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Forward retreat

The HCP’s directors take to the woods.

By Sally Horrigan
President
The Houston Center for Photography

NE very cold, soggy weekend in

January, members of the Houston Center
for Photography’s board of directors held a re-
treat in a farmhouse near Weimar to discuss
schemes and dreams. It had been felt that our
rapid growth necessitated some rethinking,
some reorganizing, and much brainstorming to
come up with a plan for the future. We burned
a ton of wood, ate heartily, and tried to back
off to take a look at where we are and where
we want 1o go.

Saturday morning we divided ourselves into
groups and (huddled under blankets to answer
the question “What is an HCP?" From this first
meeting came a mission statement:

The Houston Center for Photography is a
nen-profit membership organization thar
serves the community as a resource for
educational exchange through exhibits, pub-
lications, lectures, workshops, and fellow-
ships. Our goals are to provide a forum for
critical dialog and to encourage diverse ap-
proaches fo photography.

Although no such statement is as meaningful
as the inguiry that goes into drafting it, we think
the statement is accurate.

After lunch, groups met to come up with
specific suggestions for the future. By mid-af-
ternoon, there were twenty frozen souls chat-
tering away, but circulation to the brain must
not have been impaired, because hundreds of
ideas were batted around. We consolidated and
divided them into plans for the near and dis-
tant future.

During the next several years one of our top
priorities will be to ensure a solid financial foot-
ing. In addition to our current three-year fund
drive, other fund-raising activities must be in-
itiated, foremost of these being a corporate
membership program. The size of the advisory
board needs to be increased and members en-
couraged to participate in projects suited to their
arcas of expertise. They will also help with
fund-raising.

We will aim to increase membership to 2,000;
not all of these members will be photographers
or Houstonians. We plan to have much to offer
to many types of people. There will be plenty
of work for volunteers (call our new Volunteer

Coordinator Paula Goldman to offer your ser-
vices) as well as opportunities for fraternizing.
During this period some of our exhibitions will
be offered to galleries in other cities across the
country. More funds will mean we can attract
more prominent photographers for exhibitions,
lectures, and workshops. Articles from Image
will be offered for reprint in regional publica-
tions. This journal will reach for a national role
in the photographic dialog, and we can begin
to charge for it. More money will make possi-
ble the publication of catalogs for particular
shows, and some tentative steps toward pub-
lishing books. Financial help from others will
make possible lectures in Houston schools.

A library, now in its infancy (we have some
shelves, and we have some books), is being tac-
kled this spring by Paul Hester. Donations of
photography books would be very :nuch appre-
ciated. Photographers from all over will be
encouraged to provide transparencies for a
slide library.

Toward the end of the decade, membership
may reach 5,000. We hope to expand our pre-
sent facility to provide more room for exhibi-
tions, classrooms, and the library. An art loan
program would provide individual works or ex-
hibits to Houston corporations. HCP may spon-
SOT Or co-sponsor artist-in-residence programs
and retreats for photographers.

As HCP approaches the year 2000, perhaps
with 8,000 members, we hope for a new,
permanent home with much more space. Ad-
ditional room will allow for one or more of
these possibilities, depending upon the need in
the community: a photography school with
darkrooms; a book, print, and gift shop; and
a coffee shop or lunchroom.

That's a lot of scheming for one day. One
would think that the larynxes involved would
have given out, but the talking continued after
dinner, as we planned a fund-raising dance, a
Black and White Ball, for March 24 (call the
Center at 5294755 for details).

Sunday morning we made suggestions for
streamlining our operation, and in the afternoon
the poor bylaws committee met to try to deal
with all that had transpired. We wandered back
to Houston in a daze, but pleased with our ef-
fort and excited about the future. 0

The Houston Center for Photography wishes to thank the following
who have contributed thus far to its three-year capital fund drive:

Subscribe . . .

AKE sure you receive your copy of Image
regularly by having it mailed. A subscription
of $10 will get you four issues a year. Send a
check or money order to Subcription Dept., Image,
Houston Center for Photography, 1441 West

Alabama, Houston, TX 77006, or clip coupon.
Please send me a onc-year subscription to Image magazine. [ enclose $10.
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CALENDAR

EXHIBITIONS

MARCH
3-April 3 Benteler Galleries, 2409 Rice Blvd,

“Contemporary European Photography: Anni
Saranne Coplan, Victor Macarol, Philipp
Scholz Ritterman,” Tues-Fri 1lam-5pm, Sat

1 lam-4pm.

5-29 Diverse Works, 214 Travis, “Reserved for
Export: Photographs from Mexico,” Mon-Sat
10am-5pm.

Through March 25 Museum of Fine Arts,
1001 Bissonnet, “Edward Steichen Photo-
graphs,” Tues-Sat 10am-5pm, Sun 1-6pm,
Thurs open 'til 9pm.

10 Feb-March 25 HCP, “Eyewitness: News
Photographers in Houston,” “Garry Wino-
grand,” “An Exhibition of Personal Responses,”
Wed-Fri 11am -5pm, Sat & Sun 12-5pm.

17 Feb-Mar 13 Carol Loewenstern, 6135
Kirby Dr, “Recent Photographs by Dean
Dablow”,

27 Jan-Mar 17 Sewall Art Gallery, Rice
University, “Out of the Forties: A Portrait of
Texas,” Mon-Sat 12- 5pm.

30-April 28 Moody Gallery, 2015-] W. Gray,
“Manual,” Tues-Sat 10-5:30pm.

30-May 6 HCP, 1441 W Alabama “Seeing
Things My Way: New Documentary Work,”
“Fred Lonidier: 1 Like Everything Nothing But
Union,” Wed-Fri 1lam-5pm, Sat & Sun I2-
S5pm.

Dates in March TBA, Rice Media Center,
Rice U Campus, “Photographs from El Sal-
vador” Mon-Fri 9am-5pm, call 527-4894 for
dates.

APRIL

6-May 17 Benteler Galleries, 2409 Rice Blvd,
“Photographs by Andre Gelpke,” Tues-Fri
1lam-5pm, Sat 1 lam-4pm. .

6-28 Harris Gallery, 1100 Bissonnet, “Geoff
Winningham," Tues-Fri 10am-6pm, Sat 11am
-5pm.

7-29 Diverse Works, 214 Travis, “Frank
Martin,” Mon-Sat 10am-5pm.

21-June 10 Museum of Fine Arts, 1001
Bissonnet, “A of Black Photogra-
phers: 1840-1960," Tues-Sat 10am- 5pm, Sun
1-6pm, Thurs open 'til 9pm.

25-May 2 The Blaffer Gallery, U of H Cam-
pus, “1984 Student Exhibition,” Mon-Fri
10am-5pm, Sun 1-5pm, closed Sat.

MAY

11-June 24 HCP, 1441 W Alabama, “Third
Annual Members’ Exhibition,” Wed-Fri
1lam-5pm, Sat & Sun 12-5pm.

19-June 30 Benteler Galleries, 2409 Rice
Blvd, “An Exhibition of Portraits,” Tues-Fri
11am-5pm, Sat 1lam-4pm.

EXHIBITIONS ELSEWHERE IN TEXAS
MARCH

Jan 13-March 11 The Amon Carter Mu-
seum, Ft Worth, “An Emerging Tradition in
American Photography,” Tues-Sat 10am-5Spm,
Sun 1-5:30pm.

16-May 13 The Amon Carter Museum, Ft
Worth, “Visions of America: Selections from
the Amon Carter Museum Photography Collec-
tion,” Tues-Sat 10am -5pm, Sun 1- 5:30pm,

Lynn Lennon

APRIL

2-May 13 Allen Street Gallery, 4101 Com-
merce, Dallas, “Paul Caponigro,” Wed-Fri
12-5pm, Sat 10am-4pm, Sun 1-5pm.

MAY

16-June 24 Allen Street Gallery, 4101 Com-
merce, Dallas, “Olivia Parker,” Wed-Fri
12-5pm, Sat 10am-4pm, Sun [-5pm.

LECTURES/
EVENTS

MARCH

4 HCP, 1441 W Alabama, 3pm, “Americans/
Eu : Panel Discussion,” organized by
Petra Benteler,participants will include Anni
Siranne Coplan, Victor Macarol, Philipp Scholz
Ritterman, Wendy Watriss, Buddy Clemons,
and George Krause, moderated by Fred
Baldwin.

7HCP, 1441 W Alabama, 7:30pm, “Photojour-
nalism: Some Current Issues,” panel discussion
moderated by Wendy Watriss.

24 HCP, Black & White Ball, The Magnolia
Ballroom, 715 Franklin at Smith, 8pm-
midnight, a benefit for Image magazine, call
529-4755 for details on reservations and raffle
tickets.

APRIL

4 HCP, 1441 W Alabama, 7:30pm, “Seeing
Things My Way: New Documentary Work,".

Jan Grover, Columbia College, Chicago.
12-15 “Critical Mass” a symposium on artists'
publications and magazines. Keynote speaker:
Vered Lieb, New York artist and critic, 7:30,
Museum of Fine Ans, 1001 Bissonnet, call
523-6489 for details.

WORKSHOPS/
CLASSES

MARCH

7 Leisure Learning, “Basics of Photography,”
4 Wed mtgs, 7-9:30pm, Tim Barkin, instruc-
tor, $45, call 721-7299.

8 Leisure Learning, “Basic Black and White
Darkroom,” 3 Thursday mtgs, 7-9pm, $41, Tim
Barkin, instructor, call 721-7299 for details.

10 HCP, “Archival Matting and Framing,”
Danny Clayton, instructor, $20 members, $25
non-members Call 529-4755 for details.

24, 31, & April 7,14,28 Glassell School of
Art, “Printing, Toning, Bleaching, and Special
Effects,” 1pm-4pm, $105. Call 529-7639 for
details.

26 Art Institute of Houston, Classes begin on
26th Full range of day and evening sessions Call
523-2564 for details.

31 Leisure Learning, “How to take better
travel photos,” 1-4pm, $15, Chris Rogers, in-
structor, call 721-7299 for details,

31 Leisure Learning, “Basic Photographic
Composition,” 9:30am-12:30pm, 518, Barry
Malarcher, instructor, call 721-7299 for details.
Total Camera, 6138 Westheimer Spring classes
in basic, intermediate, and advanced photog-
raphy. Call 784-2889 for details.

Beginner, Advanced, Professional private and
group classes: Karen Barfield CPP, instructor,
call 688-0148 for more information.

APRIL

4 Leisure Learning, “Basics of Photography,”
4 Wednesday mtgs, 7-9:30pm, $50, Tim
Barkin, instructor, call 721-7299 for details.
7 HCP, “Field Trip: Landscape Photography,”
Peter Brown, instructor, $40 members, $50
non-members Call 529-4755 for details.

10 Leisure Learning, “Intermediate/Advanced
Photography: Tips of the Pros,” 3 Tuesday
mtgs, 7-10pm, $35, Mike Patrick, instructor,
call 721-7299 for details.

