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MESSAGES

Marcia Resmick: Laurie Anderson

SPCT

New Jersay, USA: We live in the void of our metomorphoses.

The cover photograph of “Miss Texas 1956 was taken by Fred Hess &
Son, Atlantic City,

Fred Hess was one of the official photographers of the Miss America
Pageant at Convention Hall. and It's not likely he géve a damn about art—
modern of pasmodem. He needed a picture of a body, a body that
could be immobilized phetographically in order to turn it ime a form of
capital, an object of exchange for publication

Fred Hess was not a semictickan or a “deconstructionist” he was a com-
mercial photographer who had a job 1o do. He had to make his pictures
saleable. He wasnt interested in theory. If he had been asked to do a pic-
ture of a corpse. he would have gone about the assignment with the same
skill and clarity that he applied to Miss Texas in photograph £230.

If he had an art, it was his ability to objectify the subject $o “it” could be
read easily by the public. To take a “nofrpessessive” shot of a subject was
something Fred burbed in his un-conscious. He would serateh these sense-
less shots from his contact sheet with the swiftness of a shy schocl
teacher trying 1o coverup the obscenities of a graffii artist

There were 48 Miss Some-Bodies in Atlantic City (besides Miss District
of Columbda. Miss Hawaii, and Miss Canadal) that year. and one of Fred's
assignments was to photograph them in their gowns, You could say his job
was pleasant since he was a professional who knew how to properly light
Fis subject. Theores of “cbjectification.” transparency or any other kind of
critique of bourgeols verisimilitude would have struck Fred as more an
Issue of the “Cold War™ than anything having to do with photography: It
was his job o show us that & natwal beauly was a national treasure,

Fred Hess was & craftsman. He posed Miss Texas in what he thought was.
a precise gesture you could associate with a Texan, He posed her with her
right anm raised toward the viewer in a friendly salute of gresting, How
could Fred know he was moving toward controversy? How could he know
that Apallo 10 would take his pose of Miss Texas and “emblazen” it on
the Pioneer spacecralt only this time the ratsed right arm would belong to
a male. That there would be those who felt this gesture might confuse the
extraterrestrial reciplents of the message by blurring the difference
between greeting and farewell, didn't occur to Fred.

Nobody asked Fred what kind of image 1o send inta cuter space
Nobody thought of Fred as having insights into gender issues lat alone
the vast outer space of a galaxy. Perhaps he could have changed Laurie
Anderson's mind about the ambiguity of the emblazoned pose if he had
been consulted by NASA: [n ow countig she sang during one of her perfor-
mances in what sounded like a male voice dropped an octave, we smd pic-
tuires of our sign langeage it outer space. They are speaking our sign lmguage In these
pictures. Do gou Dhink ey willl ik ks fued i permamen |y attacked that way? Or do
wou think By will resud cur signs™ Im our couniry, good-Bye fooks ju fike heflo

Fred never thought of that possiblity. He knew instinctively that anything
problematic, especially a photograph, was not good for business. For Fred
the correct pose was loremest in his plan for the shot. Time and space
went hand in hand when it came o the exeeution of the assignment. The
ichaa that be might be working in a “hyperreal™” space would have made
Fred rave with incredulous indignation. *“What are these people saying in
the eighties Fred would have thought. There was only one “fssue” for
Fred and that was the way the sign “Miss Texas” looked arched above her.
He didn't reed 1o know anything abeut “Photography and Language™ —aor
whether a “sign” was motivated or arbitrary —1o make a picture fit into
the larger system of communécation.

O the other hand, Fred's real love of photography came in producing
the tones of the photograph exactly as he had intended: the white shining
smile of Miss Texas, the dab of light on her forehead. on the tip of her
nese, arcund her cheeks and chin: her skin painted in satiny warm tones
contrasted to the crepey binding folds of the gown: the white color of the
gloves and ribbon pinned at her waise, Ah, Fred Hess and Son ware
masiers at making a silver surface glow with radiance and desire!

In America. 1954 was a year of untroubled myth. “Ike was in the White
House'” General Electric promised a luminous world. Vision from afar had
just entered the American household. Fred could see that the “world
WasliL getting any smaller. it was ust getting busier” (Fred s thoughts
waould later become radio commercialsy

The transcendent world of information had not yet arrived when Fred
Hess & Son worked Convention Hall The display of the body for drawing
the viewer im0 a spectacle seemed to Fred the basic reason for daing &
photograph. Fred called it “eye catching”

He knew instinctively that the work he was doing in Atlantic City
represented more than a pretty face. He understood the projected value
ol his work which would confer on his subjects the status of a model. a
thing worthy of imitation. In Fred's country photographs of allegorical
makdens—national treasures of natural beauty — project an industry
devoted 1o appearances: fashion, cosmetics. dental and bodily hygene.
enterprises suited exguisitely to his alents.

That the contemporary meaning of the phatograph he took of Miss
Texiss would have a fresh value because it was taken in the past would
have seemed to Fred a sure sign that the country had gone to hell When
it came to doing a job, he didn't care about the past or the future—
nastalgia or simulation. There was no “meaning gag' for Fred.

Fred Hess was not a hard man. His colleagues trusted him, and his
clients considered him a gentleman and a professional. He knew how 1o
make his subjects relax in front of camera—how 1o look “natural” i you
told Fred his pictures reflected an ideclogy. he would have looked at you
with a puzzled expression. If the body in the photograph looked like a
statue. what could he do about it. Furthésmore. there was nothing wrong
with statues. especially thede of beautiful American Women. They were
not only a tribute o the American Way of Lile, they were emblematic of
nrational happiness. And happiness was serious business in 1956,

Leoking back at Fred's photograph of Miss Texas 20 years ago conjures
up a black and white narrative film with posimedemn potential. The cast-
ing comes quickly to mind with Richard Prince playing Fred Hess, Barbara
Kruger starring & Miss Texas. and Craig Owens a5 the director.

¥ Laurie Andersen wouldn't write the music for the film. perhaps Willie
could be pursuaded to score the words and lyrics to set the appropriative
mood fer the return of Miss Texas:

I'm not biyimg b oraet uou amymore, |'ve got Back into eememfering all tie bue we
Fiad before. "¢ beem [rying b forget somenns that my heart still adores, 0 i net Lryfmg
40 forgel you anymore. You're just sameone who brought hapeimess into my B, and i @il
ok Last foeever —oh, that's all right, Wi were abways more e bvers. and 1 still pour
friendd 1] 1 fiad the chance I'd do it off again, . . 1'm not brying o forget you amgmore,
I've gof Back into remernBering all the love we Rad before. .

Lew Themas
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PATRICK CLANCY'S
365/360 AND THE
SIMULATED VOYAGE

Patrick Clancy's 365260, mult-media
exhlbilion of installation photsgraphy. video
dnd performance art, was co-spowsoned by
HCP and Diverse Worlks, Decenaber |2,
1986 — lanuary 25. 1987,

SPOT

By Christopher Burnott

365/360. an installation pho-
toscrodl. relates o practices of
audiovisual communications often
marginalized or even exiled by
mesdern fine arts ingitutions. The
exile is perhaps unfair since an
museums and galleries have a histo-
ry intertwined with a wild assart
meent of different shows. In the
elghteenth century along London's
Strand, the strange abutment of the
Lawrence Mizseum and the Somer-
28t House expresses the mixed-
atmosphere where exhibitions vied
for the public imagination, The
Somerset Museum with iis Royal
Acadenny of Art stood fuilely aloof
from the catchpenry museum world
next cdoor with its clanking automa-
tens. natural history specimens. and
freakish curiosities !, Ant museums
were (and are) just one exhibaing
institution among a crcus of shows
that includes religuaries, collections,
cabinets, street-scenes, falrs, and
many such rings of sight,

3697360 relates to these other
rings of sight and especially to the
history of panarama. During the
time that public museums and art
galleries were being founded,
Robert Barker walked along Calton
Hill for. as some think. sat under an
umbeella) and conceived the idea of
fixing a square frame on the spot
and reeating it. so that he could
sketch segments of the 360° Edin-
burgh view. Following Barker's
vision came his Panarama, 4 circular
bwilding showing a huge panorarnic
landscape. Other panoramas.
colosseums, globes, eldophustikans,
and panapticons were raised
around Ledcester Square. London,
and the werld over. The difference
between the various pancramas and
history painting at that time was not
$0 clear. Each used expanses of
carvas and historical subjects, but
panaramas were distinct In their
devotion to topics and scenes of
travel. For the bourgeais, topo-
graphic panorarmas substituted for
expensive Grand Tours as wonder-
Hully as gift books of landscape and
travel.2 The wonder of circular views.
and traved link 365/260 to the tradi-
tions of panarama

For 365360, traveling. as a mode
of viewing. prefigures traveling as a
tophc. Even in the early shows of
London, spectators mizst have
found their wide paints of view
playing with the heterogenecys cle-
ments in a circular viewing sitwation,
The play contrasts with the fixad,

namow points of view invelved in
ease] painting. The linear perspec-
tive of framed pictures structures a
fixed point of view homologous to
the aesthetics ef contemplation
@iven philosophical expression by
Immanuel Kant, The absorbed and
disinterested contemplation of the
product for isall simply as a work
of art is not espedially pertinent to
365360 or other major spectacles
o cur time that involve a raveling
wiew: Cinema. world's fairs and
trade exhibitions for instance, wse
techniguees like circe-vision,
tableaux beneath domes, and
mosale panoramas o open up fic-
tional space and time for Imagina-
tive traved: an imaginative trave]
where close or extended reading
may operate but not & rapt gaze
Simulators, using current audic-
visual and cybernetic technology.
offer a mode of ravel where rapt
contemplation seems barely a pos-
sibility |at beast for long), 363/360 is
Nk, precisely speaking, a techag-
logical simulator. But. theough Its
mesalc panorama of imagery and
narrative, we can experience the
problematic of simulated travel

The pancramic photoscrall
uswinds in frequent reference to
vacation postcasds of the Central
American velcanas, Orizaba and
Izalco, whose contrasting eruptions
seem simultaneously to launch our
travel of imagery and imagery of
travel. Pictorially, much of the pho-
toscroll is an extensive “zoom”™ into
the postcards through Clancy's
macro-lens. More importantly, the
cards generate the twists and turns
of narrative. as Louise and Walter
Arensberg [with their party guests)
speculate on the fate of the proto-
Dadaist. Arthur Cravan, aftes his
1918 trawels ro Vera Cruz with Mina
Loy Cravan sent the postcards
(which Clincy calls “reference
Images”) 1o the Arensbergs from
farflung places. For the Arensberg
<ircle. they are all that remain of the
plcaresgue artistboner who was last
seen in Vera Cruz on his sailboas
Throwgh pancramic imagery and
text. we speculate whether he went
out to sea, became lost in a desert,
languished finally in a Mexican jail,
or was shanghaied by Albertan
wheat farmers for their grain
harvest

Other evidence besides the post-
cards add to stories of travel. Clancy
presents the “Lost Notebooks of
Arthur Cravan” perhaps as an
archeclogical discovery from Clan-
'8 #ctual travels in Vera Cruz. The
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travelogue tells of Cravans journey
1o Buencs Alres where he met up
with Marcel Duchamp at the Hotel
Limon. Travel imagery multiplies fol-
kowing that meeting. From the theat-
er balcony with Duchamp, we s
Raymond Roussel's Neuvelle Lprrs-
sioms o Afrigue. itsell & serially embed-
ded rale about Europeans in alier
lamels, (Roussel's ravelers were ship-
wrecked in Africa on their way 1o
Buenos Aires). Duchamp mags his
oW fourney 1o Buenos Alres with
the destination point literally
sketched in questiond 7). He relates
his an imvestigaticns to his state of
travel. His optical device % be
Looked at. . . * works in reference 1o
baleony views ideal for travelers.
Mail sent oversaas instructs his sis-
ter and beother-indaw 1o hang
“Unhappy Readymade from thelr
Parisian balcony. Duchamp packs
with him cnly the collapsible
“Seulprure for Traveling” a cut up
elastic bathing cap. Stretched out in
365360, the cap's webbed lines
suggest the itinefaries of Duchamp,
Cravan, and Loy. which Clancy
reiterates by pulling skeins of string
between the varlous points masking
cities an a ghobe. Traveling for the
modernist crew is a matter of
strange meetings and crossed paths
Other strange meetings throwgh-
cut 363/360 seem hardly related 1o
the itineraries above. but important-
Iy relate to the conditions of word-
consclousness (world=view] In simu-
lation. We meet a contradictony
figure: somewhat like a hybrid
Hermes, handling a camera (caduceus)
wired electrenically or pneumatical-
ly to his slippers (winged sandals)
The god of travel seems engaged in
recreating Marey's chronoghoto-
graphic experiments which analyze.
in still Images, the mevement of run-
ning in & continucus loop. The
Marey-runner. like a Hermes after
the: Fall. expresses the confused
mavementimoment of simulaors
which project whaole worlds continu-
ously in time but always by frames
and fragments of siilled moments.
363360 embedies the paradox by
at once spreading cut images and
text panoramically and interrupting
the implied continuity by eolliding
discrete frames as if in the mosaics
of montage 365/360. as simulators
do, takes the phenomenclogical
farm, “mosalc-panarama.”
Instances of simulation in forms of
mosaic-pancramas unwind every
where in contemporary culture. The
domes and globe constructions of
Disney World and the world's fairs

hawe arrays of multi-media panels,
specator vehicles, and looped
tracks. Media technology has elabo-
rated and proliferated the spectacu-
lar comstructions. Recently.
©Oomputers crchestrate video moni-
tors omnivision screens, audio-
animatronics. and live presentation,
and they create woven. but extend-
ed, labrics of electronic spectacle
W get a cybernetic bird's eye view
{or insect’s eye view) of animal evo-
lution or even the cosmic “big
bang” in & flash hardly known to the
history of plcture-making. Still. these
sensational masaic pancramas
remain linked in tradition 1o the
shows of the Enlightenment and to
its artirwde of simulated travel

A link to linerary tradition. espe-
<iadly significant to Clancy, express-
es important aspects of simulated
travel. In LK. Huysmans Againg
Mature, the frail Duc [ean des
Esseintes, concentrates a workd of
exotic splendor within his mansicn's
thick walls. When. finally. des
Esszintes wants escape via authen-
tic travel to Londan and Holland. he
gets no farther than an English
tavern in Paris. “Afwer all;" he asks.
“what was the good of moving.
when a fellow could ravel so mag-
nificenly sitting in a chair? Wasn't
he already in Londan"3 Simulators,
even the facsimiles of foreign shops
that we sée in conemporary malls,
replace In proximity what would
naturally be obtainable anly by dis-
tance overcome with effon.

Simulators. despite such extensive
SCIEENs OF complex panels, con-
dense and model experience for
imaginary travel. Nicely seated,
there is no risk of “spolling such
unforgettable experiences by a
clumsy change of kocality” Yet,
despite such an imploded. abstract
locality, what proliferatian of worlds
simulators produce. Under one
domed space and minutes’ time, we
can trive] throwgh the worlds of the
South American rain foresz, Sahara
Degert. Himalaya Mountains. and
Arctic Tendra, 365/360, with similar
magic. abuts extreme reglonal
differences: plains. desents val-
cancs The volcanos themselves ase
<adegories apart: Orizaba ks jce-
capped; Izalco smolders.

The proliferating worlds run
paralle to the multiple stories and
references which remind ws that
closely reading a text produces
intertext. There are major narra-
tives: Cravan's story. Duchamp's
story. Low's story. There ane subor-
dinate tales and references to
Marey. Roussel, Zuni mud head ritu-
al. Acapuloo chiff divers, and Clan-
CY's own ip 1o Vera Cruz. 365360
pins together many narrative pisces
interpextually

Like Intertextual simulators,
365/360 proliferates worlds using
repetition with an uncanry cbses-
sion. By simulation, London effec-
tively repeats itself In Parts, a5 des
Esseintes discovered. Today. it
repeats isell whene the London
Bridge stands In Arizona, or where a
pub offers ale at Disney World
Simulators. as complexes of
mimicry. reproduce a multiude of
wersions whene before, presumakbly,
there stood just one. Moreover, any
ong version repeats (tsell again and
again in cycles of repetition,
3650360, using photography, spawns
reproductions, and the histsry of
the work is a series of photescrolls
which have evolved by reproduction
into: the version exhibited at the
Houston Center for Phetography

Within this current version, we can
discern many instances of repeti-
tions and doublés. In comparry with
paired valcanos, there are twins,
doubled picture frames, pairsd
divers. Cravan seems as duplicitous-
Iy linked 1o Duchamp (Water-
maniGlassman) as he does o Mina
Loy where. after a jabbing imterplay
ol frames. their heads seem 1o
merge. In 3657380, the limits of
Edentity are always tested by the
ambiguous merging of repetition
and the same
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THE NON-HISTORIES
OF JOHN HEARTFIELD

SPOT

By Douglas Kahn

Rofim Heartfield is one of the most ispor-
el artists of dRe 2006 century and afso
one of the most meglecied. He wis respoisi-
e Jor the development of an entirely mad-
erm art form. that of political photomontage.
This dewlopeen! iook place witkia e con-
it of the avant-garde, cipecially Berlim
Diadt, droond (e dime of WW 1, and then
Aater. In the comtext of the rovelutiomary
working chets movement in Gemunny

Duiring the early 1930's. Heartfield s
work reached millions of peopls i Lie pages
of ome of Germany's Jamed illusrited mag-
azings. e most advarced form of mass
media at that time precersors [o Life

ure as an artist. Other political art-
ksts from before WWII of similar
starure that have received far great-
er atention include: George Groaz,
Kathe Kollwitz. and Otto Dix in Ger-
many; Los Tees Grandes, especially
Diego Rivera, and Frida Kahlo in
Mexico. Heartficld's standing as the
first and most important amist of the
mass media makes him unusually
relevant 1o present-day artises Of
course, in a workd turned upside
down this relevance may indeed be
the very best explanation for his
historical exclusion

In the book’s imroduction | said
that the lack of scholarly attention

tories are not a non-issue. Unfor
tunately. the interest expressed has
had to rely on a dearth of infarma-
tion resulting in skewed perspec-
tives. A film on Heartfield made in
West Berlin as pam of a large cura-
tional project i subtitled and be-
comes popular in the US. An essay
from the same project is reprinted
in PlatograpigyPolitics One from Eng-
land. Both are sericusly misleading
on a number of counts. not the least
concerning the central political issue
of ary discussion of Heartfield, ie.
his position wward fascism and
socibl fascism. Block. & very good
arts journal from England prints a

Der alte Wahlspruch im ;;neuen” Reich:

LUT UND EISEN

Magazing in the Unitied Salrs and Pic-
ture Post in Esgland. Even after [Teeimg
Hither's Germany Jor Prague, Heartfield
comtinued Ais work unabated. ackieving an
intesmational reputation o Ris scalhing
indictments of Lhe Nazi regime.

This remarkable integration of ariistic
avnt-gande. polilical wanguand and mass
mslia is unigue fo the ard practice of fofin
Heartfleld. As we confront e ovenafles-
ing immpact of Ve matt media on our cul-
lure. alomg with the increasimgly same
writhal capaclly of et current art. Hearl-
[ield's relevance grows. Growing afsa Is the
need R disouss Bt work, o tramsfate if et
ke present day.

So reads the backoover blurb o a
book | wrote about Heartfield. ! The
fiest sentence can be qualified to
paint out that he is lhe most neglect-
ed political arttst. suffering unprece-
dented historical exclusion in the
English language relative to his sta-

fohn Hearifield: Blood and lron, 1934 (Collection: Museum of Fine Arts. Houston)

suffered by Hearifleld is nself in
need of scholarly attention, The
book, while remalining historically
specific, never promises such
scholarship, Instead. it secks to
break the Anglophone silence on
Heartfield by proposing general
parameters lor understanding his
work. | ami an artist, not an an
historian. That such a project was
lefr at the doorstep of the untutored
is indicative of the degree of Heart-
fiebd's neglect. In fact. anists of ane
sripe or ancther have played a dis-
proportionate role in venturing
comment.? Their comments vary a
great deal. but never are they the
comments of an outsider. They
speak from inside their cwn wark
of the provocations. of Heartfield's
work, And all have spoken toward
the development of an oppositional
culture

The steadily increasing interest (n
Heartfield shows that his non-his-

lead article which, among other er-
rors, has the Weimar Republic be-
ginning in 1912 and which makes an
argument for Heartfield's politics of
wamen that simply cannot be sup-
ported. Another person in the Col-
lege Arts Association Arts journal
constructs a method, based on the
scantiest of quotes concerming
Heartfield's work. 1o analyze com-
posite photographs. Apparently. the
lietle infoemation abowt Heartfield
circulating In English has become
naturalized to an exten where it
row disguises itself as a summation
With the following | would like to
propose some features of Heart-
feld's non-histories. Le. the hisones
of neglect. This i sctually a larger
task than writing about his histories.
To fully account for the sustained
exchusion from art and photography
writing. from cultural critique, would
be 1o interrogate the disciplines
themselves, The following will mere-

Iy describe a few locations on the
meandering map of neglect

If art history writing does not hap-
pen exclusively in academia, the
institutional momentum sets the
agenda. This is no less true of the
post WWI era, the tirme in which
research on Heartfiedd should hive
been initiated. This was also a time
of paolitical purges and self-
censorship, That Heartfield was a
member of the German Communist
[Party would paint o an abwvicus réa-
son for historical banishment. The
red scare of those times blushed 1o
pinkaphobia, although we have en-
tered rosier times with Reaganism
This does not account for all the
New Leftists who made the “long
march through the institutions” But
it should be remembered that few

- march through the hallowed halls of

art history. Art history. of all the dis-
ciplines, recruits disproponionately
from the upper classes isociology Is
on the other end of the scale). The
leftists that do Iinhabit these reglons
have spent a much needed but ult-
mately imbalanced amount of time
debunking comentional wisdom
Bunt the institutional problemartic has
them blinkered to the type of study
of oppositional culture which would
being them into earshot of Heartfbeld.

The fact that be was a photomon-
tayist is of Imponance. Photomon-
rage falls between the conventianal
clbjects of study for art history and
photography history. Umtl recently,
anything photographic has been an
intruder in the eyes of art history and
the very act of MONLagE reprasents
the hand of subjectivity (read. art)
disrupting the plane of the photo-
graph thereby destroying the aca-
demic object. Add to this factors
that generally remain anathema to
academia—the avant-garde mass
culture. joumalism. political parties.
etc. —and the main reason for ne-
glect becomes clear: what he did
does not constitute an academic
object because of the way academ-
Ics themselves are constituted

The exclusion of objects which
Interact with too many spheres of
life can be raced flunhermore (o &
celebration of instrumentalist rea-
son within a strain of modernism.
This medernism was something of
the nationalist fortress complex and
the eugenic moment as manifested
within aesthetics. reaching its phal-
Iecratic heyday with Greenbergian
formalism. Much earfier. in 1922,
Paul Strand typified this modermism
in warning against the mongrelizing
of media:

Tihe foll potential power of every medium
i depemden! wpon the purity of its use, and
Al attempts at mixture ond i sl dead
Iings s the color efching, the pholagraghic
peinting and in pholograp. The gom print.
e il peint, ete., in witich the teiroduction
of hand work and a mamipulation iz merely
Ahe expression of am dmpotest desine o

3

To book at this type of structured
neglect in another light: instead
of saying that photomontage does
ot fit neatly into either ar ar pho-
tographic writing. we can turn it
arcund and say that Heartfield actu-
ally has had twice as many avenues
af historiographic entry than would
an artist or a photographer alone. A
two-fald neglect then, twice as many
oppotunities squandened

Hearifield's art historical entry
would mese likely be through re-
search into Dada, Research in this
area has recently heated up and ks
now relatively active However, a sin-
ghe article of greater than introduc-
tory depth has yet to be written In
English. This simply ignares the fact
that Heartfleld was a central mem-
ber of Berlin Dada, It would be
Impaossible to go over the range of
tregtment Heartlield has received
within this literature. instead, | will
look beiefly at just one very influen-
tial bock. Robert Motherwell's 1931
anthology The Dade Palnters and Poets ¢
and an exhibiion from the Museum
of Modern Art in New York

Heartfield receives passing men-
tion within the boak's treatment of

WINTER 1986



DER HENKER
DES

SONDERNUMMER: REICHSTAGSBRAND

DRITTEN REICHS

A

lafin Heartfield: Goering the Executioner of the Third Reich 1933 (Collection: Museum of Fine Ans. Housten)

Berlin Dada in an essay originally
written in the early-30's by Georges
Hugnet. Hugnet, the French Sur-
realist post. writer and photogra-
pher. also participated in the
Museumn of Modern Art's 1934 exhi
bition Famtastic Ard, Dada awd Surmeals
ime. MOMA's exhibition consecrared
the antebellum representation of
Dada wheness Motherwell's book
s&t the tone after the war. Bath
share a depoliticization of Be
Dada and an ahistorical downplay-
ing of Heartjeld.

In the 1930 MOMA's wealthy
patrons had a stake in prolfering an
art which was elevated over the fray
of the Great Depression, not the dis-
obedient anti-capitalism of Heart-
liedd's work. (These were the years.
remember, that Diego Riviera's
mural was commissioned then
ordered destroyed by Rockefeller)
Also. admittance to MOMA's cultur-
al showcase has always been limited

SPaT

1o a narrow band of commeadities.
ones which accrue [usser with each
fiscal year, whereas Hearifield's
rFature work on newsprint, having
been passed through too many
hands. yellows, As a continuing case
in point, Willlam Rubin can be
sund just five years ago defending
ield against the
recrifminations of Hans Haacke®
The few times Hugnet mentioned
Heartfield he was picured as having
i [ifie of his own. The puppet of
George Gresz: “Heartfleld worked
according to the instructions of
Grosz™ He was “under the direction
ol Grosz™ when he suppesadly con-
structed the famous effigy of a Ger-
man officer with a pig's head
hanging from the cei the First
Dada Fair (an efli
Rudolf Schlichterk. In tumn,
Huelsenbeck hung Hugnet i
effigy In his Meémsirs of 2 Dada Drum-
mer. Huelsenbeck. a member af

Zurich Dada had left for Berlin Deda
because the Cabares Yoltaire under
Tristan Trasa's influence was becom:
ing oo artsy. He wrote that Trara's

court chronicler. Hugnet. described
everythin, sccordance with the
master's wishes ¥

In his domestication of Berfin
Dada as a whole, Hugnet remarks
that their preducts were “less
interesting” and “'more sterile” than
Zurich Dada (and by kinship, Paris
Dada) because political imvelvement
thed the objects of Berlin Dada o
“episode]s] of action and struggle
and nothing maore. They are arms
abandened on the field of bat-
tle. . . like time bombs whose move-
ment has stepped. . . these warks
Seemm o us today not only ¢ =y
but above all inanimate. because
everything fugitive has left them and
escapes us” Hugnet then makes the
key distinction

Wihat 5 feportanl i mow Ridden dlse-

PROZESS-GEGENPROZESS

where, and other symbols Raw come o the
rescur of our angatoh awd il's image, Rough
wr e it cetsad 10 precerve an ailitude
which, Lhough mot one of revelt. s distinetly
rrvlalionany

The close preximity of the terms
revalt and revolutionary alerts us
that this is an ideclogical combat
zone, where an exclusivist moder-
migr is compelled to become

MOMA's revolutionary project, and
with the emancipatory impulse as
demanstrated in his own rabidly
misogynist photomontages. Hugnet
was just the one 1o do the spade
work. He was called on twice to pro-
vide a barrier against Heartfield
reaching across the Atlantic and
intc the postwar years,

Scholarly attention in photograph-
ic history writing is hardly worth
mention because it so ragely men-
tlons Heartfiedd ” The exemplary

neglect oocurs with Van Deren
Coke's recent book on avant-garde
photography during interwar Ger-
mary. 8 Questions whether Heart-
field should or should net appear In
grand historical overviews are spe-
Clous encugh. But within the nar-
rowed scope of Coke's book his
absence is patently absurd. We have
1o ask what has eccured: an enor-
mous lapse in scholarship or a sim-
ple exercise in blacklisting? The caly
other reason would be that an
acknowledgement of Heartfield's
satus at this late date would be an
admission of prior crimes of
armigsian.

