) is one of the several photographs used to illustrate his oft-referenced “decisive moment” that the expert photographer must know how to hunt and capture. Susan Meiselas’s 1970s photographs from the Nicaraguan Revolution are also included in a section on photography and conflict (429–31). Even so, I would argue that Wolf and Weaver’s inclusion of such images has less to do with an interest in Latin American revolutions and more with the fact that the color photographs were used to represent them, an avant-garde move that Meiselas would be obliged to defend (Meiselas 116). Ian Jeffrey’s recent book, How to Read a Photograph, has a Manuel Álvarez Bravo photograph on its front cover and features his work over an eight-page section illustrated with ten of his photographs. He is the only Latin American photographer featured among the one hundred–plus canonical photographers included. In the brief texts linked to the photographs, the author establishes important connections to other photographers featured in the same book such as Paul Strand, Edward Weston, and Henri Cartier-Bresson. Thames & Hudson’s The Photograph as Contemporary Art features many photographs from artists around the globe (including Africa, the Middle East, Eastern Europe, and Asia) but only one photo from a Latin American—the Mexican artist Gabriel Orozco, who experiments with a wide variety of artistic mediums, including photography (Cotton 116–17). The 2015 Thames & Hudson Dictionary of Photography suggests that an increase in focus on Latin American photography is on the rise, and further details will improve our understanding of this panorama more fully (Herschdorfer).3 This brief survey helps reveal that when Latin American photographs are included in non-specialist books on photography, their work normally accounts for less than 1 percent of the images used, and those included are generally men who have strong connections to western Europe or the United States.

The role of Latin American photography in books about the history of photography or with a canonical view of world photography remind us of the lessons from the case of Hercule Florence. Since its inception, the writers of photography’s history tend to have their eyes on Europe and the United States. Latin America does appear in the world canon of photography. However, Latin America most often gains its presence as it has been seen by foreigners in these latitudes as has been evidenced by foreign photographers. This has foreseeable consequences: viewers of these images begin to become accustomed to viewing Latin America as it has been portrayed by foreigners, travelers and otherwise. Such was the case of the former French schoolteacher turned photographer Désiré Charnay who the French government sent to Mexico on a reconnaissance mission as France considered its possibilities of colonial expansion there (and later in other areas of the world such as Java and Madagascar) (Rosenblum 127). Hugo Brehme, who had a talent for capturing poverty and danger with beauty, produced timeless Mexican images that became one of the early standards for picturing Mexico. Breathtaking though many of his photographs are, they focus on a picturesque image of Mexico that does little to capture social reality.4 Images from these narratives on photography tend to employ Latin America as a location used by foreign photographers as they continue to build their photographic projects, be they portraiture (Toomey), abstraction (Weston), social movements, or conflict (Mesilas; Klich). However, though Latin America might have been an important stage in the development of their visual narratives, they often form part of artistic projects that neither began nor finished during their time in Latin America. This region’s incorporation into the world canon of photography appears to be highly dependent on first-world connections, be they through foreign photographers who sojourn there or via photographic exhibitions, publications, or collections in the northwestern region of the global north. In every case, visibility within that sphere is fundamental. While the examples of Manuel Álvarez Bravo and Sergio Larraín were contemplated earlier in this regard; the example of the Brazilian photography of French extraction, Marc Ferrez, helps to solidify this point. Born to a French father in Rio de Janeiro in 1843, Ferrez studied during his youth in Paris and trained with the German photographer Franz Keller. Interested in photography as art, his landscape photographs are among the best in South America (Rosenblume 127), breaking with typical portrayals of that time (Burgi; Marc Ferrez, “ims.com.br”). His work won prizes in the 1882 South American Continental Exhibition, and the Exhibition of the Century in Pennsylvania in 1876. The quality of his photography earned him the only gold medal for a photography submission to the 1904 World’s Fair exhibition in St. Louis, Missouri. Surely, Rio de Janeiro’s then status as capital of the largest Latin American country and the flow of information from north to south helped promote his work. His participation in international contests and the fact that the Brazilian emperor Dom Pedro II was a patron of his creative projects granted him access to the means and promotion to achieve visibility further afield. One example of this is the fact that after he won in the 1904 World’s Fair exhibition, the J. Paul Getty Museum acquired some of his photographs. His presence in that collection led to a single image of Ferrez’s Brazilian natural landscape photographs to be incorporated in the World History of Photography. That same book also includes four paragraphs on Latin American photography in a section on realism in photography since the 1950s. In a book that focuses on the world history of photography, the seven photographs that accompany this brief mention of Latin American photography underline the documentary nature of photography in Latin America (Rosenblum 537–39). Likewise, though it does not name the event outright in the body of the text, this book draws on and indirectly references the 1978 colloquium on photography in Mexico City, Hecho en Latinoamérica, that marks the beginning of the serious study of photography in Latin America. This is a noteworthy event, not only because it is one that brings together Latin American photographers and critics for the first time, but also because it allows them to have a stronger notion of what Latin American photography looks like. Their book/catalog, which shares the same name as the event itself, forms an information-rich source of photographic production and vision. Though it was not an overt topic of the colloquial or its exhibition catalog, the results of this event suggest what Mauricio Lissovsky has also mentioned: the need for a Latin American canon (this volume, 200).