11 Leisure Learning, “Basic Black and White
Darkroom,” 3 Wednesday mtgs, 7- 9pm,$41,
Tim Barkin, instructor, call 721- 7299 for
details.

12 Leisure Learning, “Photographing the
Human Figure,” 3 Thursday mtgs, 7-10pm,
$55, Mike Patrick, instructor, call 721-7299 for
details.

St Thomas Courses a la Carte. Registration
for photography classes on date to be announced
in April. Call 520-7000 for details.

MAY

3, 5, 6 HCP “Creating the Master Negative,”
Gary Faye, instructor, $80 members, $100 non-
members Call 529-4755 for details.

15, 17, 19, 20 HCP “Making the Fine Black
and White Print,” Lars Giertz, instructor, $80
members, $100 non-members Call 529-4755
for details.

The Friends of Photography: assorted sum-
mer workshops, for more information write PO
Box 500, Carmel, Ca, 93921 or call (408)
624-6330.

GRANTS/ _
COMPETITIONS

HCP Fellowships: 3 $1000 fellowships, open
1o all photographers in Houston to support work
in progress. Submit portfolio (workprints
acceptable) and statement of intent to HCP,
1441 W Alabama by May 13. Winners will
exhibit the resulting work in 1984-85 exhibi-
tion schedule Jurors will be announced after the
.m- -

HCP Annual Members’ Exhibition: Selection
for this exhibit will take place April 7, loca-
tion to be announced. Open to all HCP
members, work selected by all members pre-
sent. Call 529- 4755 for details.

Riva and David Logan Foundation: Grant
to support new writing on photography, dead-
line for submission: May 15, write for guide-
lines PRC, 1019 Commonwealth Ave, Boston,
Ma, 02215, include SASE.

Submit work to East Texas International
Photography Contest, deadline: April 16, for
more information write East Texas Photograph-
ic Society, Box D, ET Station, Commerce, Tx,
75428. (Continued on next page)

Photograph

Germany
and
Austria

Tour beautiful Southern
Germany and Northern Austria
and experience the splendor of
its enchanting villages, historic
architecture and picturesque
scenery. Capture its charm on
film under the direction of an
experienced international
photographer. Classes before
and after the tour will insure
expert shots and lasting travel
memories.

Travel Dates:

June 16-24, 1984

Cost:

$1529 (includes airfare, lodging,
2 meals per day, transportation
and film development)

Major Attractions Include:

Heidelberg

Rhine River by Steamer

The Majestic Alps

Innsbrook and Salzburg
Oberammergau and Garmisch

For Information

and Brochure Call:

713/630-7223

Cosponsored by:
HCCS Photography Department
and Atlas Travel Agency.

\_ _Equal Opportunity )




MANUAL

VIDEOLOGY 1983-84

MARCH 23 - APRIL 21

“TANK", TYPE C COLOA PHOTOGRAPH, 18° = 18°
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elegant,
affordable,
open
sundays

homemade frames

1526 heights blvd.

15% Discount on
custom framing

no limit with coupon

1-HOUR
PHOTO

‘PHOTO.

FRAMES & TFOTOS

4032 Bissonnet
664-3897

{Continued from previous page)
Submit slides for 1984-85 exhibition schedule,
send letter and 10-20 slides, and SASE to
Houston Center for Photography, 1441 W
Alabama, Houston, Tx, 77006.

CLUBS

American Society of Magazine Photogra-
phers, (ASMP). Meets 6:30 p.m., 1st Monday
of each month in the Graphic Arts Conference
Center, 1324 West Clay. An international
association whose “members work in every cat-
egory of published photography.” Visitors wel-
come. Charge for monthly meetings. 521-2090.
Houston Chapter of Association for Multi-
Image. Meets 3rd Thurs. monthly. Steve San-
difer 667-9417.
Association of Students in Photography,
Houston Community College, 1300 Holman.
For HCC students. Meets 8 p.m., 1st Mon. of
each month. Call 521-9271, Randy Spalinger
for details.
Baytown Camera Club. Meets 7 p.m. 1st and
3rd. Mon. monthly at Baytown Community
Center. 2407 Market, Baytown. Vernon Hagan
424-5684.
Brazoria County Camera Club. Meets 7:30
p.m. 2nd. Tues. monthly at Continental Sav-
ings & Loan Asso., Lake Jackson, Tx. Don
Benton (409) 265-4569.

The Houston Camera Club. Meetings 7:30

Paula Goldman

CALENDAR

p.m, on Tuesday, three times monthly at Bay-
lor College of Medicine, DeBakey Bldg. Room
M-112, Texas Medical Center. Free parking.
Competitions, programs, evaluations. Gwen
Kunz, 665-0639.

The Houston Photochrome Club. Meets 7:30
p.m. the 2nd. & 4th Thrus. monthly at St.
Michael's Church, 1801 Sage Road. Room 21.
John Patton 453-4167.

The Houston Photographic Society. Meets 8
p.m. on 2nd & 4th Tues. monthly at the Ber-
ing Church, Mulberry at Harold. Programs and
critiques. Tony Martino 827-1159.

The Photographic Collectors of Houston.
Meets 7-10 p.m. the 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.” Leonard Hart 795-7455.

1960 Photographic Society. Meets 7:30 p.m.
Ist and 3rd. Tues. monthly at Cypress Creek
Christian Community Center, 6823 Cypress
Wood Drive & Stuebner Airline. Dave Ma-
havier 522-1861 or 353-9604.

Society of Photographers in Industry. Meets
3rd Thurs. monthly. Sonny Looks Restaurant,
9810 So. Main. 6 p.m.-10 Cocktails, dinner,
speaker. Visitors welcome. Dave Thompson.
795-8835.

Notices for "Calendar” and for the monthly mem-
bership newsletter are welcome and should be
sent to: “Calendar,” Houston Center for Pho-
tography, 1435 West Alabama Houston 77006.

R. Andelman




WINOGRAND

For him, photography’s a way of living.

By Paul Hester

An exhibition of recent work by
Garry Winogrand opened at the
Houston Center for Photography
on February 10 and will be on
view until March 25. Hours are
11-5 Wednesday through Friday,
and noon to 5 Saturday and Sunday.

MAGINE historians in the year

2500 trying to piece together the
habits of the late twentieth century.
What will the photographs of Gar-
ry Winogrand look like to them?
(Will it make a difference if those
historians are female or male?)

An audience accustomed to col-
orful still lifes and composed land-
scapes finds little in the work of
Winogrand to warrant its attention.
Contemporary preoccupations of
colorful fantasies avoid the black
and white precision of his obser-
vations. Winrgrand's photographs
repeatedly <caw me back and rein-
force my conviction about the vi-
tality of his work. Without his
photographs, those future histo-
rians will misunderstand us. And
we take that same risk.

Winogrand began photography
in 1948 at the age of twenty. In
1952 he joined a photo agency and
began doing work for magazines
such as Colliers, Sports Hlustra-
ted, and Pageant. When Colliers
stopped publishing in 1957, he
started photographing for advertis-
ing agencies.

“The only thing that was good
for is first of all, you have to be a
competent craftsman, and second,
you have to exercise discipline. You

are basically solving someone else’s
problems. You gotta understand it
and know how to solve it. I've al-
ways thought that doing commer-
cial work like I did was an exercise
in discipline. But it doesn't have
anything to do with pictures. I was
a good competent hack. I had no
illusions about what I was doing

. + » You get around doing com-
mercial work, both magazine and
advertising. You basically travel
the way the rich man, only rich
people, can travel. It gets you into
things, entree into scenes that even
rich people can't get into.”

f all the pictures I know,

Garry Winogrand's are the
most strongly referential to the
world and my experience of it.
The illusion that I would have
seen the same thing if [ had been
in the same place is presented with
a bombardment of visual activity;
the immediacy is so overwhelming
that it's easy to forget that the im-
age is not the world; the delicate
balance between order and disor-
der tempts me to assume that I
would have perceived a similar
visual meaning had I been there.

His inclusive attitude and wide-
angle lens present a large field of
action that includes the main pro-
tagonists and also all our possible
reactions scattered in the faces of
the spectators. He shows our per-
formance, and he shows us watch-
ing our own performance.

The complexity of his photo-
graphs is due more to this simul-
taneity of seeing and being seen
than to the density of his informa-

tion. The frontispiece to Women
Are Beauriful is a picture of a wo-
man in an elevator. Through our
own claustrophobic experiences of
elevators (where everyone looks
straight ahead and is very careful
not to touch), this simple picture
suggests the forced intimacy of
that situation and the dual nature
of looking. Many of the pictures
in the book describe the reaction
of a woman to the attention of the
photographer, as well as recording
the reactions of spectators. Any
intimacy that might exist is on the
fantasy level, at a distance which
precludes touch.

Winogrand's apparent transpar-
ency and lack of “artfulness” is a
long way from much of contempor-
ary photography. His photographs
are difficult to accept: they are
not classical compositions like Car-
tier-Bresson's, nor playful ones
like Andre Kertesz'; they are not
even soulful in the way that pathos
elevates Robert Frank's pictures.
Winogrand’s pictures are often in
banal public territory such as air-
ports, lobbys, streets, and parks
without the romantic appeal of di-
ners, cemetaries, or gas stations.

The pictures come from the
journalistic tradition with which
we are all familiar. Perhaps this
similarity makes it difficult to con-
sider them. On one hand they fo-
cus on the events we expect to be
reported, such as parades, demon-
strations, press conferences, but
they tell us nothing in the form of
our expectations. They are not good
photojournalism; how can they be
good photographs?







“The more I do,

the more I do”.

In 1960, he photographed the
Democratic National Convention
in Los Angeles; he received a
Guggenheim Fellowship in 1964
and photographed in the Southwest
and California. In 1967, he, Lee
Friedlander, and Diane Arbus were
shown together in the Museum of
Modern Art exhibition “New Doc-
uments”. His first book The Ani-
mals, taken in New York zoos and
aquaria, was published by The Mu-
seum of Modern Art in 1969. That
same year he began to teach pho-
tography, received his second Gug-
genheim Fellowship, and decided
to give up all commercial assign-
ments. He soon moved to Austin
to teach at the University of Texas.
Light Gallery published his se-
cond book, Women Are Beautiful
in 1975. The Museum of Modern
Art exhibited his work under the
title “Public Relations” in 1977 with
a publication supported in part by
the National Endowment for the
Arts that included an essay by Tod
Papageorge tracing Winogrand's
career. Stock Photographs: The
Ft. Worth Fat Stock Show and
Rodeo was published in 1980 by
the University of Texas Press. In
the summer of 1978 Winogrand
moved to Los Angeles, where he
is now photographing, among
other things, Cinco de Mayo,
the Day of the Dead, the Blessing
of the Animals, and “how the
rich exist.”