Heartfleld's treatment in photo-
graphic writing is due greatly 1o the
‘odd spot photographic writing
‘orcuples between a prefigurative,
wizenad art history and a rambune.
tious mass media which can douse
phecography in a din of its own
making. This has instilled trepida-
tion in most photographic writing
turning it back upon photography
proper. Therefore, 'd like 1o bring
up photographic practice, for histor:
ical influence must not always be
certified in & written text

The prafound disruption 1o the
left cultural tradition that occurred in
the LS, after WWII has conse-
quences for the photomontage
practice. After the war. many factors
came into play: MoCarthyism and
the Cold War, deStalinization. the
spread of commadity culture and
the ascendancy of broadcast media
among others. By the time radical
culture was regenerated in the sl
thes it had bost contact with its pro-
genitors, The contact that wias made
wags most often of & US. political
culture that rever did incorporate
an avant-garde criticality that could
be found in antebellum Europe
Another reasen can be found in the
depeliticization of the artigtic avant-
garde following WWIL as typified in
Absrsct Expressionism — and for
every sensate paimer there's a cor-
responding photographer, for every
Rothko an Aaron Siskind

Heartfield had a 1938 Phota
League exhibition in New York City
that assured that those who were to
become the formative individuals
for postwar phatographic practices
were [amiliar with him. But when
someane like Barbara Morgan
spake one evening on occasion of
the exhibition, cstensibly becauss
she also made photomantages. seri-
oUs questions are raised about the
nature of his reception at that time
It points 1o the absence of a ledt
madernism of the type which exis:-
«d with great vitality during the Wei-
mar Repubdic. In its absence
documentary photography was the
practice equated with pofitical
action. There was never one which
took up a critique of representation
enjoined with topical political cri-
tique:? In Heartlield's work there
Inhered a eritique of the dacumen-
tary mode jtself. His work amounted
W a parodic phetojournalism, ar-
geting the bourgeois press while
EnCOraging & skepticksm toward the
working class media in which his
photomomages appeared. for the
working ¢lass press also bartered in
representation

The US. left has never manifested
much of a photomontage practice.
reither (n the intemar nor postwar
periods. [t is to be found, instead,
with Madison Avenue [Heartfield's
work was featured in the late-d0s
Issue of Griphisl. This ks only an
apparent simllarity. of course. Mad-
$an Avenue's use of photomontage.
like capitalist advertising’s core
project. submenges social relations,
whereas Heartfield's photomontage
work sought to expose them. His
work did nes provide a simple vehl-
cle for a message. but dismantled
its formal, idealogical and instit-
thonal surrounds and. at ks best. the
dismantling reflected back upon the
photomontage itself. Therefore. it
cannct be characterized as “adver-
tising for the left” Inonically, the
great expropriative forces of adver-
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tising have yet 1o employ Heart
field's inncwations in book design.
graphics and advertising proper.
wherein critique was kept to a rela-
tive minimum. Unfomunately, the
left and alternative culture has simi-
larly Ignored these innovations.

Heartfield s positioning wis-d-is
mass media affords us the mos
accurate perspective. over and
abowe the frameworks of art o pho-
tography proper. with which to
understand his work. “Art and mass
media” Is a field of consideration
yet to be freed up to the point
where it can undoubtedly) provide
not only a powerful historical
retrospect, but keys 1o a potent
present-diy practice'? In this
respect. we Can ncte ancther non-
histoey of cultural practice. that
within the broadcast media. This
riar-history begins during the Wet-
mar Republic with the absence of a
eultural practhoe in radio commen-
surate with Heartfield s in the print
mrieclia. This Is especially crucial now
that broadeast and cablecast have
secured a fully hegemanic positlon
in processes of socio-political
ligeracy.

One of the mos: remarkable non-
histories of Heartfield has been the
recent one of the photography
champéaned in the artworld under
the name of postmodernisem. After
all. one of the main concerns of this
work has been the appropriation of
mass media imagery performed. no
less, under the sign of palitica™
Minimal art had taken up Makevich
conceptual art Duchamp. but this
Mew York armworld photography
never lookied up nor wok up Heart:
field. the cwious frontrunner 1o be
its historical darling

| speak in the past tense here
because the stable of postmodern
photographers s, with a few excep-
tions. the stable of a dead horse—
no mater if the slab of morgue mar-
ble Is now being stood on end o
form museum walls The critics who
once championed this photography
have since busied thelr retreat. |
therefore do not want to cover old
graund. ‘What is the pleasure in
kicking a dead horse after the
mowrning of RS trainers has ceased?
Any political life this animal could
ever claim came primarily from con-
traposition to Neo-Expressionism,
with Its unapologetic return to male
genius, wryth wrenched from hissory,
art market refuvenation, the critic as
sensate explicator and congumer
advocate, etc. As Neo-Expression-
ism hearkened back to its German
Exprestionist incarnation. so too
New York art photography echoes
Mewr Sachlichibeit photography. Newe
Sacklichieir's pretense of representing
phenomenal reality by way of sur-
face inspection is displaced o
representing réprasentarion per i
A Meo-Neue then,

SPOT

Instead af jumping imo the post-
modernist theoretical fireel play-
ground. I'd like to condider 8
practical example, the work of Bar-
bara Kruger, someone | consider
show signs of actual political life
fram the beginning. Her work s
usually lumped wogether with that
of Sherman, Prince, Levine. et al
although | tend to think of it being
clager 1o the analytical and critical
vein of Martha Rosler. She is of par-
ticular interest here becawss her
photomontages have evoked men-
tion of Heartfield on more than one
occasion. The assoclation is not
wery apt. The first difference is obvi-
ous: her work doesn’t share a simi-
lar breadth of distribution. neithes

L7 - =L

In sheer numbers nor in the context
of & mass political movement. This
Is. however. more a reflection upan
present communicative conditions
than on Kruger's work. There's caly
50 [ar an artist can be held responsi-
ble for monopolistic madia or the
absence of an oppositional public
sphere Besides, unlike most New
Yerk art, Kruger's photomonages
have ventured cutside the confines
of the anworld, probably without
pary (Grosz's high priced activity in
the Weimar art market defrayed
expenses of popular distribution of
the same work) 12

Her work has been able to
migrate because of the skill with
which meaning within the photo-
montage itsell migrates polysami-
cally amid the modes of address.
narrativities and commemarnies of
the imageftext a3 well a3 the broad
range of soclal reference. Her skill
has been to coordinate these pas-
sages to form and formulate &
depth of interretated critical mean-
ings which can be undersiood from
a range of jaudience) parspactives

loiut Heartfield: Ein Professor Witlawopsky von der Universitit Heidelberg

withaut severe compromise to a
photomontage's political intent amd
totality of meaning, The photomon-
tages de not always achieve this, but
when they de. an examplary model
is offered for an art of containing
and negating the giddy imertextualk
ty of mass media inundation

One thing should be kept clear in
acomgparison with Heartfield's
work. His photomontages were. dur-
Ing the Late-Weimar height ol his
artistic practice, situated both
representationally amd institutionally
in relation to the photojoumnalism of
Germany’s illustrated magazines.
These publications were the meost
influential form of mass media at
that time; Heartfield published in

one which existed in the competitive
sphere af the major magazines. Thus.
his phatomontages operated with a
remarkable soclal centrality. Per
Kruger. the instituticnalized centrals-
ty, cannet be compared. but neither
can matters of representation. Heart-
field's appropriations from within
the mass media activated a constant
eritigque af the vernacular found
there. Kruger's pholomontages, on
the cther hand. have na suech posi-
tion vis-d-vis the mass media, her
photographic maserial coming in-
stead from atypical sources many
years old. IUs to her credit that she
hasn't fallen back an the easy cri-
tigues offered by nostalgia and has
been able to wrench the photos
from thedr dated framewaork.

Her photomontages cannot be
saéd to have a practical rescnance
with a socially central practice of
representation. They cannot engage
the residuary function of Heart-
field's photomomages which were
set homeopathically adrift amid the
journalistic objects of their critique
In cther wards, although her pho-

1omontages Critique representation
the critigue i not situated in daily
encounters, the operant literacy, of
representation. Such encounters on
the field of representation are cru-
cial, because without an institution-
al assurance of regular and braad-
based destribation, the work of art
must practice its negativity well
beyond its immediate reception. ie.
In a memory of i

The last non-history Is the biggest
one - the future (o at [¢ast all thas
has not gone before). Heartfield
worked within an era in which revo-
lutkon within the Western nations
was thowught 1o be an inevitabdlity.
The grand histosical narrative upon
which that Inevitability was based

has since lost credibility. Heartfield
was at the very baginning when the
mass media began to successfully
supplant the grand narrative with a
plathora of smaller ones. These litle
narratives in turn supplanted the not-
so-grand conditions of daily Eife and
this cynical machinations of class
and patriarchal society. The provo-
cation of Hearfield does not require
adherence 1o a story of historical
inevitability. It does require, how-
ever, that the power that seems 1o
inevitably remain. be resisted

Footnotes

1. Jodm Heartfield: Art & Mazs Media,
Tanam Press (40 White Strest. New
York. NY 10013}, 1985. To be pub-
lished by Comedia. London

3., For example. Sergei Tretyakov
[Russia). Louis Aragon [France].
Jesep Renau (Spain). Klaus Steack
IWest Gerrnarny), Jo Spence
|England) - from the 1930 1o the
present day.

3, “Photography and the New God™
in Clastic Exsays on Photagraghy. Ed
Alan Trachtenberg. Mew Hawven [1980]

4, Fobert Motherwell, ed., The Dada
Pimters and Poels. Mew Yook, 1951,
8. Astjorom. September 198). p2
6. Richard Heulsenbeck, Memolrs of &
Dada Drumimer. Mew York, 1974,
7. Motable exception is made for
Aaron Scharf's Art £ Photography
where Heanfield ks given fair shake
in the text and in an extended bib-
liographic note 50 1o David Mel-
lor, ed., Gamuany: The New Pholagraghy
19271913, Ans Council of Great
Beitain, 1978 interest in England is
aleo demonstrated by Dawn Ades
Photomontage. London, 1976; [ohn
Berger's review of Heartfield's ICA
exhibition; o Spence’s. essay in
Black: scattered essays in Camerawonk:
and the inclusion of Eckhardt Siep-
mManns essay in PhotogaphyPoltic
Cine. :
8. Van Deren Coke. Awnt-Garde Pho-
tography im Germany: 1919-1939. New
Yok, 19832,
4. See Abigail Solomon-Godeau's
discussion of documentary va
“productivist” mode—a la Heart:
field and Walter Benjamin, in
Reconstristting Documentary: Con-
nie Hatch's Representaticnal
Reeststance” in Camens Ofsun A Jowr-
mal of Feminism and Flee Theorg Mo
13-14 {1985). She cites Hearifield's
“radical photographic practice” as
“an ewmplum Wrindls for artisss of the
left: an observation which brings
ino relief the absence of discussion
by those who have contribured
greatly to the conceptual develop-
ment of radical photographic prac-
tice in England and the LS. This can
be attributed in part to the degres
of atrention given critiques of
dominant ideclogical phenomena
over explicity oppositional prac-
tices. Solomon-Godeau's artiche i a
welcome depanure.
10. For mary. lohn Barger's Wys of
Sering broke the loe on the topic of
art and mass media. See John A
Walker's Ast im the Age of Mais Madia.
London, 1983, for an Inberesting
attempt at an overview from a rads
cal perspective. See also Douglas
Kahn. Diane Meumaier, eds., Cultures
in Confeniion. Seattle. 1985. for practi-
cal instances of cultural activism
redative to the mass media, For an
incredibly banal treatment of the
subject see Roben Pelfreys A and
Mg Masdia. Mew York. 1985, a text
book domestication which makes.
no mention of Heanfield
whatsoever,
11. Some peopla think Benjamin
Buchloh addressed the relationship
of Heartlield and postmodernism in
his “Allegorical Procedures:
Appropeiation and Montage in Con-
temporary Art.” Arlforum [Sept.
1982} However. a reading will show
that he merely presented Heartfield
along with Rodchenko, Grosz and
others, shifting quickly to the
appropriative tactics of Duchamp.
From Duchamp he moves 1o
Rauschenberg and then onto post-
modern present. No link is made
with the present and Heartfweld
al, Thizs, he stays, like Duchamp, in
the comortable institutions and dis-
courses of the artworld and does
not travel, as did Heartfield, etal. in
larger social spheres.
12. She might have abdicated
potenitial for distribution outside the
anworkd, however, by moiing re-
cently into 3-0 lenticular material
thereby limiting the work to those
who traverse pristine white spaces.
confusing thedr body shifts with
shifts of meaning in the world at
lange.

Dueaglis Eatm. co-valitor with Diane Meu-
maigr of Cultures in Contention (Real
Comet Press. 19835), hud o long essay on
vilinistkemposer Makcom Coldsein pub-
lished recenity in Fire Over Water fed
Reese Williams, Tamam Press, 1985).
“Hotel:" a half Rour work of audio art, will
B aired this spving on pullic radio as par!
of the Mew America Radis Sevies. He our
rently fives in MiddTetowm, Comnerticul
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THE EXTENDED LOGO

SPOT

By Robert €. Margan

Ideagrams are ward-pictures
which represent complex ideas.
Some: trademarks and company
emblems function this way, When a
company name is stylized with a
particular typographscs layout. itis
called & logatype. The Merox Corpo-
ration. for example uses a logotype
[derived from an acronym) as an
Identifying signature. It is simple
and direct. na frills. Similarly, Faul
Rand's deslgn for IBM is a straight-
forward logotype. & bit more com-
plex than Xerox, but chear and con-
cise. A good bogotype reiterates
visually and conceptually what the
COMpany represents in a highly
reduced and refined manner. One
of the most suocessful in this regard
&5 the logotype for The Bowery, an
investment bank in New York City.
The strength. tenacity. security. and
confidence. which this kagotype
represents, is accomplished graphl-
cally by the way the first word “The
interlocks with the second word

Bowery.” The two words run
together as a single word, a single
entity. Two words form a pictorial
idea which reinforces and reiterates
the kind of image that the Corpara-
tion wishes 1o projéct. The smaller
capital “E" from the wond “The” fills
the cpen spaces of the larger capi-
tal "B" in the second word. As a
result. they appear inercably
bound, impenetrable. In an interest-
ing way, this form of capitalist secy-

ity is reinforced by other expedient
assoclations given 1o “the Bowery™”
&5 4 place in Lower Manhattan. The
Bowery Is the name of a street on
the lower East side which runs
between Cooper Square and Canal
Street. The name has significance as
a place linered with refuse. wine
bottles and sleazy bass, with louse-
ridden derelicts and drunks, rejecs
of a society which withdrew from
them, or from which they withdrew,
“The Bowery” 85 & place has an
immeadiate reference to the sor of
urban environment that one would
rather forget. but at the same time
ks necessary in order 1o reinforce
the puritannical notion of sahation
far those who have managed
cope and to work hard and thereby
excel within the system, Thus. a
reverse peychology abets and codi-
fies the symbol of the imvestment
bank a5 a place secure amid the rifi-
raff of society. visuallzed by the two
interlocking letters in the logotype.

When a logotype Is combined
with a pictographic reference. such
a5 the symbol of Athena holding
her shield far the Equitable [nsur-
ance Corporation, it can be referred
w0 as a logotype with symbel This is
the forrmat mest frequently used by
large corporations. as for example
the logotype and syrmbol desigrned
by Moron Goldsholl for the Interna-
tional Minerals and Chemical Cor-
poration. According to Goldshall,
who designed the trademark in
1959, the overall configuration
FEprEEENts a cross section of a
phosphate crystal which formed a
Hexagonal Bipyramid.

W cut agross ihe Rexagomal cember,
placed tRe tun formes side By side and gave
e right panel to the ““Tree of Lik™ symbol
whtich meant {Rat the phosphate Rad the
secret and the aapacily bo grow food for
i, W thew incloded the leilees IMIC in
the Left panel to symbolize the fact that this
company knew fow [o relsce ks power io
e 1 Rurmgry weeld 1

Oecasionally, the logotype and
the symbcl are used separately
from one another, as for example in
the case of Mobil Oil. The Am Deco-
style. red Pegasus. enclosed within a
white cirche. often appears on gaso-
line stations in a separate location
from the blue and red letters which
spell “Mokil” on a white rectilinear
sign. The “Pegasus” —at one time, a
symbaol of power and transport, was
used by Greek gods whe travelled
1o and from Meaunt Parnassus.
These mythécal and once magnifi-
cent winged harses now function as
design components. symbols of

Warnag. The Swigeon Geatral Has Denesmined
Tt Cigareme Smakung |3 Dangercus o Your Health,

surprising richness in an ultra low tar
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nostalgia which signify the history
and “reliability” of the company
name. Concurrently, the two signs
function as a split kdeogram and are
used 1o identily the location of pre-
fabricated Mobil stations, installed
throughout the world, By separating
the word (company name] from the
symbl [“Pegasus”). an enlarged
architectural reference i given to
the idecgrammatic structure which
allows it o function in @ mose:
dominam way in relation o the
vigual environament, This is a similar
technigue to what is used by fast-
food restaurants. According 1o Buzz
Spector. a Chicago based art critic.
the logotype phenomenon began to
spread rapidly in the United States
after ins initial adapeation by the
military-industrial complex in the
immediate post-war period, By the
19605 logotypes were in heavy use
by the major corporate conglomer-
ates and had become common fare
in moast American businesses.

The sheer size and divessity of sudh cor-
porale operalions fad to problems in the
presentation of @ public image mot
oxperienced by corporations in the pas.
My corporale designers of the post-war
period saw the phemomenon of the all-
purped kgolype 2 a literal perceptual ana-
logue ko the sockal phenomeenon of the mul-
lifeted corporale conglomerate, and 10 2
consiserable extent, L mew use of geomat-
ric, systemized moduler configurations o5
Logotypes was @ manifeslation of their anal-
oy [n their professional comcern.2

Logotypes with symbaols are alften
abbreviated and simply called
“loges” In graphic ads. for example:
the “logo” functions somewhere on
the page (but not always) in relation
to the visualization of the image!
text. Coca-Cola billboards and mag-
agine ads hold fast to thelr mrade-
meark (demification. As the
Coca-Cola trademark has evolved
Intc @ more streamlined logo. it is
questionable whether the “new™
can of Coke. photographed in close-
up detail, really reeds a supporting
legotype. |n such cases. the tradl-
tional logotype functions mere as a
design coda; it is ransfarmed, semi-
alogically. into a sb-lyo for the pur-
pose of codification. similar in facr,
o the Mobil “Pegasus™

Leo Burnett's famous Marlbara
campaign, which associates the
rugged cowbaoy with a red and
white geometric mountain peak. the
logo for Mariboro. is an example of
an extended koge, In an extended
loga, the loge is “enlarged™” by a
figurative presence |n recent years,
ather cigarette companies have fol-
lowed suit. each of them selecting
the particular archetypal model o
which the company brand ks making
its appeal. Camel cigarettes show
the proverbial mourtain man,
dressed in khaki, wearing boots.
always off in the wilderness some-
place, alone and isolated. Given the
personal narctssism which supports
the psychological part of the smok
ing habir. this notion of isclation is
very important in both the Marlbone
and the Camel ads

On the other hand. Barclay
clgarettes present a different image
al & male altogether. This s the
Rudolph Vabentino image. the allur-
ing philanderer who shows up at a
gala évening soiree somewhat hid-
den in the shadows, mysteriows and
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debonalr, fraught with unknoswm
passions and romantic intrigue. The
Barclay man. like the Marlboro and
Camel men, operates as an extend-
ed logo. He (s also a loner, butina
different senge. Instead of the out-
door wilderness. the Barclay man is
sulbject to the urhane wilderness,
emeloped in his eternal narcissism
The audience target s very specific:
the appeal of the Basclay ad i
toward another social class. The
Barclay man Is not a beer-drinking
hard-hat. a mountain man, or &
lonesome cowboy, but a young.
presumably “sensitive” (though
ironically “cool”) exscutive,
independent and unattached. ready
for a romantic quest as he delivers a
suggestive glance at the boss’s wife

The use of narcissism as an under-
pinning for women's clgarette ads ts
particulasly intriguing and no less
subtle With varying success. the
“feminine mystique” has been uter-
ly co-opted and submenged imo the
irnageiex package. Virginia Slims is
the classic example. In many ways,
the counterpart to the rugged Marl-
boro man, the slagan for the Vie
ginia Slims ad ks “You've come a
long way, baby?” A young “slim™
waman is shown in sposty. fashiona-
bile dress. usually kicking her hesl
up and holding a cigarette. The
backdrop olfers a necessary point
of histarical tension. namely the
place of women in relation 1o men
around the turm of the century. To
accomplish this effect. a posed,
seplatoned photograph shows a
woman of group of worren from
Victorian times who ane clearly
being explolted by their male coun-
terparts. Freed from this backdrop,
the new woman emenges as an
extended logo for Virgini Slims, a
symbol complexly intertwined with
“liberation™ for the female sex,

If ene redlects upon the juxtaposi-
tion of elements, however, the level
of signification i only a superficial
sign which encompasses another
leved of meaning entirely. The issue
Is really not about sexual liberation
of the female gender so much as it
is about a distinction based on class
differences and the kind of sexual
glamor that the upper middle class
understands. The posed Victorian
photographs used in these ads
show women as pam af arother
class structure, working-class
wornen doing menlal chaores, work:
Ing in factories, wearing common
dresses with their hair pulled tightly
against their heads. In contrast. the
new wornan of the late Twentieth
Century |s an alluring sex object.
nct a fberated woemnan, Thus. a kind
of moiré pattern is constructed, lin-
guistically speaking. by laminating
the new “liberated” woman agalnst
the backdrep of a Vicoran vi-
gnetie: the pattern does not quite
match. Something appears incon-
grucus. The new woman in the fore-
ground does pat emerge from the
[past. but is lifted ouwt of the present
and used 1o imply a logical progres-
sion from one class to the ather, Yet
in spite of her class status, she is
made to appeal to all working
wornen who need and wam this
independence for themselves: thus,
suggesting that any woman who
acquiesces io the power structure
will find it Virginia Slirs. in turn,

provides that special allurement
every woman needs in order to ful-
1ill the fantasy of being ahead of the
igame within her cwn social milkew,
a3 if the issue of economic class was
somehow insignificant. The ambigu-
ty between séxual allurement and
class liberation ks not accidental; it
s another co-optation of a more
serious ideclogical concern, &
covert intervention. that ridicules
the efforts of women who are legiti-
mately striving 1o achieve concrete
legislation which guarantees them
an equal place in seciety today

Many of the devices directed
toward women jand men) through
advertising are analyzed by the
sociologist Erving Goffman who
believes that the tone of most ads
appealing to women is playlul. not
serious. “as lhough M were a series of
costumse Balls’'3 The appeals are made:
by showing women as if they were
Immiature adolescent girls. Models
are posed in a manner resembling
“a sort of body clowning” By see-
ing the mode] in the ad. it affords
the spectator the opponunity to
“mock one’s own appearance” and
thus displace ane's unlikable physi-
«<al identity by projecting onesel
into the appearance of the modal;
this action and response. howaver,
s completely superficial

The critic Judith Williamson maine
raing that the “muliple- identity”
factor in recent women's advertising
is essential to the notion that
today's women can choose who
they want 1o be because they are no
lenger forced into a single role
model 4 This notion of multiplicity ks
impostant in order for the ad 1o
make it's appeal to the newly “liber-
ated” woman, Instead of the specif-
ic robe models presented to women
in magaazines of the 1940°'s and
1950°s—teen-ager. bride. housewife
elegant lady. debutant. military
CAreer woman, Woman on puppet
strings, woman as sdarable wife
woman as “cracker-jack”
secretary —the new multiple nole
woman ts more open-ended in s
Interpeetation, more unpredictable
and adventuresome.

The “multiple identity™ image of
women requires no mone than a sin-
ghe model positioned on the page
(althcugh some ads employ several
models within the same ad in order
to get the polnt across). This single
“amonymous” woman fullills the
requirement, The criterion is to
manifest a composite sign. one of
independence (yet fully dependent
upen male approval) and implied
liberation, thereby allowing the
spectator to take this open-ended
rode in whatever direction she may
choose. Of course. the cholces are
not really all that open-ended. The
standard i al$o one of total super-
ficiality: it Is directed woward the
“collective seli’” Similar to Lester
Beall's commaent that ook
alikeness™ has implications toward
security In the design al a corporate
loge. the appeal toward the female
gender In mast ads is basad on the
sarme paradox. somewhere between
individual identity and group
arorymity? In this sense. the female
role model in advertising functions
as an extended bago which carries
the company name wherever and
whenever she may appear,
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VIDEO

TALK SHOW

Dur b Ihe imporiance of the video tape
Iikck Talk the oppartunity fo print ansther
review of the work by a loading speciafist in
film theory and criliciooe provides Dee reader
with more ingight in @ crucial area of
representation.

