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          Introduction

        

        Peter Vernon

      

      
        
           I am delighted to introduce this volume of GRAAT comprising a selection of papers given at "Seeing Things: An Interdisciplinary Symposium on Literature and the Visual" jointly organised by the British Council and the Université François Rabelais de Tours on 8 to 14 September 2001. The conference brought together almost eighty delegates from twenty-four countries, and was intellectually enormously rich. We were blessed with good weather at the conference centre in the beautiful surroundings of La Croix Montoire carpeted with autumn cyclamen. And, a personal epiphany, walking back and forth to town in the evening surprising thousands of Herring Gulls and Terns roosting under the old stone bridge across the Loire. However, no matter what other memories we retain, none of us will ever forget the conference because it was during our visit to the Château de Chenonceau that we first became aware of the tragedy of the Twin Towers, now known as Nine-Eleven. There is nothing one could say that would not trivialise such an experience - such unforgettable horror mixed with "terrible beauty". The way an experience, the seeing of something, is held and transformed in the memory is wonderfully captured by Seamus Heaney in the title poem of his collection Seeing Things. He writes of water and then, in the second movement of the poem, the representation of water in a baptism of Christ carved on the façade of a cathedral:

          
            Nothing else.
And yet in that utter visibility
The stone’s alive with what’s invisible:
Waterweed, stirred sand-grains hurrying off,
The shadowy, unshadowed stream itself.
All afternoon, heat wavered on the steps
And the air we stood up to our eyes in wavered
Like the zig-zag hieroglyph for life itself.1

          

           The conference was four years in the planning and began in a conversation with Malcolm Bradbury and Kate Bostock during the Milan Conference at the Villa Monastero, overlooking Lago di Como. Malcolm should have been with us in Tours, and this volume of conference papers is dedicated to his memory.

           "Seeing Things" was the Fifth in a series of International Conferences organised in various European Universities by the British Council. The previous Conferences, in Salamanca, Milan, Solothurn and Potsdam were all inter-disciplinary, but "Seeing Things" with its sub-title " An International Symposium on Literature and the Visual " was particularly so since it brought together Academics, Artists, Filmdirectors, Theatre-directors, Novelists and Poets in an endeavour to explore the relations between literature and the visual media. The symposium thus concentrated on Literature and photography, painting, film, video, theatre, travel writing amongst others. The four seminars: "Theatre/Text/Poetry"; "Painting, Photography and Literature"; "Shakespeare, Film and TV"; "Travel, Identity and Place" examined, in their various workshops, such questions as "How are the new media changing texts?" "How do images get transformed by writing?" "What does the reader see?" "What do the unfamiliar landscapes of travel writing and new literatures do to our visual and our social conventions?" " How dark is the inside of an artist’s head?"

           The Papers collected here are representative of the four seminars of the symposium, and, in their various ways, explore many of the concerns of the conference in dealing with literature and various aspects of the visual: painting, cinema, television, theatre, travel writing and photography.

           Nancy Pedri contrasts Dervla Murphy’s Tibetan Foothold and Bruce Chatwin’s In Patagonia to corroborate, or not, the writers’ truth claims. Murphy’s commitment to truth is coupled with a commitment to provide visual evidence for the truth; whereas Chatwin’s interest in the mythic dimension of the places he visits points to a dubious authenticity of the visual texts he provides. The differing modes of these authors, with regard to visual documents such as Maps and Photographs, as Pedri writes, "illuminate [s] the epistemological flexibility of common models of accuracy".

           Jennifer Kilgore begins with a suggestion from Anthony Hecht, to the effect that a good painting persuades us that everything relevant is contained within the borders of the painting, and proceeds to examine the framing of Charles Péguy in Geoffrey Hill’s The Mystery of the Charity of Charles Péguy. Kilgore examines in detail the various visual allusions in Hill’s Poem and concludes that Hill has framed Péguy; in Hecht’s use of the term, Hill has presented everything relevant.

