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Mel Resenthal

“"We shouldn't have had to go to that funeral today. He was only 15 years old. It's hard to fight in the mountains. The Contra has good
equipment and the planes supply them at night. But we're winning. If the Americans invade us, Reagan and Bush will be very surprised.

11'll be like Viet Nom. We'll never surrender.” (Young soldier after his friend's funeral.)
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MESSAGES

Prose and Contras

By now my file on the Corcoran/™NEA Mapplethorpe/Serranc/Helms
debacle is three inches thick and weighs a couple of pounds. Buried in all
the prose, it seems to me, there are still a few undeveloped issues.

Conservatives llkc]amc‘s Kllpatr:ck. Samuel Lipm.‘m, and Hilton Eramer
defend themselves against the charge of censorship, insisting that artists
should be free to do whar they want - so long as it is not at the taxpayers’
expense. But since the NEA is just abour the only source of support for
artists whose works are too new or controversial to secure corporate funding
or commercial success, cuts here amount to de facto censorship.

Texas Representative Dick Armey says "Let the people who are interested
in art fund i.” The strange irony in this is that Mapplethorpe did earn both
fame and fortune in the private sphere. On the basis of critical recognition,
exhibitions, publications, and monetary success (a .limglr: M.‘!pp]c[hﬂl’pﬂ
print sold for as much as $20,000 - compared to the $30,000 grant in ques-
tion for the traveling show), Mapplethorpe was an undisputed luminary of
the art-photographic world.  What are the publicly-supported art museums
suppased to do once a photographer like Mappletharpe has become famous
in this way! Ignore him and hope he'll go away! How exactly can the
"public/private” split be maintained? Presumably the organizers for the
traveling Mapplethorpe exhibiton were responding to, and trying to edu-
cate the public about, a taste and a vision that had already become institu-
tionalized in that complex economy of privatefcommercial/critical forces
which we call the art world.

Representative Armey says it would take the average working man or
woman 276 days to earn the $45,000 spent by the NEA to support
};L'r]'-'ll'lﬂl.'b V-'{)l'k ﬂnl’j rhl’_" [rﬁ'\'C'Iiﬂg J\irlpplr:rhﬁrpc txhl]x: I'ﬁ“ aﬁkS '-\'hcrl'"_"r
John or Jane Taxpayer would elect to spend 276 days” worth of income on
these shows. (How does he know! 1t's not as if they'd get all that money
back, anyway, if the NEA hadn't spent it!) How many days (or years) do
they work to buy a Stealth bomber? Wouldn't they rather use that money
for braces, Reeboks, or trips to Disneyland? And how about accountability
to Jane and John (and us) for our tax dollars lest in the HUD scandal, or
the 3166 hillion being spent to subsidize the S&L industry? These games of
numbers and comparison-contexts are endlessly fascinating. Put the NEA's
budget of $169 million per year up against the 5560 million spent by France
on dance, theater, and music, or the 34.5 billion spent by Germany, for
example. Or, put it up against the $240 million we're going to spend here
in Houston to rebuild the Southwest Freeway — to make renovations that
will be obsolete within ten years.

Ceritics think the art establishment has one mind and one voice, champi-
oning Mapplethorpe simply because "there is in the professional art world a
sentimental attachment to the idea thar art is ar its best when it is most
extreme and disruptive” (Kramer). Or again, the "professional art world”
expects that the viewer's role is "only to approve” (Lipman). These charges
are patently false. A balanced review Arts Magazine published of the
Mapplethorpe exhibit - before all the hoopla erupted - concluded that
"Mapplethorpe contributed beautiful, significant icons to the cultural
image-pool, stretching the notion of what is acceptable to view, but his aes-
theticizing and emphasis on surface ploss severely limit the stretch.” Our
very own journal, SPOT, published a piece by reviewer Robert Hobhs
harshly criticizing Mapplethorpe both for his objectification of men and for
his racism (SPOT, Spring 1988). Keep in mind that SPOT and similar
publicarions are also supported by the NEA, which thereby advances criti-
cal dialogue in "the professional art world,” fostering intellipent debare
abour the merits of this work at a level of eritical understanding we hope is
somewhat higher than the plane occupied by Congressmen who either
refuse to look at the photographs or label them "dirty pictures.”

Kramer has long been upset that NEA money goes to artists who criticize
our government's policies. Helms' office phoned one NEA-supported orga-
nization to ask why an exhibition included pictures of Communists, Don't
turn to Wendy Watriss' portrait of Daniel Ortega on our page 6, Senator
Helms! In this issue SPOT is using at least some NEA money to discuss
work by a number of committed and articulate artists and photographers
from across the country — from Seattle, Houston, New York, and Boston -
who have worked to effect social change in conflict-ridden areas in Central
America, and who are openly and harshly crivical of our foreign policies in
that region.

The conservatives build from an unfounded presumption that what's
already enshrined in the art museums has some sort of different nature from
what's new. They speak of having a "socially desirable impact” (Kramer) or
of making art that will "elevate, enlighten, consale and encourage our
lives” (Lipman). Kilpatrick allows that some photography is art: "1 think of
such photographers as Ansel Adams, Edward Weston and Alfred
Eisenstaedr as artists.” But | wonder if he knows about Ansel Adams' work
at Manzanar (discussed by reviewer Stanley Moore in this issue). When he
tried to depict oppression of Japanese- Americans, Adams' books were
tossed into the flames.  To our country's discredir, this sort of art ran
counter to "public standards of decency and civility” (Kramer). Bur who
was right! Even Congress has now acknowledged that the public standards
were wrong, The conservatives should re-read their Jnhn Senart Mill:
"However unwillingly a person who has a strong opinion may admir the
possibility that his opinion may be false, he ought to be moved by the con-
sideration that, however true it may be, if it is not fully, frequently, and
fear]oss]}' discussed, it will be held as dead dogma, not as ||\'ing truth” (On
Libercy, Chapter II, "Of the Liberty of Thought and Discussion™).

Senator Helms wants the NEA not to support work that will "offend peo-
ple's taste." Should the work of the photographers discussed in this issue,
who oppose our government’s Central American policies, not be seen and
considered? The U.S. is still committed to giving the Contras $45 million
in aid, despite the recent five-nation Central American agreement to dis-
band them. This follows eight years and how many other millions of dol-
lars of aid (not counting the millions to Somaza). Do the pictures of the
“disappeared” people we have included in this issue — people tortured and
brutalized in part as a consequence of our government’s Central American
policies - "offend purq'_\lr:'s taste™! What's the real obscenity here!

Cynthia Freeland
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CENTRAL AMERICA

Kids in Hew York sending messages te Tipitapa. 11/87

Students acting as village “scribas™ in Tipitap. 11,/87.

THE TIPITAPA PHOTOGRAPHIC PROJECT

By Mel Rosenthel

Background

The Tfpfrupa, Nr'cm'ﬂg.{.ﬂ, Photo E xhibit 15
the most visible part of a project that |
have been involved wirh for two years.
The show itself consists of 50 photographs
| made in Tipitapa accompanied by a text
with information about the town. Beneath
many of the pictures are quotes taken from
messapes sent to people in New York Ciry
by the people in the photographs. The
exhibit comes out of an interesting and, |
think, important interaction involving
people in Tipitapa, people in the Upper
West Side of Manhattan and myself as
photographer. This interaction is resulting
in an exhibition that kcr_‘ps chzmg'mg_ It
has been shown in schools, churches and
other community centers in New York
City.  As you read this it is showing at the
Labor Gallery of the Harry Van Arsdale Jr.
School of Labor Studies in New York Ciry
where it will be until December 22, 1989,
and where many union members will see it

The project grew out of a short trip to
Tipitapa, Nicaragua that | made with three
other people in May of 1987. We went as
T'_'Pl‘.‘!il:ntﬂ[l‘l'l:s O{a l:(:lmm'il'.[l:l.‘ fll-HTl tI'H:
Upper West Side of Manhattan, where |
live, to see if it was possible o set up a sis-
ter city relationship. Our purpose was “to
get acquainted,” gather information about
Tipitapa, and establish working relation-
ships with people there. We only had four
days to meet with people and visit institu-
tions such as schools, health centers, co-
ops, community and political organizations
and religious centers. | took pictures while
the other three interviewed people the
Mayor arranged for us to meet. [ quickly
ot tired of taking pictures of those meet-
ings and began to wander around by myself.
The Mayor, Luis Fonseca, who had been a
poet and medical student before the revo-
lution, was very well-liked and his intro-
ductions gave me great access to people.

There was much to do. | needed to show
in both black and whire and color whar the
town looked like, make portraits of impor-
ant or representative people, give some
sense of economic, social, and religious
processes, and be able to show what daily
life there was like. [ like photographing in
Nicaragua and felt that | could do all that
in a short time. When I'm somewhere oth-
er than home, everything seems new and
fresh, my eves seem sharper and my brain,
eye and fingers work better together than
usual, Photographing in Central America
and particularly in Nicaragua is especially
challenging. For most of us who are drawn
to that part of the world, the political lines
are clear. We feel thar the United Stares
government is wrong and is supporting the
bad guys, which motivates us to do as good

a job as we possibly can. Someone once
asked me why so many photographers keep
going to Central America and | ventured
the opinion that perhaps for many of us it
is our Spanish Civil War. (It would be
interesting to cxpl(m: wh',' this wasn't true
for Vier Nam and that unpopular war.)

The Project

As | ph(:t(:gr:iph-r:d, I was struck by how
poor Tipitapa is and how hard life is for the
people. It is an agricultural communiry
lacking in industry and business. There'sa
big sugar refinery and a prison, both of
which are curside of town. When we were
[h(‘r\" [hl:' anta was .‘il.l'rft:rlng ff{]l'll a severe
drought. It is hard hir by the ULS. govern-
ment's "low intensity” war against
Micaragua. Sewage flows through the main
streets of the town because there isn't
enough money to lay pipes or fix ones that
have been broken. Large sections of the
town have no drinking water except from
wells, and they are contaminared by sewage
much of the year. Consequently many peo-
ple get sick and children die. The local
clinic and satellite health posts are often

out of medicines and desperarely need basic
essentials. The great strides in implement-
ing preventive health measures have been
set back by the war and the imposition of
the U.S. government's intensive economic
embargo. In April 1989, the last time |
heard from someone there, fourteen chil-
dren had died thar monrh from infanrile
diarrhea, malaria and other preventable ill-
nesses.

The tremendous drain on the economy
caused by the war results in terrible prob-
lems in the schools. Maost of the local
schools are out of pencils and paper.
Students frequently share chairs and desks,
and in one school the students bring chairs
from home to the school every day. One
school [ visited had few blackboards, and
the ones they had were broken. The peo-
ple we talked ro in Tipitapa said they
hoped the sister city program would pro-
vide help with major needs such as the
sewage problem and lack of clean drinking
water, and would help supply health and
educational materials. As | photographed |
kept that in mind and spent a lot of time
photegraphing kids, schools and health
processes (| was lucky that one of their

Funerel for o 14 1,/2-yoor-old killed in the Contra wer. 11,/87.
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‘ ¥

' many vaccination campaigns was going

on).

When | got back to the U.S., we put
together a slide show/ealk to introduce peo-
ple in the Upper West Side to the town of
Tipitapa and her people. It was very suc-
cessful. Our local government Community
Board endorsed the sister city relationship.
We also made slide shows for use by people
who were organizing medical and educa-
tional projects. Within a few months our
committee was sr_'nding ﬁhi.pm('nts of
health and educational supplies to
Tipitapa.

Meanwhile, | printed the first version of
the Tipitapa Photo Exhibit and we wrote an
introduction to Tipitapa. We also selected
quotes from the interviews that we felt rep-
resenited our experiences to be put up with
the pictures. This exhibition was shown at
a large community center in our neighbor-
hood. Well-known writer Margaret
Randall read from her work on women in
Micaragua at the opening as a benefit to
raise money for medical aid to Tipitapa.
Thl: l:xhibitlu‘n [hcl—l mo'\ﬂ:d o a 'l'l'l.ﬂ'l'lb‘.'l (}f
other community centers including the
Riverside Church, and plans were made to
have it begin to be shown in the six or sev-
en schoals which wanted to be paired with
schools in Tipitapa.

1 made prints of 200 Tipitapa pictures and
sent two copies of each to the Mayor with a
note asking him to make sure that people
in the pictures got copies. (Frequently, |
photograph people who wouldn't ordinarily
have the opportunity to have themselves
photographed and who don't have good
photographs of themsevlves, Giving them
pictures of themselves has become an inte-
gral part of my photographic practice. |
want the people in my pictures to be one of
my main audiences, and | feel that every-
one should have good pictures of them-
selves, | find thar the ongoing interaction
with my subjects is very valuable and that |
learn a great deal from their responses to
my work.) | also sent copies of the 50 pic-
tures that were in the exhibition that was
circulating in New York City. Before | had
left 'npltap::, the Mayor had agrl.'\:d o put
them up in the town hall with sheets of
paper underneath them so that people in
the pictures could write messages o the
people in New York City. He was going to
send me the messapes so that | eould trans-
late them and put them under the pictures
in our exhibition,

[ went back to Tlpirap:l in Movember of
1987, | was very excited about going back.
I hadn't heard anything from the Mayor or
anyone else and wondered what had hap-
pened to our project. When [ arrived |
found that conditions had gotten worse.
The U.S. Contra War against Micaragua
was exacting a terrible toll. The economy
was in chaos. There were epidemics of
malaria and dysentery. The health center
was out of antibiotics, asthma medicine,
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and most stomach medicines. A lor of
young people had lost arms or legs. (A
major tactic of the Contras is to plant
mines in the fields or a]un,g the roads. )
Considering the situation there, photogra-
phy was not a great pricrity, but [ wanted
to get the show up and | wanted to make
the pictures [ felt were missing. | particu-
larly wanted to make more photographs in
the schools, in agriculture, and on everyday
life. Having already received my pictures
Ofthl',‘msc!\'cs‘ Imp]': were gIEId o See me
and happy to help. Many suggested new
picture possibilities.

Putting up the exhibition murned out to
be a comedy of errors or, more accurately, a
study of what happcnﬁ when you have goor.i
intentions but don't have enough experi-
ence or knowledge, i.c., nothing worked
out as | had planned. Most of the walls of
the town hall were concrete so | used
heavy duty double-sided stick tape to put
the RC prints up. By the next day, they
were all on the floor. The tape was no
match for the heat and humidity. Good
gaffer's tape might have worked, but | did-
n't have enough with me. Two of the walls
had some wood sheets on them. Luckily |
had brought lots of pushpins as part of the
supplies for the schools. Using them |
finally got the pictures up. My great plan
to have people write messages under the
pictures of themselves also turned out to
have some problems connected to it that |
hadn't forescen.

Many people who had comments to
make weren't in the pictures. Some of
them were annoyed with me until [ took
pictures of them for the next exhibir.
Some people weren't living there any more
or couldn't be found. Many of the com-
ments didn't provide much information,
nor were they interesting. Even given the
great success of the literacy campaigns in
Micaragua, there were still people whose
writing ability was minimal. Many of the
most literate people wrote very rhetorical
thing.r. about the revolution and how
mb()d}' \\'U"Ll](l Hl]ll‘.‘ndc(l Whlch was thl.‘
patriotic slogan of that year, We solved
some of the plnblcrn h‘y ha\'ing a few of the
high school students spend some time at
the "gallery” and act as village scribes. By
the end of the week, dozens of people were
coming in every day to see the pictures and
to write or dictate messages to New York
City. I spent a few hours a day there and
spoke to the people. People loved the pic-
tures and felc empowered by them. They
used the pictures frequently as an opportu-
nity to engage in oral history. | learned a
great deal about the history of the town,
about the revolution, the fight against the
United States, and about the power of pho-
tography.

| spent a lot of time photographing in the
schoals. | had h’nught with me hundreds
of letters from children from the New York
schools that are paired with schools in
Tipitapa. As part of their curriculum these
kids are learning about Tipitapa and the
history of Nicaragua. Many of them speak
Spanish or are learning it, and, as part of
their work, send letters to their pen pals in
T'lpil'apa, who write back and tell them
what their lives are like. Some of these let-
ters are in Spanish and some are in English

from students who are learning it. Many of
the letters of the kids in Tipitapa and the
kids in New York CLI’.-,' are very maving.
and one of the teachers in the sister city
project may work with a teacher in
Tipitapa to edit a book of the letters. This
has turned out to be a unique and wonder-
ful cultwral interchange for them all.
When I came back, | made pn'rlt_'-uf the
new work from the schools and healrh cen-
ters and we added new slides to the shows.
We rranslared the messages and added
them, along with some of the new pictures,
to the exhibition. The new exhibition has
been in a number of schools and colleges
and we use the exhibition as a starting
point to get new people interested in our
sister city. We continue to send aid to
Tipitapa. Last month our committee
shipped over 30,000 pencils and thousands
of dollars worth of antibiotics and other
medical supplies there. Other people have
begun to visit and photograph in Tipitapa
and the slide shows grow. We are sending
photographs of the events here and of the
Mew York City people to Tipitapa where
the Mayor puts them up in the town hall.

Afterthoughts on the Project

| frequently act as an artist, a photojour-
nalist, a documentary photographer, a com-
mercial photographer, a teacher and a crit-
ic. |sometimes feel alienated from pho-
tography and its many different worlds, |
think about the relationship of photogra-
phy to reality and to power relations, and
about how important it is to :_nntinua"','
confront the assumprions behind how we
represent reality. The Tipitapa Project has
redeemed much of photography for me. In
a recent letter from a friend in Tipitapa,
she asks for photos of three boys | pho-
tographed on that last trip. They were
killed this year fighting the Contras, and
the families have no pictures of them.

The Wiscomsin Coordinating Council publish-
es a book on all the sister cities projects in
America. For further information, write
P.O. Box 1534, Madison, W1, 53701;
phone (608) 257-7230.

Mel Rosenthal is a photographer and directs
photography programs at Empire State College
of the State University of New York. His par-
ticular concern is the relationship between
changing social conditions and their influence
o individuals. He is best known for his work
from the South Bronx, Cuba, Viet Nam and
Puerto Rico. His work has appeared in mag-
agines and newspapers throughout the world
and has been shoun in many galleries and
other exhibition spaces. He has received a
number of fellowships and awards.

The follewing people worked hord an this prejea:

Penny (aleman Kirk Condyles.
Ricky Flores Michel Kansber
Sara Kleeman Roberta Perry
Carolyn Reed Kea Withenberg
Danna Koizin

Al photographs by Mel Rosenthel

Tipitapa; the well is frequently contominsted when the ground water rises and meets the sawage from

the owthouse. 5/87.
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to raise money for woter projects. 5/87.
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By Olive Hershey

Wendy Watriss is a Houston-
based photojowrnalist and writ-
er. She has done work on
health problems caused for
Vietnam War veterans by Agent
Orange, on the Vietnam
Veterans Memorial in
Washington D.C., on refugees
from drought in West African
Sahel, and on Black cowbays in
Texas, From 1984 to the pre-
sent Watriss has engaged in
photodocumentary work in
Nicaragua, El Salvador and
Henduras for Village Voice,
Mother Jones, and MS maga-
zines. She is the recipient of
numerous grants and awards,
and her work has been widely
exhibited and published. She is
co-founder of a public founda-
tion for social change in Texas,
the Live Oak Fund for Ch.m:,ge.

Olive Hershey’s conversation
with Wendy Wariss took place
Wednesday, Iu!y 19 1989

Q: Would you tell me somet
about what you think phetojournalism
is?

Az I's a way (Jﬂ'.-rmgmg events
and realities and things about
what people are and whar they're
doing from different parts of the
world-basically recording for peo-
ple who don't have the time, the
will or the ability-or the interest,
really, to see those things. So |
think that photojournalism is a
tool of communication. There's
been so much discussion about
what is record and what is truth,
and [ don't want to get into that.
| hesitate ro say thar it's a record.
What it is is one person's visual
observation of what is happening.
But the wonderful thing about a
camera and film is that they are so
transportable, and so easy to work
with, and then it's so accessible
onee the product is there. Soit's a
HU”R'EI{UI f{)fﬂl (!l‘ Cclmmllnifﬂ-
tion because you don't need lan-
guage, in a sense, because it's a
universal language. People read it,
certainly, in different ways so it's
never a totally universal lan-
guage, but 1t can communicate
very directly.

@: When you went to Centrol
America did you have a hord ond fast
idea of what you wanted?

Az Inall the trips to Central
America | had assignments
because | had to find a way to pay
my own way down there.
Acrually, [ would like to go down
and have what [ call the luxu-
ry-my own psychological luxu-
ry-of just photographing what |
saw and what | wanted.

Q: Who were you working for?

A: The first time [ went down
to do a slide presentation and a
Seres ‘}f h]ﬂck-ﬂm!-“'hl:c ph{ﬂr
tographs for a consortium of pro-
gressive liberal unions on the west
coast. We were trying to present
an alternative vision to the offi-
cial AFL-CIO pesition on LS,
policy in Central America. So
they were taking a small delega-
tion of local union officials down
there from California and
Oregon. What they wanted to
look at was what the electoral
proccess was and how it was com-
ing together in Nicaragua in 1984,
the union situation there, and
how the people were living.

Q: That seems an extroordinary

Danisll Ortege, Resario Murrills, and their sons.

sfuojm for a group of union people 1o

Az Yes. It was fascinating
because there were Blacks and
Filipinos and Hispanics as well as
\h.']'“[l.‘!i, many []f Vt'h[]m came f‘on]
what we would consider the less
privileged sectors of our society
and had never left the ULS, before
and had never seen reality in a
developing country. They were
appalled and shocked at the con-
ditions of poverty and whar peo-
ple were having to put up with.

Q: How many of them were there?
A: ﬂ'lt‘[l.' were Elb(}lﬂ fl[ll.‘cl'l.
@: How long were you there?

A: J was [l'll.'l(.‘ [l'lﬂ.“L' W{.‘L‘h!i.
The rest were there for a week,

Q: And that was when?

Az 1984, A month, maybe a
month and a half before the elec-
rions. And then when | came
back [ was so-I mean what it did
was 1'3:]_‘“(:;1]'"' q|l:cp¢r|, my anger
about U.S. foreign policy, and |
wanted to EO down with some-
body [ trusted who I thought was
a pood writer and actually cover
the elections. And [ knew a writ-
er in California named Mark
Cooper who'd done a lot of work
in Cenrral America, was in Chile
during Allende’s renure, in fact
was rranslator for Allende. Mark

Sendinista explaining policies in o village.

and [ had done some work togeth-

er in Cuba. So | called Mark up
enraged at the media coverage of
pre-election events in Nicaragua
and said "Let's try to get down,”
So we did. We got an assipnment
from The Village Voice. And
McClains and L. A. Weekly, and
20 we went out to cover '[11{‘ {‘IQC.
tion.

Actually my work there was
pretty free. We covered the cam-

paigns, and | photographed all the

various parties. You know, the

parties running, three to the left
and three to the right. And the
party mest closely aligned with
tl'l‘.‘ C:UI'I[(;J.‘- pll“L‘d out (FF Ihr_‘
election maybe a month or so
before the elections. Larer they
claimed that they had been ready
to participate in the elecrions but
the C.LA. had said "Don't partic-
ipate.” | tend to think that’s right,
in the sense that | think that the
-«[I“.'lli.'ms ]-Iilii l.‘l.lt a |Ul FP{ Pl‘.'!i-
sure on them not to participate.
The strongest potential party to

In Nicarague, the Wact coast wnion leaders talking to o nurse ia a clinlc at o sugar

fectory. Timel, Niceragwa, 1984,

Sandinistas came into power and
said they were going to hold elec-
tions, and then they began to pro-
crastinate. And we [the U.S.)
tried to bully them into it. So
they held elections in 1984, There
were cither six or seven other

the right did not participare,
which made it easier to discredit
the election.

@: Where did you go on that trip?
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Ar We went to Managua and
Matagalpa, and, in the north,
Jinotega, which was fairly near
where there was a lot of Contra
fighting, Leon and Masaya.

Q: Sounds like you covld have been
in trouble.

A: Not really, because the
Contras weren't attacking at that
point in the central and southern
parts of the country and they
weren't attacking major towns.
We were out in the country at a
C(}'LIP[E (ﬁ PIH{EE! \'Vl'll.'l'f_' ﬂ'&:."rL' hd.(i
been contra attacks two days ear-
lier. It would have been a fluke if

we ]'\Eld Cﬂctﬂ.l]’]lcﬂ'_‘d s.nmcr_hing_

Q: Did you find it pretty challeng-
ing to get oround, 1o get people to
trust you, 1o get the pictures that you
wonted?

Az Well, logistically it's chal-
lenging in all those countries; it's
hard (€] L’El H.luund bﬂ:ausl: t"H'_'TL'
aren't a lot of cars and gascline.
We did for one week in Managua
find a freelance car rental person
and did rent a car. Bur he didn't
want ta go up into the northern
parts so we rode buses and hitch-
hiked on trucks, which was a lot
of fun. We spent one of the most
interesting nights of that first trip
up in Matagalpa. This was cover-
ing the Jandinista campaign
before the elections: how they
were going house to house and
talking to people abour what they
stood for. They had very nice
brochures, and | had actually
some nice pictures of them on dire
floors with practically no electric
light except for my flash, talking
5] TH_'UP]I: about what their cam-
E:lgn meant and what they

ieved in politically and what
they hoped 1o do for them. They
had viery frank discussions because
they also asked the people what
their complaints were and what
they needed, and there were some
fairly heated discussions, quite
critical. It was a time when there
was a shortage of beans, for exam-
ple, and the roads were difficult to
pass, and it was hard to get pro-
duce down from the villages ro
the bigger towns. And there was
inflation, so that was bad.

So we got back to Matagalpa
very late thar night1 havlng made
no arrangements to sleep any-
where, and of course the two or
three hotels we found were totally
booked. So we spent abourt three
or four hours going door to door.
We even went to the police sta-
tion. There was no room any
place so | said to Mark, "l suggest
that we go to the hospital. You
know they'll put us in an office or
they'll put us on the floor.” So we
went into the old hospital in
Matagalpa. We slept on the con-
crete floor—they did give us a
blanket, and we spent the night
listening to the moaning of
patients, and then the weirdest
thing happened. About 4:30 in
the morning | heard this combi-
nation of singing and lamentation
and crying from the door of the
hospital. And it kept on and
stopped and then kept on and it
was this quite beautiful old wom-
an. And she would stand up and
then she would sort of get down
on all fours. She was just w:li.iing_
you know, to anybody who'd lis-
ten. She did nothing but wail for
the next three hours.

Her children had been killed in
a Contra attack. She came from a
mountain area where there was a
lot of fighting, and the stress of
living in that area and having her

children die drove her crazy. She
would come every night to the
hospital. Ar that time there was
only one psychiatric hospital in
the country, in Managua, and the
hospital in Matagalpa was simply
waiting to get an army truck or
something with one place in itso
they could send her to Managua
o get psychiatric help. She was
just, you know... and by about
nine o'clock she would leave. |
don't know where. | mean, [ guess
they knew where she was, They
were feeding her. She would dis-
appear into the countryside and
T}]C’l—l come ha.l:k at nght.

Q: That's a stery.
A: Yes

Q: Alitony of grief.

Az You could make out bits
and pieces, | mean, of syllables
but they were not coherent sen-
tences.

A.ﬂd t]"cl-l t]"ﬂ next Vt'L'f_‘k wie
talked to several Sandinistas who
were running ministries. One was
domestic economy and the other
agriculture. Mark knew Rosario
Murillo, the poet, you know,
Ohrtega's wife, We stayed ar the
Cultural House that puts up
d.rllsl'_‘- and WTILErs. W\: h..ﬁ] |un(;]'\
and Mark interviewed her, and |
photographed.

Tanks in the straets of Monague et the time when a U.5. gir strike wes feared
1984).

talk with him?

Az Well, we did evenrually. It
was very funny because after the
L'||:L‘ll{Jr|_‘- Wit plll ma rI:qlJl.‘sl‘ (€3]
talk with him. It's a lirtle like
waiting for Fidel, waiting for
Ortega. Because firse his assistant
said "Well, maybe you'll have to
wait for an answer,” o we wait-
ed, and then he called and said
"IC]l have to be tomorrow after-
noon.” So we waited, and that
was impossible. So we actually
changed our plane reservations,
which is a very risky thing to do
m Nil:aragua hl:i:ausl: Y(!u never
know if you can get another one,

bit outside Managua where we
cool our heels for another hour
and a half.

It's a completely surrealist kind
O{Kcnl‘: f]ll []fﬂ :ill(]dl‘r‘l two El'l]-
diers come to the back of the
house and say "Follow us to the
front door.” An open jeep drives
up, and it's Orrega driving the ear.
He says "Get in,” so0 Mark is in
back and I'm in the front seat. No
do(]rs, no Wll'ld(]wfi_ [ mean [hc
three of us-Orrega, Mark and
myself. | mean, anybody could
have assassinated us any minute.
We drove around for about an
hour and a half; he was la”(lng,
showing us Managua

Dectar Vichey Gozman, founder of Salvadaren Asseciation for Rural Health, talking to members of farm cooperative near
Condalerio do | Fromtera, West Salvader. 1986.

She is a very attracrive woman
and is in fact distantly related, |
think, to Sandino. Rosario loves
children; I think she's had chil-
dren since | was there, and at that
time she had five. So there were
at least four squiggling, squirming,
very young children at the rable,
And she apologized for the fact
[hilt :i'ﬂ:f{.‘ wene no pt‘Upkc brlng-
ing food in, serving. Then she
told this wonderful story about
how when they moved into the
house maybe two or three years
earlier. | think the previous family
had left, and when they left they
left cars in the garage, clothes in
the closets, servants in the house.
The servants were very upset
because Ortega never felt com-
fortable hr:ing served, so he would
always go out to the kitchen o
get the food. This upset them
greatly, and they felr that the
proper kind of relationship
between servants and the family
was not being encouraged. So
they left.

Q: What about Oriega? Did you
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So he did this for four days, and
Wi rh(}ugh! we'd never get be
able to get back.

All of a sudden the phone
rang in the Casa de Cultura ac
8:30 am. "Soldiers coming. Be
ready in fifteen minures,” Of
course we sit out on the sidewalk
for another two hours. Then a
man comes in his car and rakes
us to a government house a little

This was also the period a
week or ten days after the elec-
tions, and we [the U.S.] had start-
ed sending spy planes, reconnais-
sance planes across Nicaragua.
We had already been sending
reconaissance planes, but these
were low-flying ones called the
Pajaro Negro, and you could hear
them. There'd be these sonic
booms at eight o'clock in the

People lining wp of the polis in the merning te vete in the slections (1984).

mormning, everything would shake
like an carthquake, and you'd
know the plane had come across.
Remember, this was the time
when Reagan accused them of
having MIGs delivered. It turned
out that was total nonsense. But
Micaragua was getting ready, there
were tanks in the streets. They
were getting ready for what they
thought would be an air strike or
something. And so the planes
were used as harassment, and the
tension kept building up.

Q: People were really frightened.

A: Srudents were going off in
labor brigades. There was a big
ceremony where they were sup-
posed to go off to the north to
pick coffee, bur they were rold
they were poing to have to stay in
Managua because they might
have to defend the barrios and
l'l_'fﬂ'l“: CIVll dl.‘f(.'l'lﬁt' urmts. ﬂlL‘Il’l'
was training for these kids in what
to do 1n case le an ar r.'lld.

People were scared. And there
were these young kids up on top
of tanks, kids that looked no older
than sixteen on these old Russian
tanks.

Q: Were there amy Russians in
Nicorogua?

A: Mot that | saw, but I'm sure
there are-and why shouldn't
there be! And | saw Cuban doc-
tors and construction workers and
so forth. But the East European
and Soviet advisors tend to stay

precry much our of sight.

Q: How was the medical situotion?
Hod we begun the embarge when you
were there?

A: They hadn't started the
l:mbﬂ[gn whcn l wWas lhf_'!'.‘ l'!ul‘
they needed medicine. It wasn't
as bad as it is now—they needed
antibiotics and some everyday
medical supplies. But the clinics
were working, in fact, they were
just about to open a new hospirtal
in Matagalpa. | think the Dutch
and the Swiss helped build it.
There were clinics for basic medi-
cal care where there had been
absolutely no medical care before.

Q: When you were in the country
did you visit cooperative forms and
see some of that? How was that?
Looked pretty good?

Az Yes. One of the things | was
really shocked about in Nicaragua
was the terrible lack of infrastruc-
fure ln luli:ll dareas, 1 Saw y:\-'L'r.'l]
farms appropriated by the govern-
ment from wealthy landowners,
and even on these farms the rich
owners had left terrible housing,
mud huts, cement block struc-
twres. Mo facilities ar all. No
fl:m:cs ar I'(rlds. M"" C(’l‘lcll]ﬁl(!n
was that the landowning class had
simply raped the country and
took all the money out.

Q: When you went down were you
already strongly opposed to Americon
policy in Centrol America?

Az Yes. | had already formed
my opinions. Everything [ saw
reconfirmed them. Yes.

Q. Most Americons don't seem o
give very much of o domn about
Central or South America.

A: Or anything ourside their
house. Certainly outside the
United States. | think there was a
poll a couple of years ago thar
most Americans weren't even
aware (]{ '[hl_' d‘lH‘lZII.‘nCL‘ })L“\\'I!t‘l'l
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Nicaragua and Salvador or where
they were. No, most people don't
know and most puuph: don't care.

Q: What about women in
Nicaragua? How ore they deing?

A: They're doing much betrer
than in Previous times. However,
you are still dealing with the
Latin culture. And while women
have positions and work and edu-
cation that they didn't have
access 1o before, their lives
are very difficult. Thar is,
they have most of the domes-
tic chores—child rearing,
child caring, you
know=cleaning house, mak-
ing food. | mean, men still
don't participate in that very
“-i.'"... ‘[Ih.l.'l'i you h-'l\'l‘. r”ﬂ}‘r
lems of living in a sociery
where all the logistics are dif-
ficult. 1t's difficult to get
i‘TI"lnd Y{]l] can wait FU] a
bus for an hour and a half
because there's not enough
gas to keep the buses run-
ning.

It's just difficult; everyday
living is difficult unless you're
middle class or upper middle
CliJ.\5 u”'{.l IHIVL' o car L"Hi
access to l'?'].'l.l:k n\:!fk(‘r !,'.’l:«':l—

line. But certainly in terms of  coe

rights women are much bet-
ter off, and there's better mater-
nal and prenatal care.