By Peter Lehman

Several years ago. | was critiguing
the representation of homodexuality
in a popular mewvie. when a student
noted that she had several gay male
friends who liked the movie very
much. That fact alone seemed to
her 1o undermine my argument that
the film was disturbing In Its repre-
sentation of gay men. During the
last decade. both antistic and theo-
retical practice have anempted 1o
meve away from a heterosexal male
domination. We want to hear cther
voices: we want to hear a plusality
of volces. But all of us=speakars
and listeners — have to be careful We
should never presume that the valoes.
of gay men. leshians. or heterosexu-
al women speak 1o us with insight
simply because now we are linally
hearing from those who have been
silenced too long, Appealing as
such a thought may be all of us are
canght up in dominant ideclogies;
none of us is simply outside them

Even il gay men like a certain film.
that doesm't seal the flm off from
rdeclogical criticism nor does it give
us rrich insight into the film. Gay
men. by virtuee of being gay. do not
necessarily have deep insight inta
jpatriarchal culture and the symbolic
phallus which supposedly lies at its
center. This does not mean that
their responses to a film are unin-
teresting. invalid, or unjustifiable. It
fust reans that we miest be careful
o maintain a truly critical perspec:
tive W hive 1o know more than
what someant’s responses are o
really understand the ssues, we
have to analyze why someans may
have such a response and then
evaluate whether such a response is
politically and socially progressive.
tdeclogies invisibly structure us to
want and desire what is in the best
interests of our culture: This is just
as true of the kinds of orgasms we
wanit a3 the kinds of decdorants we
want. There is no way we can simply
speak of our authentic responses,
because they are neither ours nor
are they authentic. Sll, it is impor-
tant 1o speak and to listen.

Dick Talke gives us a unique oppor
tunity 1o do some listening. A video
tape produced anorymously by X
it presents five women talking about
jlzst what the title suggests they will
talk about. The tape is broken down
with titles into the following sec-

ions: “the first,” “images” “size’
“bestworst” and “mystery.” All the
pArtiCipAnts are ANOAYMAUS. AS we
hear them talk. the camera shows
their bodies up (o their faces. but
never above the mouth. Thus, we
see how they are dressed and how
they gesture while they speak. but
we piever s wha they are. Accord-
Ing to the producer. the reason for
the anorymity was 1o protect these
wemen, none of whom are indepen-
dent of men in their lives

The anorymity. however. has fur-
ther consequences. At the simplest
lewel. it unfortunately creates an
unusually voyeuristic atmosphere.
The way the camera scans pans of
the women's bodies may create a
desing to see the whole It in fact
invites us to fantasize about these
women 1o compléte the picture. The
sound works simlilarly There is an
aural equivalent 1o voyeurism which,
in its clinical form, gives an erotic
pleasure to someone who overhears
of listens in. Dick Talk creates more
of such an atmesphere than would
have been necessary had it been
less secretive in its mode of presan-
tatien. In fact. over the cpening cred-
it we can barely hear the women
talking and laughing before we see
arything. This immediately erotl-
clzes the tape as we strain to hear
o Of the women ask if they should
talk about width ar circumference
or whether they should tell personal
stories. The answer is personal sto-
ries and the stage is set for us to
“listen i on a private conversation
which we would normally not have
access to This Is a pleasurable
Invitation.
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| do mot wish 1o criticize the use of
personal stories. Anyone who
teaches gender studies knows there:
is almost no other way o discuss:
these wopics. As men and women,
we fall back on our own experiences
in order wo articulate our feelings
about our trugghes with cultural
notions of masculinity, feminindty.
and sexuality, For heterosexial men
and women as well as gay men, talk-
ing about penises is certainly highly
charged In personal ways. Such per-
sonal experience can be incorporat-
od into larger perspectives which
make use of the anecdotal material.
Dick ‘Talk. however, sustaing the per-
sonal anecdotal mode almost exclu-
sively. We simply enjoy hearing
more and more about these wom-
en's personal lives which, contrary
10 SOME AESUMPIONS, i neither
challenging. threatening. or disturb-
ing to men. The tone of the comer-
saticn much of the time is closer o
gossip than serious discussion,
although two of the women fre-
quently avold dwelling cn personal
details and articulate issues

fust because the women wanted
10 Femain anonymous does not
rrvean that they had to remain mys-
terious. We know nothing about
their backgrounds in terms of age.
class, and education. This informa-
tion could have been provided
withour compromising their privacy
and | think it is revealing that X
found it unmecessary to do so. All of
our responses ane shaped and
tormed by the cultusal, historical
mament we live in as well as by cur
unique individual psychoanalytic
histories. Certainly, age. class, and
education are important parts of
our historical positionings. That
does not mean that if we knew that
ane of the women had a Ph.D. and
that one of the women never went
1o college. we should privilege the
former over the latter. but we might
learn something about how class
and education help structure sexual
response Thiere i a3 the five
women in this tape make clear. no
such thing a8 @ wOmMan's responss to
penises. There ane many responses.
mane of which can be meaningfully
cut off from history —both cultural
and personal

Dick Tl could have aoquired a
critical perspective in two ways. A
moderator could have pushed the
women 1o examine thefr responses,
rather than merely report them. It is
not clear wha, if anyone, ks formally
in charge of moderating the comes-
sation of even If X is one of the par-
ticipants. The woman at the far right
of the room who is dressed in a
white blouse and brightly patterned
white slacks seems to be the person
Tulfilling that function. She gets
things going and at one point even
says that she has a friend who ks a
“igreat dick walker:’ She relishes the
personal staries and unges the
speakers on with morne details. Bug
except for expressing enthusiastic
agreement or surprise. she never
probes any of the responses. Thus.
neither they nor us have to think
akbout the implications and sig-
nificances of the stories: they are
simply offered up as perscnal
truths.

X could also have introduced a
critical perspective by intercutting
an analytical narration with the
documentary footage. The Fall 1988
Issue of SPOT featured a very
interesting article which presented
SO AROMYMOUS Women nespond:
ing to the ancnymous wornen in the
tape. Whoever had that idea (no
credit is given) understeod precisely
what Dick Talk lacked. Yet. X could
have intercut such footage with her
ariginal foctage. Elther the use of an
analytical narrator or of a group of
analytical respondees would have
broken the voyeurtstic. perscnal
eavesdropping tone of the piece
and would have openly articulated
questions about the individual
responses, preventing a simple reifi-
cation of them as authentic expres-
sicns of personal wuth. As the tape

SPOT

I8 strisctured, anly those spectators
wha being an active critical frame-
work with them will get beyond the
very real fascination of bstening to
these women talk about their in-
mate [ives

So, what sort of things da they
say? In the first section, they tell
about the first time they saw andior
thought about penises. The woman
in the blue dress tells a particulardy
Polgnant story about voyeuring at a
naked linde boy. The woman in the
striped blouse tells of her ignorance
at [magining an erection since clear-
Iy she pictures a penis as something
that hangs down. Furthermore. the
notion of the penis thrusting during
intercourse was unimaginable to
her, “1 wasn't bom all knowing ™ she
says of her early sexual perfar-
mances. "~ But basically you were,
doa't you think,” responds the
warnan in the brightly patterned
white slacks, “I'm not talking exper-
tise. I'm talking a real good
response” “Well, | walted a long
time for actually — now that | think
about it. for the—not even knowing
what the word was about what my
fulfillment was supposed to be. And
what the experience was. | knew
there was something mose to the
whale thing than just wanching the
skilled person go In and out” The
moderator's glib remark about
being bom with a “good response™
actually blocks one of the most
insightful comments made by the
woman in the siriped blouse A
mone analytical moderator may
have picked up on the phrase “what
my fulliliment was supposed to be™
as revealing how a great deal of car
sexial responses ane learned. When
analyzed syrmgeomatically. the first
section of the tape reveals just how
significant the penis is in determin-
ing sexual difference in our culture
All of the women remember and
speak about it with near awe. The
tracings of patriarchal culture’s “suc-
cessful™ emphasis on the phallus
are evident. These reminiscences
about penises do not tell us some-
thing “essential” about women;
thery tell us something about how
women ane formed within cur cul-
ture. Dick Tk never makes that
clear,

The second section on images is
equally revealing. Of her early child-
o inderest in the penis. one
woman in the blue dress remarks,
It was |ust a viseal fascination. We
diidn't touch each other” “Why did
o wanl 1o look at 1?7 the modera-
tor asks. "It was just fascinating.
Thas linle, bitry: tiny pink penis was
sticking out there ['so lovely”
ancther volce adds) was fascinat-
ing." The moderator's question pre-
sumes the speaker should be able
o answer why she had the fascina-
tion. Mot surprisingly, all she can da,
in fact. is add more personal anece
dote to what she has already told
ws [t should be the moderator's job
of the video-maker's job to address
that question. The “why'™ here,
which should be the most impartant
part of this tape. is simply thrown
back to the speaker.

The moderator then produces.
some pornographic magazines with
images of penises. She menions
that she is not aroused by these
Kkinds of images which she finds are
full of appression, force. and
aggression. But then she wonders
why pomographic pictures and
rcvies always show the male
ejaculating: “'But see the litthe drop
right here. . . Apparently there's
something 1o do with watching the
cum come cut. In all the fuck
rovies 've seen, everytime they
stan sucking. he never comes in her
mouth. You have 1o see the squin of
the semen. Is that for men or for
women?” But we need something
more than a personal repsonse 1o
answer those questions. Obviously.
it's for men since they are the mar-
ket Tor the pornography in question.
Paul Willemen has argued that this
development in porography (like
all Images these are in part histor

cally determined. though no one in
the tape ever reminds us of thar)
stems from a desperate, current
need to make the “truth™ of male
sexuality visible) [ will return to this
paoint later, since | think it i not
unrelated to porno’s emphasis on
big penises, though none of the
women make that connection either
here or later, when they speak
about size. Richard Dyer's fine anal:
vais of male-pinups carefully expli-
cates why they so notariously “fall”
0 Arouse viewers.2 Whereas female
rodels either acknowledge the
male ook by shyly looking away or
by offering a come-hither lock of
their own, the mabes typically stare
aggressiviey out of the frame at the
spectator of else they avert their
eyes in a way which suggests they
are distracted by lofty. profound
thoughts. In either case. they are not
made avallable for the viewer like
the lemale is. Dyer also notes that
the penis ks an almost awkward
failure since the [Reral organ col-
Lapses under the symbalic weight
which the phallus imposes upon i
The gap between the literal and the
syrbalic i oo great. For this rea-
son. the myth of the phallus
benefits from keeping the pents
hidden,

If no one adequately examines
why the pornographic images fail 1o
satisfy any of the women. the same
thing is true of the images which
apparently do please several of
them. "This arcuses me” one of the
women remarks [voices of approval
are heard), "Calvin Kbein has the
best touch. Where does be get this
stuffy” “Real life:” the moderator
replies and someane adds. “Yeah™
Someché cautions that the images
In the ads ane not Images from thelr
lives, but the impaoriant issue is sill
net addressed. If Calvin Klein's ads
provoke an erotic response in some
of these wormen, that is ot neces-
sarily positive. We need to find out
not anly what is different between
hiz images and the pormographic
images, but we also need o place
hits images within the same phallic
mode which structures the pomog-
raptry. One of the dangers of dis-
missing pomagraphy too quickly
without understanding it is that then
presumably other kinds of images
{in this case advertising] appear
entirely different.

Both Neale's and Dyer's points are
cruclal to understanding “size” the
et section of Dick Talk, The moder-
ator sets. the tone by stressing that
size is impomant to her, "Il you get
a grown man with a litle Vienna
sausage that's a sad day becausa
he's so prowd of himself” Someone
=ays, "1 know” and asks, “Bur what
can you do7 Well, you should
send him home” the moderator
replies. “They're the ones that say
size cdoesn't matter because obvi-
ously the guy who wrote the book.
the guy who said that, has a real lie-
the dick.” Later. the woman in the
blue dress refers o a study that
indicates that although women have
been saying that size doesn’t mat-
ter. it isn't tree.

The representation of the male
body and the penis in medical and
sclentific discourse should recelve
the same critical scrutiny that artist-
ic represemations receive, Anyone
who locks at medical texts should
realize that the standard representa-
tion of the penis cannot be under-
stood as a neutral, objective image.
Penises vary greatly, but not in med-
ical texts. Similarly. the way in which
books on sex quickly and confident-
ly assert that size doesn't matter.
clearly betrays a male anxiety. It is
comforting for men to “krow that
they have nothing to worry about.

Bua rather than using this as a
starting point for funther Inquiry. the
moderator uses it as a vinual
excuse to reved in her love of big
penises. She never questions why
big penises are so atractive o her
or whether that atraction betrays
another way of being trapped Ina
patriarchal shaping of her desire In

Helen White: Man In Bath. 1979

cne of the most revealingly con-
rradictory momeants in the tape, she
says. “The first time | saw a pomc-
graphic movie and 1 saw this enor-
mous dick. | said that's for me. Why
shouldrit they be bigr

Althcugh she consciously traces
her desire back to pomography. she
is not troubled by that nor does she
fieel any need to link it back to the
earlier discussion of pornogrphy. |
would suggest that the large penises
in pornography are an integral part
of the domination and aggression
which she finds so repulsive in
those plctures. They are closely
linked to the emphasis on male
ejsculation which she finds so puz-
zling and unerctic. Size (s linked to
power. We see this symbolically dis-
placed onto the whole male body in
our culture which values height in
men as a sign of attractiveness. It
explains why mary people find the
sight af a tall woman and a shoe
man together ludicrous. The man
“should be'” taller than the woman
precisaly because he should
dominate her. It Is no coincidence
that big. powerful men like john
Waryne are associated with Westerns
which treat masculinity like a seri-
ous drama and shon men like
Woody Allen, Peter Sellers, and
Dudley Moore are associated with a
comic wadition of men whe fail o
live L b0 ouir cullune's notions af
masculinity.

Large penises in pornography ane
also part of the need to both make
the “truth™ of male sexuality visible
and to affirm the serious visual
drama of sexual dillesence which
revolves around the penis as phal-
lss. Our culture has so much invest-
ed in the construction of sexual
difference arcund the sight of the
penis thak it is not surprising that
the pents is either hidden or dra-
matically exaggerated. Hardeore
pomography ensures this drama
with its star system which actually
clrculates information on how lirge
the penises. are. Even this does not
seem 1o be enough, however, sinoe
the films themselves seldom show
the men unerect. Scenes of undress-
ing are psually elided as the actors
et down to busingss. Seeing these
large penises ejaculme is a double
affirmation of the visual drama of

Rabert Mapplethorpe: Patrice, 1977

sequal difference. Logic might seem
to dictate that the men in the
audience would find these films
anxiety pro<ducing since their
penises do not match those on the
screen, But another kagic takes over
They identify with the symbolic
notion of the powerful phallues
which. the films assert. women need
for their satisflaction. The women
frequently murmble their desire for
the “big cock™ and even the sup-
posed lesblan lovemnaking scenes
irvariably include a dilda which
stands in for the absent penis. This
is & desperate male fantasy about
the central importance of the big.
highly wisible penis to woman's sex-
ual satisfaction. The desire for pos-
sessing big pentses ke those in
pome films, just because it denies
the male desire to assert that size
doesn’s matter, cannot be simply
aocepaed as an expression of female
desire which escapes male domina-
tion, There are mode male myths
_than cne |f it is tree that men have
attempted to block women from
contemplating penises and fram
expressing any sexual desire in
themm, it is equally true that they
have. in ancther way and at a differ-
ent level wld them 1o be impressed
with big penises. These are. after all.
the ame ren who like 1o tell penis-
size jokes It is quite possible to
mowve from o oppressive myth to
anaother equally oppressive one.
Like one of the women in “Bring-
ing up Dick and lane.” | am remind-
ed of "Saturday Night Live’” There
were two hilarious skits where first
Jane Cuntin, Gllda Radner. and some
af the women sat around talking
about men's problems [ncluding. of
course, worrying about size) and
then john Belushi, Dan Ackroyd and
some of the men sat arcund talking
about women's problems (including.
ol course, thesr periods). At the end
of Dick Tafk the woman in the striped
blouse suggests that it would be
very interesting for the video-maker
to do a session like this one with all
men and then ore with men and
women. Imagine lor a momenit the
all-male session, If five men sat
arowund talking about sex in this
faskion, undoubtedly various fetish-
es would come out. Some would
talk abowt how much big breasts
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turn them on (f they spoke like the
weimen in this tape. they would call
them “'tits”") and others abaut how
much long legs and high-heel shoes
turn them on. If the moderator of
that session were like the moderator
of this one. he would chime in with
comments like "Oh yeah. don't you
fust love big tits” or "Really?” if
somecne sakd they preferred small
anes. Mo knowledge about why men
fetishize women's bodies would
emerge. None of us would be par-
ticulasly interested in halling such
talk as insightiul. Knowing that
same wommen need big penises to
get aroused is. in and of itself. not
rvare interesting than knowing that
some men need big breasts 1o get
aroused.

These obvicus contradictions
build in the “bestworst." Saction
where the women tedl about what
they like best. As they talk about
oral sex, one of them tells of a man
wha said. “If you can get past the
smell. you've got it icked " Several
of the others volce displeasure as
the woman continues. = thought
that was real crude and | don't want
to be talked about like that” But of
course many of these women have
been speaking crudely about men
and. no doukt, many of those men
don't like being spoken about that
way. Nor can one defend such
things by saying that tumabout is
fair play. If talking crudely about
men the way some men talk crudely
AUt Women gives SOme women
pleasure. fine. But such pleasure
dioes not belp promaote insight.

“Mystery.” the last section of the
tape i along with the first section.
one of the most interesting. The
women express their feelings about
their cwn sexuality in ways which.
they suggest. lie beyond the ability
of men to understand. As the title
implies. some of them feel there is a
mystery to womer's sexuality which
liees cunside mabe models of compee-
hension. They are afrabd to tell men
about the scope al their desires and
what it is that they want. since they
foel the men will react negatively
They express deep desires for long:
&1, less goal directed sexual experi-
ences. Many ferminist theorists have
discussed how the male linear
notion of foreplay. build-up, and ck-
max mposes a masculing structure
of pleasure on women and much of
what we hear in this comersation
makes that potgnantly clear,

During this section, the woman in
the white sult introduces the one
atempt at theoretical analysis into
the tape. Unfortunately. she ghves a
highty inaccurate summary of Jac-
ques Lacan's peychoanalytic ac-
count of sexual difference and of
its application in film theory. She
describes a cultural myth of a
loverhate relationship between men
and women based upon a male
principle and a female principle,
“And in fact, it get to the point that
a few years ago. intellectuals
were going to maovies and they were
saying. ‘Oh baoy. this ks gonna be a
really great mowie. Lat's see the
good woman die’ Anytime the hera,
the man, would accomplish some-
thing. he would fall in love with this
woman and she would sacrifice her-
2if for hirm and to move the story
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along. she would die. And this was
the scriptwriter's unconscious.
ouching down beneath into this
miyth that ene of them is going to
have to die in this strugghe. And that
because men were producing and
making all the movies, unconscious:
Iy of not, they were killing all the
good women in the movies”

It is true that Lacanian based pey-
choanalytic film theory has attempl-
ed to analyze the structural place of
women in narratives, but in a quite
different way than that described.
First of all, the good woman |s not
seen as the problem. Women who
are outside the control of men are
the problem. They may be physical-
Iy punished. killed. dropped from
the narrative. or brought under con-
tred theough marriage to the hero by
the film's end. The problem of for-
ward narrative movemnent has noth-
Ing te do with killing the good
woman. Narrative momentum ks
threatened by the desire to fetishize
the woman's body. It is this desine
which. linked in Frewdian/Lacanian
filn theory to castrathon anxhety.
wrns the woman's body into a spec-
acle Some movies virtually come
1 & grinding halt 1 dwell on the
fetishized spectacle. and the
demands of Hollyweod pacing
reguire the contalnment of these
tendencies as much as possible
Mot is Lacanian film theory primari-
Iy used as & means of acsthetic
evaluation. Aside fram a dangerous
appeal to antl-intellectualism, noth-
ing is gained by clalming that
“intellectuals” love movies because
the good woman is killed. Psy-
choanalytic theory Is used to
explain siructures of pleasure which
traditional aesthetics simply ascribe
o “good form.” We can, in other
werds, explain why certain strocures
which recur in films are pleasurable.
This is quite different than making
them pleasurable simply because
they conform to a pattern which joy-
fully cenfirms our alleged notions of
the regrettable stae of affairs
bevween men and women in cur cuk
ture Bue neither the moderator nor
the video-maker ever challenge or
put in perspective anything that any-
one ever says So we simply hear
agreement of how appalling it is
that "intellectuals” go to movies to
enjoy watching the good woman
killed o forward the narrative.

Dibek Talk is part of an important
development |n both art practice
and theory. Rosalind Coward has
observed, " Under the sheer welght
of attention 1o women's bodies we
seem to have become blind to
soamething. Nobody seems to have
neticed that men's bodies have
quietly absented themselves, Some-
where along the line. men have
managed to keep out of the glare,
escaping from the relentless activity
of sexual definitions”3 It is impor-
tart for both amists and theorists to
turn the light back upon men who
b o 5o long stood In the dark:
ness directing the light oo women.
Alhough it Is Important that men
not “escape’” It ks equally important
that they do not just become the:
chject of simple notions. of getting
even. The purpose of tuming atten-
ticn to men's bodies has nothing o
o with the current [iberal notion in

popular magazines and newspapers
that men should have equal time
with women, As bong as we leave:
men and thelr bodies out of the pic-
ture. we simply cannot continue the
important ferminist work of the last
decade The many contradictions
and difficult positions that we hear
frcum the women in Diok Talk signéfi-
cantly underline the need to
address the question of heterosexu-
al fernale desire for the male body.

In conclusion, it is helpful to brie-
fiy indicate how Sarah Kent has
addressed these Bsues as both a

er and a critic. In analyz-

ing representaticns of the penis. she
perceptively angues that they ane
polarized between images that
affiem phallic male power through
big penises and images that suggest
wulnerability and impotence
through small penises: Robert Map-
plethorpe's Patrice” exemplifies
the foemer and Helen White's “Man
in Bath™* the latter. As a photogra-
pher, she tries to pull the male body
autside that polarity, According to
Kent. in her 1wo phowographs entl-
tled “Male Nude: Californda.” “The
genitals are seen not a5 symbols of
dominance nor as evidence of vul-
nerability. but mare matter of Factly
a3 known source of intimacy and
pleasure Although | do not fully
agree with her interpretation of her
own photographs. Kent's work slg-
nificantly attempts to avold
reproducing dominant ideclogically
determined representations of the
penis. She tithes the section analyz-
ingg her own wark “Gentle Men.8
She doesrt try to deny the pleasure
of the body in a Mapplethorpe. but
she does iry to understand it Such
understanding Is crucial, if we are
ever to break new ground

Dick Talk neser anempts to under-
stand why some of the women are
50 [nsistent on centaln types of
penises nor whether new ways of
responding 1o, talking about or
representing penises are possible.
Much of what we hear in Dick Talle
seems to me caght within the con-
ventional poles that Kent analyzes.
Nevertheless. Dick Tafkk ks an Impor-
tant video tape. At a cenain level. it
is a courageous act by a group of
waomen to talk about something
which their cultuss tells them they
should not 1alk about. Interestingly.
several of the women in the pub-
lishied response positively remark
that were it not for this tpe. they
would never have had the opponu-
nity to discuss these issues with
other women ¥ Clearly there is a”
legitimate need for Didk Talk, and it
should be widely shown. To max-
mize the benefit. such showings
should encourage a critical and ana-
Iytical response to what we hear
“Bringing Up Dick and Jane™ did
just that and | hope that this article
further comtributes to that goal. The
male body has been hiding for too
long.
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UNDRESSING THE
TEXAS MYTH, OR
WHAT DO YOU SAY
T0 A NAKED TEXAN?

|8 photographers were selcted by April
Rapier and Low Themids 1o sfiow work in
e exhibition New Texas Photography,
Sepleriber 3=Cxctober 11 al HCP: A oo
densed version of the show will opem @l the
Soulhues! Crafls Center, San Antorio.
January 23. |9BT.

Phstographers included werr: Keith Cart-
v, Roper Cudforth, Dennis Darling. Rick
Dimgus. Row Engligk, |im Exter Bill
Frazier, Steve Golf. Sally Grant, Sasm
Grant, TR, Magkin, Skest MecAutey
Margo Reese. Barbra Riley. Luther Smith,
Jiaré Vian e, Elizabetin Wand, and Bill
Wright

By Paul Hester

The questions posed by the Hous-
ton Center for Photagraphy's
Sesquicentennial show, New Tras
Photogrphy. are (ew, redundant and
fer the most pam unprovocative

The required styles are represent-
ed with a nod 1o the old school of
Texat rodeo and minority decumen-
eation that constitutes certain defini-
tions of a mythic Texas.

A brief checklist of the subjects:
cowboys, Indians, desert land-
scapes. river landscapes, Chinese
landscapes. cows. on a schood bus.
topographical landscapes. violated
landscapes. manipulated land-
scapes. psychoanalytic landscapes.
high school girls, okd photographs,
hands. oilfield trash, mummies.
beauty contests, malefemale
antagonisms, religion. and the dis-
asters of war, Many of the photo-
graphs were not made In Texas, not
that it matters in a definition of
Fexas Which raises the primary
question: Why organize an exhibi-
tion around a geo-political con-
struct? The compromises and
imrigues which gave the state its
particular conflguration were not
exactly divine revelations. It's a con-
venient label. but offers no conbext
for understanding or connecting the
different photographer’s work.

Perhaps the “new” in the tithe
refiers pot 1o the photography. but 1o
Texas. Are we offered a “'rew Texas™
here? In a glass case we ane present-
ed a time capsule of Miss Texas
1994 waving from the Texas of the
'$0's. A man and woman dressed
for business escor a swimsuit clad
body up the ramp of &n airplane.
Those were the days when beauty
contests were unclouded by issues
of feminism and voyeurism. Men
WETE MEN ANd WOmen Were women.
When, the movies would have us
believe. life was simple; and Ronald
Reagan was simply a salesman for
General Electric Theater.

