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“CANNON AND CAMERA”—
PHOTOGRAPHY AND COLONIALISM
IN THE AMERICAS

ESTHER GABARA

n 1898, J. C. Hemment published Cannon and Camera: Sea and Land Bamles of the

Spanish-American War in Cuba, Carnp Life, and the Raturn of the Soldiers, one of hun-

dreds of photographically illustrated books about the U. S. triumph over the decrepit
Spanish Empire in the Caribbean. Hemment proclaims: "The camera is like the gun of the
war ship: while the gun ¢an do the deadly exacution, while shot and shell are brought tc a
state of perfection by our skilled artisans, the man must be behind the gun. So it is with the
camera .. ” {Hemmaent 264). It is difficult to overstate the rhetorical and imagistic power of
these photographic texts. Word and photographic image eombined to extend the reach of
the colonial enterprise, seen over and over in an explosion of publications justifying the
political, economic, and military interventions in the region.2Yet this historically dense pho-
tographic space that pictured the rige of the LI, 5. imperial project in the Americas contains
the terms for its own undoing. These books express intellectual and ethical doubts, reveat
formal uncertaintios, and suffor technological betrayals by the same camera that Hemment
assumes is always on the side of Theodore Roosevelt’s conquering Rough Rider. In Cur
Isfands and Their Peopfe (1899; herealier, Our Isfands), an impressive two volumo, large for-
mat, wildly illustrated publication, the same intersection of photographic images and words
meant to explain the imperial right of the United States also reveals a crisis of authority.
Profound anxieties about photography and the photographic text pervade this attempt o
produce an entirely complete, imperial narrative, even as the authors and editors of Our
fslands sought to deploy new technologics of printing image and text as another weapon
in the hands of conquering U. 8. armies and ideologies.

My focus on those anxietios in no way disputes or diminishes the patent racism and violence
of the U, §. project of expansion.? Nineteenth-century racist categories and denigrations of
tropical barbarity saturate these photographically iflustrated books. Nonetheless, Cur
fstands reveals the ruptures, conflicts, and failures within U. 8. imperialist discourse itself,
and ultimately suggests how and why Puerte Ricans and other colonial subjects may even-
tually 1ake up the camera themselves, despite its history as a collaborator with foreign
armies and investors. This essay does not find utopian sites of “resistance” to imperial
power; rather, it traces the contradictions within the photographic articulation of tha: power.
While the authorial voice of these photographically-illustrated tomes contains exhaustive
detail meant to capture the places portrayed, it is not confident about its control ovor this
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explosion of infarmation, Surprisingly, the narrative voice speaks not just fluent but native
Spanish as well as English, such that even the most authoritative proclamations of the right
of the United States to incorporate Cuba and Puerto Rico, as wel! as the Philippines, have a
siight accent that syneopates their sound and sense.

The Spanish-Amaearican War bas been framed as the translation of the ideology of Manifest
Destiny into a hemispheric and global mission. Once the western *frontier” closed follow-
ing the L, 8. acquisition of the northern states of Mexico in 1848, the 1890s heard “Frederick
Jackson Turner lamenting the end of open land” (Pérez 2). As much as geographical conti-
guity from the Atlantic to the Pacific Ocean was to have cemented U. 5. national coherence,
it was precisely at this moment that the country proclaimed its destiny 1o expand 1o the
Caribbean and heyond, and sharpened calls from earlier in the century for the acquisition
of Cuba {Pérez 5). The transiation of Manifest Dastiny was not simple, though, and therg
were public debates in the popular press and in Congress about what it would mean for the
United States to acquire colonies. These debates were formulated in practical econamic and
palitical, as well as religious and moral terms.? Indeed, while the popularity of the " Splendid
LittleWar” benefited frorm the growth of yellow jcurnalism at the time, in the century since,
U. 5. historiography about the war “turmed in on itself, [and has been] property self-con-
tained angd self-validating” (Pérez 110-11).This century of continued presence in Puerto Rico
and {Guantanamao} Cuba, along with these historiographical justifications, has glossed over
the woak spots in the architecture of U, S. imperial self-fashioning.

Vastly popular and impressively illustrated, Our Islands forms a part of the broader phe-
nomenon of photographically illustrated bocks, butis unique in its fascinating experiments
with photograph and word. The arge tomes captured Cuba, Puerto Rico, Hawali, and the
Philippines in photographs, stories, and financial detail, and despite costing the extravagant
armount of fifteen dollars, sold 400,000 copies in the first three years foliawing their publi-
cation (Who Was Who R44). The popularity of Our fsfands shows the appeal of the technical
novelty of the mixed media photographic text—the titte page proclaims it to be “Superbly
Mustrated with more than Twelve Hundred Special Photographs, Colontypes, and New
Co'ored Maps™ —which provided a view of the exotic peoples presented as the spo'ls of the
victories of war, Much in the manner of the Werld Expositions, the book ostenaibly celebrat-
ed the trlumphant modernity of the LI S, in the very form of photographic repressntation,
as much as the photographs affirmed the reader’s superiority over the bodies pictured (Sea
Rydel). While the primary author of the written texts was Mavy man José de Olivares—a
maexicano fram California whose divided loyalties are discussed at length below —the title
page indicates that the parrative voice sought by the publication is that of the colonial enter-
ptise itself, “s0 complete as to practically transfer the islands and their people to the pic-
tured page” This phrase is repeated several times, especially as the introduction sets up the
particu'ar power of phatograpby: the editors employ camerzmen, again, “under contrant to
photograph evervthing therein, with a view o Fterally transferting cur Islands and their
FPaople to the printed page. . . for the information and pleasure of the American peaple”
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IQlivares, vol. 1, 5}, The texts and photographs strategize how to rmaximize the contribution
of these new possessions to the United States’ economie future, as much as they were to
help with the very acquisition of the islands. The scope of this work aspires to be encyclo-
pedic: it is “practical, artistic, comprehensive and exhaustve” and it includes economic
data and analysis, nostalgic stories of the death of innocent maidens, and sthnegraphic
observations about the isfands’ native inhabitants. Beyond the scope of a single human
auther, Qur istands is authored instead by what Susan Sontaq calls the camera’s imperial
scope (Sontag 7). Indeed, Sontag suggests that the camera’s ability to caplure an infinite
proliferation of detail makes it the perfect complement to the cannon in the colonial project,
so that together they collect and exploit the economic potential of the Caribbean islands,
The camera's collabaration in this form of modern colonialism appears in a photograph of
one of the photographers, set up by a caption that proclaims: “According to local tradition,
our artist, Mr. Walter Townsend. is standing on the precise spot where Columbus first land-
ed on Porto Rivo, November 18th, 1493" (Ofivares, vol. 1, 328). Just over four hundred years
later, the representative of a new colonial power takes Columbus” place,