           Claudine Raynaud, meanwhile, reflects on the place of photographs in contemporary autobiographies. Using, as a theoretical base, Barthes’s Camera Lucida and Roland Barthes by roland barthes, Raynaud analyses the role of photographs (and sometimes their absence) in Hélène Cixous’s and Mireille Calle-Gruber’s, Rootprints: Memoirs and Life Writing and Dorothy Allison’s, Two or Three Things I Know For Sure. Cixous searches for the genesis of the writing self; whereas Allison records an author’s life as story teller. Raynaud asks of both what the photograph adds or subtracts from the linear narrative of autobiography.

           In "The Scene and The Off Scene: Staging Gender, Race and Sexuality", Elizabeth Sakellaridou analyses contemporary Feminist Theatre with a view to discovering how both theorists and practitioners attempt to sensitise the spectator’s gaze to issues of gender, race and sexuality that have hitherto remained practically invisible in mainstream, white, patriarchal theatre. Drawing on a theoretical base of Berthold Brecht, Martin Jay and Stanton Garner, among others, Sakellaridou examines the work of three ethnically and culturally different playwrights, together with the performance practices of the American feminist group Split Britches. Whilst these four examples of feminist theatre represent different strands of the feminist inquiry, Sakellaridou concludes that they all have awareness of contemporary theory’s ambiguous position with regard to vision and visuality.

           Hélène Catsiapis examines the Queen’s Christmas Messages over the past fifty years within the context of the messages as a whole from their inception in 1932. Catsiapis is particularly interested in the way in which the medium of television has changed the form of the message. She claims that these messages are the constitutional monarch’s only limited freedom of public self-expression, and she concludes that the messages will be an important documentary source for future analysts of the monarchy.

           In "Seeing Things and Being Seen", Ewa Keblowska-Lawniczac focuses on several plays by Tom Stoppard, including Artist Descending A Staircase, After Magritte and Arcadia. She attempts to relate them to the rich historical debate on the prevalence of either hearing or seeing in the theatre. Keblowska-Lawniczac concludes that Stoppard’s plays, in their various ways, undermine the autonomy of the viewer. This leads, finally, to a dissolution of subjectivity and thus a dislocation of the subjective integrity of the focalising viewer.

           Derval Tubridy in "Loose Signatures: Samuel Beckett and the Livre d’Artiste" turns her attention to the relationship between Beckett’s writing and various friends and artists such as Avigdor Arikha, Jasper Johns and Delias Henke. Beckett’s texts collaborate with these artists to produce limited editions of great power. Concentrating particularly on Foirades/Fizzles, a book which contains five texts by Beckett and thirtythree etchings by Johns, Tubridy points out that both artists re-utilise, appropriate, and transform themes and motives drawn from their previous work. However, the media of words and images do not simply illustrate or represent each other, since significance is drawn from the interplay between both. Drawing on Derrida, Tubridy points out that in Foirades/Fizzles the texts and images are signs marked by their reiterability, and circularity. In Beckett’s late prose his figures are more and more indistinguishable; his places more and more the same. However, Tubridy concludes, both figure and ground are ghosted by traces of previous texts from Beckett’s own work, and also from the greater corpus of Western literature.

           In "The Pleasures of the Eye: Landscapes of otherness in Ann Radcliffe’s The Italian", Soňa Nováková examines the representation of place in Radcliffe’s novel. Beginning with the importance of the visual in eighteenth-century aesthetics, Nováková underlines the fact that in Radcliffe there is no Nature-Landscape is always taken from secondary sources. Nováková develops the idea of Sameness and Otherness as exemplified in the English gaze of the hero and heroine onto the world of Schedoni-the sublime Other. The power of the Other, however, is to return the gaze: Schedoni’s eyes are unsettling, the Inquisitor’s gaze is penetrating. The English Eye, an invasive organ, attempts to penetrate the Italian Sublime, whereas the Italian Other attempts to swallow the representatives of Englishness. At the end of The Italian, Nováková argues, it seems as though the English aesthetic has triumphed as the protagonists retire to their villa, where the sublime seems to have been domesticated. However, Schedoni’s Sublime, in the shape of tall trees, casting a gigantic loftiness of shade, still lurks at the borders of the representation.