Caher phatographs in the exhibit
dance with this issue of Texas
Mythology. few question it [une Van
Cleef produces elegant, eulogenic
images (platinum prints) that could
e stills: froen & romantic Western
mavie A format of multiple prints
arranged (n a grid offers the poten-
tial for an ambiticus examination of
the elements of this myth. She
believes what she is telling us,
however, and provides the closeup
shiens. of dried mud, footprints, old
buildings. and horses in her efforts
1o convinoe us. But rather than
being persuaded of the vitality, I'm
more aware of her straining for
effect. | admire her skills. but resent
the vague diaphanows longing for a
distant past. Any vitality that might
impress a more directly communi-
cated passion is smothered. 1 would
think the format could be used 10
contrast these prevalent feelings
agains ancther conflicting present
tense It would sharpen the deserip-
tion of what is given here; and in
such relief, her attachmem might be
e strongly felt by the viewer,

Luther Smith has approached the
high school acting-out of the Texas
cowboy myth with all the technical
<kills and emotional distance 1o be
eapectied ol a Rhode ksland School
of Design graduate. The events
seem ripe for the kind of trendy
condescension that we have come
o expect from the less-skilled imina-
tors of Garry Winogrand: perhaps
the small sampling included ts
insufficlent to grasp his Larger inten-
tions beyond his statement that he
sees it as a “metapher for the con-
tinuous conflicts of life itself”

There is no visible evidence of his
understanding the imponance these
activithes have for these young peo-
ple, no photograghs or text to place
high school radea in any historcal.

social or economical context

1 serize his atwraction ro the physi-

«cal aspects, the conflict between the
animals and boys. the symbolic pos-
sibilithes of their adolescent

development, But the photographer
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i% oo far away. and not merely In
the distance of the camera. In his
photograph of three young
women=high school girks — seated
in the stands and studiously avoid-
ing the photographer’s gaze |
underszand his request for “the
viewer to experience these places
and people the way | see them:
He's caught up in the same game.
trying 1o make them look at the
camera, seeing how close be can
get. wasing. He has no desire o
explore the myth as long as he can
continue 1o benefit from it. He
enpoys his rale In it ot so much as
photographer. but as cowbovout-
law. male voyeur. He enjoys the
myth, pretends to be an outsider.
and perpetuates it as he simultane-
ously mocks it

Several photographers In the show
have dealt directly with the
prablems of myths, although not the
predominant Texas myth. | say
prablems because when a phatog-
rapher chooses to celebrate a myth
it seems the options are to describe
it from the outside. as voveuristic
fournalist, of from within, a3 actual

participant

Bill Wright. through extensive text.
has described in a form of journal-

tsm the conditions of the Tigea Indi-
ans He leads us through his cwn
steps of gaining fasmiliarity. and
ascribes to his sublects varlous
Interpretive responses to hirm and
his camera. We. and he. however.
Femain visiors, Spectators 1o the
festivities. in a kind of textbook
experience of 3 minority type. In
several of the photographs it
appears that events were happening
50 quickly he wasn't able to keep up
with them: perhaps he wasn't
familiar with what was happening
Its dizappointing, becauss | sense
his singerity in wanting to tell their
story. But it remains on that frustrac-
ing level. If the Indian's volces had
become primary, then the entire
story would have been as compel-
ling as the last image: ~Lashing by
members af the tribal council:” His
outsider's position does allow him
10 note the ironies of Indian assim|-
lation, but they exist only in the con-
trast between our distortions of the
Indian myth and the Indian reality.

Sally Grant's aktarplece at the
entry to the exhibition poges the
equally difficult problem of commu-
nication by a participant. The repeti-
tion which constitutes rigual relies
heavily upon the true believer's faith
in the myth. The reinforcerment
through this repetition is a powerful
act for the truly initiated, but it
requires a history of common
experience 50 that the assemblage
of shapes, smells. and sounds recall
tar the truee beflever their original
experience of a profound truth

Bue, for the yninitiated. repetition
is baring. The sameness of shapes
and redundancy of picture size and
distance leads not to enlightenment
but to indifference. Withouwt the
shared background, the mysteries of
first commignion are bost when the
approach focuses on reinforcing
existing attitedes and falls 1o bring
in an cutsider.

Elizabeth Ward has made a deter-
mined effort wo give the viewer a
complete package of information: a
slide projector perched on a
column. blueprints. Polarsids, ace-
tabe sheets |\.]."||gm|;;n sequence
fram the ceiling. all orchestraced in
an impressive corner of the gallery
o presant “both profound and
miandane concepis. of celestial
motion, time, and space” We ane
confronted with a dazzling collee-
tion of handlonms, spirals. and text
that saduced me with their neo-
schentific manner. | wanted 1o ghve
this presentation the benedit af my
doubt. bur finally | lost patience
with the abundance of jargon. At the
opposite side from repetitive riguals,
this plece suffered fram oo many
diversions. Without belief in the
mystery. the buzzwords failed 1o
enlighten me

A similar obsession with the mys-

Margo Revse: Fear of Rorschack. 1986, screenpeing. 22 x 30"

Keith Cavter: from the serbes. Letters to My Father
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berium Lreméndum pervades the photo-
graphs of Rick Dingus. but rather
ithan layers of information. he
attempis to enhance the mystery he
has experienced by suppressing the
details with mytho-maglc markers
that produce not awe but obscurity
The crypte-scribbles are the
“product of inner states and exter-
nal circumstances” says the anist's
statement. which demonstrates, |
suppose, their prafundity, but could
be applied equally to a varkety of
wisual products. We know his heart
5 in the right place when be aims o
demonstrate for us erosion as
regeneration: & tryptich of 1) a river,
2)a pan of drying mud. and 3ja
pkicgraph

In spite of these efforts, his view
of a group somewhat incongrucusly
dressed in sport coats in an arid
landscape walking toward what
appears to be a dried up tank. s
strangely evocative of some pe-
culiar ceremany from an Antonio-
ni movie.

Barbra Riley's hand-painted and
ghittered landscapes occupy similar
territory In their anempes o mystily
and add sparkle 1o what bagan as
external circumstances: the form of
their images is the result of their
stance toward the myths of history
and their choice o subvert or per-
petuate prevailing idealogy

The recent history of feminism has
shown that the personal can be &
strang antidote to dominant culture,
but my rreverence for these exhibir-
ed images expresses my doubts
about the efficacy of their panicular
[ty

Kelth Carter's series “Letters to
My Father” presents copies af very
persanal pictures —a man and
yeung child snapped [n the duets of
parentichild interactions — building
with a hammer and saw. riding on
the man's shoulders. embracing a
child's sad face. | look at the pic-
tures, thinking of my own pleasure
of being a father and my memaories
of being a child, The pictures have
not been exaggerated by enlarge-
ment and anly mildly diffused, as by
passing time (a conventional ap-
proach. not objectionable here) Am
| exhibiting patriarchial prejudice in
my response to these artifacts? The
miyth of the good, loving father, the
suppression of decp-seated rejec-
tion, the desire to create a newly-
remembered childhood? Perhaps
they are promises of higher expec-
tatians for my own patriarchial
behavior

The darkly painted backgrounds
are bothersome: [T wasnt enough 1o
represent the chosen records. but
vaguely absiract expressionism sup-
ports the snapshot. aiming for dar-
ker. deeper. meanings. Death is
evident. but obscured by reflections
in the glass. | resent its intrusion on
my musings. my creation of child-
hood myth is challenged

Youi know the éxpeérience of
remembering not the event, but
Imstead the photograph of the event,
The photographic record blocks cut
the idiosyncratic and persanal: it
confers public status 1o a corven-
tional imerpretation of that morment
You are left with the struggle to
maintain your own meanings. Even
snapshors are subject to this rans
formation, as Kodak undermines
our own observations with guide-
lines on “Heow to Take & Good Pic-
e’ These "Legters” are a strong
argument for the personal

This belief in the personal as &
“resistance 1 current forms of
power” appears as the core of a
provocative group ol images by
Margo Reese. She admiis toa
search for explanations: her
images are not proncuncements but
rather the location of the search:
they appear almeest as the guestion-
naires for her research progect. Thy
pose difficult, ambitious questions
concealed beneath Layers of mis-
leading statements. The visuals are
at once the site of her probings of
our atticedes, and also comvenlen
supponts for her verbal musings.
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eve Golf: Industrial Yards of the Permdan Basin series. Ektacolor, 147 x 187

Sheet McAuley: Navajo Tribal School, (984, Cibachrome, 307 x 40
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Rewm Englige: Untithed
Lalher Smith: High School Rodeo. near Fort We
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Type bleeds in and out of legibility
in a troubling paradex entitled “The
Desire for Objectivity.” while con-
centric circles and out of register
prind ghifts the colors.

The prints bring onto one piece of
paper solated individual faces with
markings of scientilic experimenta-
tion, but we are unclear as to their
purpose. Fact and ficson ane inter-
changable “Fear of Rorschach
confronts the faces of Frankenstein
with an individual's typed response
to an examiners psychological inter-
rogation, concleding with "Could 1
give you my first impressions™ This
less Bine typewritten, is repeated in
a handwritten note that continues,

I don't believe thars is anything
elge” (with a line drawn through It

| don't see anything else Thar's all

This precarious response to the
psychoanal toals applies to the
individual’s inakdlity o profess
belief in his own existence. his own
interpretations and private mean-
ings in the face of larger, repressive
public myths. A massive industry
that maimains the credibdlity of a
bumbling mevie ided and a crum-
bling banking industry has ne
difficulty demolishing the first or
last imvpressions of a few hold-outs.

At first glance Ron English is
dedinitely one of the remaining
hold-outs. Arvane sufliciently
obsessive o spend that much time
rencering tempe Fovil likenesses of
self and friends has plenty to fear
from Rerschach: besides that, who
else but a weirde puts cows on a

crowded school bus just 1o mock
American Gothic, The guy is clever,
skilled. and erergetic. But what the
hell do they mean? As | was getting
last in the storefront reflections at
the gallery. | began o wonder about
the implications of his elongated
appearance from the camera’s lower
frame line to the distant house
where his wife leans on his fore-
head. his son appears naked, a
drawn car and dog play in the edges
of the frame. and he looks on pas-
sively fromm his ¢asy chair, Remate,
elusive deceitful. playful. 1 just don't
trust this guy. As imrigued as | was
when | first looked, once | ligured
nghe, he didn’t seem to be
asking much more of me. 5o things
aren’t what they appear.

Bill Frazier knows that things ane
not what they seem, but doese’t
waste cur time belaboring the point
His elaborate constructions make
no pretense toward fooling our eyes
They most resemble crude diaramas
in some under-dunded natural histo-
ry museum where all the wire is
exposed. There is no dramatic light-
ing no padsionate intensity. They
are lighted as If for TV —flat and
even. | don't believe the predica-
ment of these Bitle disssters. They
are built for the camera. but | found
mysell wanting 1o see the original:
perhaps it would have more sub-
stance. more texture or depth than
these shallow borrowed ttles from
Goya

His messages of disaster appear
as parodies: he has no foreboding

Swsan Ka¢ Granl: Untithed, 1986, color coupler. 207 x 24°
Sally Grawt: Untitled

sense of doom. but ingead conveys
absurdity. His “consequences”
seem of no consequence. His “truth
has died.” He s not Goya's roman:
tic. not Commnell's: he is strictly post-
medern in his pursuit of the dupli-
cate world of Images. calling atten-
tion to the duplicicy, and then
claiming that's all there is to it and
that it deesnt matter.

The question ks in their fragility.
They are playful and tenuows, but
mack my faith in a substantial world
of normal appearances. What |s my
Status within such a disastrous
workd?

Susan Grant on the other hand s
full of smoke and blood, chiaros-
curo and dramatic effects. Her
theatrical enacuments are Intended
&5 quite threstening, dangerous
provocative situations —the antithe-
sis of Frazier's mock world

But instead of responding to her
claims for victimhood and feeling
sorry far her poor. mistréated
womanhooad, | could enly read her
immabilized subject a5 an ad for a
wheelchair—with the brand name
Everest and [ennings Traveler being
the brightest and most conspicueous
jpart of the picture. |t set up a tone
of parody and undercur what
appeared a5 a wery seli-conscious
atempt 10 EXOCEsE SOme ~mascy-
line™ evil. bun came across more
humarous than acerbic. | dont
believe my reading is a defensive
gesture 1o her basic hostility, but
instead is & humarous interpretation
which suggests a failure of her $yrme

bolic catharsts to comven me

Of the ather phatographers lining
the walls of the backroom. fim
Estes’ provecative torso study of a
black male holding aloft a young
white male possesses a confronta-
tional strength, but the other images
in the rocm ane pale travelogues,
stiff formalism or exhausted com-
parisons

Sheet McAuley's oversized land-
scapes from Uah and Arizona
sattfactorily prick the myths of
unadubterated mythic landscape by
mixing the quixctic into the exotic
Extreme landscapes of the south-
west are infringed upon by the signs
of civilization. He shifts the camera
just encugh to the beft or right to
inclisde what Ansel Adams would
hawe excluded: the high school foot-
hall field ard running track, the sign
directing us 1o a fallowt shelter, the
dirt howse with a kid's bicycle a
concrete truck with the debris of
COMSLTECton

By juxtapesing these unlikaly
objects within an herolc monument
valley landscape. he modilies the
miyth and expands upon it. But he
till fuels it with the extremes of late
alernoon light and long shadows
His pictures make me wonder what
it Is about late afternoon light that
connects so strongly 10 our experi-
ence. Clearly the shadows give
dimensions to the contradictory ten-
dency fior the camera o llaten o
the world: perhaps the yellow light
recalls the physical tiredness that
accompanies that time of day —

aoae sont of melancholy takes over.
The visual codes work.

Roger Cutforth. meanwhile is
plugging away at those visual codes.
trying 1o construct alternative ones.
His elaborate collages and multiple
perspective portraits are in method
related to others of late. More intrig-
uing Is the use of himself as sell-
POrtrait, COMPanion. provacakeur in
some of the ponraits, In “Seli-
Postrait with bean Fisher.” he is
naked. and she s covering her
mouth. trying unsuccesshully to sup-
press a langh. A dumbs formal coin-
cldence attracts my eye: the small
poet car on her arm mimics the size
and shape of his nearby nipple. cone
recting them in a funny way, The
questions arse: |s her black clothing
formal evening wear, or informal
night wear? How did he manage to
get undressed and take a plcture
with such a straight face? Has he
bypassed voyeurism and leap-
frogged into exhibitionism? Here is.
the Marlboro man without his boots
and hat. and witheut his psychologl-
cal defenses to Dr. Rorschach. What
s your first impression? Are we wit
nessing the undressing of the old
Texas myth, or merely a change of
clothes?

Powrt Hester i @ photographer and writer
whose pholographs of Texas Monuments
wire showm al Rice University's Farigh
Gallery
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PHILOSOPHY

ACCOMPLICES OF
DESIRE

Diesigned a3 o ide lature with ower 100
slides. the lectare was read af Haverford
College, Prmasyfvamia, (he University of
Indiana, Blsomington. and the Universily
of Houslon

SPOT

Rembrand! van Rijn Bathsheba

By Cynthia A. Freelond

*“That's the trouble. Hivtle'™ she shoty

saald.

“Thal's widt pow anee'l, gou ane’t @
o

bring
“Tem an ardist™ W sounded a shifty cheine
“Wou're @ kind of perv— perving on

penple”
— Patrick While, The Vivisactor

Feminist critics charge that por-
nography is exploftive; Andrea
Dworkin. for example. in her book
Pornography argues that the specific
form such exploitation takes is objc-
Hificalion.’ She writes.

Oibjectification is the accomplished fact
an imternalizes, mearly imvariable response
By Dhe miale to o form that is. . . mfficiently
whalever he moeds [0 provole aowsal. . .
The primary larget of objectification is the
womaan (113,

In thinking cver whether pornog-
raphy has to be exploitive. | became
increasingly puzzled about what
abjectificalion amounts to. ks it simply
treating people as objects? What
exaatly is bad about chjectification?
Can men be objeatified wo? For
that matter. can animals? And linal-
ly. is there such a thing as “subjec-
tification™?

My questions have arisen in a
broader context conceming the
nature of portraits in general. | am
interested in how visual portrayals
represent the subjectivity of the
person being depicted, and In how
such portrayals might differ in the
warying media of paint. film. and
photography. The ponraits | am
interested in are not ones done
impersonally on commission, but
instead, those made under condi-
tions of knowledge and trust, Thess
waould seem to supply the best
cases of “subjectification™, if indeed
such a thing exists. | will focus on
what | call “intimate” portralture,
and | will consider a few eamples
from painting and film as well as
photography. Even what seem to be
the best cases of intimate portral-
ture. | will concliede. involve a kind
of objectification.

() Sebyects, obsiects. avd disire: o
iphilosophical survey

Dwarkin's account of objectifica-
tion bullds en philosophical notions
from Kant and Hegel. So here | will
Intredece a brief survey of some
philosophical notions of subjects
and objects, with special attention
o any implications for an account
of interpersonal dedre

The implications of a strict Cartesi-
an plit between subjectiminds and
objectbodies are drastic for any
theory of desire and sexuality. as
can be seen in Sarre’s Being and
Hotiimgness? The Sartre of this text is
a Cartesian dualiss who sees mind
a3 free. actively projecting cur pos-
sibilities into the future, while body
“symbolizes our defensebess state
a5 objects” (384). Sartre offers a
grim analysis of sexual desire as
“'my original attempt 1o get hold of
the Other's free subjectivity through
his abjectivity-for-me™ (497) and an
equally grim diagnasis of desire's
fate: " . . . Desire is itself doomed o
failure” |515). Swuch a failure i really
just an Instance of what Sarire sees
a5 a mare general impossibiity of
relating to ancther person as a sub-
jecr He describes an inevitable
dialectic that goes ke this: If . as
subject. look at you. then you ane
the object or thing seen: whereas if
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you as subject book back at me then
1 become the thing seen. the object.

While Descartes and Sanre share
what we could call an “epistemolog-
fical” notion of subjects, Kant offers
an “ethical” conception.? He views
persans as beings capable of appre-
hending the moral kaw, hence as
autonamaons ends-in-themselves. As
such they ought never be treated as
mere means. Objects or things. Kant
says. may have a price. but human
beings have digaily and nd price.
‘Whereas for Descartes the Failure 1o
treat others as subjects is an
epistemaclogical affair, a form of
skepticiem, for Kant such fallure
would irvalve morally culpable
weatment of others as means and
not ends. But interestingly, for our
purposes. Kant seems 1o feel that
our very nature s subjects of sexy-
al desire dictates that we will be
guilty of such a mistreatment of
others. Thus he explains*

- There it no way in witkoh @ human
Bring can be mase an Obiact of indulpente
Jor ancther exegt through the soosl
mpulse. . As soon as a person Becomes an
Offect of appetite Jor another, all motives of
il pelationshlp caase 1o fomction, Because
a5 am object of appetite for another, a per-
son Becomees @ Lhing and can be treated dnd
wred a5 Juch By overyone (163).

The only vinuouas option Kant out-
lines is marriage. which involves a
{ree and reciprocal exchange of
privileges for use of partners’
bodies

In Hegel we first encounter a
develeped philosophical notion of
objechification 3 Objectification is
according to him. the necessary
process through which mind or
spirit realizes il in the objective
fores of culture—institutions and
social structurnes generally. This
social expression universalizes what i
subjective and personal:

. . Selfonsthoosmess is only something
ddefinite. il only has read existence. so fr a5
it aliemates itsel) from ftself. By doing sa. it
puts itself im the position of soenething
universal, and thusits universality adualises
it establiskes it objectively. mattys it valid
[434), Though mird o spirit has
created the fabeic of social sub-
stance, individuals are likely 1o
experience this tabric as allen from
them. But In the course of events
they will come to recognize their
own unity with this social substance.
It is crucial 1o see then that for
Hegel. abjectification is not in itsell
sormething bad; indeed. It is the vehi-
cle through which human possibi-
Lies are given expression in concrete
forms Both art and marriage ane
types of social structures which
obectifly spirit.

Marriage. for example. Is a soclal
Institution giving objective cmm to
something personal and subjective®
It has its subjective basts in appe-
tites and inclinations.

Baal ity ofjective source [ies I the free
consnt of the persoms, especially in heir
consen! o make Lhenseloes one pere
son. . . From this point of view Lhefr umion
5 o self-restriction. bel tm fact. if is Dheir
Uiberation, Becauss in it they allain their
sxbitantive self-consclousness (111),

Like art. marriage exemplifies objec-
tification: both are social forms of
expression which build on or in-
corporate individual. subjective
feelings as elements. but which sup-
posedly transcend the merely per-
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sonal or idiosyncratic for something
meare universal and “objectively”
neal

() Phifosophicd Bases for a critigue of
ofertification

We can now consider more direct-
Iy some reasons for criticizing cer-
tain visual images as exploltve
What seems crucial for Dworkin's
critique of pomography is the el
notion of subjects, for she thinks
pornograplhy treats women 4%
cbjects | "Women are used in the
making and made in the uging”. she
writes (112]). She thinks this.
fepresents an aspect of more gener-
al forms of oppression:

Through mest of patriarchal hige-
ry. . women R Beem chatlel
properly. . T be chattel, even when
Ruman, 5 b be walued and used as
property as king (101-2)

Dworkin complains that pormogra-
phry treats women as a certain type
of thing subserving a centain lype ol
end:

Objectification—thal fiwd responss b
the form of another Ral has as s Inevila:
e conseguente erection =i really o value
spskem hat Ras eacelation a5 dls Inoawable.
if momentary, desouemmt (113).

The Kantian-based critique of such
treatment of women as things has
also been registered on a much
broader basis by (lor exampbe) lohn
Berger in his book Ways of Seeing 7
The striking cbservation in Berger's
book is that these is an cverall con-
tinuity in aff forms of visual images of
women; he sees few significant
differences betwesn treament of
wormen in pornography, advertising,
pop culture and “high ar” images.
In each case he uncovers the same
sort of objectification. Thus he
writes about Westemn art,

Im the art form of Lhe European mude, the
painters and spectator-cumérs were wssally
mien, and {he persons Irealed as objecls
wrunally wommen . . O the one Rand, the
imdividalizm of the arti=l, the thinker, the
s, b gmer: 0n the other hand, the
periom wha is Uhe object of thelr acthities —
ihe woman — Ereated as a thing . . . 162,
63}

Berger's claim is that the depic-
thon of female nudes in Western art
has always had much the same pur-
pose as it does in porrography:
and, like Dworkin, he views this alm
as demeting women [rom subjects
to objects. Though I think it is this
fundamentally Kantian point which
grounds Drworkin's crilique of pormog-
raphy. it ks not the whole story for
her analysis of pomaography. That is
in spelling out just what pomogra-
phy is. Dwarkin relies on a mong
Hegelian notion of objectification.
Pomography ks a certain sor of
instituted social structure which
expresses an aspea of subjective
apirit; it is the social expresshon of
{shee thinks) male desire. Thus she
writes:

COifentification, carried [suf] By the male
wox nlly a5 if it were i peronal nature But
as if it wene mature Uself, denctes who or
whal the mule koves b hate: uho or what ke
vl b possess. acl on, conguer, defing fhin-
self i epposition lo; witerne ke wants fo spill
his soed. . | 18 i lbem Jor gromibad that o sex-
il response 5 aw offentifind respowse (113).

Here we st ratse some hard
questions for Dworkin Thene are
two aspects of her account of por-
nagraphy: first, it is (in the Hegelian
sensel an objectification of male
sexual desire: and second. it takes
the foom of using women as things.
of making them |[Kantian) cbjects.
But how interdependent are these
1wo aspedts? Does objectification in
the sense of expressing desire have
2 be exploitive OF OppRESSive? Ane
there any non-expioitive forms of
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abjectification, 2 forms Kant might
approve? Is there an intrinsically
leminine objectification of desire?

lohn Berger, whose scope of dis-
cussgion includes other visual images
besides porrography, doed claim to
find certaln exceptions to the ganer-
al rule about exploitation in art. He
considers that certain artworks ex-
jpress [or objectify) highly personal
vigions of an artist in relation wa
distinct and pamicular woman; as
examples he cites Rembrandt's or
Rubens” portraits of thelr wives

I pachh case. Dhe painter's pevsomal wisise
of the particuler woman Re is paimling is 50
strowg that it malvs no allowance for the
spectatay. The paaler's vsion Bimds the
wownan io lime 50 thal they Become af in-
sepanable as couples in some. The spectator
can witmess lhe relafiswship — bl he can do
no mere: he s forced b recogeize himself a2
e pealsider e is. He camnol deceine Rimself
It Beliving that she is naled for fim (37)

I want to examine Berger's idea
that there are cenain cases of inti-
mate partraiture in which special
facts about the antist-subject rela-
tionship allow for non-exploitive
expression (or “good objectifica-
tion "] of desire. But before returning
2 his examples. | will explone two
non-standard variations on the para-
digm of male artistfemale model
0 84 to consider other opticns for
the expression of desire and depic-
tion of subjectivity. The first option
irnverlves women artisis. and the sec-
ond option imvolves depiction of
aniimal objects.

() Wemen Artitz

A moment ago | asked whether
there might be a femining” objec-
tification of desire —or whether men
might ke tréated as objects in viswal
images. Anyone familiar with con-
wemporary popular cultune would
think it's obvious the answer is
“yes” It might also seem obwious
that with more women artists in the
role of subjects or agents of depic-
tion, there s increasing room for
treatment of men as represenied
abjects.

This was the idea behind a recent
British exhibition and book called
Women's Inuages of ben,? In their intro-
duciory es2ay, the editors comment
about hostile responses provoked
by the navelty of placing women
artists in a conspicuous role as sub-
jectsiobservers. In addition. one
contributer deplored the absence of
any berminine tradition of depicting
the erctic male nude ¥, she suggest-
ed women muzst bearn from the tra-
dition of male nudes depicted in
homoerotic contexts (such as warks
bey Michelangelo, Carravagio or In
the modern age. Hockney)

Euut [t s unchear that women can
simply appropriate this tradition to
express (her desires, and It ks even
mvare unchear that a simple exercise
in “wurning the tables” is alwogether
a good thing. For first of all. it may
ot succesd unless. in the broader
gocial context. men imernalize thelr
rew 28US 85 oblects in the way
women have been wught 1o do. The
Late Simone de Beawoir wrote
about how this process alters wom-
en's awareness of themsetves0

1f e cam thuss offer herself 1o er owm
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dhesives. it is Bevause she has feft Rerself an
bt since chilifood. Her education has
prompled her 62 identify Rerself with fer
whole body. puberty has revealed this body
s being passive and desimble: # 15 some-
thimg the cam douck. like satin or velwel, and
cam gontemplate with a lover's ey

Second. even if men could be
socialized so as 1o duplicate this
internalized split between elements
of “surveyed™ and “surveyor'. this
would enly perpetuate processes in
which pecple regard their desires
for other peophe a3 desires or inter-
esting objects.

