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Re-presenting a Love Affair: Wright Morris
and Photo-text Friction
Sasha Richman

PLAN

Friction in the epigraphs
Mediums at odds
Seemingly complementary mediums
Distinguishing between text and photo

TEXTE

True to form, in his 1972 “photo- text”  work, Love Affair – A Vene‐ 
tian  Journal 1, Amer ican writer and photo grapher Wright Morris
(1910-1998) juxta poses photo graphs and text that attest to his
profound admir a tion for Venice. Morris himself employed the term
“photo- text” to describe the books in which he asso ci ated his own
photo graphic images with his own accom pa nying text,  and
Love Affair is just one of such works, alongside The Inhabitants (1946),
The Home  Place (1968),  and God’s Country and My  People (1968), to
name but a few.

1

Morris was recog nized as a profes sional photo grapher before dedic‐ 
ating himself primarily to his literary work, though photo graphy and
liter ature went hand in hand throughout his career. Photo graph ic ally,
Morris is perhaps best known for his black- and-white photo graphs of
aban doned struc tures and arti facts in the Midwestern United States,
taken in the 1940s. These photo graphs, which were produced during
his two Guggen heim Fellow ships for photo graphy, have been
compared with those produced during the Great Depres sion in the
1930s by the Farm Security Admin is tra tion, yet there is a striking
feature of Morris’s photo graphy that distin guishes his images from
the latter: people are notori ously absent from the majority of Morris’s
photo graphic work. It was Morris’s belief that in these images devoid
of human pres ence, the pres ence of people was nonethe less visible
and felt in the build ings and objects they left behind 2. With regard to
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his voca tion as a writer, Morris received crit ical acclaim for his
literary oeuvre, winning The National Book Award in 1957 and The
Amer ican Book Award in 1981 3. His photo graphic oeuvre has garnered
ongoing recog ni tion, as evid enced by three museum retro spect ives of
his photo graphs in the final decades of his  life 4, as well as a more
recent, posthumous exhibit at the Henri Cartier- Bresson Found a tion
in Paris in 2019.

Travel was an integral part of Morris’s life and work. His travels
around the United States and his exper i ences abroad greatly
informed his literary and photo graphic reflec tions on memory,
nostalgia, iden tity, and docu ment a tion. Morris and his wife lived in
Venice on several occa sions begin ning in 1959, and the photo‐ 
graphs in Love Affair were taken on one such trip in 1969. In a depar‐ 
ture from Morris’s habitual use of a “wide- angle lens, yellow filter,
and very slow fine- grain film 5”, the photo graphs  in Love Affair were
instead taken using a Rollei 35 mini camera and Koda chrome film 6.
Unsure whether he and his wife would have the occa sion to return to
Venice, Morris revealed in an inter view with his colleague and fellow
photo grapher James Alinder 7 that he had origin ally taken these color
photo graphs “for [his and his wife’s] own fireside, nostalgic viewing 8”.
However, these photo graphs became the object of Morris’s photo- 
text book when he showed the slides to his editor at Harper & Row,
who suggested making a book. While teaching at Prin ceton the
following year, Morris wrote Love Affair’s accom pa nying text, calling
it “a narra tion that reflected our own  experience 9”. Insofar as a
photo graph consti tutes a visual and tangible trace of what the photo‐ 
grapher saw or exper i enced, the photo graphs  in Love  Affair equally
attest to Morris’s own experience.

3

Reflecting  on Love  Affair’s text, Morris wrote in his  monograph
Photo graphs & Words:

4

Like so many of the objects and places in my life, Venice too was
threatened by air pollu tion, high tides and crum bling found a tions. It
had recently been suggested that an elev ated motor ramp, circ ling
the city, would provide tour ists with a more intimate view without
the unthink able thought of actual motor traffic. Senti ments
anti cip ating the demise of Venice have surely enhanced her charms
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for centuries. My text had in mind the quotidian side of what it was
like to live in Venice, possessed by an unflag ging enchantment 10.

