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Introductory text 
  
This exhibition brings together a group of photographs that explore the complex ways in which 
the camera is used to frame visual experience. The images are doubly framed—once by the 
camera, and again by the border of a mirror or window. These reflective and transparent 
surfaces refract and distort, reveal and conceal, highlighting the photographer’s efforts to 
apprehend the world and exposing the contingent nature of our perceptions of reality. 
  
We begin with the work of street photographers such as Eugène Atget, Walker Evans, Robert 
Doisneau, Algimantas Kezys, and Danny Lyon, who use mirrors and windows to frame 
unexpected interactions between people and built environments. In the self-portraits of Wynn 
Bullock, Richard Hamilton, André Kertész, and Les Klug, mirrors and windows foreground the 
photographer’s subjective role in the act of constructing images. In the exhibition’s final 
grouping, mirrors and windows are used by Rita Bernstein, Joanne Leonard, and Joel 
Meyerowitz to explore codes and rituals of the domestic sphere. 
  
As we decipher their layers of illusion, these provocative images engage our attention, extend 
the limits of perception, and invite us to see through to new visual possibilities. 
  
Jennifer M. Friess 
Assistant Curator of Photography 
  
  



 

Wall Labels 
  
LEFT TO RIGHT 
  
Eugène Atget 
France, 1857–1927 
Men's Fashions (LEFT) 
1925, printed 1974 
Gelatin silver print 
Museum purchase, 1974/1.115 
  
Bar de Cabaret (RIGHT) 
1910, printed 1974 
Gelatin silver print 
Museum purchase, 1974/1.107 
  
  
In Men’s Fashions  Atget provides an opportunity for viewers to see in front of and behind the 
camera simultaneously. In this oblique view of a Parisian shop window, reflections of trees and 
architecture along the Avenue des Gobelins blend with a staged storefront tableaux of 
dapperly dressed mannequins. By framing the photograph this way, Atget creates an eerie 
scene in which the mannequins, their bodies fragmented by opaque reflections of the city 
street, appear animate within the shadowy interior of the shop. In Bar de Cabaret a mirror is 
similarly shot from an indirect angle, so that the interior and exterior of the bar seem to collide 
in its reflective surface. 
  
Atget was one of the first photographers to emphasize such clever visual juxtapositions. He 
wandered the city taking in its strange visual delights, both with his eyes and his camera. This 
practice was in the tradition of the nineteenth-century Parisian figure of the flâneur, the 
“passionate spectator” of metropolitan life, immortalized by French poet Charles Baudelaire 
(1821–1867). The chance encounters apprehended through such invested looking later became 
the staple of both Surrealist and documentary photography. 
  
  
 
  
 
 
  



 

 LEFT 
  
Walker Evans 
United States, 1903–1975 
Flowers and Poster of Herbert Hoover in House Window, Wellfleet, Massachusetts 
1929 
Gelatin silver print 
Gift of Maxine and Lawrence K. Snider, 2014/2.261 
  
RIGHT, TOP TO BOTTOM 
  
Moving Truck and Bureau Mirror 
1929 
Gelatin silver print 
Gift of Mr. and Mrs. Harry H. Lunn, Jr., in Honor of the Centennial of The Michigan Daily, 
1990/2.52 
  
Mirror in Hotel Lobby, Saratoga Springs, New York 
1930–33 
Gelatin silver print 
Gift of Mr. and Mrs. Harry H. Lunn, Jr., in Honor of the Centennial of The Michigan Daily, 
1990/2.47 
  
Walker Evans frequently features windows and mirrors as formal and conceptual devices in his 
images of urban and rural life in the United States. Though he was famous for being a 
documentary photographer, Evans resisted that label. Notably, he saw a distinction between 
documents and what he called his “deliberately wrought visual poetry disguised as plain 
prosaic fact.” 
  
In Flowers and Poster of Herbert Hoover (at left), a window pane frames the face of Herbert 
Hoover, who looks out at the viewer from an aging campaign poster. The rotting window 
frame, drooping flowers, and a soiled box are evidence of dereliction brought to the viewer’s 
attention through Evans’s close framing. The photograph, taken in the year of the stock 
market crash that initiated the Great Depression, ironically suggests the discrepancy between 
the image of prosperity Hoover promoted as presidential candidate and the economic realities 
of the time. 
  
