California artist Richard Felix does with a camera what nineteenth-century landscape painters did with a brush. His Romantic vistas are rife with evoctions of the sublime and the terrible, but they are also conceptually intriguing. Original and provocative, Felix manipulates his "monoprints" during the developing pro​cess to incorporate "ghostly" images that reflect the ideas and fantasies a site evokes for him. Because the "spirits" don't make themselves immediately ap​parent, the viewer is seduced into a closer study of the scene and finally into a kind of dialogue triggered by the cascading possibilities that appear.
Certain landscapes carry a subliminal collective charge as they evoke a body of shared myth and legend. Felix uses images of Southwest landscapes to in​volve the viewer in an open-ended colloguy that is introduced by the almost invisible outlines of the phantom images overprinted onto the photograph. OK Corral (1986), for example, shows an abandoned property somewhere in Utah that represents (but in fact is not) the legcndry "shootout" site. Overprinted onto its surface are silhouettes representing the famous event, a diagram labeled "SDI Installation" and flying human figures, all of which seem to refer to the New West as the staging point for a more malevolent "shootout".
Witness shows an empty desert scene populated by ghostly figures: animals that recall rock drawings float in the sky; Indians, even cowboys, emerge. They sum​mon thoughts of Native Americans who only hunted animals after propitating their spirits, and of cowboys who hunted Indians.
The over-painted, overprinted photograph plays with our sense of space. The painted border that we expect to be flat achieves a sense of depth; the flat sur​face of the picture, with its illusion of deep space in mountains and ramshackle buildings, is contradicted by the collaged elements.
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