Central to Morris’s work – both literary and photo graphic – was his
preoc cu pa tion with capturing and docu menting what was fleeting.
Morris’s photo graphic ambi tions were firmly rooted in his desire “to
salvage what was vanishing. Nothing will compare with the photo‐ 
graph to register what is going, going, but not yet gone. The pathos of
this moment, the reluct ance of parting, we feel intensely 11”.

5

His reflec tions on the pollu tion and the seem ingly imminent demise
of Venice are also echoed in his short story “In Another Country 12”,
which was written in 1972, the same year Love Affair was published.
The story’s opening sentence describes Madrid’s dense smog and
Amer ican tourist Carolyn’s concern for the Prado’s paint ings amidst
such pollu tion. Carolyn goes as far as writing letters to several
museum directors, “urging them to save the paint ings […] while there
was still time 13”.

6

Morris’s preoc cu pa tion with the smog and the ephem eral nature of
things and places is remin is cent of Federico Fellini’s  1972
Fellini  Roma 14. The film having been released the same year  as
Love  Affair’s public a tion, the latter was not influ enced by the film,
though it is nonethe less inter esting to note the paral lels between the
two, as Fellini’s film pays homage to a Rome that has all but disap‐ 
peared. Moreover, Fellini’s depic tion of pollu tion and in partic ular the
excav a tion scene in the metro, in which ancient fres coes disin teg rate
when uncovered and exposed to air, rein forces the feeling of
nostalgia for what no longer is. In the same way  that Fellini  Roma
depicts Fellini’s own vision of a Rome that is no  more, Love  Affair
could be considered “Morris’s Venezia”, insofar as Morris paints a very
personal portrait of the city.

7

Whether the Venice Morris has captured  in Love Affair has actu ally
ceased to exist is of minimal import ance; it is rather Morris’s convic‐ 
tion of Venice’s demise that informs the rela tion ship between photo‐ 
graphs and text.

8
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Fric tion in the epigraphs
In the two epigraphs  of Love Affair – A Vene tian  Journal, Morris
evokes his desire to hold on to what he fears will soon be lost.

9

The first one is taken from one of Marcel Proust’s letters to Madame
Straus: “When I went to Venice I found that my dream had become –
incred ibly but quite simply – my  address! 15” While nothing in this
quote directly alludes to  Proust’s À la recherche du temps  perdu,
Morris’s choice of quote indic ates his famili arity with Proust’s work.
La  Recherche was  first trans lated into English  as Remem brance of
Things Past, and only at the end of the 1990s did the literal trans la tion
of the French  title, In Search of Lost  Time, gain steam. From a
semantic point of view, this is rather signi ficant, as Remem brance of
Things Past could just as aptly have been the title for a large body of
Morris’s photo graphic work.

10

The second epigraph is Morris’s own:11

These photo graphs illus trate nothing, they seek to demon strate
nothing, but hope fully they reveal the intent to salvage some thing of
a love affair with a wondrous city.  
Venice is sinking, but slower than most of us, and the sea will be less
harsh than her likely survival, ringed by motorcades 16.

While Morris does not expli citly employ the term “represent,” the
verbs he uses (“illus trate,” “demon strate”) can be seen, depending on
context, as synonyms of “represent.” Morris’s state ment, however,
seems emin ently para dox ical on two levels. Firstly, as photo graphy
and film scholar Phil ippe Dubois asserts in L’Acte photographique [The
Photo graphic Act], the photo graphic image is inher ently insep ar able
from its refer ence source, or the object repres ented in the  image 17.
Secondly, the very notion of “salva ging,” or, in this case, what is
under stood as “remem bering,” is neces sarily tied up in ques tions of
repres ent a tion and how one repres ents the past – mentally, textu ally,
and photo graph ic ally. The incon gru ities between the epigraph and
the work itself suggest a frac ture between the author’s stated inten‐ 
tions and the reader’s inter pret a tion of the work, as well as with the
notion and act of repres enting, both textu ally and photographically.

