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“The Disturbing Photography of Sally Mann,” in The New York Times Magazine (Sep. 27,
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Narrative and Postmemory (Cambridge, MA and London: Harvard University Press, 1997), p
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@ “Letters to the Editor,” in The New York Times Magazine (Oct. 18 and Oct. 25, 1992); Mary
Gordon, “Sexualizing Children: Thoughts on Sally Mann,” in Salmagundi, 111 (Summer 1996),
pp. 144-45.

@ Richard B. Woodward, “The Distutbing Photography of Sally Mann,” p. 52.

@) Sally Mann, “An Exchange on ‘Sexualizing Children’,” in Salmagundi, 114/115 (Spring/
Summer 1997), pp. 228-30.

@ Richard B. Woodward, “The Distutbing Photography of Sally Mann,” p. 52.

@ 74 Richard B. Woodward, “The Disturbing Photography of Sally Mann,” p. 52.

@ Sally Mann, Immediate Family, no pagination.

@ Richard B. Woodward, “The Disturbing Photography of Sally Mann,” p. 36.
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© Anne Higonnet, Pictures of Innocence: The History and Crisis of Ideal Childhood (London:
Thames and Hudson, 1998), p. 332; James Christen Steward, “The Camera of Sally Mann and
the Spaces of Childhood,” in Michigan Quarterly Review, 39: 2 (Spring 2000), pp. 365-75.

@ Val Williams, “Fragile Innocence,” in British Journal of Photography, 130 (Oct. 15, 1992), p
10; James Christen Steward, “The Camera of Sally Mann and the Spaces of Childhood,” pp.
365-T75.

@ Janet Malcolm, “The Family of Mann,” in The New York Review of Books, 41 (Feb. 3,1994), p.
7; Rebecca Solnic, “Reviewpiece: Sally Mann,” in Creative Camera, 343 (Dec. 1996/ Jan.
1997), p. 38.
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@ Allen Ginsberg and Joseph Richey, “The Right to Depict Children in the Nude,” in Aperture,
121 (Fall 1990), pp. 42-45; Richard B. Woodward, “The Disturbing Photography of Sally
Mann,” p. 52; Susan H. Edwards, “Pretty Babies: Art, Erotica, or Kiddie Porn?,” in History of
Photography, 18:1 (Spring 1994) , pp. 38-46; Anna Douglas, “Childhood: A Molotov Cocktail
for Our Time,” in Women's Art Magazine, 59 (1994), pp. 14-18; Anne Higonnet, Pictures of
Innocence: The History and Crisis of Ideal Childhood, pp. 159-92; Anne Higonnet,

”

“Conclusions Based on Observation,” in The Familial Gaze, ed. Marianne Hirsch (Hanover and
London: University Press of New England, 1999), pp. 325-42.
© Anna Douglas, “Childhood: A Molotov Cocktail for Our Time,” p. 17.
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@ Shannah Ehrhart, “Sally Mann’s Looking Glass House,” in Tracing Cultures: Art History,
Criticism, Critical Fiction (New York: Whitney Museum of American Art, 1994), pp. 52-69.
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Sally Mann,” in Make: The Magazine of Women's Art, 75 (Apr./ May 1997), pp. 3-8.
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@ Marianne Hirsch, “Matemal Exposures,” pp. 151-87.
@ Roland Barthes, “Wilhelm von Gloeden,” in The Responsibility of Forms, trans. Richard Howard
(Berkeley: University of California Press, 1985), p. 196.
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B9

Sally Mann, Landscape (1972-73)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
Sally Mann, Damaged Child (1984)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
Dorothea Lange, Damaged Child, Shacktown, Elm Grove, Oklahoma (1936)

Black-and-white photograph, 10 1/4 x 95/8 in.

The Dorothea Lange Collection,

The Oakland Museum of Califomnia, The City of Oakland.

Gift of Paul S. Taylor
Julia Margaret Cameron, The Double Star (1864)

Black-and-white photograph, 10 x 7 7/8 in.

The J. Paul Getty Museum, Malibu, Califomia
Sally Mann, The Ditch (1987)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
Sally Mann, Night-blooming Cereus (1988)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
Sally Mann, Popsicle Drips (1985)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
Edward Weston, Neil (1925)

Black-and-white photograph, 6 15/16 x 6 7/16 in.