Mow, you know | haven't been
down to Nicaragua in the last four
years; the whole quality of life has
dereriorated because of the war,
and European countries have cut
way back on their aid and invest-
ment also because of pressure
[r‘()r[l us, rn“.'l": 15 Thl.' Nutl(lnal
Endowment for Democracy,
which is a travesty because it's
funded partly by the U.S. taxpay-
er. | mean it's part of government
and not part of povernment. Part
of its fundl.ng coOmes dlrr;crl'y out
of Congress, and part from private
sources, and, | would assume,
foundation sources. It is essential-
ly a very conservative organiza-

Eluction compaign rally of Socialist Party of Nico

tion that is non-profir, tax-
exempt, yet it has funnelled mon-
ey into partisan political con-
tests, not only in Nicaragua but in
countries all over the world.

Q: If you're a photojournalist and
go someplace without preconceived
idens, ore you making a story in your
mind?

Az | think very few photojour-
nalists go with no preconceived

ra

idea, | mean even if they say that
they don't, | think in the back of
their minds they have an intellec-
tual or philosophical or visual
structure. But it may change
when they confront reality.

For me the interesting things
happen by being in another cul-
ture; | mean color has a different
meaning in that culture; physical
structures are different. All vour
visual senses are assaulted in good
and bad ways—in new ways, so
everything is much more height-
ened. Mow some photographers
work cnrucl\..' differently. The
great Czech ph{)[{)nmphcr, Sudek,
you know, photographed in and
around his studio for much of his
life. | think for many photojour-

gua (PSH) in Me

va, during the

1984 aloctions. PSN considers itsalf to the left of the Sendanista Party on many

acenemic issues.

nalists it's that contact with nov-
elry and freshness and things we
don't know thar stimulates visual
ideas and visual energy.

1 lock at my Central America
work as very beginning work. If
you look at the layers and levels
in how you react to something
creatively, | was reacting at a very
simp le visual level there, even
though in my mind | had a very
sophisticated understanding of
what was happening there. But it
was literary understanding, intel-
lecrual undcrslandmg, which had
not reanslated itself, really, into
effective visual terms. | didn't
have a visual story | could do an
illustrated magazine piece. But
with many of the images [ don't
feel that | really got into those
deeper layers of creative expres-
S101.

Q: What does emotion hove 1o do
with this?

A: ...I'm not sure....] think
that my mind was so loaded with
information. | was llllnking abour
dara and information and not just
responding visually. And [ fele
very emotionally scrongly all of
the time. But | didn't allow that
to find its personal form of expres-
sion. For me | think that can be a

Les Hojes, in western Solvodor. The commemoration of o 1983 mossacre of en Indien form
Undor prassura from landewners, the Army went in end slaughterad 80% of
the mon in the cosperative.

problem visually and photograph-
ically. I'm some- body who tends
to read a lot, o load my mind
with information about things
that interest me; | wane to try to
figure things out. I’ho[(:gmphy
isn't about figuring things out,
really, ar all. It's about visual com-
munication at the simplest level,
particularly if you're a documen-
tary photographer. You strive for
images that have a lot of depth
and therefore are going 1o res-
onate through several layers of
knowledpe and emation. But in
its essence it's such a simple form
of communication (rmp;m:d (5]
“Tltl”g Hn{] music. lt..‘i a rl'[]llc“\'l.‘.
form of communication,

Q: Then | keep thinking of what
you said about the first versus the
second or third time you went to o
place and having had time to experi-
ence those visual images in o differ-
ent, certainly more profound way, it's
sort of like—| always have a chance to
rewrite, and you don'l, necessarily.

A: That's right. Unless you
kl:(.'P gmng d()v—'l‘l -']B.]ln -_i.rILI .'lg;iln.
And [ think ar this poine if | went
down again it would be o try o
l.':(;.:l{]rl: my own PE]S-(}T)H[ Vl.‘il].’ll
response to the place rather than
trying to tell a story or illustrate
something. But [I'm torn between
five or six other projects thar |
want to pet started, And the oth-
er lhlng 15 th:ll‘ rhclt‘ 43 m-'l('\r'ﬂ]{,llﬁ
rhotopraphy on Central America,

Students in o school built by refugess of o resettloment project, El Barrillo.

EI!'HJ 1 IJ[]I'II[ kﬂ{]'h' Ifl h-"l'\r'f_‘
anything more to con-
tribute to Central America
with my own work.
{:n:rr:ainh,' I have an ahiding
interest, and [ certainly
work at it a lor. The other
thing is that whar 1'd like
lGI{IU 15 th{.‘ lund (}[thlﬂg
that would take months of
living down there, and I'm
not sure righr now that's
what [ want to do.

Q: Talk about these things you

want to do.

Az Actually | get supersti-
ticus bue I'll tell you. The
two that are most bugging
me are one, 8 project on
prison. The other is con-
cerns the decay of our urban
landscape. [ don'e think peo-
ph_- realize the extent 1o
which this has happened

Bue [ would love to go
back for a while. One of the
things | found enormously
moving was the few a‘lays 1
spent at one of the refugee
rescetlement areas in El
Salvador. Just the will of the
Pc()p]l: BO overcome Whr'”
they had gone through, los-
ing everything, being
bombed out of their homes,
living as real victims—and
then forcing the government and
the economic and political estab-
lishment to let them back on
their own lands. They had o
rebuild from scratch, with all the
memories of having lived in tun-
nels, then rebuilding their lives
on the same land, and ar the same
bime h:l\'lnu [ (3] '.‘mlllrl: Hil{llch
coming in at night and pretend-
ing they were guerrillas, secing if
they would support them. There's
no easy quick way to translare
that kind of experience into pho-
tngmphy. It's bcing there.

l E'ﬁl\r‘k" \'\r'(]l'k(.'(l most 1n [h‘.‘
western part of Salvador pho-
tographing. There's a project
started by a wonderfully interest-
INE Woman our age near Sﬂn(n
Ana, the first woman in her fami-
ly to become a professional—cer-
tainly to become a docror, She's
getting money from individuals,
churches, and then some develop-
ment funds. And she's not a sen-
timental do-gooder or a politically
active person, She has a penuine
feeling about people, about what
is fair and just, and an uncanny
ability to communicare with
campestnos.

She grew up in a provincial
capital, of middle-income middle-
class family with some education.
She's not a peasant campesino. But
she really knows how o work
with them, and she knows how to
talk with them straight and they
rrust her. And she's disciplined
about the way she works and she's
Very courageous, not 1 an ﬂh\'l'
ous way.

Refuges children's drawing of the bombing
of their villoge.

She went to medical school in
Mexico, and part of the residency
t[;lln"]f_: was [0 g{] out {In[i LI[]
social services, and it turned out
she went into a village in a very
poor area where there was a lot of
land reform conflict. She was hor-
rified by what she saw there, the
poverry of the campesinos. Her life
was threatened, and when she
{in;i]l"' wenet b.‘lck o S:ll‘-':[l(:lf !il'll.‘.
started working at the hospital at
Santa Anna but became immedi-
ately aware of the rerrible need
E{” hl‘r m ']3[‘ (.(]Unll!"ﬂldl'. l.‘:‘] .‘ihl‘
\‘:'r[L'l! 4] “‘(Jfk “lth SOME CONm -
munities on lh.‘: []l]ts«kl(lﬁ c.lf Eown,
and then people heard about her
in outlying villages and came o
sec h'.'r. ThL'rl Sh.l: ST{I(l'Ed tdklng a
rrain, she would be away three or
four days. She had this funny hat
that she'd stick out the window of
the train and the train would go
th[ﬂl[gh rhc.‘l‘ mountainous '\r"ll-
lages and she would wave her har,
and the pq,-np|c would know she

was on [}1{.‘ fram.

Q: The time you'd have to spend in
Central American to cover that kind of
story reminds me of Let Us Now
Praise Fomous Men— that kind of

depth.

Az Yes. Going in for two or
three days or even a month
wouldn't do it.

@: You'd have to be there o year.

A: Yes. You would. | don’
know that the work that would
come out would be necessarily
very profound. But | loved being
in El Salvador. | love the shapes
and the colors, the liveliness of
the people, their emotional
response to life.

Mive Hevshey published a val-
ume of her poetry, Floating Face
Up, in 1984, Her novel Truck
Dance was published by Harper
and Row earlier this year. She
teaches in the Creative Writing
Program at the University of
Houston.

Al phatographs by Wendy Watriss
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Richerd Lowis, family mombers of the Diseppenred, El Solvedor, 1985

DOCUMENTING DEATH:

CHILDREN
&MOTHERS

OF THE DISAPPEARED

HOUSTOMN CENTER FOR PHOTOGRAPHY

By Joon Seeman Robinson

Richard Lewis's photographs of the
CoMadres, or the Mothers of the
Disappeared, were shoun at Diverse
Works in February. The exhibition was
closed due to the five which destroyed the
building; it will be remounted at Diverse
Works' new site this fall.

One of the earliest uses to which photog-
raphy was put was to document the
deceased. The postmortem portrait made it
possible for ordinary peaple, those who
Co'l.lld never ha\-'l_‘ ﬂﬁﬂ[[]ﬁi o hﬂ'\'f_‘ famll';'
portraits rminrr_‘d, to capture the likeness of
the recently dead. It must have been then,
as it is now, astonishing to hold a life-like
mplica of a loved one in the hand, to mar-
wvel ar its composure - mouths closed (often
faintly smiling}, eyes shut as if in a state of
sleep, hair freshly arranged and often still
wet from combing, beards trimmed, bodies
scrubbed and freshly scented. [t's nearly
impossible, except with a fierce efforr of
the imagination, to comprehend thae
they're dead. And why is this? Pardly
because they're composed to look alive.
Because so rarely do we ever see the dead,
and when we do...] Americans lust for
artificial preservation and Ell!itu:lﬂi-]rll‘_{ have
open-coffin viewings, The idea of death is
unacceptable in modern culture. Life is
now medically attenuated to grotesquely
artificial lengths in order to avoid the rau-
ma of the final dcparmn:.

The dead are also photographed to docu-
ment atrocities. Most of us have never
looked at the amazing archives of the vie-
tims of political assassinarions in Central
America, for example. These images were
made by anonymous photographers for the
Salvadoran Human Rights Commission
which uses them to record body counts of
political killings before the dead are carried
off to dump sites. They also provide evi-
dence of death for the families of children
who have disappeared. Fifteen such images
of the desaparecidos were shown at Diverse
Works last February alongside Richard
Lewis's photographic portraits of the
Maothers of the Disappeared, or the
CoMadres as they are called in El Salvader.
Lewis obtained them from the office of the
CoMadres, located in the archdiocese of
San Salvador, and brought them back for
this purpase—to create a wordless, non-
didactic context for the photographs of the
Mothers.

The victims are young, mutilated, and
almost unrecognizable. Clearly none of
them could have survived the calculated
viciousness of their attackers. Unlike the
repose 50 a.rtfu”'r' suggcﬁtl_‘d in Commemora-
tive portraits — ]:mr[]}' for the survivors so
that they could believe thar the deceased
died in peace — these are agonized termina-
tions. Fired on at close range, they've lost
parts of their heads. They're often mutilat-
ed, necks are slashed, bruises are in evi-
dence. Why not clean kills, tidy eradica-
EIOTS, if the intention was to eliminate
opponents! Each proof of death resounds
with the evidence of torture and disfipure-
ment in order to demonstrate that suffering
was intended and even prolonged. And
even in black and whire, the tarry blood is
viscous, fetid stench is sensed, the maggots
are near. These are warnings to the sur-
vivors to remain at bay. They're meant to
terrorize, to neutralize OpposItIon. These
kinds of documents are not made to pro-
long family memories but to help bring
them to a conclusion. They are for the sur-
vivors who live daily with their own kind
of terminal condition: their lives were
crippled when their children were killed.

In 1986 Lewis photographed fifty of these
women. He extended a three-day visittoa
conference of the Mational Unity of
Salvadoran Workers in San Salvador to a
two-week participation in relief work with
the CoMadres. Lewis’s own political posi-
tion is anti-interventionist. Long interest-
ed in Latin American culture and an expe-
rienced traveler in Central America, he
returned to observe the continuing effects
of what he repards as “the Unired Srares'
corrupt and unjustifiable foreipn policy. 1
intended 1o meet the CoMadres and to doc-
ument their rragedy, tenacity, courage and

strength.™ A formality of his first visit to
their office involved going through the
Book of the Missing, a spiral-bound photo
album, while sitting in their presence. The
Mothers sat in a circle as each one gave a
testimonial. Lewis responded saying thar
he wanted to talk to them art length abour
their experiences. Subsequently he worked
alongside them and attempred to depict
them as unique individuals in various dress
and in different locations.

Using a camera-attached flash he made
half-length closeups. The women gleam
against dark backgrounds; the details of
their physical condition - polite expres-
sions and tired eyes, modest clothing (some
are in the dress of the Mothers = dark
gowns and white headscarves), are brought
to the fore. They're alert and willing par-
ticipants in the documentary process. In
the installation one visits each of them in
sequence and they look directly ar us. We
know who they must be because adjacent
to cach is a smaller photograph of the head
of a “desaparecido.” This in turn scems to
heighten the pallor of the starkly lighted
“Unl‘.‘[lg F;l‘.‘t'\.

Why were these works—two series from
different sources but literally linked by
blood lines-shown in a fine arts context!
Susan Sontag has pointed out thar shock-
ing inmgus"u‘i” seem different on a contact
sheet, in a ga“un‘, na p(}ll[“:?—ll demonstra-
tion, in a police file, in a photographic
magazine, in a peneral news magazine, ina
book, on a living room wall.™ Isn't this
precisely where we'd expect such appalling
and volatile material to be defused? Aren't
we expected to attend to aesthetic consid-
erations, which would in the process mute
our reactions to the brutality before us?

Mot even in war-time photojournalism
have such images been shown. From the
Second World War to Viernam, both mili-
tary censorship and the photographers” self-
censorship staunched any direct focus on
mutilation, c!.pr_‘cuu”y of faces. The p,an‘r.'ll
public never sees them. (How pale by
comparison now seem the tabloid shots of
“disasters” Andy Warhol used for his
silkscreen paintings in the early 60's.)

Such records are for specialists; they're used
in medical training and by morticians, and
by insurance companies in court cases,
Police photograph crime scences; the Nazis
photographed the work of S butchers.
The armed forces photograph bartles and
war C”mﬁl Cﬂlmhﬂl .In!-'ln'("'mf_'n carry cam-
eras even into free-fire zones—and in the
modern state they're used as a standard
means of survetllance and control.

In El Salvador and elsewhere they docu-
ment rorture and assassination in order to
provide, along with testimonials and wit-
ness accounts, substantiation of the abuses
of human rights. Forensic physicians assist
in this process, using the photographs 1o
prove murder. And families need them-
—these most hideous of all the visions they
will ever have of their children, in order to
marshall their moral ourrage in defense of
their memaories.

In a gallery setting they're askew and
l‘h("’{ T}\l"“’ us (){f bul;mct‘. E[If' d]ﬁl{u][ o
maintain any equilibrium or even to speak
when faced with such material. Something
like language is urgently needed in order to
reclaim the familiar, but words are abso-
lutely inadequate to bridge this sense of
inequality-between us, and death, and the
survivors' permanent loss. There is mystery
artached to images of the dead. Whether
they're serenely intact or with faces blown
away, we feel that if we look harder, intent-
ly encugh, something beyond the visible
“’||I I'\(' I("-'l‘.'lll‘il. “llt th‘L‘(L'l!; .“I]C‘h a dlﬁt‘r‘
ence berween those just “passed away” {to
where?) and those who've been slaugh-
tered. Then we ask, “Why!"” and “By
whom!"” while looking at bodies and think-
ing, “Is that really all there is™ But these
waves of reactions follow thar first plum-
met into silence that Roland Barthes says is
caused by “the traumatic image™

...truly trasmatic images are vare, for in pho-
wography the mauma is wholly dependent on
the certainty that the scene “really’ happened.
The photographer had to be there, That
becomes the photograph about which there is

nothing to say.?

CENTRAL AMERICA



And the photographer of such images! He
or she's in a war zone, going after the kill,
tracking the stalkers, in these kinds of cases
performing anonymously. Social documen-
tarists like Lewis enter the loop to bring
this ugly core out into the world.

Richard Lewis's presentation is ostensibly
simple but strategically complex. At
Diverse Works he not only secured a new
audience for a cause he's concerned about,
but he's staking a claim for the enlargement
of the parameters of socially concerned
photography. A.D. Coleman wrote recent-
ly that “the photodocument now finds
itself hard put to re-enter the academic and
postmodernist circles.” One fault in the
genre, he says, "...is that by pretending to
abjectivity it either avoids political respon-
sibility for its effects or denies its own hid-
den agenda, or both.™ But Lewis has set
up several fronts on which he's defining
this territory.

First he's lifted the photographic evi-
dence, the forensic identity image, an
placed it in a new setting where it func-
tions discursively with the larger portrait of
the !'.'Lm||'\l.' survivor | he Mothers survive,
alive, responding intently to the photogra-
pher. But they're estranged from the dead.
The evidentiary photographs are proof of
murder, supporting the case prepared by the
Human Rights Commission. And they
support the case prepared by Lewis, who
wants us to undergo the encounter he had
with the CoMadres and their Book of the
hils&lng mn Sﬂn :';:llv;lii{)f. ] lL'I'J a]]u[lucd t}!u
living in life-size next to the dead, who
eX150 now {J['li‘J' as PuﬁL"_» mna nUl‘.‘th]k, Hl'ﬁd
placed these “pages” ar the level of their
hands and ours, as if on a tabletop. Then
to see them, we must re-enact Lewis's visir,
step up close and bend over, and move
kack to find ourselves facing the Mothers.
And do this over and over again, fifreen
rimes. Withour text or subtext or any oth-
er direcrorial manipulation, he's converted
a vacant exhibition environment into a
I:l‘;lrl'l}ﬁ('r ({Jr ']\L‘ 'n\-'ﬂnl‘ﬂﬁing GT Massacre.
Even here in Houston, his inscallation
dAnNnNounces, we can L':(l"L‘l"l‘.'['l{:L' some le]:rk".'
of the pathos surrounding these lives. He
had “a great respect for the subject matter,”
and "wanted people secing these images to
ask questions about whar is occurring.”

Part of that process involved sending his
prints to the Washington, D.C., office of
the CoMadres, which has published them.

In the novel Del Corsa's Gallery, Philip
Capurto wrote vividly about transforma-
tions in photojournalism in recent wars,
from Korea to Vietnam to Beirut. In guer-
rilla wars all structures are scrambled and
disguised, no sides can be identified and no
fronts can be determined, subterfuge and
surprise are the tactical principles, civilians
and combatants are often indistinguishable,
stalemates are standard, and attrition is a
strategic plan, operating as an exhausting
continuum. Del Corso, a combar photog-
rapher, ruminates, after moving to Beirut
fr{:l“l v]'.'ln;l[[l o Eﬁmli”'l.“.' h.l.“ “'lirk;

Without the spectacle of war, the drama and
the hevoism, he felt as if he were working in a
VRO . .. if hE hﬂ.l'.f a COnsSaous P‘lf?lljc it
s Lo llndersl:ﬂﬂ.d, ﬁﬂd Lht woman EFITI.L’ m
the street like some mq_;m'mmud animal
seemed like ome of the keys to the secret.*

Do keys to such secrets lie in images of
the slaughtered? After seeing an exhibi-
tion like this one we understand more of
the reasons why the dead are photographed.
Aren't all such images taken in wartime
r_“.ﬂcmi;aﬁy pnlnir,al.‘ Which side was the
victim on and which side the pmp:rr;nmr.'
And there are the moral questions: are
these victims civilians rather than combat-
ants, and were the killings justified under
the existing “codes” that the military (and
their opposition) always purport to follow!

But we must also ask ourselves how they
ane phnmgmphcd. What makes an image
“work,” and for whar purposes and whar
audiences! Whar angle, what lighting,
what degree of closeness or distance, clari-
ty, blurring, graininess or glossiness of the
pllnt WI|.1 m:{kc an image uf“.'fl.ll. Or memo-
rable... or saleable to the news services!
Donald Kuspit, the art historian and eritic,
says there can no longer be anything

10

romantic or ennobling about images of war
dead. *There is a documentary approach
generally applicable to the revelation of
modern war” (my italics) which...

...involves the renunciation of any imagina-
tive humanistic tregiment d!mugﬁ which war
:nigf'll be seen as the realm in which the
tragedy of human existence is disclosed

Seventy thousand civilians have been
killed in El Salvador in the last eight years
in a war which has been called “our lsrael”
or “our Ireland.”™ A United States Army
Colonel who supervised the training of
American military advisors pr;ilsud El
Salvador for its "sunshine, beaches, fresh
shrimp and pretty women.™ At the same
time paramilitary groups trained by ULS,
advisors are “disappearing” those who
threaten their oligarchical and milicary
control of the country. El Salvador is the
most (ll‘n!il‘l" r{!Plll.‘lt‘L‘d :ln{i one (JE ']‘I'.'
Pi){]fcﬁt nations 1IN (?L‘nllil! Ar[l‘.'r“.'a. JIL;.'
situacion,” as it is called, cries our for “la
solucion,” but with the election of
President Alfredo Chrigtiani, who is sup-
ported by Roberto d'Aubuisson, founder of
the ARENA party which instituted the
death squads (and whom former LS.
Ambassador to El Salvador Robert White
called a “pathological killer"), there are
expected to be increases in the killings
\'.']'\Ich rlL't';iLi!' I-I{IVL' h‘fn Htl.‘ppt:d l]r] n :hl:
i:lhl Two years. Thlf‘ 5 “Ll I:JJ'ld “'I]L'Il.' |'|'|{]l';l|
ambiguity and a propensity to homicide
define the political landscape.’™

In 1987 a strategy for continental security
was secretly adopred by the armies of four-
teen Latin American countries and the
United States, in which the commanders
"()Pfl.‘.d fﬂf a F.‘t‘fﬂ\;inﬂn' state ()‘F Cﬂnllf}l
over C'l\-llliin i_\'l':\'{‘rnmt:l‘lr, \\'hllﬂ .‘-ll]l Fﬂ:-
serving democracy.™ This control included
new norms for combar “thar took into
account the phenomenon of nonconven-
tional warfare, including terrorism and sub-
version.™! This secret agreement is based
on a ncw dl."-lnlrl[ln U!’ .‘-llb\"c[.‘-l(]n mn “'l'“ch
f‘([l'rll 111{)".‘1|l£;1[u]l| mn ]_.:JIIH I‘\'l“l.'llcil 15
believed by these military leaders to be
{I'|rl:cti'!{ I'l:].ltr_‘(] | {a} Tnt'_"n:lt“mal commu-
nism. Therefore all organizations that pro-
maote berrer living conditions are regarded
as ‘the enemy""? This summer the Senate
[ntrﬂigcncr: Committee c]’\n.rgc{! the EB.L.
with improperly linking the names of 2,375
United States citizens and 1,330 groups
with international terrorism because they
were oppesed to ULS. policy in Central
America, and with passing that informa-
tion on to the Salvadoran National
Guard.®

Ower 1,000,000 Central Americans have
fled their homes in the last decade in fear
of violence and to escape political repres-
sion; over 100,000 of them are Salvadorans
who are now living in Houston. ™ We
might imagine some of these refugees look-
ing over our shoulders this fall as we attend
the reinstallation of Richard Lewis's exhi-
bition at Diverse Works. At the first show-
ing, Amnesty International set up an infor-
mation table at the suggestion of the direc-
rors of Diverse Works and the encourage-
ment of Richard Lewis, where they dis-
tributed copies of their publication, El
Salvador: “Death Squads”-A Government
Smategy. At their monthly local meerings
people sign up to write letters to protest
r:;-umr!cgnl arresis, incarceration, toriures
and executions. To quote Hanna Arendr,
“The climax of terror is reached when the
police state begins to destroy its own chil-
dren, when yesterday’s executioner
becomes today's victim, "™

I want to thank Ben DeSoto, Houston,
Frank Blake, Amnesty International,
Houston, and Anne Wallace, Amnesty
International, San lgnacio, Texas, for their
advice and assistance,

Richard Lowis, 0 member of the Mothers of the Diseppeared Humen Rights Organization in El Selvader,
1986.
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By Carele Kismaric

Derrill Bazy, a Boston-based
photographer, received a
MassProductions Grant from
the Massachusetts Council on
the Arts and Humanities in
1988 to produce a book of his
photographs taken in Nicaragua
and Guatemala from 1982-
1989. He is currently working
for Oxfam America, and teach-
es documentary photography at
the Massachusetts College of
Art.

Carole Kismaric spoke with Bazzy
this summer about his involvernent
in photographing refugees in
Central Amenica. The interview
turned into an extended conversa-
ton; SPOT is publishing one part
aof it, and a second part will be pub-
lished in VIEWS, the Journal of
the Photographic Resowrce Center
at Boston Uriversity,

Corole Kismaric: What has always
interested me about photography is
the photographer’s lm;m' his
subject, so fundomental, yet so com-
plicated. It seems to me that it is this
relationship that dictates everything
that follows -- from what a picture
looks like to how it is pumped into the
imoge system of the wnrld!’:lhur do
you understand 1o be the relationship
between the photographer and his
subject?

Derrill Bazzy: The subject comes
first, followed in importance by
photography. The photographer
uses ti’ac mc{jlum asa t{I]] lh.]“'
reveals his subject, communicat-
ing what's going on by spending
time with the subject. But the
critical issue is to communicate,
and for that | feel that words are
as important as photographs.
Each is powerful in its own way,
but the two topether can be
intensely dynamic, communicat-
INg an lnfurrnatl(mal EH'['LI E!PL'"-
ential whole.

Q: Does that meon you feel or accept

photegraphy’s limitation os a desaip-
tive medivm?

A: Of course there are limita-
tions. Photography is not neces-
sarily objective just because it's
photography. Whart's objective is
how photography is used. The
old phm.u: "a picture is worth a
thousand words" may have some
truth to it, but there are only a
few photos in the world that are
actually worth a thousand words -
pictures that can speak as well
without words and with words.
I'm talking specifically about dec-
umentary photography.

@: Tell us more about what you mean
by “speak,’ about what a pheto-
graph can “give vp.”

A: | believe photography is a
language, and any language is
based on the need and ability to
communicate. Documentary
photography is meant to commu-
nicate, so when | refer to “speak-
ing,” | refer to phnrngmph}"s lan-
guage being parallel to the lan-
guage we are speaking right now.
Photography is a dialect of every-
day language, bur since it is not
our common, main language,
sometimes it falls short in fully
commun- icating to people. At
such moments, words can be more

effective than photographs.

Q: What then do your photographs,
“speak about?”

Chichicestanangs, Guatemala (1988). Each yoor to colabrate the Feest of Corpus Christi, paople dress up as differant
caricalures.

DERRILL BAZZY

A CONVERSATION BETWEEN

CAROLE KISMARIC

A: Fi)r [hl_' S'lejcc[ l am l.'!n.‘iCnTliil-
ly dealing with - refugees — you
have to consider the situation as a
whole: how a group got where it
is, the fact that they are a group at
all; how many they are; and what
their needs are. But when you're
there in the camps photographing
the 5uhjr.cT "rcf'ugr_'c," it u‘.‘l”y
boils down to the one person you
are photographing. How did that
one person get there? What is his
story! What happened to her
child? What's going on to the left
of the photo that you couldn't fit
in! What's happening behind you
while you're taking the photo!
What happened yesterday to
these people; whart’s going to hap-
pen tomorrow!

Q: What are you saying? That oll
those things just desaibed, which ore
not literally in the ¢, are the
facts that are e 1o the photog-
rapher — fads he must somehow
incorporate into his re ation of
1henbiedw ? B

Az Such facts make the picture
deeper. | think for someone
to...and again, we are talking
about how the viewer sces... com-
municate the “facts" of an event
there has to be an intense com-
munication between the photog-
THF}“.'( Eﬂ"d t}\'.‘ VICWCT. 1 was
there. | saw thas; | smelled ir; |
heard ir; | sensed i. The viewer
wasn't. They just see what’s in
the 35mm frame. For them to
understand what was going on,
probably 99% of the time words
are needed to prod and ger the
viewer past the frame, both in
time -'!nl.i m .‘«P:!CL‘.

Guatemalan refugess in Mexico, in Los Coscadas (1987).

Q: OK, but if you were to think of a
photegraph as o layered experience,
hfoﬂelhnhu:hdded'::rlhl pic-
ture, how does that information moke
its way from the photogroph, through
you, to the viewer? What is the first
accessible level if there ore no words?
What do you os a photographer try to

communicate first?

A: The first level is hard to
describe. Certainly in dealing
with refugees, | want to convey
people's dignity = not that these
people are victims. In one sense
they were forced out of their
countres .':Ind ]"El'\'l_' ﬁuﬁl.‘n:d
tremendous hardship, bur they
have dealt with their lives in the
best way that they could for
themselves and their families.
They are survivors who are trying
O MOVE Ina ]}USI{I\‘L' dlfi'c[ll]['l.

HOUSTON CENTER FOR PHOTOGRAPHY

Q: In that sense your photography is
determined to be humanistic. The first
thing you ore concerned about

oaoss is the humon quality.

Az Yes.

Q: Let’s troce the evolution of how
you came to understand your subject.
Where does the idea of refugees enter
your life; when do you decide you
want to picture them? What ded-
sions do you start to make?

A: The critical period for me was
asummer spent studying Spanish
in Colombia, South America.

Q: Hod you ever been in thet part of
the world before?

Az [ had never been outside the
United States before. After class
each day, | would walk around the
(.l"_f, gomng o as “‘;]n}' p|:iE{‘.:i as |
‘.'(]“l{i. S(H‘“L‘ were C;IIL”:"ULer ;J”';.I
tin shack villages. Anywhere you
went there were people on the
street, in need of help or medical
care. That really affected me. |
had led a very sheltered life and
never knew such poverty existed.

Q: Were you walking around as o
person, or as a photographer?

A: Asaperson. | had takena
few photography classes at the
University of Florida, so | was
starting to think about photogra-
phy. But the experience of walk-
ing around and taking things in as
a person was the important con-
EacCk. 11’\(‘. tH]’\l:l' fﬂct J l'.';]l!fl'd was
that Colombians did not like the
United States. So, there | was
part of an oppressive force. [ was
Tf)[jl"'r' r-hn-d-f:‘d, because | had
been raised to believe thar we
Americans were the pood puys,
that everything we did was for the
benefit of those around us - we
were truly a "Christian nation.”
()rl 5‘."!".'[';:[' OCCasIonNs ] Wwas I'Iu."v
tled our of a movie theater or a
concert hall because the audi-
ences were ready to erupt into an
anti-American riot

Q: When was this?
Az 1976, our bicentennial year.

Q: Were you talking to people, os
you were walking around, as a means
of penetrating the first layer of expe-
rience? Were you consciously trying
te move through the obvious?

Az | was very much on the out-
side. | had no real contacts to pet
inside, My reacrion was visceral.

Q: Did what you see frighten you in
ways that dtimately were incorporat-
ed into the pictures you mede? On
one hond, you could have dedded 10
moke obvious pictures of “victims of
peverty,” or you could have tried to
depict your reaction to this powerful
experience. Which did you de?

A: Whar [ saw just shocked me;
it shook me. lt shook two of my
major, fundamental beliefs: that
life was g{md out there, and that
“hﬂt lI'IL' Unlt‘.“d Slilt{“‘w ﬁ:l(l as a
nation was good. People were
WI“tng [ Cw] ;iCEcP' me as an |nd|-
vidual, but not as a ULS. citizen
Instead of doing pood for the
world, my country was an oppres-
sor. To suddenly be an oppressor,
and not the gmd guy, disturbed
me tremendously.
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LENIRAL ANMIERINA

Guetemelen refugwes in Posa Rica, Mexico, ot @ typing class sponsered by the
Cethelic Church for health promoters and elected representatives in the refuges
camps [1987).

Q: What did you do with this new
knowledge?

Az Arfirse, | can’t say | did any-
thing in particular. | continued
to walk around, rolling these ideas
around in my head, trying to talk
about them with others.
Eventually | made the decision to
change my direction. My map
I]il(l E)\".‘” L‘hur[l:d js] r“;ik'.' meca
professional architect, living a
pood life with a wife and kids,
Then | realized thar being from
the United States, sceing what |
had seen, left me with a huge
responsibility,

Q: Your first trip really led to such o
dromatic change of direction?

Az Yes, | call it my conversion
cxperience.

Q: Thet's amozing.

Az It rook a long time for it to all
become real - another four years
of marking time, of hoping |
could get involved in work thar
would be humanitarian. 1saw
things very generally; | wanted to
help people who needed help in a
very paternalistic way. Eventually
the opportunity opened up to go
to Honduras. | had to look on a
map to find out where the coun-
try was.

Q: Let's pouse before you go on with
the Honduras trip. What was your
relationship to photogrophy in 19827
You'd taken a few photogrophy cours-
es, been te Colombia, and been hit
between the eyes with an over-
whelming subject for picture-making.
Were you toking pictures? Was pho-
tography of any use fo you?

A: For abour two years after the
trip, | printed photos, from nega-
tives macle in Colombia. Jerry
Uelsmann had opened my eyes

photographically and made such
an impression on me, | actually
dropped out of his class, because |
was 5o overwhelmed by what he
WS Saying.

Q: He is supposed to be a remarkable
teacher,

A: Heis. He went right to the
core of what | was stuck on and
was able to help me past. Sol
basically did these blends, that
n'pru:\.\'nll:d my inner -.'rflu_gglc
berween what the Colombian trip
was and my values which had
been challenged.

Q: What were the negatives that you
were working with from the trip?

Did they have anything 1o do with the
experience you desaibed earlier, or
were they just benign imoges?

Az Very few had people in them.
They were mostly of religious
Clrc}”tl‘clurl.' “'h.lﬂ'h as ast lb]l"fT -
to get back to that idea - reflected
my inner struggle.  They were
not directly related to the issues |
was moving towards, but there
was a glimmer. That went on for
a couple of years. Then, | went
back to architecture school to get
my graduate degree.

Q: 5o you did get on architecture
degres, then began photography seri-
ously?

A: Actually, | started photogra-
phy within the architecture pro-
gram. For my thesis | decided to
o the Yucatan and photograph
people, something I'd never done
before. 1'd never really had the
courage fs) p{!lnl.‘ my camera af
ph’:p]-;‘. 1 [!:][ a connection to the
Yucatan having been there
before, so 1 went, and | felt
strongly about the images that
came out. Bur again, | wasn't
really dealing with a specific issue

Throa Miskito Indians who ore ex-Contres in Tronquera, on the Atlantic const of
Nicaregua. They are leaders of a growp of Contros whe signed paace agreements
with the Sandinista government, which allows them to keep their arms and racsive
emmenition and food from the Sendinistas. In sffect, thay becoma the local militias

in the conflict erons of the Atlontic Coast. The Sondinistas s

h
ing the villages from Contre atte

igned such agresments
*t gim ot overthrow-

Sondinistas to withdraw ond 1o reduce tensions in the conflict srens. (Morch 1989)
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or subject as you would call ic. 1
was just one more step along the
way = bl:aklng dn'“'n m'r' bﬂrr:c'&

Q: Is that another way of saying you
were trying 1o find your subject?