12
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In light of Morris’s asser tion and his other photo graphic, literary, and
photo- text work, what, then, is actu ally being repres ented  in
Love Affair? By “salva ging,” isn’t Morris necessarily representing? And
how does the photo- text dynamic of this work chal lenge or confirm
such notions of repres ent a tion? In order to under stand how this form
of photo- text repres ent a tion func tions, I would like to address
several follow- up ques tions about how the two mediums interact.
Does textual repres ent a tion comple ment photo graphic repres ent a‐ 
tion, or are the two at odds? Do they func tion inde pend ently of one
another, despite Morris’s amal gam a tion in his photo- text book? How
does the photo- text dimen sion of Love Affair reveal fric tions between
the two types of repres ent a tion and, more gener ally, within repres‐ 
ent a tion itself? This paper aims to chal lenge Morris’s claims about
repres ent a tion and proposes a counter- reading of his photo- text
book, as I argue that at its core, Love Affair is ulti mately an explor a‐ 
tion of and a medit a tion on issues of textual, photo graphic and inter‐ 
me dial representation.

13

Before addressing the afore men tioned ques tions, it is essen tial to
consider the work’s layout and design as well as estab lish a working
method.  Inside Love  Affair, which includes roughly 40 photo- text
pair ings, the text is situ ated on the left- hand page and the accom pa‐ 
nying photo graph, on the right. Reading this book entails a back- and-
forth move ment between the pages of each spread. In other words,
the reader- viewer may start with the left page, then move to the
right (or the other way around), but we will inev it ably return to the
other page and so on, comparing text and image with one another. Be
it consciously or uncon sciously, this compar ison is made in an
attempt to under stand the rela tion ship between the two mediums, as
well as what inform a tion this inter me dial entity 18, or the photo- text
pairing, conveys. In refer ence to how photo graphy and text interact
within Morris’s work, James Alinder remarked that they are “some‐ 
times comple mentary, some times competitive 19”. Owing to this back- 
and-forth reading, each medium will inform, color and clarify our
impres sion and under standing of the other.

14

There is no estab lished method for analyzing works in which photo‐ 
graphs and texts are juxta posed together. While there is existing
schol ar ship on Morris’s photo- text work, emphasis has been placed
on the socio- historical context of produc tion and recep tion, and not

15
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on the analysis of indi vidual photo- text  pairings 20. The  method 21 I
would like to propose entails “reading” or examining each medium
indi vidu ally before looking at the new possible mean ings or impres‐ 
sions that emerge when consid ering the pairing as a single entity. In
other words, this method first combines close reading and close
viewing of each respective medium; we consider what each medium
could signify indi vidu ally, when considered “in a  vacuum.” Then, we
consider the overall impres sion given when the two mediums are
juxta posed together, in order to under stand the rela tion ship between
the two mediums and how the text and the photo graphs enter into a
dialogue with one another. In this way, perhaps we can better under‐ 
stand  what Love  Affair actu ally repres ents. Within each photo- text
pairing, we examine what the text repres ents, what the photo graph
repres ents, and how the juxta pos i tion of these two different modes of
repres ent a tion chal lenges or confirms Morris’s apparent distinc tion
between repres enting and salvaging.

Mediums at odds
The fric tions between the two types of repres ent a tion are most
imme di ately apparent in the photo- text pair ings in which the two
mediums appear at odds with one another. That is to say, certain
pair ings are incon gruous because the two mediums do not appear to
represent the same object. These fric tions are best illus trated in the
following photo- text pairing 22:

16

‘Come sta?’ he shouts. 
I reply “Va bene!” I have found him again, my friend Luigi. Here he is
in the Campo Santa Margherita, strong with the smell of fish this
morning. Dumb founded he asks how in such a short time I speak
such stupendous Italian. His excite ment – and my Italian – attracts
customers, prospective buyers. He cranks up the plastic gondola that
plays “O Sole Mio,” as the gondo lier paddles. Sensing a handout,
pigeons mater i alize, strut at our feet. We have a small- scale festa
going until a blue- rinsed poodle, drag ging his leash, scat ters the
birds and eludes all pursuers. The confu sion is Vene tian: Luigi
bellows, my wife shrieks, and a squadron of pigeons, like low- flying
jets, darken the Campo with their pale, wavering shadows, the air
spark ling with debris that falls, just like old times, into our upturned
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[Untitled, 1969.]