Counter-intuitively, the widespresd assaciation between photography’s presumed scien-
tificity and its imperial scope created a troubling paradox of nower and a lack of authority,
Inasmuch as photography captured an apparently accurate image of the visible world, it
was praised for its innate truthfutnass and itg ability to “capture” paople, places, and colo-
nial resources. Yet even among those nineteenth-century critics whao affirmed the medium’s
seientific accuracy, the objective gaze of the camera actually denied the photograph a clear
authorial function: "[the plates] give a truthful representation of the places, without leaving
any margin for the imagination of the artist” {see Green 152).5The authority of photograph-
ic objectivity crowded out the authority of the people who created the images. The title page
of Our Isfands demonstrates the difficulty of literally naming the author of this new kind of
lustrated book; it explains that it is introduced by Major-General Joseph Wheeler of the
United States Army, “with special descriptive matter and narratives by José de Qiivares, the
nctod author and war correspondent.” The book was “edited and arranged” by William S,
Bryan, authar of “America’s War for Humanity” and the photographs were taken by Walter
B.Townsend, Albert E. Fout, Geo. C. Dotter, “and others” including Olivares. The ¢opyright
was owned by N.O. Thompson Publishing Campany, and in addition to # Preface signed by
“The Publishers” there is a notice thal proclaims: “The Wustrations in this work are protect-
ed by special copyright, and any infringerment will be rigidly prosecuted” Aithough
Wheelar's preface refers to Olivaros ag the author, the predominance ot unascribed photo-
graphs throughout the book, and the explosion of producers and ownears of its content,
elide a clear and unified autharial function. As we shall see, Qfivares’ authorial presence
combines with the uncertain authority of the photographic medium itself to further desta-
bilize the represented “truths” of U. S. imperial right and power in Qur fslands.

Cespite the editorizl proclamations of the power of the camers to capture the new posses-
sions, Ouwr lslends suffered from a rather typical insecurity about control over its photo-
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graphs. The guestion of authorial control was at_the heart of nineteenth-century debates
over the legitimacy of gltering prints and negatives in the process of producing an aesthet-
ically pleasing and accurate photograph. Practical Pictorial Photography {1898} addresses
the complex issues of suthority and truth that photographic technology pressnied at the
time: “Thus photography is not facking in means of expression; its fault is its redundance,
it gives us too much, and it is for us to as far as possible restrain it and contro! its action,
Similarly at each stage of the process the same controlis to be exercised, in order that svery
part of the final picture may be rnot g= the mere mechanical process would give it, but a=
we, the producer, wish it” {Hinton 15). Fearful of the same ability to capture infinite detail
that Sortag termed imperial, Hinton stresses the need for there to be “one chietf and domi-
nantidra” of the photograph—a type of thesis—which can be propased by the composition
of the picture. Good photography requires a narative function, and conveys one main idea
to tha viewer, Hinton suggests that this control over the fullness of expraession, over the
aexceedingly abundant detail of the photograph, may be achieved by ailtering the print. He
warns, though, that this “brings us to a rather dangerous ground, for it may suggest
whether a negative made by camera and lens is always sssential, nrindeed if 8 negative at
all Is needed so long as we can produce a light painted image at cur willl. . .}" {Hinton, 24}
Hinton takes the paradex of photography as an all-seeing eye to a remarkable extreme. In
arder to arthully manipulate and direct the photograph’s defining explosion of details, he
suggests, it may be necessary to destroy the camera.

In Qur Istands, the common practice of altering the phetographic print served to direct the
gaze as Hinton suggests. Participating in the general anxisty about the vacuum of authori-
al control in “ohiective” photographs, Olivares bioth celebrates the interpretive freedom
offered by photography and seeks to control the meaning of the photographs that fill the
pages. As much as he praises photography for not “enchainlingl the eya” (6}, an oppressive
quality that he ascribes ta painting, he employs techniques of altaring photographs as well
as captions and analysis in the body of his written text to direct the reader’s eye, In one par-
ticularly egregious case of phatographic manipulation, ar Americen flag has heen painted
into the hands of a Cuben boy. in arder to insist that the reader see the warm weicome of
the U. 5. army by Cubans {Figure 1). While certain members of the elite Creole class in the
istands did welcome the L. §, invasien and used it to their advantage, this rasponse cannot
be confused with a broad popular scemtiment greeting the soldiers {See Garcia). Ataring the
print here fiterally inscribed an authornial view on the excessive detail of the photograph:
without the invented flag, the line of Cubans looking suspiciously at the camera would have
prasented a very different messaye. The alteratinn of photographs reveals a concern that,
unlike the cannon, the camera may not abwvays faithfully futfill its function of capture.