(i) The represemtation of animals a5
subjects

In the history of philosopkny, ani-
mals have not been much credited
with subjectivity; witness Descanes’
claim "Brutes are automata’”. Berg-
ef. In “Why Look at Animals?”, has
supggested that we lock at animals.
and pender their leaks in return, so
as to tell us things about oursehes
Thus what is most sriking is their
separateness or allen-ness from us
Berger explains,

The animal scralintzes fime [Le. man]
atross a narrow abys of now-comprefen-
sion. This Is wiy bae man can surprise the
aniimal. et the anmal — evem if domeszf-
calied = gan also smrprise the man, The muan
foo s looking across @ sbeilar, Bul not iden-
ticad, afyris of mon-compeehension [3)

Modern industrial societies have
led 1o what Berger calls the “cubtur-
al marginalization” of animals. We
remove them from their natural en-
wironments for viewing under the
artificial conditions of 2008 and
aquariums, treat them as our prop-
erty. and in general. assimilate them
to ourselves and our way of life. The
marginalized animal which has be-
come 2 pet boses its separate and
amcncmous look:

Equitly imporiant is the wey lhe svenige
cumer responds Lo his pel . . . The pef com-
pheles him . . . The pet offers its cwner
a mirror to a part that is otherwise
never redlected. But simce in this
relationship the autonomy of both
parties has been lost. . . the parallel-
ism of their separate lives has been
destroyped (12-13)

Willlam Wegman's series of por-
raits ol his Weimaraner dag Man
Ray illusirate Berger's points about
marginalization and symbiosis of
man and pet. Wegman photo-
graphed Man Ray over a number
of years and in a number of guises—
a5 bat, alligator. or Airedale not 1o
mention in numerous human cos-
wmes. Wegman says about this that
he loved to stare af the dog with a
mixture of love and detachment™ —
T stare that way a1 8 person would
b too embarrassing ¥ Curiously.
the et elfect that the viewer gets
from these images is some feeling
that the dog's basic dignity is being
wiolated and that it i in fact embar-
rassing to keep looking at hkim. Weg-
man seems o have felt this way
himself. for as Man Ray grew older
‘Wegman produced some ennobling
and straight porraits depicting his
graying muzzle in monumental
close-up. Here the dog's presence
seems serious and respected

Contrast this example 1o another
animal depiction done by the Eng-
lish painter George Stubbs. Stubbs
waxs adept at producing the kind of
image Berger would decry. showing
hounds and horses as the valuable
property of English lords and ladies.
Bat he also painted dramatic images
of animal confrontations — notably
between horses and lions = purpart-
Ing to convey animal experiences of
fear and bloodthirsiness. And in
one famous horse painting. of the
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great troater Hambletonlan, he may
hawe drawn on his expertise at con-
weying animal expressions. AL least,
this hypothesis was interestingly
deflended in a recent article by
Ponald Paulsan '3 Hambletonian's
stance ks guite unlike the traditional
pose of the horse displayed as
gleaming valuable property. He is
depicted with neck extended, ears
ladd back. teeth bared. and hind
ool raised ready o kick. One critic
<alls this “the image of a creature
enduring the aftermath of a terrible.
almost sacrificial triumph of which it
has been the hero” (290,74 What was
the nature of Hambletonlan's triaf?
He had been mistreated in a notori-
ous makch race: he was whipped.
spurred and “shockingly goaded
eventually he won, but with blood
streaming down his sides. In this
image. then, Stubbs has porrayed
Hambletonlan's response to his
cwner, the man who commissioned
the painting. The horse's flerce, vet
fearful stare is complemented by
the looks of stableboy and groom
Significantly. Hambletonlan's cwner
made quite a fuss over this painting.
and his dissatisfaction was 5o great
that he refused to pay for it

(%) "' Looking back™: preliminaries

What seems crucial in represent-
ing the subjective experience or
point of view of an animal ke Man
Ray or Hambletonian is that be is
depicted fooking back at the viewer. In
fact this has been thought 1o be the
major feature of great portraits. so
that artists like Titian are pratsed for
their remarkable ability to represent
a person’s intense gaze and con-
frontation with the viewer. Their
subjects have presence or depth:
their eves hold you or follow you
around. This basic notion of ~look-
ing back” it a very complicated ane
Consider for example what it
involves in the two animal cases we
just examined. Hambletonlan was a
real horse. and presumably Stubbs
depicted him accurately: perhaps
Hambbetonian did in fact “regard
Stubbs while the painter was at
work. Yet the look which Hambleto-
nian defivers in the painting is
Stubbs’ creation: he attributes o
the horse a set of emotions or feel-
ings abour his owner, and he
depicts the horse in this way ina
painting addressed to the horse's
cwner, the man wha will also pur-
chase and display the painting. In
WEEMAN'S case we chn presume
that the dog Man Ray looked. In
actual facr. ar him and at the
camera; Wegman's skill as an artist
is irvolved in representing the dog
a5 looking at us. the viewing
audience. My interest Is in what Is
really going on when a person, not
an animal, locks back at art-
isthownerior viewer. Man Ray looked
at the camera, but | doubt he
looked at it as such. as the vehicle
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for representing his look or his
experiences of point of view: we
don't attribute such complex, con-
ceptualization to dogs. Mor did
Hambletonian strike a pose 50 as 1o
get his point across to the owner. |
Want 10 PUSLE Some investigation
of the processes of “looking back™
in painting and photography. For
this it will be useful to take a brief
detout, 50 as 1o consider a parallel
st of proceds in film.

{wi) Looking and looking back iw film

In & number of recent writings.
Seanley Cavedl has considered ways
in which film sublects. or characters,
are represented 12 Interestingly. he
suggests that movie actors may
exemplify a carthin presence of
power not so much by directly ook
ing back at us. the audience. but
rather by allowing us to look =—or as
Cavell puts it, by “suffering the
camera’s gaze”, The camera here
stands in for our cwn desire to look
and observe Cavell emphasizes the
way in which we look “throwgh™ film
characters to the actors and actress:
&3 pontraying them, of what he calls
the “transparency™ of actors on
film. As he sees it film stars are
amalgams of real people with the
types of characters they portray.

Cavell also uses the verm “'photo-
genesis™ 1o describe the actor's “fil-
mic presence” of “what, . .the
camera makes of Mm™ {118). He
thinks that the “lilmic presence” af
the actual men Cary Grant and Gary
Cooper was crucial to a certain
gense of filens which represented
men characters of & particular type
Somehow, aspecis of these real
actors’ presence befone the camera
were imvoheed in their creative por-
trayal of strong yet emotionally
open male characters. [OF course
Cavedl makes a corresponding point
about strong female characters
made possible by real women like
Katharine Hepburn and Carole Lom-
bard) In & recem study of the movie
Mo, Dreedts Gors to Toum. Cavell focused
on Gary Cooper in particular as
someane whose openness to the
camera's observation figures into
his cwn characterization of Mr.
Deeds: 18

Pychologically, sufmirsion fo. . the s
ahronization Detwers body and cawera
slemnds passiveness, you may say demands
A wisibblily of the feerining skde of ond's
character, Capra's masioey of the medium of
[ilm. or s cbedience b &, guides Rim o
muke cevtain Lhal we are @are of Hhe beay:
Ay of Gy Cooper's face. ard in ome
intamce ke photogriphs him posed o im a
glamour shol of @ female 2ar, lying on his
Back across the bed . . . capiurimg Ris full
length frome @ vantage jus! abeve his head
(110 R

Thus Cavell sees Gary Cooper as
in & way vulnerable 1o our looks, or
an object in front of our gaze=
indeed a beawiful chject we can
enjoy scrutinizing. But. paradosical-
Iv. through acknowledging cur
gaze—the sudience's curiosity and
diesire— Cooper acquires a pouer put
1o his own creative use in the depic-
tion of characters. His way of being
looked at is. in part. the source af
hig art. It $eems then. that if Cavell
Is right. at least in film there |s.
potential for a som of "subjectilica-
jor; there is a compatibility between
the representation of subjective per-

sonality and the desiring or objec-
tifying view of an audience.

{wil) Locking beck in painting

As Cavell's story had it. an actos
like Gary Cooper might in effect by
with the asdience’s inerest in him.
channeling resulting energy into his
creative portrayal. The key polnt
here is that the real man Gary Coop-
er remains aware that he is before a
camera which will put him bedore &
popular audience. He s aware of the
audience’s look in & way that [we
presume] the horse Hambletonlan
and the dog Man Ray were not. So
also might a woman be depicted in
a painting as aware of the
audience’s kook. In many cases this
won't in itsell “empower™ her. for
she may just return an imposed
glance af solicitation. But in ar beast
one notable case. the woman's
awareness changes the whaole
nature of a nude depliction of her.

The case | have in mind is Manet's
Olympla. Becuase she was shown
with diety feet and some body hair.
Clympla was criticized a8 a “female
gorilla”; the painting evoked great
hexstility and became a scandal 17
Feminist critics explain that her
“cocd and appratsing” stare
challenges viewers and reverses
power relations bepween viewer and
viewed. 18

What-does Olympia’s look show?
There was a real woman who served
s the model for this painting (as for
mpmerous others of Manet, includ-
ing the earbier Déiuner s [ Herfe)
But s this a record of her expres-
shof? It is possible that she fad an
expression ke this: perhaps Manet
liked her because he saw her look-
img at him this way. But what we see
here is his representation of fer look
This picture is exactly on a par with
Swubbs’ ponrait of Hambletonian
Manet. like Stubbs, is responsible
for designing a painting which will
antagonize his avdience. Perhaps in
Jat he conspired with his model o
help hism do this, but we cannat
know this from nor see it in the pic-
wure |n this picture it is Manet's
Olympia and not the real Victorine
Meurend who seems 1o look #t us. |
would like to take the “Olympia” as
a paradigm for a depéction of look-
ing back in painting. and proceed
next b contrast this medium i
photography

(whil) Looking back in photograply

My basic intuition ks that the peo-
ple portrayed in photographs have a
greater role in constructing thelr
own depictions than do people in
paintings. T revert to our animal
examples, although Stubbs gaw
Hambletonian his baleful glare. the
Ik wee see on the dog Man Ray's
“face’” (if dogs have faces) s his
own. But this simple intuition has 1o
be both qualified and funher deve-
loped. To begin with, it is perfectly
clear that postralt photographers
ey have an individual style and
that they may control elements of
their medium so as to create what
amount 10 galleries of their cwn
characters. Even what seem relative-
ly “atraight™. non-dectoned pictures
hawe the stamp of style: Thus Irving
Penn's actors, writers and anists are
shown as sensitive. suspiclous and
slightly reurotic souls; Karsh. depic-
ter of presidents and prime
ministers. specializes in the flamer-
Ing portrayal of majesty and
srength.

Diespite this strong evidence of
the power the artist wields to por-
tray pecple as he (or she) desines,
there still seems some sense in
which photographic ponraits docu-
ment 3 person’s actual presence
and appearance. In recent works
two writers in quite different trads-
tions, Roland Barthes and Kendall
‘Walton, have each argued that this
feature of photography — its Eteral-
NEss OF TIransparency | its the o
what was really “thers” —ensures a
special presence for the subjects of
photographic ponraits. ' Let's look
briefly at their views

Barthes believes that photographs
cenify the presence of a thing. and
for this reason they may touch of
even “wound'” us (79). Banthes also
considers that photographs may
capiune someone’s very way of
regarding the world and us. In his
own case, he reports finding such a
poignant document revealing his
diead mother's essentlal expression:
he writes,

Here the Photograph's platitide becomes
mowe parmul, for it can cormespond b0 my
Jond desire oniy by somatiting (mexpressi-
ble. . _This something is whal | call the air
Ithe expressiom, the look) . . The air (s 0
keind of imtroctable supplement of ddesling
wihal i given as an ael of grace. . . the air
expregaes Uhe subject. insofer as thal subied
assigns iself no Importiamee {1099

It 5 imporant to realize that
Basthes believes photography is
capable of this nearly magic
representation of somecne’s “air”
regardless of the Intentions or abllithes
of the photographer. He makes this
clear about the picture of his
mother which moves him so:

Simce niler Madar mor Avedon has pho-
dographed rey mother. the survival of this
g Furs depemded on the faok of @ polure
made by @ provincial photographer wiha, an
dnalfferent mesiator, Aimself bong since
e, olif mot enow tRat whal Re was mak-
ing permamen! wirs the truth — the tulh for
e (110

It is hard to imagine a similar locky
accident befalling a mediocre paint-
er; what Banthes is saying here is
that. in virtue of its causal history,

a phatograph may capiure not just
how someons looks but their “look”.
simiply recording it for us 1o see

Much the same idea lies behind
Kendall Walton's claim that photo-
graphs are wransparent, and that we
“litgrally see” peophe in them, such
as our dead ancestors. of Abraham
Lincoln. Walton argues that our
visual experiences in looking at a
Matthew Brady photograph of Abra-
ham Lincaln are mechanically
caused by Lincoln himself, so that
we actually see Lincoln in his photo
In the same way we ser long-extinct
stars through relescopes. He writes,

Telescopes and microsopes exlend our
visual powers. . . enabling us o se hings
thal are foo far away or [oo sesall to be seen
with the makied epe. Photography (s an aid
b wisiom alsn. . With the azsistomce of the
CAMETS, Wi Can ser mot owly arund cormers
o what i déstant or seeall: we can afso se
inte Lhe pasl.

MNow, Walton means 1o study the
epistemology of images. and he
does not intend 1o suggest that. for
instance. photography cannot be
interpretive or hive style. But he
does make one aesthetic observa-
tion that is ingeresting for our pur-
poses: he thinks that our responses to
visual images may vary greatly
depending upon whether we take
them o be paintings or photo-
graphs (he is pendering photorealist
paintings herel. He eaplains,

If tite patmting is of o mude and if we find
nudity embarnrizing, our embarassment
may b redieved someutiat by realizing that
the nuddity wid caplured [n patel rather
tham on filon. My theary accounts for the
ol 1255),

But how does his theory do this?
Walton must mean that when we
“Eterally s0¢” a nude in a photo-
graph we feel more intimately con-
nected 1o it or feel that the persan
is more truly revealed io us. | want
o consider this ypothesis further
in my concluding section. on intl-
mate portralts In painting and pho-
tography.

(i) Litimsate povtrait

You ey recall thar above | noted
lohn Berger's claim that certain
paintings of naked women exhibited
a special love and Intimacy which,
he felt. prevenited their being exploi-
tive. He cited. for example. paintings
that Rubens or Rembrandr did of
their wives, and his claim was that
the woman was depkcted as a dis-
tince individual in & close and
inviolable relation to her loverfart:
tst/husband. This depicted relation
ts supposed 1o place us, the viewers,
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in the role of outsiders. | think Barg-
or would have us say of these wom-
en that they are painted 50 as to be
empowersd; the artise grants them
subjectivity —in Rembrandy's case.
his wife Hendrijke accepis his loving
jgaze: and Rubens’ wife Hélkne Four-
ment kaaks frankly back at him from
her furry wrap.

Again, in his bock on Ploasso,
Berger finds the artist deserving of
praise, bar in his obsessive paintings
of his mistress MaricThérise Walter.
done in the early 1930's. Picasso
supposedly achieved a representa-
tion of mutusd subjechivily 3

It is no fonger potsible o say wheler
hese “Timaments of desine’ are am éxpres-
sign of Ploasso's pleasure in the woman's
bexdy or a decription of her pleasure, The
paintlegs. Broause they descrilie semsation,
are highly subjective, buf pant of the wry
forre of sox lies in the fact that its subjectivi-
Uy i sl 1 Aese painkings Picasse s
g more just himsell; ke s the hoo of bhem,
and (Reir shaved subjetivity in some pard or
ancther. the experience of ol kovers
|Author's emphasis: 1538).

Wi have here a range of cxamples
from vastly different time-perods,
but even the earlier examples were
done for quite personal reasons. it
strikes me that in these images. just
a5 in the pictures of Hambletenian
or Olympia, we see a subject’s look
as it Is accorded 1o her by the artist
He gives her. In the painting, the
expressions of love, knowledge.
trust, and intimate acknowledge-
ment. and he directs these expres-
sions cutward to the viewer, Berger
thinks this viewer is. sraly Rubens.
Rembrandt or Picasso himsell, only
accidentally us. These palnings are
about a woman looking back at her
lower. Though they perhaps repre-
sent this. and though | have no nea-
son to douls these women felt such
feelings and mayie even posed fin.
say. a fur choak) smiling such smiles,
the paintings do not document the
waomen's own voloes. This can be
shockingly brought home 1o us when
we: hear what the most modern of
them. MarieThérise Walter, has 1o
say for kerself: 21

Wien | met Picassa, | wirt sevenleen. |
s an dunccent pasier. | ke nothing—
e Pimszo, molhing. | Fodd powe shopping
1o the Galeries Lafayelte and Picass sow
e eoming out of the Melro, He simply
grafibed me by the arm and said. “T'm
Phiassol You awd | are geing o do great
thiings together.” | resisted for siv months,
Bt you dow't i PiCasso.

There is a notewosthy parallel to
thess examples in the long series of
portraits the photographer Alired
Stieglitz made of his friend. protegé,
fellow artist and. eventually, wife,
Geargia O Keefe 22 | am interested
in contrasting these images to the
paintings we |ust considered. Like
his painter-predecessors, Stieglitz
wans to pursue visual lorm and
explore a tradition in the context of
depicting a much-loved body: here
o0 W Sed very intimate portrayals
where the woman's look i directed
toward her lover. But this case is
especlally Interegting because
O Keete is fellow artist and collabo-
rator: she knew what Stieglitz was
trying to do posed. helped select
Images and hang peints in exhibl-
tions, and so on. Panly for these
reasons she seems to have power in
conmributing toward the results. In
additien the nature of this medivm
is much mese like film. in that the
real person being depicted can
represent herself. Like Gary Cooper,
using our gaze o construct his flm
rale. O Keelé &nacls a representa-
tion of herself. The look we s&¢ in
examining these pictures is not sim-
ply one Steglitz assigns ber but one
elicited from her under his
direction.

Recall that when we looked at
‘Wegman's dog Man Ry we s a
wity he actually booked. as we didn't
for Hambletonian, The same point
holds for O Keefe in contrast to
MarieThénése, Hendrijke or Héléne
Bust unlike the dog. O Keefe ks aware
of and performs before the camera
@ such. This is almost comically
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described in & recent biography: 3
Adfred's eye became fmsatiaBle. feasiing
wpon Lhe sdemder But voluplmous comtours of
Ris love, The need i photograph fier becase
exigent . . The ooperionce mus? hawe been
soméewhal discomcerting for Georgia . . The

requirements of king inmobili-
ty. . .dewsamded . .a kind of formal
ackmowdedpemen) of this walque and con-
Iimiasirs s of Fer By, She he most pri-
vate of persons. uss comitantly on diplay.
albedt af the Heme ouly Lo the tiree loving
ces of Alfred aad his cameea [232-3).

“Three loving eyes™: how much is
packed into this phrase. Walton
would sy that in these pictures we
“literally see” OF Keefe herself —her
vouthful body, her neck. ears. torsa,
throat. hands, beeasts. Thowgh there
are serious problems with Walton's
notion of literal seeing | think he
is onto something right conceming
thee intimacy we fieel with photo-
graphed people. The photographs.
constitute evidence that O Keefe
has shown us hersell. From a paint
ing we may have Inferential grounds
tar supposing that a woman has al-
lowed herself to be seen, but a pho-
wgraph shows us this directly. In
acknowledging the three loving eves
of artist and camera. the model also
acknowledges us. She agrees implic-
itly 1o allow the artist to make the
audience a party to their intimacy.

Berger conended that intimate
pontraits present a mutual subjec-
tivity closed 1o oussiders, This is
exactly wrong. These images are not
closed to owtsiders but are
released, published, exhibited, pur-
veyed to audience-consumers. True,
they do not objectify the woman In
the Kantian sense: it is crucial that
she be portrayed not as a thing but
as individual with power 1o recipro-
cate expressions of desire. (Unlike
Zeuxis, who constructed his imagi-
nary Aphrodite from bits and pleces
of “five beautiful maidens 2% Rem-
brandt chose to depict his own wife
as Bathsheba—apple of a king's
eye M) These images are. rather,
ochjectifications in the Hegelian
sense: instituted soclal expressions
of a particular historical sdeal of
human (and presumably heteroses-
yal) Romantic Leve Beyond this.
they are Romantic expressions
which cljectify the artist in his role
a3 Man-capable-ol-deepest-and-
subtlestfeslings. Intimate images
are pormagraphy: instituted expres-
sions of male desire. They display
the artist’s privileged access 1o a
special woman. The woman has. at
most. freedom to perloam Bs actress
within a story scripted and direcied
by the male artist. Intimate images
solicit the viewer's desire for a rela-
tionskip (rather than for & woman).
But the response of desire is never
Inrocent: in Sartre's words.

e oy ot e ourselves whelly outside
the desire; the desire compromises me: | am
the accomplice of my desire (304)
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Jodhm Gubmsarm: Mexican Movies. San Antonio, Texas, 1937

JOHN GUTMANN'S
SILVER ODYSSEY
SOUTH

lohm Giuitmaawn's photographs of Lhe
South and Southwest — bk ont @ return
trip from Mew York o San Frastise—
wxre shoum af HCP, Outofer 17—
Mowewmber 16,

By Jill A. Ryle

Images in Five States: lohn Gulmani's
Photographs of Akabama, Georgia, Loui-
siana, Trurs and Aritona. 1937 are
reportarial, beautifully printed. in
rich painterly black and grey wones,
and composed skillfully. At times
delivering a stylized visual impact,
the mechanical precision of Gut-
manrs camera mote than ade-
quately transcribes the objective
reality of his subject matter. But his
real interest is in the relationships
between the content and the strsc-
ture of the image. the other visual
possibilities that can result from an
Intuitive mernger of subject matter
with imagination. It is. therefore
possible 1o see his work as existing
outside the norm jourside the pho-
tolournalistic genre), without
honwever, denying its connection to
the spirit and trends of their
times — reason encugh to see thess
photographs as being unigque.

Gutmann had been a young
painter and art instructor in Berlin
until the Nazis came to power and
proscribed him from teaching and
exhibiting. In 1933, at age 18. he
fled the Hitler regime and resetthed
in San Francisco, Shonly belore his
departure from Germany, however,
Gutmann had bought a Rolliflex
camera. experimented in shooting a
few rells of film and. with the
results, had secured a contract with
the Presse-Photo agency in Berlin.
Thus, newly arrived In his adopted
country. he was able to begin work
right away as a photojournalist. dis-
seminating images o a German
public. Reasons for his elfortless
transition between media and
immediate ability to see cogently
through the lens go beyond his
expersence as a palnter. Early on, he
had honed his vision o the dis-
cipline of line in a composition. Not
Just because he had cut his eye on
the raking angles and planes of Wel-
mar cityscapes: but also because he
had studied under Csto Miller, a Die
Briicke Expressionist, and had been
Influenced by his teacher's style
Miller was more a draltsman than a
coborist, his crisp. abbrevianed drawe
ings ¢lose 1o Kirschner's Cubist
manner of 1911:13, and clode as well
to the linear. geometric idiom of
Gutmann's emerging photographic
style

Subject matter of some pictures in
Five Siates can be read fairly nominak
ly. in terms of iconography; in others.
the nature of photoegraphic descrip-
tion is more involved with an experi-
ence and what it connotes In either
case, Guimann's wide variety of
shecting strategies—sharp angulari-
ty. fragmenting. lofty or low-lying
vantage points—is a tool by which
he explores the subject. Seemingly
guidded by a visual valuee system that
courts luck and chance. Gutmann's
free. mobile camera manipulation,
whether needed to wrest form from
an underlying matrix of 1o make a
mere thought-provoking statement.
is never used to showcase artifice
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Je#m Guisamn: Indian High School Band Traveling through Desert, Arizona. 1937

Rather than threatening the sense of
actuality in his images. Gutmann's
shooting technigques. bring it closer
1o life. For example. exaggerated
crapping and the close-up range in
“Maobile’ Alabama [perhaps ami-
cipating Mark Cohen). are not
exprcises in the presentation of pho-
tographic form, Instead, they ane
devices that make detall more visi-
ble, and, by doing so. effectuate a
clear study of a particularly inven-
tive. ingenbous manner of dress for
keeping the lower legs warm in
winber,

What meost impressed Gutmann
about “I0s America was its freedom
and abundance. In the hard times of
a Depression, sveryons not ust the
rich, had an automobile. and even
the humblest, most insignificant
people felt free o display eccentric-
ities in the most open way. Unlike
the contemporanéous photographs
of the F5.A. group. rhetorical images
that dwelr on the pathos among the
poor and migrant in mural settings.
Guimann's pictures during the
Depression era ane more like docu-
ments aimed at decoding an exotic
cubure. Newly departed from the
gloom of approaching war in his
W country, Gutmann was unider-
ssandibly more inerested in record:
ing the uniquencss and exubsrance
al urban American life. not the
backdrop of social distress. With the
objectivity of a forelgner, a sort of
silent observer. Gumann watched
the show, and recorded the diversity
of everyday America of the “30s as
no US. photographer ever could
have done Willing to let viewers
Interpret and draw their own conclu-
sions from his piowres, he used the
camera as an instrument of commu-
nication, a counterpart to what a
critic’s pen might be

In 1937 after six months in New
York Clty, Gutmann returned 1o San
Fransisco by bus. via what becamé
a phatagraphic cdyssey along a
southemn route through Alabama,
Georgla. Loulsiana. Texas and Arizo-
na. (Photographs (n Five States were
printed from negatives made on
that trip) Guimann's exposure o
America’s manic echecticism during
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the bong joumney back climaxed dur-
ing his encounter with Mardi Gras
Mew Orleans. No other stop-over
was as productive creatively in
terms of the number of negatives he
printed from. nor did any other bet-
ter expose the depth of his Expres-
sionlstic roots in the Gesmanic and
wider Eurcpean sense as well. T
his eyes, the disjunctiveness of fan-
tasy parades and carnival scenarios
that filled the streets of New Or-
leans was far richer than anything a
Eurcpean Surrealist might conjure
up. Besides that. It was like some
non-stop theater-in-the-round.
where the macrocosm of America’s
open, fluid class structure. so differ-
enit from the more rigidly ordered
European society, was played out at
EVery street Corner in microcasmic
praportions. Whites masquerading
as blacks ['Street Musicians” New
Orleans). the two races queuing
tegether for hand-outs, Gutmann
shot the scenes then relied on tithes
such as “'White into Black™ and

Black and White Breadline” to
expand connaotations in his imagery
fthe later two prints are not in the
exhibit, but are in The Regless Devade,
Lew Thomas' and Max Kozloff's
book about Guimann's photographs
of '30s America). He might have
become giddy at the chance to fill
single frames with such a weasure
lode of bizarre discrepancies, and
composed images that read like lit-
the more than a jurmbled dish of non-
sense. He didn't. though. because
hi= had an unerring Instinct for seek-
ing out and preserving the core of
each situation, and the skill 1o
butress his perceptions when he
prirted. For instance, the trio of im-
probable companions in “The
Game’' New Orleans. coalesces
from a strange. fuzzy chiaroscuro
background into foreground focus
What emerges is a clever metaphor
for the appearance of the fantastic
within the banal

CUtmann's CamEers was an axten-
ston of his eyes: and as a foreigner
in & srange land reponing to other
Toreigners. he was always on the
lockout for the particularly Ameri-
can combination of largeminded-

ness and lunacy. Pericdically
though. be played around with
Ideas that record not the era or a
hapgening 2o much as his own state
of mind. At these times, Gutmann's
photographs manifest both his
knack for contrast at exacthy the
right point, like a composer chang-
ing keys. and his aptitude for seizing
the combination of mind. mood and
role in its most articulate physical
form. A good example of this is in
“literbug’” New Orleans. A Mardi
Gras gamine, her outstretched amms
like glistening barwings, seems on
the verge of ascent. [n confrapose
her show: shulfling partner is im-
pounded to eanthbom status by
an aura of heavy shadow. While
Gutmann's New Orleans sprite sug-
geats some mysterious, free assocla
thon with a presdously experienced
maoement. the hidden sexuality in her
grace and energy requires less sub-
tle intuiting

In fact, when the subject is a
woman, the sensuality of Gutmann's
viston mingles his own internalized
responses with the recording
process, and he produces some of
his most self-reflexive images. He
presents women both as an eternal
presence. knowable by clear béauty
[ Twe Students of Spelman College.
First College For Black Woman,"
Alabama), and situationally as
products of the "305 melting-pot
culwure |“Texas Woman'“). In some
photographs, he explores ber myth-
ological dimension as a subject in
disguise. Intimating revelations or
secrets. Such is the case in “'in the
Background: The Pimp” New
Orleans: behind the out-ol-focues
head shot of a black woman wear-
ing & white mask is a background
bilurred into shadowy relief. At first
glance. she is intimidating and
accusatory in the manner of Diane
Arbus. Then gradually, the entire
Expressionistic mileu assumes a
sindsser, exigtential unreality of dislo-
«cation in time and sense of place.
The masked face. llke an image cone
sructing itsell in space. seems
caught in a movement more cine-
matic than photographic. One can
imagine a terporal flow into off-
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frame space, in which a plurality of
Images s being held. Ata given
moment, the masked face might
enigmatically disappear, then reap-
pear & second later.

