
The Oxford English Dictionary lists two definitions for the verb collaborate. The first is the 
more standard notion of working “in conjunction with another or others, to co-operate;  
esp. in a literary or artistic production, or the like.” The second definition—“to co-operate 
traitorously with the enemy”—is less common, although it offers another vivid model of  
co-operation. To collaborate is to co-operate: to work together (with ally or enemy) to  
develop, refine, and accomplish a goal. Each issue of Exposure, for example, emerges out  
of intricate collaborative interactions involving the input of the Publications Committee,  
the hard work of our staff, and the creative energy of every photographer and contributor  
we engage with. I welcome the challenges and rewards of these ongoing collaborations. 
These intellectual exchanges are not only the foundation for the kind of engaged and  
informed dialogue on photography that Exposure works to promote, but also form the very 
basis of the learning experience: both for our readers and myself.

This issue’s contents are assembled in harmony with the 2014 SPE National Conference 
theme of “Collaborative Exchanges: Photography in Dialogue.” Hannah Frieser offers a  
historical account of photographer collaborations, including Bernd and Hilla Becher, Nate 
Larson and Marni Shindelman, and Mark and Sonia Whitesnow. West Coast photographer 
Chris Johnson’s most recent project, Question Bridge: Black Males, is a socially engaged  
collaborative video installation that not only connects participants and audience in  
dialogue, but also was created in collaboration with photographer Hank Willis Thomas.  
As Lisa Arrastía’s essay on Johnson demonstrates, his photographic career was engendered 
through ongoing collaborative relationships with colleagues. 

Whether through a lifetime of collegial collaboration (as in Johnson’s model) or the  
episodic partnerships between photographers and curators highlighted in this and every  
issue of Exposure, engaging ideas with a cohort inevitably yields rewards. Even when the  
process gets thorny, that collective tension fuels change. And just when it feels as if the  
collaborative exchange risks falling dreadfully apart, that very moment turns out to be  
precisely when it begins to cohere. 

Fortunately, I experience this lucidity at some point with every issue of Exposure. And you, our 
readers, complete Exposure’s collaborative circle. I encourage your thoughts and feedback on 
this issue and any other topics related to the state of photography practice and photography 
education today. I am eager to hear from you.

—Stacey McCarroll Cutshaw 

    exposure@spenational.org
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Tarrah Krajnak’s Strays, a photo essay based on her research and 
travel in Lima, Peru, from 2011 to 2013, is an incomplete archive.  
It exists as a record of her search for origins—for groundedness—
coming from a place where identity is always already displaced. 
Identities are the outcome of larger, evermore expansive processes 
in which one has a stake, but which move ahead, seemingly of their 
own volition. History has led to a generation of children being re-
located in response to crises precipitated hundreds of years earlier. 
Strays is motivated by the sense that self and family might not be 
graspable: the feeling that one’s “real” family might be elsewhere 
or might need to be invented. History precipitates the necessity 
to live with incompleteness, faced with clues that have to be read 
creatively. 

Bill Anthes

View

Tarrah Krajnak: Strays

You’re all dead, not having lived before ever. Anyone would say that, 
not existing now, in another time you might have. But, verily, you 
are the cadavers of a life that never was. A sad fate. The not having 
been but always dead. Being a dry leaf without ever having been 
green. Orphanhood of Orphanhoods. However, the dead are not, 
cannot be the cadavers of a life they have not yet lived. They always 
died of life. You’re all dead.

—Cesar Vallejo, 19221
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A stack of photographs sits on a blonde 
wooden table. The photographs have been 
filed in a tiny envelope marked “Marinés, 
1977” (Figure 1). There are hundreds 
of files in this archive at the Stella Maris 
Hospital in Lima, Peru, kept by the German 
Sisters of the Sacred Heart who facilitated 
dozens of adoptions between 1975 and 
1995. The sisters, called Madrecitas or 
“Little Mothers,” kept these files. They are 
filled with pictures and letters sent by adop-
tive families in Europe and North America. 
The sisters kept this archive perhaps for 
themselves, but also for those children that 
found their way back here.

We are already in the mind of people in 
motion—for centuries now—histories that 

leave their traces in libraries, in the land-
scape, in family memories. Women of faith, 
whose sense of mission brought them across 
an ocean to foreign territory, to a city on 
the west coast of another continent. Chil-
dren borne of a nation borne of a colonial 
catastrophe: histories unfolding still today. 
Who took care to photograph Marinés in 
this way? What histories are documented 
by her disfigurements? Are these injuries or 
congenital malformations? Why were these 
painful tragedies more important than her 
face? And for whom were these photographs 
made? Where did the Sisters send Marinés? 
Where did Marinés find a family? And where 
did she begin anew, the author of her own 
histories?