At the center of the fragile photagraphic narrative of colonization in Our fstands is the per-
son of José de Olivares, who is the dominant vaice in the written narratives and the pho-
tographer of many prints portraying the trivmph of the U. 5. military. Qlivares was a soldier
and war correspandent with the California National Guard, the U. S. Navy, and the Califarnia
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FIGURE 1, J0O58 de
Qlivaras, Our istands and
Their Peopiz, S1. Louis,
New Vork, Chicago, Atlama
N.D. Thompson and Co.,
1889, vol. 1, p. 21.

Naval Reserve. He also served as a correspandent at many of tha World Expositions of the
turn of the century. Bom in Southern California in 1867 just twenty years after the acquisi-
tion of Cafifornia in the Mexican American War (1846-1848), he was the son of Jose de
Olivares and Martha Washington Gatch, Olivares’ biography reminds us that 'he U.S. hemi

spheric enterprise began as a continental one, with the conquest of Northern Mexico some
fifty years before the sinking of the Maine in the Caribbean. While a new border was estab-
lished just before Qlivares was bom, the human connections that traversed it were not bro-

ken. Olivaras spent time in Cuadalajars at the Berlitz Schoo! of Modern Languages and at

the Liceo de Varones. He went on to marry twice, the first time to Berta Lillian Qwen, with

whom he had two children, Lenore Constance and Casper Luis, and later to Maria Teresa
Ramirezy Jerez {Who Was Who 5441, The nares reflect Olivares” centinuing participation in
the U. 5. Mexican community and identification with the Spanish lanquage.

Beyond these biographical facts, Olivares shows himselt to be of two minds about the
incnrporation of the Spanish-speaking Tslands of Cuba and Puerto Rico inte the United
States.® Language is crugial to Olivares’ weaving and unraveling of imperial authority, and
bilingualism and biculturalism shape his literary style as well as his opinions about U. 5.
expansignism, modernity, race, and the future of these two islands. In Qur Isfgrds, he insists
on writing “Porte” rather than “Puerto” Rico, and thus reveals both a total ohedienca to the
rights of the conquering imperial power and a certain disdain for its representatives:

Nuring the preparstion of this wark eflorts were made by certain influentizl
societies, as well as by some departments of the Government, to attach the
Spanish orthography ta the name of this island. Thase cfforts met with no
appreciable success, There are but few histarinal instances wherein the lan-
guage of the vanquished nation was adopted by the conqueror, ¥ Puerto” Rico
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is un-American, as well as harsh and affected when the effort is made to pro-
nounce it by anyone unfamiliar with the Spanish tongue. Moreover, we prefer
all things American, without the least taint or coloring of Spanish; and, thera-
fore[. . .] we shall adhere to the plain American styie in spelling the name of
this beautiful insular possession. {val. 1, 265)
The use of “we” here is quite remarkable, coming from the mouth of Olivares, especially
since throughout the publication he preserves the very un-American accent over the “g” in
his first name: Jos@. As much as he does not pause to ponder this contradiction, this
Spanish-speaking Mexican-American finds the “American” inability to pronounce Spanish
“harsh and affected” With these same words he also admits that Puerto Rico was a van-
quished country, rather than a territory liberated from Spain's oppressive rule, as the U. S.
repeatedly claimed. A decade later, when Olivares was the L. 5. consul in Nicaragua during
another U. S. intervention into Latin America, a short article with the dateline “Managua,
1910” raported that: “Leading Amaericans here are signing a petition to the State Department
at Washington demanding the removal of Consul José de Olivares, alleging unfitness, dis-
courtesy, and neglect of American interests.”? This bilingual soldier is simultanecusiy the
mouthpiece of the U. S. military, and a critic of its mission in the face of its own propagan-
da. In her introduction to a collection of essays on bilingualism, Doris Sommer asks and
answers: “What can 8 country expect from double talking dual nationals? It can expect, |
want to suggest, a level of ambivalence so unbearable it might help to deter conflict”
{Sommer 10). While she adds that this is a “volatile” condition, Olivares’ case puts even
more pressure on the question of bilingualisim and palitics. This Mexican-American repre-
sentative of the U. S. Navy not only does not deter the violence of the invasion of Puerto
Rico, he provides its raticnale. Nevertheless, these same waords reveal that the violence cuts
hoth ways, marking, too, the image of what U. 5. national identity will icok lika in the tran-

sition to the twentieth century,

As much as photegraphy proved to be an unstable ground for the articuiation of a new
colonial discourse, the written text of Our Islands was broken by Spanish words and con-
tradictory sentences. Olivares expresses his doubts about the successful incorporation of
Puerto Rico into the United States, specifically its rhetoric of futurity and modernization:

The future of San Juan, from a progressive standpoint, is problermatical. Under
new rile, the city will doubtless experience some changes, a few improve-
ments—as modern tendencies imply, but the customs and traditions of her
community are too deeply rooted to he susceptible of any marked alteration,
and while the populace hail with unassimilated pleasure the ingress of their
brothers of the North, it is questionable if the pacemaking propensities of the
latter will be viewed with any degree of enthusiasm, much less adopted. (vol.
1, 265)
Fulfilling Puerto Rico’s promise of progress was the crucial rationale for U. 8. intervention,
and yet this representative of the navy cannot bring himself to entirely endorse the prod-
uct. Olivares narrates this seif-contradictory prognaosis of the influence of North American
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madernity on Puerto Rican culture in a particularly conveluted sentence. In his study of
anthropology of the U. 5. Meaxican border, José Limon marks such sentence structures as
the symptom of the imperfect hegemony of colonial cultures and ideologies: “deep-rocted
tension and ambivalence are expressed stylistically by the single long, unbounded sentence
which constitutes this statement; the style, perhaps, of an analysand's outpouring to an ana-
lyst at a critical point of self-revelation, a sentence styfe suggesting a man caught up in 2
psychological contradiction which can be handled only by an unmeasured flow of words,
an agitated formal expression reflecting his anxiety” (Limdn 32). Neither "native ethnogra-
pher” nor Anglo conqueror of barbaric lands, Olivares rambles on about his “problemati-
cal” doubts about the L. S, mission,

QOlivares draws attention to the insight that his unique subject pesition permits him, making
repeated references to his ability 1o speak with the "natives” of Cuba and Puerto Rico. His
bilingualism and biculturalism—what essentially becomes for hirm a practice of “passing” —
lead to a complex series of Imisjidentifications with conguering Anglo-Americans, Puerto
Ricans, and Spaniards. At times he uses Spanish as a disguise, in order alternately to ingra-
tiate himself with and humiliate the Puerto Ricans from whom he is gathering information.
In one encounter with a local Puerto Rican, he writes, “a simple but affable welcome in his
native tongue greeted my approach, and as | acknowladged his courtesies in the same lan-
guage, the pleased expression on his sallow countenance was ill-concealed. ‘| had almost
taken you for a foreigner, sefior, was his effusive comment|, . .]” (Oivares, vol. 1, 289). As
a result of his convincing linguistic mask, Qlivares hears a tragic and perscnal story about
the death of an innocent child, which he stresses would have been an otherwise inaccessi-
ble “authentic” narrative. He even makes fun of the way his compatriot Amaricans “learn”
Spanish, enjoying his superiarity over them and implicitly taking the side of the local
Spanish-speakers. In the Philippinaes, Olivares makes fun of a writer who proclaims “the
ease with which sorne of the Arnericans pick up the idiom of the country” In 3 passage laced
with sarcasm, he marvels at the “ease with which {an unnamed soldier] rattles off Castillian”
after six months in Manila, and then quotes him as he struggles to ask to have his watch
repaired: “Me watchea muchee brokee, muchee dirtee; me wantae watchee fixee; you sabe,
see?” (vol. 2, 746). Olivares disdainfully shows him speaking what can only be calied a pid-
gin language, of the sort usually ascribed by the colonizer ta the conquered peoples he
presents as linguistically deficient and thus barely hurman. Throughout the two volumes,
Otivares enjoys a feeling of superiority dug to his own true bilingualism, but in the process
places himself on the other side of the colonial divide.

Olivares’ bilingualism and biculturalism create misidentifications that undermine the ver-
sion of racial difference and racism that accornpanied rationalizations of the U, 8. colonial
praject. In one dizzying scene of multiple “passings.” he claims to have passed as &
Spaniard passing as a Puerto Rican. He writes: “By reason of my conventional Porto Rican
garb, coupled with a disinclination to enlighten him as to my true identity, this nautical scion
of Seville had mistaken me for one of his worsted compatriots. For an hour | had listened
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to his unigue discourse on the virtues of the Spanish nawy”™ [Olivares, vol. 1, 153).8
Qlivares —deeply hidden behind layers of masks—elicits a description of 2 batile from the _"” f
e Spaniard, and the story ends with Olivares revealing his “true” identity as a representativo .m !
of the U 5. Navy. In the painted picture portrayving this encounter—one of the very few 'f €
X entirely not photographic in the book —we see Olivares looking very much like the Spaniard s
he is interviewing, onty with a more confident posture and a slightly condescending sneer Pue
(Figure 2). Curioushy, while Walter Townsend appears in @ number of photographs often bec
3 named in the caption as *Our Artist,” Olivares zppears only in this and twa other painted f:rc
portraits. Tha contrast is striking, for logically it would have been much easier forTownsend, md_'
the primary photographer of the book, to include Olivares In photographs than the roverss. Arti
While | have not been able to locate a photograph of Olivares himself, his avoidance of the ble
camera {or the scameraman’s compiete avoidance of him]} in the more than 1200 photo- Se"_
graphs contained in the two voiumes calls into question whether his own racial markers Fah
may have disrupted even further the narrative of Anglo triumph ovor the islands, ::-h
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In fact, the question of racial markers and ethnic identification is extraordinarily complicated
in this scene. The “conventional Porto Rican garb” that Olivares wears in the painted image
is an outfit characteristic of the iconic figure of the jibaro. From the 18th century on, the
jibaro with his loose white shirt and pants and broad hat was the image of the “genuine”
Fuerte Rican peasant deployed by the Crecle landed class in Puento Rico. This image
became the cornerstone of Puento Rican identity in the nineteenth century, in the style of
Craole nationalism articulated throughout much of Spanish America during the century of
independence movements {See Torres-Reobles; Scarano). The {mislidentification of *Qur
Artist” as a jibaro is quite fascinating, for he occupies a position both completely inaccessi-
ble to him and made precisely for him. Like the Puerto Rican gentry who imagined them-
selves as jibaros, the Mexican American elite incarporated into the United States with
California coubd fully claim neither the nineteenth-cemury nationalism of their counterparts
in Mexico nor the U. 5. nationalist discourse of Manifest Destiny. Gervasio Luis Gargia iden-
tifies Olivares with this sama criefle class, which he shows sought to ingratiate itself with
the arriving army, but does not considar his family's similar position in the 1860s and 1870s,
If Garcia is correct that “the photegraphic impression that Puerto Rico was a mestizo coun-
try must have burned the delicate retinas of the [Puerto Rican] high-hats of the period,’
Olivares would not have shared the confusion of “the recently embarked fareigner [wha
struggled] to comprehend it” {Garcia par. 48). As Olivares was born and raised in Anglo-
occupied California, he would have grown up as a racialized Mexican, even if we cen
assume that, given his education and career, he was among the privileged class. As a cali-
forniano, Olivares also would have been well-schooled in the complex and highly articulat-
ed Mexican discourses around racial mixture. In fact, not shocked at all, he writes: “It can
hardly be said that the masses of the Cuban people belang to any panicular race. Spanish
blood and features, of course, predominate, and Spanish custorns prevail everywhersa; but
the people are a mixed race, as any one can see by a glance at our illustrations. There ig lit-
tle distinction or prejudice on account of cofar” {vol. 1, 255}, He even mentions, “efforts were
made after the American occupation to draw the color line in seme of these places, but with-
out success” {vol. 1, 255). While he predictably pretends (in the typical criolfo fantasy) that
“Spanish blood and features™ were dominant in Cuba, he cannot entirely accept the version
of racial difference dictated by Anglo America.

