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''CANNON A N D  CAMERA"- 
PHOTOGRAPHY AND COLONIALISM 

tN THE AMERICAS 

n 1898, J. C. Hemmen? published Cannon and Carnora: Sea s~rd Larrd Barrles of Ttre 
Spanish-American War in  Cuba, Camp Life, and the Return o f  the Sbldiers. one of hun- 

dreds of photographicalFy illustrated hooks about the U. S. triumph over the d~creprt 
Soanish Ernp~re in the Caribbean. Hemrnent proclaims: "The camera is like the gun of the 

war ship: while the gun can do the deadly exacutlon, while shot and shell are brought to a 
state of perfection by our skilled artisans, the man must be behind the QUn. So it is with the 
camera . . ." 4Hemment 264). It is diff~cult to overstate the rhetorical and imagistic power of 
these phntographic texts.' Word and phoTographic rmage combined to extend the reach of 
the colonial enterprise. seen over and over in an explosion of publicarions justrfying the 
political, economic, and military interventions in the reglon.zYet this historically dense phn- 
tograp+ic space thaf pictured the rise of the U. S. imperial project in the Americas contains 

the terms for its own undoing.These books express tnTellectual and ethical doubts, reveal 

'formal uncertainties, and suffor technologicaT betrayals by the same camera that Hemrnent 
assumes is always on the side ofTheodore Roaseveit's conquering Rouqh Rider. kn Our 
Islands andTheir People (1899; hereafter, Our isiandsl, an impressive two vnlurno, large for- 

mal, wildly illustrated publica?~on, the same inrerseclion d photographic Images and words 
meant to explain the ~mperial right of  the United States also reveals a crlsis of authoritv. 

Prvlound anxfeties aboul photography and ;he photagraphic tex! pewads this attempt to 

produce an entirely complete, irnperlal narrative, even as the authors and editors of Or;r 
Islandssought to deploy new technologics of printing image snd mxt as another weapon 

in the hands af ~onquering IJ. S. armies and ideologies. 

M y  fncus on those anxieties in no waydlsputes or d~rn~nishes t he  patent racbsrn andviolence 

of the U. S. project of expansion.3 Nineteenth-century racist categaries and denigrations of 
troroplcal barbarity saturate these photographically illustrated books. Nonetheless, Our 

Islands reveals the ruptures, conflicts, and failures within U S, imperialist drscoursa itself, 

and ultl-nately suggests how and why Puerto Ricans and other colonial subjeas may even- 
tually take up the camera themselves, despite its history as a collaborator with foreign 

armtes and investors. This essay does not find utopian sltes of "resistance" to imperial 
Power: rather, it !rarps the contradictions withm the pclotographic articulation of tha: power 

While the authorial voice of these photographically-lllusrrated tomes contains exhaustive 

detail meant to capture the places portrayed, it is not confident about i ts  control ovor this 
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explosion of information. Surprisingly, the narrative voice speaks not just fluent but native 

Spanish as well as English, such that even the mas! authorrtative proclamations of nhe riaht 

d the United Statcs to incorporale Cuba and Puerto Rico, as well as the Philippines, have a 
slight accent that syncopates their sound and sense. 

The Spanish-American War has been framed as the translation o f  the ideology of Manifest 

Destiny into a hernispherlc and gTobal misaion. Once the western "frontrer" closed fotlow- 

iqg tho U. S. acquisition 0 7 t h ~  northern states of Mexico in 1848,the 1890s heard"Frederick 

JacksonTurner lamenting the end of open land" (Perez 2). As much as geographical conti- 

guity frorn the A!lantic to tho Pacific O c ~ a n  was to have cemented U. S. natsonal coherence, 

n was precisely a t  thls moment that the country proclaimed its destiny to  expand lo the 

Caribbean and beyond, and sharpened calls from earlier in tho century for the acquisition 

of Cuba (Pbrez 5).Th~! translation of Manifest Destiny was not s~rnple, though, and there 

were public debates in the popular press and in Congress about what ~t would mean forthe 

United States to acquire cotonies.Tlrese dcbntos wore formulated in practical economic and 

political, as well as religious and moral terrns.4 Indeed, while the popularity of the "Splendid 

Littlewar" benefited from the growth of yellowjournalism ar the time, in the century r i n c ~ .  

U. S hisnriography about the w a r  " t ~ m ~ d i  on itself, [and has been] properly self-con- 

tained and self-validat~ng* (Perez 11~11).This Fenrury of continued presence in Puma Rco 
and (Guantanarna) Cuba, along w~th these historiographical justifications, has glossed over 

thc woak spots in the architecture of U. S. imperial self-fashioning. 

Vastly pnpular and impressively illustrated, Our !stands forms a part of the broader phe- 
nomenon of photographicallv illustrated books, but is untque in i-ts lascinaring experiments 

w~th phorograpii and word.Thc large tomes captured Cuba. Puerto Rico. Hawali, and the 

Philippines in phorographs, stories, and financial detail, and despitecosting the extravagant 

amount of fiheen dollars, sold 400,000 copies i r i  the first three years fslinwinu thelr publi- 

cation (Who Was Who 5441.The popuTariry of Our Islands shows the appeal of the technical 

novelty of the mlxed media photographtc text-rhe trtfe page proclaims it to be ''Sur~erbly 

Illustrated wi:h more than Twelve Hundred Spocial Photographs. Colortypes, and New 

Color~d  Maps" -mhich provided aview of the exotic peoples presented as the spo.4~ of [he 
victories of war. Much in the manner of the World Expos~t~ons, the book ostcnwbly celebrat- 

ed the trlurnphont modernity of the 11 S. in the very form of photographic representation. 