[Untitled, 1969.]

eyes. Luigi and I wait calmly while my wife gropes in her purse for
her mirror 23.

Morris’s text evokes a certain atmo sphere of fren zied activity, move‐ 
ment, and noise. However, the accom pa nying photo graph does not
corres pond with the type of photo graph one would imagine asso ci‐ 
ated with such an anec dote. In contrast to the anec dote, which is
peopled with both humans and animals, the photo graph depicts a
decrepit façade absent of human pres ence, the only sign of life being
a cat crouched on the window ledge.

17

Photo graphic images and text undoubtedly consti tute two different
modes of repres ent a tion. This partic ular photo- text pairing, however,
raises further ques tions, showing us that it is possible to concep tu‐ 
alize the notion of repres ent a tion in Love Affair on two distinct levels.
First, there is a clear fric tion between what the text and the photo‐ 
graph each represent. In other words, the photo graph does not illus‐ 
trate the text, nor does the text describe the photograph 24: text and
photo graph are not repres ent a tions of one another. Insofar as Morris
considers each respective medium a sort of “mirror” for the other,
there is a clear discon nect between the two mediums. Second, when
we consider Morris’s exper i ences as the object and Love Affair as its
repres ent a tion, there is no apparent fric tion: both the photo graph
and the text attest to Morris’s time in Venice. In this context, we see a
coherent dialogue between the object and its representation.

18

Seem ingly comple ‐
mentary mediums
In other cases, no imme diate tension is discern ible between the two
mediums, for they appear comple mentary and mutu ally enhance one
another’s meanings 25. In other words, there appears to be an undeni‐ 
able, poetic dialogue between the photo graph and its accom pa nying
text. There is a clear inter play between the two mediums, even when

19
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Photo graph by Wright Morris

Photograph by Wright Morris

the rela tion ship between the two is not imme di ately evident. Such is
the case in this photo- text pairing:

What is there to say? 
My friend Pietro admits to the diffi culty, but being Vene tian he is not
speech less. He spreads his hands in the manner of a man invoking
rain. It’s the muscles of the eye (he tells me) rather than the legs that
are exer cised. It is all solid stone—yet it is all illusion. For this effect
one waits for the evening perform ance, and the lights come on.
Stand at any point, look about you anywhere, and the figure of a man
is the measure. He is dimin ished, but not over powered. He is exalted,
but not exag ger ated. Man is the measure here as he was in Athens,
another colony of shrewd merchants. The gaze is hori zontal, rather
than up; the pigeons both main tain and estab lish proportion. Let that
man with his eyes on heaven calcu late the risks. No amount of
gawking exhausts this prospect, and no amount of exposure depletes
the impres sion. Amplitude and control, spir itual in its effect, sens ible
and secular in its prac tice. Pietro is now speech less. I am speech less.
But this does not surround us with silence. A babble of tongues, a
clamor of bells, and the music of three orches tras are now free to
compete for our atten tion with the whirr of the world’s greatest air
force, as it comes and goes, performing intricate
manoeuvres flawlessly 26.

The text predom in antly evokes ques tions of dimen sion, perspective,
the act of seeing, and also the auditory exper i ence of being in Venice.
Opposite the text, Morris has included a photo graph depicting a man
standing before St. Mark’s Basilica (Basilica di San Marco). This man is
the photo graph’s logical subject, as he is more or less centered and
the only person facing the camera. But who is this man, and why is he
in the photo graph? Is this Morris’s friend Pietro? Or is that simply
what the text would lead us to believe, since we know that Morris was
the one behind the lens? Here, the text and photo graph appear to
comple ment one another. To a certain extent, the photo graph echoes
what is described in the text, when we employ the back and forth
reading I previ ously mentioned.

