i

n

dividual

was fu nctioni ng as an i dea'.

Once you've accepted that you cannot work without a

experiences which determine the uncanny are r) when we

childhood's recourseto

arefaced with a beingwhom wecannot be sure is

which can flourish, becoming stronger and mr

a rich and vivid imagir

'theory' ofsome kind, then you have to ask the question,

inanimate or alive, mechanized or living; z) the fear

'Am I happyjustworkingwithwhat t'veinherited, or do I

losing sight, i.e., ofnot bein able to trust our eyes for

many children, ofan 'invisible friend', an imag

wontto Iook criticolly at what l've inherited?, Sothe

information and for recognizingthe familiar; and

companion who, like

people whose work used theory were really

fear ofconfronting one's own double,the Doppelgiinger.

tryingto

reorganize the basis from which they worked. But there is
always a basis.

Salaman There

is always a basis bui becoming conscious

ofthat basis in a sense

is quite a desublimatory activity,

3)

of

even than the everyday. (Witness the inventior

the

McMurdo's photographs, with their somewhat

a

double, follows you eve

some ofMcMurdo's work, such as Helen, Boc

MerlinTheatre (Thecldnce) (r995), the doubl

hallucinatory feel, follow in a rich twentieth century

literally in the instant ofthe initial encounter, \,

tradition ofvisual and literary works which have

faced forthe first time with the reality ofone's
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learning to live with oneself is

[ ... ]

Vjctor Burgin,
Naomi Salaman',

'l'lessages

jn

for l,lesterr Llnion', lnterview;/ith

Ndomi Salaman and Ronnje S'impson

The psychological symbolism ofthese two works is

Ied.],

Pastcards on Photagraphy: Phataredl i sn and the Reptoducti

an

lCambridge, Ergland: Cambridge Darkroom, 19981 91-99.

Gitda

WILLIAMS

ldentity Twins, The Work of
Wendy McMurdo [rpqs]

a se

task we discov

childhood and never quite master. McMurdo's

easily read: these are literal portrayals ofsuch themes as

portraits mark an early period in our lives wher

self-i nfl icted punishment, repression, denial

ofthe

unsavoury or uncontrollable sides ofone's personality,

this coexistence would be easy [... ]
Gilda l,lllliams, 'ldentity Twifs. The l,lork oi h:.

schizophrenia, and the non-recognition ofa desired self-

llendy Mcl"lurda ISa i amanca, Spaj

image in one's real actions. Facing oneselfwithin the

Salamanca, 19981 33-43.

n:

Edi ci 0nes

L.'

,

hidden confines ofa guilty conscience is unpleasant
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