as much as the photographs affirmed the reader's superior~ty over the badies pictured (See 
Rydsl4j.While the prlrnay author of the wrlnen texts was Navy man Josi! de Ol~vares-a 

mwxrcano frorn California whose dlvided loyalties are d!scussed a t  length below-the title 

page indicates That the narrative voice  sough^ by the publication isThat 01 rhe colonial entcr- 

pnsd itself, "SO complete as 10 practically transfer the ~slands and their people t o  the prc- 

tured paqe."This phrase is repeated several times, especially as the intraduction sets up the 

particular power of photography: the editors employ cameramen, again, "under contract to 
pCfotograpl7 evemything therein, with a view to /irma/!y transfefrrng cur lslands and their 
People lo the printed page.. .for t h e  information and  pleasure of the Amerlcan people" 
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IOllvares, vol. 1. S).The texts and photographs straragize how to mnximize the cuntriburion 

of these new possessions to the UnFted States' economic future, as much as they were to 

help w;th the very acquisit~on of the islands.The scope of t%iq work aspires to be encyclo- 

pedic: 11 is "praaical, artisfic, comprehensive and exhaust;ve: and it includes economic 

data and analysis, nostatg~c stories of the death of Innocent maidens, and ethnographic 

observations abouf the isiands' native ~nhabitants. Beyond the scope of a single human 

author, Our Islands is authored ~nstead by what Susan Sontan calls t h ~  camera's ~rnperial 

scope (Sontag 73. Indeed, sontag suggests that the camera's abrlity to capture an  infin~te 

proliferation of detail makes it the perfect cornp!ernenr to thecannon in the snloni~ll project, 

m rhat together they collect and exploit the economic poteqtial of the  Caribbean islands. 

The camera's collaboration in this form of modern colonialism appears in a photograph of 

one uf the photographers, set up by a caption that proclaims: "According to local tradition, 

our artist, Mr. WalterTownsend. is standing on fhe precise spof where Columbus first land- 
ed on Port0 R i w ,  November 19th, 1493" (Olivares, v04.1,329). Just over four hundred years 

later, the representat~e of a new colonial power takes Columbus' place. 

Csunter-!ntuitively, the widespreed association between photography's presumed scien- 

tificlty aqd its imperial $cops created a t r~ubl ing paradox of pnwer and a lack of outhor~ty. 

Inasmuch as photography caprured an apparently accurate image of the visible world, it 

m s  praised for its innate truthfutness and its abrljty to  "capt~rre" pople,  places, nnd colo- 

nial resources.Yet even among those nineteenth-century crit~cs who afirrned the rnedlurn's 

scientific accuracy, the objeb~ve gaze of the camera ac:uaHy denied the photngraph a clear 
authorla1 function: ''ithe plates] give a truthful representatron of the places, without iegving 
any margin forthe imaginatmn of the artisr (see Green 152).EThe author!tv of photogmph- 

icot~jectivity crowded out the authority ofthe people who created the images.The title page 

of Our Islands demonstrates the difficulty of literalfy naming the author of this new kind of 

hllustrated book; i t  expla~ns :hat it is introduced by Major-General Joseph Whecler of :he 
Un~ted States Army, "with special descripr~ve matter and narratives by Jose de Oi~vares, the 

notod author end war corre~pondcnt.~Tha hook was "edited and arranged" by William S, 
Brfan, author of "America'sLVar for Humanity," snd the photographs were taken by Walter 
R Townsend, Albert E. Tout, Geo C Dotter, "and others," including 0livares.The copyright 

was owned by N.D.Thompson Publlshii-tg Company, and In addition to a Preface signed by 
"VIP PuhiisherC there i s  a notice thar proclaims: "The Illusfra:!ons In this work are protect- 

ed by special cogyright, and any infr~ngemenf will be rigidly prosecuted:' Although 

Wheeler's preface r ~ f e r s  to Olivaros an the autflor, the predominance at unascribad photo- 
graphs throughout the book, and the explosion of producers and owners of irs content, 

elide a clear and unified ailthnrial function. As we shall see, Olivares' authorla1 presence 

combines with the uncertain authorrty of the photographic medium itself to funher desta- 

bilize the represented "truths" of U. S irnmrial right and power in Our Islands. 

Despite the editorial proclamations of the power 3f the camer* to capture the new posses- 
srons, Our Islands suffered from a rather typical insecurity about control over i ts pholo- 
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graphs The question nf authorial confrol was at, the heart of nrnet~~nth-century debates 
over the legitimacy of altering prints and negatives In the process of prodtrcing an aesthel- 
ically pleasrng arid accurate photograph. PractimX Prc:orral Plrotograghy (lR9Bl addresses 
the complex issues of authority and truth that photograph~c technology presenled a1 the 
time: 'Thus photqraphy i s  net lacking in means 57 expression; its fault is its r~dundance, 

rZ gves us too much, and it is for u s  to as Bar as possible restra~n 11 and control i t s  ~c t ion .  

S~milarly at  each srase of ?he process the -me mntrol  i s  to be exerc~sed, in orderthat every 

part of the final picture may be not os the mere mechanical process would give it, but a t  

we, the prducer, w sh it" (Hlnton 15). Fearful of the same abrlity t o  capture Infirrite detail 

that  Soflag termed ~mper~a l ,  Hinton skessas the new for there 50 be "one chief and dami- 

nant idea" of the photwraph-a type of thesis-which ran be aroposed by the composition 

of the plctirre. Good photography reqlrircs a narrative funmion. and conveys one main idea 

to tho viewar, H~n ton  suggests that Ihrs control over the fullness of expression, over the 

anceedrngly ab~lndant detail of the photograph, may be achisved by altering t3e priqt. He 

warns. though, that this "brings us to a rather dangcrous grnund, for i t  may s u g g e ~ ~  

whether s negs:ive made by camera and lens rs always tssent~ar, nr indeed if a negattve at 
all Is needed so long as we can produce a light palmed lrnage at our willl. . .)" (Hinton, 241. 

