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Area Photographers:
CALL FOR ENTRIES

Boulevard Gallery's
4th ANNUAL HOUSTON PHOTOGRAPHER'S SHOW
October 11-28, 1984

Submit portfolio of 8-10 pieces,

Friday, Sept. 7
> b&w or color, along with $10 non-ref. fee

Saturday, Sept. B

Ten Photographers will be chosen to exhibit,
All entrants will be notified

Information: Patty Walker 869-8733
1526 Heights Boulevard
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SPOT

Or "Why not Image," the former name
of this magazine! What happened to Im-
age! Well, how were we to know, when
we were naming the magazine a couple
of years ago, that it would develop that
an obscure Northeastern institution —
George Eastman House — had been
using the name on its magazine for de-
cades. The idea that they'd had it long
enaugh, and now it was our turn, didn't
wash. We had to change the name.

But what to! Afterlmage! Nice, but it's
in use by Nathan Lyons on his magazine
(which he started when he left the afore-
mentioned Image). AfterAfterimage!
PostAfterimage? Images! With an si To-
tally different name, right? Or should it
be something completely different! Like
X, or P. On the other hand, what about

View, Insight, Critical Dialogue, Percep-
tivity, and so forth?

Then on a sunny summer afternoon
during a lull in"the Small Art Press
Symposium going on here at Diverse
Works, Ed Hill and | began talking about
the name over a pitcher of beer. Fd,
who Is half of the dynamic photographic
duo known to the world as MANUAL,
remembered a similar problem in some-
thing hed once been involved with and
they wound up calling the thing Spot. |
thought that was pretty funny.

The idea didn't necessarily go down
very well around the Houston Center for
Photography. which publishes the mag-
azine. But every subsequent emergency
name meeting before the very last one
produced worse and worse names. At
the last meeting, when SPOT had be-
come a near certainty, one more name
came up, but that turned out to be the
name of a new magazine from Dallas
that was sitting in a stack on the table
right in front of us.

It was SPOT in a landslide.

With the speed of light, Michael
Thomas and Peter Boyle went to work
on the new logo. Peter came up with a
beautiful Bauer Bodini one with the o a
perfect, solid, black drcle. | showed it
to Charles Schorre, who is to my knowl
edge the most accomplished designer
assaciated with the HCP (having said
that, | hope it's true; we have over 500
members now, after all). He went ber-
serk. He hated the name, and he didn't
understand what all those letters were
doing on either side of that terrific spot.
He started sketching and then we pulled
the s,p, and t off the board, and voila!
The spot. Nice,

But a magazine without a name? What
about librarians? What if people call it
DOT? Or BLOB! As the panic grew,
Schorre, who is not only imaginative, but
very persuasive, led us through the Logic
of The Spot like a masseuse smoothing
errant muscles. As we were capitulating,
we asked if we could have the word spot
in little teeny letters way down at the
bottom. For librarians. Sure, why not, he
said, And at that moment the design of
the whole magazine was born, Lots of
little teeny letters,

Actually, the design wasn't quite that
simple. Thanks are due to Leah Hoffmitz,
who guided us through the bewildering
job of choosing a new typeface for the
general text, And special thanks are due
to Michael Thomas, who stayed with the
project all the way through and insisted
on simplicity and elegance, and finally
helped produce the cover design on this
new, improved Image, now SPOT.

— Dave Crossley
SHARING RESOURCES

When strong forces in the art world
slip into town wirtually unnoticed, it
seems a terrible waste not to share them
in some way with the photographic com-
munity. Bart Parker and Rita DeWwitt
were in Houston briefly in June. The
duration of their stay allowed only for
necessities: including showing work to
galleries, where interest in viewing any
portfolios ranged from chilly to enthusi-
astic (to my horror, some galleries aren't
even looking at new work).

Their visit raises the issue of being able
to generate honoraria and short-notice
gatherings. Parker and DeWitt are artic-
ulate and eloquent spokespersons for
their work, and this ability to commu-
nicate the way the mind sees carries over
into talk about the work of others. |
benefitted enormously from the few
hours spent talking, examining, perceiving
beyond topical commentary. The lesson is
simple: some resources are too valuable
to ignore. Provisions for spontaneous
events need to be established in every
city, perhaps via a pre-arranged netwaork
of geometrically progressive phoning. If at
all possible, a plan should be devised
before the wealth of another visit, pre-
ceded by little advance notice, is wasted.

— April Rapier

We welcome comments and drguments
about everything. Wite, if you are so
moved. SPOT, 1441 West Alobama, Houston
77006,
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STABLE MARKET
FOR PHOTOGRAPHS
AT AUCTION

People who invested in stocks
and collected some photographs
in 1982 may be finding that their
photographs are worth a lot
more now than the stocks. Ac
cording to the Photograph Collec-
tors Comparative Auction Index,
photographs brought five percent
less at auction this spring than
last, but the prices seem to have
settled after the big drop be-
tween the wild spring of 1980
and the subsequent crash that
ended in the spring of 983,

The index was designed to be
compared to the Dow Jones In-
dustrial Average and is issued
semiannually. It uses a “market
basket” of twenty-five auction
print prices to track the strength
of the photography market. In-
cluded are works by Ansel
Adams, Atget, Stieglitz, Edward
S. Curtis, Irving Penn, and Ber-
enice Abbott. A key item in the
index is Ansel Adams Moonrise,
which fetched $3,000 more at
Christie’s this spring than it did
last fall.

A rare daguerrotype of Abra-
ham Lincoln sold by Winter Asso-
ciates, of Plainville, Connecticut,
sold for §16,000. It was not in-
cluded in the index, but if that
sale had taken place at Sotheby's
or Christie’s, which are included
in the survey, the index would
have surpassed the 1980 high.
However, said Robert S. Persky,
publisher of The Photograph Col-
lector, "The market has vigor, but
is not so euphoric as to be com-
pared with that of the [979-1980
sales.”

What will happen in the fall is
anybody’s guess, now that the |,
Paul Getty Museumn, of Malibu,
California, has announced that it
recently acquired nine major col-
lections, including those of Sam
Wapgstaff and Arnold Crane. The
total price of all the prints in the
initial Getty buy is believed to be
between $20 million and $30
million. The acquisitions budget
of the Getty is the largest in the
world, and Persky believes its
entry into the collecting of fine
art photography may be the cat-
alyst that the market needs to
carry it to new highs.

Photo Auction Index

Dow Jones Index

1975

76

77

T8

79 B0 81 82 83 84

The Photograph Collectors Cumulative Auction Index
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CLOUDS WITH DEPTH

Frank Davis is one of your basic
artist/scientist/musicians prone to
alarming insights and inspiration
that often result in work almost
too complex to be realized. A
Houstonian, Davis recently be-
came associated with The An
thony Foundation of Houston, a
sort of research organization that
tries to bring art and science to-
gether. For Davis, it's been a
nearly perfect marriage and has
resulted in a set of photographs

Guests at Frank Davis's cloud viewing.

the likes of which he claims the
world has never seen before.

It occurred to Davis some time
ago that people had never seen
clouds in three dimensions. "No
human being can see distant
clouds, or any distant object for
that matter, in depth,’ he says.
The average two-and-one-half
inch spacing between a human
being's eyes limits the parallax
effect, by which we can perceive
depth, te a relatively short dis-
tance, no more than a hundred
yards or so. Much greater paral-
lax is required to see far objects
in depth.”

So Davis took cameras, gear,
and helpers — including photog-
rapher/architect john Lee Simon
and Anthony Foundation Presi-
dent Patricia Robinson — to the
Eastern Coast of the Yucatan to
photograph clouds in serious 3-D.
Ektachrome transparencies were
exposed in two Hasselblad cam-
eras placed approximately one
mile apart. Synchronization of the
two cameras required radio com-
munication and was executed on
voice command after the cameras
had been focused and framed by
sight description, compass head-
ing, and the common horizon.

“The two pieces of film must
be exposed simultanecusly to
capture sharp images of moving
objects,” Davis says. "'Clouds are
particularly difficult because of
their constant fluctuation.” All the
images were shot between five
and six in the morning to take
advantage of dramatic backlighting
and the early morning build-up of
clouds common during the rainy
season in the Caribbean.

The resulting pictures are most
effectively seen as projections,
viewed through polarized glasses,
although they can be viewed in
the old stereopticon way as well.
it is an astonishing experience to
see clouds in 3-D for the first
time. The closer one draws to
the screen, the more the clouds
seem to hang out in the middle
of the room.

The Anthony Foundation held
a showing of the pictures in late
summer and invited TV weather-
men and local scientists con-
cerned with weather to see for
the first time just how clouds
work. Mone came.

THE RIGHT WAY TO DO
PHOTOGRAPHY

Tired of being hopelessly con-
fused about the various rules and
regulations of Contemporary Fine
Art Photography, the members of
the Houston Center for Photog:
raphy will hold a day-long sym-
posium, Out of Sight vs. Out of
Mind, to clear up once and for
all the correct approach to the

Dave Crossley

medium.

Pushed on one side by The
New Documentarians’ view that
what you see is what there is and
pulled on the other by The Sym-
bolists whose baffling dreams
come from the deepest recesses
of the gene pool, it's no wonder
today’s photographer suffers from
nervous exhaustion. On the as-
sumption that much more work
could be done if everybody fol-
lowed the same rules, the Hous-
ton School, which will be born
that day, will issue a manifesto
called "The Houston Manifesto
About How to Do Photography
Just Right."

Speakers will present |5-minute
papers and the floor will discuss
matters and surge toward unan-
imity, although minority reports
will be welcomed. Persons inter-
ested in speaking should contact
Lynn MclLanahan at the center
(713-529-4755). Non- Houstonians
are also urged to attend and to
cooperate, but no arrangements
for honoraria, travel, or per diem
expense will be made, although
possibly shelter in private homes
can be managed.

The discussion will begin at
I0am, Saturday, October [3.
Bring sack lunch and scapbox.

HCP: AUCTION I

The Houston Center far
Photography will held its second
biennial photography auction on
December 8 at the Paradise Bar
& Grill. The first auction, which
netted the HCP $19.000, was also
held at the Paradise. .

No list of photographs was
available at this time, but it is
known there will be at least one
Ansel Adams print. George
Krause has denated two prints
and is working hard on photog-
raphers all over America to get
their cooperation. At the last
auction, well over one hundred
photographers sent work, includ-
ing Krause, Adams, Ralph Steiner,
William Christenberry, Neal
Slavin, Lee Friedlander, Jerry
Uelsmann, Aaron Siskind, George
Tice, Richard Misrach, Ray Metz-
ker, Kipton Kumler, and many
others. The auction will be
preceded by an exhibition of the
work at the HCP and A Tribute
to Ansel Adams, both opening on
Wednesday, Novernber 28, from
6-8pm. The auction will begin at
lam, with a table sale beginning
earlier, at llam.

VARIOUS NOTES

Carole Kismaric has left Aperture
after many years there as the
person who actually had to over-
see the editing and production of
all those books, At one point last
summer she was jupgling seven-

teen new books at the same
time, so her doctor suggested she
cool off for a while to get rid of
a chronic case of Sturm und
Drang. Rumor has it that Aper
ture Guru Michael Hoffman is not
the easiest person in the world
to work for. Kismaric told friends
she had no plans except to rest
and recuperate.

The last issue of this magazine
contained a story about the mak-
ing of a dye transfer and platinum
series of portfolios of The Best of
NASA, which caught somebody's
eye at Light Gallery in New York.
Negotiations are under way for
Light to represent the work,
which is being produced by 80
Editions in Houston.

Art & Marmmon: Houstons Foto
Fest, a month of photography in
the spring of 1986, continues to
gather momentum. The Fest's
founders, Petra Bentler and Fred
Baldwin went to Paris this sum-
mer and made some arrange-
ments toward cooperation with
the organization that puts on the
Paris month of photography. Bald-
win says “New York" (not neces-
sarily New York City) was trying
to get the franchise, but the Paris
group opted for Houston. And
Fuji is considering doing a Biggest
Photograph in the World at both
extravaganzas: a Houston skyline
for Paris and a Paris skyline for
Houston.

David Portz has suspended work
on his Hand FPointed Fish series to
plunge into the Guatemalan jungle
in search of trouble and Temples
of Doom. While he sketches
glyphs, he's also planning to keep
an eye out for the last few World
Weary Hippies in hopes of docu-
menting their perilous existence.

Stephen Scheer will teach at Rice
University's Media Center this fall
with Geoff Winningham and Peter
Brown. A former NEA Fellow,
Scheer has taught at Yale, Cooper
Union, and Pratt, and shown at
various places including Kiva Gal-
lery and Daniel Wolf. He was
published not long ago in the
book New Work, New Color.

Texas Gallery will show work by
Casey Williams, Sally Gall, and
Eve Sonneman, beginning Octo-
ber 23 and continuing until No-
vember [0,

Diverse Works' opening show Six
San Antonio Artists, will include
work by photographer Steve Sel-
lers. The show runs from August
25 (opening at 7pm) to Septem-
ber 30. Diverse Works is at 214
Travis.

Ned Bosnick will have an exhibi-
tion titled Bosnick's Paris Show

at the Alliance Francaise, 427
Lovett, in Houston. The show
opens on October 4 at 7pm and
runs through October 26.

MNed Bosnick
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CALENDAR

EXHIBITIONS

SEPTEMBER

7 - Oct 14, HCP, 1441 W, Ala-
bama, “Dianne Blell - Work from
*Various Fabulous Monsters' and
‘Charmed Heads and Urban
Cupids" and "Peter McClennan:
Watertowers," Wed-Fri II-5, Sat &
Sun 12-5,

8 - Oct 13, Benteler Galler-
ies, 2409 Rice Blvd.'Contern-
porary European Photography
Multiple Exhibition,” Tue-Sat |I-5.
13 - 20, Kauffman Galleries,
2702 W. Alabama,'Tom Zetter-
strom: Faces of China,” Mon-Sat,
10-6.

15 - Nov 4 Contemporary
Arts Museum, "The Heroic
Figure” mostly non-photography,
but including work by Cindy Sher-
man, Robert Mapplethorpe, Ellen
Carey, and Richard Prince, Tues-
Sat 10-5, Sun Noon-é.

21 - Oct 26, Heights Gallery,
1613 Oxford, “Tracy Hart: ‘Amer-
ican Music - You Shoulda Heard,
Just What | Seen .. . . " Sun
Thurs [-6.

29 - Dec 2, Contemporary
Arts Museum, "Video: Heroes/
Anti-heroes,” with work by Max
Almy, Eleanor Antin, Michelle
Auder, Dara Birnbaum, Doug
Hall, and Ann Magnuson. Tues-5at
10-5, Sun Noon-6,

OCTOBER

Through Oct 14 HCP, 441 W,
Alabama, "Dianne Blell - Work
from "Various Fabulous Monsters’
and 'Charmed Heads and Urban
Cupids," and “Peter McClennan:
Watertowers," Wed-Fri Il-5, Sat &
Sun 12-5.

Through Oct 13 Benteler
Galleries, 2409 Rice Blvd,
“Contermporary European Pho-
tography Multiple Exhibition," Tue-
Sat |I-5.

Through Oct 26 Heights

SPOT

Gallery, 1613 Oxford"Tracy
Hart: “"American Music - You
Shoulda Heard, Just What | Seen
« v a SunThurs |-6.

11 - 28, Boulevard Gallery,
1526 Heights Bivd, "4th Annual
Houston Photographer's Show,”
Tue-5at 10-5, Sun I-5.

14 - Nov 25, HCP, 44/ W
Alabama, Q. Winston Link:
Ghost Trains,” "Jim Goldberg:
The Poor and Privileged of 5an
Francisco,” and “Janice Rubin:
Images from Asia," Wed-Fri II-5,
Sat & Sun [2-5.

19 - Nov 27, Benteler Gal-
leries, 2409 Rice Blvd., “|acques-
Henri Lartigue” in honor of his
90th birthday, Tue-Sat II-5.

23 - Nov 10, Texas Gallery,
2012 Peden, “Sally Gall, Eve
Sonneman, Casey Williams,” Mon-
Sat 10-5.