20
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Morris’s asser tion that “the figure of a man is the measure” confers
scale to the image. The man in the fore ground stands out with his
black suit, and he imme di ately attracts the viewer’s eye. The viewer
then considers the photo graph with the man as the starting point;
our vision is constructed from the center point outward, as if he were
indeed a unit of measure for seeing the image as a whole. Moreover,
given the man’s prom in ence in the field of view, this could also be
under stood as instruc tions for looking at the photo graph. Morris
further insists that “the gaze is hori zontal…the pigeons both main tain
and estab lish propor tion.” These details appear coherent with the
accom pa nying photo graph, as the photo graph is taken straight on,
and likely from eye- level. Together with the man in the black suit, the
pigeons in the middle ground could in fact be used to concep tu‐ 
alize scale.

21

What is worth noting here is Morris’s decision to insert the  text
before the photo graph. While there are clearly several ways to inter‐ 
pret and analyze each photo- text pairing, it seems reas on able to
assume that he intended his text to inform his reader’s view and
inter pret a tion of the accom pa nying photo graph. Perhaps in this
process we can see the glim mers of a possible fric tion: these two
mediums, each one theor et ic ally repres enting some thing different,
are ulti mately read and under stood to represent the same object.
Unless the anec dote relates Morris’s exact conver sa tion and exper i‐ 
ence at the precise moment he took the accom pa nying photo graph, it
is unlikely that both text and image represent the same object.

22

Addi tion ally, Morris’s comment that “it is all illu sion” is not to be
under scored. This could be read as an allu sion to the diffi culties of
deci phering and inter preting the photo- text dynamic. Perhaps we
inter pret a photo- text pairing to mean one thing, though the fric tions
between the two mediums reveal other possible, and some times
contra dictory, mean ings. In the photo- text pairing on the following
page, Morris writes that “the trompe l’oeil speak[s] with more persua‐ 
sion than the  facts 27”. Indeed, the impres sion that the text and the
photo graph of the St. Mark’s Basilica pairing represent the same
object is but an illu sion. Morris evokes the “evening perform ance” and
“the lights [that] come on,” yet the photo graph clearly depicts a
daytime scene. This detail then holds the key to addressing the
photo- text pairing: while other aspects of both text and image could

23
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[Untitled]

[Untitled]

© Estate of Wright Morris, Cour tesy of the Center for Creative Photography

lead the viewer to believe other wise, the two mediums are ulti mately
at odds with one another.

Distin guishing between text
and photo
In this final example, I aim to demon strate how Morris possibly
distin guishes between the two mediums, or modes of repres ent a tion,
that he juxta poses in Love Affair. How do text and photo graphy relate
to Morris’s attempt to salvage his exper i ence? And how does the act
of salva ging neces sarily consti tute the act of representing?

24

Near San Giorgio Degli Schiavoni, made holy by Carpaccio, the alley
we followed ended in a court where a piece of bent pipe provided a
found a tion. A big white and grey tomcat, indif ferent to our intru sion,
stood erect as if to snatch fish from the stream of water, his left paw
delic ately placed on the bent pipe for balance. In that posture he
took little bites of the water, as the dogs of my boyhood took it from
sprink lers, or garden hoses. Between bites, showing his long pink
tongue, he licked the drops from his cheeks and whiskers. His thirst
sated, still indif ferent to us, he took himself off. 
‘What a picture!’ cried my wife, ‘did you get it?’ 
I got one, but not the other. I had settled for the blurred, vulner able
impres sion on my mind’s eye. More basic than my impulse to capture
the moment had been my instinct not to disturb it. My eyes were not
so sharp as the lens of the camera but they would prove to have a
wider field of vision. The cat that got away, of all the cats in Venice,
would prove to be the most memorable. The camera confronts the
trav eller with a choice of impres sions—a souvenir that is sharp, and
goes into his album, or one that is unre corded, frag mentary, doomed to
fade, and inexhaustible 28.