Next to the women, Guimann was
most sensetive to the popular cul-
ture in "30% America, and w the
material manifestations it generated
through a consumer society: the
automobile. of course. was a key
cultural emblem. Gutmann was fas-
cinated. too. with the American use
af advertising and graffil. The peo-
ple had something 1o communicate
that could not be contakined —words
spilled cut randamly onto walls,
fences, cars. and billboards. And as
Gutmann recorded the signs, he not
only explored language as it
appears in the physical woeld, as
competently as any photographer
hag ever done, he also betraved a
longing for the visual sense of the
werk as pure language |n some of
Gutmann's pictures. where the writ-
ten ward becomes the photographic
subject. It is hard to fesl the
srrength of the image and too easy
1o feed conflias between two seem-
ingly disparate forms of commauni-
cation within them. The exceptions
are his graffiti pictures. where Gut-
mann, by including some activity or
content within a subjective frame-
waork, creates an image that tran-
scends the words. Rew, tough, they
presarve & nalve energy as human
documents giving prool of emotion
and passion. The wavering lines and
scrawled words of ' Love-Hate
Graffiti” recount the wrbulent
course of a private relationship. In
the picture. a shy girl oblivious o
the graffiti message that she frames,
enhances the poignancy of the
whele tale within the image. not [ust
the one carried by words. [n one:
sensa a need 1o interpret the photo-
graph rests on the subject matter: in
another, it stems from what the
viewer belisves 1o be the photogra-
pher's approach or attitude toward
the subject, which, with Gutmanan.
can be a personal flavor [wit, hum-
ar. emdotion) so decisively felt that
it takes on a palpable. definable
Presence.

It is hard net to compare photo-
graphs In this exhibit with work
being done today by young pho-
tojournalists, these in their thirties
and forties. One of the changes fifty
years is bound to bring Is a different
approach 1o subject matter, Al
though many young photographers
curremly working within the genne
produce documentanysstyle pic-
tures, they ane more imerested in
creating nasmathve material with
builtin ironies, concerning photo-
graphic representation itself. than in
presenting the world as it is. One
could ask. which are the greater pic-
ures, Gutmann's or the new? It may
e 100 soon fior an answer. But
perhaps there is a clue 1o be found
by making one more comparison, in
another medium. Why does so
“miusch of the best Nec-Expressionist
painting seem remote. even insin-
cere in comparison 1o any of the
German artist Max Beckmann's
major paimings from the “30s and
*$0s? The “new™ photojoumalism of
the "80% often seems the same way
when compared to Gutmann’s pic-
tures from the ‘305 Ferhaps it is
because figures that people the
waork of both generations are signili-
ers; but both Gutmann's and Beck-
manr's figures refer 1o a world of
flesh and blood, thus their signifiers
have a strength and credibility that
the new generations do not. Borm
of the earth, and not the media
spectacke of "B0s world culture, we
«can identlfy with the people in Gut-
mann's images, either by memaory
of imaginathon. In contrast, figures
In the “new" wark descend from
the simulacrum. from hyperreal
mexdels of the mass media. which
according to lean Baudrillard, the
French soclclogist. have no origin
no reality.

As ouchstones echoing both a
historical era and a historical fact
GuFani's images are unique (n
another sense. Because the figures
peopling them still bum with the
immediacy of direct witness, Gue-
Manf's pictures are reminders that
Imaginaticn is rooted in direa
experience and that spectacular
miediation can sever its roots

WHAT YOU THINK
YOU SEE

WHAT YOU THINK,
YOU SEE

HOPPS’" A PRIORI
FORMULA FOR A
SPECIFIC SITUATION
GIVEN A SPECIFIC
DURATION

Four Walls was an echifition saged by
Walter Happs, Diveclor of the Menil Colla-
tiow. to celefrate the Fiftk Anniversary of
the Heston Center for Photography along
with Joke Gutmann's pholograpks of lie
South and Scuthwes, Oober 17—
Mowember 16,

By Jill A, Kyle

To be successiul an exhibit
should elicit a reaction, good of
biad, from those who come 0 S8 it
Many curators ase not particular
abeat the response. just 5o long as
it occurs. For example. there are
gallery and museum directors who
feel delighted upon hearing “what
15 that supposed to mean?’ Those
who have the hardest ume are the
naive, yet carmest, Spectators ook
ing for communécation through
encoumners with artforms. Often.
they desperately need clues for
decoding. but even without them,
their curicsity usually keeps them
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Wialter Happs: HERE

coming back. Four Walls: An Exhibition
Slaged by Welter Hopps is & good one.
MNobody who sees it will feel that
the mental machinery behind it has
been revealed, but there is no need
for that. 5o long a4 same material in
the exhibit can speak 1o anyone.
Upon entering HCP. and bearing
left. anytime between October 17
and Nevember 16, a visitor will be
surrounded by Hopps' Four Wills.
‘Whether it be a curious passarby
coming in off the street or a veteran
gallery-goer, my bet is that the per-
son's attention will. right off, be
riveted to the wall containing selec-
thons from the Menil Collection
There, 33 photographs constitute a
concise, but choice, histary of
approaches to subject matter by
both American and European
masters in the medism. “There” is
the tithe Hopps, wha is a director of
the Menil Collection. has assigned
o this photographic wall of fame.
{In the window is Ruth Morgan's
powerful “Maximum Securily, San
Quentin. 1983 the mast recent pic-
ture in the Menil group) Menticning
a few of the names on labels under
the photographs — Eugéne Atget.
André Kerdsz. [scques Henri Lar-
tigue, W, Eugere Smith=—will give
an idea of the richly diverse cata-
logue of vocabularies represented
Stylistic samples include the crganic
abstraction of Man Ray’s sendual
nude Le Prieee, 1930; the simplicity
and elegance in Walker Evans
architectural descriptions: Charles
lohn Lawghlin's wispy apparitional
Image. “At the End of the Read Idi-

Henri Cavtler-Bresson: Marced Duchamp
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ocy Awaited: June 1949, the starkly
graphic quality of Brassal 's “Graffiti
Heart." 1940,

Maost of the photographs on this
wall are silver prints. except for
some of the earliest cnes—
Eadweard Muybreidge's collotype.
“Woman Dancing.” 1887; Frederick

Mam Ray- Le Priere. 1930

Henry Evans' platinum peint,
“Durham Cathedral: High Vaulted
Passageway.” 1900; and an unat-
tributed. untithed group of five
daguerrotype cantes de wiate. of which
one is a ponrait of Frederick Doug-
las. Within the structure of its own
emvironment, and spreading to the
larger one that houses it the con-
tends of the wall invite response 1o

1“"
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the “museumness” of the entire
site. At least for the duration of this
exhibit, all the walls of HCF form a
mEseUm, & repository of ideas and
objects liguring in the history and
theory of art and photography. And
overlooking it all with wry humor. (n
a photograph by Henri Cander
Bresson, i Marcel Duchamp. a
cropped portion of his readymade
Birgele Wheel of 1913 to one side.

Duchamp. the most influential
precursor 1o Concepiual an, is given
a fieting location —almost in the
exact center of "There™' Duchamp’s
visage and his Bioxle Whed are
reminders that when he ripped the
readymade ocbject ostentatiously
out of context. he assigned 1o it the
status of art, and at the same time.
Implied that part of its meaning as
an artwork could be found in the
subwersion of the wheel's function.
‘What Hopps gently parcdses
throughout his exhibit. and what
unifies . is the idea of an through
selection — the same idea harking
back 1o Duchamp and vastly
enlarged in scope through the use
of photographs.

Because of their documentary
function. photographs are crucial to
the expasure il pot the making. of
practically every manifestation of
conceptial-type art. In his exhibit.
Hopps shows how the medium has
nurtured the development of [dea-
ariented art in other ways Resoning
1o varkous struciural strategies
through combinations of several
many or parts of photographs,
Hopps vehiculates a conceptual

2

complexity that would not be possi-
blie in the use of a single picure.
“Neow” the south wall. containg
thres abstractions made a few
nights before the exhibition opened
by H. Detering. |. Gutmann, and L
Thomas. Each of the three amrange-
ments is constructed from photo-
graphic material provided by
Hopps. On “Here.” the north wall,
Hopgs himsalf has arranged pic-
tures he wok at HCP a week belore
the exhibit, into various suits of
random orlemations — right side up.
upside down, sideways. Neither seri-
al nor sequential. but somewhere in
between, the group of “Here” and
“Now'” expand the content within
the overall work by calling attention
to the process imclved.in making
choices. ~10 Hours.* the fourth wall
displiys photo-images by HCP
members as part of a timed installa-
tion. Within a 10-hour period on
October 14, Hopps invited any HCP
member 1o bring In work to be hung
in his exhibit.

When seeking conduits for com-
munication within the exhibit. codes
can be useful: time place, invitation.
selection, etc. However codes, like
figures of speech in language. can
became clichéd, If one were 1o ask
about “Here" and *'Now™ —what
are they supposed o mean?—an
answer might be —they're coded to
time and spacefplace. Fine but what
s not? Of greater value than codes
ifi getting to meanings in Four Walls
Is to recognize it as both a single
entity. and as a congepiualiype
work. It would net be out of place
1o regard Four Wealls as & "process”
plece, this implying that what is
oSt impartant is not the result. the
completed work. but the creative
Processed) appropriate to bringing
it about. And 1o be sure. something
that generates a definite energy and
intensity about the exhibition is the
viewers awareness that Hopps'
prefiguration, his analyzing and syn-
thesizing. has its cwn loghc and rela-
tionship to content. which is
Enowable to him, but maybe to no
one else. An awareness, in fact. that
stimulates systems of thinking and
encourages artistic dislogue.

8 A, Kyl i5 a frequent contributor Lo

SPOT and other art peviodicals published
Im Hioeeifon fuch as Amscene

PATSY CRAVENS'
FANTASY PLACES

Photagraphs By Patsy Cravens were shoum
af Butera's. Monire, Sepleniber 2 —
Movember T.

By Julic Lee

Good feed and good company
are pleasantly anticipated and ford-

Puatsy Crawents: Untitled foriginal in eolor)

ly remembered, Even alone, you
«can find both at Butera's on Mon-
trose Since relocating in the Chel
sea Market, Butera's has hung for
customer enjoyment. the work of
twa Houston photographers. Peter
Brown was first, We came to know
his work In a letsurely way over the
summer. Leigh Farmer's work was
up during most of August. Now, in
early tall. we are finding new friends
In the work of Patsy Cravens. All af
thess exhibits have been curated by
Beth Beloff. Those interested in par-
chasing any of Cravens’ photographs
are referred 1o the MchMurtrey Gal-
lery. Butera's remains a popular
neighborhond eating place —not a
gallery. But this is an opportunity
full of promise for photographers
and customers allke. We who have
lingered there in quieter hours over
coffee or wine have enjoved a pic-
e of two of three. One plcture
near my table seems a genérous
alfering. 1 like o think that | will
return soon to make friends with
ancther, Taken in slowly. these are
gifts which will keep on giving. If
wou prefer. you can meet ¢ach and
everyone on the first visit. but lin-
gering ks something we don't often
da. It feels good for a change.

Cravens péctures at Butera's
represent a change for her as they
are printed larger than her usual 5
of & inch size. She tends to prefer
the intimacy of the smaller size. But
these are right for the space and do
evoke a feeling of intimacy. They
give me something to relate to in
this relatively wide and airy space

Cravens statement which accom-
panies the show makes for good
reading. She asks. “'My lavorite pic-
tures are of lantasy places in my
head anyway” Her pictures are all
grounded in places which seem
familiar, even crdinary. but they
become “litle windows into a pri-
vate world.* The strength of her
work lies in its evocative power, A
Fantasy place has no boundaries—
mine yours, anybody's

A suocessful work of an gives me
the discovery of things half seen
and only partly understood. a sense
of mystery and revelation, questions
asked and only hints of answers, ke
a poem.” Were she not a photogra-
pher, Patsy Cravens would have to
be a poet or a painter of who knows
what. Mo doubt that she ks fascinat-
ed with wonder and mystery and
revelation. Doors, windows, screens,
plastic sheeting panes and plates of
glass, rain, veils of light. angled
wines and branches. Usually there is
a tantalizing lumincsity which
invites us into her world, | am won-
dering il the places to which she
dranws us are not all the same
infinitely varied place. Or perhags
they are places in the heart, some-
thing of a self-partrait

She does have two more |iteral
self-ponraits in the show and says
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that one day she would like 1o do a
show af all self-ponsaits Can her
sense of wonder and discovery be
applied directly to the self without
metaphar? She shows us some of
the new directions being consi-
dered. She offers us six smaller,
handpainted pictures which are sub-
the but lacking in the Tumincsity
which i 2o impartant 1o her cther
work. And she speaks of her frustra-
tion with single isolated images, of
her need to tell a longer tale.

Onher pictures by Patsy Cravens
are to be shown at Chocolate Bayou
Theater in conjunction with a lohn
Faulk play. Derp in the Heat, October
13 - Nevember |5, This work is enti-
thed Colovase Cocsaly Reafities and will
Include black and white, color. a
mixture of formats and some of her
writings. Her work is included in the
Texas Fine Ars Association's Taas
Anmaal 1984, at Laguna Glaria Muse-
um in Austin. November 21 - Janu-
ary 4, This annual show was juried
by Walter Hopps. director of the
Menil eollection and parts of the
show will travel to other locations in
Texas. Her work ks also included in
the Dallas Women's Caucus for the
Arts show entithed 150 Works by Toas
Weeten Artits, This show was juried
by Ann Sutherland Harris and can
be spen at Dallas City Hall, Movem-
ber 3 - Nowember 28

Cravens’ show at Butera's lasts
thratgh Movember 7. Then we look
forward 1o Janice Rubin (November -
Decembern) and Robert Cozens
[lanuary - February) and Charlctte
Land (March - Aprill. The Butera's
on Sheperd will be putting up some
exhibitions as well In December,
they will show a unique installation
by Mary Margaret Hansen based on
photographs made from a single
negative. This is & very different
space and it will be interesting to
see what exhibitions are selected
T it. Kathy Cralt of Butera's is the
person 1o credit with developing the
exhibition program, She i quick 1o
point cut that photography Is a new
interest bor her and that policy is
evolving with the program

Beth Befoll (789-3513) and Maud
Lipscomb (526-0266] have volun-
teered their asststance and can help
these who are interested in having
wark shown

TRUTH
OVERSHADOWS ART

Wendy Watriss: Central America—
An Exhibition of Documentary Pho-
tography was shows at College of the
Mainland, September 11 - Oclober 22
1986, A lectiore by Wendy Wetriss i avail-
able on videotape. and can Be requested
either through the College of the Mainfand
ar Ihe Hougion Center for Pholography,

By April Rapier

“What we see in Central America
.5 the absence or weakness of

poditical instinutians. . - Carlos
Fuentes, |984

As part of a statement accom-
panying an exhibit of her work at
College of the Mainland, Wendy
Watriss cited a poll which deter-
mined that 65% of American citi-
zens don't know what side the US
supponts in Nicaragua and Sakvados,
ar where those countries are locat-
ed. Historically. ene might conclude
that the mare appalling a socio-
political truth the less informed the
public might determinedly remain
about it. for to know better and per-
st [or comply, even by maintaining
silence) defines evil at its purest
Such an [llustration Is inescapably
alluded o in the work: no one is
allowed to leave with innocenoe
Intact

‘Watrtss foresaw the danger inher-
&Nt 1o any outsider oF nen-partici-
pant. photographing poverty and
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Wendy \Watris: Campesino Family, Salvador, 1984

wawr in a pant of the world where the
palitics of hunger dominate. and
tempered the images in their pre-
sentation and physical Liyout. Di-
wvided In two parts — Nicaragua and
Salvador—the exhibit was designed
to read as a book or magazine
might: the narrative enhanced by
text. dyptich and double dypeich,
and color and black and white jux-
taposed. The images were modestly
mounted and put behind glass. The
coit of museum mounting and fram-
ing. for example. a %0 plece show.
not to mention film and lab costs,
would be an appalling concept in
the context of day 1o day reality for
the average Central American citi-
2en. Watriss focussed attention on
the Images. and gestured respectful-
Iy in deference 1o the excessive
need engendered by life in coun-
tries &t war, The effect is powerful
and moving: althowgh it ks clear that
the issues afe tharoughly examined
and deeply felt. and that Watriss ks a
politicized and caring being. one is
lieft v conclude for oneself, This is
the result of an illustrative position,
the information skewed by ant alone.
Truth is. bad guys snd good guys all
lock alike,

Women have it rough, their lives
intercut with pretty images of
macha men smiling behind gurs.
‘Warriss seems painfully sensitive to
the onerowsness. the hatefullness of
making life work under the tedium
and anguish of poverty. The images
examine the boredom ol an exas-
perated, endless wait. the only con-
<lusion being that the ending is
undefinable. one few could believe
in anyway. People always seem to
be lined up for unavallable necessi-
ties. The interiors of houses show
signs of order imposed on very litihe
except what's missing— brooms and
shovels preside over dint floors, The
preparing of food —tortillas as saple
=bring 1o mind other axremres:
refrigerators brimming. comvenience
stores where one pays extra for the
word, lowely and gleaming health
food emporniums that double as re-
spectable places 1o find a future
mate. Watriss shows us a workd where
everything is makeshilt, impessibly
functional. yet in possession of im-
portance and dignity, Inside rooms
where holes In the wall serve as win-
dows, small children struggle to
read in dim light. And dead camera
and wape recorder baneries pay taxi
fares. sa debilitating are the various
embargoes and econamic sanctions
impased by the LS. The caption of
an image of the TEXNICSA texrile
factory in Nicaragua tells about the
ageing US-made machinery. and
the unavailability of replacement
parts. It goes on to read that ma-
chines are slowly being replaced by
Sowiet-built equipment. Watriss'
stand gains strength from the sim-
plicity of both sitwations explored
and her stralightforward presenta-

tion of those siwations. Alhough
human rights and feminist (a strange
concept 1o search for in Central
America) issues are pomrayed bold-
Iy, political references are anti-
propagandistic. vague. No one Is
called to task, for no one i perfec
(There exist human rights viclations
on all sicdes) In fact, there is a Curi-
ous ambiguity to those images with
the strongest propagandistic peten-
tial. For example the machines in
the above-mentioned image are
huminous, resolution incredibly
detalled.

Another category of Image shows
exuberant peophe doing a rather
sexual dancing in the maln square
all night. In similar siuations. and
equivalent nights, |'ve had the feel-
ing that about half the people didnt
really understand nor care too
much about the implications. of the
win One black and white image
where this feeling s clear is of a
coupde on election night. embrac-
Ing. The man's eyes are shaded by a
white har. The back of the woman's.
dress is sweat-soaked. Passion exists
here at many different levels.
Ancther incredibly gorgeous color
pictune is quite simdlar in leeding —
rich. super-heated colors. reds and
yellows mainly. surround beown skin
and black hair, A woman with red
and black paint smeared on her
face is seen in profile. red recurring
throwghout her ervironment. A
child in the background is raised
overhead. In crucifixion pose.
Although both images posess a sur-
real quality. the people within are
serene sedated, yet determined in
spite of the overwhelming Futility of
celebration and protest. The festivi-
ty was In effect inappropriate or
unjustified, in spite of the losses
Incurred to bring it about—an
excuse, of maybe the inescapable
byproduct of propaganda. A photo-
graph of the public funeral of “a
well-known and popular Sandanista
official killed by Contras™ had a
similar feel, with so many issues and
emaotions being factored in. Hyster-
i, not reason. Is the wsual result
when emotions fall to a general
plane. Or perhaps ecstasy Is as
appropriate as anything else when
thee stakes. are higher and the odds
against.

Murals and paintings of the reve-
lution stand in homage and state-
ments like “almost every family in
Micaragua has a relative who has
been killed in the Contra war™
laccompanying “Nicaragua Mother,
Matagalpa”, & woman whose two
daughters were killed in Cantra farm
atacks) bring to bear their
relevance and Imponance as
ancther witnessing method

So while men go to fight and
guard what is left. and people from
the rest of the world help as best
they can. serving as witnesses for
peace and violation. women and
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children endure the humiliation of
the wait, Huge bags of cast off or
surplus food (some labels bear US
wamings. probably regarding mis-
use) are divided by hand, and the
machetes stirring the contents say
more than images af anti-US. grafli-
tl. for one has come to expect that
sort of thing. vet, although images
of poverty are ot new to us. an
image such as the ene of a child
holding a pot of beans. her shoes
foolishly large jand therefare ot
functional), her dress once special,
but now just dirty. and she inatten-
tive 1o any such detall —linger as an
irreconcilable, dissored dreams that
portend absolute truth.

Omens shimemer like dreams in
much of the work. The demonstra-
tive, noisy deligh of five litle girls
checking out a thermormeter for the
firse time gives way to the probabil-
ty that no medicine is available for
thee: fieser. The clinics give comfart
and little else: the doctors and
nurses have no hope to offer. A
dyptich titled “Malnutrition, pedi-
atric ward of one of the largest
provincial hospials in Salvador™,
places the image of a e girl ina
crib, dressed in a hospital gown,
atop the image of a baby whose age
is unclear —near death, looking
away from the camera. in a nurse’s

arms. Does the bottom image antici-

pate the fate of the child in the
image above?

The citybarrio images include
thoughts about the physicality and
symbolism of one's surroundings:
within populations. on sireets and
howses, and in clothing, color is
meted out carefully, 5o as not to dis-
turb any balance or offset any dis-
may of arouse undue attention.
Shadows form extensions ol howses,
50 tenuous ane futures (blue
predominaes). Murals and slogans
are invasive and ubiquitous: some
people behind windows ook
amused and unaffected. Does it
mean that change is complete and
Irreversible? Often, murals descend
into advenisement posters. graffii
and vandalism: when juxtaposed
beside recruitment posters. it cre-
ates a disaffecting and unhappy
contradiction —a neutralization of
both. Some window panes are
broken out, others reflect domestici-
ty and the odd bind or tree. Bt chil-
dren live behind those broken
panes, with their families, their lives
unsahvagable. dreams irretrisvable.

Althowgh some of the color land-
scapes are panoramic and ethereal.
any idealized romanticism fades
quickly at the recognition that
cemeteries. for example. are closed
off with barbed wire. The introdie-
tion of people into the mane rusal
settings has an aliogether different.
brittle, explosive feel. People seem
hardened, codified. uniormily
steeled. One senses an acting out or
role-playing. perhaps a way of disas-

soclating from the horror, for the
benefit of the camera. in Images
such as “Mear |inctega— Northem
Nicaragua Combat Zone'. Families
In the rural cooperatives seem
much the same as in the cities. if not
meee settled in. Most children clewn
for the camera amyway, and icono-
graphic eccentricities exist through-
out ["'Rural Laborer at Home™)
Warriss tells the stories spasingly.
and as an audience. one is left want-
ing mone information. just as one is
frustrated. saddened. and moved o
respand. [t is a great tribue to her
journalistic kil and artistic sensibili-
ty that the truth overshadows any
BN 1D SWaY.

POST-
REVOLUTIONARY
CONTEXT OF
CASASOLA'S
PHOTOGRAPHS

The exhifstion. The World of
Augustin Victor Casasola: Mexico
1900 — 1938, was shown al 1he Sarah
Campbrll Blaffer Gallerw. University of
Houslon, Seplemiber 16— Octofer 26,

By Ed Osowski

The name of the Mexican photo-
journalist Augustin Victor Casasola
is rot wickely known, Two standand
texts. Beaumont Mewhall's Hislony of
Photogeaplty [rev. ed. 1982) and Phe-
tojournalise (197 1) {rom the Editors of
Time:Life bocks. fail to include him
In her new wark Werld History of Pio-
dography |1984) Naomi Rosenblum
attempts o commect these omissions.
She calls Casasola, “Probably the
first photagrapher in his country 1o
think of himself as a photcjour-
nalist™ and praises him for being
“surprisingly modern in lealing”
What Rosenblum laments is that
Casasola's prints remain largely
URNSEen.

Twor éxhibitions in Houston this
Fall. The Werld of Asgustin Vichor Casaso-
ke Memiso: 1900-1938 ax the Universi-
ty of Houston's Blaffer Gallery and a
small group of eight prints ar Deter-
ing Book Gallery, introduced Casa-
sola's name and atempted o
correct Rosenblum's lament, But the
two exhibitions raised as many
questions &5 they tried 1o answer
about Casasola. about the attribu-
tion ef his works, his place in the
tradition of photo-journalism, and
the nature and function of docu-
memary photographs.

Boen in 1874, Casasola began his
<career a5 a print journalist. Around
the wrn of the century he wemed his
attention o photograptny. Working
for E Imparcial, the official newspa-
per of the dictator Porfirie Diaz. and
for EI Tiempe. an inflsential Catholic
paper, Casasola wok photographs
to [lustrate all sections of the pa-
per: popular events, sports, fash-
ions. cultural activities. politics. Many
of these were posed and would be
viewed today as litthe mose than
"press release” photographs. In
1911 he founded the Sockety of
Press Photographers and in 1914
the independent Photographic
Information Agency. Following the
ten years of the Revolution [1910-
1920) he was hired by Presidents
Obregon (1920) and Calles [1924) as
chief photographer for a varlety of
government depanments.