When asked in a recent tele-
phone conversation how his work
has changed since The Animals,
he replied, “I don't think about it;
I've got enough to do. I know
there are things that I'll try to
shoot, that 1 wouldn't have tried
years ago, things that it just
wouldn’t have occurred to me to
possibly photograph. You talk
about artists changing or growing,
1 think that photographers, the
good ones, the more interesting
ones, do it by dealing with more
things. From my own experience,
the more 1 do, the more [ do.
There are things 1 wouldn't have
thought of photographing, that I
might have passed by, or avoided,
It's very simple. We're talking
about what you deal with in the
world. How do you live? Let's
leave it at what you're interested
in. The kind of person I am, the
kind of photographer I am, I'm
pretty much out in the world. Let’s
put it this way: If 1 went to a pa-
rade, and [ wasn't photographing,
I'd be bored silly. They're boring,
as far as I'm concerned. But when
I'm photographing, it's far from
boring. Basically, photography is
a way of living."

Winogrand has confronted the
most recalcitrant of moments, and
wrestled from them photographs
which refuse to simplify or reduce
his perceptions. The photographs
in Public Relations addr ome
of the major issues of the 60s and
70s with an insight that future his-
torians will find nowhere else, and




that we ourselves are surprised to
discover. It's not so much the who,
what, when, and where as it is the
how. (“In a photograph, you know
what something looked like. You
don't know what they're doing,”
declares Winogrand.)

Maybe it's because most of us
don’t know what we're doing most
of the time that the confusion in
these pictures seems so precise.
More likely it is Winogrand's abil-
ity to describe the contradictions
between those casual gestures that
flicker at the edges of our percep-
tions, where soundmen holding
microphones betray the contortions
of the men on centerstage, or the
composure of a little girl holds in
equilibrium the facial distortions
of a man in a hardhat.

“A photograph is the illusion of
a literal description of a piece of
time and space,” says Garry Win-
ogrand. T.J. Clark says “We are
confronted with prejudice which
clearly believes itself to be des-
cription; before our eyes, depic-
tion changes into ideology.”

It is necessary to speak for a
moment about the source and loca-
tion of this ideology. The success
of a Winogrand photograph glosses
over our awareness of the dogma
and myths that lie behind it. Garry
Winogrand is not the source, but
rather the perpetuator (not the
perpetrator). He has pictured and
given form to subtle (and blatant)
social attitudes that we uncon-
sciously recognize in our appre-
ciation of his pictures. In our
looking, it is essential to question,
for example, the reaction of the
women to the camera, and the do-
minant position of males in the
hierarchy of the pictures.

We are frequently confronted
with an easy joke, a quick seduc-
tion. Beyond the central action, in
the faces of the supporting roles
and in our own probing of possi-
ble answers to the questions raised
by the pictures, we are making as-
sumptions about the people and
their situations.

We have no absolute certainty
about what is happening, but the
density of activity invites inter-
pretation. We make up stories to
explain for ourselves what is go-
ing on.

A Winogrand photograph is not
an aesthetic object to be contem-
plated for its beautiful shapes and
tones. The immediacy of the pic-
tures puts us in the social situation
and demands that we make sense
of it by assigning meaning to each
of those grins, leers, grimaces,
and gesitures.

Many photographs of people
offer this. The greatness of a Win-
ogrand photograph is in the choi-
ces that we are forced to make: it
is the richness of these facial indi-
cations, the potential tensions of the
interaction, and his absolute refu-
sal to simplify or sentimentalize the

horrible beauty of each moment.
There 15, of course, no such

thing as simply describing it as it
is. “What the world ‘is’ depends
extensively on how it is described.”
(Victor Burgin) Garry Winogrand
did not invent the meanings of his
pictures, nor are they free-associ-
ated fantasies by the viewer. The
intricate network of public and
private knowledge is activated and
reinforced in that space between
the picture and the viewer, Burgin
says. Our internal monologue con-
tinually describes the world and
therefore determines for us what
is “out there”. It is this description
that we act upon: a description
based upon what we learned in
school, things our mothers told
us, movies, what we read in the
newspaper. Only by admitting
these assumptions do we begin

to change them.

Garry Winogrand has recog-
nized and pictured situations in
which our assumptions are work-
ing overtime. We have the luxury
of reacting to these social interac-
tions in privacy, but we do his
work and ourselves an injustice if
we fail to challenge the prejudices

[that activate his pictures.




By Wendy Watriss

VER the past 10 years, Hous-

ton has begun to put in place
the kind of infrastructure in which
a serious photographic community
can grow and sustain itself: nation-
ally recognized teaching programs;
important public institutions show-
ing photography: major public col-
lections; a diversity of exhibition
spaces; a broad base of working
photographers; and a committed,
educated audience for photogra-
phy. The major American centers
for photography, such as Los An-
geles, Chicago, and New York,
have had such structures in place
for years. Now Houston has the
possibliity of becoming such a na-
tional center.

Much of this development is due
to forces outside photography —
the growth of Houston, a changing
population, and increased interest
and financial involvement in all
the arts. But much is also due to
individuals who have been able
to create and nourish institutional
support for photography. IMAGE
begins here a series of interviews
with some of the people who have
been important to this development.

We begin the series with Anne
Tucker because she is part of one
of the most important public insti-
tutions involved with photography

and has participated in this involve-

ment as curator of photography at
the Museum of Fine Arts, Houston
(MFA). She is also a scholar and
a historian who brings to photog-
raphy an intellectual awareness of
its role in culture and the history
of art.

Wendy Watriss: How would you
describe the ‘presence’ of photog-
raphy in Houston when you came
in 19757

Anne Tucker: When I first came,
Geoff Winningham was here and
the Rice Media Center program
was strong. Coincidentally, Tony
and Robin Cronin came about that
time to start a gallery, and George
Krause came to start the photogra-
phy program at the University of
Houston. Although I had met Bill
Agee [then director of the MFA]
before and did some consulting
work for MFA when they bought
a few photographs in 1975, 1
wasn't hired until 1976. Earlier,
Geoff had tried to start a gallery,
but it was premature. John Scar-
borough at the Chronicle reviewed
exhibitions when he could find
them to review, but there wasn't
any regular, sustained energy.
There was no place for people

to go if they were interested

in photography.

It was also a time when there
was not that broad a base of pub-
lic education in terms of who pho-
tographers were and the kinds of
images they made. And there were
very few major collectors. There
just weren't that many of us who
could talk to each other. Cronin
Gallery became the place where
we could talk. It was a place
where you could meet other peo-
ple in photography. People would
drop by there. The Cronins invited
national photographers to Houston
and MFA did a lecture series.
Slowly it became clear to all of
us that there was a potential au-
dience here. There was an institu-
tional commitment — from Rice,
the University of Houston, and
MFA — plus the private sector
commitment from Robin and Tony
and a few private collectors. It
happened all at the same time in a

WW: When did you begin to
notice a substantial change?

AT: In the late 70s and early BOs.
I began to see more good local
work then. The UH teaching pro-

On museums,

gram had broadened, Peter Brown
joined Geoff at Rice, other gal-
leries opened, and those galleries
that once only showed painting be-
gan to include photography. Also,
the papers were reviewing it regu-
larly. That's important, because
that kind of coverage helps find
your audience — it allows that
energy to find other sources

of energy.

Established centers of photogra-
phy — Chicago, San Francisco,
New York, and others — had ma-
jor teaching programs, particular-
ly graduate schools. People would
gravitate there, study, and stay.

If they didn't continue to do pho-
tography, they became an audience
for it, a sophisticated audience. In
Houston, until the expansion of the
programs at UH and Rice, there
weren't those possibilitics. By the
late 70s, 1 was not only beginning
to see new faces at photography

openings. but more importantly,
more portfolios from local photog-
raphers, and good ones. In fact,
one of the main reasons I felt the
need for an artists’ organization liki
the Houston Center for Photogra-
phy (HCP) was that I had started
to see all these portfolios and real-
ized there were more good, young
photographers than the MFA,
Blaffer, Contemporary Arts Muse-
um (CAM), Rice, and the gal-
leries could respond to.

WW: In terms of exhibiting
photography, what do you see as
the main differences between a
museum like the MFA and spaces
like HCP?

AT: Let me start with HCP by
saying I thought Houston not only
needed more exhibit space, but it
needed different kinds of space.
Doing a museum show is different

Anne Tucker, by Gay Block

"Anne Tucker: Changes

taboo subjects, and the

evolution of photography in Houston.

from having photographers con-
ceive and execute an exhibition of
someone else’s work. When you
do it yourself, you learn more
about your own work and about
how the art world operates. That's
why the artist-run organizations
have been supported by the Na-
tional Endowment for the Arts.
One of the main differences be-
tween MFA and HCP, even MFA
and CAM, is long-term planning.
I have exhibitions scheduled
through 1986. Two years in ad-
vance of an exhibition I have to
have a good sense of how much
the exhibit will cost and how I am
going to pay for it. A year before,
the catalog and publicity have to
be organized. MFA is a mam-
moth, slow-moving organization
with lots of internal departments,
and it is very expensive to do
things in the museum. CAM is
more capable of being sponta-

neous, but we are incapable of
spontaneity, absolutely incapable.

WW: Why? Isnt it possible to
build in some spontaneity with
long-range planning?

AT: The MFA is like that because
of the system, the necessity of op-
erating within our sister systems.
When we do a show, we want it
to travel. We have to consider the
schedules of other museums. When
you borrow works from other mu-
seums, the requests must be made
from six months to a year ahead.
The enormous system that has
evolved for insuring, protecting
and conserving art in general also
affects photography. Moreover,
the shows that the museum puts
on are not supposed to be spontan-
eous. They are supposed to be
deeply concentrated, elaborately

(Continued on page 24)
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EYEWITNESS

A new context for the
work of photographers
who have to be able to do
almost everything.

Eyewitness: News Photography in
Houston opened at the Houston
Center for Photography on
February 10 and will be on exhibit
through March 25. It was curated
by Wendy Watriss.