The final line is key to under standing how Morris not only conceives
of repres ent a tion as a construct, but also how he distin guishes

25
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between two different modes of repres ent a tion in his work. A
“souvenir that is sharp” can be under stood to be a photo graphic
image, while the “one that is unre corded, frag mentary, doomed to
fade, and inex haust ible” to be text. Photo graphy offers us a real istic
and objective rendering of reality. Conversely, recre ating exper i ence
via text renders a far more subjective version. Morris wrote the
accom pa nying text a year after the photo graphs were taken, and the
adject ives he has used here (“unre corded, frag mentary, doomed to
fade”) directly apply to this creative process. In the lapse of time
between his stay in Venice and his writing, Morris’s memories neces‐ 
sarily shifted, evolved, and changed shape, as is natural with any
memory, and the adjective “inex haust ible” further under scores the
subjective nature of textual repres ent a tion. Under stood in the most
imme diate sense of the term, “inex haust ible” suggests the limit less
possib il ities of conjuring textual repres ent a tion. Moreover, the term
undoubtedly under scores the role of imagin a tion and, thereby, the
writer’s bound less ability to textu ally represent ad infinitum, as well
as the count less ways in which the reader may inter pret the text.

Both mediums attest to Morris’s attempt to salvage the past as well as
to the act  of re- presenting, despite his epigraph. As previ ously
mentioned, the photo graphic image is insep ar able from its refer ence
source, just as Roland Barthes asserts that the photo graphic image
attests that  “ça a  été”, or that what is depicted in a photo graph
existed and belongs to the  past 29. In this  way, Love  Affair’s photo‐ 
graphs are a testi mony, or proof, of what Morris experienced.

26

Since Morris himself acknow ledged in no uncer tain terms his desire
to “reflect [his] own exper i ence”, the text then also consti‐ 
tutes representation 30. The accom pa nying photo graph, which shows
a building façade at the end of an alley, does not seem partic u larly
comple mentary to Morris’s text, insofar as the photo graph does not
depict a cat. Interestingly, Love Affair contains several photo graphs of
cats that would appear far better suited for this photo- text pairing.
However, Morris may have purpose fully chosen this seem ingly incon‐ 
gruous photo graph to demon strate the phenomenon described in his
text: giving up one photo graph for another, or, in other words, giving
up one repres ent a tion for another. Here, it is  Morris’s text, not  the
photograph, that attests to this partic ular experience.

27
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NOTES

1  Wright Morris, Love Affair – A Vene tian Journal, New York, Harper & Row,
1972. The pages of this work are unnumbered. I have there fore attrib uted
the following method for indic ating page numbers in my cita tions: the page
imme di ately following the second epigraph is desig nated page 1. For clarity,
I have also indic ated the number of the photo- text pairing in paren theses
next to the page number. E.g.: “p. 3-4 (2)” = “pages 3-4,  2  photo- 
text pairing.”

2  Wright Morris, Wright Morris: Photo graphs & Words, James Alinder (ed.),
Carmel, CA, Friends of Photo graphy Publisher, 1982, p. 20.