Olivares never fully inhabited any of these identities—jibaro, Rough Rider, or Spaniard —
and the ¢risis of authorial control inherent in the very idea of the photograph ntensifies in
his shifting pasition, and fundamentally alters the narrative of the colonial encounter. What
is more, he atternpts to reproduce in writing the apparently unlimitad perspective and
excessive details of photography described above by Hinton, and thus recreates the very
problems they entailed for the calonial praject. In the same scene in which Qlivares disguis-
es himself as a jibaro, be both ridicules the Spaniard’s version of the battle between the
United States and Spain and stresses the importance of the speaker’s perspective an the
resulting narrative. He permits the Spaniard to speak, including beth points of view of the
battles between the U. S. and Spanish forces: *The following account of the bombardment
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of the forts at Matanzas was written by an American correspondent, who was on board the
"NewYork”™ at the time. it is especially interasting, by way of comparison with the Spanish
Colenels narmrative” {Olivares, vol, 1, 141). Olivares’ recognition of the effect of multiple per-
spectives emerges from the combined anxiety and enamoration with the all-inclusive pho-
tograph, He explains that in Our fsfands, "wa are trying to give both extremes in arder that
wea may strike a happy medium and thus arrive at the exact truth™ {vot. 1, 359). He imagines
that by narrating multiple variations of the same incident, the truth is bound to appear, just
as the infinite details of the photagraph ought to operate as procf of its veracity. Yet this pho-
tographic approach to written narrative opens a multiplicity of narrative spaces and thus
reveals the gxistence of other legitimate versions of history, even as the colonial vaice con-
tinues to assert the existance of an “exact truth

The nead 1o control the explosive, detailed reality effect of the photagraph is 30 great that
Our Isfands draws the viewar's attention to its most familiar visual convention: the pose.The
pose is the break in the flow of the gverydoy that permiis the capture of a "good” photo-
graph. it is the practiced smile, the spacial clothing, and the situation of the subject in the
proper lighting in order to best capture the image. Qlivares explicliy brackets the “captured
reality” of the pose in the caption 1o a phatograph of an unidentified, blindfolded soldier
kneefing before a wall {Figure 3). While the caption explainsg that the image shows 3 wall
against which the Spanish assassinated Cubans, the words appear to offer comfort to the
viewer as well: “It will gratify the reader to know that the seldier in this photg was not exe-
cuted; he merely posed for our artist” {vol. 1, 247i. This same offer of comfort, however,
reveals the potential falsity of all of the other photographic images in the book, for they too
could have been posed. The readers here are told that Ihe camera that shoots this photo-
graph is firing btanks, for it cantures anly the imitation of @ scene. Revealing the pose alse
foregrounds the participation of the culture industry in the creation of the moral justification
of L) 5. interventions abroad. That this revelation of a pose takes place in a caption makes
its interruption of the colonial voice even loudar, since the relationship between caption and
image already was codifiad at this tima. With the first publication of photagraphs in Nationa!
Geographic magazine in 1898, the board of the magazine instituted a policy which required
that “they be subordinate to, and illustrative of, the text” [see Collins and Lutz 172). The
iremendous enxiety about the potential for the misinterpratation of photographs led to
attempts to make captions 2 means tc control the reader’s wardering eys. This caption,
however, encourages the reader to ook again at the photographs he or she may have 1aken
to be "real” and to ask whether or not they have been posed. Photography was both an
instrument of the perfect and detailed transfer of colonized peoples and resources into the
new empire, and included the seeds of the destructian of this “parfect narrative”

The textual and photugraphic battia for control aver the ideciogy of empire, exemplified but
not lirmited to Olivares himself, reaches its apogee in the graphic design of Our lslands. The
complex layout combining written tex1 and photagraph demonstrates a crisis of represen-
tation, and the ultimate failure of the policy of Nationaf Geagraphic to create a higrarchy of

(L2 il i e e

TR




R 2006

vas on board the
with the Spanish
+ of multiple per-
all-inclusive pho-
mes in order that
359). He imagines
nd to appear, just
acity.Yet this pho-
t spaces and thus
nignial voice can-

ph is so great that
tion: the pose. The
f a "good” photo-
! the subject in the
skets the “captured
blindfolded soldier
nage shows a wall
ffer comfort 1o the
photo was not exe-
: comfort, however,
¢ book, for they too
t shoots this photo-
aaling the pose also
e moral justification
vin a caption makes
setween captien and
tographs in Mationat
.olicy which required
s and Lutz 172). The
photographs led to
g eye. This caption,
r she may have taken
wgraphy was hoth an
nd resgurces into the
t parrative”

pire, exernplified but
gn of Qur Islands. The
s a crisis of represen-
3 create @ hierarchy of