           Tatjana Jukic in "Dressed up to the Eyes: The Optics of Pre-Raphaelite Keats" continues the notion of Italy/the Other seen by English artists, this time by concentrating on Pre-Raphaelite interpretations of Keats's "Isabella or the Pot of Basil" and "The Eve of St. Agnes ". Jukic perceives Pre-Raphaelitism as a representative of Victorianism because it constructs a frustrated vision of the Other and also because of the excessive visibility of the Pre-Raphaelites in contemporary critical revisions of Victorianism. Jukic looks at Hunt’s "The Flight of Madeline and Porphyro"; Millais’s "Lorenzo and Isabella", both from the 1840s, and Hunt’s later painting of "Isabella or the Pot of Basil" (1860s). Examining these paintings, Jukic perceives a general predicament of literature encountering the visual, but also a disturbing potential in Keats’s own view. The Pre-Raphaelite paintings of Keats’s poetry and Keats’s own poems are seen as the contained other-the representation of the colonial territory of the Orient.

           In organising such a conference I am conscious of the debt I owe to a number of people, and it is a real pleasure to acknowledge them here.

           To my friends and colleagues of the Group de Recherche Anglo-Américaine de Tours (GRAAT) Claudine Raynaud and Michel Bitot for unfailing support and assistance; to Michel in particular for giving us a fine Jazz Concert with his group "Sweet ’Ol Jazz" on the last evening of the conference. To Emma Escaravage, Agnès Gault, and Emilie Houliez who worked tirelessly on the accueil with never-failing grace and humour. To the Boîte à Livres de L’Etranger for organising the book exhibition. To the Mairie de Tours particularly to the Mayor of Tours, M. Jean Germain, and the Chargé d’Affaires Culturelles, M. Jean-Pierre Tolochard for giving us a reception in the Salle de Mariages at the Mairie de Tours and helping to subsidise the concert. To Marie-Anne Pottier (Clavecin), and Noémie Rime (Soprano), for an unforgettable concert of French music from the seventeenth-century French Court. To the then president of Université de Tours M. Jacques Gautron and to the then Vice-President chargé de la Recherche, now the president of the University, M. Michel Lussault for their financial aid, and to their enabling us to receive a grant from the Conseil Général d’Indre et Loire.

           The conference was greatly aided by the help of the British Council in Paris: particularly the representative, John Tod who organised the opening reception, and the extraordinarily efficient Sarah Hickson and Michelle Appleton who worked tirelessly to enable the conference to take place in France. In addition various delegates were able to attend the conference due to grants from their local offices of the British Council.

           The British Council in London were in over-all charge of the Conference, and my debt to a number of people over a number of years is inestimable. In chronological order they are: Kate Bostock, Hilary Jenkins, Alastair Niven, Naomi Clift and Margaret Meyer.

           However, my greatest debt is to my co-chair and friend Gillian Beer and the team of plenary speakers and leaders of seminars: academics, artists, writers, film-directors that she enabled to come to Tours. In alphabetical order these are: Isabel Armstrong, Catherine Belsey, Julia Darling, John Drakakis, Rod Edmond, Terence Hawkes, Martin Kayman, Jim Latter, Jean-Jacques Lecercle, Alan Marcus, Ruth Padel, Tom Phillips, Michèle Roberts, Lindsay Smith, Frances Spalding and Marina Warner.

        

        
          Notes

          1 Seamus Heaney, Seeing Things, London: Faber and Faber, 1991, 17.
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          Showing the Places you Tell: Visual Evidence in Travel Writing1


        

        Nancy Pedri

      

      
        
          I. Evidential Truth

           Travel writing is a literary genre that purports to present a truthful account of a particular journey and place. Regulated by a selfdeclared obligation to be factual, travel writing is marked with the recognition and the responsibility of truth. It is characterised by factual truth-claims - that is, text-intrinsic declarations by the author claiming to relate a historical truth through a faithful recording or reporting on a journey and a foreign land. The writer’s declared decision to stay within the limits of truth, as it can be known, is combined with the implementation of various discursive styles and techniques that confirm some type of link to the actual world. The author’s commitment to truth is thus coupled with the commitment to provide evidence for the truth.