In both Moving Truck and Bureau Mirror and Mirror in Hotel Lobby Evans draws the viewer’s 
attention to mirrors, which, like photographs, create a three-dimensional illusion on a flat 



 

surface. In Moving Truck, the shallow space of the photograph is opened up by a reflected view 
of the jumble of furniture in the back of an open truck, while in Hotel Lobby the mirror seems 
almost like a portal opening onto a deep interior space. 
  
 
 
  



 

Walker Evans 
United States, 1903–1975 
Penny Picture Display, Savannah 
1936 
Gelatin silver print 
Gift from the Collection of David S. Rosen MD, MPH, 2013/2.130 
  
In Penny Picture Display, Savannah (1936) Evans doubly references the act of constructing 
images. In this photograph a shop window is positioned parallel with the picture plane itself, 
rendering it nearly invisible. The word “STUDIO” emblazoned across the upper register is one 
of the few clues alerting viewers to its presence in front of a grid-like arrangement of bust-
length studio portraits of local citizens. By photographing other photographs, Evans points to 
the central and complex role played by photography in representing ourselves and our 
communities. 
  
Evans made this photograph while working for the Farm Security Administration (FSA), a U.S. 
Government program created for the purpose of documenting the effects of the Great 
Depression. Evans soon left the FSA due to creative differences with its director, Roy Stryker 
(1893–1975); yet, his photographs from his short stint with the agency remain some of the 
most iconic depictions of the economic blight that affected much of the country for over a 
decade. 
  
  
  
  
  
 
  
 
 
 
 
 
  



 

TOP TO BOTTOM 
  
William Witt 
United States, 1921–2013 
The Eye, Lower East Side, New York 
1948 
Gelatin silver print 
Gift of Mr. and Mrs. James Agah, Class of 1989 (BBA), 2017/2.297 
  
Self Portrait in Fun House Mirror 
1955 
Gelatin silver print 
Gift of Mr. and Mrs. James Agah, Class of 1989 (BBA), 2017/2.300 
  
After World War II, William Witt explored the busy streets of New York City with his camera, 
photographing uncanny juxtapositions of architecture and signage. In The Eye, Lower East Side, 
New York , he presents a shop sign advertising eye exams, framing the scene from an elevated 
and angled perspective so that the eyes on the shop sign and window unsettlingly meet the 
viewer’s gaze. While the eyes call attention to the acts of looking and seeing, the signs 
themselves block any view of what lies beyond them. 
  
In Self Portrait in Fun House Mirror, Witt creates another image that explores the act of looking. 
In this photograph, he frames a curious view in which a woman’s body is humorously halved by 
a grid of mirrors. Though Witt’s reflection is visible on the right, his face, like that of his female 
counterpart on the opposite side of the mirror, is blocked by the camera. 
  
  
  



 

Robert Doisneau 
France, 1912–1994 
La Dame Indignée 
1948, printed 1979 
Gelatin silver print 
Gift of Carl W. Melcher, 1981/2.167.1 
  
French photographer Robert Doisneau is best known for seeking out moments of levity, 
romance, and humor on the streets of Paris after World War II. Framing played a key role in his 
photography. Here he draws attention to the act of looking by strategically positioning his 
camera to look out the window of an antiques store. His aim was to document the reactions of 
unsuspecting passersby as they encountered an erotic painting of a nude woman staged in the 
storefront window. Some viewers, such as the one in La Dame Indignée (meaning “indignant 
lady”), cast disapproving glances at the painting, which seems to shock them as they go about 
their daily business. But while we may be amused by the Parisian pedestrians stopping to gawk 
at a risqué image, we are also complicit in an act of voyeurism. 
  
  
  
  
  
 
  
  



 

CLOCKWISE FROM UPPER LEFT 
  
Elliott Erwitt 
United States, born 1928 
Cracked Glass with Boy—Colorado 
1955, printed 1980 
Gelatin silver print 
Gift of Gerald Lotenberg, 1981/2.194.2 
  
Danny Lyon 
United States, born 1952 
Gaucho Field Meet, Chicago 
1965 
Gelatin silver print 
Gift of Mr. and Mrs. James Agah, Class of 1989 (BBA), 2014/2.293 
  
Joel Meyerowitz 
United States, born 1938 
Catskill Mountain Resort 
1965 
Gelatin silver print 
Gift of Selma & Gerald Lotenberg, 2000/2.158.8 
  
Elliott Erwitt 
United States, born 1928 
Las Vegas 
1957 
Gelatin silver print 
Gift of Mr. and Mrs. Sheldon Sobel, 1987/1.194.6 
  
Postwar street photographers, such as Elliott Erwitt, revel in suggesting subtle visual ironies 
between people and inanimate objects. His somber image of a young boy in Colorado, his right 
eye positioned behind the center of a shattered window, associates the fragility of the glass 
with the vulnerability of youth . In contrast, by photographing the interaction between a stoic 
woman and a lifelike, cowboy-shaped slot machine through a glass door labeled “PUSH”, 
Erwitt renders the kitschy artifice and disorienting mirrored spaces of a Las Vegas casino 
simultaneously fantastical and humorous. 
  