NOVEMBER

Through Nov 25 HCP, |44
W. Alabama, "O. Winstan Link:
Ghost Trains,” "Jim Goldberg:
The Poor and Privileged of San
Francisco,” and “Janice Rubin:
Images from Asia," Wed-Fri |I-5,
Sat & Sun [2-5.

Through Nov 27 Benteler
Galleries, 2409 Rice Blvd,
“lacques-Henri Lartigue,” in honor
of his 90th birthday, Tue-Sat |I-5.
Through Nov 10 Texas Gal-
lery, 2012 Peden, "Sally Gall, Eve
Sonneman, Casey Williams,” Mon-
Sat 10-5.

9 - 28, Harris Gallery, |00
Bissonnet, “Kevin Clark: The Red
Couch - An American Epic" Tue-
Fri 10-6, Sat -5, (Lecture Oct 4,
7:30 at HCP).

i3 - Dec 15, Moody Gallery,
2015-) W. Gray, "Roy Fridge: Vi-
sion, Myth, and Ritual” Tue-Sat
10-5.

17 - Jan 27, Museum of Fine
Arts, Houston, 00| Bissonnet,
“Unknown Territory: Photography
by Ray K. Metzker 1957-1983,"
Tue-Sat 10-5, Sun |-6, Thursdays
open 'til 9pm.

28 - Dec 8, HCP, 1441 W,
Alabama, “Ansel Adams: A Tri-
bute,’ and "Photographs at Auc-
tion,” an exhibition of photos to
be auctioned Dec. 8, at the Para-
dise Bar & Grill, Brazos at
McGowen. HCP hours Wed-Fri
1I-5, Sat & Sun [2-5.

DECEMBER

Through Dec 15 Moody Gal-
lery, 2015 W. Gray, "Roy
Fridge: Vision, Myth, and Ritual”
Tue-Sat 10-5,

Through Jan 27 Museum of
Fine Arts, Houston (00|
Bissonnet, “Unknown Territory:
Photography by Ray K. Metzker
1957-1983," Tue-Sat 10-5, Sun |-6,
Thursdays 'til $pm.

Through Dec 8 HCP 1441 W
Alabama, "Ansel Adams: A Tri-
bute," and “Photographs at Auc-
tion," an’ exhibition of photos to
be auctioned Dec 8 at the Para-
dise Bar & Grill, Brazos at
McGowen. HCP hours Wed-Fri
1I-5. Sat & Sun 12-5.

I - Jan 15, Benteler Galleries,
2409 Rice Blvd.)'Contemporary
Furopean Photography Multiple
Exhibition,” Tue-Sat |I-5.

EXHIBITIONS ELSEWHERE
IN TEXAS

SEPTEMBER

Through September 15, Cus-
tom Camera, 46 W Main,
Tomball, photographs of the MNew
York Metropolitan Opera at Lin
coln Center, by Yoichi R,
Okamoto.

Through September |6, The
Art Center, 300 College Drive,

Waco. "Skeet McAuley: Photo-
graphs.” Large-format color land-
scapes.

4 - Oct 27, Afterimage, 2800
Routh, Dallas, “Christopher
Jaymes: Hand Colored Photo-
graphs,” Mon-Sat 10-5:30.

B - Oct 14, Allen Street
Gallery, 4/0i Commerce, Dallas,
"Robert Rauschenberg” "Susan
Kae Grant & Celia Munoz:

Hand-Made Books" Wed-Fri 12-5,

Sat 10-4, Sun -5,

Through Sept 23, Amon
Carter Museum, Fort Worth,
"New York, New York: Prints
and Photographs, 1900-1940."

27 - Nov 8, San Antonio Art
Institute, 5000 Morth New
Braunfels, "Word Images.”’

OCTOBER

19 - Nov 25, Allen Street
Gallery, 410/ Commerce, Dallas,
"Arnold Newman,” Wed-Fri 12-5,
Sat 10-4, Sun |5,

30 - Dec 8, Afterimage, 2800
Routh, Dallas, "John Sexton,”
Mon-5at 10-5:30.

NOVEMBER

9 - Jan 6, Amon Carter Mu-
seum, Fort Worth, “Edward
Weston: Mexican Photographs
1923-1926."

I5 - Dec 21, San Antonio Art
Institute, 6000 North New
Braunfels, “Video Installations.”

LECTURES/EVENTS

SEPTEMBER

5 HCP, 1441 W. Alabama,
7:30pm, Dianne Blell, New York
artist will discuss her romantic
and provocative photographs in
conjunction with her HCP
exhibition.

8[9 Photographic Collectors
of Houston Camera Show.
Fleamarket of equipment and
images. [0-5 both days at the
Radisson Inn, /000 Southwest
Freeway. Admission 33 ($2.50
with ad elsewhere in this mag-
azine). For more info, call
868-9606,

OCTOBER

13 HCP 1441 W. Alabama,
IDam-1, "Out of Sight vs. Out of
Mind." are you excited, confused,
repulsed, bored or angry about
the rules and regulations of con-
temporary photography?! This
event will feature speakers in
support of the 2 conflicting
approaches to photography.
Manifestos from the floor and
caucussing during lunch encour-
aged. End result: "The Houston
Manifesto About How™to do
Photography Just Right.” Bring
sack lunch and soapbox,

NOVEMBER

Il HCP, 1441 W, Alabama, 4pm,
"lim Goldberg,” San Francisco art-
ist will discuss his work, in par-
ticular his series on the rich and
poor which combines telling por-
traits with penetrating hand-
written statements by the sitters,
In conjunction with his exhibition
at HCF.

14 HCP. 1441 W Alabama,
7:30pm, "Kevin Clark” New York
artist will discuss his recently
completed senies of portraits
which range from astronauts in
space to Hugh Hefner in his bun-
nied backyard, all seated in
Clark's peripatetic red couch.

DECEMBER

3 Museum of Fine Arts,
Brown Auditorium, 1001 Bis-

sonnet, /pm, "Ray Metzker," a
guiding light to many photog-
raphers through the years, Metz-
ker will discuss his thoughts and
approaches to photography and
life. Co- sponsored by MFA,H and
HCP and in conjunction with
Metzker's 25 yr. retrospective
exhibition at the MFAH,

8 HCP Photograph Auction,
at the Paradice Bar & Grill,
Brazos at McGaowen, time to be
announced. Photographs from all
over the country will be auc-
tioned. Work on exhibit at the
HCP Nov 28-Dec B. Catalogs
available at HCP Call 529-4755
for details,

ELSEWHERE IN TEXAS
SEPTEMBER

13 Allen Street Gallery, 4[0|
Commerce, Dallas, 7:30pm,
"Susan Kae Grant: Bookmaking,”
in conjunction with her exhibition
at ASG of artists' books.

OCTOBER

18-21, Society for Photo-
graphic Education (SPE) Re-
gional Conference, Amarillo, a
4 day event with featured national
speakers, panels, and the oppor-
tunity to meet other photogra-
phers from the region, see new
work, ‘and trade. Call 529-4755
for details.

COMPETITIONS

Submit portfolios of 8-10
pieces for Boulevard Gallery's 4th
Annual Houston Photographer's
Show, bring work Sept 7-8 to
gallery, 1526 Heights Bivd, $10 fee,
exhibition dates: Oect 11-28, call
869-8733 for details.

Submit slides for HCP Annual
Juried Exhibition, 5 slides, due
Oct 27, 35 fee, exhibition dates:
Jan 4-Feb 10, 3500 in prizes,
jurors to be announced, send
slides to HCP. 144] ‘W. Alabama,
Houston, Tx, 77006, call 529.4755
for details.

WORKSHOPS/CLASSES

SEPTEMBER

10 Glassell School, fall semes-
ter begins, photo classes include
Beginning Photography, Interme-
diate & Advanced Photography,

Portrait Photography, and Seminar

in 20th Century Photo/History,
Sally Gall and Rob Ziebell, in-
structors, call 529- 7659 for
details,

22 HCP “Basic Lighting," Jim Le-
moine, instructor, $40 members,
350 nonrmembers Call 529-4755
for details,

OCTOBER

I Art Institute of Houston,
classes begin on Oct. |, full range
of day and evening sessions, call
523-2564 for details.

6 HCP "Toning, The Final
Touch,” Bill Adams, instructor, $24
members, $30 nonmembers, call
529-4755 for details.

Il HCP “Developing Your Style”
Gary Faye, instructor, meets
monthly on Thursday evenings
thru March, 3120 members, $150
nonmembers, Call 529-4755 for
details.

20 HCP "Introduction to
Cibachrome,” Sharon Stewart, in-
structor, $32 members, $40 non-
members Call 5294755 for
details.

25 HCP "“Words and
Photographs.” Peter Brown, in-
structor. meets once every 3 wks

Thursday evenings thru Dec 6,
$65 members, $80 nonmembers
Call 529- 4755 for details.

NOVEMBER

27, 29, Dec | HCP "Under-
lying Questions,” Ray Metzker,
instructor, co-sponsored by the
Museum of Fine Arts, Houston, in
conjunction with Metzker's 25 yr
retrospective exhibition at the
MFA, an intensive thought-
provoking workshop to discuss
some of the fundamental issues
confronting photographers such
as: What's important? What's the
value of what anyone is deing!
How should one go about doing
it? 80 HCP & MFA.H members,
3100 nonmembers Call 529-4755
for details.

30, Dec | & 2 HCP “Large
Format Photography.” Michael A.
Srruth, instructor, $80 members,
$100 nonmembers Call 529- 4755
for details.

CLUBS

American Society of
Magazine Photographers,
(ASMP). Meets 6:30pm Ist Mon-
day of each month in the Graphic
Arts Conference Center, 1324
West Clay. An international
association whose "members
work in every category of pub-
lished photography” Visitors
welcome. Charge for monthly
meetings. 521-2090,

Houston Chapter of Asso-
ciation for Multilmage, meets
3rd Thurs. monthly. Stever San-
difer 667-9417.

Association of Students in
Photography, Houston Com-
munity College, 1300 Holman, for
HCC students, meets 8pm, st
Mon of each month, call 521-927I,
Randy Spalinger, for details.
Baytown Camera Club, meets
/pm Ist and 3rd Mon monthly at
Baytown Community Center,
2407 Market, Baytown, call
424-56, Vernon Hagen for details.
Brazoria County Camera
Club, meets 7:30pm 2nd Tues
monthly at Continental Savings &
Loan Asso., Lake Jackson, Tx., call
(409) 265-4569 Don Benton
The Houston Camera Club,
meetings 7:30 pm st and 3rd
Tues monthly at Baylor College of
Medicine, Debakey Bldg. Room
M- 12, Texas Medical Center,
competitions, programs, evalua-
tions, call 665-0639 Gwen kunz
for details.

The Houston Photochrome
Club, meetings 7:30pm 2nd and
4th Thurs monthly at St. Michael's
Church, 180l Sage Road, Room
21, call 453-4167 John Patton for
more details.

The Houston Photographic
Society, meets 8pm 2nd and 4th
Tues monthly at the Bering
Church, Mulberry at Harold, pro-
grams and critiques, call 827- 1159
for details.

The Photographic Collectors
of Houston, mests 7-10pm 4th
Wed monthly in the basement of
the Museum of Science in Her-
mann Park, public welcome,
“meetings feature auctions, buy-
sell-trade, show and tell, and lec-
tures,” call 795-7455 Leonard
Hart for details.

1960 Photographic Society,
meets 7:30pm Ist and 3rd Tues
monthly at Cypress Creek Chris-
tian Community Center, 6823
Cypress Wood Drive & Stuebner
Airline, call 5221861 or 353-9604
Dave Mahavier for details.
Society of Photographers in
Industry, meets 3rd Thurs
monthly, Sonny Locks Restaurant,
9810 5. Main, 6-10pm, cocktails,
dinner, speaker, wisitors welcome,
call 795-8835 Dave Thompson for

details.
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By Ray K. Metzker

The following article is taken from
notes kept by Ray K. Metzker and
excerpted in Anne Wilkes Tucker's
book Unknown Territory: Pho-
tographs by Ray K. Metzker,
which will be published this fall in
conjunction with the November 16
apening of the exhibition of the
same name at The Museum of
Fine Arts, Houston,

RAY METZKER:
PHOTOGRAPHY AS LIFE

“Art must affirm. This is
our treasure: our capacity
to affirm human intelli-
gence, sensibility, inventive-
ness. Art is not a luxury; it
is the clue for man’s hope.”

Fine Arts, Houston and Ray K
Metzker, Published by Aperture in
assaciation with the Museum of
Fine Arts, Housten.

FALL 1984

People are seen today as wan-
dering (if not lost) solitary figures.
subject to a labyrinth of fantasies,
laboring under the imaginary
quest for utopian freedom, afraid
of their singularity (individualness),
dependent on the now, and ap-
prehensive of the future, stripped
of charity, lamenting war but
unable to live In peace.

| recognize the desire, the need
to affirm. This requires reverence
and a belief that there is purpose
and rmeaning to our being. To
make work and life meaningful is
a struggle. Were we not to try,
life would be sad and empty.
From the magnitude and intensity
of the struggle comes the great
ness we hope for,

| approach photography in the
context of art, as a key to under-
standing.

The need to make photograph-
Ic images goes so deep that it is
difficult to imagine doing anything
glse, F'hnmgraphy serves as the
alter-egao, the "other” of my pri-
vate dialogue. There is something
in that light- formed, silver-fixed
image that causes me to respond
with excitement.

Photography provides the
means for speculation about
meaning; | am not an objective
reporter. | prefer to go further,
to the unstated things of our ex-
istence. What | can't understand
and grasp seems to lead me.

Art is mans action on com-
monplace material. To state
something more than the material
or the act, something must occur
to make the object special, Just
what that 15 and how it enters
the work is always cause for
wonder and endless speculation,
Strong work startles us. We rec-
ognize the ingredients but we
can hardly believe the result.
Something jumps, glows, flutters.
It has tactility, flavor — so con-
vincingly we say it is real.

Art must affirm. This is our
treasure: our capacity to affirm
human intelligence, sensibility,
irventiveness. Art is not a luxury;
it is the cue for man's hope.

Somewhere in development
the artist comes to a juncture
with one path emphasizing self-
importance and the other leading
to passionate concern for ideas.
To follow the latter path calls for
a divestiture of self, an efface-
ment, a drawing away from ego-
centricity. That makes the going
slower, more challenging: It be-
comes necessary to acknowledge
the importance of honesty and
forthrightness.

It is not a question of what one
chooses to do, but how one does
it; not whether it is intellectual or
emotional, but whether it is in
ventive, enriching, or caring. Does
it touch central issues or play on
peripheral issues?

Isn't art the need to hold, to
make visible, what we believe
or wish to believe! The elusive
search, the frustration of incom-
pleteness or inadequacy, the failed
atlempt at seeing, catching, rec
ognizing, knowing something that
points to and reveals the nature
or essence of our being — this
attempt is an act by the artist;
art is the message of that act.

Rage 1s about the world not
being what it could be, The eu
phemism for this is passion. In
the artist, it has to be more than
anger; it has to be rage. The fire
has to burn strong. What saves
the artist is that working caps
the rage and channels it into
$L'=mi-:lj‘rll"lg constructive,

If you have any intelligence, you
realize that rage will destroy you,
s0 you have to discover sweet-
ness, to seek balance. Some
things | paint to but know not

From the senes "Composites”

to dwell on them, for to dwell
would be to sink and invite the
viewer down, That is no solution
and shows no sense of invention.
Menacing and yet playful. | am
always conscious of those
features,

The artist does not need to fol-

low an event, Instead, he takes

what is workable in his system of
values and determines his own
event, injecting and INncorporating
visual devices (confusing the

space, eliminating detail, introduc-

ing ambiguity), The artist looks
on objects and sensations as pro-
viding the raw material, and im
poses a scheme upon it.