Az Inone sense, [ didn't see the
Yucatan as a subject; | saw irasa
place where | could probably feel
free to photograph people. | was-
n't going there because of an
issue. | went there because it was
cheap to get to, and because |
enjoy the area. After making thar
trip, my purpose became to find
something humanitarian to do,
and it was during this period that
| applied to the Peace Corps and
to several other groups. Nothing
worked out. [ finally got to go to
Honduras. When | went, | almost
did not bring my camera, because
I was poing to work in a refugee
camp. [ wasnot goingtobe a
photographer. (Once, prior to
being in Honduras, | had given
away my camera, because | felt
that it was getting between me
and trying to help people.)
That's why, though | consider
myself to be a photographer, |
consider myself primarily to be

the subject that obsessed you, | con't
imagine how a truly, outhentic, erigi-
nal picture con result.

A: Sometimes that connection
can happen spontaneously. When
| got to Honduras in 1982, [ still
didn't know whar a Sandinista
was. | had no sense of the politics
in Central America. As far as the
distinction between myself and
my work as a photographer, the
camera stayed in the bag for about
rwo months. That time was spent
getting to know what was going
on; | needed to ger to know these
people before | had any right to
point the camera at them.

Q: Did you know you were going to
be there for a length of fime?

Az Yes, it was a one year commit-
ment, When [ arrived | though |
had made the biggest mistake of
my l]{L‘.

Q: Why?

Az My first week was really hard.
| barely spoke Spanish. Morocon
was a horrible place. There was

graph of them sitting around the
casket. To me it was very signifi-
cant. All of a sudden it was like,
here's something | can do for
them. For ance I'm not "taking” a
photograph. To me it's significant
that the verb we choose to use
about photography is "take” - you
“rake” a ph{]l[\gl:lph. Who r(‘.'l]l"'
l‘:n‘.‘(l[.‘- WI'IL'l-l someone lH.kl:5 a
p}m[unrap}\_’ The person in the
picture or the person taking the
photograph?

Q: Did it make you feel more
connected to your subject, to be
needed by them? Or by having
their confidence?

Az lodid, but by thar poine, we
had all been through so much in
Honduras, the staff u.'n[king in
the camp, and the refugees, that
there was a sense of camaraderie.

Q: Describe who those refugees
- your growing subject — were.

A: I wias at a C-'Il“p []fML!i]{Il‘n
refugees, who came from the
Arlantic coast of Nicaragua, near
the border, along the Rie Coco
i_{l\'t‘r. Thf_'"f' h.'ﬁ.l ﬂf'[i Nl(ilrﬂgll{l

Miskite rafugees in Mocoron, Honduras. The mem af the right was the moin raprasentative of the refugess in the camp. The
young girl was bis niace; she died of dehydration due 1o fover, which is common in many refuges situations (1983).

someone involved with refugee
issues. The camera has become
[i)l.' [l){JI o (jl.'ﬂl “"'h an .lﬁﬁlll;‘ [.h\'j(
| feel very strongly about.

Q: It mokes sense, and it's really an
unwsval thing te admit, because many
photographers whe work on different
projects never consider they might be
helping by making a photegroph.
Clearly you feel o ditferent olignment;
that is very interesting.

A: Photography is a very impor-
tant tool, but it's one of many.
We're talking too much about me.

Q: Actually, we're not talking just
about you, but about you as you
understand your responsibility as a
person who uses photography as on
expressive form. It's important to
discuss because many photographers
don't think obout their responsibility
10 their subject. But bock 1o
Heonduras, to the fime when you
almost didn't bring your comera. How
would you describe the difference
between yourself os o human being
facing the grinding poverty, whe
wonted abeve ol else 1o alleviate the
IFI::r]f:h:Mm of him, and the person
‘whe might want to get a the ho-
togroph? Clearly most pholb:'::;erl
are driven in one direction or another
- toward one kind of subject over
onother. Until you've connected with

nothing but mud and rain, and
dysentery. We ate rice and beans
three times a day, which, coming
from a middle-class situation, was
a shock. Mow [ look back and
realize it was the best experience |
have had in my life, Butthen |
questioned, "What am | doing
here™ Mo roads led to the vil-
lage; it was out in the jungle. The
anly way to ger there was in a
small plane, which flew only
when the runway wasn't so mud-
dy that it couldn’t land.

Q: Do you remember when you hod
learned wwlih' felt familior enough
to relate to the experience as a phe-
togropher?

A: 1 can't really remember when
I sensed that, There just came a
point when [ decided, "Tr:d.'n,' I'm
going to pull out the camera and
go into the camp.” Because |
think | had a eFHy off 1do
remember the day when | felt my
photography was accepred in the
camp. That was the day when
the leader, Wilfred, and one of his
children came running up to me
and said, "Look, get your camera.
P]'.'u.‘:‘.' Come 3!1(' t;]k‘.‘ a F]"jnTn f[Jf
us.” So | grabbed my camera and
ran off to the camp. One of his
nieces had died, and the family
‘Jikk‘d me fo luk‘.‘ one I.'L‘-l Phﬂ[[l'

during the intense fighting
between the Contras and the
Sandinista povernment. They
fled because the Sandinista army
cleared the border area of villapes
50 the ild develop a free zone
to fight the Contras without fear
of shooting innocent civilians,
They located these villapes inland
from the border in camps called,
“Tasha Pri," which s Miskito for
“the promised land.”
Unfortunately, the people really
did not want to move (part of the
indigenous tradition throughout
the world is a real connection
with the land.) So about 15,000
o 20,000 fled into Honduras to
avoid going to those new camps.

Q: So for that reason they were
refugees.

A: They became refugees justifi-
ﬂhl"' S0, '[ hl‘ ri:l‘)cflfh’,ﬂ OF lhi:‘ﬂ:
people and their villages was too
brusque, and it was against their
will, though it was not like
Guatemala where the army came
through massacring whole vil-
lages. Ar least the Sandinistas
were respecting people’s lives. In
one sense the Miskito relocation
was intended to be for the peo-
ple's benefit. The Contras had
spread rumars thar they were all
being taken away to be shot, and
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many pcn:lpll: fled inte Honduras -
at that point because of resent-
ment over their relocation. So in
the refugee camp there was con-
siderable Contra activity. In fact
there was training with arms
going on in the camp while we
were there, as well as forced
recruitment. There was really
nothing we could do about it,
because the ULS. State
Department, the Honduran gov-
ernment, and the army were very
much in support of whar was
going on.

Q: What was your job there?

Azl just did a lot of add Joh:i_
Afrer abour four months, |
became responsible for a region
called the Rio Patuca and helped
move some 2,000 people from a
muddy river area to a place where
they could rebuild their houses
and villages and try to lead a nor-
mal life, while they waited 1o go
back to Nicaragua. In the camp
we were becoming aware of the
political situation, but we were
still very naive. 'We thought that
if these people could have land to
farm and live in villages similar o

1oy, something that needed to go
off to Boston the next day to per
in the paper. | didn't enjoy wark-
ing that way.

Q: Were the pictures any befter or
ony worse?

A: It's hard to tell. | would say
they were acceptable. | was deal-
ing with a fairly horrible situa-
tion.

Q: What were the pictures of?

A: One was a village where a
massacre of twenty-two people
]'1:1|1pcnr_'d last Movember. It was
difficule because we were inter-
viewing people about how the
army massacred people, and the
people were being more open
than they should have been. The
army had presented a version to
the international pross thar it was
the guerillas who did the mas-
sacre. It was a story that came
unraveled at every poine. But the
army told these survivors that if
they didn't hold to the official
story, it would happen to them,
too. They were really in a tenu-
ous situation. But they were also

against using certain photos. [t
was hard for me not to be able to
5p-r:rLc| more time with these peo-
ple. And maybe that's a personal
thing that says | don't want to be
a photojournalist in the tradition-
al sense. And maybe it says that
photojournalism is wrong, that
photojournalism has to somehow
gear itself so that it spends more
time with people rather than
ro||ing into a situation for fifteen
minutes and then presto!

Q: But it's not just a problem for pho-
tojournalists. It's about how informa-
tion gets monufactured. You get just
so near and no nearer. When you're
away from the event, you stare at
this raw materiol and have to
“report” on what's happening. So you
fill in the gops, maybe not with the
truth, but occording to predisposi-
tions, prejudices that may be con-
scious of unconsdous. To say that it's
imperfect is a joke. I's more donger-
ous than that. But let's get badk to
the subject, and how it desaribes itself
1o you as you move through the point
in time when you recognize it as your
subject to when you started pursuing

it and then describing it to yourself.
Let's talk about your tronsition from

Chajul, province of El Quiché, Guotemalo. Behind the glass is o life-size status of Christ carrying a cross. According te locol
lagend, avery omce in @ whils this statwe will leave to walk te another place to visit o similar statve slsewhere in the country.
The status is important te the peopls, who are afreid that one day it may not coms back. So they put statves of Roman conte-

rions thers 1o

ave keibiles (the slits of the Army) to

guard it. When the Army took over the village in 1978, they loughed about these conterions guarding Christ,
end said, “If yew really wont your stetus o be sofs, you'd
stripped the statues and pot on them soms clothes the Army gave them. How the statees are themselves part of

ord it. Sot ople

scome—the cans are for offerings, end nemes sre hung on them as part of religious reguests.

their original ones, they would be
less interested in fighting for the
Contras. It was a naive theory,
and one that was doomed to fail
bf_'l:ﬂ'l.lﬁf_' .'I'IE (‘.ﬂl—l[ ras were lJL'[L'l"
mined to recruit people by force.
You asked before about the
interaction that happens between
myself and the person [ am pho-
tographing versus what I'm expe-
riencing when I'm a n:fugcr_‘ wark-
er. In one sense | don't really sce
a distincrion. I'll be speaking
with someone, trying to find out
what their needs are or about
something that happened, or just
to hear their story. All of a sud-
den, I'll sce that it's an image, and
because they know me, | can
reach into my bag and pull out
the camera and they don't have
to stop talking. | can take pho-
tographs, and they know I'm lis-
tening because they know me,
Oftentimes, there is an unknown
quality that comes through.
When | was in Guatemala recent-
ly photographing for the
Christian Science Monitor, there
were times when | had to turn off
in terms of being involved in peo-
ple's lives, just because | anly had
"x" amount of time to take a pho-

tired of covering for the people
who killed their husbands. They
didn't want to tell the lie any-
more. So there we were in this
really intense situation with about
ten to fifteen minuees to talk to
these villagers. To make things
worse, there were other people
around whom we didn't know.
Afterwards, there was the ques-
tion of what to do with the pho-
tos. Could we really show them,
because if the quotee we were
using got identified with the pho-
to, the person could be in very
serious rrouble.

Q: Well, what does that tell you
about the manufocturing of news?
For the most part that's how journal-
ists move through on event, The
reporters have to extract information
from circumstances in perpetual flux.
Most of the time you con't even think

through a viewpoint.

A: | don't know what it says. 1
know the press is often guilty of
feeling thar "getting” the news is
more important than protecting
someone's life. And in one sense,
we probably were good journalists
because in the end we decided

HOUSTON CENTER FOR PHOTOGRAPHY

the Miskitos in Honduras to the
Guatemalan refugees in Mexico.

A: In one sense | never really
thought about what | was doing as
a cohesive document until maybe
four years after I'd first entered
the refugee camps. My experi-
ence with the Guatemalans was,
once again, more than photo-
graphic. Things began to change
for me when | realized what was
happening politically. 1began
getting involved with the
Catholic church, trying to help
the refugees however | could as
they came across the border. This
was mid-1983, the worse time in
Guatemala,

Q: Did you really think you could
moke a difference to the situation?

A: We had to do what we could.
We obviously couldn't deal with
the whole situation because thar
included some 50,000 people.

Bur in the camps we had access
to, we felt we could help in a
material sense. Involvement with
the Guatemnalan refugees started
as a fundraising effort more than a
photograpic one. Though in

Miskite refugees in Honduras. The
sida of the Rio Patuca.

In this area thers wes lond available f

farm, so they could Become self-sufficient—a rarity for refugess snywhere. IT?M}

Guatemala and Mexico [ started
Tah'ing phnrngr;!p]'\s as soon as |

H(H‘-‘lﬂj.

Q: Waos there more urgency to moke
pictures?

Az Arriving there, yes. Every
time we'd go into the camps, we
thought it would be the last,
because if we were caught we
V-'DI]]\'.{ hJ]\'l' k'!_‘l‘.n {!I:pnrl' (.'d ET(.”[E
Mexico. And indeed, after two or
three visits we were caught. But
we managed to persuade the
authorities, after an hour or so of
yelling back and forth, that we
were, in his words, "Good guys.”

Q: Imogine a sitvation in which there
was a choice te oct on behalf of the
subject or to make a photograph of
the subject that could have a powerful
effect on how thought of the
subject. Is Ian:‘n:rrh doubt in your
mind what you would do?

A: This is a Carch-22. The
importance of the picture of the
kids running down the napalmed
road in Viet Nam changed view-
points all over the world. It's
hard to tell how you would react
at the moment.

Q: Actually forget the moment.
React 1o the question intellectually.

A: To tell you the truth, I'd say |
would have to apt for the individ-
val. | think you'd just have to put
down that camera and...

Q: You'd
could still m

first, then see if you
e o picture?

Az Ifl were ina rl:fugl:l: camp
that was attacked by the
Guatemalan army, and in front of
me someone was shot: | have an
choice between taking the picture
and putting a tourniquet on
someone to save his life. | would
obvicusly have to act to help the
persan. Otherwise it would be
exploitation. Think of it: trying

to get a strong photograph ar the

expense of a person's life! Only if

I knew there was someone to put
the tourniquet on would [ have
no hesitation about taking the
picture.

Carole Kismaric recently published
Forced Our: The Agony of the
Refugee in Our Time, available
through Random Howse, Inc., New
York. She is currently working on a
sevies of books, The Picture Library
of Everyday Life, with Marin
Heiferman, to be published by
Vintage Books in the fall.

Ml photographs by Darrill Bozry

d to show me her troditionsl clothing from Gestemala. It sits in a box
bar return liks the Ewcharist in the Tabersacle. Maxico is mot the place to

wear these clothes—it is better 1o look Maxicon now. She says there will be o doy
whan she will put on her awn cothing and return to thet ploce where her embilicel
cord is buried. Bet for mow, the box must remein closed, and she must wait.
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OTHER
AMERICANS

By Lois Parkinson Zamora

Other Americas by Sebastido
Salgado. New York: Pantheon
Boaks, 1986. 111 pages, $35.00.

Bearing Witness by Germnade
Blom. Chapel Hill, NC:
University of Novth Carolina
Press, 1984, 149 pages.

Les Todos Santeros by Hans
Namuth. London: Dirk Nishen
Publishing, 1989. 127 pages.

Los Ambulantes: The Itinerant
Photographers of Guatemala,
photographs by Ann Parker, Text
by Avon Neal. Cambridge, MA:
The MIT Press, 1982. 149 pages,
$14.95.

Granddaughters of Corn: Portraits
of Guatemalan Women by
Marilyn Anderson and Jonathan
Garlock. Willimanuc, CT:
Curbstone Press, 1988, 124

peges, 51995,

Guaremala: Erernal Spring,
Eternal Tyranny by Jean-Marie
Simon. New York: W, W. Norton
& Co., 1987. 256 pages,
£19.95

The “other” has recently moved
from the margins to the center of
literary critical consciousness. In
the study of non-Western, non-
first world literatures and liverary
cultures, critics have become
increasingly sensitive to the v
ous kinds of “centric discourse™
(ego-, ethno-, Euro-, loga-, phal-
lo-) that condition our critical
perspective and distort our read-
ngs of texts.! Ten years ago, the
culrural and expressive domain of
the other was virtually unex-
plored by literary critics, but is
now explicitly acknowledged in
our critical vocabulary, and in our
II'IREJ:D[‘L't Ve mcthods i.l.l'I.L{ con-
cerns. ltis high time.

The current discussion of how
to approach alterity without
appropriating it, how to stand
outside (or ar least, beside) one's
own inevitable “centrisms” — in
short, how to let the other speak
for herself — has been advanced by
the lru:n:.'a.singl',' iﬂtcrdisc;p] inary
orientation of critical theory.
Anthrepology, structural linguis-
tics, clhmgmphy, have suggcsrcd
ITlUdL‘IS fo thl‘ rI:]a[]'VIzing D(
Western values and achieve-
ments, and for conceiving of the
other not as an object of knowl-
edge but as a subject in discourse,
a ]}d.{[l'l.l:[ Iﬂ dlalugur:_ In‘tcad (TE
representing the other in one's
own terms, one may hope to
establish a dialogue, thar is, a situ-
aton Whﬂll.‘ thE cultulal utter-
ances of the other can be per-
ceived and acknowledged as oth-
er, as different from our own and
yet also related o our own in the
dialogic framework we may have
suceeded in establishing.

In short, literary critics, like
anthropologists and ethnogra-
phers, are recognizing that we do
not speak from some timeless
point beyond relations of interest
and power. Our language, as well
as the language of the texts we
read, is jdcolug:ca"',' gToun.dr_'d
and impelled. Surely the same is
true of the photographic “lan-
guage” of the six books | am
reviewing here.

These photagraphers attempt in
their different ways to establish a

meaningful dialogue with the oth-
er. They have all chosen to pho-
tograph the people of cultures
other than their own, and each
exhibits a conscious intention to
give voice to their otherness, Not
sulpr'isinglr, some of them are
more successful than others.

In discussing these collections
of visual arr, | will use licerary
terms — voice, dialoge, utterance,
language — because they seem
metaphorically appropriate to the
expressive pnlcntis| of phnlngm.—
phy. But | should also recognize
that it is more complicated to
capture otherness with a camera
than with a pen, for the camera is
an unmasked intruder into the
waorlds recorded in these books as
a pen need not be. The photogra-
pher who enters a Guatemalan
village or a Mexican rain forest
with his/her photographic equip-
ment must inevitably seem ar first
to be an exotic invader: hisfher
L{:Chnclﬂgl:il] myvasion UPSE'S, ar
least initially, any possibility of a
natural or balanced dialogue.
The camera itself becomes an
awkward other in the dialogic
SCenario, iNcreasing the distance
of the photographer from the cul-
ture and the people whom hefshe
wishes to engage. The nature and
duration of the distance will
depend {as we see in the books
under review here) on the inten-
tions and personality of the pho-
tographer, a well as on the situa-
tion of their subjects.

In assessing these books, then, 1
will be asking myself what struc-
tural and structuring significance
the camera and the photographer
have on their subjects, and how
otherness may be obscured, as
“CIL a5 rl:‘-'l::]]l:d, i""f tl‘lr_'1r PE‘L'S-
cnce. [H course,; thl.' camera
always mediates between reality
and its photographic embodi-
ment, but in collections such as
these under review, it may be par-
ticularly important to examine
the extent and nature of that
mediation. This initial question
will lead, | hope, to useful obser-
vations about the photographs as
works of art.

I will begin with the photogra-
pher who seems to me least suc-
cessful in his attempt o create a
dialogue with his subjects.

Other Americas contains Sehastio
Salgado's photographs taken in a
number of Latin American coun-
tries. Salgado, a Brazilian living
in Paris, has also photographed
Africa extensively, and like those
photographs, these are stark,
black and white, highly aestheri-
cized visions ofdcprlvalicm. 1
have said thar these collections
contain photo- graphs of cultures
other than the photographer's
own, and though Salgado is a
Latin American photographing
Latin Americans, my generaliza-

tion nonetheless applies. Salgado
takes photographs of (as Alan
Riding puts it in his introduction
to the volume) "the world of the
powerless, of those who from the
barren sierras and deserts of Latin
America watch as their nations
change without them. And it is
this world, held rogether by birth,
family, and death, and by myth,
faith, and fatalism, that Sebastidio
Salgado has penctrated.” The
people in Salgado's photos would
ha(dll,' recognize their lives in
such schemaric terms, and [ sus-
pect they would also wonder whar
happened to the vital span
between birth and death. Salgado
repeatedly photographs bodies
laid out for bleak burial in bleak
landscapes. And when his sub-
jects are not corpses, they seem
nonetheless frozen in their misery
and sadness. This is an elegaic
record of a world pronounced
dead by the photographer.

Salgade's subjects could hardly
share his sentimentality either.
They are, after all, in the midse of
their own lives. They do not
view themselves from beyond
some apocalyptic end, as Salgado
seems to be doing. Nor could
they share his external, first-world
perspeetive. Alan Riding's phrase,
"their nations changing without
them," accurately describes
Salgado's implied perspective:
that of cutsider with a ]argcr
world view than his subjects”. His
camera angles are rarely straight
on but rather sharply below or
above the subject; the surround-
Irl,g.'i U{ Lh.l_' human f]gurl:!i are
rarely in focus; the light is often
low, portentous. These tech-
nigues are apparently intended to
]'\clghtn:n the elemental im por-
tance of Salgado's subject matter,
but they tend instead to visual
glan.di]nqul:nl:l,'. and have the
addirional effect of distancing the
world of the photographs from
the viewer. Of course the subjects
of these phmnsme undc‘nlshly
distant from us, the consumers of
their images, and it is important
to recognize that fact. Dialogue
with the other requires the recog-
nition of difference, bur this
recognition must be a starting
paint, not a conclusion. Here, it
impedes the dialogue rather than
encourages it. There is too much
of the white man's burden, too
much patronizing in these images,
too many of the hierarchical
assumptions that have made
Westerners insensitive to cultural
atherness.

An anecdote in Salgado's pref-
ace reflects the difficulties of
establishing relations with the
ather, even in one's own geo-
graphical territory, and suggests
Salgada's failure to do so with his
camera. Ina village, Salgado
tells us, a man asks him to "rell
the people in heaven of his good
behavior in this vale of rears, for
he was absolutely sure | was an
emissary of the divinities, sent to
his i |]ngc o phcctﬁgraph and
describe.” Salgado ends his pref-
ace on this note, with no evi-
dence to refute my own suspicion
that the photographer believes it
himself.

Gartruds Blom

Bearing Witness and Los Todos
Santeros present images of indigl:—
nous communities taken by
European-born photographers.
The photographers themselves
have come to belong to the com-
munities tht:" pl'\ntograp]’\,
Gertrude Blom to the Chiapas
region of Mexico on the
Guatemalan border, Hans
Namuth to the Guatemalan vil-
lage of Todos Santos
Cuchumatin, in the province of
Huehuetenango. Both Blom and
Mamuth are accepted by the
inhabitants of their chosen
regions as recorders, historians,
demographers. Their work is
avowedly anthropological in this
sense: both recognize that their
photographs will serve as records
D{ di!iuppr_".lung EU][U(‘L‘S -I.f“] ways
of life, though this was not the
original intention of either, and
both would wish it atherwise.

In 1940, a young Swiss woman,
Gertrude Duby, left Europe to
join other refugees—social
democrats, pacifists, communists,
Jews—in Mexico. There she
worked as a journalist, taking pic-
fures £o wPPlElTllﬂ'lt I'IET St(JliL'!i_
(Unlike the young Manuel
Alvarez Bravo, whom she met
almost immediately in Mexico
Ciry, she did not consider herself
a serious photographer.) In 1943,
she went to Chiapas to write
about the Lacandon Maya, and
there met and eventually married
the Danish cartographer and
archeologist, Franz Blom. Since
settling in Chiapas in the mid-
forties, Gertrude Blom has been
an inspired recorder of the
Lacandon's way of life, and she
has engaged in permanent battle
to save the Lacandon rain forest
from the lumber industry, and
from homesteaders (themselves
victims of Mexico's over-popula-
tion and inequitable land tenure
system.) Mow eighry-cight years
n]d, she still pq't:sidc-s aver her
center for the study of the
Lacandon in San Cristobal de las
Casas, and maintains close con-
tact with her peaple. This
extraordinary life has recently
been the subject of a PBS docu-
mentary, La reina de la selva, made
by the Houston documentary
film- mﬂlcr:r, Robert 8. Cozens.

Blom's black and white pho-
tographs seem to be visions from a
primeval world of legend or myth.
Many of her photos separately,
and certainly the collection as a
whole, create a mood thar is lyri-
cal, harmonious, spiritual.
Selected from thousands of pho-
tos taken berween 1943 and 1978,
these shots show small groups of
Lacandon, Tzorzil, and Tzelral.
They walk along a deserted path,
pole a dugout canoe through still
water, kneel before a plaster stat-
ue with a European face, their
own faces also reflecting transcen-
dance, but of another kind.
Sometimes Blom's subjects look
at the camera, more often not:
the viewer feels that the photog-
rapher is one offwith the commu-
nity, an invisible agent of our
entry into it. Her knowlege of

her subjects, and her
sensitivity=her affinity—to their
culeure is clear in these images,
and gives us the strong sense that
we are seeing this world from the
inside, rather than though the
eyes of someone from elsewhere.
Blom also photographs the
landscape. Here, her perspective
is intrusive and intentionally
polemical. We see huge
mahogany trees felled and num-
bered, the rain forest shrouded in
smoke. This is photography that
grows owt of social action, not
photography as social action.
These photos communicate a
mlﬂl FI.I'ILI Cllltul;l] Em‘iciuusm‘ss
(and conscience) that go beyond
the image as such.  The ritle of
her collecrion is well chosen: she
bears witness in both a moral and
historical sense, and her images
are haunting testimony to her
commitment. Through Blom's
images, the Lacandon speak for

themselves.

Hans Hamuth

['I'I lhc Pl'_'lml'l.-ll essay C.Ff remem-
brance that introduces Los Todos
Santeros, the German-born pho-
tographer Hans Namuth describes
his first visit to the Guaremalan
village of Todos Santes
Cuchumatdn in [947, in the com-
pany of his Guatemalan wife and
beother-in-law. He went to that
village because of an American
scholar, Maud Oakes, who was
living there at the time. She had
written studies of the people, the
Mam Maya, and was considered
by the Todos Santeros (the resi-
dents of Todos Santos) to be a
shaman. Namuth acknowledges
the gift of insight that Qakes's
books gave him: "twenty-nine
years after meeting Maud Oakes
for the first time, | set out to
write, with black and white pho-
tﬁgﬁ!phﬁ, a visual M:qul:l 1o her
study.” In his introduction,
Namuth includes small reproduc-
tions of photographs taken on his
first visit in 1947, but the collec-
tion itself is comprised of pho-
tographs taken in visits to Todos
Santos in 1978, '79, 80, '81, and
'87. In his introduction, he also
includes photographs of himself
in his improvised, open-air studio,
photographing seated subjects
and surrounded by spectator-
s—curious family and friends. The
photographer, unabashedly "oth-
er” in this village, writes that he
hopes to photograph all of its
inhabitants, one by one, couple
by couple, family by family.

The faces in Namuth's portraits
are young and old, somber and
laughing, bold and shy, but in
these portraits, what dominates
everything are the eyes. Namuth
writes that he appreciates the
"mysterious and unsaid” in the
Todo Santeros, and one immedi-
ately feels the locus of this ineffa-
hility in his subjects’ eyes.

Almost all of them look directly
at the camera (at the photogra-
pher), as if wishing to make a
statement about themselves, and
also to say something beyond
themselves. Namuth captures the
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idiosyncracies of the individual
pcmnality and the dynamics of
family and community relations.
A pesture, a glance, a derail of
dress can suggest both private and
public truths.

In the series of photographs thar
comprises section V of this collec-
tion, Namuth asked his sitters to
bring along an object of value:
one young man brings his horse, a
girl her pig on a leash, others
bling musical instruments, a pic-
ture of Christ and the Bible, a
loom, a stack of dog-carred paper-
backs. MNamuth manages to con-
vey volumes of information in a
simple object: the visual detail
inauspiciously, almost off-handed-
ly, becomes an icon, a talisman,
the symbol of a life. Here the
photographer seems intuitively to
have posed the question of how
the Todos Santeros orient them-
selves in the world of symbals
which is their culture. The Todos
Santeros offer their thoughtful
responses, and gladly accept the
photographic record that Namuth
returns to them.

To the extent that they embody
a collective portrait of Todos
Santos, Namuth's photographs
have an instrumental function in
the culture where they were taken.
Clearly they tell the culture some-
thing about itself. Though we
constantly feel Namuth's presence
(and the structuring eye of his
camera) in his photographs, we
never feel that his subjects are co-
opted. On the contrary, the pho-
tographic medium, in concert
with the personality of the pho-
tographer, facilitates the dialogue.
The Todos Santercs collaborate
with Hans Namuth in recording
their communal self.

Ann Parker

The dialogic relation created by
Mamuth becomes especially clear
when one contrasts his collection
to Los Ambulantes, by Ann
Parker. This collection resembles
Mamuth's in presenting groups of
indigenous Guatemalan people
who self-consciously pose for the
camera. But in this case, the
camera belongs to the itinerant
photographers—os ambulantes--
who set up their studios on the
plaz.lq and sidewalks nfvi]lagﬁ_
Parker photographs over the
shoulder of the ambulante, show-
ing her (their) subjects standing
stiffly in front of brightly painted
backdrops with hovering angels,
fruits and flowers, or skylines, and
streamers floating overhead with
the words Jamis te olvidaré, Para
tf, or simply Recuerdo. Parker's
subjects do not lock directly at
the camera bue stare into the mid-
dle distance or cast their eyes
down; they have dressed in their
finest huipiles, rebozos, fajas, cal-
zones for the occasion, and their
discomfort is often apparent.
Oecasionally Parker also pho-
tographs the ambulante, posed
with his camera in front of his
own backdrop, his pose as artifical
as that of his customers.

The static formality and styliza-
tion of Parker's photo- graphs is of
course integral to the popular cul-
tural mode she documents.

(Avon Meal's introduction further

defines the ambulantes’ business
practices, photographic technolo-
gy, erc.) Parker's photographs are
in color, as the ambulantes' are
not, but otherwise, they faithfully
convey the form and feeling of
this public art. Herein, perhaps,
lies the problem. Parker is wo
faithful to the ambulantes’ formu-
laic vision. She rarely establishes
her own visual perspective or any
palpable rapport with her sub-
jects. Rather, she is an invisible,
silent onlooker in the photo-
graphic dialogue between the
ambulante and his customers.
Parker might have become a par-
ticipant in thar dialogue by show-
ing the human activity behind
the photographic fagade.
[)ccasimal]y she does: one shot
shows an ambulante waiting for
customers, another shows three
women giggling shyly in recogni-
tien over the prine the ambulante
has just made of them. But for
the most part, Parker chooses to
stand in the shadow of the ambu-
lante, and thus to mask her other-
ness. Her failure to imagine and
embady her cultural difference in
her visual perspective results in
her exclusion from the cultural
conversation. Her photographs
present no more than a vicarious
experience of the ather.

(|| =
Marilyn Andersen

Jean-Marie Simon, in
Guatemala: Eternal Spring,
Eternal Tywanny, and Marilyn
Anderson and Jonathan Garlock,
in Granddawghters of Com:
Portraits of Guatemalan Women,
inscribe themselves politically
into their images of the
Guatemalan people.  Both col-
lections are polemical in intent:
both aim to educate a U.S. audi-
ence, via images and text, to the
horrors of the political and mili-
tary violence in Guatemala , and
to the ULS. complicity in that
violence.

Both of these collections inrer-
sperse written text among their
photographs, as if unwilling to
rely on visual images alone to tell
the story of the country thar has
suffered more violent abuses of
human rights than any other
country in the Western hemi-
sphere--100,000 political killings
and 38,000 disappearances over
the past twenty years, in a country
of only 8.5 million. The text of
Granddaughters of Corn describes
atrocities visited upon innocent
civilians by the military, and lists
the women who disappeared
between January, 1983, and
August, 1986: their names run
relentlessly along the bottom of
every page. "Tania Elizabeth
Herrera Rodriguez, 16, bilingual
secretarial student, disappeared in
Guaremala Ciry, June 17;
Thelma Judith Flores Lemus, 17,
student, abducted by unidentified
men, Zone 5, Guatemala City,
June 12; Indira Sayonara Aguilar
Garefa, disappeared in Guatemala
Clity, June 24; Edna Concita
Ramos Alvarado, disappeared in
Guaremala Ciry, June 16; she was
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pregnant at the time." So the
grisly list go on and on.

Black and white photographs of
women and girls accompany the
descriptions of rapes and murders.
The women are shown weaving,
standing in doorways and against
mud walls, sitting on a doorstep.
They often look impassively at
the camera, as if to say that the
hidden war in their country is but
one more injustice imposed upon
their culture from outside, one
more hardship to be suffered in

silence.

In her collection, Guatemnala:
Eternal Spring, Eternal Tyranny,
Jean-Marie Simon also seeks to
uncover Guar- emala's hidden
war. Her photographs document
actions, displacements,
upheavals—in short, the move-
ments of contemporary history—as
none of the other collections
undr_'r FeVICW E'H'_'IL‘ dms. WHI:IL‘HE
the photographs in the other col-
lections have a quiet, timeless
quality, Simon's are photojournal-
istic in their intention to show
currént I'IIS!Q'.H:EI[ Hnd CUI[UTHI
process.  Their natural color,
straight-on perspective, and
arrested action shots lend credi-
bility to Simon's "coverage.” Her
human subjects are presented as
caught in a succession of destruc-
tive historical events that they
can neither direct nor contral.

Simon foregrounds the horror of
the desaparecidos. She writes:

The termn desaparecido (literally
‘disappeared,’ referning to govern-
ment ki ings), acquired its
grammatical versatility as bath a
verb and participle ("o be disap-
peared,” "he was disappeared’) in
Guatemala almaost a decade before
the tevm was exported to Chile and
Argentina. As a result, there is
hardly a Guaternalan alive who
cannot name at least a dozen
friends, relatives or colleagues killed
or "disappecred’ over the past
decade.

Like Anderson and Garlock's list
of names and dates in
Granddaughters of Comn, Simon's
reference to the insidious verbiage
of totalitarianism implies that this
story needs more explanation
than visual images alone can pro-
vide, Simon goes beyond
Anderson and Garlock, however,
in presenting a political history of
the disastrous violence in
Guatemala during the last three
decades.