ESTHER GABARA | 55

FIGuRE 3. Jos de Olivares, Qur Isiangs and Their Feonle. St Lows, New York
Chicago, Atlanta. M.D.Thompsen and Co., 1899, vol. 1, p. 247

image and word. This crisis results not only from Olivares’ ambiguous celonizing voice, but
also from the interweaving of what were conceived of as two separate realms of represen-
tation, the visual and the verbal. The pages of this text, though consistently divided into two
columns, fade photograph into text and interrupt text with photo so persistenthy that while
reading one often loses the next fine. One must search around photographs to continue
reading. Even in a page that presents the elite class of Spaniards and Creoles in the
Cartibbean, and the demure women who obediently reproduce it, the photographs literally
cut words in two and break the orderly columns into strange geometric shapes {Figure 4).
The text surrounding the photographs on this page explains the easy wealth provided by
coconut trees in Mayaguez, and the relationship between the images of "A pretty Spanish
lady of Mayaguez, Puerto Rico” and the calculations of the profits 1o be made from the
laborless cultivation of coconuts {at least $1 per tree annually, 193 trees per acre) is difficult
to understand.® The admiring captions suggest, however, that these Spanish ladies may
offer themselves for a harvest as easy as the coconut trees, eager to cede their space of priv-
ilege and power to the arriving U. S. soldiers. The Puerto Rican tobacoo merchant on the
same page grimaces into the sun, however, his strong rectangutar photograph with cut
edges contrasts with the phatographs of the women, which are blurred into indistinction, It
is difficult to read this page, for rather than obey the direction of the words the images seen
into their space and obscure their meaning. The capture of the easy productivity of the for-
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FIGURE 4. José de Olivares, Our fslands
and Ther Peopfe, St Lows, Naw York,

. Chigago, Atlanta: N.D. Thurnpzon and Ca.,
~ 1899, vnl. 1, p. 322,

mér Spanish colony is underminad by the difficulty of the reading: it is literally hard ta gain

access to these goods and people.

Our Isiands was published in the first decade after the invention of the half tone process,
which ted to a phenomaenal explosion in the circulation of photographs in the 1890s, justin
time for the Spanish American War.’® Haif-tones smploy a screen of tiny dots that compose
the image, such that the spectrum of black to gray to white is an illusion created by the vary-
ing density of black and white dots. The process permitied the simultaneous reproduction
of typed text and photograph, and made the printed word “equivalent” to the photograph.
Both literally were cornposed of the sarne materlal: diffaring concentrations of ink against
white paper (Welling 85). The blurred edges of the photographs above suggest that this
materiat indistinction between image and word becarmne part and parcel of the colonial dis-
course itself. Indeed, the intreduction to Hemment’s hawkish Cannon and Camera places
this technological change at the heant of its proposal about warfare and representation:
"Reproductive phatography has revolutionized periodical and book illustration” (ix). A cen-
tury tater, W. J.T. Mitchel! reveals what is at stake in the anatysis of this moment: “The rela-
tion of photography and language is a principal site of struggle for value and power in
contemperary representations of reality; it is the place where images and words find and
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lose their conscience, their aesthetic and ethical identity” (281). Mitchell further suggests
that the relationship between words and what Roland Barthes called the ethically paradox-
ical medium of photography becomes “a site of resistance” (285). Examining the graphic
design of Qur Islands, it becomes clear that ethics, aesthetics, and politics tear through the
pages of the newly united photographs and texts. Ultimately, however, it is important o rec-

ognize that its combination of photographs and words constitute the imposition of colenial
power as much as the ruptures in its rationale.

The interaction between written text and photograph made possible by the halftone
process, and put into the service of the colonial enterprise, implements a new form of nar-
rative that disrupts the habitual left-to-right reading of the book. As seen above, the rupture
nf the written text is such that even individual wards are interrupted by photagraphic
images, The result is not only the loss of a {straightforward} story-line, but also the creation
of ancther level of narrative through graphic design. The interaction betwean text and pho-
tograph creates new margins in the page, interior white spaces between text and image that
themselves create stories. In the design of page 348, for example, the organization of blocks
of text and the photographs ferm an image of a cross and the Calvary in these rargins, and
thus “narrate” the story of Christ {Figure 5. In the narrative composed by the graphic design

FIGURE 5. .558 e Qlivares, Our islands
and Thetr People, 51, Lowis, New York,
Checago, Atlanta: N D Thomgson and Co,
1898, vol. 1, . 348
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FIGURE 6. José de Olivares, Our lslands
anti Their People, St _ouis, Mew York,
Chigago, Atlanta’ N.D. Thoempson and Co.,

1899, vol. 1, p. 288.

of the page, the margins themselves became the narrative voice, while the central elements
of written text and photograph remain silent and act only as a type of background. This
“marginal” narrative in turn interacts with the two other narratives on the same page: the
photegraph on the right side of the page that shows the shrine to the Virgin Mary, and the
writtert text that detalls Spain's abuse of Puerto Rico and the “moral obligation” of the United
States to intervene. Meanwhile, the caption to the picture of the altar to Mary directs the
readar back to page 335 of the text for a full explanation of the aliar, forcing the reader to cir-
cle back several pages in her reading. The graphic design of these pages sends the reader’s
eya in multiple directions at the same time. even as it attempts to follow the ideofogical jus-
tification for the imperial wars of the United States. The confusion takes place when the
Catholic image of the Virgin Mary literally substitutes the image of Anglo-Saxon Protestant
morality that Olivares was hired by the Navy to narrate. There is no direct "resistance” in this
nage ta the U, S. rhetoric of moral intervention. Instead, the reader encounters a circuitous
route of image substitution and narrative diversion: images whose content does not provide
what their captions promise, and ernpty margins that, instead of remaining silent, loudty tell
another version of the story about morality and rights,