Metzker

Photos by Ray K

The artist digs holes to trip the
VIEWET; cllr‘l‘l'::lng out is the act of
participation. Slick work does not
have the means to hald the
viewer

Photographic life alternates be
tween periods of reflection and
work. The questioning that goes
on during reflection is as it

SPOT



“The elusive is what we
seek, be it of the heart or
the mind. The artist learns
to live with uncertainty, for
it is in meeting the un-
known that spirit is exposed
and tested.”

should be — unsetthng. Working
is the attempt to step off into
space. The heat of intensity melts
the bands of restraint

Maost significant work 1s the
result of l:,r.jm{-;'r‘lir.a[ron, which
implies a shedding of the non-
essential, In the end, the mix of
what remains gives character and
meaning to the work

There are a number of strang
examples: Aaron Siskind's rocks
and divers, Bill Brandt's nudes,
Richard Misrachs cactuses, Ar
thur Sinsabaughs elongated land
scapes, Marsha Burns and Robert
Mapplethorpes portraits. In each
of these artists’ series,; look for
the constants. Often you will see
that they are obvious and simple.
Then lock for the way these con
stants have been worked, com
bined, added, and subtracted.
Finally, consider the different
meanings that result. Along the
way we discover how some small
decision, a different attitude,
maybe even an intrusion, adds
a whole new dimension

The more you are willing to
invest in your work, the greater
the clarity you will get in return,

Because daily living requires be-
ing positive, the tentativeness you
nave: to mamtam n '\-"-rmrklr'-g 15
formidable. For the sake of sanity
we need certainty. To a great ex
tent we fabricate and manipulate
our lives to create new Illusions
of certainty. But working takes us
into an area where we face un-
certainty. Sometimes it's very
frightening. Either courage or
obsession brings us through. The
toughest thing is te know when
to be decisive and controlling and
when to roll with the wark and
let it take owver.

Often, as | am working, the de
velopments inform me and that
influences the next step. Some-
times | want the work to do one
thing but it proves unwilling and
tells me to do something else,

As a creature in this world,
| have to reach out and touch.
That 1s-a very deep motivation;
to interact, to touch, to examine
as a means of survival. Photogra-
phy can take me out of the or-
dinary world,

Once | start touching, | start
shifting. | begin to push, trying to
transform meanings.

Mampulation leads to discov-
eries, That which we retain is
what we call our reality. That's
what appears in the pictures.

Without transformation, work
would be a dull activity. Being

SPOT

cognizant of transformation, one
senses the mystery and the joy

of existence. All of our world has
potential as matenal for our re-
making. Excitement comes with
‘;E"["l-'lg 3umf}1,h|ng INa new mean-
ng that we previously either took
for granted or overlooked,

Imagination delights in leaps.
change is cherished. Changing
something into something else
...something happens..we detect
a spirit, elusive and fluttering,
beyond the pale of knowing

The elusive is what we seek,
be it of the heart or the mind.
The artist learns to live with
lJl‘.{'!-‘lL_lII"ul}f, [UI’ it s N r'[‘l(-EE'!_Ih:,.l__
the unknown that spirit s ex
posed and tested. The certainty
of knowing is fool's gold

WWhat is alive is in the midst
of becoming. Acts in the light
of meaning can be construed anly
as tentative. Action i1s of the now;
meaning exists in past action. The
act anticipates future.  Jo live is
to project. Our lives are balanced
to the future; today is the prepa
ration for tomorrow. Experience
constantly instructs that the next
will be better than the last un-
less of course, one is cormmitted
to nostalgia.

| experiment with forms and
probe for experience. Form can
not ive without experience nor
can experience communicate
without form. There is the magic
of forms and the mystery of our
lives. Where they come together
is where | have a photograph that
IS wvital.

Design is overemphasized by
others as a deliberate concern of
mine. For me, design is more in-
nate, operating subconsciously or
automatically, If anything, | have
tried to restrain it.

Design 15 part of the total pack
age. It is the vehicle for the idea,
which is the attempt to integrate
experience. The design elements
can serve as signals to attract and
direct the viewer, and to suggest
something. They can create an
effect at a distance or at first
viewing, but there has to be
something else as the viewer
comes closer to the work.

Formalism implies gamesman-
ship — how you move from A to
B, how you capture the queen; it
15 separate from and only a con-
tainer for the encoded life expe-
rience. What is contained is not
always obvious — but that's part
of the gamble,

Ultimately, the concern has to
be for images with symbolic con-
tent. Frequently. encoded exper-

ience is the stuff for speculation.

From the sernes

From the series

“New Mexico™

"City Whispers™

“The artist digs holes to trip
the viewer; climbing out is
the act of participation.
Slick work does not have
the means to hold the
viewer.”
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uble Frame"

From the senes "Sand Cregtures
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That images can affect us we can
not deny, but how and why!

Eventually, one has to meet the
notion of responsibility which 15
the point of all meamngful work.
It 15 not enough, not fulfilling; to
live the now as an isolated mo-
ment for the pleasure of self.
Meaning grows when one begins
to think of the future and the
welfare of the collective

The order of my working pro-
cess: observation, questions, see-
ing the problem, concentration,
absessive examination

The first part of the process is
open ended, when | am scanning
or simply looking. When | realize
there are certain stimuli that |
keep responding to. that reoccur
in my perceptual field, then | can
begin to identify a pattern. What
1s really curious 15 how the clues
appear in other areas such as
what | am reading er discussing
or noticing on the street.

The second part of the process
then begins: structunng, | start to
rid myself of other elements,
close the door around what
| have. Then | begin to beat
through te the inventive process,
where playfulness becomes im
portant, Invention and play work
together, When it is finally time
to invent, | am soaring.

A photograph seems to come
to us on the wings of angels. |t
harks of magic. The uninitiated
assert that photographs appear
without antecedents; background
and preparation which are the
feet of serious work are
overlooked.

Many artists and viewers are in-
clined to attribute to the artist
powers of mastery which may ex-
ceed the fact. One of the fictions
commonly cherished about pho-
tography is that images are made
in a flash, a significant or great
picture delivered with lightning
speed. | like to refer to this as
the Immaculate Conception
Theory.

It's easy to get lost if an
aesthetic goes no further than
technique or composition, It is
something else to examine the
work for the maker's concerns or
values to see how personal sensi-
bilities are manifested. The self
needs to be tested and new
doors opened on the way to
discovering the terms of personal
aesthetic.

Many of those working in the
medium are not taking the pho-
tograph beyond some kind of

factual notation. Often, accom-
panying verbal description is far
more exhaustive and animated
than the photograph, which s an
LIHLCI[TV'!HE:ﬂg wvisual experience
This kind of picture operates as
a sign.

Art has other concerns. [t must
fight its way above the flood of
overwhelming detail. It strives for
larger meanings. It would pee
away the husk from the seed. It
is an embodiment of essences

lime and again | reject the
lifelessness that | find in so many
photographs. It is mere exercise
to execute theories and follow
prescribed methods, working
each detail to the .'TL{III‘.]L”‘::.
only to end up with a dead
body. That the waork will ulti-
mately have a life of its own is
the undeniable challenge of
working, )

Excitement is to be found in
the suggested, in what the mini
mum of articulation can lead us
to see. It 1s one thing to enhance
the obvious; it is quite another to
catch the elusive. Unnecessary de
tail is the death of a lot of photo
graphs. The viewer can see and
get nvolved with every pebble,
but the experience is only inven-
tory taking. No work is left for
the imagination

We are experiencing excessive
traffic of the obvious: combina
tion and recombination of
knowns, adorning and embel
lishing knowns -

loday’s snapshot genre of ex
ploratory photography suffers
from lack of imagination, The
best that can be attributed to it
Is spontaneity. Conceptually it is
old hat, sormething to which we
are now thoroughly conditioned,

The snapshot genre is weak
because it is obvious. The image
is determined by little more than
the presence of the photogra-
pher. More is revealed of the ob
jects photographed than about
the photographer, regardless of
the skill of the rendering.

Many of those photographers
walking the streets, shooting from
the hip, are interested in obtaining
souvenirs. Their results indicate
only change of time and place
The viewer 15 presented with
signs, but nothing symbolic. As it
occurs today, the snapshot is not
pushing any frontiers; it holds lit-
tle power within the medium.

The key term is waste, Wasted
time, wasted material, wasted ef-
fort, wasted people. Nothing
depresses me more than human
effort which results in nothing. |

want to go in the other direction.
Substance is my obsession
Tragedy is failure in the face
of possibility, the inability to com
municate. For all the show of
communication, the fact
that one person does not fully
understand any other.
Tragedy is unwanted change
lass, or destruction accompanied

Ermdirns

by the belief that someh it
could have been prevented
Other kinds of tragedy include:
sa much to give, but
rejected

preparing to do, but
doing nothing

- dspiring to do y_:’}(uL ot
doing wrong i

- the attainable,
unattained

Man-made barriers; duty, fami
ly, country, revelution, or aban
denment to hedonistic pleasure

Antidote: nakedness/truth

Waork 15 of a constructive na
ture and requires on-going atten-
tion, To be involved 1s a constant
struggle to define and orchestrate
a complex organism. It can b
other than an integrated activity.

£ N0

Thoughts and decisions can
take )‘{Ta'.‘l deeper nto quality
There i1s the dream of wanting
to do something better and more
meaningful with one's life and
giving that dream form and a
sense of order. When | lock
back, | see | was willing to gam
ble on the possibility of some
thing better. that | could get just
a little more nourishment if |
made a decision.

The explanation of why we
work is not simple. Some say: "l
like beautiful things" or "l want to
express myself”

| know this about myself: | have
to lay hands on, to seize and to
build, to beat the stuff until it
resonates.

| doubt if any work can really
be called fun. Fun is just that:
carefree and irresponsible, a light
moment, a respite from our
endeavors. However, there is joy,
full of body, which one encoun
ters only from intense endeavor.

You stand out there with noth-
ing on, with so much at risk. It is
amazing that one proceeds, but
one does:

If you are committed to work
ing, you don't measure your suc-
cesses by the rate or degree of
acceptance. You make the work
and people start looking and
responding. In time, someone
comes along who wants it, That
is the natural process.

SPOT



By Lynn McLanahan

Dianne Blell's exhubition Works
from “Various Fabulous Monsters”
and "Charmed Heads and Urban
Cupids” opens September 7 at
the Houston Center for
Photography.

DIANNE BLELL:
MODERN ROMANCE

“Why doesn’t she just
paint? Because, Blell’s work
is about photography. We
still tend to want to believe
that what we see in photo-
graphs is real.”

Yourig Woman Overtaken by Starm
B

SPOT

As someone who looks at
photographs all the time, it's
refreshing to be stunned by a
photograph. | was first exposed
to Dianne Blell's work in an arti-
cle in Newsweek that included a
reproduction of her “lLove Fleeing
Slavery. Quite simply, | was
dazzled. The image is, to use
Blell's own word. “loaded.”

My next exposure to Dianne
Blell was via the telephone to ask
if | could see more of her work.
When | hung up, | found myself
stunned again. We had talked
about |upiter, makeup artists,
warring gods, painted rocks,
giants, caryatids and the kind of
noses they need to have, and on
and on. | was exhausted yet in-
spired by Blell's energy and en-
thusiasrm. The world depicted in
Blell's large Cibachrome prints is a
world of dreams, ancient myths,
modern angst, and whimsy. By
recreating legends and photo-
graphing them, Blell's viewers are
faced with the dilemma of reality
vs. unreality. They are photo-
graphs, and what we see was
actually there when she photo-
graphed the scene. Yet, as you
step back and look again, her
work looks less like what we have
come to expect from photo-
graphs and more like what we
have come to expect from paint
ings (old paintings), both in sub
ject and presentation. MNoticeable
blur and dust and scratch marks
quickly curtail one’s flight into
fancy back into the reality of the
fabricated photograph, but not
without some fun on the way. A
methodical progression has led to
these elaborate, splashy, and
enticingly romantic works,

Born in Los Angeles, Blell
received her B.IEA. and M.FA,
from the San Francisco Art In-
stitute. Her artistic endeavors
included theatrical gallery instal-
lations, slide projections, video
pieces and billboards, all of which
fall into her conceptual scheme of
"performance photography.” Her
work began to focus more and
more on fashion. Blell loves fash-
ion, has a background in it and
had done some modelling and
worked in the industry in retail
outlets. She was drawn to incor-
porate fashion into her work
because of the "tremendous
impact” she feels it has on
women. Borrowing clothes from
fashion designers such as Oscar
de la Renta, Mary McFadden,
Nipon, and Forturny, Blell set off
on a series which she was to en-
title Charmed Heads and Urban
Cupids.

Blell herself served as the
model in carefully staged fashion
dramas that, in their poses and
settings, contain art historical
references. Hair and makeup
specialists as well as fashion
photographers were used, and all
participants are credited when
the work is exhibited or repro-
duced. The first picture in “Young
Woman Overtaken by Storm," a
series of three photographs,
shows Blell, jewelled and gowned
by Mary McFadden, standing next
to a supportive tree, arms raised
a la 15th century romantic painter
Burne-jones. Both Blell and tree
are ravaged by nature as a roar-
ing storm carries the eye to the
final image where we find that
the tree fared much better than
Blell, her hair, her makeup, or her
gown. Fleeting fashion is again
alluded to in “future Perfect” as
Blell, guised asa cupid in a Le
Gaspi maillot, gets her toes wet
in the river surrounding Three
Mile lsland.

This series of socio-political
fashion narratives led to Blell's
mast recent series of works,
which she calls Various Fabulous
Monsters, She maintained her
interest in the presence of the
female form to evoke various re-
sponses (social, erotic, graphic),
but decided to remove herself as
the model. "l just didnt want to
be in front of the camera any
more; it was emotionally wrench-
ing and | was tired of it. | was
also continuously surprised by the
photographs. Every time, no mat
ter how much control | exerted
in installing the colors, the styles,
and the shapes, when | looked at
the photograph, | would be
dumbfounded, which was fair in a
way." She began to learn more
about the camera and decided
that she wanted to be the one
holding it, “becoming very greedy
about the camera itself

She rented a papier mache
stage prop — an urn — which
she had stumbled upon and it
became her first “model” in a
new series. "l practiced on the
urns first of all and they repre-
sented uninvolvement for me.
They were cool, they were ob-
jects, they didn't complain, they
didn't move, | could do them
myself, and | just took this one
thing and did it a lot: underex-
posed it, overexposed it, splashed
it with color, and gels, and what-
ever; it was my guinea pig. But it
was like a very loaded vessel for
me, sort of mythological and
religious, sort of like human life in
a way: it had corrosion, wear,
and age, and it was also fabri-

cated as a theatrical prop to look
like something it really wasn't. It
really was a false front almost,
and it represented the trick of
photography ‘that can give things
a NUMINOUS essence, a very in-
credible power and attraction
that maybe in person they might
not have.”

Blell then took her interest in
fashion a step further and began
to explore how people through
the ages have presented them-
selves in social and economic
ways pictorially, both in paintings
commissioned by kings and noble-
men as well as genre works
which depicted the commaon
man. "Holy cards were my first
real introduction to pictorial
manifestations of things and |
think they had a great influence
on me even though I'm dealing
with it in a more pagan nature.”

The coffee table in Blell's lower
Manhattan loft s buried under
books on mythology and art his-
tory (the only exception being a
small dish of licorice) and it is
“the whimsy of legends that has
monopolized her artistic energies
recently. Inspired by classical in-
terpretations of the more obscure
and eccentric myths in paintings,
Blell “re~presents” the myth in
her own unique and capricious
manner.

A certain myth may brew in
Blell's mind for years before it is
actually realized as a photograph.
This may seem an inordinate
amount of time, but in Blell's
case, she has to first create the
legend before she can re-present
it. Building the set takes anywhere
from a few months to a year,
Blell and her assistant, Gretchen
Zimmer, build the rocks, walls,
columns, furniture, and while they
may call in Blell's youthful street
graffiti gang to help paint rocks
and walls, Blell and Zimmer at
tend to the details such as de-
signs in the friezes and the faces
of the cupids.

Next come the models and
one only has to look through
Blel's enormous file of applicants
for the role of the male in "The
Ongin of Drawing” (cover) and
the Polaroid “sketches” of each
one in the setting to see what,
Blell has to go through to find
sormeone who “looks" the part
Once she has the models, she
moves on to arranging a compo-
sition, altering the set if neces-
sary, making costumes, and re-
searching period hairdos. The
stacks and stacks of Polaroids
attest to the painstaking process
of subtle changes in arrangement,
lighting, makeup, color, gesture,

camera position, flame height,
starry backgrounds, drapery,
cupid's flying altitude, and so on.