Simon, who has been a consul-
tant to Amnesty International
and Americas Warch in
Guatemala since 1980, begins her
account with the overthrow of
President Jacobo Arbenz Guzmén
in 1954. President Arbenz had
instituted important land reform
leglislation in 1952, and encour-
aged the formation of labor
unions. These democratic
reforms were threatening to U.S,
business interests, especially to
the United Fruit Company, which
had enjoyed tax-exempt export
privileges on its banana mono-
poly since 1901, and controlled
one-renth of the Guaremalan

economy through exclusive rights
on the Guatemalan railroad and
telegraph systems. United Fruie
Company was then Guaremala's
largest landowner, with some
555,000 acres of land. The land
reform leglislation required the
expropriation of all idle lands
exceeding 223 acres, though cul-
tivated land was not affected and
the owners of expropriated land
were to be reimbursed with gov-
emment bonds. President Arbenz
offered United Fruit $1.2 million
in compensation, but the compa-
ny wanted 516 million. Ms.
Simon writes that the company
then "enlisted the aid of two close
contacts, U5, Secretary of State
John Foster Dulles and his broth-
er, C.LA. director Allen Dulles,
and the U.S. State Department
embarked on a destabilization
campaign and propaganda blitz to
convince the public that
President Arbenz was a Soviet
sympathizer.” In June, 1954, the
Guatemalan Army and business
leaders, backed by the C.LA.,
took control of the government.
Simon continues,

The next President, hand-picked by
the United States, was Colonel
Carlos Casallo Armas, ﬂflmu'[ure
salesman in Tegucigalpa since his
exile theve in 1952, after having
plotted 1o overthow President
Arbenz. Castillo Armas was floun
into Guatemnala in the U5,
Ambassador’s plane and the coup
marked the beginning of systematic
repression in Guatemala ?

Simon describes the process by
which the Guatemalan army con-
solidared its absolute power in the
name of democracy, justifying its
TCPressions as NeCessary prepara-
tions for the establishment of
democratic institutions. Simon
writes, "For example, in Decem-
ber, 1984, when confronted with
al]cgatims chunl':numg army
violence in the Guatemalan high-
lands, then head-of-stare, General
Mejia Victores, replied, ‘lsn't the
killing of three hundred, five hun-
dred Indians worth it to save the
country™ Gieneral Jusé Ephlafn
Rios Montt, who preceded Mejia
Victores, is quoted as saying, "We
are not kil]ing Indians we are
killing Communists.”

Simon explains the rural coun-
terinsurgency program developed
in the early '80s to "kill
Communists™: "By incorporating
one million peasants into a civil
patrol system-unarmed, unremu-
nerated patrol duty required of all
rural males—and corralling some
seventy thousand internal
refugees into 'model’ villages (per-
manent containment areas under
military control), the Guatemalan
military has ensured its domina-
tion over every facer of daily life."
Simon also addresses the training
of military recruits--often very
young men from the same Indian
communities that they will later
patrol. She interviews a young
recruit who explains that as an
Indian, he felt inferior. But the
El.rmy gEl\'l: hlm a sense 0[ p{nm.'r:
"You leave the Cuartel [barracks]
ﬁ:c]'mg very macho. You bl:gin o
insult people, and you are taught
never to take any shit from civil-
ians.” This boy has learned that
he will either be abused, or abuse.
He has chosen the latter.

Much of the political violence
has centered in Guatemala's rural
highlands, ar afl.r'p!n.ru), where the
country's Indian popularion is
concentrated. After Bolivia,
Guatemala has the highest con-
centration of indigenous peoples
in Latin America: fifty-five per-

cent of the country's pcpulalmn
are decendants of the Maya, and
belong to twenty-two language
and ethnic Eroups. Simon writes
of the disastrous consequences of
the army presence in the altplano.

Where there is a military presence,
religious rites and local festvals
have been curtailed J'_f not pn:r}libib
ed, and Guatemala's Indians are
moTe impomn'sﬁcd now than ten
years ago. Precious work time is
forfeited for civl pamol duty, and
many villagers are requived to
betray their neighbors by becoming
army informants in order o rat
food on their own families” tables,
or smply to save their lives,
i’rﬂenl-dﬂy COunLETMsUrgency has
probably done as much o alter
Indian life as the Spanish Conguest
and its aftermath did in four cen-
turies, and one cannot help but
wonder if the culture that the
Mayans have sustaned since the
sixteenth century will endure even
fifey mare years.

Simon constantly points to LS,
involvement in Guat- emala’s
civil war. Beyond her damning
historical account, she documents
current LLS. military and busi-
ness support of the military
regime. One photo shows a for-
mer LS. military attaché,
Colonel George Maynies, observ-
ing a civil patrol rally in Nebaj,
Quiché; the text accompanying
the phmogtaph describes has rela-
tionship to the local civil patrol
commander.

In another section of text,
Simon quotes members of the
American Chamber of Com-
merce: those interviewed enthu-
siastically support the government
death squads as necessary to com-
bat Communist infiltration into
the country. (More than three
hundred companies with U.S.
interests operate in Cuaremala, so
there is much money ar stake, and
much investment in maintaining
the entrenched system of eco-
nomic plivi]ug!:.J Simon reports
that since 1954, Guatemala's
*AmCham” has p].‘lyl:d an active
role in lobbying to influence LS.
congressional policy; their
rhetoric 1s |ndist|nguishab|t from
that of the Guatemalan right-
wing. Indeed, concludes Simon,
many Guatemalan right-wingers
are themselves active AmCham
members.

Simon's text is consistently
informative, infuriating, disheart-
ening. Her photographs are as
incisive as her text. Again and
again, Simon shows us how vio-
lence becomes domesticated, how
life continues under stare-of-seige
conditions, albeit ragically. We
see army camoflage uniforms
everywhere, worn by Presidents
and peasant recruits; and we see
the un-uniformed members of the
EGP (the Guerrilla Army of the
Poor) running through a field
with sticks instead of guns,
Government soldiers direct an
Indian festival. A cadetina
class at the Military Academy
holds up a beaurtifully embroi-
dered huipil, the blouse worn by
Indian women, as if to confirm
his knowledge of the enemy. The
current civilian President, Vinicio
Cerezo, ties his necktie in front of
his bathroom mirror, his pistol in
a holster under his arm, his wife
proudly looking on.  We also see
the nude body of a young woman
lying on a morgue table in
Guatemala Ciry, her hands cut off
at the wrists and placed on her
d':l,'sl, her face mutilated. The
accompanying text attests her
Innocence,
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Simon's sympathies are with the
victims of this violence, and she
expresses their dilemma movingly.
She also caprures the furtive out-
lines of their victimizers. Her
photographs thus present a double
image of the other: the
Guatemalan people whaose lives
and culture are threatened by
political violence, and the exter-
nal agents of that violence. In
that second image of otherness,
Simon shows us ourselves.

FUO[B('I[L'S

1. For asurvey of recent eritical
and analytical approaches to liter-
ature ardd art as cultural discourse,
see James Clifford’s The
Predicament of Culture:
Twentieth-Century Ethnography,
Literaiure, and Art {Harvard,
1988). A useful discussion of dia-
logic eriticism is contained in
Lane Kauffman's essay, "The
Orher in Question: Dialogical
Experiments in Montaigne,
Kafka, and Cortdzar,” forthcoming
in The Interpretation of Dialogue
(University of Chicago, 1990), a
collection of essays edited by
Tullio Maranhio.

2. Needless to say, Simon's asser-
tions are controversial. The
review of her book by Cornell
Capa in The New York Times
Book Review, occasioned a letter
to the editor from Daniel James
calling Capa's review naive and
Simon's history "revisionist.”
James justified C.LA. involve-
ment in the 1954 coup as a
response to the Communist infil-
rration of Arbenz's government.
His letter occasioned yer another
letrer thar identified James as a
"draftsman,” if not the “archi-
rect,” of the coup. See NYTBR,
June 26, July 24, August 14, 1988,

Lois Parkinsen Zamora is Associate
Professor of English and
Comparative Literature at the
University of Houston. Her book,
Writing the Apocalypse: Historical
Vision in Contemporary U.S. and
Latin American Fiction, was pub-
lished in Agril.

By Bill Frozier

On the oceasion of the one hundred-fifri-
eth anniversary of the invention of photog-
raphy, numerous efforts have been made o
celebrate this most
commaon art form. This article will exam-
ine three such celebratory exhibitions,
onginating in Houston, Washington, D.C.,
and San Francisco. These exhibitions raise
a number of issues which are central to the
history, interpretation, and reception of
photography. A discussion of some of these
ideas will bring us to study various rexrs
bf]cﬂ!. [n miimﬂg, 1 l'“'dl'r' :.Il!-(.'l ]l.‘:ld Lo an
understanding of factors which affect our
reading of photographic history.

EE

The At of Photography exhibirion which
was shown at the Museum of Fine Arts,
Houston this past spring includes nearly
five hundred photographs made by
Europeans and Americans during the past
one hundred and fifty years. After its clos-
ing in Houston, the exhibition traveled to
Canberra, Australia. It opens ar the Royal
Academy of Arts in London on Seprember
23rd and closes later this year on December
23rd.

The principal curator for the exhibition
15 Daniel Wolf; Mike Weaver and Norman
Rosenthal assisted in the selection process
for the exhibition, and Weaver edited the
l'l.'lnd-“‘:?n'lu cﬂ[ull]ﬂ W hll.'h concamns gl]n][,l"'l.
500 reproductions sequenced by Wolf.
Anne Tucker, the Gus and Lyndall
Wortham Curator at the Museum of Fine
Arts, Houston had a consulting role in the
pracess, but the role of the Houston muse-
um was largely orpanizational.

Th‘.' '.'x.hlbltl(ﬂn Pf‘:sﬂn'ﬂ:ﬂl mur\'ﬂluub
opportunities for close study of photographs
which are rarely brought together and
made available to the public. The exhibit
was divided into fifteen sections variously
organized by subject, process, pericd or
style. These subdivisions provided a histori-
cal and chronological framework which
was generally helpful to viewers.

As with any broad cataporizations, there
were occasional oddities. For example,
works by Robert Adams and William
Epgleston were shown in a section with
photographs by Minor White entitled
"Visionary Styles." Both Adams and
Ej.ﬂ.:ll?.\lm\ L'l;i\'l.‘ .‘-L'f.'l'l'll"il ment PO mere
description, prefering to let the cultural
record of our neighborhoods and posses-
sions establish a dialogue with viewers.
While their deadpan, dispassionate
approach Adams and Eggleston is interest-
ing and impaortant to any discussion of
recent approaches ro landscape, "visionary"
seems a bit too much here, especially by
comparison with Minor White's Zen medi-
tations and efforts to intersperse phu-
tographs with short haiku-like verbal mes-
sages.

One remarkable feature of this exhibition
is that it is a handsome collection of origi-
nal works which had been printed either by
the artists or with their supervision during
their lifetimes. Most of these autographic
prints were in pristine condition, and the
show reflects the careful connicsseurship
which Daniel Wolf has practiced as a pho-
to dealer in New York.

On occasion, certain salons in the muse-
um seemed almost a perfect grouping of
types of imagery. For example, in the sec-
ond room of the exhibition there were the
sharp-focus, heroic portraits of the new
intellecrual elite in Paris which Nadar
made in the late 1850's and early 1860's,
His work presents the image of the stalwart
cultural revolutionary. These pictures were
hung opposite calotypes by the Scottish
duo Hill and Adamson. These prints from
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Bill Froxier, Simulations: Photo Histary Makes its Own Picture, 1989,

paper negatives with their indistinct tex-
tured passages scem almost painterly, yet
they retain their essential photographic
qualities. Elsewhere in this room,
Margaret Cameron was represented by her
large soft-focus portraits which frequently
present an individual as an allegorical rep-
resentation of a religious or literary figure.
i |l.'1 images ]3.‘[\'[‘ an Iiﬂljl'fin{[l.'l {']:‘i'“_'[l'lt'r.'ll
quality. Finally, there are the portraits of
Abraham Lincoln made by the Scotsman-
urned-American Alexander Gardner.
Gardner, who worked for Mathew Brady in
a Washington studio, made a portrait of
Lineoln which is filled with nobility, yet
still manages to suggest elements of the
American President’s earthy humanity.
Unfortunately, this room did not give an
accurate picture of nineteenth century por-
trait practice. Despite this grouping of mag-
nificent images, several things were miss-
ing. There were no tintypes, a kind of
image that was quite common in the
United States. In Europe, the inexpensive
portrait often took the form of the care-
de-visite. The absence of these two forms of
popular portraiture indicates a curatorial
penchant for the rarefied example and the

Robert Adoms, Berthoud, Colorads, 1979, P

exclusion of the more common form of
photography. This predilection became
more noticeable in later sections of the
exhibir as well.

The introductory room of the exhibit
contained calotypes by Fox Talbor and
daguerrcotypes by various practitioners.
From viewing this first room, one could
sume that daguerreotypes were typically
rather large and commonly recarded still
lifes, landscapes, historical architectural
motifs, and on occasion, portraiture. In
practice, however, the daguerrcotype was
often tiny and nearly always used for por-
traiture. There were some portraits in this
section of the show by the Boston firm of
Southworth and Hawes. The remarkable
daguerreotype of an "Unidentified Girl
with Gilbert Stuart Portrait of George
Washington" and a shirtless self-portrait by
Albert Sands Southworth are testimony to
the EXpressive p(ruil'hdihc.r. of this medium,
which produces images on small silvered
copper plates.

Abaout one third of the way through the
exhibition, gallery viewers came to face a
wall of five images taken by the young Paul
Strand. These photographs, taken from

eded in The Art of Photegraphy.
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1915-1918 were hung together and estab-
lished the stylistic break between nine-
teenth century photographic practice and
work done for the new modern age. This
shift toward modernist formalism looked
fresh and exciting. Strand's photographs
from this era such as "Wall Streer, New
York™ (1915) and "Shadows, Twin Lakes,
Connecticut™ (1916) demonstrated thar
the subject of photography had changed.
Strand photographed light, form and shad-
ow to create images which are essentially
abstract. As Stieglitz had recognized, this
young photographer had made images
which marked a radical departure from ear-
lier efforts. Photography's attendant reality
and dependence upon subject had finally
been overcome in this early work by
Strand.

These bold images were the introduction
to a room which contained work by the
three kings of the American modernist
avant garde—Alfred Stlcg]ilz, Paul Strand,
and Edward Weston. They are represented
by a total of 41 images, many of which are
recognized as important within the history
of the medium. The early abstractions by
Srrand, "The Stul_'r.'lgl:" (1907),
"Equivalents,” and portraits of O'Keeffe by
Stieglitz, and the images which Weston
made of Armco Steel, nudes, and sand
dunes, represent important work by these
early modernist artists. There is also a mar-
velous portrait by Weston of the photogra-
pher Tina Modotti reciting poetry. This
large grouping of images could have been
reduced by a third, however, without
Kllull'llnl"hlnl: ll'il.' :lEfmePllﬁhm(‘l][ﬁ Of [h,i.“-(_‘
three men, thereby allowing room for ath-
ers to be included. The importance of the
contributions which these artists have
made to the development of the medium is
not being questioned here, only the curato-
rial infatuation with the notion of the mas-
ter photographer.

Throughout the exhibition, there were
numerous artists who were represented by
comparatively large numbers of works. This
concentration of attenrion on a relatively
Sma“ l‘luml‘_\:l D{P‘ho‘tcglﬂphcﬂ; cqlﬂhhsh("s
those practitioners as perhaps overly impor-
tant. While it is wonderful to see 16 calo-
types by Talbot and 15 images by Stieglitz,
this concentration made it necessary to
exclude many and underrepresent some.
Timothy O'Sullivan was represented by
only three images, Francis Frith and Henri
Le Secq had only two prints each in the
exhibir, and the Bisson Brothers were
accorded a single photograph. According
to this exhibition, there are a handful of
artists who are so influential that concen-
tration upon their work will reveal some
truth about the nature of the medium.
Instead, this process effectively minimized
the contributions of some, like O'Sullivan,
and obscured the very significant accom-
plishments of dozens of others, especially of
many women, whose participation in pho-
tography has made it unique among all
media in the history of art.

The Art O]rPflowgmp'iy exhibition pre-
sents a version of the history of the medi-
um which is inaccurate and misleading. Of
the nearly one hundred artists in the show,
only four are women; Julia Margaret
Cameron, Diane Arbus, Susan Meiselas,
and Cindy Sherman are the sole represen-
tatives of a very large group who have
made significant contributions to the medi-
um. A few of the women who might have
been included are: Gertrude Kasebier,
Imaogen Cunningham, Anne Brigman,
Franees Benjamin Johnson, Berenice
Abborr, Dorothea Lange, Margarer Bourke-
White, Gistle Freund, Esther Bubley,
Lisette Madel, Jan Grover, Connie Hatch,
Barbara Kruger, . . . The list could contin-
ue almost indefinitely. Many more women
might have been included had the primary
curators not chosen to enhance the already
substantial reputations (and commadity
value) of work by so many men by includ-
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ing 10 to 15 examples of their production.
Additionally, there are no photographs by
minorities who also were able to participate
in photography to an extent thar was with-
out precedent.

It could be argued that not all of these
women have made significant contribu-
tions to the medium, but the same could be
said for many of the men who whose work
is included (Joel Stemfeld comes to mind
as one such example). In the 1937 exhibit
celebrating the centennial of photography's
invention, a young Beaumont Newhall
managed to include over a dozen women in
the exhibition at the Museum of Modern
Art. This show took place well before the
advent of the current feminist movement
of the last two decades. Surely Anne
Tucker, the Curator of Photography ar the
Houston Museum of Fine Arts, must have
found this exclusion difficult to accept.
Rumaor had it thart she entertained the idea
of mounting a small ancillary exhibit of
photographs by women artists who are rep-
resenited in the permanent collection of the
museum, but had to abondon it because
there was not any additional gallery space
available after the huge exhibit had been
installed in the upstairs galleries of the
museum. As it stands, the Art of
Phatography and its companion publication
of the same title represent revisionism art ies
worst. They demonstrate the sad face that
patriarchal interpretations of history oper-
are to effectively censure the many note-
warthy contributions by women. The argu-
ment here is not with thase artists whose
waork is included in the exhibition. Rather,
it is with Walf, Weaver, and Rosenthal,
and the other curators listed in the catalog
{six men) who have assembled their own
rather narrow and precious view of the
photographic art, and in the process, dis-
torted the unique social realities of photo-
graphic practice in the past 150 years.

Women did not come to photography
accidentally. In the nineteenth century, as
the industrial revolution began o change
the fabric of our cities, it caused a major
social change. For the first time in history,
large numbers of women entered the work
force. By the time that photography was
made available to the peneral public, wom-
en had been a part of the working class for
a generation. The sewing machine, which
was introduced at mid -
century, was a mechanical device that fir
with accepted perceptions of respectable
work for women because of its domestic
associations.! Similarly, the camera was a
[00' whlfh E(!thd -'IﬁD\'[i a woman (h‘_‘
chance to balance work with domestic
responsibilities because photography could
easily be done in the home.

Photography, the sewing machine, and
later, the typewriting machine, gave wom-
en employment options which did not
compromise their need o earn an income,
and which conformed with public percep-
llﬁﬂ_‘, abﬂu[ prupcr Ermdu:[ fﬂr Wmﬂen,.l
Though substantial opportunities for
exploitation continued to exist, photograpy
was one of a very few occupations for wom-
en which was considered respectable, and
their participation in all aspects of photo-
graphic practice has a well- documented
history. For these reasons, and other more
current ones, their near exclusion from this
anniversary celebrarion is most unforrunare
and seriously mars the presentation.

Another [mub!ing aspect of this program
is the type of curarorial and editorial con-
trol which Mike Weaver seems to have
exercised over the catalog. Weaver's heavy-
handed approach and his interpretive
impulses might be better understood by
examining briefly a 1986 publication of his
entitled The Photographic Art. [n this book,
twenty short essays condense history and
relate Weaver's rather odd views abour the
development of pictoral traditions in
Britain and the Unired States. For Weaver
it seems that all pictoral content is symbal-

ic. In a section of the
book entitled
"Concerted
Arrangements™ he
atfempts to construct an
iconography for pho-
tographs of groups of
people. A Renaissance
print by Raimondi is
included ro establish an
art historical pedigree
for, it would seem, any
trio grouping in almost
any phulngr.'lph_ Eugcnc
Smith's picture of Welsh
miners (1950's) is said
to express the three ages
of life: childhood, adult-
hood, and old age. A
picture from Paul
Strand's Mexican
Portfolio becomes a
IEMHU (Jfﬂ MIOTA Comver -
sagione. A picture made
in Ireland by Josef
Koudelka (1972) shows
three men conversing
while kncciing on their
walking sticks. Their
posture immediarely = =
suppests for Weaver Julie Morgaret Cameron, Pomena [Alice Liddell), 1872. Lent by Erich
oblique references to the  Sommer; included in The Art of Phatography.

bent-knee posture ar
Calvary. From rr'.'l[]mg
Weaver, it would appear
that any image with three
people must surely refer to
the H::ly Trinity and
three-figure pyramidal
compositions from the
Italian renaissance.
Weaver stands ready to
apply cultural significance
to any formal pictoral
device.

Weaver does not
acknowledge the influ-
ence which vernacular
imagery must surely have
had upon the nature of
photographic practice.
With George Eastman's
introduction of the Kodak
in 1888, photography was
available to almost every-
one. After this time, the
nature of photography
changed. Once it was pur
into the hands of the mid-
dle and lower classes, the
medium began an evolu-
tion which was dictated
by popular usage. This
new form of photogra-
phy was completely
independent of the art
historical conventions
with which Weaver is
preoccupied. For exam-
ple, Paul Martin, who
worked in England at
the turn of the century,
and whose work is not
included in The At of
Photography, could be
said to be typical of this
new class of photo-
graphic practitioner. He
was essentially a rrades-
man who, having been
displaced as a wood
engraver, earned a liv-
ing doing photography.
He came from a social
class that could not
afford the luxury of a
classical education, and
it is therefore, unlikely
Edward Westen, Tina
Madatti, 1974, From the
Torget Collection, Musoum of
Finw Arts, Houston; included
in The Art of Photography.

- |

Alived Stieglitz, The Steeroge, 1907. From the Target Collection, Musewm
of Fine Arts, Houston; included in The Art of Phatography.
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thart his pictures of street merchants had
Ecmplr_‘x |c(]m)€73phlcﬂl 1.1\_.'(:[5 (1{ ml’.‘aning.
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Though the exhibit and catalog of The
Art of Photography contain many exception-
al images, the primary curators have
engaged in what this writer considers to be
an abuse of curatorial prerogative. To con-
sider how this effort compares to another,
ler us examine the catalog entitled On the
Art of Fixing a Shadow® which was pub-
lished this year as a joint effort by the
Mational Gallery of Art and The Art
Institute of Chicago, accompanying an
l.'xh'lhl:l[)l-l Vt'hlch. {Jfl!_:!n.'lll'?d m
Washingron, D.C.  In the opinion of this
writer, this large volume represents a more
thoughtful response to this anniversary.

In the introduction to the catalag, the
curators and essayists Sarah Greenough,
Joel Snyder, David Travis, and Colin
Westerbeck state that they do not wish, ". .
o dwell en ]':n:rsrm:llll-,' or {||:\'c|np a pmfﬂc
of the master photographer, but rather to
chart the evolution of certain ideas. . .". *
This rask has been accomplished by includ-
ing many major figures and work which is
]l.'.\.\ “"L‘]l-kn(}'“"n, .‘-Lll:h a5 \'T_'(nilcll]-'lf
imagery, space photography, photo mon-
rage, and altered photographs. Theirs is not
a F?UHS: '|'|'ITL‘T|'.|J'L‘[:“|1:JE'|. hl” in.‘i“‘ﬂd one
which allows for the role which the ama-
teur played in the history of photography.
Consequently, the essays construct more of
a history of the medium and su]dinush'
avord the kind of k:ngn]:llﬂing and m-.\-[h(,lf
ogizing with which Wolf, Weaver, et al.
seem to have been preoceupied in The At
of Photography.

In the first of these essays, entitled
"Inventing Photography,™ Joel Snyder
avonds the |'-|'rf;a|l< of excessive catagoriza-
tion and tries to hulp the reader understand
the imagery and the period from a broad
perspective. He acknowledpes the civic,
social, and historical factors which creared
the elimate in which photography was
invented and which contributed to its suc-
Cess and g[(m‘th.

The second essay in this book, entitled
"The Curious Contagion of the Camera,"™
by Sarah Greenough, covers the general
period from 1880-1918, during which pho-
tography was made available to all classes
of sociery. This section begins with a dis-
cussion of the hand camera. [t reproduces
several anenymous photographic tondes
which were made using the first Kodak
cameras. Greenough writes, "The legions of
hEll-LCI camera L‘nI]’:lJﬁi;lsts c[l:ar['d new sub'
jects, new criteria of p:c[nra] structure and
funcrion, new theories, and a new critical

vocabulary. [n so doing, they shook the
very core of the medium. . ."* This section
of the book presents some very important
practitioners who were not artists per se,
Jacah Riis, for example, used photography
as a means to an end in his social reform
efforts.

This exhibit, as it is represented by its
catalog, presents a substantially different
view from those who would link the mas-
ters of the medium together to form an
artistic monolith. These curators have
resisted the rather .'anthu:atl:[] views of
artists as cultural giants, and instead have
presented them as sensitive respondents to
cultural conditions, subject to the varied
influences which affect society ar large.
Consider for example, the work of William
Eggleston whose approach to landscape
cannat be understood without recognizing
that Eggleston may have been influenced
by snapshot imagery.

LE L]

On the west coast, the San Francisco
Museum of Modern Art asembled an
exhibit with a slightly different focus. A
History of Photography from California
Collections was organized by Dr. Sandra S.
Phl”nps, the Curator of the [l’:pnnmcn[ of
Photography. The regional focus was
reflected not only in the list of lenders, but
also in the subject of many of the images.
Various historical associations and libraries
from across the state had made loans from
their archives. As a resulr, this show had a
decided community flavor which was
refreshing.

In the galleries there were large cases
'I.I']'l“.'l'l }“.';d OVersize {(]1[[35 f‘rl‘nf‘(l Lo mam-
moth plare prints by Carleron Wartkins and
others. The long panoramic phoro of San
Francisco made by Eadweard Muybridge
(1878) documents the city as it existed a
i_'l:nL'I:ltl(}n 1'.\."'(“\' ll]c grl:‘;l[ qllilk{' ﬂl}d il.rl.'
which destroyed the city. Photography's
relationship to the press and photajour
ism was illustrated by the presence of maga-
zines, which presented the original conrexr
in which the images were published. In
short, this exhibit embraced the fine art
aspect of photographic practice as well as
its more pedestrian history. There were also
a great number of women represented in
the show. While some of the names were
quite unfamiliar, work by Imogen
Cunningham, Anne Brigman and others
indicated thar photography in California
involved women as well as men.,

As we have seen from these three

Phategrapher Uskmown. Uniitled (Men and Women), «. 1889, International Mussum of Photography at
George Eestman Houss. From On the Art of Fixing o Shadow, Natienal Gallery of Art.
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exhikits, the personalities and views of
writers i]ﬂ[] curators d{! |rlﬂl||:n((‘ our ﬂ_‘g'ld'
ing of historical marerial. In reviewing
some of the texts in use recently in photo
history courses, we can further understand
how various factors influence the interpre-
tation provided in a given text. For
instance, the nationality of the writer may
skew the emphasis. Giséle Freund, who
was born in Germany but moved to France
during the second world war, is a respected
phmcjvumu]iﬁl and writer. Her publica-
tion Photography and Society® gives priority
to the French inventor of photography,
Daguerre. This lively history is filled with
many insightful remarks about the relation-
ships between political and social events,
and comments on how these may be seen
in the photography of the time. Freund's
nationalistic chauvinism is evident howev-
er in her rreatment of Fox Talbot, who is
summarily dismissed with four sentences as
the inventor of the calotype in England.

Conversely, lan Jeffrey's publication
Photography: A Condse History' is biased
roward contributions by Britons. Daguerre
is mentioned in only a single instance and
his process is never described. Narionalistic
bias may have encouraged the curators for
the Houston show to overlook artists who
were not from Britain, France or the
United States.

In this country, one of the texts most fre-
quently used is thar which Beaumont
Newhall has adapted from the caralog for
the 1937 MOMA exhibit Photwography
1837-1937. Currently in its fifth edition,
The History of Photography is well- orga-
nized and thoughrful as i progresses from
the earliest phmng[aphi: experiments
through the decades ta the mid-twentieth
century. Recent scholarship has created a
few holes in the section of Newhall’s book
which covers the years from abour 1850-
1890, but in general, the text is adequare
until the period of about 1940. There is a
bit too much emphasis upon technical
development, which is not often given
much of a social context. The major defi-
ciency in this texe is that its sections cover-
ing work since 1945 are rather sketchy and
not very informarive, Contemporary pho-
tographic practice is not reviewed at all,

In 1955, Helmut and Alison Gernsheim,
who as collectors are almost single-handed-

Iy responsible for the preservation of many
”i.“l.'l"l“ﬂ.'nlh C‘L'“"”'f ir[l:l]:L'!‘. Wrote a hl.‘-[n-
ry of photography. A revised edition enti-
tled A Concise History of Photography
(1965) is an interesting and thorough com-
pendium of well-known works and a few
lesser-known images. Gernsheim has begun
updating this history and has published two
volumes: The Origins of Phatography (1982),
and The Rise uj'Pﬁumgrapﬁj 1850-1880:

The Age of

Collodion. This later publication is typical
of the type of photography book which has
evolved over the past ten years. The more
recent publications are distinguished from
their predecessors by the quality of their
reproductions, which attempt to approxi-
mate the tones and value ranges of the
original work being reproduced.

Gernsheim includes in his history of the
medium notes on technical developments
and equipment. He also discusses aspects of
[l“.' |'|'|‘L'(.II|.||'|'I W]'ﬂcl'l are rl'r_'quf_'ﬂtl‘_n' C(){'l!-ld-
ered unimpartant. There is a humorous
anecdotal account of a dubious class of
photographic businessmen who were com-
plete charlatans.” Their inclusion in this
]'Il!-'[(]rf h[_'IF‘H L'Ipi:{ln ‘h‘.‘ (.'l'lth.ll!i]:l.‘irl'l ['!r
the new invention which was in such
demand that it led many unqualified peo-
ple to hurriedly open photographic estab-
lishments. Elsewhere, Gernsheim states
flatly that Matthew Brady's role in Civil
War photography was that of an
“organizer™; in so doing, he avoids the
kind of myth-making that has clouded an
accurate understanding of the contribution
which Brady made. Gernsheim writes, . .
.the aura surrounding Brady is quite dispro-
portionate to his merits as a
photographer.”™ It will be interesting to see
further efforts in this series.

In 1986 Jean-Claude Lemagny and
André Rouillé edired a text entitled A
Histery of Phowography: Sodial and Cultural
Perspecuves, which was rranslated into
English in 1987, In his introduction
Lemagny writes that the editors decided to
invll't.' NUMersus ill]'}’(}m fl'!m Ellr{][.‘ﬂ i]nd
the United Stares to contribute ro the vol-
ume.™ This diversity of authorship helps
avoid any consistent nationalistic slant.
What emerges from this effort is a thought-
ful group of essays that convey the varied
social, political, and national complexities
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of photography as it has been practiced by
artists, photojournalists, private individu-
als, and the stare.

A section of the book entitled
*Photography and Contemporary Art"
written by Philippe Dubois is a most
through assessment of the interaction
between photography and other art forms
during this century. It includes a discussion
of photography and other contemporary art
practices, such as conceptual art, environ-
mental art, pop art, and performance art.
Dubois and the editors are willing to let the
formalist notion of the photograph as a
strangely whole and complete object be
challenged. In this last section of the book,
photo_qraphy is shown as enmeshed within
contemporary artistic practice and fre-
quently dependent upon a contextual rela-
tionship to some other work.

Fox Talbot is nearly missing from this
work as well. (Despite the varied nationali-
ties of the c(Jnl‘rihllln}s, the editors may
h-'i\'l' -'!IIDW“! EOMme [u.lll{]['l.}]ll.“t fcl'.'l,‘r w
color their views of history!) Though
Talbot is mentioned several times through-
out the book, he is represented by only one
small reproduction of the "Latticed
Window" from 1835.

In what is easily the most ambitious
undertaking of photo history in a single
volume, Naomi Rosenblum has assembled
A World History of Photography.* This vol-
ume has over 600 pages and more than 800
reproductions in color and black and
white. [t discusses hundreds of practitioners
and has two sections which present techni-
cal histories. There is pericdically a portfo-
lio of sarts which presents work with
shared concerns virtually withour interpre-
tation or comment. In these sections, work
such as "The Galerie Contemporaine,” a col-
lection of images picturing influential per-
sonages from nineteenth century France, is
published to give a view of such work
unencumbered by subjective interpreta-
tion. There are similar sections devoted to
Alexander Gardner's images of the Lincoln
Conspirators, the Western Landscape, and
medical, scientific, and space photography.

Rosenblum's project allows for much
information to be included. Typically, sur-
vey books published for markets in the
United States concentrate upon France,
England and the United States, While it is
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true that much of the activity took place
there, there were important things happen-
ing elsewhere, Rosemblum presents
Canadian and Latin American photogra-
phers as well as practitioners from Eastern
Europe, ltaly, and Spain who are not usual-
ly represented in survey texts. Important
figures are briefly profiled in a manner
which meets the necessity of biographical
and stylistic discussions while avoiding the
tendency to dwell upon these photogra-
Phcr!i.

*EE

LIFE magazine, which has had a role in
shaping our reception of photography since
it began publication in 19386, printed an
issue in the Fall of 1988 celebrating the
sesquicentennial of photography. Mot
suprisingly, the editors of LIFE adopred a
broader interpretation of photography than
some museums have. The issue includes
sections and photo spreads on numerous
subjects—fashion, photojournalism, portrai-
ture, cameras, sports photography, advertis-
ing, historical figures in the medium: and it
even includes a section on present-day art
photography which reproduced work by
Joel-Peter Witkin, Cindy Sherman, Sarah
Charlesworth, John Baldessari, and Barbara
Kruger. (It would seem that LIFE is more
up-to-date than some of the museums.)
These various sections are interspersed
with :':d\'\'ztism;:. Polarcid has an ad for its
new Spectra camera which presents pic-
tures nf en arcraciive women r.ll.“[h.'ll\s &S a
sample to testify to the merits of the prod-
uct. Casio advertises its electronic still
camera. Fuji, Kodak, and Nikon are lined
up with Chevroler, Claussen pickles, and
porcelain horses from the Franklin Mint in
support of photography's anniversary. The
publishers bring us the miracles of the good
life, as well as a few rather bizarre juxtapo-
SIEIONS.