           A prominent figuring of documentary evidence that serves to establish a direct relation of correspondence to historical reality clearly marks In Patagonia by Bruce Chatwin and Tibetan Foothold by Dervla Murphy. Both travel writers present their readers with an introductory map of the territory explored throughout the narrative; both include photographic images taken on their trip in a blocked off, primarily visual section in the middle of the book; and both reinforce their accounts with direct quotes from external sources as well as with conventional reference tools such as an index, a bibliography, or a table of contents. These evidential details, used by Chatwin and Murphy, not only implicate readers in the recounted experience, but also appeal to their belief in the veracity of facts. They entice participation and corroborate the narrative’s truth-claims by investing it with the lure and reliability of empirical validation.2

           The truthfulness of factual evidence, however, is also dependent upon the author’s vision that guides its interpretation. Indeed, once the author’s presence as reflecting intermediary is admitted, the notion of factual evidence as absolutely true, as a faithful representation of an independently existent actuality, can no longer be admitted (Furst, 4).

           I propose to analyse the authorial framing of evidence and its influence on the reader’s epistemological evaluation of evidence through a comparative reading of the use of visual evidence in Tibetan Foothold and In Patagonia. My focus on visual evidence as opposed to the verbal traces of reality found in these travel narratives is prompted by the common assumption that visual documents are neutral or more objectively sound than their verbal counterparts. In contradistinction, I suggest that the plainness, the matter-of-factness of visual evidence actually makes it possible to fully explore and experience how any observation or description of it cannot avoid being inflected by the interpreter’s subjectivity. The differing modes Murphy and Chatwin adopt to discern, understand, read, and thus re-shape similar visual documents illuminate the epistemological flexibility of common models of accuracy.

          II. Historical Accuracy

           Murphy begins Tibetan Foothold with a gesture of historical clarification: “As soon as one attempts to clarify the history of Tibet’s relations with China,” she writes in the forward, “one is up against problems that refuse to be resolved in Western political terms” (1). Adopting what she believes is a ‘non-western’ attitude in her chronological exposition of Tibet’s struggles for independence, an attitude that privileges common sense over legalistic arguments, the author speaks with authority to indicate how the “blatant misrepresentation of the facts” (6), the misunderstanding of Tibetan religion and customs, as well as Tibet’s own “deliberate isolationism” (7) made it “convenient for the free world to ignore the Chinese threat” (7). From the onset, readers are told that official history is not accurate: that it did not and does not truthfully reflect the facts. Legislation, statistics, and other western models of historical accuracy misrepresent the ‘real’ Tibetan issues that, according to Murphy, have to do with the personal, the spiritual, and the religious. These metaphysical principles elude Western models of documentary evidence that privilege empirically demonstrable truths.

           Accordingly, Murphy suggests that history (contemporary and past) can be known and accurately recorded through an attentive, sensible, and informed eye that engages in what Ε. H. Carr has described as an “imaginative understanding for the minds of the people with whom [the historian] is dealing, for the thought behind their acts” (24). In Tibetan Foothold, Murphy pretends to add and contrapose this imaginative dimension to the official historical accounts of Tibetan refugee camps. The narrator adopts the role of the knowledgeable and perceptive historian who critiques ‘erroneous’ understandings, correcting them with her learned, first-hand insights into Tibet’s physical, social, cultural, and psychological realities. Indeed, she rarely misses an occasion to state how hers is a privileged position: “I’ve now seen for myself a little of the road-camp dangers and discomforts, from the Tibets’ point of view” (155).

           Chatwin is not so comfortable with the notion of a privileged access to historical understanding. In Patagonia, historical details about Patagonia, its people, and its legends are often tinged with vivid imagination that does not aim to correct official histories, but rather hints at the inevitable fictionalising of experience. The narrator’s attentive scrutiny of historical details about the life of two of his childhood heroes-his grandmother’s cousin Charley Milward the Sailor and legendary out-law Butch Cassidy-reveals historical accuracy to be complex, knotted, doubled, and twisted because caught up in a baffling network of nonfictional and fictional elements.