Unlike some photographers
who shun commercial technigues,
Blell reads up on any trieks of the
trade that can help her stage her
legend,

The actual shoot takes all day
with the models, stand-ins, her
assistant, makeup and hair stylists,
and special effects specialists pre-
sent when necessary, all trying to
synchronize their efforts and work
together despite the slow large
format process and the element
of chance introduced by certain
of the special effects such as fog,
fire, and front screen projection,
Blell has her oversized Ciba- .
chromes (color prints made from
transparencies) printed and she
mounts them on Masonite. Then,
in this age when the Museum of
Modern Art is throwing out the
clunky baroque frames that have
always adorned many of their
paintings, Blell is putting hers on
The smaller pieces have gilt
frames dripping with ornament
while the larger pieces have
rough-sanded wood frames in
gold, silver, and, as critic Broaok
Adams pointed out in Art in
America, “the color of 4 bar-
becued potato chip.’

"Hollywood or art!’ you may
ask. Recreating a myth or legend
and photographing it is not new
to the history of photography.
OG. Rejlander was draping his
maodels in classical garb in the
1850s in England, challenging no
tions about the relationship be-
tween painting and the limitations
of the new kid on the block,
photography, Just as Rejlander
chose to make his tour de force
“The Two Ways of Life” an un-
usually large print for 1857
(31"xl&"), Blell's Cibachromes are
enormous, even by 1984 stand-
ards {up to 53"x63"). "It has to
do with trying to get the pho-
tograph to ook more like a
painting; I'm very interested in
altering the perception of the
large photographic image with
textures, and there is the curios-
ity of making something and hav-
ing it look like something else.”
Blell's photographs do look “more
like painting”’ because she is taking
existing paintings that illustrate
the legends she is drawn to, and
recreating them in her loft with
sets, props, and models, As
for altering the texture of the
photograph, Blell is currently
investigating the possibility of
embossing and adding gilt to
the surface.

So why doesn't she just paint!
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It Lay Crouched

Because Blell's work is about
phatography. Despite the fact
that we are bombarded with set
up photographic nages every
day, particularly in advertising, we
still tend to want to believe that
what we see in photographs s
real, And, with photography, Blel
can bring her zany world to life
“The photograph can provide a
-|-.=ji'.[}-' that (-']l'Jr“;nlt exist at all:
how else could | make cupids fly

p Slavery

Love Fle

SPOT

in the air! The legend is recre
ated, it’s really happening. It's
different from painting. Painting
removes It: painting comes direct-
ly from the mind ento the canvas
and therefore it's still fictitious, it's
liguid.”

The Polaroid 20"x24" camera

That Way

process has brought studio set-up
photography back into the lime-
light in the past decade. Yet, in
these times when the photo
graphic pendulum seems to be
swinging away from the set-up
and the decorative back to the
more socio-politically relevant,

and Polaroid's program of bringing  Blell's work comes as a blast of

prominent tt.1l1[4.‘fﬂLJfJ|'?Lr}-' |.J"'IC-IU'E{-
raphers into their studios to use
their instantaneous and luscious

fresh air. For the moment, her
feet are firmly planted in the
studic and she is restricting her

subject matter to that dream
world we all ike to escape to
once in a while :

How deep can one delve into
her work for content! There are
allusions to feminist issues, but to
be safe, one shouldn't try to go
oo deep in that direction; rather,
plunge into her unabashedly fab
ricated fantasies and relish her
ability to infuse each one with
“romance, wit, and poetry.’

“Blell began to explore how
people through the ages
have presented themselves
in social and economic ways
in paintings commissioned
by kings and noblemen as
well as genre works which
depicted the common man.’
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By Wendy Watriss

The growth of contemporary
photography in Houston parallels,
i many ways, the career of one of
Houston's best known photogra
phers, Geoff Winningharn. Win-
ningham came from Tennessee to
Houston as a Rice undergraduate
in the early 1960s. He became in-
volved in photography by what he
calls a “process of eimination,”
discarding one acadermic field after
another. Although there was very
little photographic activity in
Houston then, Winningham credits
three people at Rice with fostering
his decision to turn to photography
as a career; Charles Schorre, who
mtroduced him to a wide range of
photographic work; Larry McMurtry,
who showed him Cartier-Bresson's
The Decisive Moment; and Gerald
O'Grady, a Rice English teacher
who helped convince him that
photography was a legitimate and
important medium of expression

After Rice, he received a Master
of Science degree from Chicago's
institute of Design, where his in
terest in docurmentary photopraphy
was subjected te the more abstract
and expertmental approach of
Harry Callahan and Aaron Siskind
He returned to Houston to teach
at the University of 5. Thomas, He
then became a seminal figure in
the development of one of Hous
tons first photography programs,
the Rice Media Center,

GEOFF WINNINGHAM:
IN THE BEGINNING

“In that first academic year
we had a very rich pro-
gram. We had a lecture
series that included John
Szarkowski, Nathan Lyons,
Peter Bunnel, Robert Frank,
Jerry Uelsmann, Frederick
Sommer. | was not only
getting to hear but to meet
and deal with those people.”

FALL 1984

WW: How did you come to make
your photography career in
Houston?

GW: When | got out of graduate
school after two full years there,
the guestion was whether to stay
in Chl{:agﬂ or to gt'! E(JrTii:"\.‘t-'hl'_‘F{;‘
else. | remember people telling
me if | were to leave Chicago
and go back to Houston where
there were no quote unquote
serious photographers, I'd dry up.
Well, | preferred the notion of
drying up to that of being ab-
sorbed in a large group of pho-
tographers. But the final decision
was based on two things: | got a
job offer here at the Unversity of
5t. Thomas, which was starting
the Media Center. The other
thing was that | found in my visits
back to Houston things were
economically possible here that
were not possible in Chicago. In
Houston, there was the attitude
“If you've got a good idea well
help you do it In Chicago, you
couldn't walk into a bank and say
| want to start a photography
gallery. and | want to borrow
some money. But in Houston |
did it. There was a fundamental
difference in attitudes in Chicago
and Houston, What really
brought me to Houston and kept
me here was the fact that, in
Houston, | could try things.

WW: How would you describe the
photography community in Houston
when you came?

GW: There were all these pic
tures that hadn't been made; in
the streets, n the houses,
everywhere, That's how | remem-
ber it. There were a lot of peo-
ple who thought they might be
interested in photography, and
very few had ever had a course
anywhere, Photography had
begun to be recognized by a few
institutions as a medium to be
collected and exhibited, but
nobody had started doing it here,
In the late 19605 there wasn't a
photography collection anywhere
in Houston, There was no institu-
tion exhibiting photography.

WW: How did the Media Center
develop?

GW: Well, first it was at the
University of 5t. Thomas. A crit-
ical thing that happened was that
Gerald O'Grady, who had en
couraged me in photography,
developed an interest in film. He
got to know Jean and Dominique
de Menil and corwinced them
that part of the art history pro-
gram they were developing at St
Themas needed to be related to
filmmaking. In the summer of
{968 the de Menils made the
deciston and commitment to start
the Media Center. My perception
was that it was an initiative of
O'Grady to do it. He hired Stan
Vanderbeek, then James Blue, to
teach filmmaking, and me to
teach photography. We converted
a couple of old houses that were
then in the middle of the St.
Thomas campus to classrooms
and lab facilities. Things happened
very guickly. | remember going in
one weekend, sketching how this
house should be transfarmed into
a teaching facility, and the next
week 1t was done.

We started off cur courses in
the summer of [968. There was a
wonderful spirit about the whole
thing. | remember | had a doctar,
a couple of interesting house-
wives, a lawvyer, and a lot of 5t.
Thomas students. The classes
were about the same size as they
are now — fifteen to twenty
students. My own approach to
phatography. particularly then,
was very panchromatic. | held on
to my own tendencies of what

might be called documentary pic-
ture taking, but at the same time
| was just coming away from
Chicago and Aaron Siskind,
Arthur Siegel, Wynn Bullock. |
had an appreciation and some
instinct for the very manipulated,
very pictorial work, | think | was
a4 more sympathetic teacher to all
strains of photography than | ever
was later, | encouraged people to
do highly manipulative things, very
experimental things techmc;aliy,
and would also have assignments
in documentary photography. And
| could show and talk about
photographers in a very wide
range.

WW: Was anyone else teaching
photography senously in Houston?

GW: No There was the Houston
Phote Club in Rice Village, but
there were no other courses at
all. No university courses. The
Museum of Fine Arts hadn't
shown photography since the
1940s. In that first academic year
we had a very, very rich pro-
gram: in the fall of 1968 and
spring of 1969 we had a lecture
series that included |ohn Szar
kowski, Mathan Lyons, Peter Bun-
nell, Robert Frank, Jerry Uels-
mann, Frederick Sommer. | was
not only getting to hear but to
meet and deal with those people.

WW: Did the lectures bring in a
lot of people who weren't in your
class?

GW: MNo. not a lot. The average
audience would be 55-75 pecple.
The idea that Robert Frank was
speaking here, and probably
wasn't speaking anywhere else
that year, was sort of |ost on
mast people. | remember when
Frank was here he was trying
very hard to sell prints, and |
bought ten from him, from The
Americans series. He had a guy
back in New York printing themn
and then hed sign them. He was
taking orders, trying to sell them
at 125 apiece.

WW: Did you have any
exhibitions?

GW: Yes. we had an astonishing
exhibition, a selection from the
Museum of Modern Art, a collec-
tion of about 60 prints chosen as
a cross-section of the museum’s
collection, Everyone from Cartier-
Bresson to Ansel Adams, Richard
Avedon to Robert Frank,

WW: What brought those people
down to g new institution, and wihy
would MOMA do such a show?

GW: First of all, there weren't
mary people offering honoraria
for lectures in photography. Sec
ond, If you could assemble such a
distinguished group of people,
once you got a few, other people
seemed to follow. Also, Jean de
Menil was on the board of the
Museum of Medern Art, and was
on the photography committee. |
don't remember much response
to the exhibition. | remember the
opening. We had a good crowd,
but the papers didnt review it,
There were no reviews of shows.
We had a series of photography
shows at 5t. Thomas. When Jerry
Uelsmann came to speak, we had
a lerry Uelsmann show. He went
in the darkroom with my stu-
dents and made the prints, It was
an amazing demaonstration.

WW: After a yeor the Medig
Center went to Rice, Wihy?

GW: It came about as a result of
the frustrations the de Menils had
with 5t. Thomas as a place to
grow because of the limitations of
the 5t. Thomas administration,
Amazingly, the decision 10 move
came very quickly, like january or
February, 1969. By March, the
decision was made and ground
was broken for the Rice Museumn.
By summer it was in place, and
by fall it was rolling.

O'Grady was not hired at Rice.
His contract had not been re
newed at Rice after his first three
years there, and that's when he
came to the art department at
St. Thomas. He didn't go back to
Rice, but | was hired and James
Blue was hired.

WW: Who actually ran it those

famce Rutnn

first years?

GW: |ames Blue ran the film sec
tion and | ran the photography
section. The two didn't have
much overlap except in our in
dividual work. It was Jamess
operation and my operation, with
Rice kind of permitting it all to
happen.

WW: Did you desipn your own

curriculurm?

GW: Yes. It wasn't anything rev-
olutionary. For years there were
just two photography courses,
beginning and advanced, | began
as | still do with a view camera,
partly because people don't ever
have a chance to use a view
camera again. The other reason s
that it slows people down, causes
them to take things one step at a
time. I've always begun with a
series of very static, contempla-
tive assignments to make people
take pictures slowly and learn the
craft, and then introduce roll film
to loosen them up.

The essential thing — then and
now — is that I've tried to in
tegrate three aspects of teaching
Into one course: to teach the
technical aspects of photography,
the craft, while introducing some
sense of the history of photog:
raphy and its traditions, monu-
ments, and the famous figures
and their work, and finally to
criticize the work in process, try
ing to get people accustomed to
talking about and being critical of
their own and therr classmates
work. In the advanced course, |
let people pursue independent
projects. | wouldn't presume to
suggest to people after a year of
photography what they should
photograph. That's a problem at
least equal to the problem of
how you photograph: ‘What dao
you photograph! How do you do
it! A marvelous story is told
about Diane Arbus, by Lisette
Model. She said Arbus came to
her after class one day at the
MNew School and said, “Well,
what should | photograph?”
Model said, “Thats your prob-
lem, darling.” If after two full
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“It angered me that art
was somehow taking tragic
human experience and
stylizing it. | didn’t want
to be associated with art.

| wanted to look for my
pictures wherever art didn't
live.”

SPOT

semesters of photography, some-
one cannot pick a subject with
some passion, | think they should
drop it, if not permanently, at
least for the time being.

WW: What was your philosophy
about what you wanted the pho-
tography program to be and how
has that changed?

GW: | don't think it has changed.
My primary idea, partly dictated
by the circumstances, was that
we were not offering a photog-
raphy degree — this would not
be a place you would come to
become a professional photogra-
pher. Rather, we would have a
course offering open to under-
graduate students and others
where they could learn photog-
raphy in the context of other
subjects. Undergraduates that we
teach are very seldom art majors.
And | enjoy teaching people of
different ages. If theres been any
big shift, it's been in the past five
to six years as the Media Center
has really developed its continuing
education program. It's not un-
usual to have someone age 40,
50. or 60 come in and say, "I
really want to learn to photo-
graph because | really want to do
this or that” And | can really get
excited about that. | would not
want to be part of an art factory.
The world of art is a lot less in-
teresting to me than the other
worlds around it.

WW: Wos there a difference be-
tween your and Blue's commitment
to community involvement?

GW: I'm sure there was, but I'm
not sure | can verbalize it well,
First of all, James was mare
mature and had gone through a
lot as an artist. | was twenty-five
years old when | began teaching
at S5t. Thomas and had come out
of graduate school with a strong
sense that | couldn’t let my own
career drag and wanted to get
on with it very intensely. James
had gone through a period of
Hollywood photography, a period
of doing documentary films for
the USIA, and had all that ex-
perience behind him. And he was
at a mid-life time when he was
examining that experience and
what he really wanted to do with
all that knowledge and back-
gound. So that's very different.
Secondly, | think James was a
person with very keen sensitivity
to social issues, and I've never
really been like that. So we were
very different in that respect. But
the interesting thing was that four
or five years after we began, we
found we had a tremendous
amount in common: primarily
that we both loved straight pho-
tography or filmmaking, il you
will, and neither of us wanted

to establish an art school, either
in film or photography. We want-
ed to draw upon the public:
James because of the social issues
that came with those people. For
me, because it brought new in-

fluences, ideas and backgrounds
inte my photography classes. Both
of us saw style, aesthetics, as
something that should be felt but
not seen in the work — that it
should be contained within the
work in an almost invisible way.
The term that | often use is that
style should be transparent. James
admired Walker Evans. When we
had a little show of Walker Evans
from the Farm Security Admin-
istration files, James walked
through it and understood imme-
diately why | would love those
photographs.

WW: lot's go back chronologically.

GW: During the first five years,
the photography program was
largely supported by the de
Menils. After five years, the
university tock on the commit-
ment of supporting the Media
Center. Things scaled back a bit.
The character of the place
changed after the first two to
three years at Rice. There was
that burst of expansion at 5t.
Thomas and at first at Rice. The
first year at Rice we had a major
exhibition, Photography into
Sculpture, from the Museum of
Maodern Art, and that occupied
the whole building. It was pho-
tography that had become three
dimensional, and had been put
on three dimensional objects.
Peter Bunnel was the curator for
that show.

Then we started having major
photography shows at the Rice
Museumn, | think photography at
the Media Center very clearly
influenced the Rice Museum,
which is to say, Dominique de
Menil. | think to some degree her
eyes were opened by some of
the things we had. | remember
the look in her eyes when she
walked around an Aaron Siskind
show we had, With her interest
in the abstract expressionists, |
remember her walking through
the Media Center, through that
little mezzanine gallery and seeing
Siskind's pictures for the first time
and looking at the dates on them
and just kind of being amazed.