This LIFE also includes an interesting
section entitled "Milestones™ which is
essentially a photographic timeline.
begins in 1839 with the frontispiece of
Daguerre's publication and ends with an
image of a hand tossing a Fujicolor Quick
Snap into a waste bin. There are some mar-
velous stops along the way —the advent of
the baseball card in 1887, the first photo

boath in 1925, and the first drive-thru
Fotomat in 1967, These milestones are
technical, political, social, and on occasion
troubling—such as the coining of the term
“photo opportunity” in 1969 as a
euphemism for controlling public access to
our president.

In typical LIFE fashion, the editors have
devorted one section to images from small
town portrait studio as representative of all
such enterprises in late nineteenth century
America.' This gallery of ordinary citizens
from Wellsboro, Pennsylvania, demon-
strates the formula which made LIFE so
popular. As Freund has noted™, the period-
ical frequently told its stories by using spe-
cific people who led rather ordinary lives.
In this case, the formula is applied to the
past. We see here an American version of
the Galerie Contemporaine populated with
more plebian types.

Mo photographic history or recollection
would be complete without a section
devorted to snapshots. These informal, pri-
vate images are what most of us know of
photography. For the mast part, snapshots
are quite unremarkable, yet we in the
United States are estimated to have made
about fifteen billion of them in 1987.

LIFE asked ten writers to contribute a
faverite snapshot and write a brief note
about the image. While the pedigree of the
maker does add a certain cachet to these
pictures which snapshots do not ordinarily
have, their inclusion does make this LIFE
issue rather more complete.

FEE

Exhibitions, encyclopedic catalogs, and
histaries do as much to creare a history of
the medium as artists or photojournalists
do. It is necessary when reading any history
of viewing an exhibition to understand
that sequencing, editing, and curatorial
choice effectively present a specific person-
al view which is far from objective. As we
construct them, our histories reflect both
present-day knowledge about a given peri-
od and present fashion. Changes in empha-
sis, omissions, and privately held theories
tend to get in the way and can confuse the
issues. Let the reader beware.
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Carleton E. Watkins, Yosemite Valley from the “Best General View,” ¢. 1866. Museum of Fine Arts,
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STREETS
AND
TREES

by Rochel Ronlo

In a 1976 essay entirled *Drawn ro That
Moment,"* John Berger contrasted the pro-
cess of drawing to taking a photograph in
terms of what can be retrieved from each
after the fact. Specifically, Berger states
that although equally static as images, the
stasis of a finished drawing or painting
“presupposes another view of time." A
thing seen at any given moment will disap-
pear, Berger writes. But the act of drawing,
with time for looking and response, offers a
greater challenge to the "flux of disappear-
ance” or time than a photograph when
employed as a tool to record appearances.
He explains that:

The photographed image has been selected for
preservation. The drawum image contains the
expertence of looking. A photograph is ew-
dence of an encounter between event and
photographer. A drawing sowly questions an
event's appearance and in so doing reminds
s that appearances ave always a construction
with a history. {Our aspiration towards
objectivity can enly proceed from the admis-
sion of subjectivity.) We use photographs by
taking them with us, in our lives, our argu-
MENLS, OuT memories; it is we who move
them. Whereas a drawing or painting forces
us to stop and enter its ime. A photograph
is static because it has stopped dme. A draw-
ing or painting is static becawse it encompass-
es time. (p. 149)

Berger's starting point for this examina-
tion was a drawing he had done of his dead
father in his coffin, a poignant and final
moment. More than any other kind of
record-a letter, keepsake, or photograph—
the drawing contains and returns to Berger
his father's life. Referring to the two-
dimensional stillness of his drawing he
explains that the "space that my drawing
offers for my father's return into it is quite
distinet... And here itis incidental thar [
am looking at a drawing which [ drew
myself. An equivalent drawing by any-
body else would offer the same space.”

The statements made in this essay, about
looking at past life represented in two
dimensions, came to mind while viewing
the recent exhibition at The Museum of
Fine Arts, Houston, The Art of
Photography 1839-1989. Two photographs
in the show, of city life from very different
eras, scemed to address the subjects dis-
cussed by Berger, the disappearance of an
experience and its recapture l‘hrm:gh an
image.

Walker Evans' photograph, “Main Street,
Saratoga Springs, N.Y., 1931," and Robert
Adams' “Fr. Collins, Colorado, 1979," are
categorized separately in the caralogue for
the exhibition. Evans' work is classified as
“documentary” and Adams' as “visionary.”
Temporarily eschewing both these inter-
pretive categories and the ritles provided
by the artists, an effort to read these images
seems to involve three parts. One part
takes in the information about some past
event that a photograph can give the view-
er. Another aspect of reading the images is
to see through the image ro the artist and
statement behind ic. Finally, the viewer as
third party brings his or her own thoughts
and associations.

Evans' photograph of a city sireet and
Adams’ of a tree in an empty parking lot
represent some of the same things. We see
pavement and curbs with small squares of
ground reserved for trees. The presence of
cars is indicated indirectly in Adams' pho-
tograph through the painted parking slots
in the foreground and the concrete curb
that makes an island around the tree.
Three cars are heading towards the viewer
in Main Street. Activity is again only
implied in the Adams' picture by the lights
we can see just over the tall grass, some dis-
tance away. Overcast sky and reflections of
blﬁldiﬂgs. cars and trees on wet, paved
sidewalks and street on Main Street under-
score the difficulty in determining if it is
morming or afternoon in a photograph.
Judging from the contrast berween the sil-
very tops of the cars and their dark sides, it
is some time just before or after midday. In
Adams’ photo it is just night. The solitary
tree is in full flower, so the season in which

&

Walker Evens, Moin Streel, Sarofoge Springs, New York, 1931 (Museum of Modern Art, New York)

the photograph was taken was summer.
The leafless trees in Evans' picture have
been pruned, with no new growth yer
sprouting to cover up the amputations. It
is late fall, dead of winter or early spring.
As preservations of scenes in time, these
two photographs deliver something similar
to what one would expect from drawings or
paintings of the same subjects, in terms of
hour of execution.

Deciding when the photographs muse
have been taken draws more fully upon the
experience and age of the viewer. This
information can be gleaned from each of
the works by vastly different means. In
Evans' work, vague notions of the where
and when of technological and economic
developments come into play. The models
of the cars in Evans’ picture vary, but many
of them look exactly the same. Not know-
ing specific dates of car issues, and being
equally hazy about when gaslights were
phased our, | would guess that the cars are
early mass production models (somewhere
between Ford's Model T and a'55 Chewy)
and that the street lamps are probably sim-
ple incandescent bulbs. Even withour
knowing about Evans' photographic docu-
mentation of rural and urban America, but
informed by the works of others, in rext,
film and photography (the cars in The
Uniouchables looked like that) one could
still conclude that this is a representation
af an American city, circa 1930,

The more recent landscape by Adams,
despite its reduced elements and narrower
focus, offers information that is matched up
to memories of experiences by the viewer,
rather than from the mental sorting of pre-
vious texts and reproductions required by
Evans' photograph. Artificial light floods
the foreground; the streetlight in absentia
is brighter than the picture perfect crescent
moon. This tree on its island in an ocean
of poured concrete, next to an untended
field of weeds and grasses could have been
phu{'uﬂrap]’a:‘d in countless cities, Kﬁuwing
the rype of tree could limit the field, possi-
bly, to North America. This edge of park-
ing lot suggests the shopping mall, school,
strip center or amusement park that is the
reason for its existence. The half-hearted
artempt at re-landscaping with a seedling
tree and a couple of shrubs is the m.o. of
American real estate developers. Adams'
picture is really a representation of disre-
gard for the amount of available earth as a

precious resource in itself, in favor of its
value as commodity (as real estare) on a
colossal scale. The concomitant lefrover
ground, the field beyond the wee-unsuit-
able, unusable or not yet ripe for develop-
ment—is a familiar view that recurs in
astounding variety, particularly near free-
ways. When the title reveals thar this view
is other than a representation of the
American city in which one lives, the reac-
tion might be, "Mo kidding? I've seen that
tree a million times.”

In neither landscape is the the exact
location of the place photographed readily
apparent or necessary to an understanding
of the image, without the addition of a title
or other explanatory text. That each is of
its time is possibly more easily seen at a
dare later than when the pictures were tak-
en, as with all other images. That they are
peculiarly American photographs, i.¢. that
they can be "placed,” has to do with the
intent of the photographer and the impor-
tance of that association in the work.
Robert Adams wrote of the decisions that
derermine the phu[n[{laph n " Truth and
Landscape,” in a book of his collected
essays, Beauty in Photography; Essays in
Defense of Traditional Values:

That a photograph is unlikely 1o be a labora-
tory vecord is evident when we think about
how it is made. Most photagraphers are peo-
ple of intense enthusiasms, whose work
involves many choices... Behind these deci-
sions stands the photographer’s individual
framework of vecollecions and meditations
about the way he perceived that place or
places like it before. Withowt such back-
ground there would be no knowing whether
the scene on the ground glass was chavacteris-
tic of the geography and of his experience of it
and intuition about it—in short, whether it was

true.?

Looking again at Berger's phrase in light
of this statement by Adams, it is not clear
how a drawing "contains the experience of
looking” and a photograph does not, bur
simply preserves it. The phrase seems to
refer ta the keenness of observation and
rime required to make a dl;lwmg, which
thereby allows the richness of experience
o seep in more. We use photographs,
Berger says, we move them, whereas a
painting or drawing stops us and we let it
move us. This interpretation of how
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Robert Adems, Fort Collins, Colorade, 1976 (courlesy Jomes Schubert Gallory, Howston)

images act ON Us S6eMs an attempt to
reduce time and vision to controlled sub-
stances. If drawings and photographs are
equally abstract as interpretations of realiry,
points at which decisions are made in the
creative process are irrelevant once the
object is on its own in the world. The val-
ue to Th‘.‘ viewer (]{[ill: \'l.‘i‘.l-'!l cx]’.‘:rll.'”cl: ‘l{
the object is arrived ar over time.
Information taken in visually from an
image simply varies from individual o indi-
vidual. With Evans' photograph, for exam-
ple, the response of a viewer who had the
experience of living during the Depression
would be very different from one who had
not. Berger's statement points out, by
default, the real strength of photography
with the respect to the passage of time, as
n:siding in the nature of its abstraction.
Minor White described the deceptively
close-to-life abstraction that phot()gmphy
presents as follows:

Abstraction in photography is 1o reach
owards the non-objective without ever break-
ing camera’s strongest point—the magic of its
tether to visual reality.

If the kind of information or documenta-
fhon a |L‘E‘L'> can l[mllbﬂ were not a neces-
sary factor in the work, presumably alterna-
tive media would be emploved. The
inl:!ic;ip:‘l"!ilﬁ',' of the phnmq;mp]'\ic imapge
confronts a viewer with a thing different
from a written account or drawing or paint-
ing of the same subject. Partly, the differ-
ence has to do with the built-in nhji:ctn.'il-,'
of the camera lens-a uirl. cspetm”',' if, as
Berger says, "Our aspirarion towards objec-
tivity can only proceed from the admission
of subjectivity.” Anyone who has mugped
for a snapshot and looked at it later can
atrest to this, or reread a journal entry one
wrote with full confidence in the lucidity
of the account.  The point was more pro-
foundly put h Mondrian in 1941 when he
said, “If objective vision were possible, it
would give us a true image of reality.™

This gift is a tool that Evans says requires:

..absolute fidelity to the medium itself: that
is full and frank and pure wtilisation of the
camera as the great, the incredibe instrument
of symbolic actudlity that it is.*

“Ukilisation” of the camera implies sub-
jective use, and this becomes the big divide
between Evans' and Adams’ photographs
in the second reading of their works
l‘u\.d-'"[l.“l C(m'lp(]‘.\"ltl()n, '“"]"H:]" we Eﬂlll[] reti-
tle "moon over urban blight,” navigares,
without circumventing, the obvious
|-|-'|‘|.|".'-\"El!il]s'h]“dnmr thl‘mc. [‘ isa F'-lfr
ture of solace and despair thar doesn't
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name names. It seems instead to allude o
those moments when acceprance rlf Or res-
Ignanon “'h;]' |53 ]l‘t.‘- ina ||‘t|l.' awarcness
of what can be lost. Robert Adams' photo-
graphic style has been called "visionary.”
Critic Ben Lifson writes in the exhibition’s
(.'l[:]]‘!l!_:l]l.' [hj]' T]"JI’.' means ('\f ‘.'xpfk"_\.\l(l(l
used in visionary photography

.. aare also those of visionary are. First, a
reduction “]f mflrrrmmlm_ cJ_f-1"n||[J_]fI :r_j' visteal
vocabulary and of detail. Second, exagpera-
tion of what's left. The overall effect is of an
intensified world whose simplified detail and
dimanished variety seem to be dwe to a pun'fl'-
cation, either a punification of the world itself,
ot a purification of our perceptions. In other

words, a heightened reality, a vision-*

A critical part of Adams’ photograph is
heow little it ultimarely relies on the recol-
lection of visual experience alone. Whart
first drew me to the picture was what
Berger called the space of the image. The
piece of landscape in the photograph lets in
what could be around it, but also the mem-
ory of asum of senses. One is the sense of
solitude felt alone, outdoors, late ar night.
Mentally precccupied after a class or meet-
ing or dinner, walking out to the car on
:lﬁﬂr :ind T\‘I'I'LJ'!-;‘rmc‘ summer nighr, ane can
take note of the moon and the warmth of a
light next to the dark. If it turns out the
car has been stolen or a rire is flar, thar
m:JmtnT:ir'}.‘ CONnNeCtion '\-\'ith \’?I'It‘li sur-
roundings is sustaining. Adams, in the
same essay ql]{ﬂtt‘d [l'[:llTl l‘iﬂlll:r, dl."cl].‘i‘il.'d
his own questions about the value of pho-
tographing ever bleaker landscapes:

Landscape pictures can offer us, [ think, three
verities—geagraphy, autobiography, and
metaphor. Geography is, if taken alone,
sometimes boring, autobiography is frequendy

triviad, and metaphor can be dubious. Bu
taken together, as in the best work of people
like Alfred Stieglitz and Edward Weston, the
three kinds of information strengthen each

other and reinforce what we all work 1o keep

intact —an affection for life.?

The subjective aspect in Man Sereet,
from Evans' own description of his intent
for r]’autt}grr{rhg—' 15, in contrast to Adams, a
record of visual experience in the most
inclusive way. In the f{:“nwlng excerpt
from his 1969 essay, "On Photography,”
Evans writes:

...the matter of art in photography may come
down to this: itis the capture and projection
of the delights of seeing; it is the defining of
observation full and felt.®

In ]nn]{ing beyond the sheer craft of
Evans' photo as object, and after rumina-
tions on Model Ak, the search for power
lines and other attempts to root the com-
ponents of this image in time, the com-
pleteness of the view becomes evident.
Qutlines of the city gradually disappearing
into the whiteness of a rainy day could
inject mystery into one's response to the
picture, but do not. Neither is nostalgia
deployed by the funereal stateliness of the
f}l(i cars, stone lﬁ(!ul(‘\r‘ﬂrd, h;ilh‘f Ff’lﬂ -'Irl{l
tidy street. There is no sense thar all was
well with the world when things were less
clutrered. Despite the cars eruising for a
parking space and all the signs of imminent
activity, Evans' photograph seems, surpris-
ingly, more remote than Adams', emotively
impenetrable. No curicsity is really
aroused about the individuals who were
undoubtedly just inside the doors to the
hul]dmgs, or about whar it felr like ro walk
down that streer. The photographer has
documented a place in time and gathered
in all the possibilities from his fourth-
floorish vantage point, then passed the ball
to the viewer. The photograph is so much
about the visual, instead of emotional
aspects of the view that finally one's curios-
ity is transferred to the present.

Evans' being where he was and simply
looking opens up the present as a point in

time, like his photograph. The obviousness

of the present allows much to be over-
looked. A pun:l'!,I visual account, even
under the guise of an aestheric, can some-
rimes rell us more abour ourselves than we
care to know. What we look like becomes
strange and a lietle forcign after a relatively
short period of time. It is impossible to tell
“'}’.’lt '\Hl” l‘f_‘ f;]l'l'llll“r Or, more (Jml[l{)llﬁ]"r—,
acceptable in the future. (1 am rhinking of
the mutants in Star Wars.) Evans' photo-
graph is an instruction, really, of how 1o
|f5(\L: at [I-Il' moment at h;in(l.

That photographs are abour appearances
can pive us cause for reflection. The word
"we" could be substituted for "drawing” in
Berger's sentence, quoted above; like a
drawing, we "slowly question an event's
appearance and in so doing” remind our-
selves "that appearances are always a con-
struction with a hiﬁmry.' Some appear-
ances are worthy of the record as symbals.
Any created object is of the past, and is an
encompassing of time for the viewer.
Photographs are a reminder of how enor-
mous is the sense of sight. So if Adams’
phl’!&t(!gri—]pl‘l dms nod name names or E\'i!n!;l
does nat try to label experience, they give
disappearance place and presence.
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PROFILE:

EARLIE

HUDNALL,
JR.

By Julie Lee

Earlie Hudnall, Jr., writes that "My pho-
tos are mere archetypes of my childhood;
I'l}("'ﬁ‘ represent a lireral transcription of
actuality—the equivalent of whar [ saw or
fel.” These words appear in a personal
statement about his work, and they are
quoted in articles and biographical marerial
going way back. We have to assume that
he means what he says quite literally.

As is evident in his images, Hudnall
works intuitively with children of a certain
age. He quickly and clearly idenrifies with
the "Marching Boys” and the "Bouncing
Bowys,” delighting in their innocence, exu-
berance, and creativity. Perhaps he knew
these boys, but my guess is that he did
not-not well, anyway. If he knew them too
well, they could not serve as archetypes
(for Earlie and his buddies or brothers-
J=they would have their own names and
identities.

But the photos Hudnall chooses to
L'.‘C]l'll'.‘ll as hIS F\'fﬁ[]n;il '\n\'ﬂfk are not JlI)L
about children. They are about the waorld
h&" L:nl‘“' a5 a L-i'.ll‘ll o “'Ul]d h‘L‘ h::L‘i ]l.';i]nﬂ{l
to find and return to wherever he is and
whenver he can. In the wards of Houston
Hudnall is able to find vestiges of small
town and rural life in the big city-rem-
nants of a neighborhood where people
knew one another. He strikes up a conver-
sation with an elderly lady because she
reminds him of his gr.'m[]mn[lu‘.r, who was
the historian of his family, the story- reller,
the keeper of the scrapbook full of photos
md mémentoes. !{E fcl‘l!" at hom(‘ hc'(‘

MNostalgia and memories are not only
what Hudnall's photos are about. The
children he photographs are confident and
cager; their elders are warm and wise and
venerable, Hudnall offers his photos as
affirmartion of what he sees and gcnr]}'
nudges the viewer toward the beginnings of
understanding. There is also an implicit
regret. Childhood and old age represent
for him the continuity of life, but the peri-
od in between is a kind of "no man's and
no woman's land,” relatively scarce in the
work he chooses to exhibit. His portrait of
"The Family” is a noteable (and welcome)
L'XCL'F[[[]"I_

| wonder if the same sort of selective
foeus would remain if Hudnall had stayed
and worked in his home town of
]Iamesburg. Mlssisslppl. Hudnall grew up
as one of six children; his family lived on a
large piece of land near the edge of rown.
Everyone on the block and in the neigh-
borhood knew everyone else and everyone
else's children. Hudnall tells of getting two
whippings for a misadventure, one ar the
home where it happened and another
when he got home. Photography as an
interest was inspired by his father's tradi-
tion of taking family pictures on fourth
Sundays after church, and by his grand-
mother's descriptions of the way life used o
be in the country. He listened to her and
thought abour how nice it would be if there
had been pictures.

After serving in the Marine Corps in
Vietnam, Hudnall returned to Hartiesburg
in January, 1968, He was thinking abour
re-enlisting, but his mother was trying very
hard to interest him in other alternatives.
He had applied to Southern University and
been accepred before he joined the
Marines. He knew he wanted to study art.
That ]:muar-; he visited with a friend from
high schoal who was home for a semester
from Texas Southern University in
Houston. His friend told him thar TSU
had a strong Art Department and spoke
well of life in Houston. Hudnall applied
and was accuplcd. In Scptl,:mhc[ of 1968

n

took the bus from Hartiesburg to Houston, then ook a
cab to the campus, and he has been there ever since.

In 1968 TSU did not offer a Bachelor of Fine Arts
degree. It did offer a Bachelor of Art Education, and
the Department was headed by the legendary and inspi-
rational Dr. John Biggers. Hudnall followed the
required curriculum, which included drawing and com-
position, ceramics, weaving, sculpture, student teach-
ing, production of a one-man show, and painting a
mural in Hannah Hall. Dr. Biggers allowed him to sub-
stitute phomeraph',- in his ene-man show, creating the
first combined major in art and photography.

Hudnall had bought a camera in Vietnam. He was
eager to use it and found that using it was a good way
to meet people. On June 19 (Juneteenth), 1969, TSU
students gathered on a lawn for a picnic and celebra-
tion. Hudnall and Nathaniel Sweets took pictures of
the occasion. They went to Sweets' room and loaded
film in the closet. Sweets was a photography major and
knew how to process his own film. At that time the
Photography Department at TSU was very small, and
students were not allowed to use the facilities after class
hours. But there was a darkroom in the Art
Department, and before long Hudnall and Sweets had
received permission from Dr. Bigpers to use it

Hudnall was able to use his interest in pkm[ogmphy
to help himself through school financially and later to
work himself into a job. He learned bits and picces
from different people--from Sweets, Herbie ). Provost
(wha was the tennis coach and who owned his own
studia), Mr. Evans of the Photography Department,
and Alvin McEwing (who loaned him a Yaschikamar
124G with an 80mm. lens). Hudnall worked on stu-
dent publications and generally became known as the
person to call on whenever there was need for a pho-
tographer.

One day a TSU philosophy professor, Dr. T.H.
Freeman, sought him out in Hannah Hall: "Are you
Earlie Hudnall? Mr. Evans sent me to see you. | need a
photographer. Do you want to come and talk to me?”
They went to Dr. Freeman's office in the King Cenrer
and talked about the Model Cities program, which was
just starting up at the time. TSU was invalved with
the City of Houston in a Madel Cities training pro-
gram, and Dr. Freeman had been named Director of the
program. Hudnall was hired to decument conditions in
the wards of Houston. During his junior and senior
years Model Cities met every Tuesday and Thursday
evening. When Hudnall graduated he stayed on as the
photographer with the Model Cities program, and after
this program was phased out in the mid-1970's he con-
tinued to work with the University. His job gradually
evolved into that of staff photographer and advisor o
student publications. He is now with the Office of
Development, and he can still be called on to cover
almost anything at TS,

The Model Ciries program gor Hudnall out of the
university and into the wards of Houston, The work he
praduced there gave him reason ro return, and docu-
mentation is still important to his sense of himself as a
photographer. Hudnall is a photographer who appreci-
ated long before he had a camera that certain people,
moments, and memories were very significant to him,
and that photographs could be affirmations of life. In
this sense, he is a photographer of the old school. No
matter that there are other photographers who are set-
ting about exploring the ambiguity of the medium; his
heroes are Walker Evans and James Van Der Zee.

Hudnall has been encouraged by responses to his
work in recent years, and with good reason. In 1981
the Cultural Arts Council of Houston commissioned
him to do a series for a permanent photography exhibi-
tion at Kashmere Gardens Library. In 1982 he had two
exhibitions in Houston, one ar the University of
Houston's M.D. Anderson Library and one at Sutton's
Black Heritage Gallery. His one-man exhibition,
Images of the Wards, was shown at the Houston Public
Library downtown in 1984, and in the same year he
took part in a group show at TSU, African -American
Photographers of the Southwest, 1950-1984. In 1986 his
waork was included in three major exhibitions, at
Diverse Works in Houston; the Studio Museum in
Harlem, New York; and at the Photo Cenrer Gallery,
Tisch School of the Arts, New York Ciry.

In 1988 during FotoFest Hudnall was part of a group
show at Barnes-Blackman Gallery. He took his portfo-
lio to the Meeting Place where it was reviewed by Petra
Benteler of Benteler-Morgan Galleries, which now rep-
resents Hudnall. Benteler and her partner Susan
Morgan plan to show his work, along with thar of
Debbie Fleming Caffery, during ForoFest '90. Morgan
remarks on the style and power of Hudnall's images and
compares them to certain images made by Lisette
Model. She is working now on placing Hudnall's work
in other galleries and would like to help him find a way
to publish i, "His body of work is large,” she says, "and
the style and quality are consistent enough to make
publication a reasonable goal.”

Julie Lee is a frequent contributer to SPOT.

Earlis Hudaall, Ir., Profile of o Boy, 1988,

Earlie Hednall, Jr., Morching Boys, 1977.

Eerlie Hednell, Jr., Lady, Scarf, 1984,
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By John Inglis

Films of Canrl Th. Dreyer were shoun at the
Museum of Fine Arts, Houston, from July
7-30, 1959.

In the MFA's recent retrospective of Carl
Theodor Dreyer's films, held in honor of
the centennial of his birth, Houston view-
ers had the chance to evaluate his wark,
maost of which is rarely shown in North
America. Dreyer came to film from jour-
nalism in 1912 and is credited with writing
forty scripts between 1912 and 1919, He
direcred fourteen feature films from 1918 1o
1964, spanning the late silent film era and
the first three and a half decades of sound.
He wrote the scripts for the films he direct-
ed, including melodramas, comedies,
romances, and his own form of refined
r(agcdy_

In effect, Dreyer reshot one film over and
over, accounts of individual suffering set
within different genres. While he made
films for the commercial market, the tech-
niques he developed have continued to
intrigue and influence members of the
French New Wave, German New Cinema
and the American Independent Cinema.
Ome way of viewing his works 15 as the
development of an imagery for suggesting
what individuals feel when oppressed. In
this article | will focus on Dreyer's use of
the closeup to build pictures of character's
emotions amidse Hljffcrlng in his silent
films, up W and including his The Passion
of Joan of Arc (1927). While this article
will only comment on his silent works, he
continued to use the techniques he devel-
aped in these films during the sound era.

The motion picture c_|nsr:up has been
used excessively since the lare 19208 to
offer an audience intimacy with "its” film
stars. Hollywood has used the closeup to
encourage audiences to become dependent
on ﬁpt‘fl{lc Ellﬂl Fflﬁmal][lt‘b- l)(l.'!"L'IlS
development of the closeup influenced the
German psycholagical cinema of the late
20% (Pabst) and through it, the Hollywood
imagery of Greta Garbo and Marlene
Dietrich which laid the foundation for the
Elﬂ.ﬁ‘ifﬂl .l“lrnr_‘r'icm L'IE.IS‘.'UF Of [hﬂ 3[}15 md
40%. Bur Dreyer's closeups were different.
He rarely used the same leads ewice, avoid-
ing the sort of heterosexual bond between
director and star that Sternberg built with
Dietrich. His imagery is concerned instead
with suggesting the emortions of a charac-
Lér.

In Dreyer's films there is neither a clear
capitalist nor a clear Marxist program; but
he often depicred oppression set within
political crises. Dreyer, a Dane, lived
through some of the cataclysmic events of
the first half of the 20th century, some-
thing an American critic can too easily for-
get. Working first as a journalist and afrer
1912 as a scriptman and talent scour, he
was able to witness at first hand the
Marxist and Socialist upheavals and pover-
ty of postwar Germany. He met with and
hired Whire Russian emigrees in Berlin for
his 1921 production of Love One Another
(Die Gezeichneten, 1921) and also worked
as a director in France, Sweden and
MNorway.

Drreyer's first four works are set within
specific social and political events reminis-
cent of the contemporary European con-
flicts. The tyranny of bourgeois social and
legal customs are depicted in The President
(Pragsidenten, 1919) and The Parson's
Widow (Prastinkan, 1920). The French
rl_‘volullun 5 prcsl:ntr_‘d Lrl one !l.'(lucncl.' ‘UE
the Leaves from Satan’s Book {Blade af
Satans Bag, 1919) alongside a sequence in
which a group of Bolshevik raiders assault
Finnish citizens on Finnish soil. Love One
Another (Die Gezeichneten, 1921) unrelent-
ingly pieces together a picture of a Russian
community's pogrom against its Jewish
mcmh‘.‘[S. .Ih“i fl]m dl_'p]l:lj [H‘:li‘li Hm.{
political violence rather than offering a
political solution to tension. A boy sces
his father defend himself against a member
of the mob. The father stands reading a
manuscript of the seriptures while a man
ﬂppro:lc'hl:s him from the front, slrlwly rais-
ing an ax which viclently crashes into the
father's head. The last image is of the

remaining ]r_‘wiﬁh community members car-
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Carl Th. Dreyer, from The Passion of Joan of Are, 1917,

DREYER UP CLOSE

rying their belongings down a country road
in search of a more hospitable locale, with
no assurance that they will succeed.

These early films often present acts of
violence and oppression framed within
political turmeil. Whar is interesting about
Dreyer's depiction of violence is the use he
makes of the closeup shot to reveal the
feelings of the oppressed. Leaves from
Satan’s Book, Dreyer's second film, presents
four narratives of intolerance. In one, a
Sovier supporter scares a womar, Siri, suffi-
ciently so thar she kills herself with a knife.
Her facial imagery, which would become a
Dreyer hallmark, reveals her decision to
kill herself. In a closeup she smiles in a tri-
umphant way after plunging the blade in
her breast, her eyes open and close and her
head lowers. Because Siri's fate might not
actually have "been worse than death,”
today her satisfaction at cheating her
artacker of his prey appears strange. But
Dreyer has used the closeup to reveal not
onl',' her decision but also her satisfaction.
Like this one, his larer films would often
involve a female as the oppressed.’

Dreyer does not sketch revolutions, in
general, as evil, but does depict particular
individuals involved in revolutions as evil.
Th‘f_‘ ]CH{L.'I.’D ﬂ{ I'.lELl'tlc'LllHT l'ﬁl'lds (JE l‘.‘\"UIU‘
tionaries make decisions which cause the
death and suffering of others. Political
statements are vapid and half-hearted.
They include, in Leaves From Satan’ s
Baok, the melodramatically stirring “1 only
did it for the sake of Finland"- a remark
any good member of the left as well as the
right could make.

Rather than primarily offer images of
politic conflict, Dreyer constructs images of
individuals deciding whether to act within
or against political and social norms. He
films revolution on the small scale.

Dreyer's recurring theme is that of individ-
uval decision-making and suffering. It is this
which he pictures in his closeups. His first
film, The President, presents images of a
man, Victor, who becomes a |l.|dgc and in
this capacity comes across his own daugh-
ter Victoria, whom he had earlier aban-
doned with her mother for his family estate

and career. Victoria, who has also been
abandoned by a lover, is charged with
killing her baby. Victor must once again
face the decision whether to protect a
woman or his career.

Direyer edits together an interesting group
of images which frame the images of Victor
deciding. His colleagues throw a party and
organize a torch parade in his honor. The
film uses images of two single file groups of
torches set against blackness which move
towards a point of convergence. Finally,
the torches come together and form a bril-
Ildnt mass Ofl.';(hl]ii[:ltlﬂg P(]“'I:r. T}’IS
|mHEL‘ (]f a {llf_‘ C()mp(:lﬂ:d (3F wo c(}nﬂ“.‘[ll‘li;
streams of light is directly followed by an
image of the face of our decision maker.
His face tightens slowly as he turns away
from the window and locks down, reveal-
!ng ]'TIS dl]l.'mm'd, 'Li'L'(.'!dll-lﬂ ]'N:[“'L“.'I'I Illill(.'
career and daughter. When Vicror turns
away from the window, the audience
already knows why he is concerned, since

Carl Th Dreyer, from The Presideat, 1918-19.

the narrative has already spelled out his
dilemma. His "looking down” is not pre-
sented in full closeup, yet it is only his face
which signifies his suffering. Both in The
President and Leaves from Sazan’s Book there
are many images of heads and shoulders
against backgounds in which the activity
occurs on the face.

The facial eXpressions of the actor
Halvard Hoff, who pL‘.U,'s Victor, could be
called fine according to melodramatic con-
‘-'(‘_'n'[lol]') - u[T(‘r :lli, h(‘. []r‘(‘ﬁ not wave hlﬁ
arms and bear his chest. Bur hus eXpres-
sions are not remarkable. His repertoire
includes the smiles, frowns, and angry looks
of early cinema. The early films of Dreyer
are filled with such facial expressions and
they limit his ability to produce images of
ﬂlhllc emotions. \‘;"hl]l_' most ‘Jf [[1‘.' f;iC{‘S
he focuses on, except for a number of his
leads, are not beautiful, they are interest-
ing. We see crowds of ]'a:nph‘. with faces
conjured up as if out of a late 19th century
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travelling portrait gallery. In fact Dreyer
chose individuals on account of their faces
(or beards) whether they had acting experi-
ence or not. His choice of interesting
heads carries on a tradition of the Danish
cinema he first encountered when
seriptwriting in 1912, Benjamin
Christensen's first film L "X .-".{:rsl,eﬂcus
{1913) includes images of the head and
shoulders of particularized and expressive
woman and men ‘thinking', "talking’ and
'feeling triumphant’. Even the sparseness
of the decor of these films would become a
mark of Dreyer films.

Direyer has said that he did not work
according to any particular film theory and
F[ldL‘L! lll'l'l'ls\."f(]n I-Il!i :l.l'?l]l[!' (€] “'{](k “'llh
others in developing styles appropriate to a
particular text. This was the theme of the
Jorgen Roos 1966 documentary Carl TH.
Dreyer screened in the MFA series. Yet he
has offered general comments on
[hl.' SO0t Uf{_'ll-ll.'l“i] hl: .'i[lt:n'l":ll:d
to construct. Drever in his article
called “Swedish Film" {1920} crit-
icised the American cinema of
l.'l'lu IH[L' eens P'Ur 158 EXCessIvVie
activity and reliance on special
effects, saying thar it "lacked
soul.” Cinema which "lacks soul”
for Dreyer is something like a
puppet show, where expression is
wooden and limited.! Dreyer clar-
Il-H.‘d mn t'll.\ rt H:I‘L' -N{_‘\H ld‘.‘;i‘,\
about Film” (1922) the direction
ne thought cinema was taking:
“Environmental description,
painting a mood, detailed psycho-
logical accounting are not only
permissible - they are a condi-
tion.™?

l‘J:L‘Ft‘r 15 an I_'.‘(F{Jl‘ll:n[ U‘f-'! t',]'!(.'

of psychological cinema which
presents images of the human face
as pictures of an individual's psy-
chological experience. This cine-
ma dl[‘{ﬂ[‘- r-ri?m 1]]\.' F“.‘J'E'Chf)l(]j;!c-']l
cinema of Pabst and Hircheock
which manipulares the viewer
nto ‘*\Jh‘ll.'(.'l |\'l‘|\' CEPETICNCIng
various emotions. Dreyer's films
are often described as spiritual or
mystical, words which do not
exactly offer clarifcarion, His use
of facial imagery is better
described by a starement made by Ludwig
Wittgenstein {(another 1989 centennial
birthday celebrant): "The human body is
the best picture of the human soul.™ It is
lhl’tajgh ﬁl("\c”r.‘ im:lgc.‘- l-}f l‘hu ]'\'l]lTl-'In IYKIFI
and L‘?il'.‘l.‘cii!”'!.‘ of the face, that Dreyer sug-
gests whar a character feels.