Arcund the time he established
the Photographic Information Agen-
oy, Casasola recognized a néed to
establish a photographic archive to
preserve his own works and the work
of others as well. The first item to
emerge from the archive was Gragiic
History Alban [1921), which coverad
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the preceding ten revolutionary
years. The collection he Sartéd i
now called the Archive Casascla
and comains hundreds of thou-
sands of photographic images. In
the mid-seventies. the Mexican gov-
emment formally declared it the
national photographic archive and
began to fund it. Casasola died

im 1938,

The title of the Blaffer Gallery
exhibition deliberately skins the
question of attribution. Clearly. nct
every photograph seen here was by
Casasola himsedf. One, in fact. (a for-
mal portrait of the family of Pres.
Diaz) ks dated 1890, ten years
before Cagasola made the switch to
photograpghy. And two late portraits,
of the poet Manuel Maples Arce
and the intellecteal David Allara
Siqueiros. are dated several years
after his death. The prims them-
sedves are not vintags but were
issued by the Archive Casasola for
this exhibition which has been
travelling since it opened in
Washington DIC. in 1984,

50 in looking at the photographs.
ane is farced to avoid the question
of how an individual aesthetic —chal-
lenged by the revolutionary spirit—
responded 1o the dernand that the
photographic image be a tool in
shaping minds and changing hearts.
Mo clear answers are forthcoming as
to how a photographer negotiates
the path between the shifting loyal-
ties of work and politics

The earliest photograph, the Diaz
family portrait mentioned above. is
typécal of the late Victorian
approach 1o family pontraiture. The
six adults and one young girl could
be members of any rich family.
MNeothing about their poses, their
costumes. nor their setting. suggests
that they are related o the haved
dictator. That the figures are static.
the women almost manneguins in
the gowns that display their wealth
and taste, owes as much to the con-
ventions of the photograph as o
any subtle “message” the photogra-
pher wished to impart. They all gaze
either directly at the camera or,
«oddly. at angles off ino space. not
% each other. A peculiar, almost
troubled calm seems to rest upon
them and one observes that there is
ro intimacy here, Forty years later,
In ancther “Family™ portrait, the
same troubled calm fills the photo-
graph, Four children, one a blurred
image. flank their seated mother,
the hushand and father standing
behind them. Shoeless, their clothes
torn and dirty. they are the urban
poor. The photographer has posed
them on the balcony of a house that
must have, at one time. belonged o
a family far wealthser than they. An
elaborate door with formal tracings
and carvings is to the family’s right
and underscores their poverty.

It i & truism, worth repeating,
hwever. that we find in the photo-
graphic image what we are pre-
pared o find there. Especially in the
documentary photograph, which
«carries with it the weight of a long
tradition of liberal sentiment, we are
prepared to respond more fully (in
an emctional sense] to the second
family. Estelle |ussim has written
that “all images are interpreted
within the context of social beliefs.”
When viewing the twa family por-
tralts described above. we are
affected more immediately by the
poverty and suffering projected by
the second family, We favor them as
& group because not to do so would
b tor allgn ourselves with the lorces
of repression represented by the
First family.

Consider the two mes convincing
photographs of children in the exhi-
bition. In “'Children of a Family of
the Porfirio Years™ (1905). two boys.
probably brothers, share an over-
uffed arm-chair. They are reading
the paper Bl Imparcial, the official
paper of the Diaz regime, ane
remembers. Behind them. looking
over them iguarding them?controll
ing them?) (s a large portrait of the
dictatar hirmsall. The boys are studi-
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ous, attentive. beyond their young
years, representatives of a fived
Intellecual and political order that
finds expression in thelr poses. their
setting. The work could indeed be
an advenising photograph for the
benefits that come from reading EI
Imparcial. In “Orphanage™ 1918, a
large group of children stops before
the camera, Their faces are grim,
their uniforms patched and dirty.
T children have stepped away
from the cthers. One. & young boy,
threatens to walk into our space. to
disrupt the distance between sub-
ject and viewer. to dislodge by his
action. the gap in emotional dis-
tance that permits us to observe the
predicament of these orphans and.
In cur minds, write a fiction that
accounts for their predicament.

The Information contained in
these photographs. then. Is suspect,
not because the photographer has
manipulated their content. but
because we view them from a post:
revolutionary context. To quote
Gary Indiana. these works are ot
“reality transcripts” but are “objects
emitting messages™ that jog our
palitical sensibilities

If one group of images holds our
attention longer and are more wor-
thy of serious attention it ks the
large number of works which depict
women, In a group portralt of Obre-
gon's wife, Maria. and a retinue of
her colleagues (1921). one woman
cannoct be distinguished (rom
ancther, Their hats. dresses. bags.
and fur boas are the “prizes” of a
revolution that some may say has
failed. “Wives of Obregonist Offl-
clals Visiting a Comectional Instinu-
thon'” [1922) is truly standing for how
clearly it expresses the dilemma of
women. The women peek out rom
behind the rows of inmates. The
mien hide them. keep them in place
idespae their “outlew™ status), their
postion in the revolutionary order
clearly second rate. By contrast. the
images of soldederas (camp followers)
reveal a different social crder,
‘Women and men link hands in many
of these photographs and one
senses the flow of energy. of belied,
across the great gap that separates
women from men. the feudal from
the modern. In "Soldiers and Sol-
drderas’” 11914) the band of bullets
which crisscrosses the soldiers
chist echoes the reboes draped,
almost liturgically. around the
woman. She places her hands on
him as a sign of her concern. of
their unity in the cause, and of her
ability to empower him

That one is reminded of Hine
Sander. and Riis in looking at many
of these photographs attests o their
srength. Those which merit aur
clogest attention ané the ones which
are most ingenuous. least intention-
al. the anes which substitute name-
less faces for the presidents and

isla: Wives of the Obregonist officlals visiting a correctional institution. Mexico. FD. ca. 1922

«challengers to presidential power in
the dance whess partners constant-
ly shifted and changed. Their hold
on us has less 1o do, finally, with
their decumentary qualities. with
the bits of information they alfer ws
than with their rele as symbolic
images of power and power-
lessness.

Ed Crspasiti f5 0 librarian with the Houstom
Public Liinary System. He is a frequent
contribulor to SPOT amd ocoasionally
reviews Bools for the Houston Post.

LAWNDALE ARTISTS’
ADVISORY BOARD
OVERCOMES
PREDICTABLE ART

Visual Prrformance and Literary Auis of
the Lanenaale Artists’ Advisony Board
(LAB) wot exkifited @l the Lawndale Art
& Perjormange Center, University of Hows-
tor, September 30— Oxrober 27

By Carol A. Gerhardt

to the right of the entrance:

a dat to dot dog form

LAB WORK above and to the right
exploration and experimentation
at the LAWNDALE ART ANNEX
white dots

Labeador retriever facial features
and paws

LAE and ol its members

3

at the LAWNDALE ART ANNEX

LAB: shoet for retriever dog
LAB WORKS: in progress

LAB WORKS: for experimenia-
tionfor the community

LAB: nickname/LAWNDALE
ARTISTS ADVISORY BOARD

STIMULUS: résponse

At the moment of entry cne antic-
ipates Pavlovian theorizing — white
jacketed lab assistants —an unautho-
rized area. The contrary actually
exlsts, artists busy with large equip-
ment and & director busy with calls,
The director indicates she'll be just
a moment with a genuinely warm
glance. a5 the unrestrained lab
meouse moves quickly and quietly
along the perimeter of the ware-
house space where tame or predic-
tabde art is questioned,

As director, Mary Evelyn Sorrell iz
chief negotiator when selecting the
stimulus from which Lawndale Art
Annex hopes 1o extract a public
response. The conditioned response
she hopes to elicit is interaction
among artists and audience from
such diverse areas b3 performance,
paink. sculpbure. photography. new
music, prose, poetry, and dance.

Uindike: Pavlow, who restrained his
subjects, Mary Evelyn has given
fraedom to her LAR In the past. the
Lawndale Annex. an appendage of
The: University of Houston, had
provided chose interaction among
artists arvd studbenits as well &2 artists
and audience: The new direcics
hopes. to emphasize such interac-
tion again. In September she

anncunced an advisory board made
up entirely of artists.

The selection of amists was based
in jpart upon their diverse mediums
with hope that sub-committees
compaosed of these artists would
stimulate interans activities. The
September 13 to October 27 exhibi-
tion presented work from artists on
the board. Some artist’s wark
crossed the boundaries of several
mediums, while others embraced
only one.

SARTWELLE/RUNNELS: perfor-
mance collaboration

Charlie Sartwelle's wark crossed
nat only the formal boundaries of
[paint and performance. but inegrat-
ed the work of two anists in ber col-
Laboration, Mas Taps, performed
with John Runnels. Those who
missed the performance on Seplem:
ber 20 coukd view the residual pleces
that lay in state at the Lawndale
space. A verbal recording of “Tales
of Forncation™ which accompanied
Iohn Runned's naked man in a box
performance had been transcribad
and photographs documented the
actual performance which took
place inside the 7'x 3 black box.
The bex, an isolated container in a
vacant pace served as stimulus
There was no immediate evidence
indicating whether the box was a
packing crate in transit or a part of
the exhibition. The collaborators
must have anticipated such response.
50 they stimulated the viewer's curi-
osity even more by emphasizing
holes which they had drilled into
the siches of the box. These peep-
holes drilled at various heights
whetted a desire 1o see in. It is risky
to place eye-ball w peep-hole
Defenses and curiosity heightened
as the content of the black beax
materialized —a bathroom complete
‘with wash basin and toflet. A per-
sonal space indeed even if the
observer moved from side to side
and from peep-hole 1o peep-hole
in hopes of creating a complete
piciure.

The vulnerability necessary to
relate on an Intimate level with
ancther was conceptualized clearly
as the viewer participated with Sart-
welle and Runnels. By erecting four
walls and creating a confined but
personal space. the anists actually
let the idea of walls and fortresses.
fall away. They directed the sudi-
ence to discover the whole but
allowed them to do so In visual frag-
memts, thus discouraging shock and
retraction rather than discouraging
pamicipation.

In addition to the performance
piece, Charlie Sartwelle exhibited
large acrylic paintings which extend
the theme of male-fernale relation-
ships. Lever Man addressed the con-
cept of creativity. Here the anist
integrated specilic archetypes—an
animal skull and the erect penis—
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with her personal experiences. The
result s a naked archetypical man
Facing the cbserver seemingly una-
ware of the 5 hands grasping. giv-
Ing. offering and waiting beneath his
chair.

STEVE PAULE: assemblage

While the performance collabora-
tion encouraged submersian in the
most mundane activities of the
mabe-female relationship, Steve
Paulk's work is irvested in the fan-
nasizing of such relationships. Getting
Auy From It Allisa 5° x 4 assem-
blage of wood panes. old photo-
jgraphs, wom paint, and memories
Central to this is a photographic
image of a ship at sea. Sumounding
the ship are snapshots of the honey-
moon and ol the couple on their
vearly vacations: both situations in
which the male-femnale relationship
i at the height of Sterectypic happi-
ness. Paulk’s message seems most
intense when he juxtaposes his
happy moments with the words,
“Twe Weeks Vacation” By omitting
reference to the other 50 weels of
the year. he heightens sespicion
about the quality and happiness in
a couples daily lives. Medium and
message concur if one serutinizes
the craftsmanship of this assem-
blage. The collecting of memarabilia
and the fantasizing of relationships
Seam 10 move in tandem with
Paulk’s use of boy-scout-like wood-
working skilks that are both a labor
af love and of naiveté
BELA BIBLICWICE: charcoal and
paper

The antist addresses the “Contem-
porary Gods” ina 3 x 7" charcoal
on paper work, Individual kdentity is
questhoned when the viewer s
brought lace 1o lace with the face-
legs, the rejected and the glut-
tonous. Some figures are controlled
and some are in contral in this phys-
ical exploration of bodies.

DD PORTE: photographs

These silver and gelatin phote-
graphs are impregnated with an eve
catching magenta color. if the bits
of self Imposed graffitl within the
frames could be explained or even
intuited these works would carry ot
the impact that their colaration has
begun,

The Focus of the exhibition
seemed unusually disjointed.
Indeed it was: the lack of continuity
became acceptable only after realiz-
Ing that this was a show o call
atention to the newly formed alli-
ance of artists at Lawndale Perhaps
the artists themsalves experienced
the strongest responses w the exhi-
bition because they bagan o inter
act with one another as
sub-committees were formed to
select work for the show. to hang
the show, 10 assess the effectiveness
of perlormances and criticize other
art forms in terms of thelr own. How
would new musie musicians
respond 1o imprompeu instrumen-
tals by visual artists. or a prose
writer to an instantanecus genera-
tion of words. Hopefully artists from
diverse mediums will be imeracting
o clarily and critique their own
work. As a part of the audlence, itts
exciting 1o imagine that the LAB will
elicit not just a conditioned
response. but rather create
invigorating responses from the
COMMUNLY.

AS & VISWeT ONe MUt participate,
one must question and respond
Lawndale does not present a feast
of tamiliar repeatedly anticipated
dishes, but a table of ingredients

SPOT

BOOKS

THE BIG SLEEP/
FLAT DEATH:

AN APOCRYPHAL
DIALOGUE

The Big Sleep fy Raymond Chandler
with aw inlroduction By Lawsesce Clark
Povwell |llustrated witk 40 phoiograghs by
Low Stoumen. Aricn Press, San Framcis-
e D986 fedition of 400,

By James R. Hugunin

“I'm & street photographer, My
camera eschews fiction” Lou Stou-
men grinned sourly, put his pad in
his bag and clipped his pencil on his
vest. Across (rom him sat Andrew
Hayern

Hoyem of San Fransisco's Arise
Press, had just irvited Stoumen to
make photographs iBustrating Arkow's
new edition of Raymond Chandler's
1939 detective novelThe Big Slaep.

My camera hungers for natural.
smog-filtered Bght. for the caught
irmages of city people working, play-
ing golng crazy. brutalizing and lov-
ing each other. There in the streets.”
concluded Stoumen, “Is where
visual trth manifests itself” Then
silently to himself he added: “Ive
made 100 movies in my time and
wan two Academy Awands for films
based on fact. not fiction. I teach
film now as fulltime professor at
UCLA. My dues are paid. 'm sixty-
elght. Why should | once more turn
iy peacelul, treeshaded, book-
lined home inte a casting office.
rehearsal stage. produsction studio,
filmlab, crisis center and fast-food
coffee shop?

Ad 3 persuasive tactic. Hoyem
described the book-to-be: My
design of the book will incorparate
Futura Black display type within an
Art Deco design, Il be protected
by a hand-made hard plastic cover.
b primed on Mohawk Superfine
paper, and your photographs will be
printed by Phelps-Schaefer in
bluablack ductone over double
opague white ink and finished with
a double varnish. That's six imgpres-
sions. Think about it” challenged
Heyem,

It had been ten years since a copy
of The Big Slep haad rested on the
polished wooden coffee table in
Lou Stoumnen’s West Los Angeles
home: it had been a year since | had
visited there and it was already twa
months since Hoyemn had
approached Stoumen abouwt the
project

It was about eleven o'clock in the
moming with the sun not shining
and a look of hard wet rain in the
clearness of the foothills when |
drove up o Swoumen's residence.

W gat dirgctly #cross from each
oither, the carpeted space between
us bridged by a low coffee table
supponing a dog-eared and pencil-
marred paperback of the Chandler
classic. one of a foursome of great
Chandler novels.

‘I've been asked to (lustrate a
new editbon of The Blg Skeep with
photographs” he conlessed
“Andrew Hoyem wants new photo-
graphs that would resemble maotion
péowure publicity sille”

I thought of Lou's prodigous body
of street imagery: real faces, auto
accidents and bold nubile
teenagers. He sensed my hesitation,

"I just re-read the text. I'd for-
gotten how clean and sharp-eyed
the man wree” argued Stoumen.
never taking his eves off my face
“Mo fat. Lots of smell, taste. weather
and true, surprising people. Casting
ideas started in my head. | began to
see faces”

He was looking for a glint of
approval from me, but when |

leaned slowly back in my chadr.
crossed one ankle over my knee.
and rubbed my ankle bone with my
thin mervous hand in preparation for
a formal protest. his tone took on
e Urgency

"It began not 1 matter that the
book was fiction. Truth seems to be
truth. even in a costume”

| made a mental note of his obser-
vation. “A good. swocinor summa-
tion of postmodennist epigemology
Could use it someday myself” |
thought, "in a lecture. in an essay’

o further mollify any protest and

She was worth a stare. She was trouble

24

Lou Stoumen: | caught her under the arms and she went rubberlegged on me instantly

krecwing my proclivity for social
justice), he deftly cass himself within
his favorite role as the “Concerned
Photographer:” ~Besides, | was
attracted again by how meral Chan-
diler wag—or his man Marlowe. He
ithey) actually believed in justice’
As | sipped the beer he'd handed
ene five minutes previously, | con-
[ured up the many scenes he'd have
1o shoot o illustrate the text. | fand-
Iy recalled the many key scenes.
from ~Bogey's” portrayal of
Marlowe in the Howard Hawks
production. | despaired of his ever

surpassing some of thase scepes.
‘How mary. .. | hadn't gotten the
sentence Fully out of my mowh
when he'd anticipated the question
with his reply.

“AL heast forty stills —as best as |
can figure” he Informed me. “Spent
the better part of two months in
deciding which scenes in the nasra-
tive needed 1o be shat. who to cast
In thern and where to shoot them”
He s200d up to siretch his long legs.
ftowering over me and continued,

‘This is going to be the cbverse of
shooting my films The Naked Ege and
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The True Story of ke Ciwll War. In them |
brought a series of still photo-
graphs. or ‘flat deaths’ as Roland
Barthes termed them. to cinematic
lifee. Mow I've got 1o create narrative
photographs to bring cinematic
form 12 a book. With Hoyem as
designer-producer and Chandler as
script writer, I'm directing and pho-
tographing a 'paper-monie”’

As a siren walled ouside. proba-
bly on its way 1o an gccident on the
San Diego freeway. | thought of
similarly staged productions by
cther photographers: the soap
operatic-like scenarios set-up in the

directional mode” and recorded
by Los Angeles photogragher
Eileen Cowin; East Coast artist Holly
Wright's phatographic commen-
tarkes on her mother's acting career,
dipeychs which incorporate actual
paublicity stills in conjunction with
large Cibachromes made of her
mother off-stage. at home. From my
art history wrelage. | remembered
Dr. Donald Strong's Renaissance Art
History course and his strident
reminder that |talian documents
and sources contained no word for
OUF "SCENE T SCEnES were Invariably
called done [Stories). “Each storia |
recall him expounding. ““was an incl-
dent from a continuous: drama, and
based on a simple. human relation-
ship of figures” | brought back into
vivid memory such erie a3 painted
by Giotto=—the Merting al the Goldem
Gate and the Lamestation, —as |
imagined what Stoumen’s photo-
graphic stoa of The Big Sleep might
look like. | felt | should let him in on
my thoughts.

“What you're doing” | told Stou-
men softly. the beer relaxing my
vocal conds, “is not unlike Gictio
adhering ta. and magnificently (llus-
trating. the story narrated in the
Golden Legend by Jacopo da Voragine
a thirteenth-century Genoese
bishop | drew a long beeath and let
it out silenthy. Then | leaned back
and crossed my begs and cominued:

"vour filems and books all seem to
be anchored in a verbal text. all
Your narratives are visual fabula-
tionsand. .

‘Chandler's style” boomed in
Stoumen as abruptly as a just-
turned-on radic in & funeral parkor,
“imvolves a wealth of precise obser-
vations concerning place and peo-
ple. It's highly descriptive. The
camera-eye implied in Chandler's
narrative will be multiplied by my
photographic dlestration of that
narrative’

I nodded a silent, krowing assent,

I went cut at the French doors and
along a smooth red-lagged path
that skinted the far side of the lawn
from the garage. | was holding a
weighty tome that smelled of fresh
ink, felt of hard plastic and cpened
cagerly at my wouch. 1 sat down in
my barrered Maugahyde swivel chair
and read: “'I caught her under the
arms and she went rubber-legged
on me instamly” under the phote-
graph of Marlowe |played by Gene
O Nedl) akwardly catching a coyly
lalling Carmen Sternwood |played
by Sally Hallestead). The characters
were in period costume and ad-
hered 1o Chandber's textual deserip-
tions quite closely. | paged further
on. Under a photo | read: “Gota
match buddy?” and saw a young
killer's imtense gaze nearly fill the
[rame. some palm trees making up
the difference araund the edges.

Unrestrained by the film codes
hobbling the represemation of sexu-
ality In the Howard Hawks produc-
tion, Sioumen's paper movie
#Ctresses more openly flaunt thelr
allure; they invite their objectilica-
tion by the male viewer, a gaze tex-
tually embodied in Marlowes
observations

“For insance” | thought. “there
was that palred set of photographs
of Carmen Sternwood reclining in
bed.” The captions under them
read, respectively: “She smiled. Her
small sharp teeth glinted. 'Cute.
anen’t ¥ she said” and: “She took
hld of the covers. paused dramati-

SPOT

cally. and swept them aside™ Of
course. Manet's Olympis came 1o
mind. But there's a difference here:
the viewer's gaze has now shifted %0
degrees to the right: we are viewing
her naked flesh Mantegnaclike, from
the cutsiretched feet up. Eschewing
modesty, no longer does the pho-
tographer permit the female mode|
1o hide her pubts.

| swivelled my chair a few degrees
clockwise and recalled the first of
several photographs double trucked
across the expanse of the book
Here a leggy Mrs. Vivian Stermwood

Regan (played by Alma Hechzy
poses on a chaise-lounge; her
image was doubled in the mirror
behind her, recalls a plethora of
both cheese-cake snaps and fine art
photographs “This reflection.” 1
assered out loud to an imaginary
audience, “constitutes an internal
duplication. a symetrical imprint like
blotted ink. As such.” | further
mused. "It suggests the very
process af book production itself,
while also using photography o
comment upon photography itself
Yet another internal reference, a

“Meet Philip Marlowe. a private eye who's in a jam.” Cronjager booked me over as if he was [ooking at a photograph

IR SRR

25

1 shot him four times, the Colt straining against my ribs. The gun jumped out of his hands as if it had been kicked

<apticned and double-trucked pho-
tograph linking narration and photo-
graphic process —came suddenly to
mind. | flipped the book open
paged woward its center and finally
found the image. Three very suspi-
cous characters are staring at
Marlowe (and cut of the page at
mee, and yet | am alsa confronting
them while looking at Stoumen's
rendition of them. | commenced to
nithy read the captions: “Meet
Philip Marlowe, & private eye who's
in ajam.” Cronjager looked me over
as if e was looking &t & photo-

graph. Then out lowd | exclaimed;
“Ah | see. this doubling of gazes
and sly commentary on the medium
was intentionall

Paging further. I found another
double-trucked image. In this set-up
Stoumen crchestrates four actors, in
various degrees of exaggerated
gesture. across a horizontal line in
pictorial space. In the intriguing cap-
tion Markowe confesses: 'l began to
lawgh. 1 lawghed |ike an bdiot
without contral,” Mare than any
other photograph in the book. this
scené brought to mind AD. Cole-
men’s term “directonial mode” a5 an
apt lake] for Stoumen’s excursion
ourside his usual domain of

‘documentary’

| couldn't help thinking of histon-
cal precedents for. and contem-
porary instances of, this way of
working. My thoughts ambled on
back 1o those carefully posed pho-
tographs of OG. Rejlander. especial-
ly those forced expressions found in
the pictures executed in the 1870's
to ilustrate Charles Darwin's On the
Expression of the Eseations in Man and
Anmieeal, More recently. in the 1980s,
there was that group show The
Thedtre of Gesture curated by Lisa
Bleombield and hung at the Las
Angeles Center for Photographic
Swdies Certainly Stowmen's
imagery. with its staged gestures
and textual inspiration in the
“already written.” would have been
at home in this context

turned |80 degrees in my chalr
and began to argue, contra Stow-
rven, from critic Michael Fried's
meademist position. Like Fried, | for-
enulated a diatribe against the
experience engendered by ~literalist
art” (a pejorative he'd most cenain-
Iy have visited upon Stoumen's pho-
tagraphs in this bock) in which an
object or image Is in a situation that
by defin imeliudes the Befolder, As
Stoumen's images ane all about
pasitioning some potential
beholder before textually explicie.
but previously un-real-syes-ed
events, his photographs can be
faulted for their postmodearn
“theatricality™

“¥es | thowght. ~how ‘post-
modernist, how unabashedly nestal-
gic were these wisual translations of
a canonical text from the Detective
Suory genre”

IS & genre” Stoumen had told
me on my last visit. “which lile the
genre of documentary photography,
airms at detecting the truth through
a fictive construction.”

1 5t in that faded brown chair of
mire and let the sun put beads of
Sweat on my forehead, An old grey
Flymouth moved forwand, gathered
speed, and dared down the alley
around the comer. | continued
thinking how very postmodem the
‘choreography™ of this book iz
Lethargically. | began to jot down
notes: “'Here is the result of a deci-
sion to produce a high cost, limited
edition volurmne in an ecletic
costume which appropriates Thirtes
A Deco 1o a Filties fascination with
plastics. It sports display type her-
abded a3 Futura. . " But | couldn't
«concentrate that hard

My thoughts wandered to the
price of the book. Not being able w
affoed the book mysell —1 was lucky
just bo temporasily peruse a copy=|
soamewhat creelly imagined a
parade of coffee ables. very much
unlike the one in Stoumen's living
rooim., on which this book will prob-
ably appear. First. there was a
degign by Matteo Thun: & Memphis
plastic laminate followed: next a
Prisma piece by Milo Banghman
floated by a Peter Shire brought up
the rear.

These visions signalled the effects
of the heat and the smog on my
recently imbibed gin and tonic
Before sleep overcame me. miy last
thoughts — hopes really — were that
a larger. more modestly priced edi-
tion of this book might be forthcom-
ing 000,
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POETRY

STOVEPIPE WELLS

Gy Fape's pihotograpits Ravr beem shown
in numreows exhibitions eoughoul the
Unsited States. The poents wre ke from
nalicbocks bep! by Gairy Faye whill plo-
ingraghing ta Deatk Valley

By Gary Faye

Cubetly,

darn explodes

below the horizon. . .

mofning stretches & yawns,

and orange rings cut a<ross the
valley.

Distant mountaings cower,
as the first visible heat
levitates above the sand

Greys shift toward white:

time wears on. . .

the sparkle of morning

takes on an Imperceptible edge.
becomes. mone aggressive,
then penetrating.

and finally a hostile glare,
radiating withering wawes,
bleaching colar from stones,

The plague of heat.

nicew & random rage

spreads contaglously throughou
the day.

incinerating unsheltered life,
then weakening,

a3 a fire consuming its cwn
armosphene

Finally turns upon itself.

and becomes vulnerable.

A boreign brecoe

splriting its way

through the bones of late aftermncan,
eclipses the remmants of heat.

and rescues the survivors.

Bleakness softens.
shadows strengthens,
newly forged dunes
stand etched,

In afternoon light.

