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YANCEY RI CHARDSON GALLERYSwat hed in |atex or bound and | aced in nodish

| eat her garments designed by the photographer hinself, the gilt figures
that popul ate Alvin Booth's photographs are distinctly contenporary.

Fl exing in various positions, these glistening bodies coated with netallic
oils and gold powder clearly reflect present-day obsessions with the body,
style, and fashion. As if to underscore this fact, nany of these untitled
eroticized inmages are nounted on the wall in a gridded format that expands
on the variegated and voyeuristic aspects of the fashi on photographer's
contact sheet. But such commonpl ace fixations al one woul d scarcely comrand
attention were they not framed--literally in this case--by historica
reference, that is, in soldered netal made by Booth to recall the |eaded
gl ass of the nineteenth century. A period nostalgia is further accentuated
by the artist's | abor-intensive techni ques, through which he produces
grai ny sepia-toned gelatin-silver prints, peppered with burn marks or
other calculated effects of distress. These are printed on natte paper the
exqui site tones and patchiness of texture of which al so evoke early

phot ographic efforts. Taken as a whole, such effects create a pastiche of
the history of the medium As it so happened, a selection of classic nude
studi es by the Hungari an- Ger man phot ographer Ferenc Berko, taken between
1938 and 1942, were simultaneously on viewin the gallery and served as an
i nadvertent foil for Booth's work. Berko's idealized figures, exenplary of
that period' s experinmental meditations on the abstract potential of the
phot ographed nude, offered a great contrast to the psychol ogical, carna
presence of Booth's nodels and further set in relief the nore enbattl ed
conplexity of his enterprise. It is as if Booth were trying to reclaimfor
phot ography a formal quality of "otherness"-his pictures often seem
painterly or drawn--while also alluding to the exploitation of the exotic
characteristic of nineteenth-century travel photography. The openness and
vul nerability of Booth's sitters, their willingness to submt thenselves
to an aestheticized sadonasochism ironically re-create the spectacle of
the "exoticized other."Advertisenment |n the 1996-97 series "Mopia
Boxes," miniature views of anatom cal details are seen through the prisns
of magni fying glasses set into carefully constructed sol dered gl ass
containers (like the nmetal franes, also made by the photographer). Here
Boot h uncovers the body in order to reveal, as he has stated, its
"opaqueness." While these works underscore a general voyeuristic inpulse,
their interest lies nostly in their allusion to the wi despread "curios" of
the early daguerreotype, particularly of the French pornographic variety.
Wil e a coupling of shiny, golden feet or the enhanced jewel-Iike

nmuscul ature of a hand may catch one's eye, for the nost part the anonymty
and over-stylization of these photographs nmake them | ess conpelling than
other works in the show. It is in an untitled series of ghostly inages
produced by the brushing of light-sensitive chemicals and bl eaches
directly onto paper that Booth mpbst clearly invokes photography's origins,
while also reclaimng craft as an integral part of his practice. Strongly
resenbl i ng graphite draw ngs, the works hover anbi guously between nedi a,
just as the figures in them appear alternately as pure form and corporea

i npression. Mysteriously laden with narrative potential, these works seem
nost successfully to speak to the sensibilities of a perhaps irretrievable
past and possess a sexuality otherwi se |l ost in the disingenuous and
performative nature of the contenporary high-fashion i mage. COPYRI GHT 1999
Artforum I nternational Magazine, |nc. COPYRI CHT 2000 Gal e G oup