People see news photography
every day, but in a rush to read
the news, pictures are often taken
for granted. In fact, the best news
photography often creates the con-
text for stories, and good news
photographers are always looking
for their own stories. On a daily
basis, doing this kind of photogra-
phy well requires an enormous va-
riety of skills. There may be four
to six different assignments in a
day, and between assignments
photographers are expected to go
out and find unusual images. On
assignment, a photographer may
go from photographing children
dying in a car accident, to finding
ways to show the effects of Mex-
ican peso devaluation on the
Houston economy, to selting up a
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' by Steve Campbell, The Houston Chronicle. (Houston Chronicie Fiioto)

“Victims of Assassin,



The low riders of San Antonio, by Craig H. Hartley (Houston Post Phato)

European guru,
by Ira Strickstein, UPI

studio fashion sequence, to captur-
ing the highlights of a political
campaign moving through town.
Professional news photographers
are expected to move fast and
easily from one event (o the next,
and to respond creatively to a
varied series of subjects. They
have to know how to work with
artificial lights, how to catch
unusual moments in fast-moving
sports with available lights, and
how to make split-second deci-
sions about where to place them-
selves to get the best shot of a
breaking news event. They must
be able to capture the essence of a
situation quickly and be able to
tell the story in a single image, if
necessary. As news photography is
rarely shown in the setting of an
art gallery, this exhibition has
been organized to give people a
context in which to look at news
photography differently and to
show people the scope of its in-
volvement,

Wendy Watriss
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Mickey Hays, nine years old, by Carrie Tucker, Houston Chronicle

Bul's-eye, by Timothy Bullard, Houston Chronicle
Eyes, by Larry Reese, Houston Chronicle

Guillermo Villas at River Oaks, by Joel Draut, The Houston Post
Studertts at Autry death vigil, by Fred Bunch, Houston Post
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From “Gothic Romances’, by Ka'nnen; Littlefield
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Dallas/Fort Worth:

The vitality of central Texas is explored in part two of the series

By Sharon Stewart

HATEVER is sought, the

image seekers shall find in
the Dallas/Fort Worth metroplex’s
photographic polyplex. Throughout
its fifty-mile radius are schools,
photographic centers, galleries,
and museums that minister to the
thousands who find photography
a fascination.

MFA graduates of the Rhode
Island School of Design, the Vi-
sual Studies Workshop, and the
Art Institute of Chicago guide the
programs at eight area educational
institutions. Susan Grant at Texas
Women's University in Denton
oversees an art photography pro-
gram that extends into bookmak-
ing. Peter Ferensten, with the help
of area photographers, guides stu-

dents through a three-semester
course of study at the Northeast
Campus of Tarrant County Ju-
nior College.

Up in Commerce, Jim Newberry
and Judy Allen-Newberry are de-
veloping a strong photography
program at East Texas State Uni-
versity. A new fine arts facility
lured Luther Smith to Texas Chris-
tian University in Fort Worth
where he directs the photography
emphasis in the Studio Arts degree
plan. And Debora Hunter has led
the interdisciplinary photo pro-
gram at Dallas’ Southern Metho-
dist University Department of Art
for six years.

Some excellent photohistory lec-
tures are delivered by photo col-
lector-dealer-historian Sandy Page
in the University of Texas system.

Jim Baker, with the assistance of
bookmaker-boxmaker-photographer
Linda Finnell, conducts a program
emphasizing the interrelation of
the arts at the UT Dallas campus.
Photography is taught in the Jour-
nalism, Architecture, Chemistry,
and Fine Arts Departments at UT
Arlington. Each fall, faculty mem-
bers Andy Anderson, Larry Tra-
vis, and Richman Haire present
Foto/Flo, a 100-piece sampling of
contemporary photography curated
by the likes of Robert Heineken
and Sandy Skoglund. Exhibitions
and talks by jurors and local pho-
tographers constitute the remainder
of the symposium.

Brent Phelps and Skeet McAuley
have strengthened the photography
program in the Art Department at
North Texas State University in

Denton. They hope to add an ap-
plied photography instructor to
the faculty and expand the MFA
program. Many artists — includ-
ing Christo, William Wegman,
and John Baldessari — visited the
campus as participants in the
NTSU-hosted Society of Photog-
raphers in Education during the
fall 1982 regional conference.

For six years, Rick Eilers of the
Photographic Center at 4030 Swiss
Avenue in Dallas has been teach-
ing classes, renting darkroom and
studio space, exhibiting local and
national work, and sponsoring
workshops by such nationally
known photographers as Judy
Dater, Cole Weston, and Duane
Michals. Ann Noggle is scheduled
to lecture and exhibit her work
there this year. With the aid of

area photographers, Eilers contin-
ues to offer a broad range of
coursework .

The Afterimage (the Quadran-
gle No. 151, 2800 Routh Street,
Dallas) is rife with lookers, buy-
ers, writers, photographers, and
collectors immersed in posters,
calendars, books, and photographs,
photographs, photographs. Ben
Breard’s exclusive commitment
to photography has made his art
gallery a focal point for those
seeking fine prints by master pho-
tographers and fine work by mas-
ters-to-be. Breard is also known
for his generosity toward the local
community and for his gallery’s
family of photographers.

One can also find local talent
integrated into the exhibitions
of Dallas’ numerous mixed-media




on the state’s photographic riches.

galleries. DW Gallery at 3200
Main, second floor, represents sig-
nificant area photographers includ-
ing Jim Baker and Linda Finnell.
At the Delahunty, 2701 Canton,
those regional artists who explore
photography’s outer edges join a
strong contingent of California art-
ists in a program originated in
March 1980. Owner Laura Car-
penter hired Steve Dennie as Cur-
ator of Photography to balance the
gallery’s contemporary mode.

Mattingly Baker at 3000 McKin-
ney displays regional photogra-
phers and national touring exhibi-
tions. Around the corner at Carol
Taylor Art, 2508 Cedar Springs,
nationally known photographers’
works are exhibited once or twice
a year.

Coming from San Francisco

in 1983, Foster Goldstrom and
wife Monique instigated a search
for younger, developing artists
through the Artists’ Emergency
Fund. Twenty of the more than
1000 artists that responded to their
call were awarded $100. Half of
the recipients were photographers.
The Goldstroms are searching for
promising younger artists to rep-
resent in their recently opened
Foster Goldstrom Gallery at 2722
Fairmount.

EVERAL museums serve the

metroplex. Leading photo-
graphically is the Amon Carter
Museum, 3501 Camp Bowie Bou-
levard, in Fort Worth. It houses
the most extensive photography
collection in the area with more
than 200,000 images and nega-
tives. The collection has been
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highlighted in Oxmoor Press's
Masterworks of American Pho-
tography, compiled by Curator
of Photographs Marni Sandweiss.

Sandweiss characterizes the
photography collection as one that
plays on the strengths of the Amer-
ican Pictorial Movement. It is com-
prised of collections that range from
historic images of the American
West to fine art photographs by
American masters.

Included in the collection are the
photographic estates of Karl Struss
and Laura Gilpin. In 1979, Gilpin
willed to the museum her life’s
work of over 20,000 images, her
personal library, and her corre-
spondence. A Luce Foundation
Institutional Grant is helping Sand-
weiss complete a Gilpin catalogue
raisonne to be published in con-
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“Near (Modern) Disaster #7"" by Nick Nicosia

Amazingly Rich




junction with a major exhibition of
her work at the museum in early
1986. The grant also provides for
an assistant curator and secretarial
support to catalog the collection.

The Amon Carter has been very
active in originating touring exhi-
bitions. In 1983, the Carleton
W. Watkins: Photographer of the
American West show opened in
cooperation with the St. Louis
Art Museum. Out of the 40s:

A Portrait of Texas, photographs
from the Standard Oil Collection,
opened at the Amon Carter last
year in cooperation with Texas
Monrhly, whose press published
Nicholas Lehmann's book, Our of
the 40s, published by Texas Mon-
thly Press (see [mage issue 3 for
Paul Hester's review). After tour-
ing the country, the exhibition will
become a permanent part of the
photography collection.

Richard Avedon has been com-
missioned by the museum to pho-
tograph the working people of the
American West for a touring ex-
hibit of 100 large-format photos
to debut in the fall of 1985. The
museum organizes small exhibi-
tions from the collection for the
use of other Texas art institutions.

The contemporary work of Wil-
liam Wegman and Sandy Skoglund
has been exhibited at the neighbor-
ing Fort Worth Art Museum at
1301 Montgomery. However, the
museum is currently without a
curator, leaving the photographic
direction of the museum uncertain.

The Dallas Museum of Art
opened its new Fair Park home
on January 29. In the past, the
museum has participated in large
traveling exhibitions of Atget and
Cartier-Bresson and will continue
to schedule such exhibitions. With
the new space of the Print and
Drawing Room and the addition
of Rick Stewart as Curator of
American Art, photographic activ-
ity at the museum is increasing.
Stewart and Contemporary Art

“lrony,"" by Philip Lamb

Curator Sue Graze are scheduling
exhibitions and plan to invite guest
curators to organize shows. Stew-
art hopes to see more collabora-
tive efforts by area museums to
involve local and national photo-
graphers in lectures, workshops,
and symposia.

The museum has shown its sup-
port of local photographers. It
awarded Judy Allen-Newberry of
the Anne Giles Kimbrough Fund
Tor her exceptional talents; it pur-
chased a portfolio of ten images
by photographers of the Allen
Street Gallery. Interest in the col-
lection, which features primarily
contemporary images, seems to be
up as indicated by an increase in
photographic gifts in 1983.

The reorganization of Allen
Street Gallery as the Center for
Visual Communication reflects the
positive state of the art. The Cen-
ter's goal is to broaden public
awareness of photographic work
and issues of visual communica-
tion. Sandy Page heads the board
which now includes business peo-
ple as well as artists. Some of
those business people donated the
new space at 4101 Commerce rent-
free for one year and have fur-
nished the gallery. It will retain
the Allen Street Gallery name.

Administrative Director Judy
Miller indicates the gallery will
present exhibitions by national
and local photographers, lectures,
workshops, video and film presen-
tations, an outreach program to
area students, and a monthly news-
letter. Jerry Uelsmann, the first
master photographer to participate
in the program, comes to Dallas
April 14 under the sponsorship of
Allen Street in cooperation with
the Dallas Public Library.

Uelsmann’s visit also marks the
introduction of the library’s month-
ly Lecture and Exhibition Series,
one of three elements in a photo-
graphic program designed by Kin-
ney Littlefield of the Fine Arts

Lynn Lennon

Division. A Children’s Photogra-
phic Workshop documenting the
fourteen neighborhoods serviced
by the community libraries is the
second facet of the program. This
project will result in an exhibition
of the children's photographs in
each library.

The third feature, Focus/Dallas,
surveys the change in downtown
Dallas as observed and recorded
by eight area photographers select-
ed from 150 invited to submit pro-
posals. Upon completion, each
photographer will assign ten fin-
ished prints, contact sheets, and

Ron Evans

s -, A

“Cut Paper #24," by Steve Dennie

work prints to the library’s perma-
nent collection. Numerous Dallas
businesses have donated dollars,
productss-and services in support
of the survey, which will culmi-
nate in an exhibition at the main
library in 1986 for Texas' Sesqui-
centennial Celebration. O




‘High School, 1981," by Luther Smith

“Pentacle’'from Power Object Series, by Linda Finnel,
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(The judges for the Houston
Center for Photography'’s Second
Annual Juried Exhibition were
Fredericka Hunter, owner of the
Texas Gallery, and George Krause,
photographer and teacher at the
University of Houston. Here they
discuss a few of the difficulties
and surprises of that job.)