There were exhibitions at the
Rice Museum in which there were
a few photographs back in 1971
or 1972, | remember they had an
exhibition on the theme of the
highway, and there were certain
photographs in that show, Robert
Frank's photograph of the highway
and so on. There were a few
scattered photographs in their ex-
hibitions in the early 1970s. |
think Mrs. de Menil and the peo-
ple who worked for her really
became aware of photography
because of the shows we had at
The Media Center. The first | can
recall of a big show, and an
amazing one, was the exhibition
of Cartier-Bresson photographs in
about [974. That was the full set
of photographs he gave to the
Menil Foundation, 385 photo-
graphs, his selection of his own
work. It was exhibited very guiet-
ly in the summer. | remember

telling John Szarkowski about it
and his saying, "What!" He was
not even aware that Cartier-
Bresson had done this. And here
we were next door with a really
definitive set of his pictures.

Then we began a period of
very slow growth which we have
had since then, very slow. We
got Lee Friedlander for one
semester. Then we got a commit-
ment from the university to fill a
permanent part-time position and
Peter Brown was hired. Now that
has been increased to a full-time
position. With the exhibition pro-
gram, the budget was cut quite
drastically from what we had in
the early days. All we can do is
paint the walls, cover the pictures
with glass, and shift them to and
fro. But we can put something on
the wall.

WW: What was it like being o
photographer in a place like
Houstors then?

GW: | loved it. There seems to
be something in me that makes
me want to do the thing you are
not supposed to do. Coming here
to Houston was going against the
grain in a way. The advice of
most people in Chicago was
“Stay around here. Here people
know what you are doing But in
Houston | wasn't really bothered
by the notion that people didn't
know what | was doing. Now it's
different, now I'm older and | do
want people to know what I'm
doing, partly because you only
have so much time to reach peo-
ple with what you're doing and
you want them to see it.

| think at that point in my de-
velopment | was nourished and
spurred on not so much by peo-
ple who were doing what | was
doing, but by others from other
fields. There was an exhibition at
the Rice Museum called Some

American History, organized in
conjunction with Larry Rivers. It
had work by a number of MNew
York artists, commissioned to do
something about the history. of
the black man in this country. |
remember going into the show.
and there were all these big
paintings of things like Aunt
Jemima with a machine gun, very
white women in erotic stances
with black men. Then there was
a Larry Rivers piece that was a
construction, with a white woman
lying prone, cut out of plywood
and painted. Hanging above her
by four nooses were four black
men who had been lynched.
They were in very graphic hanging
poses, Just startling. | remember
looking at it and thinking, some-
how that's very familiar; but
somehow it is obnoxious. There
was so much style to it, cut out
plywood, painted on. It angered
me that art was somehow taking
human experience — really tragic
human experience — and stylizing
it. | couldn't figure out where |
had seen these images before.
Then | remembered a book pub-
lished in the 1960s called The

Movernent. Danny Lyon was a big
contributor. It had a photograph
by an anonymous photographer in
Kansas, about 1936, of a lynching.
All you have to do is look in The
Movement and there it is. But the
photograph contains much more.
The four guys were hanging in
the same posture with the same
expressions, but all around them
was this crowd of gawkers. A
man with this kind of funny look
in his eye, pointing. A woman
with a baby walking by, When |
looked at that photograph, | was
somehow really angered. This is
what art wants to be, but it can't
do it.

The consequence of that was, |
didn't want to be associated with
art. So that kind of caused me to
pull back from people in the art
world, whether they were paint-
ers, photographers, or others.
Phatography has so much lever-
age, so much natural power over
art. That experience really ener
gized me. | think the realization
made me know | wanted to lock
for my pictures wherever art
didn't live.

WW: What about your gallery?
How did it begin?

GW: | really wanted to have a
place where people would come
and look at photographs. We
started in the fall of 1970. It was
called “Latent Image" at 122
Bissonnet. | wasn't under the illu-
sion that | was going to make any
money at it, but | thought it
might break even. Eventually |
took in a partner, Jack Wetmore,
who is in the printing business
and interested in photegraphy.

There were all these terrific
photographers who were willing
to exhibit just to have a show.
Paul Caponigro had a show here,
Ansel Adams had a show, There
was a group show when we
opened of Aaron Siskind, Arthur
Siegel, Harry Callahan, Ray Metz-
ker, and Charles Swedlund. These
were people | had known in
graduate school at the Institute
for Design. One could just write
and say | would like to have a
show of your work, and would
you send me some work on con-
signment? The answer would be
yes. When we showed Ansel
Adams, a 16x20 print was $150. A
few people bought them, not
many. We sold several Caponigro
pictures. We had a show of Eikoh
Hosoe, the |apanese photogra-
pher, and that didn't sell any
work. A daguerrotype show. An
Arthur Siegel color show. A Les
Krims show, A Frederick Sommer
show. We had a large number of
people at openings and a trickle
in between. A few, very few, ac-
tually bought.

What | had in the gallery was
90 percent consignment wark. |
could write Siskind and he would
send me ten photographs on con-
signment. Callahan would send
ten photographs. Then | had a
certain number of photographs
like the ten Robert Franks | had
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bought. | bought ten Edward
Weston prints for $25 a piece,
printed by Cole Weston. They
were for sale at $50 a piece.

Some Museum of Fine Arts
people would visit us, look
around. One photograph was ac-
tually bought by them. It was
very interesting what that one
photograph was: a big print
32x40 — of that magnificent pic-
ture from Apolla 15; | think it's
Buzz Aldrin standing on the
moon, slightly crooked, on the
landscape. A big print. | bet that
was the first photograph bought
by the Museumn of Fine Arts. |
think it cost like $100-150. That
was the only sale we made to a
museum or institution,

When we closed in May, 1971,
eight months after we opened,
we had to have an auction of all
the prints that | owned because
my note had to be repaid. | had
reduced it only very little. | had
Siskind prints — you know when
Aaron was teaching and | was
there, you could buy a 16x20
print from him for whatever you
had in your pocket, 35 or $10. It
bought him lunch, and you went
away with a picture. It was a deal
for both of us. That was before
Light Gallery carried his work.
Well, | probably had six or eight
Siskind pictures and they probably
auctioned for 5 or 310. E.A.
Carmean, who was one of the
curators at the Museum of Fine
Arts and is now at the National
Gallery, sat in the front row and
just bought them up. | don't have
the records but he must have

bought 2, 15, 30 pictures in that
auction — Frank, Siskind, Calla-

han. The price range was $10-520.

Bear in mind that they weren't
selling for a whole lot more than
that at the gallery, The Westons
were marked at 150, maybe %100
by then. And they probably auc-
tioned for $35. Frank's | think we
marked at $50. and they may
have gone for $25. Lots of pic-
tures, I'm sure, sold for $10-315.
About twenty or thirty people
came to the auction,

WW: Did the papers review the
shows?

GW: John Scarborough at the
Chronicle was alive and had
developed an interest in photog-
raphy and he reviewed a couple
of the shows. No formal training,
just a real bright guy.

WW: From the standpoint of your
own career, has Houston been a
beneficial place?

GW: | think my career, my de-
velopment as a photographer has
happened largely because | am in
Houston. | can't imagine having
developed anywhere else, partly
because at every point that |
wanted to do something, It was
possible to consider doing it
because of attitudes and oppor-
tunities that exist here, In those
early years, there was the oppor-
tunity to bring in people. That
was very helpful to me, that's the
way | met Garry Winogrand and
other people who were very im-

portant to me. Now if | had

been stuck somewhere where
there was nobody at all, that
could have been disastrous,

WW: What about today for a
developing photographer?

GW: | think it is an exciting, pro-
ductive place. You have institu-
tions exhibiting photography reg-
ularly, good work and big shows.
There's a lot of work to be seen.
There are a number of photogra-
phers you can draw on and learn
frorn. And it's growing here in
Houston. | don't know what is
happening in New York or Chi-
cago or Los Angeles, but my feel-
ing is that we've got it as good as
anybody, maybe better.

WW: For a developing photogra-
pher, what is the best gdvice on
how to show work?

GW: | don't think there is any
one way. My inclination is to say
first of all, try not to push too
fast. | think a lot of people feel
that if they can't produce pictures
that are salable to museums or
collectible or publishable within
two or three years, there’s some-
thing wrong. The main thing is to
try to develop a life style, find a
job or series of jobs in which you
can exist and your growth can
take place. Plan a longterm career
and don't expect things to hap-
pen too fast.

It seems to me that photogra-
phers who develop in the most
interesting ways are people who

Winningham (far right with glasses) in Charles Schorre’s class at Rice. Schorre is at left as priest. Photo by Winningham
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don't worry too much or get too
precccupied about getting the
work published or getting it pur-
chased or getting it shown. They
just go about their work and they
commit themselves to it. They let
things fall in place. | have students
who have been or are tremen-
dously skilled, but that doesn't
mean they can make a living at it
or anything like that. It's not
logical to assume that they are
going to produce work that will
be collected by museums or pub-
lished by fine art magazines or
exhibited in galleries in a few
years. Even if that happens, it
won't support them. So my sug-
gestion is learn the skills you can
support yourself with and then
let your career develop in a slow,
organic, natural way.

WW: For g developing photog-
rapher who wants to show you @
portfolio, what impresses you?

GW: One is the development of
style, even if it is closely related
to some other major photogra-
pher’s work. That is part of get-
ting past just wanting to be a
beginner — you begin to know
what you want your photographs
to look like. Mot that they won't
change, but you're beginning to
get a sense of that. The ather
thing is the ability to locate sub-
jects that are very interesting. You
know, that's just critical. If some-
one comes to me and shows me
pictures of something that | never
thought to photograph, I'm im-
pressed. That's a good mind.

L1

“When Aaron Siskind was
teaching, you could buy a
16x20 print from him for
whatever you had in your
pocket, $5 or $10. It
bought him lunch, and you
went away with a picture.
It was a deal for both

of us.”
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By April Rapier

Note: Jeffrey Siverthorne jons the
faculty at the University of Houston
this fall for a vear. The following is
o discussion of impressions derived
from examining Mr. S
work, and excerpts [rom converso
tions conducted by telephone. All

words and phrases in quotes are his.

verthome's

|JEFF SILVERTHORMNE:
IN THE THROES
OF DECAY

“There is great serenity in
the staging of these guile-
less dramas. The beauty of
the imagery is that it is
non-judgmental. With the
inexorable as a premise, the
burden of the image as in-
structive is lifted.

From the senes ™Sil
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“Since 1971 | have worked pn
marnly with the nude figure. While
photographing dead animals, female
impersonators, wrestlers, prostitutes,
and landscapes, | began g new pro

ject in 1971 to which | devoted

most of my bme for the next two
years: photographing in a stale
r'."IOf'IEIL.'r'_"
“Trivia
tance of trivia
— |effrey Siverthorne

the enormaous Impor-

| did not begin exploring Mr.
Silverthorne's work under the
influence of these, or any other
prefaces. Nor was | surprised at
the tone (peaceful, centered, in
command of the origins of the
work) he used when | questioned
him at length, Yet | remain some-
what at a loss to reconcile the
macabre aura of violation with the
overall feelng of placid resolve in
these dense, rich, autobiographical
llustrations. | return, time after
time, to the themes of death and
futiity, which range in expression
from barbarous utterances to the
loveliest of subtle spirtuality. The
pictures acknowledge but do not
embrace the darker side of
lifefdeath, so that the aging of a
body, the decrepitude of age, the
“scream, howl, kiss” can be over-
ridden, translated from the literal
to a more palatable metaphor.
The classical elements (the
photographer’s directorial posture,
the model's pose of disinterest,
fruit and pedestals, romance, an
indirect acknowledgement of sen
suality, a reference to ''horniness,”
monologue versus dialogue,
pedagogic intent versus observer
participation) distance and
editorialize the sensationalism that
moves through these images.

Shakespeare or the theatre of
the absurd (Beckett) come to
mind in the Silent Fires series: the
viewer is often confronted by a
narrator in the foreground, ges-
turing frantically to expect the
warst. Yet one goes away uncon-
vinced, because the characters
anguish is anonymous, ambiguous,
the relationships between prin-
cipals layered and ambivalent.
That all the surprises are up front
is a relief, because the images
stay put in the mind. taking on
new forms and attitudes, ulti-
mately leading toward the antici-
pation, the religion of success.
Silverthorne cites the myth of
Orpheus and Eunidice as the
origin of Silent Fires, When asked
about other influences, Silver-
thorne mentions Steichen, Cal-
lahan, Rembrandt, Mozart, and
Rickie Lee |ones, among others.
Certainly, the cast of characters in
Silent Fires 1s reminiscent of
sculpture in the throes of decay.
The quality of movement from
life to death neutralizes the sex
uality of youth. Silverthorne dusts
the backdrops and models with
powder to create a stony, aged
pallor, but his concerns are prac-
tical as well the whiteness of
the powder also "increases con-
trast in the negative.” There is
great serenity in the staging of
these guileless dramas, except for
the ethereal lighting — blankets of
distraction that conjure up the
presence of the Gods (that so
punished Orpheus by giving him a
second chance) — that illuminates
heavenly, sacred spots singled out
in the set. The beauty of the
imagery is that it is non-judg-
mental. He returns often to the
phrase "no way out” in reference

The Oracle Consults Eurydice

“That all the surprises are
up front is a relief, because
the images stay put in the
mind, taking on new forms
and attitudes, ultimately
leading toward the religion
of success.”

to Silent Fires; with the inexorable
as a premise, the burden of the
image as instructive is lifted.
Some of the sexual ambiguity
has an emasculation edginess to
it, the whimsical Gods interfering
and intervening beyond the play's
stage directions. -This potential
loss of control empowers the
rnadness of futility. Equal time is
given to male and female nudity,
Questions are incessantly posed:
the morgue pictures present a
peacefulness in death, whereas
the living elsewhere seem an
guished, The benefit of aging, the
body faling into disarray, s that
the soul grows more serene and
elegant. Yet the contradictions

and paradoxes are difficult to
acknowledge. Bounds are easily
broken, but they are devised
nevertheless. In one image from
Silent Fires, a woman is held
motionless within a cage. a cap
tive angel. Only an angel would
stay still. The pedestal on which
the models perch isn't made of
marble at all 1t 15 shaky, old,
made of wood. The pears (ubi-
quitous throughout Sifent Fires)
inhabit a far more secure and
comfortable place where they
rest. All activity is perfunctory:
the end has been written. The
same feeling is found in the
Waiting Room series, precursors
to Silent Fires, although more
documentation and less dramatic
devices find their way in. Inter
spersed throughout the years of
imagemaking are photographs of
enormous calm and simplicity,
necessary intervals to the
maintenance of such an intense
constitutional pace.

After weaving quite a spell over
the pictures we discussed, Mr
Silverthorne brought up the for
malistic theme of hope, the wish
for all things to right themselves,
His denouements turn out happily
in the long run, despite the odds.
The many years and pictures that
are the result of an intelligent
quest cannot readily be con-
densed in an article of ideas. Yet
after spending time with Silver-
thorne's photographs, it is easy to
feel the power and beauty of his
determination, and the under
standing of a grander design I1s a
natural conclusion of the expe
rience of them. | join the Hous
ton community in wishing Mr.
Silverthorne a warm welcome,
and a most successful year.

Photos: by Jeff Sibverthe
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By Gay Block

(The foliowing is a discussion bf the
recent work of Barbara Norfleet,
whaose photographs were shown at
the Houston Center for Photog-
raphy during July,)

BARBARA NORFLEET
SOULS OF THE RICH

“The group of photographs
proves that human beings in
every strata have their own
sets of problems and
celebrations, that having
great wealth may be costly,
that everything has its
trade-offs and great wealth
is no exception.”

Have you ever wondered what
life would be like if you had more
leisure time and money than you
knew how to spend! We all know
that there exists a class of people
who are so fortunate. In a way,
they must be terrified of the out-
side world, afraid of envy, or that
ather people will take from them
what they have. So they insulate
themselves at their private clubs
or at gatherings at each others’
estates. With great persistence,
Barbara Norfleet has gained entry
into some of their social functions
and photographed with precision
and insight what she calls "The
Hidden Upper Class in America.’