Drever's last five silent works from The
Parsan’s Widow, 1920 to The Passion of
Joan of Arc, 1927, focus only on a few indi-
viduals. He provides a preater number of
images of a limited number of faces which
together build pictures of a few particular
individuals. Beginning with his third film
The Parson's Widow (Prdswdnkan, 1920)
closeup images of desire and decision
achieve an increased prominence edited
Vt'“'.hlﬂ a narrativie ﬂnd 5?31’[3‘ fr:imf_'. 1"
this film Sofren, a young aspirant to a pas-
torate, preaches in a competition for the
post. After the competition Sofren and the
athers learn that in order to attain the post
they must succeed at another trial. The
new pastor must E:u:n:::r(iing to an old law)
become the fourth hushand of Margarete,
the deceased pastor's widow. Sofren and
the two other candidates await her
entrance. He eyes the elderly woman as
she modestly walks in and seats herself.
Sofren sits expressionless, eyes focused on
the pround. In a mid-shot he closes his
eyes Lll'ld C’P'L'nh' rhfl'“. Aftﬂﬂtl{“’l 15 fftusl.‘d
on his face, Maragrere walks over and asks
if he would like to see the parsonage, firing
})Cr flr!il‘ Hhﬂt ma h_lTTlc {m Sll('\l’i\rﬂl.

Mexr we are shown images of Sofren eat-
ing a breakfast feast Margarete has pre-
pared. Energetically he grabs a glass of
schnapps, drinks and smiles. A ritle card
notes that he is drawn to a herring on a
pl.‘irr_' as if hy a magir.:tl force. He eats it in
a I'I'lld-!-h{ﬂ['. oy ﬁprr_':.ul!i across hl!i fiic(:. 1 IL'
grabs the glass and empties it.  His head
begins to wobble slightly. His eves move,
IE‘\S f(’cl!ml [hﬂn p[f_‘\rlﬂll‘]‘r'. ]mhng over
rowards Margarere. She looks fifry years

n

younger, cute and boisterous, As he
humorously teeters he holds his hands out
ro Margarere and says that he loves her and
would like to stay here and have good days.
He marries Marparete.

Dreyer constructs in these comic closeup
and midshot images of intoxication the
lure of prosperity as Margarete and Sofren
battle to achieve what they desire. This
b‘.'[f(:l[['lﬂ] !I.'llU‘.‘['H:l‘ 15 an L'x:i.mp]l.' [}{-'I com-
Pl(.'x a.rri-lngl:ml:n[ U‘f ||'|'||11"I:$, (L'ﬂl,‘c‘lni:
Dreyer's ability to organize a seript which
isolates the face in mid-shots and closeups.
But, many of the mid-shots and closeup
shots in The Parson’s Widow do not have
such a coherent organization as the ones in
this SEqUEnCe. M;alpumtu tells Sofren and
his fiancée turned "sister” thar her first hus-
band married an old pastor's widow in
order to get his first post. When Sofren
admits that he has done the same,

Corl Th. Dreyer, from The Porsen’s Widow, 1920,

Margarete looks genuinely surprised. This
SIJIPW.ISL' % Ils-l:ifsurpllsll‘lj: since !hE| V-h(.l 15
no fool, has seen him attempt to get into
his "sister's” bed on one occasion. It could
be argued thar Maragrere only acts sur-
prised in the closeup, but Dreyer does not
clearly indicate that she is only feigning
SUTprise (as is his practice). After this
soene l"r'jd.r]:d.r‘L“(.' noa ](Jf'lj;ﬁ.‘r Ij(]l"lniitl."ﬁ [h.l_'
household but spends her day at the grave
E}{l‘ll‘( Elr!v[ [1“5!’5_““.5. ﬂ'll:.‘-‘_' NAges, al[]ng
with the closing shots of Sofren and his
new wife, represent a saccharine turn from
the political wrangling of the first part of
the film. The verve built up during the
ﬁlST lw‘}—lhll’ds UF I'.]':L‘ f'l llll wandcs l-l.l.'l‘.' mnto
an insipid ending, which shows the sweet
smile of Margarete on her deathbed with
the closing title "She taught you tobe a
20()’_] I'I(H.l.‘il.‘v,'nt[_' -'In[i me B0 bﬂ an h(sl‘l(!l’;ll]lc
man." The sweet smile of Margarete is not
in itself incongruous but becomes so in
relation to the surrounding imagery.
Closeup shots become appropriate or inap-
propriate in relation to the "framing” narra-
tive in which thcy are embedded.

Another framing device Dreyer uses was
common to the cinema of the teens, In
The President, Leaves from Satan’s Book, and
The Parson's Widow, many facial closeups
are highlighted by a surrounding blurry-
edped black frame; this was accomplished
through masking. The audience can still
see the background and objects adjacent to
a character. Afver The President the faces of
individual characters in closeup are occa-
sionally set against a background which is
so dark that only the face is visible. ‘When
the prostitute looks up at the lawyer Jakov
in Love One Another the background is
almost completely black. Even though her
face does not fill the screen, only it is visi-
ble. Dreyer has concentrared attention on
the face through the technical manipula-
tion of the background and light.

The bite of the earlier films is absent

from Michael (1924), but it does provide
Direver's most striking use of the closeup up
to that time. [t is the story of a famous
painter who becomes lonely and dies when
rejected by Michael, his male model and
adopted son. When the "Master”™ attempts
to paint the eyes of a sitter, Princess
Zamikoff, with no success, he asks Michael
to try instead. Dreyer then offers a split-
second closeup of Michael's face. The skin
on his face ripples, signifying his energy as
he chooses to compete for the "master's”
atrention {as well as for thar of the
princess). The next image shows the
princess' forchead framed in blackness. Her
eyes, black pupils set against whire skin, are
accented l",' the sur(nunding darkness.
MNext we see his face turned slightly to view
her; he wears a mischievously endearing
grin. The image of the princess' forehead
and eyes is significant in that the masked

blackness reaches to the skin of her face.
']-h.l' E]Lll!]l.‘ﬂ‘:‘.‘ cannot se¢ I‘::.‘r l-ln'.l'lr Or ¢ars,
let alone any background. Only the white-
ness of her skin is visible and the blackness
of her eyes.

Dreyer has isolated a part of a human face
allowing the audience to first take
Michael's plm:l.: and see the princesses’ eyes
as he sees them, and then to take the
princess’ place and see Michael's joy as he
Pl‘.‘F.\']ll.'ﬁ (€] Fil]'l'lt. W}'ll]l: ‘.';IC]" l:l'lar.‘!c[l.'l
could only see each other, the audience
sees through both their eyes. Dreyer has
taken his audience out of their seats and
FI;]CL‘(! ti’!cm mn hlq Lll:lmﬂ thfﬂl]gh an
intriguing sequence of images which
departs from the standard duration and
crudeness of melodramatic cinematic
EXPression.

()[h‘L‘I fi-u.'lul CI‘MU'P'S n Pﬁiﬂ.—hﬂff Elif“) prL'-
SeME cmotion. TI'IUTL' are CI‘MUFS Uf
Michael and the princess in love, which
depict parting lips, opening and closing
eyes, and slowly moving cheeks. These
shots are important pale precursors of the
burning images of Greta Garbo and John
Gilbert lying cheek to cheek, transfived by
skin touching skin in Clarence Brown's
Flesh and the Deuil (1927). Michael s “pas-
sion” closeups express the emotion of its
characters simply and directly. They do
not masquerade in order to per whar they
want. Whether Michael courts the
p(lncl.‘ru‘i or M.‘llgi—]ll:[r_' strnves f(]r a h'l.lsbi]nd,
they do so without deception. Dreyer's
world is one where characters just express
their choices and emotions. He attempts
to show what people feel, offering us
images of faces. Wittgenstein sugpests that
we have no other access to the conscious-
ness of others than through their facial
expression: "You see on it, in it, joy, indif-
ference, interest, excitement, torpor and so
on.™ If our consciousness appears on our
faces then Dreyer's closeups are portraits of
consciousness, A person’s joy, deception,

etc. are simply plain for all to see. 'We can
with certainty get no closer, go no deeper.
m Hl]dlf_‘ncl‘ SCCSs Wh[} t}“."y are, Emi [Iﬂd
bad alike. In conrrast stands the first image
of Louise Brooks in Pabst's Pandora’s Box
(1928). She coclly holds a silver-tipped
liquar bottle under one arm and money in
her purse. The viewer can read a multitude
of interests and designs into her closed lips,
direct black eyes and determined jaw.
What she is capable of will become partial-
i"r‘ ‘L‘\'[[]L'nr 1141 thﬂ fllr“. N[] ’;r[}ll[‘ ‘BF Im.‘lpl.".‘i
discleses her soul or expresses who she is.
We cannot say that she is "bad" or "good".
In short she is not a Dreyer characrer.

The Master of the Howuse (Dhe Skal Aere
Dhn Huserw, 1925) pm'\.'idr‘s a more feminist
frame for Dreyer's use of closeups. In this
film John criticises and nags his wife to the
point of an emotional and nervous break-
down. Mads, his former nanny, and his
wife's mother, talks his wife into
taking a rest. Mads proceeds to
restructure John's family skills.
The closeup of John's drooping
face when he is punished as he
h.'l\'l pfl‘\"lt”ll!il"' Pllnl!ii\l"l hls 0N
are not especially significant
closeup images. But this film
does pictorially carry our the
theme stated by one title card,
namely that, "He has seen him-
self through the eyes of others”.
The "eyes of others™ include
those of the audience who have
seen his aggressive facial expres-
sions in mid-shot and closeup.
This work is important for pre-
senting the social problem of
domineering hushands along
with a grassroots "family" solu-
Eromn. Thl!i messa
enhanced by the use of closeups,
causing it to be popular enough
to run on forty-one screens in
Paris and established a European
reputation for Dreyer®

Direyer's reputarion as a maker
af spiritual films rests in the
United Stares on his Passion of
Joan of Are (La Passion de Jeanne
d'Arc, 1927), a film that makes
frequent use of facial eloseups
and bare backgrounds. The faces
of Joan and her judges stand our
prominently in this work, leaving the view-
er no longer with two or three main char-
acters but with an intimate view of the suf-
fering and decision-making of a single indi-
vidual,

In Dreyer's earlier films he would often
blacken the area around a person's face,
lending significance to the face. In the
Passiom of Joan his use of the claseup
becomes more complex. He frequently
crops off the top of Joan's head, the bottom
of her body, or sides of her face, disrupting
the viewer's picture of Joan's entire body
and its position in contrast with those few
people and objects which surround her.
Furthermore, closeups and mid-range shots
are often angled or even upside down
{“'hl:n E'Llﬂ(ds -'lnd FN.'(}PIL' pt"(]r]ll: enter [l“.'
castle) in relation to surrounding images
appearing rightside up.  Dreyers also posi-
tions images of Joan locking in one diree-
tion followed by other images of her facing
in another direction. These contrasting
Im;!gc!i m:lkc 14 dlﬂ’lclll[ | ] Fll:'l.ln: h‘:r I‘K:i:l‘
rion and position within the room.

The simplification of the background and
the lack of positioning images in this film
prevent viewers from forming a picture of
each setting, as could be done in Master of
the Howse. While we see faces and objects
in closeup we are not allowed ro get to
L:rl{:lw a l'."l.ll]dlnl:, ({s] enjoy 1S COrners, or |.:{‘(
close to its candles (one of the chief joys of
Margarete in The Parson's Widow). In the
Passiom of Joan of Are backgrounds are
strangly blank in comparison to Dreyer's
earlier films. Since images of characrers
are not presented here within clarified set-
tings, the characters scem not to be located
within a specific time and space.

[rever offers instead images of parts of

* was

the human body, maostly faces, in cleseup,
shown often at interesting angles or
cropped, prompting the French philoso-
phn Gilles Deleuze to note thar Direyer
avoids images of the relation of faces to
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bodies within their setting in order to con-
centrate instead on facial affect.” The
imagery of the face of Renée Falconerri,
the actress playing Joan, signifies a sort of
distillation of suffering, listening, anger and
decision cut off from social circumstances.
Dreyer's use of conflicting closeup images
create a Joan who is not the cohesive col-
lection of reactions and actions we would
call a character. Even though we speak of
her by a single name, by continuing to call
her 'Joan' we merely attribute unity to a
woman who actually becomes fragmented
through oppression. We see conflicting
images of someone caught in a bartdle,
someone with no place to stand, someone
urgod to choose how and whether to sur-
vive, who has her clothes taken and her
hair cut off. Only this expressing face is
hers. 1t has not yet been taken away,
Direyer does not offer an audience a safe
perch from which to view this
historical pageant. The personal
conflicts we associate with Joan
loom insize. As Dreyer removes
the cinematic means of distanc-
ing the audience from the film
by his use of closeups, he lures
the audience into intimacy with
Joan's struggles. As she - this
not quite rational or unified
character - is scourged, stripped,
and shaved (all evocations of
Christ} and removed further
from a historical period, the
audience is manipulated to
empathize with her fragmented
and denuded hopes and fears.
This woman is caught between
deciding whether to say that the
voices she hears comes from an
evil source and thereby attain
the eucharist and retain her life,
or admit that she hears the word
of Ged and be put to dearth.
Burgundian Christian leaders
{llnLicr PICSSUIE fl'(]l'll ‘I'Il'.‘
English, against whom Joan has
led the French army) have her
bled and ask her to admic thar it
is the devil's voice she hears.
With the temptation of both life
and the encharist at hand, <he

SPedRs. Live
facial expressions occur subsequently when
she announces that she has lied and faces
death.

Falconetri's recantarion of her confession
occurs near the end of The Passion ﬂf]r.um
of Arc. Dreyer's previous use of closeup
images of a wheel brandishing over a hun-
dred blades implies that her punishment
will not be humane. She will certainly face
a horrible death.  Afrer her hair is cut she
tells the barber to call the judges back.
Dreyer uses increasingly quick images of
Joan, of her biting her fingers, her darting
eyes, quivering lip and chin. He shows her
face inclined upwards, tears on her eyelash-
es and forehead cropped. Mext we see the
top of a judge’s head, his eyes looking sub-
dued. Then Dreyer cuts to Joan's face
which shakes and locks down. Her face
looks up again with tears flowing; her eyes
close slowly as her face rotates to the left;
her eyes open. The regular movement of
Falconetti's face adds a liturgical solemnity
to her decision. She is the oppressed.
Trembling, her eyes close; her face angles
back to center and her eyes open, facing
up, then down in ueter grief. These
moments of intense closeups yield intimate
drama. Falconetti's face continually
moves, as does politically motivated "jus-
tice". According to the rules Joan must
die. This intensely moving sequence of
closcups is followed by images of her pro-
cession to the stake, along with images of
her body burning and slumping over in the
flames.

Joan's facial movements as constructed in
this remarkable sequence do not include
the typical movements such as abruptly
looking down or smiling so common in
Dreyer's silent films. Instead he relies on
cinematically uncharacreristic shots, show-
ing in closcups extremely expressive elon-
gated facial turns of quivering illuminated
skin. These are not fetishistic, far from i,

they imply psychic presence and terrific

LOSL CXpTCssIVE
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suffering. This sequence establishes and
confirms Dreyer's reputation for being able
to disclose the human soul. We can simply
see pain on Joan's face, an expressive dis-
play of what she feels. It is difficult to
believe that the actress Renée Falconetri
could pta-,' this role for Dn:yl:l while con-
tinuing to perform comedy in the evening.
Perhaps this evening relief allowed her to
express tragedy withour drowning the
maobile freshness of her visage in theatrical
seriousness.”

The powerful seldom record the facial
expressions and emotions of those they
assault. Joan's tears in closeup are not just
hers alone but, abstracted from a historical
period, they are catharsis-bearing images of
of all unrecorded disappointment and fear.
But oddly enough Joan is not defeated.
Direyer does not just put together images of
a woman suiﬁ:ring_ While Jnan does

-

CXPress emormous sulslenn 1§ when facing her
dearh, she also looks relieved when receiv-
INg COmmunion. Drcycr 15 Not n:p]'u:a!lng
the oppression of woman. His Joan stands
for all whe do what they think is right no
matter what the consequences, making this
an impressive work about virtue,

The silent films Dreyer directed incorpo-
rate many uses of the facial closeup, some
intriguingly complex like those in Michael
in which Michael pazes at the eyes of the
princess, and others less interesting, more
typical of melodramatic images of the early
silent film. While The Passion ul”mn uf
Are ranks as a high point among Drever's
works in its use of the closeup, it too
includes many of these typical 'theatrical’

images. Soldiers are shown only as tormen-

tors. The analogies with the life of Christ
are far from subtle. The anger of the main
judge shown at an extreme angle like a
giant towering over Joan could be likened
to that of a smokestack.

Anger itself is an emotion which Joan
l:llrlﬂusl'y l:nﬂl.lgh (i{m not dlspla",'_ EV(.'TI
the medieval theologian Thomas Aquinas
in his commentary on Ephesians 4:26
acknowledges thar anger can be a pood
thing when justly directed. But Dreyer's
Joan is the obedient Joan, severely abused
without uttering an unkind glance. How
much more appropriate would be a hint of
hate or defiance. Andrea Dworkin, com-
menting on "Virginity" in her recent book
Intercourse, a work which analyzes the
oppression of woman in relation their role
in sexual intercourse, notes the activiry of
Joan in contrast to the respectfully passive
female:

It is hard to believe that she did not kill; but
whether she did or did not, she was an exem-
plary murtial libevator — nearly unigue in the
iconography and history of the Evrapean
female, that tamed and incomprehensibly

peaceful creature.’

Direyer neglects this aspect of Joan powerful
person and military leader.

Stopping the film at Joan's moments of
prayer when she is receiving communion,
Dreyer freezes single frames of her looking
upwards as if her voices lived on a big hill
in the sky. Dreyer here plays upon the kind
of "hopeful' pictures which abound in
countless missals and prayerbooks and
encourage passivity towards authorities.
But beyond the sickening passivity of these
shots Dreyer has participated in a collee-
tion of closeup images which suggest the
terrific nature of extreme fear and the
capacity ofoppmssms to stifle active reac-
tions.

Dreyer would not again use so many
closeup images in any one feature film. In
hus first sound ﬁlm, the com p]l:)t and
neglected Vampyr, 1932, Dreyer treats win-

dows, doors and passageways like faces.
They stand expressing the loneliness of a
desolate house and its strange inhabitants.
The Day of Wrath (Vredens Dag, 1944)
again takes up the oppression of women.
Many mid-shot images occur with white
faces against dark backgrounds similar to
those in The Parson's Widow. Dreyer also
used many mid-shots in Order, 1954, and
Gertrud, 1964, reverting back ro the style
of his The President, neglecting the closeup
in exchange for the use of dialogue. From
the Day of Wrath onwards Dreyer, like
Eisenstein after his Alexander Netsky, 1938,
departs from his formalist experiments in
the fragmentation of characters and con-
structs images of characrers who speak
within their settings. The medium of the
sound film allowed Dreyer's characrers to
say what they earlier expressed largely
through their faces.

There is a marked development in
Direver's use of the closeup in his silent
films. He first used black masking to frame
mid-shots of individual characters against
backgrounds in The President. Characrers'
faces are more prominent in Leaves of
Satan’s Book, placed as they are against
dark backgrounds. In Michael Dreyer offers
images of eyes and foreheads, and of whole
faces, which he has masked to the edge of
the skin without even a hint of back-
ground, further isolating the face. In The
Passion of Joan of Arc he develops his skills
of isolating and fragmenting the face. He
directed closeups of cropped faces and
closeups of faces against white back-
grounds., The human face fills the entire
screen from edge to edge without any black
masking, achieving a type of intimate
imagery.

Dreyer's closeups in his Passion of Joan of
Arc are not just technically more advanced
than those in his earlier silent films. The
closeup images of Falconetti as Joan are
more expressive. The conclusion seems

forced on us that his desire o SUPFrest emo-
tion visually by closeups was only fulfilled
in this work when he was able to collabo-
rate with someone who had the abilities of
a Falconetti. It is interesting thar it was
wirth the skills of a ralenred woman that
Dreyer could achieve his aim, since so
often his films deal with oppressed females.
Her face in its expressive movement raises
even individual still-shots of avdacious
mediocrity into vehicles of extremely sub-
tle yer powerful emotions. Dreyer was able
to construct with Falconetti a film which
decries the institutionally sanctioned cruel-
ty individuals can promote, through a com-
plex montage of closeups. They construct-
ed a film which uses the eloseup in a criri-
cal manner, in contrast with Hollywood's
practice of choosing a director only if he
could give Garbo a “look” which would
sell.

Footnotes

1. See Mark Nash's ijtl‘
(Londoen: Brinsh Film Institure,
1977), for an insightful psycho-
logi,ca] account of sexual p{}]tucs
of Dreyer's works.

2. Donald Skoller, editor, Dreyer
in Double Reflection, wranslated by
Gwen Morgan and Mari-Louise
Penchoen (Mew York: E. B
Dutron & Co. Inc., 1273), p. 27
and p. 28.

3. Skoller, D‘r:ju:'r in Double
Reflection p. 35.

4. Ludwig Wirtgenstein,
Philosophical Investigations: The
English Text of the Third Edition,
Translated by G. E. M. Anscombe
(New York: Macmillan Publishing
Co., Inc., 1958), p. 178e

5. Ludwig Wittgenstein, Zettel,
Edired by G. E. M. Anscombe and
G. H. von Wright, Translated by
G. E. M. Anscombe (Berkeley:
University of California Press,
1967), p- 40¢, remark 220.

6. David Bordwell, The Films of
Carl-Theoder Dreyer (Berkeley:
University of California Press,
1981), p. 211.

7. Gilles Deleuze, Cinema 1: The
Movement Image. Translated by
Hugh Tomlinson and Barbara Habberjam
{Minneapolis: University of Minnesota
Press, 1986), pp. 106-107.

8. Donald Skoller, Dreyer in Dowble
Reflection, p. 47.

9, Andrea Dworkin, Intercourse (New
York: The Free Press, 1987), p. 84.

John Inglis is currently envolled in the Ph.D.
program in Philosophy at the University of
Kentucky, Lexington. He spoke this summer
on “James and Wittgenstein on the
Psychological Aspect of Feeling” at the
Witigenstein International Symposium,
Kirchberg am Wechsel, Ausiria.

Al film stills comrtasy of the Film Stills Archive,
Mussum of Modern Art, Haw York.
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Ewgens Richerds, from Below the Line

DEFINING THE LINE

By Lovis Debay

Below the Line: Living Poor in
America, photographs by Eugene
Richards, were on view at HCP
from March 17-Apnl 23, 1989,
Richards also r.um'i:ipa.tzd in a sym-
posium on social documentary pho-
ography, co-sponsored by HCP
and the Glassell School of Art, on
April 1, 1989, Below the Line
has also been published by
Consumers Union (Mount
Vernon, New York: 1987).

Living poor in America is at
once absurd and not without a
shabby gentility, so one might
infer from the faces of Eugene
Richards' subjects in Below the
Line: Living Poor in America.
Richards’ photographic reportage
on the conditions of the working
class relies heavily on the settings
and images of Depression era doc-
umentary photography — gray,
spoiled land and decaying dirt
streets. But unlike the shocked
and mournful faces of Depression
era photography, here we see the
faces of people who have adjusted
to their surroundings, if only with
cardboard and string.

The subjects were interviewed
and speak conversationally about
marriages, bad business, mother-
hood, fatherhood, being in the
Navy, living in a shanty-town,
etc. Whar is seen in their faces is
given voice in their descriptions
of living poor. One of the people
living “below the line,” Delia
Milagres Torrez, says:
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In the coldest part of the winter, all
kinds of people, homeless people,
crowd in here to get off the streets.
In summer, they can lay down any-
where. But when it gets doun to
zevo and below, everyone knows
lfiey can come in here. The shacks
don't have any heat, so we croud
together in the family house. We're
all over each other, sleeping om top
aof each other ro keep warm. This
can get hard on me.

The voices of the pecple
describe the hazard and sllﬁc(ing
of living poor. There is also a
subtle turning of the view as to
the capacities and strengths of
“poor people.” Ms, Torrez goes on
o say,

I get a lot of hassle from the men.
They want to push that macho ati-
tude on me, and they can't. That's
one of the lessons that they leam
here. That women have minds of
their oum and they're creati e.

They can build, they can do a lot of
things. That's havd for them to
accept,

In this way a redemprive rather

than a pathetic view of the pho-
tographs' subjects as individuals
emerges.

Richards uses interviews to
qualify the images, so that within
this context we are allowed sight
of intelligent, philosophical indi-
viduals reflecting on their experi-
ences. Ms. Torrez, to be sure, is
poor. She speaks of what is
important to her as a woman, and
in this, she shares the concerns,
hopes, and insights of many,
regardless of their circumstances.
She does not define herself by the
substance of her environment,
but rather, by the quality of her
dreams.

There is in this work, a feeling
that these individuals are cre-
atively engaged in the act of liv-
ing. They do not appear archety-
pal, as two-dimensional
Dickensian urchins. Materially
impoverished, they are, in com-
parison to the dazed prosperous
one finds in Knotts I,ann'.mg Or 505
on the national news, at least
understandable and direct. We
can identify, if not with the
impoverished surroundings, then
with the individuals who carve a
richly textured, human life out of
that desert.

Richards' work, then, is less
about poverty and more about the
spiritual qualities of his subjects.
It is the opposite of the kind of
pristine architechtural urban pho-
tography in which one often sees
people that seem to blend in with
the buildings as though they too
were made of stone.

In this photography, the
American poor of the eighries suf-
fer, but manage. As horrible a
realization as it may be, “poor” is
now a class whose members have
lirtle ehoice but to make do with

the refuse of the “not poor.” Qur
mock-revulsion at the idea that
poverty is rnanagcabll: to the
poor, and “acceptable” o the “not
poor” is undermined by these
photographs. The question of rel-
evance or effectiveness of social
documentary photography is
often posed in emotional
terms—does it move its audience!
But to show the condition of
poverty as it really is, is perhaps a
betrer basis of evaluation. The
question implied by these pho-
tographs is, what does it mean to
work and be poor; to be literare
and poor; to be thoughtful, digni-
fied, articulate, and yet, remain
below the line.

Dacumentary social photogra-
phy in the context of such perva-
sive and random poverty can
serve little more than to famliar-
ize those above the line with
those below the line, the way a
brochure explains the animals to
the car passengers in the San
Diego Zoo, If thar is cruel, the
premise that an intangible,
ineradicable line separates poor
and not poor so neatly is more
than cruel. This work is not,
then, primarily concerned with
poverty as such. It is concerned,
rather, with defining what lives
“below the line"-and by implica-
tion, the line itself. It tells us thar
the line that may once have
demarked a fluid, changing, “low”
domain is now an unyielding
impervious catch-all the height of
a clothesline.

Richards' primary concemn is to
define just what poverty is now
for those living below the line-bue
from the point of view of the peo-
ple living in that state, not from
the point of view of those living
above the line. Richards’ poverty
is not horrible, neither is it graph-
ic. It is instead delicare and oddly
commonplace. This photography
does not challenge its audience to
empathy or some external act
towards the poor.

The poverty we see is unusual
to neither the poor nor those who
view such squalor in galleries. Of
vital interest to Richards is peo-
p].t:_ Richards' success, then, is
not so much as a documentarian,
but as a portraitist. To the extent
that social documentary photog-
raphy is about the times, how
individual's lives are affected by
the times in which they live,
Richards has provided a portraic
of individuals whao live in poverty,
but who, except for the line, are
just like you and me. This is the
poverty of the commonplace,
rather than the exceptional or
heroic. It is a poverty that can
strike under ordinary circum-
stances. These individuals live in
this state without a hope of ever
leaving it. Richards givés us
Gaugin's peasants recreated in the
distant image of American plenty.
It is a picture of what we have
ended up with in spite of our best
efforts. In this historical sense, it
is ultimately a societal decay that
Richards has pinpointed.

People below the line are the
working poor who manage to sur-
vive somehow in the desert of
America’s industrial decline.

And living below the line is a
Sisyphian work performed against
a backdrop not of hell, but rather,
of the timeless twilight of
American prosperity.

Lowuis Dobay has written for
Artspace, Artscene, and Public
News. He has recently moved back
to Houston from New York, and he
i swarks for Gulf Publishing
Cﬂm‘:nmy.

REACHING PLACES:
THE PHOTOGRAPHS
OF RICHARD W.
SCHAEFFER

By Roberto Cofresi

An exhibition installation of
Richard W. Schaeffer's photographs
was on view at the FotoFest gallery
at the Four Seasons Hotel from

May 12-July 15.

Tell me thy place and | will tell thee
what thow art.

~paraphrase of a proverb by
Miguel de Cervanres'

When on vacation we put aside
our personalities that waver
between work and play and
become full time players.
Sometimes we become familiars
in a new place; we change our-
selves, our attitude, mood, and
manners to the point where we
are no longer visitors but partici-
pants in the system of the place.
A web of visiting spots covers the
land; places where being a visitor
is to participate in the system of
the p] ace: these are the placcﬁ
that become idealized in our
minds—Disneyland, Las Vegas, the
Rackies, The Caribbean, Rio de
Janeiro, Fiji, ...Heaven.

Like photographs, visitors take
on a passive attitude towards a
place; our stay is temporary, so our
selves don't find rewards in refor-
mation. As visitors we look and
record without affecting change.
But while we are cumularive
archives of our travels, pho-
tagraphs only capture one
moment at one place. Still, the
implied realism of a photograph
can show us a place with an
impact words can’t match.?
Sometimes they can show us
places that we never even
lhnugl'\t existed.

The exhibit installation of
works by Richard W. Schaeffer at
the Four Seasons Hotel can
immediately be related to con-
ventional exhibits in your neigh-
borhood gallery. The pho-
tographs are window-matted,
framed and hung evenly at a com-
fortable height; they are lit by
ceiling spotlights, and the walls
are painted a nondistracting tan
color. One might initially notice
that the sepia tone of the pho-
tographs, their silver frames and
the tan color of the walls form a
unified tonality throughout the
gallery; but it is when we start to
maove from wall to wall that
Richard Schaeffers photographs,
the FotoFest gallery, and the Four
Seasons Hotel become physically
and conceprually interwoven.
They all come together then as a
placr:, the exhibit as an installa-
tion. How do | as viewer and you
as reader stand in relation to this
place? Are we visitors! Do
Schaeffer’s phatographs welcome
s a8 visitors!

The images are grouped in walls
according to subject. One of the
two photographs on the first
(introductory) wall shows a forest,
a b'ig tree c](ﬁc—up on ll'll'.‘ lﬂfr
with other trees fading hack
towards the distant mountains.
Almost in the center, surprisingly
and in a mysterious space, is a
light switch. It is not embedded
in the tree, but rather appears to
float in front of it. The forest
becomes a photomural with a
light switch in the center. The
other phomgmph shows a sign
(about the same size as the light

switch) beyond which all we see
is darkness, in front of it grass.
The sign reads “possible sonic
booms.” 'With these photographs
we are introduced to a paradoxi-
cal interaction of spaces; natural
and man-made environments sup-
port each other in mysterious
relationships. On ene hand there
is a warning about possible sound
explosions that we won't hear in a
landscape that we can't see. On
the other hand we are offered a
light switch that illuminates a for-
est and flatrens it at the same
time.

Through the next walls the
Fmra.d[}xl::i h_'fﬂm‘.‘ mare cfxﬂp]l:x
and fantastic. One wall shows
white figures that appear animat-
ed in contrast to mysterious back-
grounds: a close-up of a white
foot looks monumental next o a
tiny street light; another figure
tdkl,‘ﬁ a }HCde[dS dIVL' mto a (Lllk
void. The images in this group
remind me immediately of De
Chirica’s painting "Song of
Love.™ Dl Chirico shows a white
head reminiscent of
Michelangelo’s “David” and a
giant red glove hanging from a
freestanding wall; in frone lies a
green ball. To the left the back-
ground shows a distant city sky-
line, to the right a large building
with tall archways. Even though
De Chirico and Schaeffer rely on
similar visual elements, the places
they show us are essentially differ-
ent. We experience the place in
the painting as mediated by the
persan of the painter.
Photographs, on the other hand,
struggle between inviting us to
the place of the photograph or
that of the photographer.
Schﬂl.‘ﬂ-l:l Il:]i!:s on ths tr_‘nsi{]n [ €]
create a surreal environment, an
environment in which the tantasy
place is interlocked with the real
one, 5o that being a visitor is not
so much of a vacation any more.

On the next two walls animals
and humans are, respectively, the
central subjects. On the animal
wall we see, among others, a mon-
key looking puzzled at a coil of
cables as large as its head; a sea
turtle flying up towards the ceil-
ing of a plain-looking room (these
rooms will appear more and more
often as we move through the
exhibit); two silver dolphins
swimming in clear water divided
by vertical black stripes that run
through the image. In these
images different proportions,
places, and styles of representa-
tion are juxraposed, increasingly
moving us away from familiar
places into more fantastic, surreal
ones. The question of whether
these are real animals or represen-
tations of them becomes difficult.
The silver delphins appear as
active as the undersized monkey.
In this context even a "realist”
photograph of two turtles mating
is difficult o pin down as “real”:
is it a photograph of a zo0, or a
photograph of a page in a seientif-
ic book?

The humans in these images, on
the other hand, are all drawn,
sculpted, obviously appropriated,
or collaged. The representations
take on an increasingly animared
attitude towards their environ-
ment: adrawn African man is
spatlighted by tubular ceiling
lights as he runs away from the
wall, another man in golfing
slacks dashes around a large
antique vase; two large eyes look
out of the wall as we look back at
them. While the representations
come alive, the minimal descrip-
tive elemenits of the places (ceil-
ing lights, vents, electric sockets,
light switches) have started 1o
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reflect our own space. The plain-
looking roeoms have given way to
what look like exhibition
SPACCS—SPAces like the one where |
as a viewer stand, spaces thar you
as a reader might “visit."