By Fredericka Hunter

T was a great pleasure to jury

HCP’s annual competition and
to share that pleasure with George
Krause. There are drawbacks to
jurying photographs from slides —
artificial enhancement of color,
distortion of scale, and loss of
distinction in printing technique.
However, 1 knew that George's
aesthetics and knowledge of tech-
nique would keep us from going
astray in our judgement and also
insure a lively show, which he
did with grace. His nature also
minimized our differences so I
am confident now that there were
none at all.

1 do wonder if any two other
people involved in contemporary
photography would have made sig-
nificantly different choices. Out
of the more than two hundred en-
tries it seemed clear to me from
the first go-round which artists
were outstanding. Without actual-
ly laying down guidelines for se-
lection, I believe we looked for
individual vision among the prize-
winning Daily Gazette entries and
romantically inclined solarizations.
Personally, I did not respond to
fashionable techniques that quickly
have become cliches, such as use
of the Diana camera or the appli-
cation of paint to photographs.
(Certainly that is not an across-
the-board condemnation; but at
this point in time, use of such
techniques must be “extra good”.)

Ironically among the selections
made there are a significant num-
ber of dogs and babies — subject
matter that has long been associ-
ated with amateur photographers
and considered taboo by the so-
phisticated artist, but that is the
kind of surprise that one hopes for
in jurying such a competition, mak-
ing it fun as well as funny. The
other noticeable trend among the
final selections is the emphasis on
the theatrical or artificial rather
than on the chance or casual. This
re-evaluation of subject matter
both in choice and in presentation
reflects a concern of many young
artists working today, whatever
the medium, and it also calls at-
tention to artists who. continue to
work in such a manner despite the
vagaries of fashion. The signifi-
cance of a juried show to me is
that it evidences an immediacy
of involvement on both the part
of the juror and the “juree” in
the present.
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“Bette in the Late Afternoon,” by Willlam Heimanson

By George Krause

S one of the jurors I would

like to comment on some of
the problems inherent in this exhi-
bition, the most critical being my
ability/inability to see accurately
the work in slide form. My con-
cern with this system is the proba-
bility that some of the work was
rejected because of scale and sur-
face or inferior quality in the pro-
duction of the transparency. I see
no solution as it is understandably
necessary to handle the large num-
ber of entries in this manner. With
those individuals whose work I
recognized I felt an obligation to
abstain from judgement. This
number was not as large as | an-
ticipated since many of the pho-
tographers I know chose not to
submit their work. I hope they
will change their minds and do
50 next year.

Does this exhibit represent the
ideas, styles and fads that are pre-
valant in the photography of to-
day? An unusually high percentage
of the entries were black and white
photographs that had been tinted/
painted in a similar manner. Al-
most all of these were rejected.

I cannot explain this phenomenon
but suspect that many of the schools
of photography are encouraging this
technique. This could also be the
reason for the predominance in
number and quality of images in
color over that of black and white.
From my point of view the great-
est pleasure came from the few
humorous images in the show and
the opportunity to know Fredricka
Hunter a little better. O

Ideas, styles, and fads

A few words on the HCP’s juried exhibition by those who made the choices.

"The Glamorous Service,” by

Grover V. Gatewood

s
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iger series by Ann E. Wulff

T

From the Caged

"“Still Lives and Orderly Days,” by M.A. Gonzalez

#3 Untitled from the series

&

R. Andelman
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“Medusa de Juchitan,

" by Graciela lturbide

i

“La Senora y sus Sirvientes," by Pedro Meyer

"David Allaro Siqueiros," by Hector Garcia

"Huelga de Maestros" by Pedro Valtierra

Not just folks

An exhibition that tries to clarify some stereotypes.

By Toni Hafter and Lalo Obregon

Reserved For Export I;

A Contemporary View of Mexican
Photography opens in March

at Diverse Works Gallery,

214 Travis.

IVING this close to Mexico,

it's hard to understand why
there is so little interaction be-
tween artists here and artists of
that country. Cultural exchange
seems to revolve around holiday
migrations of Texans to Cancun
and San Miguel de Allende, and
seasonal migrations of Mexicans
to Houston restaurants and fac-
tories, or to the Medical Center
and the Galleria, depending upon
their social strata.

What evidence do we have of
current Mexican photographic and
cinemagraphic movements? Aside
from the cheesy “B” movies that
the Mexican film industry pumps
out and exports in large quantities
for “illegal-alien entertainment” (ap-
propriately nicknamed ‘Churros’,
which are mass-produced, elon-
gated donuts, with a nutritional
content similar to our own Amer-
ican Glazed Donut), independent
cinema gives the impression that it
doesn't exist, which is untrue.

The situation with Mexican
photography is not altogether dif-
ferent. Who has picked up a book
on Mexican photographers lately?
Or seen an exhibition? Ask anyone
interested in photography what they
know of Mexican photography and
they answer simply: Alvarez Bra-
vo. Are we to assume that the ev-
olution of photography in Mexico
from the documentary work of
Agustine Casasola at the turn of
the century simply ended in the

1930s with the emergence of Al-
varez Bravo? That he has existed
as the masthead of an empty ship
for forty years?

The exhibition Reserved For
Export I, at Diverse Works, grew
out of these questions and of a
desire to fulfill the need for cur-
rent information on Mexico and
its visual artists.

The majority of the photogra-
phers whom we interviewed in
Mexico make their living in pho-
tography or in something closely
related; very few are hobbyists.
Although they seem to share most
of the hardships and frustrations of
trying to live off their art, there are
certain problems a photographer liv-
ing in Mexico must face that dif-
ferentiates him/her from their North
American counterparts.

Although photography has been
actively practiced over the last sev-
enty years, only during the last
ten has it been accepted as a fine
art by the intellectual and artistic
community. Even now photogra-
phic exhibitions are not given the
support they receive in the U.S.
from the general public. As a
result, very few books on photog-
raphy are being published; the
market is so small that it remains
unprofitable. Photographers must
look to expensive books and mag-
azines that are imported. Mexican
photography magazines (like our
Popular Photography) are printed
in small editions and tend to con-
centrate on advertising and com-
mercial photography.

Anyone aware of the present
situation in Latin America will
understand that the arts, especially
photography and film, have suf-
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fered the consequences of an
economic crisis. The costs of
producing photographic work are
extremely high in relation to the
production costs of other trades.
The only photographic supplies
made in Mexico are chemicals and
some film stocks from the Kodak
plant in Guadalajara. Everything
else must be imported: paper,
darkroom equipment, cameras, ac-
cessories. These items carry a 100
percent markup from the retail
price in the States. Between 1982
and 1983, the peso was devalued
from 25 to 150 to a dollar. In less
than a year, photographers faced
price increases of 100 percent and
more on supplies and equipment,
In many cases certain supplies are
unavailable, such as selenium to-
ner and most Ilford and Agfa pa-
pers. This situation, along with a
general lack of work and the ris-
ing cost of living, is having a
strong impact on the photographer
and his/her work, sometimes alter-
ing their technique completely.
Photography in Mexico, more
than in the States, is totally cen-
tralized in one city. This makes
it virtually impossible to get any-
where as an artistic photographer
if you don't live and work in Mex-
ico City. This concentration of
energy has resulted in increased
exhibition space, photography
schools, and competition in the
job market. It also has played a
part in photographers breaking in-
to different factions, many of them
at odds. The most powerful is the
Consejo Mexicano de Fotografia.
The Consejo (council) is the na-
tional photographic organization.
Founded in 1977, the establish-
ment of the Consejo meant that
for the first time photographers
would be formally recognized as
artists by national art institutions.
Members of the Consejo have
an advantage in that the Consejo
has been responsible for organi-
zing international photographic
events and exhibitions. This is due
in part to its ties with Belles Artes

(The National Institute of Fine
Arts). This edge provokes more
than a little ire among members of
opposition groups and among pho-
tographers who have given up mix-
ing their artistic endeavors with any
special interest group.

These conditions, plus the fact
that the government does very lit-
tle to promote Mexican photogra-
phy internationally, are partially
responsible for the little exposure
that it has received in the States.
The other factor influencing this
issue has an equally dark side:
Americans being generally unin-
formed about modern Mexico.
This helps to maintain a sterco-
typed image of a society that ap-
parently has never evolved and
never will evolve.

Unfortunately there persists a
stubbornly colonial attitude in the
States toward art. This attitute
consciously or unconsciously af-
fects how we value a work that
comes from a third-world country.
In many cases, if the artist is from
an underdeveloped nation (and
more so if they happen to be self-
taught), their work is labeled “folk
art”, somehow differentiating them
from “true artists”. It's a sublimi-
nal but effective way of devaluing
a person’s work and segregating it
from other art.

Since 1976 only a handful of
American cities has hosted pho-
tographic exhibitions by Mexican
artists. In contrast, Mexican pho-
tography has encountered wide
interest and support in Europe.
Photographers from Mexico have
been invited to participate in ex-
hibitions in Spain, France, Italy,
Germany, Switzerland, Scandina-
via, and the Soviet Union. In con-
versations with photographers in
Mexico, we were told time and
time again that Europeans are
more open to Mexican photogra-
phers than the people of North
America. This exhibition will help
clarify in images and ideas who
and what the Mexican photogra-
phic artist is all about.

......

"La Anunciacion de Graciela,” by Pedro Meyer

-
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Rafael Doniz
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Continued from page 11
researched investigations. They
are supposed to be something dif-
ferent — something where the
ideas of the exhibition are, if not
as eternal as the art itself, certain-
ly contributions to the world of
ideas in a way that justifies the
enormous amount of time, energy,
and space.

In terms of building in spontane-
ity, 1 do think the current director,
Peter Marzio, is more committed
to this idea. We have talked about
a variety of ways to do it — hav-
ing special juried shows, guest
curators, and so forth, but we
haven't settled into anything vyet.
One decision we have made at
MFA, not just the photography
department but overall, is not to
create a room of Texas artists.
Instead, when we buy them, we
exhibit them in the context of
their national and international
colleagues. It’s no service to them
to create a ghetto.

One thing to keep in mind also
is that we are totally out of space
at the museum. As a result, we
don't have a print viewing room
and no facilities for bringing
classes in to show students’ work
in the collection. That's one rea-
son why we take that little cor-
ridor in the stairwell so seriously
and change the work there every
three months. In that space, we
alternate recent accessions and
small theme shows from the col-
lection. By changing these hallway
displays, we are trying to do what
you are saying, to be more spon-
taneous. With work we don't own,
that spontaneity isn't possible. The
Museum of Modern Art in New
York did it with a space they called
Perspectives. A curator could book
that room and wouldn't have to say
what would be put there years in
advance. It was built-in spontane-
ity. But we don't have the gallery
space to do that,

Remember that the MFA has
the responsibility of showing the
entire history of art. I only get
ke upper Brown space once every
three years. Even so, there are
many people who feel photogra-
phy has too much exhibition space

John Scarborough, right, with Clarence Laughlin. Photo by Charles Schorre

Tucker...

at the museum. Indeed, the amount
of exhibit space I have at my dis-
posal will shrink in coming years.
It's not a lessening of MFA’s com-
mitment to photography, but an
increase in commitment to other
periods of art.