Modestly named Primer Coloquio Latinamericano de Fotografía (The First Latin American Colloquium on Photography) at that time, this large event brought together Latin American photographers in a way that allowed them to debate the nature of photography, its role in art, and concrete examples of technique and practice. Historically situated during a time of social movements, political and ideological struggles, and military dictatorships, this event was a strong symbol of solidarity during a time of effervescence in Latin America (Rojo; Markarian, Zolov, and Carrara; Cronin; Volpi; Robinson). Headed by Pedro Meyer, the newly formed Consejo Mexicano de Fotografía sent out a call for images and for direct participation from across the American continent, inviting Argentina, Brazil, Chile, Colombia, Cuba, Ecuador, United States (Chicanos and Puerto Ricans), Guatemala, Mexico, Panama, Paraguay, Peru, Puerto Rico, Uruguay, and Venezuela. In their invitation, they solicit a broad sample requesting photographs from “among its entire geographic region and variety of concepts” (11). The canonical effort manifests itself clearly. They then explain that a selection of these images will form part of a large exhibition with the option of all participants allowing their work to form a part of the permanent collection of the Instituto Nacional de Bellas Artes, the center for art in Mexico, underscoring the seriousness of the collection and strong government support of the project. Photographers from across Latin America met between the 11th and the 19th of May 1978 in Mexico City to listen to papers presented and debate the state of photography in Latin America as well as participate in different master classes given by photography experts from Latin America (Monroy “Conversation”). The success of the first meeting in terms of participation and ideas shared would generate a second meeting in Mexico City in 1981 and a third colloquium in Havana, Cuba, in 1984 with their own talks, exhibitions, and catalogs (Consejo Mexicano de Fotografía Hecho II; Carreras). Each of these events would help to solidify a sense of Latin American photography as a field of study and practice.

Though the call for participation in the event invited photographers to send a wide variety of images, after the selection of the photographs, the organizers made the following observation regarding some of the common features of the submissions received:

the rejection of an alienating and unjust society; the denunciation of exploitation, margination and colonization; a rupture with conventional aesthetic models; an impulse toward a reaffirmation that recognizes in concrete things an unexhaustible [sic] quarry of creativity; a conscious reading of the geographic and ethnic peculiarities in order to place them, within the image, in levels of signification; the beginnings of new interrelations, new orders to conquer greater scope and complexity; a contempt for superficial description that do not tend to reveal man’s relations to his social and natural space; a neatness of execution that demonstrates a capacity to see and feel. (Carreras 28)

While reflecting social and academic interests in Latin America from that time, the extensive description carefully details the documentary nature of the photography that was received and its intense focus on visions of Latin America that move past the images of the tropics and exoticism often promoted abroad. Indeed, while the introduction drew on Diego Rivera’s comments that highlight photography’s ability to capture life in a way akin to Diego Velázquez’s paintings (17) as well as the important role that Edward Weston played in the entrance of modern photography in Mexico, it was the work of his student Tina Modotti that was more clearly underlined. This is significant because the approach in her later phase of photography could be easily described as documentary. Quoting her essay “Sobre la fotografía – On photography” published in the magazine Mexican Folkways, the introduction of the book/catalog sets to one side the debate as to whether photography is an art (suggesting that it is one). Instead, it uses Modotti’s words to underline photography’s ability to successfully record life in an objective manner, an ideal tool for the artist intent on creating a documentary record (18–19).