Hinton rakes the paradox nf photography as an all-see~ng eye lo a remarkable extreme. In 
order to anfully monipulat~! ~ l nd  direct rhe photograph's defining explosinn of details, he 
suggests, n may be necessary to destroy !he camera. 

In Our Islands, the common practice of alterrng t h e  photographic print served to direct the 

gaze as Hinton suggests. Participating in the general onxiew about tha vacuum of authori- 

el control in "ohlective" photagraohs, Olrvares troth celebrates the interpretive freedom 

offered by phot~graphy and seeks to ctlqtrot the meaning of the photoqraphs that fill the 

pages. As much as h* praises photography for not "enchainling1 rhe eve" (61, an oppressive 

quality that he ascribes to painring, he employs techniques of altoring photoqraphs as well 
as capt,ons end enolysis in tCle body of his written text to Uirecr the rcadcr's Pye. In one par- 

ticularly egregious cam of photngraohic manipulation, an An~ericen flag has been painted 

into the  hands of a Cuban boy in nrder to insist That the reader see the warm w~lmrne of 

the U, S. army by Cubans (Figure l).While cena8n rnernhrs of the elite Crcole class in the 
istands did welcome the U. S. invasion and used it to their advantage, ?his response mnna: 

be confused with a broad populor sentiment greeting the soldiers (See Garcia). Atering the 

grin1 here literarly inscribed an authorial v i m  on the excessive detail of rhe photograph: 

wi!hout the invented flag, the tirw ut Cubans looking suspicEously at  t$e camera would have 

presented a v e v  different messaye.The alteration of photographs reveals a concern that, 

u n l i k ~  the cannon, the Camera may nut a l w o y ~  faithf~llfy fulfill its function of capture. 

kt the csenter of the fragilr, photographit na~rative of colonizaiiorl in  Our Island3 is the per- 
son of JOG fie Ollvares. who i s  rhc! dominant vo~cc! in  the wrttten narratwcs and the pho- 

tographer of many prints portraying t5e triumph of the U. S. m~l~tary.  Olivares was a sold~er 
and war Correspondent with the  Califarnia National Guard, the U. 5. Nawy,and the Cali!ariia 
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Naval Reserve. He also served as a correspondem at many of thnWorId Exposit~ons of !he 
turn of the centurv. Born in Southern California Fn 186; justtwenty years after the acquisi- 
t ion of California in Ifip Me~ican American War 118461848), he was the Son of Jose de 

Olivares and MarthaW8shington Gatch Ol~vares' biography reminds us that ' h ~  U S. hami 
sphericenterprise began as a conlinenral one, with theconquest of Northern Mexico some 
fifty years before the sinking of the Maine in the Caribbean. While a new border was esrab- 

lished just before Olivares was born, the human connections that traversed i t  were not bro- 
ken. OEivar~s spent time in Guadalajara a t  Ihe Berlitz School of Modern Lanqueges and at 

the Liceo de Varones. He went on to marry twice, the first t imp to Berta Lillion Owen, wit71 

whorn he had two chijdrsn, Lenore Constance and Casper Luis, and later ro Maria Teresa 

Aamirezy Jerer {Who W ~ S  Wha 5 d d ) . l h c  names reflect Olivares- continuing paniclpstion in 

the U. S Mexican communiw and idenlrfication with the Spanish lanquage 

Beyond these biographical facts, Olivarss shows h~mself to be of  two minds about the 

incnrporation or the Spanisti-speak~ng islands of Cuba and Puerto RICQ into the United 

 state^.^ Language 1s crucial to Olivares' weaving and unraveling a' imperial authority, and 
b~l~ngualisrn and b;culturalism sha7e his literary sryle as well as bis opinions a b u t  U. S. 

expansionism. rnodernitv, race, and the futureuf these two Islands. In Our I s l $~d$ ,  he  insists 

on wrrting "Porto" rather than "Puerto" Pico, and thus reveals both a total o h ~ d i ~ n c o  to tho 

rights of the conquering ~mperlal power and a certain disdain for i t s  representatives. 

During the prepsrntion of thls work eflarts were made by certain influential 
societies, sS welf as by some depanments of the Government, tn attach tho 
Spanish orthography to the name ~f this island.These efforls met w ~ t h  no 

apprec~able success, There are but few hisrnrical instances whsrclu the lan- 
guage of the vanquished nation was adopted by the conqueror. "P~erPo" 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 th~ngs American, without the least taint or coloring af Spanish; and, there- 
fore[. . .] we shall adhere to the plain American style in spelling the name of 
this beautiful insular possession.  {vol. 1, 265) 

The use of "we" here is quite remarkable, coming from the mouth of Ol~vares, especially 

since throughout the publication he preserves the very un-American accent over the "e" in 
hrs first name: Jose. As much as he does not pause to ponder th~s  contradiction, this 

Spanish-speaking Mexican-American f~nds 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 Qlivares was the U. S. consul in Nicaragua during 

another U. S. intervention into Latin America, a short article with the dateline "Managua, 