When | look at these pictures |
am overwhelmed by their clarity
and depth. | see at once the
many dichotomies in the subjects:
they are arrogant and brazen at
the same time that they are
afraid and vulnerable. Their lives
as depicted are at once exciting
and dull, the people are both
good and bad, happy and sad,
having fun and enduring routine,
habitual social rituals. Their
homes are beautifully furnished,
full of pecple but cold and un-
comfortable. They are isolated
from the large world, but con-
nected to one another, albeit
superficially, we can't detect real
emotional connections between
them. The details of these pic-
tures — the gestures, facial ex-
pressions, and body postures of
the people and their environment
— are the clues ta Norfleet’s
passionate interest in her sub-
jects, and it is her passion for
content in art which makes the
pictures the exciting documents
that they are.

During the month of july, 25 of
these photographs of America’s
aristocratic and entitled graced
the walls of HCP The pictures
are grab-shots, akin to street
photography, almost all done with
flash. They are not related to
studio or formal photographs, |
think of all photographs as social
documents,” says Norfleet. \We
have seen many photographic
essays of the very poor in
America, many of the middle
class and some of the upper
middle class. But this is only the
second one of which | am aware

- the first being Mary Lloyd
Estrin's collection, Of The Manor
Born — of the lives of the elite
aristocracy. They are usually guite
protected and hidden behind the
walls and doors of their homes,
In this essay, not only does Nor-
fleet enter these walls, but she
reaches the souls of the people.
She shows us in one photo a
dowager walking in her very for-
mal, manicured gardens and in
another, young boys in formal nd
Ing attire sitting smugly with two
elegant older women in an an-
tique buggy.’ In the photographs

Private House, New Providence Island, The Bahamas. 1982
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of lawn parties, the people are
elegantly dressed, the men always
have on ties, the children are
quite properly dressed up. We
can see the rules which govern
their lives; Norfleet has circum:
vented the rules and found a way
to reach the human beings. It is
her ability to expose human qual-
ities in these snapshot candids of
socdial events that evokes my strong
response to these photographs.

There is one photograph, “Pri-
vate House," New Providence Is-
land, The Bahamas, of a black
maid whom MNorfleet said she
encountered in the act of cleaning
the bathroom. A wet young man
in a brief bathing suit smiles at
her throught the glass door. She
laughs, embarrassed. A subse-
quent photo shows the maid sit-
ting on the young mans lap, this
time he's dressed in white slacks
and knit shirt. Norfleet explains,
“| saw the bathroom scene and
grabbed it fast. Then the young
man asked, ‘Ch — you want a
picture of me and Rosie!’ and he
came inside, pot dressed, sat
down and posed Rosie on his
lap." Only 2 man who had been
raised by black women servants,
perhaps by that black woman
servant, would have been able o
enact that drama with comfort
and even a kind of love and re-
spect. And Rosie understands his
gestures, or at |east tolerates
them; she laughs in both photo-
graphs and everything seems very
natural and comfortable.

There is one curiously ambigu-
ous photograph, “Wedding Re-
ception, Lincoln, MA. 1982", of a
beautiful white woman in maid’s
uniform serving at a wedding re-
ception, She could easily be one
of the guests, judging from her
appearance, but she is clearly the
maid on this occasion. She is so
extraordinarily beautiful that |
resist thinking of her as a servant.
| wonder what kind of people
would have servants who look
like that,

In some of the faces, we see
cockiness and self assurance,
mostly in the young men, as in "3
Brothers: Cambridge Boat Club,”
and "Arriving at the Ritz-Carlton
for the Windsor School Prom.” In
some we see depth and intensity
as in "Chilton Club, Boston, MA"
A young woman stands in front
of a huge antique tapestry, by a
large floral arrangement. It ap
pears to be in an entrance hall
and MNorfleet has photogaphed it
from about knee level. looking
up. The woman is posed, staring
directly into the camera, but
seems a bit nervous as she picks
on the fingers of ene hand and
holds a glass of champagne in the
other. Her hair is casually tousled,
but she is dressed formally in her
velvet jacket. This is a strong
portrait of a complex woman,

“The people are elegantly
dressed, the men always
have on ties, the children
are quite properly dressed.
We can see the rules which
govern their lives; Norfleet
has circumvented the rules
and found a way to reach
the human beings.”

cone who may be both comfor-
table and ill at ease in this so-
ciety. Norfleet told me that the
woman likes this photograph very
much, and | can understand why.
She is one of the few people
whao seem to have maintained a
sense of personhood, of strength
and frailty, of real personal depth
in this sometimes frightening so-
aety. By contrast, the man in
“Eating Club, Princeton Reunion”
who stands in suede Tyrolean
short pants and a pointed hat,
holding his drink and staring
blankly at the camera, seems lost
forever. He has become a pawn
of the events and rituals which
make up his life; all vitality and
knowing connections to his real
self seem gone.

At the other end of the spec-
trum in terms of age but not in
terms of vacancy is "A Plantation,
Mississippi 1984, of two young
girls in a formally appointed
library. They are wearing shorts
and sit casually talking, ther
blond hair still wet after swim:
ming. Are they aware that every-
one doesn't live like this? Are they
so well cared for that the life
energy that most children use to
make themselves happy and com-
fortable becomes dull and dor-
mant! | can see all these things in
this photographs because Nor-
fleet has given us clues in the en-
vironment, clothes, and gestures.

And then there are the dow-
agers. They have created this
world, they own it, and the
young people pay their respects.
Morfleet has let us see that. They
stare blankly or are engaged in
conversations, They are heavily
wrinkled but well cared for. | can
see the fear which may have orig-
inated with them, the fear of the
outside world and the need to
make their world secure and
insulated.

MNow just how much of what |
have said is true! Here is where
we get into trouble putting words
to photographs, | have scme con-
nections to a monied society,
albeit a fraction of the amount of
money possessed by these peo-
ple, so my observations certainly

Mt Vernon Benefit: Copley. Plaza, Boston, MA 1983

reflect my own experience. That
is why | asked MNorfleet for her
words and here are some of her
random reflections: "These peo-
ple are as complex as any ethnic
group, and they are like an ethnic
group in the way they stay to-
gether. They are happiest at
home when surrounded by other
entitled people. These are the
people who are accepted not for
what they do with their lives but
for who they are. They're very
mild mannered unless something
goes wrong.”

Morfleet has just been awarded
a Guggenheim Fellowship to finish
this series. She wants to pho-
tograph more servants, more
dowagers surrounded by their
servants. She hasn't yet been
allowed to photograph a debu-
tante ball, but wants to very
badly. The wealthy children take
dance classes as a group and she
wants to photograph them. She
wants more yacht clubs and sail
ing events, though the series
already contains some of these
plus some at fox hunts and
riding clubs and horse-drawn
buggy events.

Norfleet writes to individuals
asking to be allowed to photo-
graph at a party, usually sending
her book, The Champion Pig,
to show she's interested in pic
tures of peaple, She very gener-
ously gives people prints of the
photos she takes after working.
Recently, on a plantation in Mis-
sissippi, she sent them a book of
30 photographs. Still, she only has
a one percent acceptance rate
from her requests. So it isn't easy.

Nor are the photographs easy
to make. "These people are very
hard to photograph,” said Mor-
fleet in a recent interview in Vani-
ty Fair. "It is not cafe society.
There's no outrageous behavior
or fabulous clothes, and they're
very private, very family oriented.
That's one thing | really like — all
the generations are included in
everything.”

We see evidence of the genera
tions in lawn party pictures where
ponies provide rides for children
and balloons keep it festive. "ls
the family crientation motivated
by a desire for in-breeding, so the
children will marry friends chil-
dren!” | ask. She hesitates, hed
ges, and says, “Probably. They're
very afraid of the outside world!

In spite of their need for pr
vacy and protection, these peaple
seem plad to be photographed
just as most of us would be.
After all, as Diane Arbus said, we
all want attention, and “that's a
reasonable kind of attention to
be paid.’

To understand even more fully
MNorfleet's orientation, we must
know that she has a Ph.D in
Sacial Relations (Psychology),
teaches anthropological field work
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Flying Horse Farm, Hamilton, MA 1981

and photography in the Visual
and Environment Studies Depart-
ment at Harvard University, For
twelve years she has been curator
of photography at the Carpenter
Center for Visual Arts at Har-
vard; she founded and now di-
rects the Photographic Collection
there. She has curated many
exhibits and authored important
publications while there. She is a

Chilton Club, Boston, MA 1983
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wife, and the mother of three
grown children. In her curatorial
work as well as in her own pho-
tographs, she is fascinated by the
possibilities of what we can learn
from photographs of people.
Whether they are posed studio
portraits or informal candids, she
knows that photographs are visual
communication to be read with
as much depth and understanding

of human construction as the
best Henry James novel. And she
seems to me to have a deep un-
derstanding of human beings,
their lives, and the visual clues
which promote understanding.
"The Hidden Upper Class in
America’ proves to us that hu-
man beings in every strata have
their own sets of problems and
celebrations, that having great

wealth may be costly (no pun
intended), that everything has its
trade-offs and great wealth is no
exception. Can aristocrats remain
vitally engaged in life, performing
the kind of tasks which make us
feel proud of ourselves even if
they aren't required to be pro-
ductive! Does a life of indulgence
devoid of almost all personal
yearnings preclude intense feelings

and therefore cause life to be
somewhat flat and meaningless? |
believe MNorfleet has posed these
questions and made important
discoveries. The photographs do
not make us envious; we are not
asked to criticize or judge her
subjects. They are true reflections
of the universality of the human
condition in yet another unex-
pected arena.

SPOT
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PAUL HESTER:
BELIEF AND ACTION

“To do business with world
politics on a symbolic rather
than documentary level is
no less effective when the
horror acted out is
dreamlike, recognizable.”

SPOT

By April Rapier

The politics of 1984, of sex and
sexuality, of repression, imposition
of will, and death as a power
play, of racism and hatred in
short, the persuasion of volition
nst conscience and desire
=ad ultimately to an ingffectual
end, a cry for help that has no
voice. There is intelligence and
CONCErn min r’cll.l ¥ |"..">3,(,'|' 7 "5["{1[.'1:.'[1.'_‘._'
of images, “We Are Seduced By

Su Vota Es la Differencia”
The nine categories he structures
the pictures around seern neutral
at first, yet are loaded
politically and emotionally,. One
gradually begins to sense his out-
rage a conceptual mayhem
born of the absurdity of hopeless
ness. How can anyone be fooled
by all of this be seduced by
the repellent we wonder, as
the guestion echoes over and
over. Hester's premise, if it can
be condensed so readily, is that
the seduction, one
is empowered to act against it.
The vote is the symbol of power,
even though that. too, necessi
tates a compromise, The pictures
tell of a now-predictable pattern
of horror from which wisdom
must be extracted; otherwise,
civiization's attrocities will be con
demned to being forgotten,

o do business with world pol
itics on a symbolic rather than
documentary level is no less effec
tive when the horror acted out is
dreamilike, recognizable. The met-
aphaor far seduc tion/repression
can be drawn from many arenas
but mest often from the dynamic
between people. The use of male
and female nudes, calling again
and again upon the tension that
nudity creates, can be seen'in
two ways: nudity as vulnerability,
or the release from taboo, the
strength that comes when a con-
cept s no longer a red flag. This
intensity draws attention to ever
detail within the frame we
question props, veins bulging,
scratches on the floor, light di
rected toward genitals. as well as
the principals themselves, with
the sarme objective scrutiny that s
traditionally followed by an em
barrassed laugh. Physical evidence
within the pictures can be found
in mirrars and reflections, Reagan
masks, surprise and distrac tion,

once aware of

sleeping t;r:g cocaons, entrap
ment, bondage and blindfolds
(the tools of the interrogator and
executioner), and showmanship
devices that make us question
our assumptions. In spite of a
certain absurdity to the gestures,
poses, masks, and wrappings, we
are engrossed in the absolute se

riousness of the message. The im-
ages are terribly complex and
powerful; many interpretations
are available and encouraged by
the interplay between the myth
of a collective history of paolitical
horror, and the reality of what
seems all too farmiliar yel remains
unintelligible

Paul Hester and his work are
virtually inseparable. He 15 an
anormaly in Houston, a city of
noise and confusion: he maintains
a queet profile. yet has an acti
vist’s sensibility. The political over
tones of his pictures, once rather
raw and cruel, have grown refi
and sophisticated. The intent re-
mains clear. Once a photoeduca
tor, attention is naturally drawn
to him 3s a resource, sormeont
with a solution, not an excuse.
His commercial work s primarily
architectural; he has bridged the
gap between his commercial and
fine art photography, in that
neither suffers in excuse of the
other. One senses his regard for
the historical aspect phatog-
raphy: he c organized a dis-
play of city archive pictures, and
often uses a panorama camera, a
relic of great beauty from the
more cumbersome days of pack
mules and plass plates and por
table studios. All aspects of his
photography are labors of love.
He has achieved and continues to
maintain a fine reputation in the
art world, and is published and
exhibited repularly (he was re-
cently included in an exhibition
entitled Exf

ed and Developed
Sporisored by the Na-
¥, Ei nent fo e Arts, at
the Smithsonian Institution's Na-
tional Museurn of American Art).
He was awarded the Thomas
Watson grant, and is a three time
MNEA Fellowship recipient. Yet
the focus of his interest and out-
put is local, his sense of com
munity strong

For many years, his work was
experimental and more personal,
a private statement open to in-
terpretation. He recently made a
more definitive political declar
ation in the form of an exhibition
he coordinated at the Houston
Center for Photography regaraing
nuclear disarmament, His work in
that show evoked enormous in
ternal controversy at the HCP
His was a courageous move, one
that further politicized his stance
One hopes that there is no turn-
ing back. The force of a goal thus
became crystallized in this most
recent portfolio: whereas many
rally behind causes with footwork
and words, pictures backed by
ideas prove to be powerful in the
allegiance of belief and action,
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“The pictures tell of a
now-predictable pattern of
horror from which wisdom
must be extracted; other-
wise, civilization’s atrocities
will be condemned to being
forgotten.”
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By April Rapier

The following is a review of the
1984 Annual Members' Exhibition
at the Houston Center for Pho-
tography. Portfohos included in the
exhibition were by David Carnue,
Laura Derrick, fim Elmore, Gary
Faye, Bill Frazier, Paula Goldman,
Paul Hester, Muffy Mclanahan,
Julia Milazzo, Don Rice, Becky
Ross, and Beth Schlanger.

HCP MEMBERS" SHOW;
NOT UP TO SNUFF

“There are many underex-
amined and overexecuted
ideas, as well as the forcing
of an undeveloped vision
into premature conclusion.
This show is not without its
marvelous images, but
several unpleasant trends
seem to be emerging.”

* Also in the show were miscella-
neous prints by Martha Armstrong,
Leslie Baldwin, Jule Edwards, Ellen
Goldberg, Phillip Holland, Chariotte
Land, Sam McColloch, Margaret
Moore, Debra Rueb. Charles Sage,
Barth Schorre, fim Tiebout, Marcos
Urdaneta, ond Danette: Wilson

SPOT

A review of the 1984 HCP
Members' Exhibition is, in a man-
ner of speaking, incestucus; the
exhibitors are acquaintances and
friends, associates in the alliance
that makes HCP an astounding
success in its third year. It is an
uneasy task under the best of cir-
cumstances, and it gives me no
pleasure to admit, after much
consideration and discussion, that
the overall tone of the show is to
be found lacking.

The exhibition is dominated by
student-caliber work. There are
many underexamined and over-
executed ideas, as well as the
forcing of an undeveloped vision
into premature conclusion. This
show i1s not without its marvelous
images, but several unpleasant
trends seem to be emerging that
require note. There is a lot of
travelog imagery, de rigeur pic-
ture-taking that feels forced, the
result of a determination to take
advantage of each and every
photo-opportunity. There is no
enigma to it. Some of these doc-
uments are simply treated too
well, given too much importance.
They are born of a motivation
that is difficult to take seriously,
One has the sense that homage
to well-tested ideas is being paid
without proper credit.

The other disturbing trend that
| noticed was that the intention
of some sequential images was
mystifying; their statements in-
conclusive. A discussion with the
artist with regard to origins might
be fascinating and enlightening,
but the images mustn't depend
on an explanation for clarity. Pic-
tures should be able to stand
alone. | would also like to note
the difficulty in referring to pic-
tures without titles or
enumeraton.