There is an overahelming sense of
vidingss,

that comes to Death Valley

|ust after sundown

Looking west,

across the pewter sand dunes.
crange sunglow stresches for miles,
behind the blue silhouette of
Slerras.

The surface temparature

has dropped a hundred degrees, .
the sunsst breeze has passed.
and for a few special moments,
time has been suspended,

and the day's angry heat

s replaced

by & startling peace

If the greying dunes had a sound.
they would sort of glow

with a stillness that wd. make you
embamrassed

with the ringing of your own ears.

There is & sacred silence

that accompanies a flush of
FWAreNess. . .

this valley,

that has been here for billions of
YEars,

makis man seem

frredevant. . .

I'd love 1o photograph that,
T
| think Angel already did

The stinging heat

of the desert floos

glves off day.

and lades

o 8 chorus of erickets & birds,
announcing:

their cwn survival

and the healing of night.
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Gary Fage- Stoveplpe Wells, 15846
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PHOTO FELLOWSHIPS
REGIONAL PROGRAM

Mid-america Ars Alliance (M-
AAA) will wward up to 15 $3.500
grants [n a slx-state photography
competiticn.

Co-sponsored by the Mational
Endowment for the Arts (NEA). the
competition ks open o phetogra-
phers living in Texas, Oklahoma,
Mebraska, Missourl, Kansas and
Arkansas. Deadline for application
B lanuary 14, 1987

According to M-AAA Visual Arts
Director Edesn Martin. the fellow-
ship program was established 1o
honor artists in the slestates negion
“whaose work deserves more recog-
nition and visibality than it would
otherwise get.

“"We're looking for photographers
of exceptional talent at all sages of
their careers.” she said “But we
expect an applicant o already have
created a substantial bedy of work”

Winners, to be announced in
March, will be selected by a panel
of three nationally recognized
artists and cne curator.

Eligible applicants must reside in
ame of the six states served by M-
AAA Fulltime graduate or under-
graduate students and recipients of
NEA Visual Arts Fellowships will not
be considersd.

For infarmation on application
proceedures, contact Bev Brinson or
ludy Kennet &t MidAmerica Arts
Alliance: 20 West 9th St Sulte 550,
Kamsas Ciy, MO 64105, phone (B16)
421-1388,

The MAANEA Fellowship Award
Program. established in 1963, was
the first in the country to give recog:
nition and support to established
and emerging artiss on a regonal
level .

1986 NEA
PHOTOGRAPHERS
FELLOWSHIPS

The National Endowment for the
Ants. recently announced the 1986
Visual Artists Fellowships for pho-
tography. As in previous years grants
were made in the amounts of
55,000, 515000, and 525.000. in
recommending awasds, panelists
considered several criteria: appli-
cant’s work, & carger summary,
and—based on those factors—
evidence that the “applicant’s work
reflects continuous serious and ex-
ceptional assthetic imvestigation,
and will be at a critical point of
development during the proposed
grany period.”

The photography panel reviewed
1.7%4 applications (1.09] from men.
663 from women) this year, com-

pared to 1.737 in 1984, However, to-
1l funding for this category fell from
$7%5.000 to S450.000 this year,

Robert Heinecken, who heads the
photography pregram in the School
of Am at UCLA. was awarded the
only 525,000 Fellraship

The: following 1T photographers
recetved awards of $15,000: Paul
Berger, Seattle. 'Wh; Francois Des-
champs. New Faltz. NY; Larry Fink,
Martins Creek. PA: Angel Franco,
New York. NY: Phillip Calgiani, New
York. MY, Ralph Gikson, New York,
NY: Frank Gohlke. Minneapolis, MN;
Misha Gordan, Troy, MI: Kenneth
Graves, State College. Pa: Willis
Harisharn, New York. MY Suzanne
Hellmuth & lock Reynolds, Washing-
ton, DC: Willlam Larson, Fhiladel
phia, P: Nicholas Mixon Cambridge.
MA: Jeflrey Silverthorne Central
Falls. RI: Lew Thomas. Houston. TX:
«Carl Toth, Bloomfield Hills, MI: and
loel-Peter Witkin, Albuquergue MM

Fellowships of 53,000 were awarded
1o the following 34 photographers:
Shelley Bachman, Philadelphia, PA;
Lisa Bloomfield, Los Angeles, CA:
Amoine Bootz, Brooklyn NY: Har-
wey Butes, Brooklyn, NY. lames
Casebere. New York. NY: lohn Cop-
lans. New York. NY: Janet Delaney,
San Francisco, CA; Sandra Feeny,
Providence, RL Ellen Garvens,
Brooklyn. NY: CL. Gips. Takoma
Park. MD: Ed Grazda, New York, NY.
David Hanson, Billings. MT. Tamarra
Kaida. Mesa, AZ: Karen Knorr, Lon-
dion, England: Ken Light, Vallejo,
CA: Skeet McAuley. Dallas, TX: Ken-
neth MoGowan (deceased): Tony
Mendoza, Miami. FL: Francis Mur-
ray, Tueson, AZ: David Prifti, Bright-
on. MA: Holly Roberts, Zuni. NM:
Tudith Ross, Bathlehem, PA: Anne
Rowland. Cambridge. MA: Sheron
Rupp. Florence. MA; Andrew Savu-
lich, Long Island City, NY: ohn
Schiesinger. Brooklyn, NY: Andres
Serrano, New York: loseph Squber.
Alameda, CA: Douglas Starn/Mi-
chael Starn, Boston, MA: Larry Sul-
tan. Greenbrae CA: Linda Swanz.
Cambridge, MA: Stephen Szaba,
Washington. DC: Ann Wulff, Sac-
ramento, CA: and Philip-Lorca di
Corcia. NY.

The panelists for the 1986 NEA
Wisual Artists Fellowships in Photog-
raphy were photographers Ricardo
Block. St Paul, MN: Julic Mitchel,
Brooklyn. MY: Richard Misrach. Em-
eryville: CA and Kenneth Shorr, Tuc-
son, AZ Also on the panel were
Barbara Norflest. photographer and
curator, Harvard University, and
Robert Sobieszek, cusator, Interma-
ticnal Museumn of Photography at
George Eastman House,

The application deadline for the
next NEA fellowships in phetogra-
phy ks lanuary 2%. 1988 Three
regional ans organizations (see
announcement for Mid-America
Arns Alliance) will be offering NEA
regional lellowships for ermerging
photographers in 1987, For further
Information write to National En-
dowment for the Arts, Washington
DT 20506,
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LETTERS

Sally Gall's review [SPOT, Summer
1986] of the Self-Portrait in Pholograghy
exhibition would have been #ccu-
rate had she bothered to read the
press release and check some facts
out before so cavalierly panning the:
shora, First of all the exhibition was
a pan af the milestone one shown
last year in Lausanne. Switzerland.
combining and comrasting the genre:
of self-portraiture in the traditional

redium of pairting and in the “mod-

em” medium of photography, The
large exhaustive and analytic cata-
log waes available on the entry table
at the Blafler Gallery, Therein the
exhibition’s deeper philosophic
message and subject divisions are
detailed.

What limitations of time. cost. and
availability of laans imposed an the
show of over 200 photographs at
Blaffer Gallery vis-a- the “original
and complete” exhibition in Lau-
sanne wene in the publicly declared
words of Cornell Capa. remedied by
the unexpectedly profuse and sub-
tle images of important historic
Eurcpean personages. litthe known
o the public here. Starting with the
earliest multiple image by Hippolyte
Bayard. 1848, and the later ones by
Franz von Sauck. 1o the fascinating
phatographs of and by lse Bing
whose one-woman show ran concur-
rently in New York at ICP, there were
also the more familiar names of Ker-
sz, Michals, Mapplethorpe. eic.
For the reviewer 1o have so blatantly
iigrared the wealth of new material
and its significance bespeaks an
unfortunate attitede reskstant o any-
thing unfamiliar, demanding rather
the all4too familiar,

Esther de Vecsey
Director, Blalfer Gallery

Sally Gall replies:

1.cannat restst but to respond in
kind: your letter af criticism would
have been accurate had you bath-
ered to read my review and check
its facts before 5o cavalierly panning
Ty Feview:

| quoe: the firss paragraph ol my
Teview:
1¢ all staried in Lacsanie, Switsenkamd
will am ambilious eckifilion of paimlings
amd pholographs. Sell-Portrait in the
Age of Photography. Evica Bfeter. Uhe

(e ane

ongamizer of Uhe exhibition, st apart the
hotograpiy conponsit wilk lie ialetion
of maling il o separate tnavelling echibilion.
However, only @ small part of lhe origina
shoner eaashed Howston amd Sam Anfonio

The exhibition at Blafter had
nathing to do with the “milestone
exhibition which combired and
contragted the genre of sall-portrai-
ture in the traditional medium of
jpainting and in the modem medium
of photography™” 5o [t seems a moot
point. The “large exhaustive and an-
alytic catalog available on the entry
tabde at the Blaffer Gallery™ was not
for the major exhibition, but for the
photography component. The Blat.
fer show is nt the phatography
component but an even further
diminustive. part of the photography
component. |t looks like a part and
needs the larger group of werk (in
the catalog) to make sense as an
exhibition. |t verges on the absurd
o accuse me of not falling over the
catalog when it really had very little
1 do with the exhibition at Blaffer,
Again | quote from my review
4o be fair to Erica Bllleier. this exhlbition
watt dnlended i part of @ much farger dis-
Py of ihe gemee: however. | am mot review
dng that exhibdtion which was seem omly in
Lausanne, mor am | reviewing the calalsg,

o are insccurate in your accusa-
tion that | “blatantly ignored the
wealth of new material, implying an
attitude resistant to anything unfa-
miliar”. In the course of my short
review | speak of Umba, Germaine
Krull. lise Bing and Michael Seuphor
in significant and positive terms.
Certainly they would fall under your
category af the unfamiliar. Unifor-
tunately, some of the so-called
unfamiliar work is in fact, all oo
familiar. with no particular sig-
nificance or interest

Sincerely,
Sally Gall

ZONE SYSTEM AND FINE PRINT
PHOTOGRAPHY WORKSHOPS 1s87
Workshops since 1972

Twe Sessions:
June 22 —July 3

Oliver Gagliani Werkshaps
For further 3453 Fillmore #304
August 10—21 information: Zan Franciecn, DA 94123
Limited Enroliment {415} 346-1908
WINTER 1986



CALENDAR

WINTER 1986

EXHIBITIONS

DECEMEER
Sewall Gal Rice University,
Through Dec 8. “Fice An Faculty”
Including photographs by Peter
Beown and Geoff Winningham., 6100
South Main. Entrance 2, Mon-Sat
125, 527-8101 ext 3502,
Lowndale, Through Dec 17,
"Diverse kdioms™ includes photog-
raphy by Charlie Sanwelle. 5600
Hillman, Tise-Sat 1246, 9214193
of Fine Arts, Through
4, “Art in New Mexico: Paths to
Taces and Santa Fe!” paimings, warks
on pager. photographs, and sculp-
ture, 00| Bissonnet. Tue-Sav 10-5,
Sun 1-6, Thar till 9. 526-1361.
Houston Center for Phatagrophy,
Through Jan 25~ Pawrick Clancy:
An Irszallation of 365360 (The City
and the Plowed Field), A 5x 36
Referent Imageiwall.” Also,
“Micheel Barman: Trinity — A Site-
Specific [nstallation”™ 144] West
Alabama. Wed-Fri 11-3, Sat-Sun
12-5. 529-4755.
Transco Tower, Dec 12 throegh Jan
7. photography by George O Jack:
son. 2800 Post Oak Bhwd., Men-Fri
86 Sat §-1. 439-440]
Butera’s an Montrose, Through
Jum 17, photography by lanice
Rubsin, 4521 Montrose. Mon-Fri 7-10,
Sat-Sun &10. $20-8426.
Butera's on Alabama, Dec 8
thresgh Jan & “ANGELS
ANGELS"” hand colored photo-
graphs by Mary Margaret Mansen.
Alabarma at Shepherd. Mon-Fr 7-10.
Sat-Sun 810

Jan

SPOT

JANUARY

Museum of Fine Arts, Through Jan
& “Art in New Mexico: Paths to
Taos and Santa Fe”' paintings. works
on paper. photographs, and sculp-
ture. 1001 Blssonnet. Tue-Sat 105,
sun -6, Thur till 9. 3261361
Housten Center far Photog
Through Jan 25 Fatrick Clancy:
An Instadlation of 365360 (The City
and the Plowed Fleld). A 32 367
Referent Imageall” Also,
“'Michael Berman: Trinity = A Site-
Specilic Installation” 1441 West
Alabama. Wed-Fri |1-5, Sat-5un
12-5. 529-4755.

Transeo Tower, Through Jan 9.
photography by George O Jackson,
2800 Post Qak Blvd . Mon-Fri 8-4.
Sat B-1. 430-4401.

Butera's on Montrose, Through
Jan 17, shy by lanice
Rubin. 4621 Montrase. MoneFri 7-10,
Sat-Sun 810, $10-8426.

Butera's on Alabama, Through
Jan 4, “ANGELS ANGELS hand
calored photographs by Mary Mar-
garet Hansen, Alabama at
Shepherd, Mon-Fri 7-10, Sat-Sun
810,

Lowndale; Jan 3 through Feb 2.
"NEA Imar-Ans Projects,” 3600
Hilleaan. Tue-Sat 12-6. 921-4155
Graham Guollery, Jan 9 through
Feb 3. Group show, (untithed as of
press datel. Includes photography.
1431 W Alabama, Tue-Sat 10530
328-4937

Blafter Gallery, Jan 18 threugh
Feb B. Student exhibition, inclisdes
photography. University of Houston,
University Park. Mon-Fri 10-5, Sat
15, 7491329,

Manipulated Emvironment.” includes
work by Arthur Tress, Cay Lang. Neil
Maurer, David Amold. John Timothy
Close. Also, "The Other” 144] W
Alabarma, Wed-Fri 11-5. Sat-Sun

12-5, 5104755,

FEBRUARY
Lawndale, Through Feb 2, “nEA
Inter-Ants Profects” 5400 Hillman,
Tue-5an 12-6. 921-4155
Graham Gallery, Jon 9 through
Feb 3. Group show, (untitled as of
press datel. Includes photography.
1431 W Alabama. Twe-Sat 10-5:30.
$28-4937.
Blatfer Gallery, Through Feb 8,
Student exhibition. includes photog-
raphy. University af Houston, Unl-
wersaty Park. Mon-Fri 10-5. Sat 1.5,
Tag-1319.
Devtser Gallery, Jewish Commu-
nity Center, Through Feb 14 “The
Art of Dance.” an exhibition of pho-
tography celebrating dance and the
visua ans by outstanding Houston
photographers, along with a
retraspective of dance photography
by students from the High School
for Performing and Visual Arts 5601
ﬁ Braeswood Blu&"f&l}‘!wb

ousten Center M'Iwh[.
Through March 15, " The Manipu-
lated Emvironment.” includes work
by Arthur Tress, Cay Lang. Meil
Maurer, David Armold, John Timathy
Clase. Also, “The Other” 1441 W
Alabama. Wed-Fri 11-5, Sat-Sun
12-5, 5254753,

Gallery, Feb 21

Mar2l MF\NU-I'ALlEd Hill and
Suzanne Bloom) 2815 Coleuite. Tee-
Sat 10-5:30. 3265911

LECTURES, EVENTS
AND FILMS

DECEMEBER

Lecture: “‘Artists. . .Taxes. . . Part
1" by Jody Blazek, CPA, Dex 3,
7-9pm_ A lecture presenting tax
planning concepts and ldeas for
artists. Focus will be on seps an
individual artist might take before
Dec. 31 o minimize taxes and aveid
adverse effect af tax reform. Part I
will follow in the Spring for actual
tax return preparation. Sponsored
by Fexas ACCoUnLants and Lawyers
for the Arts. At HCR. [441 W, Alaba-

ma. $29-4755

Vides: “'Fows on Video'" Dec 4,
T:30pm. the 1585 Whitrey Blennial
Video Exhibition and Open Screen-
ing. at Lawndale Art and Perfor-
mance Center, 3600 Hillman
Cosponsored by the Southwest
Altemnate Media Project

Third Bienntal Print Auction:
Houston Center for Phatagraphy
De« &, 11am, at the Paradise Bar
and Grill, 401 McGowen

Film: "Ansel Adaoms** and *‘Pho-
tography o3 on Arl,"” Dec. 10,
T:30pm. In both films, Ansel
Adams discusses his teaching
methods and his indebedness to
cther photographers, and explains
how & sense of discovery and redis-
covery is comeyed through photog-
raphy. At HCP 1441 W Alabarma,
$20-4755.

“"On The Edge’': Visual, Parfor-
mands, and Literary Arts Series,
Ded 12, 8:00pm. Lawndale Are and
Performance Center, 600 Hillman
G21-4155

Performance Event: Patrick Clan-
of, Dec 13, 7:30pm. 165360 (The
Crossroads)” Patrick Clancy, Gwen
Widmes, Matthew Somerville. and
Michael Cummings. At Diverse
Works, 214 Travis, 223-8346.
Lestura: Patrick Clandy, Dec 15,
T:30pm. 365360 Travelogue: Pour
Ure \Visile Rapide [The Ouick Trig)"
Eure om (ke ingallation 365360, Prrseate
oif i confunction winh Southwest Allarmite
lelia Penict. At HCP 1441 W, Alabg-
ma, §15-4755,

JANUARY

Video: *"Focws on Vides™ Jan 8,
Ti30pm. the |985 Whitney Biennial
Video Exhdbition and Open Screen-
ing. at Lawndale Art and Perfor-
mance Center. 5600 Hillman.
Co-sponsored by the Southwesy
Alternate Media Project

Lecture: Alvea Wardlaw, Jan 13,
8pm. Ms. Wardlow: art hissorian, will
speak on Black women artists in
America. This ks a preview of her
talk 1o be given at the Dallas Muse-
um of Art. At the Firehouse Gallery
[Houstan Women's Cawcus for Art),
1413 Westheimer

“"On The Edge"': Visual, Perfor-
mande, and Literary Arts Series,
Jan 9, B:00pm. Lawndale An and
Perfarmance Center, 600 Hillman.
G21-4155,

FEBRUARY

Video: ‘‘Fows on Video'* Feb 5,
Ti30pm._ the 1485 Whitney Biennial
Video Exhibition and Open Screen-
ing. at Lawndale Art and Perfor-
mance Canter, 5600 Hillman,
Co-sponsaned by the Southwest
Alternate Media Project,

Panel Discwssion: Curating: Marti
Mays, Caroline Huber, Janet Lan-
day, Allison de Lima Greene, Feb.
10, 8pm. Topics include conceiving
and carrying through exhibits, rela-
tionship of curators and artlsts. At
the: Firehouse Gallery {Houston
Women's Cawcus for Art) 1413
Westheimer.

fh: **A Lotter 1o Jane'* [Jean-

hh. 12, 7:30. Omery. fascma:mg
argumentative film composed large-
Iy on a photo showing lane Fonda
on a visit to Morth Vies Nam during
the helght of US. involvernent. On
the soundtrack. Goddard and Gorin
discuss the photo, while Involving
issues of philosophy, aesthetics, and
semiotic theory. Sponsared by HCP
and SW.AMP. Screcning will be at
Rice Media Center. University Bhwd.,
Entrance 7. 529-47375

mande, and Literary Aris Series,
Feb 13, 8:00pm. Lawndale A and
Performance Center, 5600 Hillman
921-415%,

WORKSHOPS

Heuston Center for Photography:
**Studio Photography,'’ Dave

Crossley, instructor. A twelve week
ses5i0n meeting Thursday ewenings.
T-10pm. beginning Feb 12 through

7

A loe-

May 7. There is no class during
Easter Week. Class will be held at
the studio of Dave Crosshey, 1412 W,
Alabara, An intensive introduction
to commercial studio photography.
The course will be held in a com-
mercial studio and students will
produce work. Technically, the
course will cover cameras, lighting,
film. and all other aspects of studio
photography. The class will irves-
tigate problems of tabletop con-
srructions, still life. product. and
portrait photography, Coler and
black and white: All equipment
provided. Students should expect 1o
spend 565 o 580 on film. Fee: 5280
members; 5310 non-members.
ST-4755,

M.B. The Houston Cenfer for Phalography
will ammounce its complete progeam of
wpcpmeing fectures, workshops, and filees by
Ity

EXHIBITIONS
ELSEWHERE
IN TEXAS

Amarillo: at Southern Light
Gollery, through Dec 19, Mans
Inhumanity to Man”" photographs
by Linda Robbenalt: Jan 12
through Feb 6. “The Marriage of
Heaven and Hell:” photographs by
Mike Peven: Feb 9 threugh March
&, "Untithed.” photographs by
Michael Berman. 2200 5. Van Buren.
Tue-Fri 10-5, Sat-Sun 1-5. Wed eve-
ning, T-9730. (B06)371-5000.
Hustin: of Laguna Gloria Museum,
Jan 4 “Texas Annual 86
3809 W 35th 50 Tue-Sat 10-5, Sun
1-5, Thur 10-9. (512}453-5312,
Austin: of Texas C

Eilers, Dec 11, 7:30pm. ~How 1o
Prepare for a Workshop. “'Look
See: Portraits,”” Dec 13, 1-3pm
workihop 16 pending: also. Anne
Tucker Ledture, Jan 17, 2pm_in
conjunction with the "Collegiane
‘87" exhibition . also, Assedotes’

: David Woa, Jan 21, Pho-
tojournalism: The Mexico City
Earthguake” “‘look See: Animal
Cradkers,’” Jan 24, 10am-noon.
workshop is pending. All of the
above events will be at the Allen
Street Gallery. 4101 Commence St
1214)821-8260.

WORKSHOPS
ELSEWHERE IN
TEXAS

Lojitas: Southwest Photogrophic
Workshep, Jan 4-8 and Jan 10-11,
at Big Bend Mational Park, 5250
plus room & board for the week.
5190 plus room & board for the
weekand session. Contact Jay For-
rest (T13496-2905. or Frank Arm-
strong (BON235-5071
San Antonio: *Structuralism and
Photography,”’ Jum 23-25 Lew
Thomas, instructer: ““Calor Print-
ing,”* Jam 31-Feb 1. Tim Summa.
Instructor; *'The Next Step,”*
HIJ-IS Ralph Gibson, instructor;
*"Hand Coloring," hb!ﬂ-i! lims
McKinnis, imstructor: Pho-
tography,’” Feb 28-Mar 1. Tim
Sumima, imstructar, Southwest Cralt
Center. 300 Augusta. ($12)224-1848.

CLUBS
ﬁmriwnhdlnh- of Magazine

through Dec 12, photographs by
Graham Foskett. 700 Lavaca. Spon-
sored by the Texas Photographic
Society. (F12)471-1973,

Rustin: af 5t, Edward’s Universi-
ty. through De« 12, documentary
photography by Ben Porter and
David Kelly. Room 127, Fine Arts
Bldg. SunThur 1:30-8, Fri 1:30-5:30.
151214 48-8400.

Bustin: at Austin Community Col-
lege, through Jam 2. “Austin &6
group show presented by the Austin
Viseal Arts Assn, the Center
Gallery. Austin Community College.
3353 Burnett 512)451-0445.
Dallas: at Afterimage, through
Dec §. photographs by Robert Dols-
meaw: 2800 Routh (the Ouadrangle
#250). Mon-Sat 10-5:30. 1214)
BT1-9140.

by Neal Slavin: also “Assoclates
Exhibition.” Michael Berns and Rod-
ney Parkinzon. Jon 16 through Feb
22 “Collegiate ‘87" curated by
Anne Tucker. 4101 Commence St
Wed-Fri 12-5: Sat 10-4: Sun 1-5, {214)
821-8260.

Fort Worth: et the Amon Carfer
Museum, Dec 19 through Feb 15,
“Photographs from the Permanent
Collection.” This exhibition focuses
on the work of documentary pho-
tographers from the 1930s and 40s.
Includees images by Walker Evans,
Helen Levitt. Max Yavno. and Ralph
Steiner. Also, Jan 10 th

March 1, W Eugene Smith: Let the
Truth Be the Prejudsce” '‘Work by this
legendary photojournalist. 350]
Camp Bowie Blvd., Tue-Sat 10-5, Sun
15:30, (BITITIS1933.

LECTURES/EVENTS
ELSEWHERE IN
TEXAS

Bustin: Grahom Foskett Lodturs,
Dec 3, T:30pm. Foskert will discuss
hig work and its relationship to the
works of other contemporary British
photographers. Room 1.110 of the
UT Art Blgd. 23rd and San [acinto,
Austin,
Dallas: Associates” Lecture: Rick

[ASMP). mects Ind

Man. menthly in the Graphic Arts
Conference Center, 1324 W, Clay,
International association “whose
members work (n every category of
published photography' 6:30pm
soclal: 7:30pm meeting. Visitors
webcome Charge for monthly meet.
ings: TT1-2220,

Chopter of Assodiation
for Multilmage meeis 3rd Thurs.
monthly: Steve Sandifer. 667-9417.
Assodation of Students in
raphy. Houston Community Col-
lege. 1300 Holman. Fer HCC
students. Meets pm 15t Mon,
manthly. Randy Spalinger 5219271
Baylewn Comera Club. meess Tpen
1st and 3rd Mon. menthly at Bay-
wown Community Center, 2407 Mar-
kea, Baytown. Vernon Hagan
424-5684,
Brazaria County Camera Club,
meets T:30pm 2nd Tees. monthly at
Continental Savings & Loan. Lake
lacksan. Don Benton [409)
2654569,
The Houston Camera Club, mects
T:30pm Ist and 3rd Tues monthly at
Baylor College of Medicine,
DeBakey Bldg, room M-112. Compe-
titions, programs. evaleations. Glenn
ESaevens, Pres. $20-5013.
The Houston Photachrome Club.
meets 7-30pm Ind and 4th Tuees
manthly at St Michael's church.
180| Sage Rd.. room 21. [ohn Patton
453-4167
The Houston g
meets 7:30pm 2nd and 4th Tues.
menthly at the Bering Church. Mulk
berry at Harold: programs and cri-
tiques. John Meyer 3334493 [im
Rivers 464-9325,
Photographic Colledtors of Hows-
fon, meets upstairs at the Color
Place (4102 San Felipej 4th Wed
monthly at Tpm. Steve Guglielmi
524-5161
1960 Photographic Sodety. meets
7:30 pm 15t and 3rd Tues. monthly
at Doss Park. 2500 Frick R {1 bk
off Veseran's Blvd.) For more infio,
contact Royse Shaddix, Ir., at
237-3787,
Sadety of Photegraphers in
Indusiry, meets 3rd Thurs menthly.
Sonny Look's Restaurant, 9810 5,
Main, &10pm. Cocktalls, dinner.
speaker; visitons welcome. Dave
Thompson 795-8835

WINTER (986
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