1970" reported that: "Leading Americans here are signing a petition to the State Department 

at Washington demanding the removal of Consul Josi: de  OFivares, alleging unfitness, dis- 

couFtesy, and neglect ofAmerican interests."7 This b~l~ngual soldier is sirnuttaneously the 

mouthpiece of the U. S. military, and a critic of its rniss~on 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 a country expect from double talking dual nationals? It can expect, I 

want to suggest, a level of ambivalence sa unbearable it might help to deter conflict" 

(Sommer 10). While she adds that this i s  a "volatile" condition, Olivares' case puts even 

more pressure on the question of bil~ngualisrn and politics.This Mex~can-American repre- 

sentative of the U. S. Navy not only does not deter the violence of the  invasion of Puerto 

Rico, he provides its rationale. Nevertheless, these same words reveal that the violence cuts 

both ways, marking, too, the image of what U. S. national identity will look like in the tran- 

sition to the twentieth centuv. 

As much as photography proved to be a n  unstable ground for the articulation of a new 
colonial discourse, the written text of Our Islat~dswas broken by Spanish words and con- 

tradictory sentences. Olivares expresses his doubts  about the successfwl incorporation of 

Puerto Rico into the United States, specifically its rhetaric of futurity and modernization: 

The future of San Juan, from a progressive standpoint, is problematical. Under 
new rule, 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 be suscept~bfe of any marked alteratron, 
and white the populace hail with unassimilated pleasure the ingress of the~r 
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) 

Fulfill~ng Puerto Rico's promise of progress was the cruc~al rationale for U. S. intervention, 

and yet thls representatwe of the navy cannot bring himself to entirely endorse the prod- 

uct. Olivares narrates this self-contradictory prognosis of the influence of Nonh American 
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modernity on Puerto Rican culture in a particularly convoluted sentence. In his study of 

anthropology of the U. S. Mexican border, Jose Lirnon marks such sentence struaures as 

the symptom of the imperfect hegemony of colonial cultures and ideologies: "deep-rooted 

tension and ambivalence are expressed stylistically by the single long, unbounded sentence 

which constitutes this statement; the style, perhaps, of a n  anatysand's outpouring to an ana- 

lyst at a critical point of self-revelation, a sentence swle suggesting a man caught up in a 

psychological contradict~on which can be handled only by an unmeasured fiow of words, 

an agitated formal expression reflecting h ~ s  anxiety" (kirnon 32). Neither "native ethnogra- 

pher" nor Anglo conqueror of barbaric lands, Olivares rambles on about his "problernati- 

cal" doubts about the U. S, mission. 

Ol~vares draws attention to the insight that his unique subject position permits him, making 
repeated references to his ability ta speak with the "natives" of Cuba and Puerto Rico. His 

bilingualism and biculturalism-what essentially becomesfor him a practice of "passing"- 

lead ro a complex series of (mislidentificat~ons with conquering Anglo-Americans, Puerto 
Ricans, and Spankards. At times he uses Spanish as a disgu~se, En order alternately to ingra- 

tiate himself with and humiliate the PueFzo Ricans from whom he is gathering information. 

In one encounter w ~ t h  a local Puerto Rican. he writes, "a simple hut affable welcome in his 
native tongue greeted my approach, and as I acknowledged his courtesies in the same lan- 

guage, the pleased expression on his sallow countenance was ill-concealed. '1 had almost 

taken you for a foreigner. seior,' was his effus~ve comment[. . .I" (Olivares, vol. 1, 289). As 
a result of his convincing linguistic mask, Olivares hears a tragic and personal 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 hls compatriot Americans "learn" 
Spanish, enjoying h ~ s  superiorbty over them and implicitty taking the side of the local 

Spanish-speakers In the Philippines, Olivares makes fun of a writer who proclaims "the 

ease with which some of the Americans pick up the idiom of the country." In a passage laced 

with sarcasm, he marvelsat the "ease with which Ian unnamed soldier] ranles off Cast~ll~an" 

after six months in Manila, and then quotes him as he struggles to ask to have his watch 

repaired: "Me watches muchee brokee, rnuchee dirtee: me wante watches fixee: you sabe, 

see?" Ivol. 2, 746). Olivares disdainfully shows him speaking what can only be called a pid- 

gin language, of the son usually ascribed by the colonizer to the conquered peoples he 
presents as l~nguistically defic~ent and thus barely human. Throughout the two volumes, 

Obivares enjoys a feeling of superioriw due to his own true bilingual~sm, but in the process 

places himself on the other s~ds of the w lon~a l  divide. 

Olivares' bilingualism and biculturalism creale misidentifications that undermine the ver- 

s~on of racial difference and racism that accompanied rationalizations of the U. S. colon~al 

prajea. In one dizzying scene of multiple "passingsf he claims to have passed as a 

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 1 had listened 
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to h ~ s  unique drscou-se on the virtues of the  Spani~h n a v ~ "  tOtivares, vod. 1, 153).8 

Qlivares-deeply hidden behind layers of masks-eliclts a description of a battle from the 
Spaniard, and the story ends with Olivares revealing his "true* idenany as a representativa 

of the W S. Navy. En the painted picture portraying this encounter-one of the very few 

entvely not photogrsphic in the book-we see Olivares looking very much like the Spaniard 

h~ is interviewing, onty wfth a more confident posture and a slightly condescendtng sneer 

(Figure 2). Curiously, while WalterTownsend appears in a number of photograph* oHen 

named rn the capfor: as "Our Artist:' Oliva~es 2ppears only in t h ~ s  and two other oainted 

poflraits.The contrast i s  striking, for logically It would have been much easier forTownseqd, 
the primary pfio~ographer of the book, to include Olivares In photographs than the reverse. 