 

Danny Lyon emphasizes the humanity of his subjects while at the same time immersing 
himself in their world. In his 1965 image of a mother and son hesitantly smiling through a car 
window, Lyon’s reflection in the glass fuses the image of the photographer and those of his 
captive subjects. 
  
Joel Meyerowitz takes a more aloof approach to documentary photography in his image of the 
Catskill Mountain resort where he worked as a waiter as an undergraduate, later returning as a 
newly minted professional photographer. Frames within frames are a key pictorial device for 
Meyerowitz, who here uses a three-paned glass wall to divide his poolside picture into a grid of 
symmetrical bays, interrupted by an unexpected lone foot rising above the central lounge chair 
to catch the sun. 
  
  
 
  
  



 

LEFT TO RIGHT 
  
Algimantas Kezys 
United States, born Lithuania, 1928 
Reflected Images (Chicago), from Society’s Man series 
1968, printed 1984 
Gelatin silver print 
Gift of Dr. Milda Budrys, 1985/2.63.9 
  
Carl Chiarenza 
United States, born 1935 
Bat Window, West End, Boston 
1958 
Gelatin silver print 
Gift of the artist, 2016/1.243 
  
In these photographs Algimantas Kezys and Carl Chiarenza disrupt the legibility of their 
subjects by using mirrors and windows that manipulate our view rather than simply reflecting 
it. 
  
Originally from Lithuania, Kezys moved to Chicago in 1950 and spent several decades 
photographing the monumental urban landscape around him. In Reflected Images (Chicago) , a 
cracked mirror fractures the silhouettes of two anonymous men in suits. Here, as in other 
photographs from his Society’s Man series (1962–69), Kezys deploys reflective surfaces and 
stark contrasts between light and dark to evoke the striking, if unsettling, nature of a city 
environment. 
  
Working in Boston, Chiarenza similarly revels in the formal and conceptual potential of glass 
fragments to convey the urban experience. In his Bat Window, West End, Boston, he frames the 
shadowed space beyond a broken pane of glass, which takes on the dark, ominous shape of a 
winged creature. The image is shot at close range, drawing our attention to the graffiti 
rendered in the dust and dirt on the surface of the glass. Though largely abstract, this image of 
a potentially vandalized window signals the bleak socio-economic conditions in Boston’s 
historically working-class West End neighborhood. 
  
  



 

LEFT TO RIGHT 
  
André Kertész 
United States, born Hungary, 1894–1985 
Two Statues' Shadows, from From My Window series 
1979 
Cibachrome print from Polaroid 
Gift of Dr. Seymour and Barbara K. Adelson, 2009/2.14 
  
  
Three Eyes, from From My Window series 
1979 
Cibachrome print from Polaroid 
Gift of Dr. Seymour and Barbara K. Adelson, 2009/2.13 
  
In his 1979 series From My Window, André Kertész used the windowsill in his New York City 
apartment as a ready-made site for staging intriguing still lifes in which ordinary objects are 
animated by the colorful highlights and shadows cast by light coming through the glass. The 
series was made in the home he shared for decades with his late wife, Rebecca, and often 
evokes memories of their life together. Two Statues' Shadows reimagines Kertész and Rebecca 
as overlapping glass figurines standing in Kertész’s shadow as he makes this solitary, double 
self-portrait in glass and light. Three Eyes pictures single eyes stacked next to a pair of glasses. 
Here Kertesz’s emphasis on the acts of looking and seeing seem to be a meditation on the 
intimate act of composing arrangements of objects once shared with a lost companion. He 
used a Polaroid SX-70 camera to make these small-format instant photographs, which allowed 
him to react to subtle changes in light and color in the moment.   
  