WW: In exhibirions, are there
constrainis you feel in the less de-
finable area of public taste?

AT: Houston is an open commu-
nity in many ways, but there are
limitations. There are certain pic-
tures — some are in the collection
— that I never could exhibit in
Houston. 1 am glad, for example,
that HCP brought Joel Peter Wit-
kin's pictures here. I think they
are abhorrent, but important. I
would like to have one for the
collection. When the photography
curator at the Stedlijk Museum in
Amsterdam said she was going to
do a Witkin retrospective with a
full catalog, I was jealous. I
couldn’t do that here.

There are certain kinds of im-
ages at which Europe doesn't bat
an eyelash, but in America they
are too shocking, and especially
in Texas. There are certain taboo
subjects. I find the Rosalind Sol-
omon picture of the woman nurs-
ing the lamb exquisitely touching,
but it has disturbed many people
here. George Krause's picture of
the turtle is also disturbing to a lot
of people. There's a photographer
in San Francisco who made pic-
tures of the Oakland police and
taking those pictures and hanging
them on a museum wall would do
nothing but offend and alienate. It
would undo much of what I have
done to bring photography along.
Also, the trustees of the MFA do
not see the museum as avant-garde
and in the forefront. Many people
say I shouldn’t show contemporary
work because CAM is supposed to
do that, not the MFA. CAM has
done a fair number of photogra-.
phy shows, and they've also done
theme shows where
incorporated with other forms uf
aﬂ That is what pleases me most,

secing photography included with
ntherlrt

“If a curator or editor says to come back next year, it should not be

seen as offputting”.

WW: How did MFA's commitment
to photography come abour?

AT: Bill Agee. Bill grew up in
Scarsdale, New York, and one of
his neighbors was Barbara Mor-
gan. He says the first time he

can remember being told some-
thing was art was when he saw
and asked about a photograph at
the Morgans' home. Before com-
ing to Houston, Bill was at the
Museum of Modern Art and then
at Pasadena where good photo-
graphy shows were done under
Fred Parker. When Agee came to
Houston, he wanted a photography
department. When Target Stores
offered to give MFA $20,000, they
asked him what he could do with
it. He said, “I could buy a paint-
ing, or some prints, or start a pho-
tography collection.” They said,
“Do the photography collection.”

I was hired to be Bill's
consultant.

WW: What criteria have you used
in putting rogether the collection?

AT: We made three basic deci-
sions. First, at least for now, it
would be 20th century and pre-
dominantly American. We did that
to give it focus. It was also prac-
tical because of the cost of 19th
century objects and because the
Gernsheim and Amon Carter col-

lections are right up the road.

Also, Bill and I are 20th century
American scholars. Secondly, we
wanted the first collection to have
a wide range of answers to the
question, “What is photography?”
— portraits, landscapes, set-up
pictures, photojournalistic pictures,
handpainted images, and so on.
Thirdly, of course, we made a list
of who we wanted in the collec-
tion and calculated what they sold
for and what we could afford. We
set priorities and went looking for
pictures by that person. As the col-
lection grew, it guided itself. For
example, one of the first pictures
we purchased was Caponigro's
“Stonehenge”, then Ansel Adams’
“Lone Pine”, and then of all the
Frederick Sommers I could buy,

1 knew [ wanted a horizonless
landscape. With those three pic-
tures in context, you have diver-
sity in terms of the problems of
landscape photography. Later

we added a Minor White infra-
red landscape and a Breit Weston
closeup of kelp. For the next
several years, the collection began
to grow one picture at a time from
that priority list which was con-
stantly re-evaluated.

WW: In terms of individual pho-
tographers, how did you set prior-
ities?

AT: Unless I am working on
acquiring something for a partic-
ular exhibition, like the Target
shows, I rarely say I am going
looking for a particular picture
now, even though I have a pri-
ority list in my mind. What we
acquire any one year is very
strongly guided by what's on the
market and whether I can find a
donor to acquire it for the mu-
seum. There are some images I
have wanted to acquire for years,
but they are not appealing to any
of the donors who have supported
my department. So, I have no way
to acquire them. Sometimes I just
dog the fundraising aspect until 1
get it, and sometimes I don’t suc-
ceed. With an album of Charles
Shegler for

to find a donor but couldnt and
lost it.

This is also an area where you
find the peculiar and particular
taste of the curator coming into
play. Certain things I have decid-
ed I have no obligation to buy —
certain pictures of female nudes.
There are plenty of male curators
out there buying those pictures.
They are available to any one who
wants them and they don't appeal
to me.

I also tend not to buy what I
call the “chestnuts”, the incredibly
famous pictures. Practically speak-
ing, in a medium where you have
multiples, there are good odds that

pictures will be donated to
the collection someday.

In my own research, I have al-
ways been intérested in what we
can call the “absence of history™.

I am convinced that what we don't
know about photography is more
than what we do know, and that
the importance of certain artists at
this point is based on what we do
not know. I am always intrigned
by an image I think is quite strong
by someone I know nothing about.
Some purchases T have made like
this are very good, others are bad.
Bad, in the sense that as more of
the photographer's history emer-
ges, either it turns out to be a
single strong image that wasn't
followed by others, or that there
was someone ahead of the photog-
rapher who had made those im-
ages first and whose work would
have been known to this photogra-
pher. Thus the work is not as im-
portant as I had thought it to be.

In the last two years, we have
acquired many pictures by acquir-
ing whole collections: 200 images
commissioned and given by AT&T
made in 1976-77 by many photog-
raphers, 75 photographs by Edward
Steichen from the Conde Nast
years, and so forth. We also ac-
quired Robert Frank’s “The Amer-
icans”. This is an example where
we can play catch-up with my
colleagues at older institutions.
Because now if anyone in the
country wants to see an original
of every photograph in “The Amer-
icans”, the only place they can
come is Houston. For a collection
specializing in 20th century Amer-
ican photography, there is no bo-
dy of work I can think of that is
more pivotal.

We have also been trying to
buy single prints by Texas artists.
We've been doing it all along, but
we've made a more concentrated
effort in the past three years. Why?
Because, in part, the work is
stronger and, in part, because I
think it's our responsibility to en-
courage the community here. They
are our audience. We are a muse-
um which, I hope, has an interna-
tional reputation, but we also exist
in Houston, Texas.

WW: Will the direction of the col-
lection change?

AT: I don't know. I am going to
take this year to think about it. 1
don't see moving into the 19th cen-
tury in any large way. We will
remain primarily 20th century
American and European. I am
somewhat interested in Japanese
photography in the -1920s and

30s but I don't know if I have

the resources for it.

WW: How would you describe the
interrelationship among art institu-
tions in Houston now?

_AT: There has been some antag-

| insight. And secondly, because

onism, but it's healthy right now.
Remember that institutions are
operating within various communi-
ties. There's the geographic com-
munity, the city or state. There's
the professional community of
other museums. That is a very
important force. If you get along
with your colleagues and they re-
spect you, you get the support you
want in having your shows travel,
in being able to get loans. If you
don’t have the respect of your col-
leagues, you won't have their co-
operation. If you don’t create good
shows, you can’t borrow major
works for your exhibitions, and
they won't take the exhibitions you
organize. You need that profes-
sional relationship to service the
geographic community. Then there
is the third community, not always
overlapping, the community of art-
ists. The geographic community
will have a lot to do with the
wealth of an institution. The intra-
professional community will have
to do with how a museum can
function, literally. And the rela-
tionships with artists will provide
much of the mental and intellec-
tual challenge — artists and uni-
versities. It's the balancing of
those publics that plays an enor-
mous role in determining the vital-
ity of an institution.

WW: What kind of advice do you
have for photographers who are
beginning to get their work out?

AT: I think there are two reasons
to show someone else your work.
One, because you are in mid-pro-
cess and need encouragement or

you are finished and it's time to
find an audience. Too often, be-
ginning photographers confuse
the two.

A young photographer is more
likely to get a positive reception
if two good bodies of work are
shown — this indicates that once
the initial flush of activity has pro-
duced a body of work, the photog-
rapher can sustain and continue it.
A museum curator, an art direc-
tor, a magazine editor, will be
more interested in investing time
and energy if a photographer has
proved that the effort can be main-
tained at least twice. It shows com-|
mitment and continuity. A curator
or editor will then want to see that
person’s work again. If a curator
says to come back again next year,
it should not be seen as offputting.
That's a reasonable length of time
in which someone can have a
new set of ideas and a new body
of work.
WW: Many people tend to want
to show a series of single, strong
images rather than a selection re-
presenting an idea or an approach.
How do you feel about that?

AT: Someone coming to me with
ten great pictures doesn't really
interest me very much. What in-
terests me is to observe that they
have been able to make or sustain
an idea, find a subject, and literal-
ly form their ideas over a period
of time within the context of their
craft. That is what is interesting.
Twenty pictures is a minimum.
You need a minimum of twenty
to tell what someone is thinking.

Anne Tucker says she tries to
spend about three afternoons a
week looking at pictures or port-
folios. Depending on her travel
schedule, an appointment may be
scheduled after the initial call. She
is currently on a sabbatical. O

photographs, for example,
we tried for three to four months
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MEMORY LINGERS

Powerful feelings, important wisdom.

Brian Taylor and Linda Robbenoit
had back-to-back one person exhi-
bitions at the Houston Center for
Photography recently. The follow-
ing is a review of those rwo shows.

By April Rapier

n approaching a review of art,

1 prefer to discuss and react,
rather than issue a judgment. I am
drawn to strong, provocative vi-
sions when I think about pictures.
This isn’t to the exclusion of the
subtle: in fact, the more subtle
the initiative, the more dynamic
the second wave of response. So
much work today is trite or deri-
vative or merely bored with itself;
a little suprise is a great thing. If
one bears with the work of Linda
Robbennolt and Brian Taylor, one
will find that it contains a level of
excitement and stimulation well
worth the effort. Resist the temp-
tation for first round dismissal and
probe more deeply — the reward
is bearing witness to powerful
feelings that impart a quiet, im-
portant wisdom.

In order to construct a proper
evaluation, one must know about
the artist, as well as the art, en-
suring a more complete under-
standing of a complex structure.
Not knowing either artist, I feel
that my own biases and sensibili-
ties can't release as completely.
But I do hold enjoyment and intel-
ligent conscientiousness in high re-
gard, and resist the idea that these
issues in art are unimportant.