While I have not been able to loca:e a photograph of Olivares himself, his avoidance of the 
cemera (o r  the camoraman's cornplefe avoidance of  him) in the mare than 1200 photo- 
graphs contained in the two volumes cafls ~nto  question whether h ~ s  own racial markers 

may have disrupted even further the narra:lve of Angto triumph oworthe islands. 

FIGURE 2 .  Jcse de Olrtares OGT 
biaiands 2rd mslr P ~ ~ u l a  S: LWS. 

NewYork Ch~cago. 4tlarta N D 
Thompson and Co ,1899, vol 1 p 153 
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In fact. the question of racial markers and ethnic idenrification is extraordinarily complicated 

in this scene.The "conventional Pono 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 h ~ s  loose white shin and pants and bmad hat was the image of the "genuine" 

Puerlo Rican peasant deployed by the Creole landed class in Puelrrs Rico. This image 
became the cornerstone 06 Puerto Rican identity in the nineteenth century. in the style of 

Creole nationalism aniculated throughout much of Spanish America during the centun/ of 

independence movements (See Torres-Robles; Scaranal. The Imislidentification of "Our 

Artist" as a jjbaro 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 incorporated into the United States with 

California could fully claim neither the nineteenth-century nationalism of their counterparts 

in Mexico nor the U. S .  nationalist discounse of Manifest Destiny. Gewaslo Luis Garcia iden- 

tifies Olivares with this same crioilo class, wh~ch he shows sought to ~ngratiatc itself with 

the arriving army, but does not consider his farnlly's similar position in t he  1860s and 1870s. 

If Garcia is correct that "the photographic impression that Pueno Rico was a mestizocoun- 

try must have burned the delicate retinas of the [Pueno Rican] high-hats of the period," 

Olivares would not have shared the confusion of "the recently embarked foreigner [who 

struggled] to comprehend it" (Garcia par. 48). As Olivares was born and raised in Angla- 

occupied California, he would have grown up as a raclalized Mexican, even ~f we can 

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 satd Ihat the masses of the Cuban people belong to any panicular race. Spanish 

blood and features, of course, predominate, and Spanish customs prevail everywhere; but 

the peopEe are a mixed race, as any one can see by a glance at our illus.trations.There rs lit- 

tle distinction or prejudice on account of color" (vol. 1,255). He even mentions, "efforts were 

made after the American occupation to draw the color l ~ n e  in some of these places, but with- 

out success" Evol. 1, 255). While he predictably pretends (in the typical criallo 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 crisis of authorial cornrol inherent in the very idea of the photograph intensifies in 
his shiffing position. and fundamentally altars the narrative of the coloniak encounter. What 

is more, he attempts to reproduce in writing the apparently unlimited perspective and 

excessive details of photography described above by Hinton, and thus recreates the very 

problems they entailed for the coronial project. In rhe same scene In which Olivares disguis- 

es himself as a jibaro, he both ridicules the Spaniard's version of the battle between the 

United States and Spa~n  and stresses the importance of the speaker's perspect~ve on the 
resulting narrative. He permits the Spanlard to speak, including both 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 

"NewYark" a t  the rime. It IS especially interesting, by way of comparison with the Spanish 
Colonel's nnrrafive" (Olivares, vol. 7, 141). Olivares' recognition of the effect of multiple per- 

spectives emerges from ?he combined anxiety and enamoralron with the al l- inclusive pho 

rograph. He explains that in Oorislands, "we are trying to give b o ~ h  extremes in order that 

we rnav strike a happy rned~um and thus arrive at  the exac! truth" (vof. 1,559). He imagines 

that by narrating rnulriple variations of the same inadent, rhe truth is bound to appear, just 

as the infinile details of the  photograpFla~~~ht to operate as procf OF itsverac~ty.Yet this pha- 
tographic a~proach to wripen narrative opens a multiplicity of narrative spaces and thus 

reveals the exFstence of other legitimate versions of histow" even as the cotnnial voice con- 
tinues to assee the sxist~nce nf an "exact truth:' 

The nead to control t h ~  explasi*re, detailed reality effect of the phot~graph IS so great rhaf 
Our Islandsdraws theviewer's attention to its most familiar visual conven:lon: the pose.The 

pose 1s the break in the flow of ll ie everyday that permitr the capture of a "good" photo- 

graph It i s  the pracziced smile, the special cloih~ng, and the s~ruation of the subject in the 
proper lighting in order to best capture the image. Olivares expliclrly brackets thc "captured 

reality" of the pose in the caption to  a photograph of an unidentified, blindfolded soldier 

knee1.n~ before a wall (Figure 3). While the captian explains that the irnage shows a wall 

against which the Spanish assassinated Cubans, the words appear to offor comfort tn th~! 

viewer as well: "It will gratrfy. thp reader to know that the s ~ l d ~ e r  in this photo was not exe- 
cuted; he merely posed for our art is^" fvol. 1, 2471. This same offer of cornzort, however, 
reveals the potential falsity of all of the other ptrotographic images in t h ~  book. fortheytoo 

could have been p-ros~d. The readers  her^ ate told that Ihe camera that shoots thrs phuto- 

graph is firing blanks, tor it canlures onlv the tmitation of a scene. Revealing the pose also 
foregrounds the partic~pat~on of the tu l ture industrv In the crp~tion of the moral justification 

of IJ S .  interventions abroad.rhat this revelation 03 a pose takes place In a caption makes 

its interruption of the colonial voice even louder, since the relationship batween cap.tion and 

image arreadywas cod~fied at this t~me. With the firsf publ~cat~on of photographs in National 

Geographic magatino in 1896, the board of the magazine instituted a policy which requrred 

that "they be subordinate to, and illustratwa 07, :he text" [see Collrns ancl Lr~tz 177) The 
[ref-lendous cnxiory about the potential for [he misi~terpr~tatian of phet~graphs led to 

attempts to make captions a means tc con!rol the reader's warderlng eys. Thrs captron, 
however, encourages the reader ta look again at the photographs he or she  may have taken 
to be "real." ancl to ask whether or not they have been posed. Photography was both an 

instrument of the perfect and deta~led transfer of colonized peoples and resources into the 

new ernptrs, and included t l ~ e  seeds of tha destructinn of this "~er fec t  narrative." 