The text Hecho en Latinoamérica and the photographic archive that it generated as part of its legacy (now housed in the Centro de la Imagen in Mexico City) can be read as a project with a canonical outlook. It contains 170 pages of photographs (sixteen of them in color) and uses a broad visual spectrum. These images clearly establish Argentina, Brazil, and Mexico as countries with strong photographic bases regarding the work undertaken at that time, bases that continue to bear strong fruit in the present as reflected in this study. One aspect of Hecho en Latinoamérica that offers excellent insight into the inner workings of the photographers and their visual production are the “notas de autor” that the participants provide. In them, like Tina Modotti’s essay referenced in the introduction of the same book, the photographers are afforded the opportunity to explain their methodology, influences, and their initiation into the field of photography along with their worldview and artistic intentions. This personal information allows the photographs to be read with a distinctively Latin American outlook, enabling them to stand out from previous external views of this area of photography and letting those that encountered these materials to begin to understand the Latin American vision associated with their photographs. The “Notas de autor: Testimonios” section manifests a wide variety of self-taught talent and a high level of civic engagement. Photography is described as an element to be put to the service of the people. It evidences a pragmatic approach to photography and its role in society, underscoring the usefulness of documentary photography. It is this view of photography in Latin America, which helps to inform the World History of Photography and its influence, that is still detectable. Seen in its wider context, Hecho en Latinoamérica emphasizes the notion that to become noticed by those that write the world canon, local canonical texts are important. Evidence of the canonical vision in the 1978 colloquium was in the 2018 exhibition at the Centro de Fotografía de Montevideo that revisited the event on its fortieth anniversary. That event underlined how the Mexican gathering played a key role in establishing a regional visual identity and weighed up the results of this collective project, underlining the challenges that Latin American photography faced at that time.5 The second colloquium (held in Mexico City in 1981) and third colloquium (held in Havana in 1984) built on the momentum created by the first event. Those beginnings started to form the network of creators and critics that exist today.

When reflecting on the creation of a Latin American photographic canon, it is important to consider some of the challenges to creating one. These are not just geographical, but also cultural and social. Indeed, one of the questions raised by the 1992 Houston Fotofest Image and Memory was if a uniform Latin American identity exists. They suggested that it does not: “There is no such thing as Latin American identity” (5). Their conclusions reflect those of many others: that a single Latin American identity does not exist but that there are unifying threads that go beyond linguistic commonalities and create solidarity and identity between them (Parkinson Zamora 295–97). Though the existence of a Latin American identity has been a topic of debate for centuries in Latin America (Toro; Salomon; Beezley), the photographs gathered in Image and Memory and other collections show that photographs can create a narrative that reflects the Latin American experience by replicating its unity and diversity. Nonetheless, as this study on Latin American photography evidences, notwithstanding the past efforts to bring together Latin America on the subject of photography and find their communality, it is imperative to remember Latin American scholars’ different approaches and interests as well as the difficulties that they face in accessing material from their sister countries (Pedro Querejazu, this volume, 144; and Ana Mauad, this volume, 189). Even so, academics strive for community and scholarly dialogue, look forward to frequent and increasing exchanges of research findings, and explore and take advantage of opportunities for further collaboration (Maria do Carmo Rainho, this volume, 217). One of the indications of a shared sense of Latin American identity is the desire to create theory from Latin America that can be applied to Latin American photography (Ariel Arnal, this volume, 85). However, what an analysis of the study of Latin American photography also suggests is that for a Latin American canon to fully form and be recognized, one of the logical steps to take would be for each country to write their own history of photography (Mauricio Lissovsky, this volume, 198). Efforts to do this are underway. For example, with over 600 photographs from across the full spectrum of techniques and time periods, 160 años de fotografía en México is a significant catalog of producers and productions (Treviño). A brief chronology of important events relating to photography in Mexico suggest creators and institutions that have been key to the growth of photography in Mexico.