There is a great and pleasant
sense of discovery in viewing

photoeducator at Cal State Univer-
sity, Taylor may or may not main-
tain an innocent demeanor, but his
pictures speak of a wicked sense

of humor and the spatial sensibili-

ties of an interplanetary voyeur.
At HCP, we see two series of
photographs: “The Road Series”
and “Close to Home”. Our first
clue to the “Road Series” lies in
trusting his titles — for example,
in “The Road to Danger”, we're
not sure what it is exactly that's
wrong, but we believe in spite of
feeling naive. Incorporating quite
a bit of topical manipulation, he
has stated that the inclusion of
photography in collage/mixed me-
dia lends it"an authenticity. This
amalgam leads to the feeling of
being in a museum of natural sci-
ence, gazing into a diorama, being
made privy to something classified,
some previously unreleased find-
ings about the most mundane, ob-
vious things in life.

There séem to exist parallel
messages, and [ feel instructed.
("The Road to Flight” comes to
mind here.) They are landscapes
in the sense that they're internal
routes to discovery (some of the
found imagery includes maps,
graphs, roads, etc.), yet the paths
end in the same way a dream
ends. A strong sense of design
dominates a hand-made desire.
And though this is successful in
most images, in “The Road to San
Andreas” the risk is that the inno-
cence of the idea, the wonder of it
is lost to structure and formality.

This homage to 1950s graphics in-
corporates

don't i or make sense: a
inherent to collage is the
obligatory use of that one thing

— in this case, the floating post-
age stamp in “The Road to the
Desert”, or the SX-70s that feel
unfounded, self-conscious, forced.
Occasionally I have the feeling
of being coerced into a relation-

ship between title and piece that
doesn't exist ("Road to History™).
In view of the meticulous crafting
of ideas with vision, the obscuri-
ties are exaggerated. Fortunately
the array of techniques is secon-
dary to the piece itself, incidental
to its success. The sense of the
familiar runs so strongly through-
out this series that I expect my fa-
vorite characters, best friends (o
emerge within the image; for those
of us whom Dick, Jane, and Spot
taught reading, this incorporation
of a textbook illustration sensibil-

ity causes a primitive cheer to rise
(“Road to Night™).

Because of the uniform cohe-
siveness from picture to picture in
the “Road Series”, and the excel-
lent craftsmanship, one might anti-
cipate an uneasy transition from
one series to the next. But for the
same reason that skillful produc-
tion isn't the heart of the “Road
Series”, neither does the simplicity
of tool and design dominate the

“Close to Home” series. These pic-

tures are deceptive: Mr. Taylor
has pared down to the essentials
of traditional photography — the
eye and the camera (albeit a 56
toy) and let his sensibilities take
over. Quiet emotions run in the
lovely, not-too-soft pictures. Al
first examination, the color would
seem to be incidental, but this,
too is part of the overall deceit.
Feeling too comfortable? Interest
straying? Look again — and again.
The feelings that seep in linger.
Just as the memory often filters a
far lovelier picture upon recall,
the photographs here function to
serve up, in little doses, memo-
ries exactly as we prefer them to
have been.

These are the kinds of things
we see viscerally, the exact way
we see them — bits and pieces of
the peripheral things — hauntings
and stirrings that allow memory
to run a shiver up the spine at the
oddest moments. These pictures
remind us of what we don't really
see, but which forms recall. Here-
in lie the icons of someone pass-
ing by — birds, flying horses,
floating women.

A sense of examining a dior-
ama exists in this series as well.
For example, in “Homage to Bet-
ty, Acapulco”, the feeling is that
what is seen could never have
existed outside memory, and the
magic comes from this. The pho-
tographs are playful, and gently
adamant about their place in a
found reality.

INDA Robbennolt's work was

referred to in one review as
frivolous, but certainly no more
so than any surrealist. The photo-
graphs, which combine painting
with photography to create layers
of illusion, are referential, to the

EXHIBITIONS

extent that artists such as Magritte,
on the one hand, and the Southern
naive painters, on the other, come
to mind. This exhibit, which was
on display at HCP from November
18 through December 23, called
upon many such disparate feelings
and schools of thought. The most
surprising element of this work is
the unexpected success of filling

in realities with partial truths.
Some images are quite funny, oth-
ers tender and innocent. One can
almost imagine the images a few
stages back in process, hand dis-
patching paint and line, then care-
fully cutting through the paper to
insert the photographic blasphemy.
Still others are quite disturbing in
their pain (“Mastectomy”). It feels
like a profoundly emotional re-
sponse, filtered through a creative
process, to the extent that our
feelings can take a different form.
And the manic, gleeful color, at
times so inappropriate to the nature
of the feeling imparted.

Simple dog/baby/woman im-
agery aligned with domestic set-
tings in dysfunction, all rendered
in petroglyph-like gesture, then
completed with photographic bits
and piecces, creates a complex
symbol, ending up an editorial-
social commentary. This is a re-
markable feat. Notice we don't
actually experience the breast
being removed in “Mastectomy”,
or the hand actually touching the
forbidden zone between the legs in
“View From Above”, but the
experience of seeing a dangerous
act this close elicits the same kind
of uncomfortable response; we've
undergone something very much
like the real thing in spite of our
probable resistance.

Her surprises are in seemingly
endless supply. We se¢e fingers
everywhere, too tightly packed,
floating unattached, and wonder
what is the intended alarm, since
s0 many seem to sound. One re-
turns, again and again, to the ques-
tion of inspiration. I am interested
in the possibility that these are,
to a certain extent, self-portraits
(*Just a Slight Touch-Up”, “Blow-
ing Kisses”, various body parts
seen throughout). 1 am fascina-
ted by the invasion of this imag-
inary privacy. O

“Primping,"" by Linda Robbenoit
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SHOP

(Sites/Sights was an exhibition
of photographs shown recently at
the Almeda Project for the Arts,
Houston. It was curated by Peter
McClennan. )

By Bernard Brunon

HEN a photographer is
given carte blanche to put
together a photography show, the
result is always to be of interest
since it will clearly illustrate his
definition of photography. Sites/
Sights indeed tells us much about
Peter McClennan’s ideas on pho-
tography. Through the presenta-
-tion of four photographers (Moira
McCarthy, formerly from Hous-
ton and now living in New York;
Kevin Clarke, also living in New
York; Skeet McAuley, from
Dallas; and McClennan, who
lives in Houston) the show scans
its subject in a sharp and acute vi-
sion, from an “image of reality” to
“the reality of the image.”
Published as a book, Kevin
Clarke’s Kaufhauswelt (Department
Store World) is a compilation of
seventy-three black and white pho-
tographs taken in West Berlin's
huge KaDeWe, or
store of the west.” Clarke photo-
graphed every department in the
store, “selecting sales persons and
contradicting or integrating them
specifically in relation to the goods
they represented and sold.” He con-
ceived the book as a “critical doc-
umentation” and one cannot help
but recall Face of Our Time, Au-
gust Sander’s book on the German
people, and his remark that “The
individual does not make the his-
tory of his time; he both impresses
himself on it and expresses its
meaning. It is possible to record
the historical physiognomic image
of a whole generation and . . . to
make that image speak in photo-
graphs.” Like Sander, Clarke finds
relationships between the appear-
ance of a person and his or her
occupation. But he goes even fur-

S WOOLWORTH'S
LOWER SALES FLODOR

ther to say, or to show, that the
salesperson takes on the look of
the goods he or she sells. If we
read this relationship as one of
resemblance rather than simili-
tude, would it imply that the
goods are the prototype and the
person the copy?

Looking at Skeet McAuley's
“Native Americans” series, you
expect to find there some story
about Indians or, recalling Edward

Curtis’ or A.C. Vroman's work, to
have a glance at carly American
history. But these images, of which
the majority are landscapes, carry
almost no information. Some are
photographs of actual archeologi-
cal sites but they show very litile
about the “digs”; obviously that is
not their purpose. They are emp-
ty, cold, like the stills from a mo-
vie after the crew has deserted the
lot. All you are left with is a beau-

T,
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Moira McCarthy

Sites/Sights: uncertain terrain

Exploring the vision of Peter McClennan.

tiful color photograph whose beauty
has no referent. A sign in the cor-
ner of a photograph tells you that
a dinosaur trail dating back to 100
million BC. has been found on this
spot, but all you actually see is the
arrow pointing at it.

Moira McCarthy’s work is
equally expressionistic, although
in a totally different way. While
McAuley’s images are equivocal
and could easily leave you with

only the thrill of beautiful and
subtle colors, McCarthy's black
and white photographs are dense
and packed with emotions, even
though her vocabulary is minimal.
In the first series she presents self-
portraits, posing next to religious
statues and symbols, and somehow
interacting with them. The use

of a slow shutter speed to obtain
blurred motion in the picture ac-
centuates the dichotomy and brings
a disturbing confusion: the statue,
the unreal element, becomes real
in its photographic immobility
while the real person turns into a
ghosily blurred figure. The space
in which these little dramas occur
has no depth, as on a stage where
there is no possible escape through
the back, which reinforces the
uncomfortable feeling. The use

of black and white perfectly fits
the subject without inhibiting

the humor.

Her second series of self-
portraits shows more complexity
despite the recurrence of dual
elements. In these photographs,
she sets her camera in the street,
then interacts with the crowd, but
again separating herself from it.
Varying shutter speeds, she is ei-
ther in motion in a frozen crowd
or motionless among moving peo-
ple. The embarrassment of most
of them, their questioning looks at
Moira or at the camera are also
ours in front of these images, as
we are confronted with a ritual-
like behavior whose meaning
evades us.

S an ongoing Houston land-

scape project, the color pho-
tographs of Peter McClennan are
far from clichéd views of a city.
They don’t pretend to be beautiful,
with their abrupt colors and sim-
plistic elements, however they are
fascinating. As in a Japanese Hai-
ku, a few banal objects are inter-
locked in such a way as to displace
their meaning and create a space
full of poesy and humor. These
landscapes are not real, since it
is only through the viewfinder of
the camera that they reveal their
poetics. Each image works like a
pop-up book which, once you open
it, unfolds its multilayered space.
In his earlier work, McClennan ob-
tained the same results through the
juxtaposition of two images where
the passing of time, the change in
light, or in framing from one image
to the other would create this dense
and complex space. Having refined
his vision, he is now making subtle
single images that require scrutiny
to see beyond their guise and fully
appreciate their sensibility.

“Fog in Maine”, a sequence of
ten color photographs presented
as one piece, comes also from the
double images and in a way is clo-
ser to their original concept. Mov-
ing linearly in time and space from
a close-up of a rock to a view of
the shore to a total gray fog, the
piece also describes a circle, from
an abstraction to another abstrac-
tion, through an incredibly beauti-
ful romantic seascape.

In his work, McClennan does
not try to evoke "the real” by its
representation. His interest is in the
photographic image itself, and this
show was for him another means
of investigation. “Site/ Sights”
does not pretend to answer all
the questions asked about photog-
raphy, not to establish any truth.
What comes out of it, though,
is the idea that a possible defini-

tion of photography lays some-
where at the cross-section of these
four works. O
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Salvador:
A nation
Run amuck

Giving definition
to cruelty.