           In collecting and presenting all sorts of ‘histories’ about both figures, the narrator indiscriminately mixes historical and legendary, factual and fictional evidence, strongly suggesting that they both have claims on truth. Throughout In Patagonia, official and unofficial histories seamlessly blend to reconstruct historical truth: the names in telephone books tell “a story of exile, disillusion and anxiety behind lace curtains” (4), the disparate (and often contradictory) memories of oral stories prove to add valuable insight to historical accounts, and unrecorded superstitions are either signalled out to indicate a sense of deep historical loss (136) or scrutinised to discern their verity (72). This gesture of inclusion-where multiple versions of the same history are considered-discloses an inherent defiance of the limits separating historical certainty and fictional certainty, positive fact and imaginative invention, life and art. As one reviewer notes, In Patagonia exhibits “Chatwin’s sublime disregard for the categories of fiction and non-fiction” (Enzensberger, 657).

          III. Cartographie Evidence

           Even maps, which “are normally designed to impart information about the invariant features of an area” (Gombrich, 183), are tainted with the mythical constructions of imaginative speculation. Describing the coast of Tierra del Fuego, the narrator of In Patagonia notes that “The Strait of Magellan is another case of Nature imitating Art. A Nuremberg cartographer, Martin Beheim, drew the South-West passage for Magellan to discover” (111). It is argued that the map’s accuracy was not based on empirical observation, for the Strait was charted before being physically explored, but rather on the way people understood the nature of the world. Centuries later, similar “entirely reasonable” premises of the day directed cartographers who “drew Tierra del Fuego as the northern cape of the Antichthon and filled it with suitable monstrosities: gorgons, mermaids and the Roc, that outsize condor which carried elephants” (111). The development of Tierra del Fuego maps, as outlined by the narrator, shows maps, mapping, and cartographic accuracy to have less to do with the faithful transcription of place than with the way place is imagined. What is ultimately suggested by the variety of ways in which Tierra del Fuego is cartographically constructed is that ‘truthful’ representations of place exceed the visual.

           That authorial subjectivity is inevitably inscribed in the map’s lines, shapes, and language is reinforced by the map of Patagonia included at the beginning of In Patagonia (Figure 1).

          
            [image: image]
          

          Figure I: Map of Patagonia

           The use of European languages to designate ‘natural’ land formations - such as the Spanish Rio, Lago, Golfo and the English Island, Cape, Channel - instead of their original Indian equivalents exposes cartographic truth as too ephemeral to be charted definitely. The intermingling of two languages shows geographical evidence as infinitely subject to representational models that shape the land and make it knowable. The map itself, as a palimpsest of erasures and re-inscriptions, establishes cartographic evidence as partial and changing, as well as exclusionary insofar as it fails to take into account the histories against which it acts.3

           Contempt for Indian models of understanding is also linked to questions of language throughout the narrative. Explaining how Thomas Bridges mastered “the language Darwin sneered at,” the narrator specifies that “[t] o [Bridges’] surprise, he uncovered a complexity of construction and a vocabulary no one had suspected in a ‘primitive’ people” (135). Upon this realisation and with the hope to convert the primitives to Christianity (i.e., to change their belief system), Bridges compiled a dictionary that “survived the Indians to become their monument” (135). What is most interesting is that the maker of the dictionary, like the maker of maps, engaged in a destructive act of re-naming:

          
            Thomas Bridges coined the word ‘Yaghan’ after a place called Yagha: the Indians called themselves Yámana. Used as a verb yámana means ‘to live, breathe, be happy, recover from sickness or be sane’. As a noun it means ‘people’ as opposed to animals. A hand with the suffix-yámana was a human hand, a hand offered in friendship, as opposed to a death-dealing claw. (138)

          

           The long list of metaphorical associations linked to yámana, the word used by Indians to refer to themselves, makes specific reference to how names not only identify individuals, but also have multiple properties of representation4. Yámana designates more than an Indian community; its meaning includes aspects of the spiritual, emotional, physical, and communal properties valued by the Indians. To re-name, Chatwin’s narrator suggests, is to distort the original or, taken to an extreme, to efface it all together. Paradoxically, the dictionary as monument of the Indian people is as distorted by its maker’s ideology as are the cartographic portrayals of Tierra del Fuego. Neither furnishes conclusive evidence of what they purport to relate.