In Uruguay, Magdalena Broqueta’s coordinated history of photography and its social uses in Uruguay Fotografía en Uruguay: Historia y usos sociales volumes one and two creates a unifying vision of the growth and use of photography in this South American country. The careful balance of texts and images in these two books reveals an extremely rich history of photography in Uruguay that draws on the knowledge of many experts and archives, suggesting many avenues of research and opportunities to the reader. A privately owned and operated cultural center in Guatemala City, La Fototeca, is currently writing a history of photography in Guatemala in the twentieth century (Girard, this volume, 93). In Costa Rica, La mirada del tiempo: Historia de la Fotografía en Costa Rica 1848–2003 creates an important context for photography in this country while emphasizing creators and unveiling those who were not recognized previously (Vargas). These books work to establish the necessary bases for the study of photography locally and provide the steppingstones to make further research into the Latin American canon a greater reality.




Institutions

The link between books on photography and the exhibitions on which such texts are based has played an important role in building our shared knowledge of photography. Consider Beaumont Newhall’s The History of Photography that was based on a series of photographs that were exhibited in the New York Museum of Modern Art. His retrospective, Photography: 1839–1937 (March 17–April 18, 1937), looks back over almost a century of production and technique. It was the first major exhibition on photography at the MoMA, and it also marked the beginning of a department dedicated to photography there. The execution of a book that taught photography, and the slides from the exhibition that could also be purchased to accompany it, created a key catalog of visual images that helped cement the modern photographic canon because it facilitated the teaching of photography in institutions of higher learning. The influence of the MoMA on the formation of society’s shared visual outlook extended even farther with Edward Steichen’s 1955 exhibition Family of Man. His work not only created a vision of human solidarity from over two million photographs that he received from around the globe (Steichen 3), but it also incorporated over five hundred photographs from sixty-eight different countries united under the very specific message of fomenting peace and understanding. This and successive projects that have grown out of Family of Man have helped to shape the shared visual outlook held in the East and West. This is due in part because Steichen designed it to promote a oneness among humanity by focusing on precultural society with a defined focus on East-West relations during the Cold War period (Hurm; Mason; Sandeen “Family of Man in Guatemala”; Lunghi; Turner). The visual responses to Family of Man are a testament to the canonical impact that it has created. The nine million–plus visitors who saw the 1955 exhibition in thirty-eight different countries were able to absorb this visual narrative, bringing key visibility to specific photographs and their creators (Sandeen “The International Reception” 345). The catalog that accompanied it enabled further discussion in academic and other higher learning forums as well as lent important longevity to the project. Its continual reprinting shows the perennial interest in the narrative and suggests the power of institutions to create visual archives that remain a part of our debate on the visual. Eric Sandeen’s article underlines both its impact and its difficulties in Latin America. For example, he argues that “Guatemala showed tensions that would become apparent as the exhibition moved beyond the East–West axis that was USIA’s [the United States Information Agency] primary concern into an unstable, North–South terrain of Third-World nationalisms and post-colonial movements” (“Family of Man in Guatemala” 127–28). Though Sandeen’s article makes no mention of this aspect of the exhibition, of the fifteen photographs from Latin America that are part of this specific visual narrative, eight countries are covered (Guatemala, Cuba, Bolivia, Colombia, Puerto Rico, Peru, Brazil, and Mexico). Mexico features six times.6 While some of the other photographers have undeniable ties to Latin America, like Gustave Throlichen and Marcos Chamudes, the Latin American photographers comprise less than 1 percent of the photographers whose work was part of the visual discourse: the previously mentioned Manuel Álvarez Bravo and, possibly, his wife Lola Álvarez Bravo.7 Reflecting on this exhibition emphasizes two important factors: the key role that institutions can play in creating a visual corpus that creates a shared outlook and the relative absence of Latin American photographers in many of those discourses in English-language publications. Since the emergence of those two MoMA events and artistic productions just referenced, three institutions have begun to play an important role in the promotion, development, and study of Latin American photography in Latin America: El Centro de la Imagen in Mexico, El Instituto Moreira Salles in Brazil, and El Centro de Fotografía de Montevideo in Uruguay. These pathfinding institutions are forming archives, events, and productions that are key in the construction of the photography canon in Latin America.