El Salvador: Work of Thirty
Photographers, Text by Carolyn
Forché, Edited by Harry Mattison,
Susan Meiselas, and Fae Ruben-
stein. Writers and Readers Pub-
lishing Cooperative, New York/
London, 1983. $14.95 softcover.

By Dave Crossley

HE woman who comes to

our house on Saturdays to put
things back together is from El
Salvador, escaped from there in
1979, and I hadn't thought of that
on Friday night when T first open-
ed this horrible book and expe-
rienced the kind of stupid revela-
tion I needed to understand the
war in Vietnam in 1966, and final-
ly to turn my attention to it.

On Saturday, I noticed she had
stopped at the table and opened
the book, and when she saw me
she asked what it was, where il
had come from, how could this
be? “When I come here I never
see these pictures until now.
Why?" she asked. Why indeed?
Why haven't 1 seen them? Mea
culpa, I'm afraid. Surely many
of them, or ones like them, have
been around. But this collection
of photographs by thirty photogra-
phers covering the mayhem in El
Salvador begins to define cruel-
ty, to give shape to Solid Black
Evil, to illustrate terms. See page
49 and learn what “gaping hor-
ror” means.

Fortunately, or unfortunately,
if you don’t actually get around
to seeing the book somewhere,
the Rice Media Center will show
66 of the images from March 4
through the end of March. Wheth-
er that group will be as ferocious
as these remains to be seen.

You see, what we have here is
a little couniry where political and
economic problems just can't get
solved and the people have taken
to disemboweling each other,
dismembering every conceivable
appendage, killing women, chil-
dren, nuns, and priests willy-nilly,
dragging carcasses through the
streets, opening fire on mobs of
people, killing and wounding
many and causing many more to
be trampled to death, oh God, it
Just goes on and on.

Here we have a poet at dinner
with a colonel and talk turns to
the difficulty of governing. The
colonel pushes himself away from
the table and leaves.

"My friend said ro me with his

eves: say nothing. The colonel

returned with a sack used to
bring groceries home. He spilled
many human ears on the rable.

They were like dried peach

halves. He took one of them in

his hands, shook it in our faces,
dropped it into a water glass. It
came alive there. I am tired of

Sfooling around, he said. As for

the rights of anyone, tell your

people they can go fuck them-

selves. He swept the ears to the

floor with his arm and held the

last of his wine in the air.

Something for your poetry, no?

he said."”

Here we have “Soldiers with
their mutilated victims, Chalaten-
ango.” Six soldiers standing, five
bodies on the ground, nicely lined
up. They don't look all that muti-
lated except for the guy with the
inside of his knee sticking out be-
cause his leg has been chopped
off. Oh, and there laying on the
guy next to him is the rest of the
leg. Otherwise they don't look all
that mutilated, though. Well, if
you look close one of them seems
to have his abdomen slit open; ac-
tually three of them are in this
condition. One's face is black,
pulp and blood.

Here's a sweet face eyes closed
dead behind a window in a coffin
with a message on the window
that says, in Spanish, “I love you,
1 will never forget you, I will tell
my daughter about you when she
grows up and can understand.”

“Interior of the Cathedral," by Harry Mattison

Here's a crowd of mourners
paying last respects to a lot of
dead people in the courtyard of
a church, the mourners all holding
their noses, covering their mouths
and noses with handkerchiefs
and bandanas.

ND here are the U.S. ad-

visors. Well, there they are,
Jjust like always, just like Vietnam
and Laos and Cambodia and Leba-
non and Grenada and who knows
where else. Teaching the official
army how to beat their own rela-
tives and friends into submission.
Actually, an interesting insight of-
fered by the book, which is strong-
Iy felt, no punches pulled, is that
the Americans don't seem to be di-
rectly involved. This really is Sal-
vadoran killing Salvadoran. This is
like Lebanon. Ireland. People ab-
solutely amuck. The history in-
cluded in the book makes it clear
which side the U.S. is and was
on, even when Jimmy Carter was
championing human rights, so the
sin is total in spite of the arm’s

length role our people play there.

y

And here, at the end, is Pres-
ident Reagan saying “Let me say
that to those who invoke the
memory of Vietnam: there is no
thought of sending American
combat troops to Central America;
they are not needed — indeed,
they have not been requested
there.” And in the same breath:
“The national security of all the
Americas is at stake in Central
America. If we cannot defend our-
selves there, we cannot expect to
prevail elsewhere. Our credibility
would collapse, our alliances
would crumble, and the safety
of our homeland would be put at
jeopardy.” Which does he mean?

I regret the compulsion to tell of
all the horrors I was exposed to
when I opened this book. I want
also to tell about the tenderness
that’s there. Most of the people in
the pictures are still alive, still liv-
ing, sometimes even dancing.

I think I know a lot about El
Salvador now. I'm sorry about
most of what T know. Something
must be done. O

Nice swim

A way to get up and out.
By Lynn McLanahan

Negative/Positive: A Philosophy
of Photography, by Bill Jay, Ken-
dall/Hunt Publishing Company,
Dubuque, lowa.

fter one look at the title of

this book, I knew how the
shark in Jaws felt upon spotting
those helpless human legs paddling
in the glistening waters above — [
was ready to move in for the kill.
A “philosophy of photography™?
Who would dare to toss such bait
into photography’s infested waters?

In the Introduction, Bill Jay ac-

knowledges that his title may sound
a bit pompous. Just the same, he
believes that photography needs to
be dealt with as a whole: critics
have isolated individual periods,
styles, and works, but no one has
formed a philosophy that encom-
passes the entire photographic
spectrum. Jay recognizes the enor-
mity of such a task, and is quick
to qualify his efforts:

. . . at the outset | must affirm
I have no intention of being tenta-
tive or of offering a balanced view.
[ feel passionately for photography
and cannot look on what I consider
its abuses with detached tolerance.

Admirtedly this is a subjective

view — however | believe it has a
validiry for some young photo-
graphers.

What follows is a carefully
drawn picture of the state of con-
temporary photography, and a bleak
picture it is. Rather than dwelling
on what he perceives as photogra-
phy’s shortcomings, however, Jay
proceeds to outline ways in which
a photographer can climb up out
of the mire. He carries his torch
of hope through such subjects as
humanism and naturalism in pho-
tography; the importance of a life-
attitude; talent; “the individual is
more important than the product™;
the concept of heroism in photog-
raphy: peak experiences; the duties
of the viewer, and our university
class structures.

Jay’s writing style makes our
journey through such subjects an
easy one. As he states in his in-
troduction, he is not interested in
“ . . . pandering to the current
fad of unintelligible psycho-babble
which masquerades in the guise of
intellectual criticism.” 3

The joy of this book is that it
makes you think. Your eyebrows
will rise from time to time, and
you'll find yourself agreeing with
this and disagreeing with that, but
in so doing, you will be forced to
think about the medium.

At the end of the book, Jay has
tucked in reproductions of a port-
folio of David Hurn's photographs.
They are meant to complement ra-
ther than illustrate the text, as in-

dicators of a direction worthy of

“heroes of photography.” But ra-
ther than leaving us up on Mt.
Olympus to contemplate, we are
pulled down to view images that,
due to the poor reproduction qua-
lity, we cannot see to best ad-
vantage.

Despite this unfortunate ending,
Jay’s book remains a provocative
and articulate polemic for those
interested in thinking about photo-
graphy. It's a good kick-in-the-
pants for jaded photographers and
offers encouraging and construc-
tive words for those photogra-
hers still holding on to a notion
of photography as a medium of
communicating ideals. Jay is
clearly sincere and wholly ded-
icated to this medium and even
if he is, as some claim, a feisty
romantic, photographic literature
could use a few more like him.

Insulting

The Gardens at Giverny: A View
of Monet's World, by Stephen
Shore, Aperture, Millerton, NY

Reading this book is a bit like
drinking coffee with saccharin in
it — while it can be enjoyable, one
is left with a rather unpleasant af-
tertaste. This book is not a tribute
to Stephen Shore or his work, ra-
tner it documents the heroic restor-
ation of one of France’s national
treasures, the home and gardens

of the painter, Claude Monet.

In his Introduction, Impression-
ist critic John Rewald creates a ly-
rical tour along the Seine River
from Paris to the Atlantic pointing
out the highpoints of the Impres-
sionist period such as Seurat’s La
Grande Jatte and Renoir's favorite
bathing spot. The tour ends at Gi-
verny, the small farming village
where Monet spent the last 43
years of his life. Rewalt goes on
to give a history of Giverny: how
and when Monet found it, the
building of the gardens and lily
pond, and its fate after Monet's
death in 1926. He credits the
American people for being respon-
sible in large part for making the
renovation of the neglected Giverny|
financially possible. He concludes
by proposing that Giverny, now
renovated, is open to all artists
adding that Shore’s approach to
photographing the grounds was
miraculously never “touched by
Monet's overpowering ‘presence’.”
At this point the book begins to
become more and more offensive.

The reproductions have accom-
panying text which points out the
important buildings, Monet's par-
ticularly favorite flowers, which
trees were there in Monet's time,
and vantage points he used in some
of his paintings making it difficult
to look at these photographs as
anything other than visual aids
to the text.

Following the reproductions
are afterwords by Gerald Van der
Kemp, curator in charge of the
garden’s restoration, and Daniel
Wildenstein, an art historian whose
family operates one of the world’s
most prestigious art galleries. They
both add their estimable stamp of
approval to the renovation and ex-
plain how they became involved in
the project, thank the spearheading
patrons who got the fund raising
task off the ground, and conclude
by inviting Monet fans to make
the pilgimmage to Giverny.

What about Stephen Shore?
What about the photographs? And
why is Aperture publishing what
is essentially a lavish brochure an-
nouncing one of France's newest
tourist spots? My first thoughts
were that Stephen Shore had been
used: his contribution to this book
is all but ignored except perhaps
on the back cover flap where in the
last sentence it is suggested that
this is the “triumph of a major pho-
tographer.” Surrounded by captions
and text which talk almost exclu-
sively of Monet and the renova-
tion, we are instructed to look for
the details in the photographs and
not for Shore’s vision. Shore’s
deadpan style of photography re-
quires special conditions for view-
ing and Aperture took great pains
to create such conditions in Un-
common Places, their earlier mon-
ograph of Shore’s work. Here
Shore has been used and his work
whored and compromised.

Yet, in assessing what Shore got
in return, he didn’t do too badly.
The Metropolitan Museum paid him|
to take these pictures, he got three
free trips to France, and Aperture
included some of the resulting pho-
tographs in a hardbound book
whose reproduction quality is so
luscious that you can almost feel
the garden dew on your fingertips
as you turn the pages.

This book will be of interest to
Monet devotees who want to learn
about and see the restoration of his
beloved Giverny, but those who are
anxious to see and learn about new
work by Stephen Shore will find
the book and its concept offensive
and insulting. — LM O
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