Lanny Thumpson argues thot taxt and photograph work together in Our fsfands to create a
seamless presentation of colonial power, yet te support this amalysis he reproduces only
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individual photographs from the large tomes rather than the entire pages that contain them
{Thompson 14-15). The graphic design that literally orders and disorders the relationship
between photograph and text thus disappears from his analysis."Thompson's vision of the
simple revelation of colonial power through photography is undercut by the manner in
which two large and irregularly shaped photographs, which present “Descendants of the
Aborigines” and a “Coffee Picker's Hut and Family,” cut in and out of the printed text in this
page {Figure B). While the caption explains that the photograph reveals the “original Indian
inhabitants [of Puerte Ricol . .. the last remnants of an extinct race” the images thatThormp-
son designates as racist representations show rather respectably dressed people of color.
wWhat is more, they visually cut into a written text that describes American soldiers taking
advantage of a cool night to dry their wet clathing, whom Olivares transforms into savages:

What a strange, unearthly sight it was, and what an odd situation for American
troops to be placed in. Many of them nearly nude, or only half clad, and danc-
ing about fram blaze to blaze like so many ghostly forms . . . and add to it all
the homesick braying of the pack of mules . . . American troops are used to
strange situstions, and are generally equal to any emergency that may arise;
but this camp in the forest by the light of rosewood fires, the clouds of mos-
quitoes and the skipping about of half-neked forms, is one of the curious spec-
tacles that no civilized man is prepared for. (Olivares, vol. 1, 288)

The entry of the phatographs inta the text here literally undoes the hierarchy of “civilized”
Americans and "uncivilized” Puerto Ricans, and the only "civilized man” appears to be
Qlivares himself. The new “pictured page” marks the imperfect sutures of late nineteenth
century colonial photographic texts, and reveals the political and ethical implications of
these ruptures to include a shift in the wvery meaning of civilization itself.

What does this closer look at photography, text, and colonialism in Our fslands and Their
People suggest for this special issue on photography, and more generally for new defini-
tions of American Studies? First and foremost, it correcis a theoretical and historical preju-
dice that makes photography always the obedient servant to colonial power. Second, it
attends to the theorigs of resistance formulated at the interstices of image and word with-
out creating an exaggerated view of heroic triumph or erasing the viclence that their
encaunter reproduces. Third, it shows that “American” Iiterature and culture—even when
proclaiming the new hemispheric and global, political, and economic aspirations of the
United States—was never English-only,12

Muore broadly, this study reveais a photographic space open for potential recolenization by
Puerto Ricans and Cubans themselves. The debate over authorship—who is permitted to
hold the camera, and who owns the medium’s history—is crucial to 2 history of photogra-
phy that is overwhelmingly ignored in U. 8. and European histories of the medium. Like the
“self-validating” histariography of the Spanish American War, the “history of photography”
published in the U, 8. generally either excludes or devalues Latin American photography.
The edited collection by Jean-Claude Lemagny and Andre Rouillé, broadly titled A History
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medium that has had a tremendous impact on art, popular culture, literature, and journal-
ism in the Americas.™

The exclusion of these histories, added to photography's use in the service of empire, tour-
ism, and war, has meant that Latin American znd Caribbean artists and writers have debat-
ed the terms of their engagement of the medium, 'n his simultaneously nostalgic and
criticat look at one hundred years of . S. cccupation of Puerto Rico, Puertorriquerios:
Album de fa sagrada familia puertorriqueria & partir de 1898 {Puerto Ricans. Album of the
Puerto Rican Sscred Family from 1898 on, 1998}, Edgardo Rodriguez Julia reproduces a pho-
tograph from Cur fstands (Figures 7 and 8). It shows Walter B, Townsend holding a naked
child under each arm, Taking advantage of the capture of the colonial phatographer by his
own tool (perhaps by Olivares himself?), Rodriguez Julia, another bilingual subject born of
the U. 5, presence in Spanish America, reveals the racism of the enterprise. Even more
interesting, in these two pages and throughout his book, the confusing margins between
image and word that appeared in Our fslands as the sign of an sutherial dilermma literally
teke over the page. Full of blank white space, Redriguez Julia’s book locks almost ernpty,
znd thus asks the reader to dwell on and in the spaces that interrupted tha tamiliar textual
movement of the ninotaenth-century reader’s eye, and opened vp multiple points of view
on the colonial war.