Although the show was gener-
ally uninspired, some of the work
merits critical scrutiny. The maost
thought-provoking and accom-
plished portfolio was that of Paul
Hester. That work is discussed in
a separate article elsewhere in
this magazine. Becky Ross has
created a sense. of wonder with
her lovely heirloom-like pictures.
This portfolio has the feel of old
Brownie snapshots — sharp cen-
ters with halated, fuzzy edges,
thus highlighting the mainstay of
the image. The effect is that of
paring down notions and conclu-
sions, settling in on the idea that
the act of being photographed is
a very serious event, resulting in
treasures to be discovered and
re-discovered years later.

These pictures stem from the
uncommon sensibility that images
arent haphazard, brief moments
in passing. There is reverence,
referential to both past and fu-
ture. It is the curious omission of
the present that most intrigues.
Ross has. also attained a coveted
state of anonymity; because any
trace of her presence is wholly
absent from the images, we have
the rare treat of watching the
subject posing, as if in front of a
mirror, enjoying the fantasy before
the photographer actually arrives.
No mugging for the camera here,
caused by its intimidating status:
there is sheer pleasure to be
found, a seductive feeling of
warmth, with happy endings in
rind.

Muffy Mclanahan, in devising a
playful approach to scale and
dimension, has created some ex-
cellent assernblages from lifeless
relics, most notably "Steps at the
Achilleion,” “Achilles Wounded by
Herte" and “Greek Graffiti.”
Classic subject matter tends to
overpower classic treatment, yet
Mclanahan personalizes the im
ages in a way that frees the sub-
jects from the burden of their
pasts. Beth Schlanger's Puye Cliff
Dwelling series is based on a suc-

Cowett Hill, Maine

cessful concept, yet suffers greatly
from an oppressive printing tech-
nique. These dwellings, beautifully
limned by a credible sensibility,
have been obscured by heavy
handedness.

Paula Goldman's “Waiting for
Cancer’' portrait series is the
work | find most enigmatic. The
pictures simultaneously attract
and repel. Her aims elude the
viewer, | detect an evasiveness in
the series as a whole, yet find
some individual pictures to be
enchanting, Perhaps it is the the
title, which plays on profound
emotions, that leads us to expect
more impact than is delivered.
The awkwardness is that nothing
gels — the anxieties drawn upon
continue to float around the
imagery, so that the relationship
between title and posture is in-
conclusive. The most haunting pic-

From the senes "Warting for Cancer”
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tures contain people surrounded
by neutral, seemingly disparate
objects and props. These are ele-
ments of security and familiarity.
We wonder how they will trans:
form, and if that, too, is inevit-
able (assuming that cancer is).
This series requires considerable
contemplation.

Although David Cornue’s sub
ject matter is noble and lovely, |
take issue with the relatively small
(4x5-inch) image size he has chos-
en: it is difficult to justify forcing
the vastness of these landscapes
into such confined quarters. So
rmuch of the delicate light and
tonality is obscured. These pic-
tures demand more surface space
for the photographer’s intention
to be fully appreciated.

Jim Elmere's pictures taken at
the English seaside are of a doc-
umentary nature, and it is clear

David Corriue

that he is least at home and most
successful when he indulges in the
risk of participation. As he closes
in on the things being photo-
graphed, his stance is more
clearly stated, his vision defined.
Reliance on the wide angle, quick
swing-through leaves us with a
random, empty impression. This
circular pesture doesn't have the
triumph of the images that sur-
round him. His social commen-
tary is far more acerbic as
well: when not distanced, we
really feel what some people
might be willing to put up with
for a little sun. His economizing
of spatial plane (less is far more
here) pives us a better sense of
the crowding he seems to be so
interested in,

Jim Tiebout's single; hand-tinted
image is so frail and enticing and
quite frustrating to see alone. It is

Faula Goldman
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part of a series; we would doubt-
less benefit from its exhibition in
entirety.

Beth Israel Goldbergs picture
entitled “Simla Indian Himalayas”
is a refreshingly simple and un-
pretentious bit of secret smuggl-
ing. It imparts the feeling of see-
ing sacred things not meant for
any but the holiest eyes, Therein
lies the difference between tourist
and traveler. Similarly, Barth
Schorre’s "Cemetery Sequence
£10" is the definitive picture in a
rash of cemetery invasions., His is
not an overly reverent grave rob-
bery; he points up the eccentri-
cities with which people decorate
the graves of their loved ones.
He doesnt pass judgement, and
this gives one the tender chuckle
of recognition,

Fhillip Holland's painterly, evoca-
tive "Frenchies Three” (it is unfor-
tunate that he chose such a glib,
distracting title) is a wonderful
image with an understated punch-
line. The colors are rich; we are
in no danger of doubting its ver-
acity. The sum of elements in this
image confirms our confidence In
the integrity of the photograph,
We take with us an impression of
this rmysterious image composed
of mundane elements, quite
satisfied.

The consensus seems to be
that the members exhibition is a
sacred concept, and | agree for
the most part. There are a num-
ber of theories as to why par-
ticipation was low this year, but
the most significant one is the
coinciding of fellowship award
appointments — deadlines were
nearly simultaneous. That the
fellowship review received more
portfolios than the members' ex-
hibition is sad commentary in-
deed. If lack of interest continues
to weaken the concept, amend-
ments or incentives need to be
initiated in order to encourage a
more general parficipation and
enthusiasm, without which a dan-
gerous precedent is perpetuated.
The selection process itself is a
democratic one, with members
voting to rate the top portfolios
and single images. Members may
vote whether or not they submit
pictures; the number of members
who voted was very low as well.
Perhaps if members really want
this to be a serious exhibition
some consideration should be
given to another method of
choosing the work.
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By Paul Hester

Qur Lives and Qur Children;
Photographs Taken Near The
Rocky Flats Nuclear Weapons
Plant. By Robert Adams. Pub-
lished by Aperture, Millerton, NY
1983. Paperback. $12.50

ROBERT ADAMS:
A NEED
TO ELABORATE

SPOT

"They are members of every race
and nation of the earth. They are
of all ages, of all temperaments, of
all classes, of almost every imagin-
able occupation. Each is incorpo-
rate in such an intense and various
concentration of human beings as
the world has never known before.
Each, dlse, is an individual exis-
tence, as matchless as g thumb-
print or a snowflake. Each wears
garments which of themselves are
exquisitely subtle uniforms and
badges of their being. Each carnes
in the posture of his body, in his
hands, in his face, in the eyes, the
signatures of a time and place in
the world upon a creature for
whom the name immortal soul is
one mild and vulgar metaphor”

-lames Agee, introduction to
Many are Called

Photography is burdened by an
expectation of unblemished views
of the world, Portrait, advertising,
architectural, and landscape pho-
tographers all labor under the de-
mand for perfection. This obses-
sion with the ideal is responsible
for the lingering remains of the
picturesgue in photography and
a fastidious concern for The
Fine Print.

Concurrent with this urge to
create a better make-believe
world within the picture is an-
other hope that photography can
contribute to change beyond the
frame. Activists from Lewis Hine
to Danny Lyon to Fred Lonidier
have expressed the conviction
that social conditions exposed by
photography could be reformed.

These impulses have formed a
troubling mixture in the work of
Robert Adams. He loves the land,
both mountains and prairies; he
admits to having an Ansel Adams
print on his wall. But his concern
for accuracy and typicality has led
him over the past twenty years
to make pictures not of naticnal
parks but of land that is being
used and developed.

Robert Adams’ work first
achieved prominence in 1974 with
the publication of The New West,
Subdivided into “Prairie” “Tracts
and Mobile Homes,” "The City,”
and "Foothills and Mountains,” the
pictures point out all the things
we usually try to escape when
we travel or photograph. The
unsettiing aspect, however, is the
careful attention paid to all these
blemishes. A thoughtful equilib-
rium informs each picture; his
simple, balanced compaositions
always seem to include the ubig-
uitous mountains at the edge of
perception. As he wrote in the
foreword, "Paradoxically, however,
we also need to see the whole
geography, natural and man-made,
to experience a peace; all land,
no matter what has happened to
it, has over it a grace, an abso-
lutely persistent beauty”

Each of his other books has
elaborated on this initial theme.
Denver; A Photographic Survey of
The Metropolitan Area, published
in 1977, included this statement;
"...a photographer wants Form,
an unarguably right relationship of
shapes, a visual stability in which
all components are equally impor-
tant. The photographer hopes, in
brief, to discover a tension so ex-
act that it is peace”

Prairie was published by the
Denver Art Museum in 1978,
Adams wrate in the foreword,
"There are times, of course,
when the only possible reaction
to life on the prairie is to be
still.... Prairie buildings...are
emblems of our hope and its vul-
nerability.... Mystery in this land-
scape is certainty, an eloquent
one. There is everywhere silence.”

In 1980, Aperture published
From The Missouri West, in which

Adams “...decided to try to
rediscover some of the land
forms that had impressed our
forebears, Was there remaining
in the geography a strength that
might help sustain us as it had
thern! | set one ground rule —
to include in the photographs the

evidence of man; it was a precau-

tion in favor of truth that was
easy to follow since our violence
against the earth has extended
even to anonymaous arroyos

and undifferentiated stands of
scrub brush.”

| have quoted Adams to this
extent because rarely does a
photographer try so hard to help
us understand his position. His
achievement in these landscapes
is the union of both the condi-
tions for his despair and the
sources of his awe. The almost
religious intensity with which he
has concentrated on this uneasy
miarriage is evidenced in the pro-
gressive tautness of his images
and the growing subtlety of his
vision.

The didactic nature of Adams'
work has generally been over-
shadowed by his classical concern
for austere, restrained objectivity.
But Our Lives and our Children
appears to mark the end of his
desire for objective detachment.
It is a collection of candid por-
traits made in parking lots, cross-
walks and airports, many of
young children and babies. Cars
are everywhere; people are al-
most always moving, walking —
some alone, but mostly in groups
— talking, holding hands, touch-
ing. There is rarely any contact
with the photographer. The peo-
ple are not unusual in any obvi-
ous way. They are white, mid-
dle-class, and not engaged in any
particular activity such as a pa-
rade or demonstration. They are
ordinary people engaged in the
ordinary details of everyday life.

Four-fifths of the way through
the book an image of a woman
holding a young girl is repeated,
cropped into a narrow, horizontal
band. The final dozen pictures
maintain this format and present
faces of anxious concern and
gradually increasing imprecision
and blurriness,

Two pages of text give a his-
tory of the Rocky Flats Nuclear
Weapons Plant, then Adams
concludes,

"In summary, the plutonium
triggers built at risk to Denver
become part of a worldwide sys-
tem so open to error and mal-
function that it is reasonable to
believe many of us will, at a
scarcely imaginable but exact
time, die from them.,

“If we confront this conclusion
we want almost at once to give
up. to be free of what seems im-
possible hope. When we can find
in ourselves the will to keep ask-
ing questions of paoliticians, it is, |
think, after we have noticed the
individuals with whom we live.
How mysteriously absolute each
is. How many achieve, in mo-
ments of reflection or joy or
concern, a kind of heroism. Each
refutes the idea of acceptable
losses” The final page states that,
“All royalties from the sale of this
book will go to the American
Friends Service Committee
Freeze Education Fund, 1600
Lafayette Street, Denver, Col-
orado 80218

| went back to Adams' earlier
pictures looking for clues that
might relate to this new book.
Among the stark images of tract
hornes spread out below the
mountains, | came across more
people than | had remembered.
While not present in significant
numbers, they are consistent in
their solitude, contemplation, and
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“Adams has admitted the
weakness of objectivity. He
is confronted with a danger
that cannot be seen, that
he cannot photograph.”

stillness. More surprising was the
number of times these people
happened to be children. “A child
with nothing to do; the back of a
shopping center” (page 92, Den-
ver), a worman pushing a baby in
a grocery cart past rows of bot-
tled water (page 95, Denver): a
young boy on a motorbike,
poised on a overlook toward
distant mountains (page 102, The
New West); a father and child
holding hands and walking away
from the camera across a vacant
lot toward the back of a shop-
ping center (page 84, Denver).

The greatest help in my reading
of Adams’ new work was Walker
Evans' 1966 book, Many are
Called, of photographs that Evans
took in the 1930s on New York
subways. Evans hid a camera
under his ceat, ran a cable re-
lease down his sleeve, and rode
the subway, surreptitously pho-
tographing those seated across
from him. People, isolated in the
noise of the subway, read or act
out small dramas with their com-
panions. They all appear about
the same size against the dark
background of the subway and
this format forces you to concen-
trate on them as individuals.

In the differences between the
two books are certain clues.
Evans' pictures have for us now a
nostalgia for old clothes and hats,
even old-style faces. Adams is
stuck with contemporary T-shirts
and running shoes, without the
softening effects of time. His is a
public arena limited to the dis-
tance between car and shopping
mall. not the forced intimacy of a
subway car. Because of our asso-
ciations with this environment, it's
difficult to see the enduring, per-
sistent beauty of which Adams
has convinced us in his other
work. He has, however, revealed
(or bestowed) a powerful author-
ity residing in each body; the
casualness with which | dismiss
others every day has evaporated.

Adams’ pictures have an air
of haste, an element of stolen
glances. It is, | believe, a source
of the anxiety that one senses in
these pictures. There is nothing
dishonest in this, but it is a re-
minder that the pictures were
made without asking. Perhaps
the effort to explain why he was
taking them was too great, too
impossible. How does one say,
"Because | love you,' to a total
stranger! Adams seems to feel a
great burden, and marvels that
others manage to carry on in
spite of their difficulties.

Evans’ pictures, also taken with-
out permission, don't show this
strain or tension. Only occasion-
ally does someone peer suspi-
clously toward the lens hidden in
the folds of his coat, and we fear
for a moment we're about to be
caught. The images are more
formal; people are practically sit-
ting for their portraits, lost in
themselves, in the noise and an-
onymity of the subway.

Both photographers vary the
size and proportions of their pic-
tures, cropping and enlarging to
emphasize the individual. Adams

kept his camera low to place the
figures against the sky, which in-
creases their heroic stature and
gives his camera the eye level of
a child.

The absolute equilibrium which
he demanded from his earlier pic-
tures has been relaxed, and he
offers in its place the precision of
his observations about gesture
and posture. Without fanfare or
acrobatics, he records the quiet
tenderness of our fragility.

It is this voyeurism, however,
that is finally frustrating. All the
interaction is within the frame;
we watch touching, caring, loving
people, but never make eye con-
tact or become intimate, We are
removed, the all-seeing eye, taking
in facts, but making no cormmit-
ments. | realize this distance 15
part of his respect for the sub-
ject, and that it contributes to
the solitude which we see in the
subjects, but it is this neutrality,
this pretense of objectivity, that
is so paralyzing. This style of pho-
tography presents its point of
wview as the ultimate window
on the world, as though its cool,
clinical detachment were the
only reality.

The crack in this window gives
this book its potential. Adams
has apparently sensed the need
to elaborate in order to give
new meaning to the looks and
gestures of the book. He has
cropped and seqguenced the last
pictures to give no other option.
He is demanding that we see in
the nuclear context the concern
on the boy's face in the window
and the man carrying his son and
the woman biting her nails and
the woman with her eyes shut,
The cold, brilliant light of The
MNew West has become a hot,
blinding explosion.

Adams has, it seems to me,
admitted the weakness of ob-
jectivity. He is confronted with a
danger that cannot be seen, that
he cannot photograph. He must
make pictures to awaken us to
what will be lost, and to per-
suade us of the immediacy of
the danger. Some recent films,
like Atormic Cafe, have mocked
nuclear defense preparations;
others like The Day After used
makeup and special effects to sug-
gest the horrors of nuclear war.
An exhibition called The War
Room documented the effects of
nuclear bombs on Hiroshima and
MNagasaki with photographs of
the cities and the survivors,

All efforts to alter our passive
acceptance are worthwhile; they
are necessary in order to change
our minds about what s possible.
But neutral photographs that put
their faith in objectivity run the
risk of supporting the status quo.
To see ourselves as passive vic-
tims hastens our acceptance of
the inevitable. We need pho-
tographs that challenge our ac-
quiescence to Star Wars policies
and mindless militarism, Classically
composed photographs cannot
convey the urgency, as Robert
Adams admits with these last
images.