On a separate wall two pho-
tographs serve as a conclusion o
the exhibir. A factory worker
turns a wheel on a machine, and a
group of doctors are dressed and
ready for surgery. The space is
“realistic” and the places recog-
nizable. But in the context of the
previous images it is the gallery
space itself that has become surre-
al, its proportions, its context,
and its place. (Upon closer
examination the worker image
turns out to be a poster—one can
see the creases where it folded. As
tor the docrors, 'm still debating
whether they are waxed or real.)

Instead of hcing passive visitors
at the gallery, Schaeffer’s pho-
tographs actively interact with
the viewer's environment. From
wall to wall the juxtapositions in
images become more fantastic,
but instead of leading to a myste-
rious surreal world, the mysterious
surreal world leads us back to our
own space. The surrealism of
Lewis Carrolls Alice books or of
Salvador Dali’s paintings, for
example, rely on taking us to fan-
tastic worlds where we find reflec-
tions of our own place. In Dali's
“Impressions of Africa™ we see
the back of a canvas on an easel;
the painter behind reaches out to
the viewer while behind him a
fantastic landscape evolves, The
painter’s gesture is at the same
time a warning and an invitation.
Schaeffer's images are more like
Rene Magritte's, especially ones
such as “La Condition Humaine 1
and 2. He brings the fantastic
ligh! into the space where we as
viewers look at the photograph:
“The ‘non-place’ emerges ‘in per-
son.™* While in Carroll's and
Dali's work we are encouraged to
be visitors, in Schaeffer's the fan-
tasy of visiting is itself offered to
us as a present reality.

As | finish viewing the exhibi-
tion installation, an understand-
ing emerges: it has its place, and |
can visit it whenever | want. But
as | turn 1o exir | find, towards
the side of the main gallery space,
and semi-hidden by a plant, a
fimal wall, a sort of coda. Iris
squeezed in close to the glass that
separates the gallery from the rest
of the hotel so that one can either
go outside and see the images
through the glass or stand close to
them in the narrow space
between glass and wall. These are
four 'stmig'ht" phnmgraphs: acar
inside the mouth of a bulldozer,
an auditorium with geometric
shapes carved into the back wall,
four jars of chocolate-covered
insects (ants, bees), and a drink-
ing fountain in the corner of two
walls decorared with buller heads.
The realism in these final pho-

tographs doesn't keep them from
showing fantastic juxtapositions
of proportions {can a car really fit
in the mouth of a bulldozer?),
objects (where is it thar they eat
chocolate-covered insects?), and
spaces (why should there be such
a design on the back of an audito-
rium?). But as opposed to the
other phmographs in the g;l"l:lg'.
these are free from the conflict
between the photographer’s hand
and the realism of the image; the
surrealism is “real.” Looking at
these last photographs, we are free
to be visitors ro the fantastic
places they show us. Their place
is not the gallery but the streets,
rooms and shelves outside. These
p]ncc-s are surreal ga"cn'l:.-i like the
one on which we stand, where
being a visitor is no easy task,

Believe it or Not.

ExE

After exiting the exhibit, sitting
in the hotel lobby, | thought of
Zecharia Sitchin’s book The | 2th
Planet, in which the metaphor of
humans as visitors is taken to an
extreme. Sitchin “conclusively
validates” through archeological
and historical research that civi-
lization is the resulr of interbreed-
ing berween the cave dwellers of
pu:h istoric times and the Nefilim,
a civilized race from Marduk, the
12th p]arH:t. The belief that
humaniry is a race visiting our
world, sustained t]')l(sugl'l intense
polemics of the “man-vs.-nature”
type, is important to Schaeffer’s
work. In the exhibit installation
aur desire to be visitors, first by
going to the Four Seasons Hotel,
then by entering the gallery, and
then by looking at surrcal
imagery, is constantly thwarted.
Sitting outside the gallery as [
write this, | begin to notice the
lobby of the hotel. The ceiling
lights are similar to many of the
ones in the Schaeffer pho-
tographs. Electric sockets and
light switches jump out from the
walls around me. Representations
of flowers cover the carpet and
chairs, and some real plants fill a
garden. And on a table nearby a
sculpture of a lion proudly stands
as if keeping guard. In our age of
large oil spills, overwhelming pol-
lution, and increasing environ-
mental conflict, we im:rn'aslngly
realize that other places are our
own-that we all live in one place.
After Schaeffer's exhibition |
sensed that the people walking
past and | became part of the
place, not just visitors in it. At
the Four Seasons Hotel [ felr at
home.

HOUSTON CENTER FOR PHOTOGRAFPHY

Footnotes

1. What Cervantes said was,
“Tell me thy company and | will
tell thee what thou ar.”

2. As digital processes become
more common, the implied real-
ism of phtography might give way
to labels similar to those used for
books and films: fiction, non-fic-
tion, documentary, fearure, etc.

3. Reproduced in Dawn Ades,
Dada and Surrealism (New York:
Barron's Press, 1978), plate 25.

4. Reproduced in Ades, plate 50.
5. Reproduced in Michel
Foucault, This is Not a Pipe
(Berkeley and Los Angeles:
University of California Press),
plates 2 and 27.

6. See Foucaulr, p. 41. James
Harkness, the volume's editor and
translator, comments that
“Foucaulr seems to be contrasting
the ‘non-place’ of mystery to the
‘comman place’ of ‘ordinariness.”™
7. Zecharia Sitchin, The 12th
Planet (New York: Avon Books,
1976).

Roberto Cofresi is Operations Assis-
tant in the Film Department of the
Musewm of Fine Arts, Houston.

Lynda Frese, Halo, 1989 (phote-collage and peinting)

BEYOND
PERMISSION

By Anne H. Roberts

Beyond Permission, an exhibition
of works by Gregory Davis, Lynda
Frese, Gordon Holler, Kim

Mosley, Charles Schorre, and Kim
Stringfellow, was shoun at HCP
from April 28, June ], 1959,

The show was curated by Geoffrey
Brune and K. Lynn Faster.

Conscious Are, by Enk Moore,
was shown at the same time in
HCP’'s Gallery X.

Beyond Permission could be reti-
tled as "permission to be intimate,
wlf,rcvcahng, and expressive.”
Curators Geoffrey Brune and R.
Lynn Foster report in the catalog
accompanying the exhibit that
they looked for work which had
been rnanipulatcd ll’\foug]'mul the
imagt-mn](lng process, which
looked "beyond the documentary,
beyond the act of recording, to
construct evidence of fabricated
realities and narratives of myth.”
While the unique eye of the pho-
rogmphr_'r is n:ccgnlzcd as highls'
personal regardless of its mechani-
calftechnical qualities, this per-
sonal expression seems more obvi-
ous in mixed-media and palntl:rll,'
photography. Away from the
darkroom, in contemplation of
the event that sparked the docu-
mentation, these artists edit and
make additions to compose a
more multi-sided picture of the
memory.

The broading landscapes of
l,yn.d:l Frese prove the stn:n,gth of
painterly additions as an amplifier
of personal expression. The
atmaosphere of the bayous of her
Louisiana home combined with
her California painting back-
ground o infuse these photo-
paintings with an almast palat—
able sense of place. Each begins
with a phatographed diptych, one
black and white photograph
mounted above another, often
upside down. She then adds a
subtle overpainting of greys and

whites to one particularly strong
group of related images:
"Lighthouse 88," "Measurement
88" "River Styx 89." and "Fold
88." "Lighthouse" depicts a man
partially submerged in water com-
bined with soaring architectural
elements, evoking man's feeling
of transition from humble begin-
nings to abstrace thought, even
spirituality. "Fold" continues
these ideas with shapes not unlike
amoebas or first lifeforms sur-
mounted by a photograph of
sky/texture and voids. Subtle col-
ar activates "Levee Crossing,”
where a levee with silvered,
spiked plants forms the roots of a
wine-red veined onion. The top
picture also contains other foliage
W|[h a “'Oodcn d‘mlr_ Iﬂ thl: cen-
ter of the picture is a painted gold
mass. This textured deposit
extends the levee's light and
relates ro the idea of the

carth's creative beginning from
light irself. All the work in the
installation emphasizes these
ideas of pr:’mcval h:glnmngs. all
life flowing from watery, swampy
rOOIs.

Frese's pieces with feminist
themes continue an interesting
contrast of textures, but too many
bosoms, overt reds and mem-
brane-like forms seem, for her
abiliry, a tired imagery.

Small textural photographs are
only a starting point for the
abstract collages of Houston artist
Charles Schorre. Pages from
Books Unpublished is an ongoing
series of some 20 years, utilizing
phr;tcgmphs, new paintings and
drawings, and his own appropriat-
ed images, all with their uncon-
scious relation to his large
abstract canvases, Star maps,
earth/desert textures, bird or
angel's wings, and nudes are a few
of these current concerns.

Some 15 years ago Schorre
spent time in Arabia on a grant,
and it continues to influence his
work. Mo doubt in the desert,
starry skies are dominant, con-
trasting with subtle earth rones or
oasis-like intense blues and
greens. "#292° combines the tex-
ture of a phatograph of wind-
etched rocks with circular moifs
rcpea(cd in swil|ing pnimcd sand.
"#411" relies on the colors in the
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original photograph being repeat-
ed in watercolor, making the tran-
sition from photograph to paint-
ing very fluid, total-encompassing
all the mystery and beauty of
nature. "#280," of the same time
group, 1986-87, shows a dialogue
berween the hot, yellow-ochre
land and its yellow-brown snakes,
with the cool mauves of caves and
mysterious paintings. Schorre
creates these unusually bright col-
ors by a special aging process
which not enly produces unique
color, but also takes the paint
back to its roots in nature.

The series with nudes, bird
wings, turbulent skies with their
bright purples, mauves, and dra-
matic deep blues, often becomes
too busy and obscures the F.‘{Jﬁﬁl]’!lc
Renaissance-inspired, mythic
meaning. The best of the nudes
are ones done in tones of greys,
with black and white photogra-
phy, as in "#230," where a p;ani;l].
ly covered nude stands opposite a
drawn, highlighted symbol or
map, evoking tattocs, earth line
drawings or even etched cave
markings.

If Scharre's work is highly
refined and colorful, Gregory
Davis's is the more fragmentary
pages of a journal. With large
areas of unused white space,
x‘:l(}l‘.‘{l n:]'ll(xlllcti{:ns, a.n(i ama-
[{'Ull.‘\h sﬁ.‘lphh{!l.‘-, [h(‘ﬁl;‘ P.‘]H!:s
seem as intimate and immediate
as drawings, forming a narrared
memory of childhood.

Th‘.‘ E:lfﬂfll""r' hrﬂﬂﬂf(’([ “'r:lrk‘
Are very [\:ll‘.‘, 1mages !-lTl:I| lh.l"
memaries they celebrare, like a
scrapbook, where fragments are
rich with meaning, Jmplini and
understood: a turquoise-blue vel-
vet har, a skerch of a baschall
glove, a faint page from a year-
book, and a diving, blindfolded
boy with a hint of the future sol-
dier. "After the Game" is an
tered color photo of a boy and
fence which incorporates the idea
of sun, hear, remembrance.
Another abscured photo shows
what is possibly the entrance to
the football field. The ext
H.‘ml:mh(‘fs one p‘er'ﬂ[
moment—an 11-year-old bay
walking home, wishing things
would always stay the same. A
diagonal is drawn through image
and off the page, then repho-
tographed. This further removal
from the actual event, though
anly a mechanical process, allows
the overall picture o include not
only the emotional moment bur
also the eye/mind’s peripheral
fragments
Gordon Holler trained as a
ainter, and his large photograph-
ic screenprints with their paste]
coloration include elements of
performance and printmaking.
They resemble a story board idea
or 5“']5 Elnm a n]m'i(‘ dfafn'd.
Holler makes only 20 large prints
from cach negative, and says thar
each is treated differently accord-
ing to random differences which
accur in each prine.

The best pictures show a dra-
matic tension with figures poised
against a background of strong
diagonals. They urilize a scene-
of-the-crime graininess and pale
colors, showing two or three fig-
ures in some sort of potentially
violent event. In "#66,
Advancing Figure #4," a large,
grey-blue figure faces another fig-
ure, partially obscured, possibly
nude. It's a strong scene of wait-
ing, blocked action. Figure series
#61, "Falling Figure,” in greys and
light blues, has one man f:a|linN
from a car while another tries to
help or pushes him out-all this in
front of the diagonals of city

a

i

buildings. Contrasting color adds
drama to 250, "Runnlng Figure,”
with bright white illuminating
and obscuring the figure on the
ground, while another in heavy
boots, outlined with dark browns
and siennas, walks away. Again
the strong diagonals of the hazard
signs contribute to the drama by
blacking the hackgmund and
adding a symbol of tension.

Performance, usually site-specif-
ic, is also important in the work
of artist Kim Mosley. Mosley
vowed to haved 15 "experiences”
during his 75-hour trip to
Heusten. His photo-narratives
function as a kind of diary, in col-
orful comic-book style, with the
artist taking the hero-figure role.
After-the-fact editing, compiling,
and "musings” are very important
L4 [hl!i “T}'k. h’il‘ﬂl‘ rhjln hlnﬂtnm
recollections, these essays focus
on Maosley's almost manic ability
to process information. The
resulting photo-essays (emphasis
on essay) utilize puns, double
entendre, and unusual juxtaposi-
tions of ideas and image. The
pieces are very busy, kinetic, as if
the viewer followed Mosley
around the city, listening to his
reactions and stories. This pres-
ence of the artist's personality as
well as his self-portrair in each
piece, "a la Lucas Samaras, is like
a ene-man drama by a famous
raconteur.

Often Mosley combines too
many unrelated experiences and
subjects in one piece, so the result
is confusing. Perhaps there were
E['I.U",_:ll Dxpl.‘[il‘nrl"_‘ { (8] mﬂkl_‘ maore
picces, or some judicious editing
could remove sections too cute or
direct. "Peace (sic) #14% was less
filled with writing and scemed to
have photographs grouped around
one subject. Yolanda's beaury
salon, with a pet shop, parrots and
a rodeo cat, the artist in a red
shirt, an ever- present freeway,
and ornate red and snake cowboy
boots compose a picture of the
impact of Hlspamc culture on
Houston.

There is also a
southwestern/Hispanic influence
in the portraitfshrine construc-
tions of Kim Stringfellow. Each
colored portrait {one red, one
Blue, and one orange and brown)
!h;!l‘.".‘ an qulﬂ spﬂc(‘ wL[h a care-
fully constructed found-object
shrine or altar. The prnHrm
occurs not with the Inferesnng
portraits, which combine an
L”'ll.l.\'l.lal use U{‘Ef’l‘]( ﬂnd Sllhjl_‘c[-
to-background geometrics, but
rather in making a connection to
the religiows icons. The most suc-
Cfﬁﬁilll I.s -Shur'")l.' II'J- “"h(‘r‘L‘ an
antigue light fixture and drapery
form the background for a hazy
figure in the blurred foreground,
pensive, perhaps thinking of a
memaory. [t's the memento mon
combination which doesn't con-
nect in the intended way, perhaps
because the subjects of the por-
traits are (oo YOUNg of not
Hispanic. Generally something
I'I'IIS Wcl]“:lﬂr‘t‘.‘d SPE-‘IL:“ ﬂ[ a seri-
ous subject. I it's early death, it
just didn't translare.

ok

II".]EU [‘L‘lli"l(]us in lnt(‘ndﬂ'd mes-
sape is the installarion of Erik
Moaore's huge portraits in the
small Gallery X space. While
Conscous Art could have used a
trusted friend’s editing of the
number of pieces included, the
black walls, ceiling and floor are
very effective for setring off the
life-like photographs-almest like
a performance. Moore includes a
rather self-important "Warning”

Gordon Holler, Figore Series 56, Twa Figures, 1980

L'a[;a]n}:; he h.'r.jc.u”y
thinks Christian im-
agery is an archetype in
our Western culture,
with the idea of sacrifice
still an important part of
everyman's sense of self,

One of the most pow-
erful picces is "Saint
Peter on the Cross,”
“'hl.‘rl: a I| E'Slzl‘d man
hangs upside down ina
crucified position. The
lightly stuffed and three-
dimensional figure
against its dark back-
ground is very startling.
Equally arresting is "St.
Stephen,” lying on the
floce, surrounded with
real and photographed
rocks. Moore would like
to relate these pieces of
martyrdom to some
obscure contemporary
ideas, but just how is not
defined. Actually the
models are rather
Anglo-Saxon, upper-
middle class, and look to
young to be in lhl5 siTu-
aion,

The same problem
infuses "The Greatr God
AM" which is a dramat-
ic piece, f::rnng the
viewer to lock inside its
small triangular opening
to sce a greatly enlarped
rriangle symbol from the
dollar bill. In other
words, an ancient sym-
bol is part of our curren-
cy; therefore admittedly
very relevant, but in
what way! Less relevant
are the images of arrow-
pierced bodies, pn:l]').'{ps
a little redundanr; again
some editing could have
hu]pc{l the main pieces
have more impact. The
Gallery X space serves
its well-intended pur-
pose with this installa-
tion. It creates more
ideas than it resolves,
but conveys a good
sense of Moore's pho-
tographs as work-in-
progress (which | hope
is what they are).

Arme H. Roberts is a
photagrapher,

editor and free-lance
writer living in Howston.

Gregery Davis, Lave and Prayers, 1989

Charles Schorre
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LUKEWARM, HOT,
AND COOL

By Joon Seeman Robinson

The 1988 HCP Fellowship
Exhibitiom of works by the aweard
winners, R. Lynn Foster, Paul
Vincent Kuntz, and Liz Ward, was
held at HCP from June 16 = July
30, 1989,

First you encounter Liz Ward's
revolving display rack, then Paul
Vincent Kuntz's photoessays on
life in the Third Ward, and back
in the cormer there's a reom full
of R. Lynn Foster's "prostitute
altars." On turning around you
see big blue eyes watching you;
maore of Ward's installation. [t's
all a lietle bit like going to Guy's
Mews on South Main, one of the
best magazine emporiums | know
of. Their magazine racks rotate
toa, you have your choice of peri-
odicals on almost any topic, and
when you finally work your way
to the back of the store you're
within earshot of the hc'.'lw,'
b'l.';i‘}“.'m on lI\‘L‘ ‘}t]’\‘.‘r ‘jiﬂ.h_' ‘}f a
barrier, looking at X-rated maga-
zines. Little wonder that when |
pot the the rear of the HCP's
1988 Fellowship Exhikition, |
p:L\wd twao ml[][”cr:lgrd ladies
maoving quickly past Foster's cubi-
cle, gasping with distaste, saying
they didn't want to see such stuff.
No, thanks!

Of the three, Kunez works in
the most familiar penre, out of a
maodest wish to do a historical
Tt'E‘]r[]lnL' (3{ !lfl_‘ m thﬂ I[JV"-
income Third Ward, the "bot-
toms” area around Sampson and
Elgin streets. There are three
series represented here: patrons
m t}1‘.‘ }I‘}l Tc)t{i'l restavrant and
poolroom, the owner and kids at
the Sun Down Low Rider Bicycle
thp, and another on trainees
working our ar the Progressive
Amateur Boxing Association.
The restaurant facade and one
interior wall are photographed
frontally, creating neat rectilinear
patterns, and the diners, pool
players, and a dishwasher are each
represented alone, ereating a qui-
et mood. But in some of these
Kuniz puts his camera at table-top
height, distorting the foregrounds:
condiments loom large, and pool
balls fly forward with threatening
speed. Ir's gimmicky and distrace-
ing, as if he's not quite sure of his
quieter voice or the ability of sub-
‘IL‘ dl‘tﬂilﬁ (3] ‘C{L“—f an E(Il]rlll‘; drﬂ'
maric weight.

Much more successful are the
cluttered dynamics of the outdoor
bicycle shop where wheels of all
sizes suggest spin-rrl:fs in every
direction. The rapt concentra-
tion of neighborhood kids, who
are earnestly intent on making
things work, is c.'lpm:c{] nn(ur;l”lr'
here. Wheels and pears, frames
and chains are stagpered every
which way, creating a transparent
webbing within which the boys'
bodies are bent as they reassemble
this stuff. This is real
recycling-these are mechanical
challenges, thrifty necessitites,
L‘ul[uI:J.l Il'llpL‘IEitl\'L‘s.'

In contrast, R. Lynn Foster's
Prostitute Altars are intended ro be
confrontational and ro assault any
viewer's sense of propriety. These
are large, clumsily worked and
cumbersome constructions of alu-
minum and plex, framing black
and whire photographs of naked
whores who are staring rig]’al back

Liz Ward, The Tree of Knowledge, 1989 (toned cyanotope)

at us. Owverall, these big objects
are like doorways whose peep-
h‘llus h;l\-': h":['l ||:ll|5(]|\fd ﬁ]r
quicker access to their rricks,
Hustlers like these are in a hurry;
the bottom line is on the bed and
their scores tum p:n‘Flt.r. only if the
turnover is rapid. Foster has
installed them in cheap “chapels,”
like rooms along a corridor. The
{faml‘ﬁ Erﬂund thcm are L‘m]’.‘l.‘l-
zoned with glowing neon labels
reading "TRICK,” "MARY,” and
"Border Crossing.” These women
are lI-H: H\'ld H.ntltI'IE'il."- Ell'ld !Tl()ck'
ing underworld counterparts of
respectable madonnas, whose
opposite virtues would be purity,
constancy, and maternal nurtu-
rance.

"TRICK" is a belly-length close-
up of a broad-bosomed dyed-
Blonde whao is wearing a grin.

Her body gleams wetly. The trick
is on us: She's not a woman.
This isn't a groin shot, and that's
the secret the photographer is
withholding from us. Dark-haired
"MARY" sits spread-legped ar
some distance from the camera.
Fester wants to include the empry
white areas of the rooms--its
walls, the headboard, the I‘.‘Illll"
stretched sheets. The "Border
crossing” blonde lies on her belly,
stiletto heels at one edge and a
messy {irr'ssing table ar the other.

Bur whar they all share is layers
of grime. Their faces are mask-
llk(‘l E:lk(‘[] “'ifh Ch.ﬂlk'k'
makeup-sooty eyes and blackened
mouths. The only real color in
[]‘I'.'H: |':|.'Id: -'lnd Vt'h!t'.‘ [:i]’!lL‘.‘ile 15
in the attached neon signs adver-
tising their fictitious identities.
Ir's the details they're embedded
in that give them away: really
dirty rags and rowels strewn on
the floors and the bed, and the
smears and the cracks on the
“'il”!-.

Foster uses a flash for illumina-
tion. The girls don’t seem sexy or
particularly erotic, the images
aren't tantalizing or very pormno-
graphic. These are dark places,

HOUSTOM CENTER FOR PHOTOGRAPHY

[l“.‘ roOams are
like cells. This is just a waaay
low-down life. The only inter-
course intimated here lies in the
exchange between them and the
work of the photographer. And
Foster knows the photohistory of
prostitution, paying homage in a
smaller, additional series called
"Sacred Prostitutes” to those
nineteenth-century postcards
which were used for erotic stimu-
lation, including one sassy image
in the "little girl" category.

Liz Ward's two installations, by
comparison, look refined, coal,
and clcganr. She hasa pum;plica|
vision which scans purportedly
random ideas, and then she asks
how we process the information
she provides us=both visually and
mentally. How do we think about
what we see! She's represented
here by two projects, the Tree of
Knowledge and Trompe ['oeil, ir
which she prints over texts, using
the cyanotype process, creating
overlays on top of pictorial images
and words. For the Tree the basis
15 P-'!i!'.'!-' ET‘}lTl li\l_' (;‘J![If_'n ilm
and High School Encyclopedia, and
for Trompe ['veil it's a braille edi-
rion of Webster's Suudent
Dhicoonary, Thus she's using as
her "canvas” categories of knowl-
edpe, as well as definitions of the
words used to convey all that
knowledge., The Tree of
K“W[l'd:l{f requnres '."li:h[ mn Uld(.'l
to be read, but its legibility is
obscured by overprinting.

T'an’.l' EILN:TI (I:ql.llfl:s l(]l]ch in
order to be read, but it's impeded
by covers of glass. 1n both cases
we experience sensory depriva-
tions, making us even more aware
of our dependence on our own
sensory apparatuses as well as on
language systems, in order first to
apprehend and then to interpret
the world around us,

The Tree is a revolving metal
book rack whose baskerts hold
acrylic-framed pages which are
nvc'rpn.n[cd with large leaves. It's
like a Tree of Life, in form, as

Lynn Foster, Border Crossing, 1989

well. Book papes of course are lit-

erally made of the bodies of trees;
they are a kind of "fruit.” Ward
claims to be providing randomly
selecred catepories of “knowl-
edpe,” but review some of these
entries and then reflect on the
associations they call up: "air,
gravity, crystalline structure,
plants, and the North Pole.”
Then shuffle them into these
addirional headings: "airplanes,
bombs, the Dred Scott decision,
artificial respiration.” And lock
back at the leaf EI'IHF.\EL which we
now see are just voided areas
around which light sensitized
paper gives them their definitive
countours.

In Trompe ['oiel, blue eyes and
blue hands, which are "signing”

tating berween a self-conscious
."-Tf;l"\ing F['IT F‘If‘”\lnﬂ f(rlm;i|
arrangements, a reserve abour
engaging with his human sub-
jects, and an inclination to infuse
them with some kind of charac-
teristic action. R. Lynn Foster's
presentation rricks—the grear big
photographs and the clunky metal
frames—I find effective. The girls'
come-on 1s m;idl‘ maore |m|T|‘.'dlu[1.‘
but it's also more depressing.
T}“."SL' encounrers aI':'”‘[ TOMmani-
cized, and these cats rl-;1||y do
|(K!k CHEL“J. L!I WHNJ'!- reserve, h\'
comparison, makes us aware of
our own sensory selves. She
prompts us to reevaluate our rela-
tionship to the world, and to real-
ize how nuanced and cnmplr_‘x
'hi.‘ |nll‘fd(‘r.‘ﬂnﬂ|l‘nc|.‘ (I:-'l""' 15.

Pavl Vincent Kuntz, Sundows Low Rider Bicycle Shop, 1987, from the series Inside

Howsten's Third Ward

words for the blind, are pnnlﬂl
over braille-punched papers.
Each is framed in small format
and then arranged like blinking,
intermittnent glances aver two
adjacent gallery walls, Only the
sighted can see them, and they
rcm ind us once -'lgl'l“n Th-’“ many
cannot hear language ar all and
must depend upon a manual
structure fDI' r})f" .‘F‘fll-f'n “T’Jr(t.
To sum up, [ think thar Paul
Vincent Kuntz's focus isn't clear
enough yet. He seems to be hesi-
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DUURD

EXILES AND
PERSONAL
EXPOSURES

By David Lazar

Exiles by Josef Koudelka, uith
Essay by Creslaw Milosz. New
York: Aperture, 1988.
Unpaginated, 61 plates, $39.95.

Personal Exposures by Elliott
Evwitt. New York, W. W. Norton
& Co., 1988, 255 pages, 240
dustone photographs, $60.00.

Lnnkmg at Elliot Erwitt’s retro-
spective book, entitled Personal
Exposures, and Josef Koudelka's
second book of photographs,
Exiles, illuminates the differences
berween the natures and tones of
alienation born of political exile,
in Koudelka's case, and the most-
l',' milder CXPression of culrural
and political criticism of Erwite.
In some ways they demonstrate
the distinction berween the expa-
triate and the refugee.

Erwitt's early life is not dissimi-
13( [ {a] Kcu{jclka‘s '.‘KPL'[]EI'IE':. HL'
came ro the Unired Srates from
Italy as a boy, in the late 19307,
with his Russian Jewish father.
His mother, of Eastern Orthodox
background, joined them later in
Southern California. Erwitt is not
an expatriate proper, but the
majority of his photographs are
European, on assignment in the

EMiett Erwitt, U.5.A. 1964

earlier work, and on his many
peregrinations later on. Perhaps
these baquu: combinations con-
tribute much to Erwitt's sense of
serendipity. The photographs are
frequently delightful and often
whimsical. Many have entered
the mid-to-late century repertory
and are well-disseminated. Erwite
is an ironist, best when darkest,
but with no cold eye. At his
worst, he is a humorist, registering
contrasts that are 1oo obvious, too
flaccid. His spectrum is the visual
equivalent of Mark Twain. Two
photographs illustrate this range.
In *East Hampton, New York,
1983," an art class sketches a

female model. The carch: the
model is clothed, the students
naked. The comedy, or absurdity,
if one shares in Erwitt's sense of
it, is built-in. He clearly finds the
sitwation amusing, but, despite his
l‘il]c, does not manage o person-
alize this exposure. It is rather
facile.

More trenchant, less “funny,”
and highly relevant at the
moment, is a photograph of a
man on the beach in "New York
Ciry, 1975." His head is obscured
h'y a ﬂapping American ﬂag, and
his hands are cushioned on bloat-
ed hips. His breasts arc ample.
This is comic, but a more cutting
comedy, an explicit criticism of
the fatuousness of American com-
placency and self-representation.
We see a vision of grotesque pros-
perity and sexless self-satisfaction.

Erwitt's own self-representation
in the introduction to his book is
occasionally refreshing, though
not quite as often as he believes.
His aﬁ'-—rl'\c-l:uff, s]'mtgun bad-
Hemingway prose, the pose of
regular puy who happens to be an
artist but doesn't want to be mis-
taken for an artiste, sounds disin-
genuous at times and leads to
some unfortunate statements. He
says, "Some people say my pic-
tures are sad, some think they're
funny. Funny and sad, aren't they
really the same thing?” Well, no.
Or: "l certainly don't use those
funny words museum people and
art critics like.” | can appreciate a
goo<d harangue against intellectu-
al obtuseness, but this is rather

lame anti-intellectualism,

On the other hand, Erwitt's rev-
elations of barking at the dogs in
his pictures, or honking his pock-
et horn at subjects, are delightful-
ly open challenges to documen-
rary puriry.

Erwitt's dogs provide a running
commentary, comic relief from
the obliviousness of the human
subjects they contrast with. One
snarls on the lap of a complacent
matron in Brighton, a beagle
turns in disgust from a carcass
hanging in a butcher shop in
Saint Tropez, another refuses o
yield to the cheesecake cheerful-

ness of an American family. As

commentary these are ephemeral-
ly fun to look at. But when Erwitt
isolates the dogs and gives them
their day, their dogginesss tran-
scends mere whimsical doggerel.
"Puerta Vallarta, 1973," a fasci-
nating menage & trois of dogs, dis-
plays their uncoordinated social
responses, poised berween paw-
prints in the sand. This interac-
tion is more dim(imting and
more interesting, while ironically
more familiar, that the dog’s eye-
view of humans that Erwitt is
'F{:lnd {][.

Strangely, it seems to me than
many of Erwitt's least "typical”
photographs are his most effec-
tive. The long-shot of adog on a
dirt road which leads to a back-
drop of monalithic high-rise
apartment buildings in Brasilia,
for example. Or a bird in flight,
the OH'I!Y |iving rhing on a side
street of Orleans. One wishes thar
a man who can capture scenes so
eerily tense and compelling, so
full of restraint and incipient feel-
ing as the photograph of a man
and his son at table, the h}y's
arms wrapped around the man's,
an obscured older woman's face in
the right foreground watching
them (“Wyoming, 1954"), would
yield less to llght fare, and would
understand that his distinctive
style does not require such broad
strokes. His photographs are more
startling individually, as a conse-
quence. His shot of a young cou-
ple intensely conversing between
rows of mummified remains in

Guanajuato is both horrifying and

somehow life-affirming. The
young man and woman will fade,
but they retain their dignity.

Most of Erwitt's human subjects
fall into three categories: slighely
foolish-looking Americans;
European working classes, belea-
guered and surviving, seemingly
vl:sl:'lgial', and \rapid Eultlpl':a.n
exhibirionists andfor hedonists.
Erwirt maintains his distance
from all of these. When he cap-
tures what are essentially foibles,
the dispassion works against him,
the satire not sharp enough. But,
again, Erwitt has produced work
which far exceeds these categories
and limitations,

Elliot Erwitt's retrospective is
well-earned. If not deserving of
the highest laurels, it is neverthe-
less a distinguished, sometimes
superlative body of work. In tan-
dem with Koudelka, it suffers, and
this 1s not ﬁomp]utcly fair. But |
kept wondering what Erwitt
would have produced if his escape
to the West had been on different
terms, his obsessions and his rov-
ing more desperate or driven. We
should be grateful for his more or
less benign vision, while we are
reminded of the urgency that his-
torical and political necessiry can
create or deny.

EE T

Josef Koudelka has been living
in the West since 1970, first in
England, then France, where he
has resided since 1980. He left his
native Crechoslovakia after hav-
ing published, in the West, a cele-
brated series of photographs cov-
ering the death of Prague Spring.
His work is stunningly beauriful,
grainy shadow-filled shots that
express a vision of alienation that
is nowhere arch, but on the con-
trary deeply involved in the enig-
matic symbolism of gesture and
ritual. The reconciliation of com-
passion and mystery — a condition
which sounds more awkward ver-
bally than Koudelka's visual unifi-
cation — distinguishﬁ these phcr‘
rographs.

Whereas Erwitt's tableaux tend
to be close-ended (ar their worst
the essence of a joke, a punch-
line), Koudelka's work is highly
poetic, his style a language not
easily paraphrased,

The alienation at the heart of
Exiles is a kind of yearning. A boy
sensually embraces the pacific
statue of the Madonna while Jesus
is nailed to the cross, looking up
at the two. Some pages earlier a
prostrate turtle lies dead in an
indﬂc(mina(cly hostile land-
scape. What would be ironic in
direct contrast — the kind that
Erwitt seeks out in his arrange-
ments — is softened by the dis-
tance almost to the point of a
subliminal relationship, never
threatening to assume too clearly
the nature of the contrast.
Through such discretion in the
arrangements, Exiles achieves a
unity all too rare in photographic
books. The connections between
phcmgrapl'm are pmslhﬂltlr_‘s thar
ENCOUrARE OUF OWN Yearning.
Hope and despair hang in the bal-
ance.

Such is the case with "France,
1975.% A child sleeps in a wicker
carrying-crib, a basket in other
wards, in a drab alley by a partial-
ly visible doorway. If the cribis a
basket, what then is the alley but
urban bullrushes, With the basket
in the fca'cgmuru] and a rrace of
water by some garbage cans in the
background, the basker almost
seems to move toward us, height-
ening the allusion. Bur this is sug-
pested, not insistently or necessar-

ily. Neither does the photograph
demand social commentary. The
child is, after all, by a door, possi-
bly open, and is not necessarily an
image of abandonment. Nor is the
alley so squalid as we may first be
conditioned to think. This is
what | mean by irony than turns,
by tone that is open, but not neu-
tral.