           A selective framing of place is also evident in Murphy’s Tibetan Foothold, where the narrator is principally concerned with instructing the reader in the geography (physical and mental) of Tibetan camp-life in India. Although the Index meticulously references all of the villages, towns, valleys, passes, and rivers mentioned throughout the narrative, the map that is included in its introductory pages does not. Indeed, large camp settlements such as Shoja near Luhri are omitted, whereas the smaller settlements of Rahola and Shat are easily located on the map (Figure 2).
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          Figure 2: Detailed map west Pakistan

           Murphy’s map does not abide by Western mapping criteria where population and geographical size secure inclusion in ‘official’ maps. Instead, what is included in this map depends mostly on the narrator’s appreciation of either the natural landscape (usually beautifully suggestive) or the camp situation (usually the most squalid camps). Places that conform to these subjective standards are privileged over those that do not.5 The sign of the maker’s interpretative hand can be seen in the un-named places, in the map’s blank spaces, in the absences that are not filled in by naming and mapping.6

           Although maps are tools that structure, construct, and invent place according to the representational models adopted by a particular mapmaker, a presumption of veracity makes them evidentially sound. Paradoxically, maps impart trustworthy knowledge about the physical world through an odd mixture of empirical spaces and private interpretations of those spaces. In general terms, maps are what Martine Joly defines as indexical scientific images-that is, highly coded images that are culturally accepted as a truthful exposé of an actual geographical area (65). Readers are intent on the veridical perception of what is represented because maps are images that are by convention (and habit) presented and approached as corresponding to an empirical place. It is precisely the map’s adherence to culturally established symbols and codes that renders it legible and makes it a reliable epistemological tool.

           The map, which Gombrich refers to as a “frozen mirror image” (173), also indicates a series of spatial relations by way of precise symbols that are often explained by a key or legend. Readers easily translate the symbols of space and distance into the spaces and distances of actual places, making of the map an accurate rendition of a real place. What is most interesting, however, is how flexible definitions of accuracy can be. The hand-sketched map of the Lower Nursery of Dharamsala included within the pages of Tibetan Foothold corroborates the narrator’s verbal description of geographical relations and serves as an aid to understanding the spatial particularities (layout, distance, and size) of the camp (Figure 3).
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          Figure 3: Sketch map of lower nursery, Dharamsala

           The fact that the maker of this map adopted two different methods to show distance-one is to write out the distance (8 miles, 2 miles, 1 mile and ¼ mile) and the other is to draw a narrow, winding road-and that both methods are far from ‘accurate’ disturbs few, if any, readers. Do readers excuse the fact that a winding path does not give a clear sense of distance because this is obviously an ‘unofficial’ map sketched by the hand of an amateur cartographer? This is quite possible, but then what is to be made of the fact that the ‘official’ map in Chatwin’s narrative does not provide a scale for discerning distance seeing that the average map-reader would not know that 1 geographical degree is the equivalent of 69.047 miles (avg) or 111.123 km (avg)? In both the ‘unofficial’ and ‘official’ map, a clear, incontestable understanding of distance or spatial relation cannot be reached.

           These epistemological shortcomings, however, do not stop most readers from flipping back to the map once a place is named or described by either narrator. It can be argued that the urge to identify the exact geographical place realises the connection between the map and the general knowledge that maps always refer to actual places. Cartographic accuracy would therefore depend on this dual motion: the mapmaker’s desire to chart a real place and the readers’ willingness to approach maps as accurate representations of a real place. However, as the cartographic models in both In Patagonia and Tibetan Foothold suggest, cartographic accuracy varies greatly according to the changing views and desires of both the mapmaker and the reader. Both travel narratives expose cartographic accuracy as assuming a significant degree of difference between the map and the actual place, the representation and the real world.