Esther Gabara
Duke University

NOTES

1There ara too many of these publications ta include a cormprehansive list here. Theodore Roasevelt’s
The Rough Riders, {New York: Seribner’s Sons, 1849} may be the most famous, and reproduces occa-
sional photographs of his troops mixed with illustrations of war seenes by Frederic Remington. Some
o'her examples are. John Emerick Elmendorf, #d. The 71st Regiment New York Volunteers in Cuba: con-
taining the official records and story of the part takon by the magiment in the Spanish-American war,
tegether with specially written articles of 3 general military interest. ilffustrated from photogrophs taken
in the field by Frank A. Potter, (New York: [s.n], 1899), which includes a rerrarkable photographic fronti-
cepiece: a doctored photographic view of Havana with a nude wnman draped in the Amorican fiag hov-
enng in the air above the city, entitled “Dawn of Day in the Antilles” Maost of these pub'ications are much
maore tame than Our Islands in their graphic design. Here tafes of the American soldier and saifor as tald
by the herces themskeves end their comrades: the umwritten histary of Armerican chivalry, (Haro
Publishing Co., 1899} contains a mixture of etchings, drawings, and photegraphs reproduced in small
sections of images, which are caprioned dessriptively. Adi participate in the creation of a narrative of "just
war” and the moral responsibility of the United States 1o “iberate” Cuba, Puerta Rica, znd the
Prilippines from the “yoke” of Spanish control

? For a precise examination of the U, S. relationship with Puerio Rico as a colonial one, see Ramén
Grosfoguel, Cofonial Subjects: Puerto Ricans in & Global Parspective, {Berkeley: U of California £ 20030,

3 BarThompson for a focus on this racism; as | note helow, Thampson's analysis does pot engage the
complexities of U, S. expansionist discourse

4 See William Jennings Bryan, Republfic or Empire? (Chicago: The Independence Company, 1898); and
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George S. Boutwell, Republic ar empire: Address delivered before & mass meeting at the Cooper
Institute, NewYork, May 24, 1900, under the auspices of the Anti-imperialist League of New Yark |{Baston:
The New England Anti-lmperialist League, 1900).
5 By “authorial function” | refer to the distinction Roland Barthes draws between the linguistic figure that
operates in texts and the author him or herself. Michael North reveals the relationship between this con-
cept, developed in “The Death of the Author” (1977), Barthes’ naming of the photographer as an
"Operator” in Carnera Lucida (1981), and the threat to the author articulated in nineteenth-century the-
ories of photography.
S\While Our lstands includes the Philippines and Hawaii, | focus on the representation of Cuba and Puerto
Rico precisely because of Olivares’ self-proclaimed ability to speak the language and mix with the local
inhabitants. While the Philippines was Spanish-speaking after three centurias of colonial occupation,
nearly two hundred other languages are spoken in the islands, and QOlivares could not claim an gasy abil-
ity to blend in.
7 Details about Olivares’ participation in this incident are scarce, as are details about much of his life.
"Madriz Approves Flan for Peace Conference,” Dalfas Morning News, published as Dallas Morning News
Histarical Archive, 1-14-1910; 3, emphasis added.
8 Although Olivares notes the difference between Cuban and Castilian Spanish pronunciation, unless he
was a master of the dialects and accents of Spain and Puerto Rico, his pretense of “nativity” was sure-
ly evident to his interlocutors. His imagination, however, of the ease of his disguise is very relevant to
his ambivalent colonial voice.
¢ One of the mast amusing myths used to support the economic benefits of the U. S’s new colonial iden-
tity is the same familiar myth of the Spanish colony: the promise of gald. Olivares writes: “According to
well-authenticated traditions the mountains of Porta Rico are rich with gold. Many of the well-to-do
natives wear ornaments of this metal in its virgin state, picked up in nuggets from the beds of mountain
streams, But no gold mining has been carried out on the island for years, owing to a decree of the
Spanish Government, which forty years ago made it a capital offense to hunt for or mine the yellow
metal” (vol.1 288). According to historical sources, the few (and unsuccessful) attempts at geld mining
in Puerta Rico declined in the early 1530s, so Olivares’ hint that the U. S. could benefit once the Spanish
decree was lifted is pure fantasy. See Francisco A. Scarano’s review of Francisco Moscoso's Lucha
agraria en Puerto Rico, 1541-1545: Un ensayo historico. The Hispanic American Historical Review (79: 1
Feb. 1993} 130-31.
19 In reviewing issues of the impartant publication Camera Notes from this decade, the novelty of pho-
tographic books is evident in the creation in October 1898 of a new section entitled "Reviews and
Exchanges)” which reviewed new photographic books being published. This section of the journal did
not exist in earlier editians.
" Garcia also critigues Thompson for his one-sided representation of the multivocal anxieties of Qur
Isfands {Garcia, par. 35).
2 Important contributions to the redefinition of American Studies, which have influenced my work hare,
include: Krista Silva Gruesz, Ambassadors af Culture: The Transamerican Origins of Latino Writing,
Princeton: Princeton UF, 2002; and Claire F Fox and Claudia Sadowski-Smith, *Theorizing the Hemi-
sphere: InterAmericas Work at the Intersection of American, Canadian, and Latin American Studies!
Comparative American Studies 2.1 (2004): 41-74.
18 The camera arrived almast immediately following its proclaimed invention in France: the successful
design of the daguerreotype was publicized in Rio de Janeiro on May 1, 1839, in the Xarnal do Comercio,
in Lima on Septemnber 25, 1839, in £/ Comercio, and in Mexico an February 26, 1840, in E/ Cosmopolita
|See Billeter).
1 While the daguerreotype was an important first moment in photography, printing, fixing, and repro-
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duction processes were crucial to the characteristic of mass reproduction so associated with the medi-
urn today. The invention of the glass plate pracess in the 1850s, which permitted multiple prints of the
same image, created an explosion in the market for scenic views in the United States and Europe
(Billeter 15). These phaotographs were frequently produced and scld by photographic companies, which
hired groups of ancnymous photographers to produce popular stereoscopic landscapes and images of
"natives”; the companies often sold them in Latin American cities as souvenirs for tourists, as individ-
uals at the time did not often own cameras, and because they showed the difficult-to-reach interiors that
even these adventurous tourists rarely saw. These early images of the lands beyond civilization laid an
important foundation for the later touristic and ethnographic functions of photography.
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