Figure 1. Tarrah Krajnak, Marinés, October 1977, 2012, pigment print, 3 x 4.5 inches. Courtesy of the artist
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Outside, another trace: A boy’s red shirt, flattened against 
a concrete slab (Figure 2). A special shirt, so brightly col-
ored, now trampled with dust. This shirt had been here for 
some time before it was found and photographed. Flower 
petals, leaves, gravel, exposed aggregate in the concrete. 
This is a record of something, but of what? Was the boy 
taken? Injured? Or was the shirt discarded and forgotten 
about in the face of more interesting matters? The streets 
are full of lost gloves, scraps of paper, other things or-
phaned in the course of a day. Articles of clothing needed 
for work or for school. Directions to appointments made 
or missed. Did he return the next day to look for this shirt? 
Was he reprimanded for having lost it? Was it a gift never 
really loved anyway? Or did the loss of a bright red shirt 
pale in comparison to other losses?

Figure 2. Tarrah Krajnak, Boy’s Shirt, 2012, pigment print, 3 x 4.5 inches. 
Courtesy of the artist
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Do histories all lead back here, ultimately? To the stones 
and the land coveted half a world away (Figure 3)? Do we 
still fight for land—for its riches—uprooting those who 
came before? Who told its stories? There are different 
stories now, the old ones orphaned in the course of events. 
How are these histories archived? And for whom? 

Figure 3. Tarrah Krajnak, Incan Stone, 2012, pigment print, 3 x 4.5 inches. 
Courtesy of the artist
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From here the city looks beautiful (Figure 4). Pizarro would have 
seen this coastline as he sailed south from Panama. Perhaps he 
imagined the illuminated cross overlooking the bay, a marker of 
what he took as providence. This was the far side of the world 
when Pizarro founded a fragile outpost on the edge of an as yet 
unexplored continent and set to work making history. There were 
other histories here, of course, unfolding on their own, and as they 
collided with Pizarro’s ships, his men and horses, guns, and swords, 
events were set in motion that have continued to spin. Others have 
taken up arms or other means, hoping to make right a world off-
balance: guerillas, sisters, orphans, strays. 

Figure 4. Tarrah Krajnak, Lima at Night, 2012, pigment print, 3 x 4.5 inches. Courtesy of the artist
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Figure 5. Tarrah Krajnak, New Year’s Day, 2012, pigment print, 3 x 4.5 inches. Courtesy of the artist

Hazy afternoon sun on Lima’s coastal cliffs, now linked by smart-
phone to a world wider than Pizarro could have imagined (Figure 
5). Stories and pictures are shared instantaneously. Will this digital 
archive become a historical inheritance, or will it vanish like other 
memories? Will innumerable texts and images become the fodder 
of a future narrative of people in motion? Or will there be too 
many histories to ever collapse into a single telling?
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Tarrah Krajnak was born in Lima, Peru, in 1979. Adopted and raised 
in the US, Krajnak embarked on her recent project Strays to explore 
her own fractured roots as a Peruvian orphan and the complicated 
relationship between genealogies, history, and identity. This is the 
first public presentation of this material. She received her MFA from 
the University of Notre Dame. She has exhibited nationally and 
internationally at Art13 London, Art Basel Miami, National Museum 
of Women in the Arts, Center for Photography at Woodstock, and 
SF Camerawork. Ampersand Gallery and Fine Books published her 
first book, South Sound, this year. Krajnak is currently an assistant 
professor at Pitzer College. She lives and works in Los Angeles. www.

tarrahkrajnak.com

1. Cesar Vallejo, “Trilce,” in The Complete Poetry: A Bilingual Edition, trans. Clayton 
Eshleman (Berkeley: University of California Press, 2007), 319.

Figure 6. Tarrah Krajnak, Bougainvillea, 2012, pigment print, 3 x 4.5 inches. Courtesy of the artist

Bougainvillea grows like a weed, although 
we call things weeds when they are not 
wanted, not native to a place (Figure 6). 
Named for an eighteenth-century French 
explorer Louis Antoine de Bougainville, it 
is native to South America. Perhaps it has 
grown for centuries or more in Peru, where 
is it called papelillo. The thorny, woody 
vines with their brilliant magenta brachts—
papery leaves that surround the diminutive 
flowers—are world travelers, exported as an 
ornamental in modern times. In Los Angeles, 
where I’m writing this, it has overtaken hill-
sides and fences. It has made itself at home 
in the world.

Bill Anthes teaches Art History and American Studies at Pitzer College 
in Claremont, California. He is author of Native Moderns: Ameri-
can Indian Painting, 1940–1960 (Durham, NC: Duke University 
Press, 2006) and contributing author to Reframing Photography: 
Theory and Practice by Rebekah Modrak (New York, NY: Routledge, 
2010). His essays and reviews have been published in American Indian 
Quarterly, Art Papers, Art Journal, Journal of the West, Number: An 
Independent Journal of the Arts, Visual Anthropology Review, and 
other periodicals and exhibition catalogues. In 2009, he was a recipi-
ent of a Creative Capital | Warhol Foundation Arts Writers Grant and 
is currently completing a book on the Cheyenne-Arapaho contemporary 
artist Edgar Heap of Birds. bill_anthes@pitzer.edu