The textual ancl pl~otugmph~c bnrtla forcontrol ovpr the ideology of empire,exernplified but 

not limited to Olivaras himself. reaches its apogee in the graph~cdesign of Our Islands The 

complex layout combining written texl and photograph denionstrates CI crisis of represen- 

tation, and the ultbrnate failure nFthe ~ 0 1 1 c v  of hlattonai Geographrc to create a hierarchy af 
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image and word.This crisis results not only from Olivares' ambiguous colon~zing voice, but 

also from the inrerweeving of what were conceived of as two separate realms of represen- 

tation, the visual and the verbal.The pages of thls text, though consistently divided into two 
columns, fade photograph into teH and interrupt text with photo so persistentty that wh~le 

reading one often loses the next line. One must search around photographs to cantinue 

reading. E v ~ n  in a page that presents the elite class of Spaniards and Creoles in the 
Caribbean. rnd the demure women who obed~ently reproduce 17, t h e  photographs literally 

cut words in two and break the orderly columns ~ n t o  strange geometric shapes (Figure 4). 

The text surrounding the photographs on th is page expla~ns the easy wealth provided by 

coconut trees in Mayaguez, and the rc!atronship between the images of "A pretty Spanish 

lady of Mayaguez, Puerto Rico" and the calculations of the profits to be made from the 

laborless cultivation of coconurs (at  least 91 per tree annually, 193 trees per acre) is difficult 
to understand.9The adrn~r~ng caprions suggest, however. thar these Spanish ladies may 

offer themselves for a harvest as easy as the coconut trees, eager to cede their space of priv- 

liege and power to the arriving U. S. soldiers.The Puerto R ~ c a n  tobacco merchant on the 

same page grimaces into the sun, however, his strong rectangular photograph with cut 

edges contrasts with the photographs of tire women. which are blllrred into ~nd~stinclion. It 

IS difflcultto read th~s page, far rather than obey the direction of the words the images seep 
into their space and obscure their meaning.The capture of the easy productivity of the for- 
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FIGURE d. Jose de Ol~vares, Our lslands 
a ~ d  -e:r Pewie, S: LOUIS, NWJ York 
Ctllcago, Arlarlta. N D Thornpmn and Co , 

189!3,mi 1, p 322 

rner Spanish colony is undermined by the dificulty of the reading: it is literally hard to gain 

access to fhpw goods end people, 

Our {sands was pubi~shed in the fim decade after the iivention of ths half tone process, 

which Ved to a phenomenal sxplosion in the circulation of photographs in the 1890s, just in 

time for the Spanish American War.10 Half-tones employ a screen of Tiny dots that compose 

the image. such that the spectrum of black ro gray to whife is an ~IEuslon created by the vary- 

Ing density of black and white dots.The process permitted the simultaneous reprodurnion 

of typed text and photograph, and made the printed word "equivalent' to the photog~aph. 

Both ltterally were composed of the same marerlal: differing concentrations of ink againrt 

white paper (Welling 85).fhe blurred edges of the photographs above suggest that this 
mater~al lndlstrnctiuo between imoge and word becamp part and parcel of the colonsal dis- 

course itself. Indeed, the introduction to Hemment's hawkish Cannon and Camera places 

this tcchnolaglcal change at  the heart of ~ t s  proposal about warfare and representation. 

"Reproductive photography has revolutionized periodiml and book illustration" ( i x ) .  A cen- 

tury later, W. J.T. Mitchell reveals what is at stake in the analysis of this moment: "The rela- 

tion of photography and language is a principal srte of sfruggle for value and power in 

contfrnporary representations of reality; it 3s the place where images and words find and 

Th 

P rr 
rat 

of 

i m 

of 
to[ 

t *E 

o l  
Thl 



lose their conscienca, thpir aesthetic and ethical idtrit~ty" (281). Mitchell further suggests 
that the relationship between words and what Roland Barthes called the ethfcally paradox- 

ical medium of photography hecomes "a sito of resistance" (285). Examlnlng the graphic 
design of Our islands, it becomes clear that ethics. aesthetics, and politics tear through tl-te 

pagesof the newly united phoiographs~nd texts. Ultimately, however, it is important to rec- 
ognize that its combination of photographs and words constitute the impositi~m of colonial 

power as much as the ruptures in its rationale 

The interaction between written texf and photograph made possible by the half-tone 

prncess, and put into the service of the colonial enterprise, implements a new form of nar- 

rative that disrupts the habltual left-to-right reading of the book. As seen above, the rupture 

nf the written text is such that even  irldividual words are interrupted by ph~tographic 