The book as a whole encom-
passes the balance of his earlier
pictures. Looking at the cover
photograph, a woman in distress
holds a child and crowds in on us
from the left edge of the frame,
while down the sidewalk a bit,
another woman, holding a child
by the hand, looks towards the
first woman. She doesn't perceive
the danger and is unaware of the
ominous shape over her and the
line that shces through her head.
Again | see the ambiguous mes-
sage of ecological disaster and
possible survival, the contrast
between objects of despair and
love. It is an equation of the sa-
cred and the profane, the perfect
and the imperfect.
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There would still remain the never-
resting mind,

So that one would want to escape,
come back

To what had been so long
composed.

The imperfect is our paradise.
Mote that, in this hitterness,
delight,

Since the imperfect is so hot in us,
Lies in flawed words and stubborn
sounds.”

Wiallace Stevens, The Poems of
QOur Climate

The questioning of things as
they are is the beginning of our
understanding. Robert Adams has
questioned our beliefs about
what is worth photographing, or
to put it another way, what is
worth caring about. He questions
us clearly on that account, and in

FALL 1984

large measure by his ability and
willingness to relate these loving
observations to the threat of nu-
clear war. | admire and applaud
his strength on all levels. My res-
ervation is one | am trying to
answer for myself: How do we
photographically place these ques-
tions in the political arena?

“Less than ever does a simple
reproduction of reality tell us any-
thing about reality. A photograph
of the Krupp works or AEG yelds
almast nothing about these institu
tions. Reality proper has shpped in-
to the functional. The reification of
human relationships, the factory.
let’s say, no longer reveals these
relationships. Therefore something
has actually to be constructed,
something artificial. something
set up,”

Bertold Brecht
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Robert Adams

“Perhaps the effort to ex-
plain why he was taking
[these pictures] was too
great, too impossible. How
does one say, ‘Because |
love you,” to a total
stranger?”’
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By Peter Yenne

Telex Iran/ln The Name of
Revolution. By Gilles Peress.
Published by Aperture, Millerton,
MNLY. 320 paperback.

GILLES PERESS:
CIRCUMSTANTIAL
EVIDENCE

“The country that emerges
from these photographs is
bleak and mysterious, an
agitated, contradictory
place, filled with high emo-
tions and sadness, where
few things are what they

i1l

seem.

SPOT

Depressing as the world situa-
tion is today, it still inspires
wonderful photography. The last
few years have brought us Susan
Meiselas’ powerful book on Mica-
ragua, followed by an even bet-
ter group effort on El Salvador
(recently shown at the Rice
Media Center). In a parallel
development, three current films
feature photographers as central
characters — Under Fire, Circle of
Deceit, and The Year of Living
Dangerously. The “committed”
photographer, something of an
endangered species during the
1970s, is obviously making a
comeback. Gilles Peress, a French
photographer working for Mag-
num, may not look like MNick
MNalte or Mel Gibson, but he is
clearly a successor to the likes of
Robert Capa and Don McCullin.
Like them, Peress shoots in black
and white, but the world he lives
in, as Molte and Gibson quickly
discovered, is getting grayer and
grayer.

Telex Iranfin the Name of Revo-
lution is the amazing record of
five weeks Peress spent in Iran in
1979/80 during the seizure of the
American Embassy in Teheran. It
is a big book, filled with images
as intricate as the rugs that were
Iran's second most famous ex-
port. Fittingly, for a Magnum
member, Peress’ style is indebted
to Cartier-Bresson and josef
Koudelka, with more than a ca-
sual nod to William Klein and the
late Garry Winogrand. This is a
wide-angle view of Iran, tilted,
fragmented by the piercing rays
of the low winter sun, energized
by a people in revolt. Peress is
an artist as well as a journalist,
and the book shows it. He is in
terested in pictures for their own
sakes, and the photographs are
full of visual puns, bursting with
information, and strong in con-
trasts of lighting and scale. The
impressive range of visual strat-
egies in Telex Iran reveals a quick,

/4'

resourceful and inventive eye.
Peress likes to break up the
picture frame, reducng mass
movements to individuals. Often,
people are seen through screens
and windows, or from passing
cars and trains, reinforcing the
feeling that Iran is still "'out
there'’, impenetrably foreign and
remote. Yet Peress manages to
break through his alienation and
get dose to his subjects — with
stunning results.

The country that emerges from
these photographs is bleak and
miysterious, an agitated, contra-
dictory place, filled with high
emations and sadness, where few
things are what they seem. Turn-
ing to the essay at the end of the
book, for example, we learn that
the women wailing in the ceme-
teries may well have been paid
professicnal mourners, and that
the “revolutionary martyrs’ they
grieve for could just as easily have
died in a car wreck. Ayatcllahs
are everywhere: on mirrors, pos-
ters, cassettes, television, even at
the bottom of soup bowls, re-
minding us that this holy war was
also a war of images, a modern
struggle of Good and Evil for
prime time. It is not a clear, sim-
ple, or uplifting story. Brief cap-
tions, in small print, are placed at
the end of the book, leaving the
photographs to stand on their
own, reflecting the tumnult and
ambiguity of the situation that
produced them,

Peress has come a long way
from the classic photojournalism
of Eugere Smith. He belongs to a
more complex and self-canscious
time in which the media are so
powerful and all-encompassing
that they create events as much
as they cover them. The hostage
crisis 1s a perfect example of this
trend, and the example of this
trend, and the Iranians made
maximum use of the intense
media coverage it generated.
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Seeing is no longer believing,
which puts the photojournalist
in a rather difficult position.

Telex Iran addresses this prob
lem in an interesting way. Sprin-
kled throughout the bock are the
terse, puzzling telexes that were
Peress' primary link to the out
side world. They give us an un
usual glimpse into the everyday
life of a "troubleshooter." Like his
glamorous anematic counterparts,
Peress is a kind of spy, and  thus
the telexes are probably deliber-
ately cryptic. They tell of contacts
and couriers, missed deadlines

“Peress is driven to make
sense of a situation, to in-
terrogate the visual world.
Like Winogrand, he knows
his pictures are only cir-
cumstantial evidence, but
they are the only evidence
he has.”

Gilles Peress

and opportunities. They talk of
money (he is in it, after all, for
something) and send their love.
The telexes are candid, too (one
of them describes his latest take
as “not very smashing”), contrib-
uting to the sense of a real, yet
curiously pared-down and “exis-
tential” personality behind the
camera. Peress comes across as
a politically committed journalist
who tries to remain objective,
concerned that his pictures be
correctly captioned and not mis
used by the by the right-wing
press. Inevitably, captions are
confused, meanings are lost and
blurred.

Peress is at the mercy of events
and the fickle interests of the
reading public. From the telexes
we learn that he would like to go
home, but can't — there 15 a
rumor that the hostages will be
released. When he finally has a
hot story, no one is interested —
all eyes are on Afghanistan, could
he please go there instead? A lin
gering sense of futility hangs over
these marvelous pictures. lroni
cally, we learn more about the
actual political situation in lran
from Gholam-Hossein Saedi’s
two-page essay than we ever
could from the photographs,
and Peress knows that even if
he should capture a crucial image
it will probably be used to sell
apple pie or compact cars. Still,
what else can he do? Peress is
driven to make sense of a situa
tion, to interrogate the visual
world. Like Winogrand, he knows
his pictures are only circumstantial
evidence, but they are the only
evidence he has.

Perhaps the filmmakers were
right after all n a twisted and
very contemporary way, Peress is
a kind of romantic hero. From his
pictures we cannot tell exactly
what happened in Iran, but we
can say, with conviction, “This is
what history looked like!"
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Life without End

By Sharon Stewart

The exhibition Gilbert & George
was organized by The Baltimore
Museumn of Art and was shown at
the Contemporary Arts Museumn in
Houston this summer, It will tour
to the Norton Gallery of Art, West
Palm Beach: The Milwaukee Art
Museun; -and the Solomon R.
Guggenheim Museum, New York,

GILBERT & GEORGE:
POMPOUS PANDERING

“Their life is delved from
intense introspection and
transposed through sexual-
ity, militarism, religion,
alcoholism, mental mania,
social strappings, floral om-
nipresence, and youth —
don’t forget the youth lest
it leave.”

FALL 1984

Art does not imitate life, nor
life art with Gilbert & George,
two fellows whose creative
wiorlds have come to live as one.
To them, life is art. And this life
began in 1967 when they were
students at S5t. Martins School of
Art in London. They chose to be
a living sculpture and have re-
mained so as subject center in
their mail art, films, poetry, paint-
ings, drawings, boockworks and
photo-pieces. Sixty seven of the
latter are presented in, Gilbert
& George, their first American
retrospective, shown this summer
at the Contemporary Arts Mu-
seurn in Houston, and organized
by Brenda Richardson of the Bal-
timore Museum.

These photo-pieces are each
comprised of a network of 24x20
black framed photo segments
making a whole image/allegory
with a semblance to stained glass
cathedral windows. | say allegory
because initially their photo-pieces
were groupings of individual pho-
tographs compounding a story
told. Through an evolution in-
volving color and theme has the
allegory returned. But that is
jumping a bit ahead and one
must have an overview of the
life art of Gilbert & George.

Their life (for they never talk
about their art) 15 delved from
intense introspection and trans-
posed through sexuality, militar-
ism, religion, alcoholism, mental
mania, social strappings, floral
omnipresence, and youth — don't
forget the youth lest it leave.

In this exhibition we initially find
Gilbert & George introverted to
their home world during 1974
1977. "Dusty Corners” and
"Dead Boards” abound in black
and white tales. Comes worry,
comes red color slathings to "Bad
Thoughts,” "Bloody Life," “Men-
tal," and “Red Morning Death.”

Turning out of the immediate
mind and home in the late |970s
to the “Mad" street scum’s
scratchings provided graffiti piece
motifs in "Queer;’ “Bent,” and
“Prostitute Poof” And it is again
red. the color connotation of
Commie, rage and blood that
rejoins “Are You Angry Or Are
You Boring!" and “Communism.”

Enter the Eighties intellectual
yellow yell. Gilbert & George
propose themselves to be quite
high beings and will wax so while
we remain willing recipients. They
are now "Waiting," arms afront
clenched and crossed across twin
tweed stares. All about their
titles abounds anguish in '80.
Trapped, Dying Youth and a Hell-
ish Misery Fighter, Living in
Madness, are Exhausted in In-
tellectual Depression. Be it the
"Power and Glory" of Brixton

blue collar boy "Angels” and a
half-yellow war "Hero™ to bring
back a transmogrified yellow Gil-
bert and red George like the red
“Bose Hole" gaping above us but
below them. Finally life art fills,
“Four Feelings” for "Four Knights’
bring on four colors. And with
these colors come photogram
template masks of "Coloured
Faith;" "Lions,” "Monsters,’
“"Coloured Black,” "Rude;" and
“Speaking Youth” in decade
dawning primitive poses.

And in 1982 it's "Deatho
Knocko™ a Dies Irae so bring out
the living colors of magenta,
violet, turquoise, orange, green,
of course yellow, blue, and red
and we might as well have some

By April Rapier

The Museum of Fine Arts, Hous-
ton, recently hosted an exhibition
entitled A Century of Black Pho-
tography: 1840-1960. curated by
Valencia Hollins Caar. It coincided
with African-American Photogra-
phers of the Southwest: 1850-1984
at Texas Southern University, an ex:
hibition and series of special events.

BLACK
PHOTOGRAPHERS

“The time span was enor-
mous, the historical period
complex, and the accompa-
nying range of emotions
spoke of an aesthetic com-
parable to any other place
or time.”

27

gold leaf since art being has bid
us so well. Let's watch the boys
yell and scream and tumble thrust
through crotch crosses and lcarus’
disgraced descent. All blooms in
the flower shower skies of "Col-
oured Loves” and "Winter Flow-
ers." Through stamen stares come
“MNaked Beauty," "Naked Love
and "Youth Faith” We'll lick our
“Lickers” to that faith in "Seven
Herces" so young and peaked.
Why, well wait and watch the
wall of them finish their "Uri-
night” floating face tree pee.
We're ready with faint “Forgive-
ness, though forgetting not "Fruit
Fear God" for we rightly remem-
ber that this remains art religion.
“Life Without End." Amen. Amen,

Blacks have been in the main-
streamn of photography from its
beginnings. It is hypothesized that
Jules Lion (French), working in
MNew Orleans, might have brought
the daguerrectype to the LIS
prior to the publication of Louis
Daguerre's book in [193%. No
aspect of life, no technique was
omitted, although opportunity for
study was minimal. The accom-
plishments are stunning.

These exhibitions are glorious
and long overdue celebrations of
phiotographers whose merit was
overlooked because of the color
of their skin. It is a tragedy that
so many of the negatives, and
miscellaneous data, all of vast
historical importance, seem to be
permanently lost.

In the case of the exhibition at
the MFA.H, organized by the Mu-
seum of Art, Rhode Island School
of Design, the country was
combed in an exhaustive effort to
seek out artists of local, national,
and international reknown. et
the task is a difficult and ongoing
one. It is a broad historical over
view, and does not pretend to be
in any way complete. In fact,
included in the catalogue is an
index (by state) of photographers
not exhibited, about which pre-
cious little is known. It is stated
that the subject, its characters
and any remaining records are in
desperate need of further re-
search. (Curiosity prompts the
mention of a lack of female pho-
tographers.) The time span was
enormous, the historical period
complex. and the accompanying
range of emotions spoke of an
aesthetic comparable to any
other place or time,

Many issues emerged in the
course of putting together the ex-

Gilpert & George

What do you think we should
do today, Gilbert!

Go for another round, George!

That sounds splendid.

How about twe more on the
art world?

They may want women this
time, but | do not believe | can
oblige.

And I'm sure to get depressed
and bloody sotted again and
again. And | rather like screaming
and yelling and dancing with you
so we must just as well continue
living our life's life.

We'll write and prepare for
presentation another film and
continue, too, not to talk about
our art.

hibition and catalogue. Attention
was drawn (by the curator as well
as Angela Davis and Michael
Winston, among others) to the
perpetuation of race labeling. Yet
the very thing that caused this
work to be so long overlooked
by museums has now earned it a
place in American history and art
(a fact of little comfort to those
photographers, scholars, and ar-
chivists who, for years, have been
proponents of research and con-
servation efforts). It is also as-
sumed that this limited number
of artists is representative of a
century of work that spanned
geographical, financial, cultural,
and educational diversities; that
there is a unifying aesthetic to be
extracted seems to be an im
possible assumption, Practical
considerations dominated the
photography of the period. leav
ing behind far more studio and
documentary-style examples than,
say, photojournalistic or “fine art”
experimentation. Yet the uni-
queness lies in the subjectivity of
the vantage point, the lack of
sterile conformity. We learned so
much more thanks to the artists
interjection of visual commentary.
Perhaps this has to do with the
high cross-over between painting
and photography.

It is distressing that the exhi-
bition travelled to only seven
museums around the country. A
body of work on the order of
this beauty and importance
should be fully accessible, most
especially since its application is
so varied, and offers so much to
learn from. | was told that the
catalogue is out of print, which
further limits seeing a first hand
viewpoint of history in clear and
poignant terms.

SPOT



Greorge Krause

The second biennial photograph auction for the benefit of
HOUSTON CENTER FOR PHOTOGRAPHY

will be held on
Saturday December 8, 1984

at

Paradise Bar & Grill

401 McGowen at Brazos

Table sale begins at Il am — Auction begins at 1 pm
Food and drink available from 11 am on

Photographs by nationally known photographers
as well as members of the Houston Center for Photography

Photographs for auction will Please contact the Center (713-529-4755) if
 be on exhibit at you wish to donate work to the auction.

The auctioneer is Howard Zar, formerly of

HOUSTON CENTER FOR Sotheby Park Bernet, New York. A catalog
PHOTOGRAPHY will printed and will be available at the

o il Center. To have your work included in the
; catalog, we must receive it no later than

A Tribute to Ansel Adams October 14, 1984. Please mat prints.

November 28-December 7 Houston Center for Photography is supported in part by grants

; from the National Endowment for the Arts, The Texas Commission
Opemng: Wednesday, Now. 28,. 6-8 pm on the Arts, and the City of Houston through the Cultural Arts Council.
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