3  Stephen H. Long mire, “Picture a Life: The Photo- texts of Wright Morris”
[PhD disser ta tion], Univer sity of Chicago, ProQuest Disser ta tion Publishing,

In Love  Affair, Wright Morris juxta poses photo graphic images and
accom pa nying text in an effort to “salvage” his exper i ence in Venice.
Morris’s stated inten tion that this photo- text book does not aim to
represent anything raises ques tions about the act of repres enting and
about the dynamics between photo graphic and textual repres ent a‐ 
tion. As we have seen, fric tions between photo graphs and text are
most evident when the two juxta posed mediums appear at odds with
one another. However, we see that even seem ingly comple mentary
photo- text pair ings equally attest to possible fric tions between the
two mediums. Both photo graph and text may give the impression that
their refer ence source is one and the same, thereby raising ques tions
about the neces sary inter play between photo graph and text in the
reader’s concep tion and inter pret a tion of this work. Regard less of
Morris’s inten tions, both mediums consti tute repres ent a tion, and
“salva ging” then neces sarily equates  to re-presenting. The photo‐ 
graphs and text attest to Morris’s desire to save some thing of his own
exper i ence and of a city he believes will soon be under water. This
desire to salvage what is fleeting is found, to varying degrees, in
nearly all of Morris’s works. Having here considered ques tions of
repres ent a tion in his inter me dial work, it would be inter esting to
explore his respective “single- medium” literary and photo graphic
works to determine whether they raise similar ques tions about
repres ent a tion, or whether such ques tions are absent altogether.
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RÉSUMÉS

Français
Dans l’épigraphe de son «  photo- texte  » Love Affair  : A Vene tian  Journal
(1972), un ouvrage qui associe des images photo gra phiques et du texte,
l’écri vain et photo graphe améri cain Wright Morris déclare que les photo‐ 
gra phies « n’illus trent rien, […] ne cherchent à rien démon trer ». Cepen dant,
il indique que le but de ses photos est de «  sauver quelque chose d’une
histoire d’amour avec une ville merveilleuse  ». Bien que Morris n’emploie
pas direc te ment le terme «  repré senter  », les verbes utilisés («  illus trer  »,
«  démon trer  ») peuvent être consi dérés, selon le contexte, comme étant
syno nymes de «  repré senter  ». Des incon gruités, non seule ment entre le
texte et l'image, mais aussi entre l'épi graphe et l'œuvre elle- même,



Re-presenting a Love Affair: Wright Morris and Photo-text Friction

suggèrent une frac ture entre les inten tions verba li sées par l'au teur et l'in‐ 
ter pré ta tion de l'œuvre par le lecteur, voire entre la notion et l'acte de
repré senter. La repré sen ta tion textuelle complète- t-elle la repré sen ta tion
photo gra phique  ? Les repré sen ta tions textuelles et photo gra phiques
s'opposent- elles, ou bien fonctionnent- elles indé pen dam ment l'une de
l'autre, malgré l'amal game établi par Morris dans son ouvrage ? Cet article
examine la manière dont Morris distingue les deux types de repré sen ta tion
et comment la dimen sion « photo- texte » de Love Affair révèle des fric tions
entre ces deux médiums.

English
In the epigraph of his 1972 photo- text book Love Affair – A Vene tian Journal,
Amer ican writer and photo grapher Wright Morris para dox ic ally informs his
reader that the following photo graphs, taken while in Venice with his wife,
“illus trate nothing, […] seek to demon strate nothing.” However, Morris
indic ates that the purpose of the photo graphs is to “salvage some thing of a
love affair with a wondrous city.” While the artist does not directly use the
term “represent,” the verbs he has used (“illus trate,” “demon strate”) can be
read, depending on context, as synonyms of “represent.” A number of incon‐ 
gru ities, not only between text and image, but also between the epigraph
and the work itself, suggest a frac ture between the author’s stated inten‐ 
tions and the reader’s inter pret a tion of the work, as well as a degree of
discon nec tion between the notion and the act of repres enting, both textu‐ 
ally and photo graph ic ally. Does textual repres ent a tion comple ment photo‐ 
graphic repres ent a tion? Are textual and photo graphic repres ent a tions at
odds, or do they func tion inde pend ently from one another, despite Morris’s
amal gam a tion in his photo- text book? This article aims to examine how
Morris makes a distinc tion between these two types of repres ent a tion, and
to shed light on what the “photo- text” dimen sion  of Love  Affair reveals
about such fric tions between the two mediums.
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