~mages.The result is not only the loss of a (straightforward) storyline, but also the creation 

of another level of narrative through graphic design.The interact~on between text and pho- 
tograph creates new margins in the page. intenor whke spaces between text and image that 
themselves create stories. In the dosign of poge 348, for example, the organrzat~on of blocks 

of text and rhe photographsform an image of a cross and the Calvary in these margins, and 

thus "narrate" the story of Christ (Figure 5 ) .  In the narrative composed by [he graphzc design 
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FIGURE 6. J05k de Ol~va r~s ,  Ou: Isknd? 
anri T ~ P ?  People, 5t -ou7s, bJe3mYcr?. 
Ch.#oo. 4t!an:a N I? Thomr~son a i d  Co . 
1890, vol 1,  p 288 

of the page.the rnarginsthernsetves become the narrative voice. while the central elements 

of written text and photograph remain silent and act only as a type of background.Th~s 

"marginal" narrative in turn interacts w ~ t h  rhe  two other narra~ives on the same page: t he  

photograph on the right side of the page that shows the shrlne to the Virgrn Man/, and the 

wrrnen tpxtthat details Spain'sabuseof Puerto Rico and the "moral obligation" of the U n ~ t e d  

States t o  intervene. Meanwhile, t he  caption to the prcfure of the altar to Mary direcrs the 

reader hack to paqe 335 of the text for a full explanation of the altar, forcing the reader t o  cir- 

cle back s ~ t e r a l  p Q e S  i l  her reading. The graphic design of these pages sends rhe reader's. 

PVB in multiple drrectians at the same time, even as it attempts to follow the ideological jus- 
I l f ~ c a l ~ o n  for the imperial wars of the United States. The confusron takes place wher~ the 

Catholic qrnaqe of t h e u r g i n  h1a1-y lireralty subst~tutes the image of Anglo-Saxon Protestant 

morality that Ollvares was hired by the Navy to narrate.Thare is no d~rec t  "rssistan~e" in this 

paqe to the CI. S. rhetor~c  of moral intervsnt~on. Instead, the reader encounters a circuitous 

route of image substitution acd narrative dlvers~on: Trnages whose content dues not prcvido 

what thcjrcaptions prornisc, and empty margins that, i is tead of remaining silent, loudly tell 
another version of the story about morality and righls, 

LannyThumpsov ArgUCS that text and photonraph work toqether tn Our Islands to create a 

seamless presentation of co lon~a l  power, yet ro suppDrt this analys~s he r e p r ~ d u c e s  only 
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rndrvndual photographs from the large tomes rather than the en'tire pages that contain them 

(Thompson 14-1 5 ) .  The graphic design that literally orders and disorders the relationsh~p 

between photograph and text thus disappears from his analysis.llThompson's vislon of the 
simple revelat~on of colonial power through photography is undercur by the manner in 

which two large and irregularly shaped photographs, which present "Descendants of rhe 

Aborigines" and a "Coffee Picker's Hut and Family," cut in and out of the printed text In this 

page (Flgure 6). Wh~le the caption exlplains that the photograph reveals the "original Indian 

inhab~tants [of Puerto Ricol . . . the last remnants of an extinct race," the images thatThomp 

son designates as raclst representations show rather respectably dressed people of color. 

Whaf is more, they visually cuf into a wrlden text that describes American soldiers taking 

advantage of a cool night to dry their wet clothing, whom Olivares transforms into savages: 

What a strange, unearthly sight itwas, 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 from blaze to  blaze like so many ghostly forms. . . and add to i! all 
the homesick braying of fhe pack of mules . . . American troops are used to 

strange situations, and are generally equal fo any emergency that may arise; 
but this camp in the forest by the light of rosewood flres, the clouds of mos- 
qultoes and the skipplng about of half-naked forms, is one of the curious spec- 
tacles that no civilized man IS prepared for. (Olivares, vol. 1, 288) 

The entry of the photographs into the text hers literally undoes the hierarchy of "civlllzed" 

Americans and "~~ncivilized" Puerto Ricans, and the only "ctvilized man" appears to he 

Olivares himself The new "pictured page" marks the imperfect sutures of late nineteenth 

century colonial photographic texrs, and reveals the political and ethical implications of 

these ruptures to include a shift in the verv meaninq of c~v~lization itself 

What does this closer look at photography, text, and colonialism in Our Islands and Their 

People suggest for this special Issue on photography, and more generally for new defini- 

tions of American Studies? First and fo~emost.  11 correas a theoretical and historical preju- 

dice that makes photography always the obed~ent servant to colonial ;power. Second, IT 

attends to the theories of resistance formulated at the interstices of image and word with- 

our creating an exaggerated view of heroic triumph or erasing the violence that their 

encounter reproduces Third, it shows that "American" literature and culture-even when 

proclaiming the new hcmispheric and global, political, and economic aspirations of the 

United Stales-was never English-only.12 

More broadly, this study revenls a photographic space open for potential recolonization by 

Puerto Ricans and Cubans thernselves.The debate over authorship-who i s  permitted to 

hold the camera, and who owns the med~urn's history-!s crucial to a h i s t o ~  of photopra- 

phy that is ovewhelmingly ignored in U. S. and European histories of the medlurn L~ke the 

"self-val~da~in~" histariography of the Spanish American War, the "history of photography" 

published In the U. S. generally either excludes or devalues Latln Amer~can photography. 