 
  
  



 

TOP TO BOTTOM 
  
Les Klug 
United States, 1930–1988 
Portrait of the Artist at Work and Play 
ca. 1970 
Gelatin silver print 
Gift of Margaret and Howard Bond, 2013/1.252 
  
Wynn Bullock 
United States, 1902–1975 
Self-Portrait 
1971 
Gelatin silver print 
Gift of The 831 Photographic Gallery, 1972/1.153 
  
RIGHT 
  
Richard Hamilton 
United Kingdom, 1922–2011 
Mirror Image 
1974 
Collotype in five colors 
Museum Purchase, 1989/1.70 
  
Les Klug, Wynn Bullock, and Richard Hamilton frequently include their reflections in their 
work, foregrounding the photographer’s subjective role in the creation of an image. 
  
Klug combines formal experimentation with a sense of humor in his photomontage Portrait of 
the Artist at Work and Play. By splicing together several different scenes in which he and a 
mannequin appear and reappear in an impossible and perplexing mise-en-abyme—an infinitely 
recurring sequence of mirrored pictures within pictures—he interrogates the relationship 
between the photograph and the objective reality it purports to represent. 
  
In Wynn Bullock’s self-portrait from 1971, the viewer looks into a dimly lit interior space 
through a window that reflects his dark, silhouetted shape. His body frames another, sunlit 
window visible on the opposite side of the room that obscures the details of his form. These 
pictorial choices challenge the traditional role of the self-portrait as a means of conveying the 



 

artist’s identity, while calling out the notion of the analogous relationship between the window 
and the photograph. 
  
Richard Hamilton likewise experiments with the genre of the self-portrait, representing his 
distorted image in front of and reflected in the chrome surface of a piece of sheet metal. 
Hamilton photographs himself in the act of painting white and yellow daubs of pigment across 
his own reflected portrait—thus framing the act of creation as the subject of the photograph. 
  
  
 
  
  



 

LEFT TO RIGHT 
  
Joanne Leonard 
United States, born 1940 
Man in Mirror, West Oakland 
1971 
Gelatin silver print 
Gift of the artist, 2016/2.168 
  
Merida Morning 
1971 
Gelatin silver print 
Gift of the artist, 2016/2.166 
  
  
Joel Meyerowitz 
United States, born 1938 
Interior, Provincetown 
1977 
Dye-transfer print 
Gift of Maxine and Lawrence K. Snider, 2013/2.298 
  
Both Joanne Leonard and Joel Meyerowitz use mirrors and windows to expand our perspective 
on domestic spaces. An active feminist in the early 1970s, Leonard was keenly aware of shifting 
expectations of women’s and men’s social roles, especially as they played out in the family 
home. In these two photographs she explores the power dynamics of looking by depicting a 
nude man in the private acts of grooming and sleeping—activities historically found in images 
of nude women made by male artists (left, center). 
  
Meyerowitz, too, uses the subject of the domestic sphere as the focus of his photographs, 
many made in the beachside resort town of Provincetown, Massachusetts on the northern tip 
of Cape Cod. His studies of the subtle variations of light and color on Cape Cod are some of the 
first uses of color photography outside of the advertising industry. This image depicts 
Meyerowitz’s upstairs bedroom. In it, an antique standing mirror and the light streaming in 
from the adjacent window conjures up an air of quiet nostalgia. 
  
  



 

LEFT 
  
Joanne Leonard 
United States, born 1940 
Winged Ones 
1987 
Gelatin silver print 
Gift of the artist, 2016/2.192 
  
RIGHT, TOP TO BOTTOM 
  
Rita Bernstein 
United States, born 1950 
Michaela and Collin 
1998 
Gelatin silver prints 
Gift from the Collection of David S. Rosen MD, MPH, 2013/2.95 
  
Rita Bernstein 
United States, born 1950 
Joanna, Age 15 
2003 
Gelatin silver print 
Gift from the Collection of David S. Rosen MD, MPH, 2013/2.90 
  
Windows feature prominently in Joanne Leonard and Rita Bernstein’s insightful views of 
childhood within the home. In Winged Ones, Leonard bridged reality and fantasy by including 
actual bugs and insect wings in the darkroom enlarger as she printed this portrait of her 
daughter. Her photograph uses the frame of the window and the frame of the film negative as 
physical and metaphorical barriers beyond which the young girl cannot see. 
  
In Bernstein’s Michaela and Collin, the window frames a scene of play between a young girl and 
boy. The serene expression on Michaela’s face as she gazes out the window contrasts with the 
efforts of the archer, Collin, behind her. Although the seemingly unaware Michaela may not be 
Collin’s target, the proximity of his suction-cup arrow to her head lends tension to an otherwise 
mundane scene of domestic life. In Joanna, the window is again used to create a note of drama 
in a quiet scene as a light-filled window provides the backdrop for an ethereal portrait of the 
teenager (bottom right). 