The Centro de la Imagen, located in Mexico City, arose directly from the Primer Encuentro de Fotografía Latinoamericana. The Consejo Nacional para la Cultura y las Artes (CONACULTA) founded it in 1994 as a research institution for the conservation and study of Latin American photography. It inherited the photographic archives from the two colloquia organized by the Consejo Mexico de la Fotografía and other events as well as the photographs from other exhibitions held by CONACULTA. At the time of writing, it has more than 8,000 printed images, 5,000 documents, 300 exhibition catalogs, and 3,000 books by more than 760 authors from 28 countries, most of which are located in Latin America. Centrally funded, this institution is currently located in what is known as the Ciudad de las Artes in Mexico City (along Avenida Balderas in the Historic Center of the Mexican capital). It hosts photo exhibitions with artists that participate from across Latin America. The academic and monographic journal it edits, Luna Cornea (supported by the Consejo Nacional para la Cultura y las Artes), was launched in 1993 with an inaugural issue on the patriarchal figure in Mexico’s photography: Manuel Álvarez Bravo.8 Other publications, such as Bienal de Fotografía, Festival Foto México and the competition Premio Nacional de Ensayo sobre Fotografía foment academic dialogue and critical discussion on photography on both national and international levels (Carreras 209–11).

The Instituto Moreira Salles (IMS) is the most important institution dedicated to photography in Brazil. One aspect of this institution that sets it apart from the others mentioned here is that it is a private foundation dedicated to the arts, with a special focus on photography. With centers in three cities—Rio de Janeiro, São Paulo, and Poças de Caldas—the IMS houses the largest collection of photographs (over two million) in Brazil. Outstanding in its range, the collection contains classic images such as those of Marc Ferrez as well as contemporary photographers and others such as Thomaz Farkas, a known contemporary of Paul Strand and Edward Weston. It has both general and specialized archives that are open to researchers. The IMS continues to purchase archives, collections, and newspapers so that it can promote their academic study to any scholar with interests in photography. To this end, it collaborates with public and private universities and institutions at home and abroad. Its photography library contains more than thirty thousand dedicated volumes on the topic and is one of the most complete in Latin America, drawing on publications from all over Latin America and the world. It, too, has an academic journal dedicated to the study of photography, Serrote, which also includes scholarly discussions on art, literature, and culture in addition to exhibitions and permanent collections open to the public.

The Centro de Fotografía Montevideo (CdF) began with the specific focus of accumulating and overseeing the Uruguayan capital’s photo archives as it expanded this subject-dedicated archive. However, it soon widened its vision to all Latin America with the clear objective of promoting reflection and critical thought on Latin American photography’s themes and social intentions in addition to documenting and conserving its photographic heritage (Carreras 213). To that specific end, the CdF regularly hosts Las Jornadas, international seminars and conferences on the topic of Latin American photography. These events bring together regional and international experts on photography whose seminars and presentations are free and open to the public and are openly transmitted on the internet to facilitate diffusion and encourage participation from all over Latin America and the world. Not only do they have a dedicated library on Latin American photography with over 2,500 books and archives (and over 180,000 photographs), they also continually expand their collection of Latin American photography dedicated to both historical and contemporary photography. One area that distinguishes the CdF from other institutions is its publishing agenda on the topic of photography in Latin America. Their publications have adopted the same free and open-access ethos as their seminars and expositions. Designed to overcome some of the limitations that scholars in Latin America face (heavy importation duties for materials, lack of access, large distances), at the time of writing their publishing house has produced sixty-three volumes on Latin American photography in open-access format.9 Importantly, their emphasis on republishing classic texts on photography in Latin America that have gone out of print, such as José Antonio Navarrete’s Fotografiando en América Latina: Ensayos de la Crítica Histórica, facilitates
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