Center for Creative Photography, Arizona Board of Regents
Sally Mann, Hrginia in the Sun (1985)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York

[ 10 Sally Mann, Jessie Bites (1985)

Black-and-white photograph, 20 x 24 in.
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© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
B 11 Sally Mann, Kiss Goodnight (1988)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
B 12 Sally Mann, The Last Time Emmett Modeled Nude (1987)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
B 13 Sally Mann, Emmett, Jessie, Hirginia (1992)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
B 14 Sally Mann, Untitled (Firginia Landscape) (1995)

Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
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B 1 Sally Mann, Landscape (1972-73)
Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
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2 Sally Mann, Damaged Child (1984)
Black-and-white photograph, 20 x 24 in.
© Sally Mann/ Couttesy Edwynn Houk Gallety, New York

3 Dorothea Lange, Damaged Child, Shacktown, Elm Grove, Oklahoma (1936)
Black-and-white photograph, 10 1/4 x 9 5/8 in.
The Dorothea Lange Collection,
The Oakland Museum of California, The City of Oakland.
Gift of Paul S. Taylor
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B4  Julia Margaret Cameron, The Double Star (1864)
Black-and-white photograph, 10 x 7 7/8 in.
The J. Paul Getty Museum, Malibu, California

[ 5  Sally Mann, The Ditch (1987)
Black-and-white photograph, 20 x 24 in.
© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
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B 6  Sally Mann, Night-blooming Cereus (1988)
Black-and-white photograph, 20 x 24 in.
© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
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[ 7 Sally Mann, Popsicle Drips (1985)
Black-and-white photograph, 20 x 24 in.
© Sally Mann/ Couttesy Edwynn Houk Gallery, New York

B8  Edward Weston, Neil (1925)
Black-and-white photograph, 6 15/16 x 6 7/16 in.

Center for Creative Photography, Arizona Board of Regents
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B9  Sally Mann, Virginia in the Sun (1985)
Black-and-white photograph, 20 x 24 in.
© Sally Mann/ Couttesy Edwynn Houk Gallery, New York

B 10  Sally Mann, Jessie Bites (1985)
Black-and-white photograph, 20 x 24 in.
© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
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B 11 Sally Mann, Kiss Goodnight (1988)
Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York

B 12 Sally Mann, The Last Time Emmett Modeled Nude (1987)
Black-and-white photograph, 20 x 24 in.

© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
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B 13 Sally Mann, Emmett, Jessie, Hirginia (1992)
Black-and-white photograph, 20 x 24 in.
© Sally Mann/ Courtesy Edwynn Houk Gallery, New York

B 14 Sally Mann, Untitled (Wrginia Landscape) (1995)
Black-and-white photograph, 20 x 24 in.
© Sally Mann/ Courtesy Edwynn Houk Gallery, New York
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Maternal Fetishism in Sally Mann's Photographs of
Her Children

Jui-Ch’i Liu
Institute of Art Studies
National Cheng Kung University

Sally Mann’s photographs of her children present the most outstanding photographic
performance at the end of the twentieth century in the United States. This article, based
on stylistic and iconographic analyses, will compare Sally Mann’s works with related
works in the tradition of art photography. By so doing, I will try to decode how Sally
Mann negotiates her matemal gaze and how she inscribes special subjectivities of her
children within the established artistic tradition and her special historical context. My
main innovative perspective is: Sally Mann exhibits a tactile gaze of matemal fetishism
in her works. Contemporary feminist scholars have theorized models of female fetishism
in order to explore the possibility of women as desiring subjects. Maternal fetishism,
one model of female fetishism, means that the mother clings to or creates some fetishes
(substitutes) in order to disavow the loss of her symbiotic relationship with the child. I
propose that Sally Mann’s photographs of her children are her fetishes to undo her
separation with them.

This article deals with Sally Mann’s matemal fetishism i three levels. Firstly, the
photographic look, from the perspective of Roland Barthes, Christian Merz, and Victor
Burgin, is implicated in the structure of fetishism. Secondly, Sally Mann tends to,
allegorically, experience the process of (re) producing her children’s bodies through her
lens. Most of all, Sally Mann’s fetishistic gaze is embodied by the children’s mvitation
to touch through exhibiting their close, tactile, and intimate relationship with people,
objects, and environment. The girls in her works therefore take on their identity as
closer to the senses of touch, proximity, and connectedness. I will also employ theories
of the French feministsto argue that women’s close, tactile, and intimate episteme could
shatter the power of the male-dominated episteme emphasizing sight, distance, and
control.

Keywords: Sally Mann, photography, children, tactile gaze, maternal fetishism,
female subjectivity
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