          IV. Photographic Evidence

           The photographic image, perhaps more than any other form of visual evidence, is most often considered to be a faithful copy of reality. Ever since its origins, the photograph has been promoted as a neutral tool of exact reproduction of the real. Taine Hippolyte states that the photograph is “une imitation parfaite de l’objet qu’elle doit reproduire” (25), Phillipe Dubois claims that it is “une trace singulière attestant de l’existence de son objet” (93). Roland Barthes defines the photographic image as “un analogon parfait du reel” (1961, 128), John Berger as a “record of things seen” (179), and Max Kozloff writes that “a photograph replenishes data that confirm appearances” (240)7 And yet theorists of photography, imagery, and semiotics have repeatedly demonstrated that the photographic image as an aesthetic and constructed object. Even most of the theorists just cited have, at one point or another, systematically argued that the photographic image is a coded representation that creates an illusory impression of reality. However, despite the forceful attacks on the referential exactitude of the photographic image (and, at times, because of them), its evidential status is rarely negated. The photograph’s power of authentication, to paraphrase Barthes, supersedes its power of representation (1980, 138). In Susan Sontag’s words, it is the “presumption of veracity that gives all photographs authority, interest, seductiveness” (6).

          
            Both Chatwin and Murphy include numerous photographs in their narratives. Whereas Chatwin’s photographic selection focuses on buildings, landscapes, and objects, Murphy’s is primarily of people. These portrait photographs, with their air of sentimental keepsakes of an individual, valued and read by the narrator in the most intimate terms, place the subject in the centre of discourse. Just like the names that  are deemed important enough to be included in the introductory map, the portraits Murphy reproduces not only fix identity, but also make it knowable.

          

           Implicit in the portraits included in Tibetan Foothold is the notion of an identifiable historical person. Murphy’s individual and group portraits are of specific people who are named by the accompanying caption (Figure 4 and Figure 5).8
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          Figure 4: Thondup Tsing with Bran
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          Figure 5: Kesang, Juliet, the author and Sister Sawnay

           The names are familiar to readers who easily recognise them as designating people referred to in the narrative and who thus approach each photographic portrait as a “visible identity sign by which someone can be known, possibly for ever” (Brilliant, 14). The naming of those portrayed grounds the portrait’s epistemological evaluation in the certainty of first-hand knowledge, a certainty that is shared by Murphy and her readers.

           By securing a visual link to what is told, the portrait photographs engage readers in Murphy’s commitment to testify to the ‘real’ Tibetan situation. However, the matter-of-factness of this visual evidence that lays claim to documentary objectivity risks reinstating a single, unified version of a historical reality. Murphy’s photographic portraits name and fix identity, take possession of it and cause it to exist; in short, they confine it to the author’s vision of things. Privileging the imitative quality of the photographic portrait over its creative capacity, the author adopts the same model of authoritative fashioning against which she claims to write. Ultimately, the complexity, ambiguity, and dynamism of the individuals, their personal, spiritual, and religious qualities Murphy intended to capture, are sacrificed to the empirical certainty of the photographic portrait.

           Chatwin includes only one photographic portrait in his narrative (Figure 6).
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          Figure 6: Welsh Farmer, Chubut

           It is taken in the style of Walker Evans - an American photographer who documented the everyday existence of ordinary people-and is generically entitled “Welsh Farmer, Chubut”. The lack of an identifying label or, more precisely, the inclusion of a generic one identifies this photograph as a portrait type-that is, a portrait liberated from the restrictive epistemological presumptions of an exact, individual referential content. Unlike the photographic portraits included in Tibetan Foothold, Chatwin’s portrait does not testify to the existence of a static, stable, or permanent individual. As a portrait type, the identity of the portrayed subject exists somewhere between what is represented visually and what is conceived through the imaginative workings of each reader. Tellingly, the accuracy of Chatwin’s photographic portrait, where identity is fluid, open, and forever changing, is situated within this dynamic interchange between visual evidence and reader.

           The determining role of imaginative speculation in discerning the accuracy of...
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