The edited collection by Jean-Claude Lemagny and Andre Rouille, broadly titled A History 
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FIGURE 7. E d g ~ d o  POdrlo J~ Jul~a Fuerfu8r~qucios 
A l b ~ ~ v  fit? 12 s r g r ~ d ~  f~mi"rrr ~wemrrr7u3na a pw,-do 
I898 H b  Plelra: P u e ? ~  RTO Edlrrna, P'aza M w r .  
1988. pp 75-77 

oF Photography (79871 E a hrrly representative 

version, yet rtle outright rejection of other plates 
I'F still auile startl~ng, Lemngny nnc! CoFm Osmorl's 
text about the "intermtronal' t~stureof phohgra- 
phy includes only European and U 5 Amarican 

examples, and reproduc~c no images o y  Lar~n 
Amerian, African or Asian photograpnets. Yet 

Latin Ameriu and the Carrbbmn began to partic- 
ipafe in photographir culture at t h e  same ;imo 

that Europe ~ I U ;  rilere was nb "f~me lag" betweerr 

t h ~  history of photography in Eump-re and the 
Arnerios.l: What IS more, tbe ~r ig insl~ty  of the 

French daguerreotyp, IS contested bv Brazilian 

versions of th~s h~story,which assmlhat  a photo c: >< - graph-l~ke Image was produced in a cnmara oscu- ., 3- 
, . . " I  , -  

r d  ~n 1833 by Antome Hercules Florence, o F~enrh 1::. : . A? 
: - -,. . ernlare to Brazil. Fforence even used the h s r d  ! ; . 
T .  

d p~h~tography" f~vc  years before Jobn Herschel, 
but r ~ c ~ i v e s  l l t f l~  ackn~wledgmcnt outside the 1111 % ,., I L , , , , 
country (Soo BilkterJ.That Bra211 debates evon ~ h p  
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? t r  Peoote, St Caul<. New 
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vob 1 p. 316. 

medium [hat has had a tremendous impact on art, popu la r  culture, I~tctatute, and journal- 
ism in the Americas.'" 

The exclusion of these histories, added to photography's use in the s~rvice of emp're. taur- 

wm, and war, has meant that Latin American and Carrbbean artists and writers have debat- 
ed the terms of their engagement o f  the medium. In his simultaneously nostalgic and 

critical look at one hundred years of U. S. occupation of Puerto Rico, Puenorriqvetios: 
Album de /a sagrada famifia puertorriqueiia a parlir de 7898 ( Puerto Riwns. AIbum of the 

Puefio RREcan Sacred Family fmm 7898on. 1998). Edgardo Rodr iguez Julia reproduces a pho- 
rograph from Our islands (Figures 7 and 8). It shows Walter 8. Townsend holding a naked 

child under each arm.Taking advantage of the capture of the colonial photographer by his 
own tool (perhaps by Olivares himself?), Rodriguez Julia, another bilinqual subject horn nf 

!he W. S ,  presence In Spanbsh America, reveals the racism of the enterprise. Even more 

interesting, in these two pages and throughout his book. the confusrng margins between 
image and word that appeared in Or:r klands as the sign of an  authorial dilernrnd literally 

take over the page. Full of blank white space, Rodriguez Julia's book looks almost empty, 

and thus asks the reader to dwell on and rn the spaces that interrupted ths familiar textual 

movement of tho ninoteenth-century reudet's eye, and opened up mult~ple points of view 

on the colonial war 

Esther Gabara 

Duke University 

NOTES 

'There are too many of these publrcai~ons to ~ncludp a comprehensive t~n here Theodore Rnosevel?'s 
The Rough Riders. 4Ncw Vork. Scr~bner's S n s .  1899) may be the most fanous, and reproducas occa- 

s~onal photographs of h ~ s  troops mlxsd wl0h l l l w s t c ~ t l ~ n ~  01 war scenes by Frntlcric R~mtngton Soine 

o'her examples are Jchn Ernend Elmendorf, nd. The 77st Rugrmenr NewYorkVotunfeers m Cuba. con- 
tarnrng the oficral remrds and story nf t h p  pan t:rkon by the reqfrnenf rr rhe Sparlish Amerrcan war. 

togelher wrth s~ecrally wrtrtsn articles o f a  general nlflltary Interest ~Nusrrtted from phntogrsplrs t a k n  

m the field h y  Frank R. Poner, (NewYork. Isn], 18%). which lncludes a rcrrarkable photographic front1 

ceplece: a doctored phot~graphtcvrew of Havana with a nude wnman d r r p ~ d  in the Amor~cnn f o g  hov- 
ennq In the a!r above the c~ry. enrrled 'Daw~ 01 Oar In the Antllls" Most of these pub'hcatrons Are rnurh 
mom tame than 0trrIslar)ds In fhelr graphic dcs~gn. H p r o  tales of the Amar~carr soldierand s~iloras told 

b y  rhe herces fhemslbves and fhetr comrades [he unwrrtten history of Amcrfcan chrvalrv, (Hero 
Publishing Co , 1899) corltalns a mlxture 01 erchrrtgs, drawings, and photcqraphs reproduced in small 

secrions of Images. whch are cap-ionstd dessr~pt~vefy All partlclpate in the creation of a rlarrative of " just  
war" and the moral responsiblllfy sf the United Stares l o   berate" Cuba. Puerto Rim and the 
Pbi l~npin~s from the "yoke" of Spon~sh corrirut 

? For a ~IECISB examination of rFe U S. r~lationshrp with Pueco Rlco as a colon~al one. sne Ramon 
Grosfogunl, Colonial Sub1ecrs' Puerro Ricans tn s GIoh81 Perspecrrve, (Berkeley U of California ? 2003) 

3 S~rThompson lor n focus on thrs rdusm, as I note helow. Thompson's analvsus does nor enqage the 

complexirics of U. S expansionist d~scourse 

Sce W~l l iam Jennlngs Bryan. Rvvblrc or Emp,re? (Chrcago-The Independence Cornpanv. 1899). and 