Koudelka shares Erwirt's fasci-
nation with dogs, but these ani-
mals share the physical conditions
of people — two are haunted and
hungry-looking — in a misery that
is particularly theirs. Their other-
ness is respected; they aren't
anthropomorphic vehicles for
suggested readings of human
absurdities, which is not to sug-
pest that such use is unre-
deemable, but is more predictable.
In "France, 1987," a black dog
plow's the center fun:gmum] ar
the end of a long wide causeway
in a park. [t is in motion over an
open grate. Nearly a silhouette, is
personality is subsumed by a kind
of wanton hunger, but it is not an
abstraction. In the left back-
ground, a man stands still in his
own distant EXIgEncy. They are
not quite impenetrable. Both are
driven by desire, and the photo-
graph takes on the brooding tone
of an essay on kinds of hunger.

Koudelka's photographs are
often like film noir (which is quite
Catholic in sensibility: the focus
on sin, stark black and whirte,
pure and fallen women, confes-
sion . . . .}, with no literal deaths
but those of the spirit, certainly
no big payoffs. Disintegration
coalesces into shadows, the ghosts
of souls torn away from commu-
nal life, but not out of choice or
hope for gain as in Hollywood's
dark and conservative cautionary
tales. Koudelka's sensibilivy is
decidedly Eastern European. The
pho‘tog(aphs are almost exclusive-
ly from Western Europe, but the
ambience invokes the desultory
images of Communist bloc coun-
(rles we arc mj tﬂ. a Cha]lﬂl‘ltc o
the West's consumerist propagan-

As a literal exile = homelessness
internationalized — Koudelka
understands the metaphorical
implications of this condition.
Exile is the state of isolation from
one's own culture; one need not
be unable to go home again to
experience alienation from the
grammar of an integrated exis-
fence.

Josef Koudelka begins to sound
unremittingly glum. But there is
wit and occasional joy in his
work, such as in the zoftig couple
wading in Spain, veering reckless-
ly through knee-deep water, and
an eye for the the terrible beauties
of landscape and suffering faces
that transcend specific boundaries
and offer hope through recogni-
Lion.

As Czeslaw Milosz says in his
Introduction, "On Exile," "the
only remedy against the loss of
oricntation is to create anew
one's own North, East, West, and
South, and posit in that new
space a Witebsk or a Dublin ele-
vated to the second power, What
has been lost is recuperated on a
higher level of vividness and pres-
ence.” In finding his loss endemic,
Koudelka forces our dark self-
recognition among the communi-
ty outcasts.

David Lazar recentdy received his
Ph.D. from ithe Creative Writing
Program ai the University of
Houston. He will be teaching this
fall in the Honors Program at the
University of Howuston.
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RECYCLED
ANSEL ADAMS

By Stanley L. Moore

Manzanar by John Armor and
Peter Wiight. Commentary by
John Hersey, Photographs by Ansel
Adams. New York: Trmes Books,
1988, 167 pp. $27.50.

The Mural Project by John Avmar
and Peter Wright. Photography by
Ansel Adams. Santa Barbara,
CA: Reverie Press, 1959, ii?pp.
$34.95.

Amnsel Adams: Letters and Images
1916-1984. Edited by Mary Street
Alinder and Andrea Gray

Stllman. Boston: Little, Broun
and Company {New York Grap"ﬂ'c
Sodiety) 1988, 402 pp. $£50.00.

Ansel Adams, arguably the
greatest of American landscape
photographers, continues to
excite the interest of the public.
His work spanned sixty-eight
years and involved all manner of
phnmgmph!': portrait, commer-
cial, edirorial, povernment ser-
vice, and documentary, as well as
his more widely known fine art
landscapes. Additionally he kept
up a lively correspondence with
dozens, perhaps hundreds, of peo-
pl(‘. until his death. Three recent
books, Manzanar, The Mural
Project, and Letters, give an inside
look at some of his less well-
known work, as well as a peek
into his personality. The
Manzanar work is Adams’ only
essay into documentary photogra-
phy. It looks at the lives of
Amcrlcans O‘FJE]}HI'IET {!l:stl:n[
who were imprisoned in concen-
tration camps due to war hysteria
and racism. The mural project
was intended to provide large-
scale photos of Western national
parks for the Department of the
Interior’s museum in Washingron,
D. C., but was never completed.
Finally, the letrers are a collection
of Adams’ correspondence for
many years, along with a number
of photographs.

LEL)

In March 1942, a little over
three months after America's
entry into World War II, the gov-
ernment posted Civilian
Exclusion Orders which interned
approximately 125,000 people of
Japanese ancestry who lived in
the western United States.
Seventy percent of these were
:IE'IJ-'I”'I-' natyvie- h]m CIbIZens.
The remaining 37,500 would
have been citizens had they been
permitted to apply.

Anti-Asian prejudice had earli-
er reduced the inflow of Japanese,
particularly unskilled laborers,
and by 1924 all such immigration
and naturalization had been for-
bidden. Agnlmr this latent bias
came the shock of the Japanese
artack on Pearl Harbor in
December 1941, The rapid gains
made by the Imperial armies
frightened all Americans, but
especially those on the Pacific
coast. A few false alarms of
Japanese arracks and bogus sub-
marine sightings inflamed the
populace against the “yellow
menace.” This emotion, instead
of being soothed by responsible
leaders, was actually exacerbared
by the comanding officer of the
Western Defense Command, Le.
Gen. John L. DeWitr. DeWirt

Ansel Adams, Tom Koboyashi, from Manzonar

was openly racist. He seems to
have been a man of limited intel-
ligence and overheated imagina-
Elm “h{) hx'{! an clﬂgl;c[-'l[ﬂd ldL'ﬂ
of his autherity over civilian pop-
ulations, DeWitt began to agitate
for mass relocation of the Nisei
(as the first-generation American
citizens were known).
Interestingly, more conservative
members of the government
({notably Attorney General
Nicholas Biddle) opposed the sus-
pension of habeas corprs while the
mare liberal officials pushed the
idea. In any case, for many rea-
sons, outlined very ably in John
Hersey's essay in Manzanar, “A
Mistake of Terrifically Horrible
Proportions,” these people were
5hi|1pc(l off to several concentra-
tion camps well away from the
west coast. Manzanar, located in
Inyo County, California, not far
from Yosemit National Park, was
one ('Tr thc!ﬂ_‘_

At its height, Manzanar held
over 10,000 people under crowd-
ed conditions in tar-paper-cov-
ered shacks on a desolate plain
surrounded by mountains. Here
the Nisei made themselves a com-
munity with churches, schools,
sports teams, clinics, and even a
newspaper. They accepted their
imprisonment reasonably well
and made the best of their situa-
tion.

Ansel Adams was an acquain-
rance of Ralph Merrit, the camp
director at Manzanar, and he
accepted Merrits invitation to
photograph the settlement in
1943, Restrictions on his photog-
raphy kept Adams from showing
the barbed wire and gu.‘ard FOWers,
so that these pictures give an ide-
alized view of life in the camp.
Mevertheless the photographs
also imply a constricted and regi-
rnl."ntl:{i exisience.
many formal and informal por-
traits which are mostly upbeat,
with just a few depicting sorrow
or helplessness. *Tom Kobayashi”
on page 136 shows a man in pro-
file facing left; the edpe of a corn-
field is stretching back towards
steeply rising mountains. The
photo is made from a low angle
and l,:mp]'mﬁin:s Kt!l'!;-]".‘l!il‘lllﬁ
somber expression as he has
turned away from the field of
growing food and towards the
desert with its immovable moun-
tains.

Many phatographs show Nisei
at work and play or ar home,
while a few are mainly scenic big
sky and mountain pictures with
the camp only providing fore-
ground elements. Ansel Adams
published many of these pho-
tographs in Bom Free and Equal
(1944) which was ill-received,
occasioning some public book
bllrnlngs; S0 hl: Il:llnqul.‘il‘ll:d thc
copyright to the book and donat-
ed the negatives to the Library of
Congress to await a more favor-
able rime.

Th.ulc are
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With the recent token compen-
sation given by Congress to the
Nisei, this book is timely and
gives an opportunity [o see an
aspect of Adams’ work which has
been relatively unknown. The
texe by Armor and Wright com-
plements Hersey's essay well, giv-
ing a more complete look at life
at Manzanar. The book has a
horizontal formar, with the text
shifted to the right, and it uses
Japanese characters as design ele-
ments (with a glossary in the
back); these features, along with
its exceprional photographic
reproduction, make Manzanar a
treat to read. They also make the
serious content more accessible,
and thus all the more horrifying.

retaining the negatives (which
have since been lost) ar Yosemite
in a vault. Wright and Armaor
located the prints in the Mational
Archives and have published
them here along with excerpts
from various speeches, books, and
papers by Theodore Roosevelt.
Since these texts do nor fir well
with the pictures, they appear to
have been added as an
afterthought. For example, a
Roosevelt statement on forest
preserves heads the chaprer on
Carlsbad Caverns. The authors
state that the reproduction is in
Adams' marure style, with high
contrast, etc. This is a defect
rather than a virue. Of course it
15 difficult to envision the pictures
as gigantic murals by lecking at
small reproductions, but many of
them look exceedingly dark.
Several of the photographs look
familiar, as Adams also made per-
sonal negatives that differed only
slightly from the government
work, bur some images are inter-
esting nnly because of their depar-
ture from what is considered his
usual style.

The Carlsbad Caverns pho-
tographs, being artificially lic at
unusual angles, restricted Adams
to renditions that are much more
abstract than the bulk of his
woark. "The Rock of Ages. Big
Room" (page 62) is almost
Siskind-ish in aspect. Large areas
of black which are either fore-
ground formations, background

Ansel Adoms, Mavohe Woman and Infant, Conyen de Chally, Arizens (from
The Murel Project)

Unfortunately, Peter Wrighe
and John Armor's other book,
The Mural Project, does not fare as
well as Manzanar. Ansel Adams
maneuvered Secretary of the
Interior Harold Ickes into commi-
sloning him to Fl‘l.()[{]i:l’.‘lph the
narional park system with a view
to producing monumental murals
for a Deparement of the Interier
museum. These were to comple-
ment painted murals, which were
much in vogue in the 1930% and
early 40%s. Adams eagerly sought
this commission not only to pet
his work seen by many people,
!'“Jl J]lm o receive astlpl.'l'ld asa
consultant - $22.22 per day as
well as four cents car mileage,
train fares, expenses, film and
supplies. He began traveling and
photographing in the late summer
of 1941, going to Grand Canyon,
Carlsbad Caverns, Yellowstone,
and various other parks as well as
to visit Indians on their reserva-
tions. World War Il brought an
early end to this project and for
various reasons (among them
probably Adams’ own reluctance
to continue) it was not taken up
in the post war era.

By the end of 1942, Adams had
sent 225 photographs to the
Department of the Interior while

voids, or shadows from extreme
side |ig|1r|ng give an otherworldly
effect. The chapter on
Southwestern Indians has pho-
tographs of churches and adobe
ruins, tcgn:l]'\n:r with some self-
conscious portrairs of Native
Americans. The ruins and
churches, like *Church, Ancoma
Pueblo,” page 32, are pho-
tographed from low angles, mak-
]ng Il'H:m scem nlUnuml:n[u.l Eln'i.‘
awesome (though this might be a
constraint of the intention w
enlarge these images to wall size).

A little tighter editing overall
would have been in order in this
book. The Grand Canyon images
are too similar (see, e.g. pages 10
and 12). Inexcusably, one image
is lr_'prcducn:d twice, *Ancoma
Pueblo, New Mexico,” on both
page 33 and page 82. This book
s dis.'app()inting for dark fepro-
duction, poor editing, and the
senti- mentality of 19th century
text which should have been
omitted. It may have been better
to have let these pictures sleep in
the archives or else to have pro-
duced them as murals, as original-
ly intended. But if you are an
Ansel Adams addict, these hid-
den photos will probably divert
you for an hour.

wEE

A much longer diversion awaits
those who tackle Letters and
Images. Beginning when he was
14 years old, in 1916, and ending
shortly before his death in 1984,
these letrers outline Ansel
Adams’ life in an intensely per-
sonal way. The by now almast
last art of letrer writing (which
might revive via the otherwise
pernicious fax machine) was in
considerable vogue throughout
the 19th century and first half of
this one. Such letters can give a
remarkable view of a person’s life
and times, and they do so in
Adams' case. Photographs inter-
spersed with the letters, and gen-
erally contemporancous with
them, add considerable, if inci-
dental, interest. Incidental, that
is, nnly IN COMparison o the per-
sonaliry that glows through the
writing, Adams was such a strong
and vibrant man that he some-
Times seems as lLJminﬁlL‘ as 'r\'h-:!t
he caughr on his negatives. The
early letrers, to family members
and childhood friends, show a
dutiful son growing up in the first
half of this century. One touch-
ing example is a letter to his
father thar expresses his love and
his doubts about his ability to live
up to his father’s expectations
(page 9). The reply (page 13} s
gentle and shows a confidence
m[w@cn ful'hf‘rj]nd s0On 'hd[ Wk
no doubt as rare then as it is now.
Early letrers ro Adams’ longtime
sweetheart and later wife,
Virginia Best, are revealing of
mu(l\ ‘Qmiﬂrnt‘."\‘ -'lnLi |l]'\'l‘-

Letrers to his wife in later
decades are missing (pessibly they
are too intimate) in favor of cor-
respondence abour his art, mostly
with Beaumont and Nancy
Newhall, Edward Weston, and
Alfred Stieglitz. It is interesting
to see Adams’ growth as an artist,
the slow crystallization of his
views of art, the feuds and laup,h-
ter of personal interaction, and
his increasing concern for the
environment. These letters show
a very humane man of high
integrity and even virtue who
lived a long, rich, full life.

The images in Letters and
Images are reproduced well and
definitely enhance the text. The
editors, Mary Street Alinder and
Andrea Gray Stillman, have done
an excellent job in assembling the
letrers and appropriate replics.
This reader felt considerable dis-
quiet at perusing the later corre-
spondence of a man so recently
gone; one wonders just whar was
left out, and why. It seems that
the publication of these letters
could easily have been delayed a
Cﬂllp!c le dl.‘c:ldi.‘s -y, F‘L‘rh;llh Lo
Adams' centenary in Z002. But
for anyone not put off by a bit of
voyeurism, this book is extremely
rewarding.

Ty

All three of these books show
something about Ansel Adams
and his work that has not been
widely known to date, and in this
respect all are valuable. Fora
beautiful presentation of an ugly
episode, look at Manzanar. For
those interested in curios and
abandoned byways, there is The
Mural Project. For art, personality,
human interest, and a self-affirm-
ing life, read the Leuers.

Stanley L. Moore is a Houston area
chemist and photographer.
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DWW IS

LEAVING HISTORY

AND ENTERING THE v

WORLD OF IDEAS

By Ed Dsowski

Marianne Fulton. Eyes of Time:
Photojournalism in America.
Boston: Little, Broun and
Company (New York Graphic
Sodety), 1988. 325 pages.
$40.00

John Loengard. Life: Classic
Photographs: A Personal
Interpretarion. Boston: Lire,
Brown and Company (New York
Graphic Society), 1988. 192
pages. $24.95

History 1s less a master of what
actually happened than of what we
believe happened.... What's
{J.CL'EP[CQJ as [T‘-‘Ul"l \'.l‘lI:IR.'n.d‘ on uflﬂl
evidence is presented and on how it
15 Inle.'r;r(‘led. i L"I. n'}IE "'I.Olj:l'm
world, whoever contvols the media
to some extent controls the pevcep-
ton of history, and even, now and
apain, the evenes of history.!

kY]

Yoichi Okemoto, Moy 1966

Huynh Cong Ut’s justly
famous 1972 photograph “Terror
of War" was released through the
Associated Press and reproduced
thousands of mes. One SUSpects
(and hopes) that for any person
“':3(} Was t'r\'l:nt'!.' yecars (]i HE‘.‘ or
older in 1972 the photograph has
seared itself into consciousness: in
the photograph’s center a young
Asian girl, naked, runs toward the
camera, a scream the viewer can
almest hear escaping from her
mouth. Her arms are held adrift,
weakly, and increase the 55'm|',\o|.i<,
representation of her
powerlessness conveyed by her
exposed penital area. Four other
running children flank her; to her
rig'hT a clothed bm,"r. mouth is
rwisted in a cry. Behind the chil-
dren, like a wall, moving toward
the viewer and into the comfort
of our world, are four soldiers, fig-
ures of power and ;mr]’mri[l,'. The
landscape through which they all
move is blank, bleak, anonymous,
anywhere.

I describe Cong Ut's photo-
graph because, like the war during
which it was taken, | suspect that
the photograph may be, for a new
generation, suml:lhlng not quite
as terrifying, riveting as it was for
this reviewer when first seen.
Cluire simply, its power to shock,
hurr, and outrage has not been
diminished, and its effect on the
p.tiychr_' remains like a knife drawn
ACTOS% [h(.' F]l.'ﬁh

Marianne Fulton reprints Cong
Ut's “Terror of War” in her magis-
terially comprehensive Eves of
Trme, but she recognizes that this
photograph’s context has, in a
sense, been lost for a wide body of
viewers. She adds this caption,
her own words, one assumes,
“South Vietnamese forces follow
rerrified children fleeing down
Route 1, near Trang Brang, South
Vietnam, June 8, after an acci-
dental acrial napalm strike. Girl
at center has ripped off her burn-
ing clothes.™

Dioes this photograph still pos-
sess the “power to shock, hurr,
and outrage” | sugpested earlier?
More importantly, are those legit-
imate concerns o h’.‘ f:]iqﬂd }5} a
genre of photography - photo-
journalism — that claims to pos-
sess the following ateributes: that
it is objective; that it provides a
clear and unemotional illustra-
tion of a particular event; that it
presents the viewer with a precise
encapsulation of what actually
was happening when the photog-
rapher took that photograph; that
the photograph is a historical
El{x_‘um‘.‘nt tha[ <an h: llm(t [Cu]
read and understand the past

These questions are legitimare
because the link berween the
word and the photograph has
never been as removed from sub-

JeChive CONCCINS as 11S proponents
would have one believe. Fulton's
work, and a new book by John
Loengard, Life: Classic
Photographs, make clear that for
many photojournalists the inter-
Ccsis rif [;n‘llﬂlcn[”"g Whﬂl’ hap'
pened have always warred with
deeper, politically-motivated con-
cerms.

Diescribing and trying to define
photojournalism, Fulton writes:

Photojournalism as communication
is an ongoing frocess: getting, deliv-
ering, and ijr'shl'ng the Ppicture are
not the énd, but one part of the
conversation that is the news, and
that, in tmn, becomes history.
Photojournalism lives in a larger
world of ideas — it is never a mano-
logue. ... lis responsikilities remain
unchanged, and they are sull
l‘mmfﬂ!f: Lo s&e, Lo l-lmizrsl'.r.md.
and to share the story of history as

it happens.’

History and ideas exist in two
different realms, one in, the other
above, time. Linking them as
Fulton does brings photojournal-
ism out of its second-class status,
where its function is simply illus-
trative, but EISU huldc'nﬁ it Wlth a
heavier responsibility. To capture
“the essence of the situation, iso-
lating the significant from the
trivial” is how Fulton goes on to
define photojournalism.*
“Essence” is a peculiar word,
Emersonian almost, a word that
rcpudm[us the spcctficit\..' of the
image and directs its contents ar
some broader philosophical con-
text {Fulton's world of ideas).
The title of Cong Ut's photo-
graph urges us to read it as an
image which distills the “essence”
of all war,

If the “essence” of war (its
chaotic and senseless destruction
and its brutal victory of menacing
adult forces over the innocence of
childhood) describes the full con-
tent of Cong Ut's photograph, it
also lies behind and informs
Yoicko Okamoto’s “May 1966™
(Fulten, p. 196). Okamoto was
the first official White House
photographer, asked to fulfill thar
role by Lyndon Johnson. In “May
1966" Johnson, Dean Rusk, and
Wale Rostow turn their backs ro
[iw Caméra a[“i ‘.i[i]nd mn |5(]]-'Itinr|.
The arrangement is formal but
blank. Rusk and Johnson stand
framed in windows and look into
the glare of light. Rostow, sepa-
rared from them, stands several
feer away, the space divided by
the arc of carpet and wooden
floor thar acts like a barrier. The
surface calm and stasis are hcnv',';
Okamoto has uncannily captured
separation and emptiness. This is
not a photograph of “history”
although it records an event (the

arrangement of these three
men in a particular way on
a particular day). Here, the
men's dark suits, their props
UE pUWI:r .'inr] P(CKL'L' Bion
{considered and remem-
bered against the nakedness
of Cong Ut's naked fleeing
girl) do not guard them
from the cold isolation the
photograph captures.

“Essence” is a word that
runs, like a motif, through
bﬂlh hﬂk‘i- lrl h|5 InEro-
ducrion ro Fulton's book
Robert Mayer first uses it.*
And in her “Introduction”
Fulton further defines what
she means. She writes that
photojournalists “lock for
the essence of the situa-
tion."™®

Fulton's book has a bleak
and troubling quality which
makes it far different from
the optimistic tone that suf-
fuses Loengard's work. She
|"’L'F|'|n|5, n toto, w Eugcnt:
Smith's 1948 photo-essay
“Country Docror,” which
first appeared in Life, Sept.
20, 1948 (Fulton, pp. 182-
184). She is extremely gen-
erous with the examples she pro-
\'ldL‘fi: f[JUl im:ll;‘.‘.‘ EI(JlTl I){ﬂnn-’l
Feraro's series on domestic vio-
lence (Fulton, pp. 233-234), four
images from Mary Ellen Mark's
“Streetwise” (Fulton, pp. 228-
219}, and three examples from
Julio Mitehell’s unpublished book
on the elderly and poor Jews of
New York's Lower East Side
(Fulton, p. 227). By contrast,
Loengard offers only one of
Mark’s photographs from
the same series and in his
book it comes across with
an artificial quality and
without the thorough sense
of human abuse and suffer-
ing the work POSSEsses in
context (Loengard, pp.
110-111).

Loengard was picture edi-
tor at Llfe for fiftcen years in
the 1970% and 1980, and
bl:g.im hLﬁ carceras a ilﬂFF
photographer there in 1956.
His selection of works pub-
lished over the past fifty
years is a “pesonal selec-
tion," he writes, of those
classic images thar “rerain
their power to suprise.
Their depiction of a subject
is telling and concise. They
are rich in detail. They are apr,
dramaric, and simple."™

Whar Loengard’s book also
pulﬂtﬁ Cue 1 its H.rr:!n;:umc‘nt Is
how Life has served to anaes-
th'[lEU [hl.' Viewer Vt'lrh IS "(illﬁ
on “the strange, the peculiar, the
startling, the different.™ For
Loengard, there is no moral differ-
ence between Alfred Eisenstaedt's
“Drum Major” (Loengard, pp. 52-
53) and the image which pn:(cdq:ﬁ
it {of a h..lbY swimming) or the
images that follow it (of a menac-
ing snake and of an [sracli
“Mirage Jet” whose shadow passes
over the bodies of four Egyptian
soldiers killed in the Six-Day
War).

Loengard's book is filled with
such juxtapositions — Rira
Hayworth by Bob Landry (1941)
set against a group of female
body-builders (1981) (Loengard,
pp- 58-59) or Mary Ellen Mark’s
“Mike and Rat” (1983) which is
immediarely followed by Henri
Cartier-Bresson's famous image of
the artist Henri Martisse, skerch-
ing, as he firmly holds a white
bird in his left hand (Loengard,
pp- 110-113). Wonder, delight,
amazement, and amusement —
these may indeed be the qualities

Anonymous, Mirage Jet, 1967

Loengard respected and for which
he searched. But, as the arrange-
ment of Life: Classic Photographs
shows, these qualities also weaken
the photograph. The arrangement
also directs the viewer away from
the more disturbing elements in
[hl: Fh()‘agl'ap]‘l.‘.

The Eisenstaedr photograph
“Drum Major” (it also appears on
the cover of the book) is especial-
ly rich in elements that force the

Wilion Greens, Marlene Dieirich, 1952

WiEwer o qlJ‘.".‘\tl(Fn “'l'll:i])cr
delight and amusement are ade-
quate responses. Surely, on the
:’-llrfﬂ.{c, thisisa phm(:gr::ph of
ffk'(.'li‘l“'l a['ld JOY. S‘."\.'L'” l'[ll]er'T'l
laughingly follow the highstep-
ping routine of a drum major. But
the photograph does more than
just record that special, specific
moment (it is dated 1930).
Loengard writes that he ar first
hesitated to run the photograph
because he found it “too cure. |
thought the kids looked too per-
fect."® Would this photograph
“work" if the first figure, the drum
major, the leader, were a woman,
or if the first child, not the last
two, were a girl? [ think not.
Eisenstaedt's photograph is inex-
orably linked to its time, o a peri-
od when it was inconceivable
that women could or would
assume p()!iltl(}n.‘i [}f Il'-'l.(ll:].‘u}“r.‘.
The tightly controlled joy these
children are experiencing comes
from their bc'mg in {.‘ind Frlmg-
ing to, since they are all white) a
world with no threars - girls fol-
low boys, order is maintained.
They march in an enclosed com-
pound, tall brick walls keeping
the world of danger and risk at
bay. Here sunlight dapples, but
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does not threaten, the grassy sur-
face across which they pmcrcd.
Shadows pose no menace but
|'||L'TL‘I.Y create puttt:rns H.gamsl
which they proceed. Only to the
viewer now can the p]':mngl;lph
be read as an example of social
and political conditioning.

Loengard's book is not without
value. One who was raised on the
weekly appearances of Life, and,
like this writer, cagerly awaited
each issue, will appreciate the
opportunity to see again so many
familiar images. Burt it is to
Fulton's book that one trns for a
more thorough discussion of what
photojournalism means. Her
b(](]k COnsISts (VF ﬂ'\r'c ':553"'5 (t“'{!
by Fulton herself), over 300
images, biographical references, a
truly impressive bibliography of
articles and books that is ten
pages in length, and an index. It
accompanies an exhibition orga-
nized by the International
Museum of Photography at
George Eastman House, where
Fulton is an Associare Curator.
(If anything, Fulton’s technical
discussions may lose some read-
ers.) In her version, photajour-
nalism has moved from an almost
naive use of the camera and its
possibilities of recording and serv-
ing the word to a more committed
(and decidedly lefrist) use of pho-
tography to shape and disturb the
viewer. The influence of Robert
Frank is clear and unmistakable.

Fulton's boak is not just abour
phx)t{)](:urna]ism in America, and
Frank’s influence on this field
raises a particular question. The
essay by Colin Osman and Sandra
Phillips, for example, deals exclu-
sively with ph.(:tn](}umnliﬁm in
Eurcpe in the 1920% and 1930%.
But Fulton never really makes
clear whether a distinction exists
in her eyes between photojournal-
ism and documentary pho-
know is that more than twenty
years separate Ray Mews’ “Home
from Vietnam” (1966) (Fulton, p.
220), in which a solitary couple,
he missing one leg, embrace on
an empty airfield, from
Eisenstaedt’s famous "V ]. Day at
Times Square, New York Ciry”
(Fulton, p. 159). With Mews we
have moved from celebration to
sobriety, from joy to pain, from
community to isolation, from
belonging to alienation, from his-
tory to ideas.

If one concepr links both books,
it is that they together demon-
strate how the pl’mtnjmlm:llisric
image is an exercise in shaping,
defining, and creating a dramatic
presentation of an event, When
Cartier-Bresson defined the "deci-
sive moment,” he was also defin-
ing an approach to photography
that sought to cast it as an
approach to art-making that con-
tained narrative structure and
order. For both Loengard and
Fulron, there is nothing casual
about the examples they present.

That photographs of war,
destruction, and chaos seem to
dominate in these two books is no
accident, because those occasions
offer the opportunity to photo-
graph life at its most extreme and
dramatic. And what is clear is
that the concept of the “phato-
opportunity,” in which an arrifi-
cial and exploitative shape is
placed on reality, is not a recent
invention of the presidential
image makers. Carl Mydan's
“MacArthur” {l_.ncngard, pp- 134-
135) is as much about
MacArthur’s return to the
Phillipines forty years ago as it is
abour explaiting that return
{actually his second) to achieve

maximum propagandistic and per-
sonal effect.

Finding the dramatic moment
{or the “essence” to return to an
earlier concept) depends on a
belief that reality can be orga-
nized into a coherent and
defining context. It means that
order can be imposed on the flux
of things, people, and events that
are the photographer's subjects. [t
means that photojournalism rells
stories, ereates fictions, puts a
shape on reality, and is no differ-
ent from any other type of pho-
rography. It means finally, that
history, when it enters the world
of ideas, is never finished.

Footnotes

1. Vicki Golberg, “The Bartles for
Truth,” Amevican Photographer,
May, 1989, p. 22.

2. Marianne Fulton, Eyes of
Time: I’ha!njnum.ﬂ.!mn in America
(Boston: Little, Brown and
Company. A New York Graphic
Society Book. 1988), p- 213

3. Fulton, p. 249.

4, Fulton, P 240.

5. Fulton, no page

6. Fulton, no page,
“Introduction”.

7. John Loengard, Life: Classic
P}lnmgmﬂ:s: A Persomal
Imm‘pmr.:.l.l.luﬂ (Boston: Little,
Bﬂi“‘l‘l EII'KJ Comp:ll'l‘r'_ A NCW
York Graphic Society Book,
1988), p. 8.

8. Loengard, p. 8.

9. Loengard, p. 50.

10. Loengard, p. 52.

Ed Osowski is employed by the
Houston Public Library; he also
reviews books for the Houston Post.

HOUSTOM CENTER FOR PHOTOGRAPHY

Ann Chwatsky, from The Man In the Street

VISUAL PLEASURES
AND
CONSTRUCTION
WORKERS

By Wendy Sterbo

Ann Chuwatsky, The Man in the
Street. E. P. Duteon, 1989,
Unpaginated (132 pps approx.),
$19.95.

Ann Chwatsky's Man in the
Street is unhampered by singleness
of purpose or a clear concept. By
trying to be all things to all peo-
ple it minimizes its impact and
thus fails to depict whart
Chwatsky designates the "pleasure
in engaging in a task that results
in a tangible produce that is saris-
fying in a decp-rooted way."

Upon initial examination the
book would seem o be stu_'pul in
objectification ar its crassest and
most superficial level. There are
ample images of unclad torsos and
bulging forearms and stances
which affirm our worst suspicions
{]f [h(.' mar_hn Imﬂgc. |n l‘hl:
Foreword, the photographer
admits to this sense of voyeurism,
to what she calls "a woman's
appreciation for a man's body."
Certainly this is in keeping with
one branch of the feminist school,
which eries for complete equiliey,
including the co-opting of male
gaze, and thus empowerment.
The camera has frequently been
identified as the natural instru-
ment of voyeurism, a concept
used L‘ffl:t[ivc]y in an.‘ll}'scs of
ways in which pha“us, male gaze,
and voyeurism are inextricably
linked in numerous Hollywood
films.

Chwatsky confesses thar photo-
graphic "looking” made her feel as
if she was "entering a man's
Worlll-.- PCI})EJPS 1[ was ]TIT wa'!.' nf
emulating the behavior of the
men in the streets who comment

and whistle at the women walk-
ing by." Yet this very objectifica-
tion undercuts the goals she
claims to have set for her work,
"o create an awareness of people
we see every day yet seldom
notice.” In no way can awareness
be equall:d with objectification,
and although Chwarsky waxes
poctic about "the natural beaury
of the 'everyday' man,” she appar-
r:nti'!,r reveals her more sincere
personal investment later when
she speaks of her childhood expe-
riences watching her father at
wark and the intrinsic character-
istics of workingmen, such as
their forced interdependence,
spirit of camaraderie,and even
their dreams.

There is no doubt that
Chwatsky has an extremely good
eye for image and composition.
Several images are quite striking
in their presentation and organi-
zation. In one striking shot, the
very organic figure of a man is
dwarfed by the geometry and
complexity of the girder construe-
tion that he iz climbing.
Chwartsky also uses construction
works' abundant textures to her
best advantage, playing-off the
fabrics in shirts against the iron
netting and plastered walls that
form the backdrops for her shots.
In one of her best pictures, two
plaster-spattered workers lounge
on an iron fence-railing set before
a 't'l:rrlcauy !ihi:ld[}wl_'{! wa“ T'hl.'
image is lively although the fig-
ures are at rest.

Unfortunately, not all her
“T}fk Exhlbil5 S'Llch EICEI'EI‘ICC.
The quality of the prints is gener-
ally very poor. Dust spots show in
full effulgence. The choice of for-
mat severely limits the effect of
many of the images. Naturally,
the most impressive shots are
]'lrinh:d the |:|lgr_'sr, but the deci-
sion to spread some shots across
double pages has led to crease
lines that bisect the composition
and continuity of the subject.
These pictures are in any case too
large to view at a comfortable dis-
rance and still maintain a sense of

the whole, unless one has the arm
length of an orangutan.

Photographic technique is also
frequently sloppy. Many shots
lack crispness and clarity, while
others confuse by excluding too
much of the work environment
with which the subject is occu-
picd. Far too many shots present
headless workmen, because the
glarl: OF Sun Casts d:ir]( black ]-l.-.ll—
shadows across the top half of the
face. This effect could have been
used intentionally and quite effec-
tively in a work concerned with
the dehumanizing nature of hard
labor; however thar, as we know,
would be another story. Many
shots are underexposed, seeming
to drown in lifeless greys, while
[}'h‘.‘m contain no [Il.'rll-lltl'\'l.' l'.‘li“.'k
Eones. ‘.rl'l[_' Slnlp]ﬂ use (Ij’ [l]l ﬂ-'l.‘h
could have rectified most of these
errors, rendering clumsily backlic
and heavily shadowed subjects
with clarity and detail

One of the most effective
aspects of the book is probably
the workers' own quotes which
serve as captions to the images,
These are to a large extent more
interesting than the images them-
selves. They serve Chwarsky in
pood stead. Several times | found
the intriguing individuality of the
quote drawing me back into a pic-
ture to see if | could see any of the
verbal expression in the physical
one. The common result was that
I n{J:ICEd an Im-'l["'l: Wwas not as h-.l.d
as the dust spots and offputring
format had initially led me to
believe. Reading the caption
reveals the apparent disinterest of
a g]n\-‘r_‘-c];id nllt[{!]u—.‘l[_'l:[i man o
be instead a concern with increas-
ing waste in the construction
business, "When | was a kid dhircy
years ago, | pot pleasure from rip-
ping it all apart. As | got older |
started to appreciate the finished
product.” Suddenly his look
speaks 1o the weariness of age and
the need for accomplishment.

Ultimately Chwatsky has
made both good and bad choices.
She made a good decision in
interviewing and quoting her sub-
jects, but a bad one in choice of
printing and format. The book
would have been much more
enjoyable if the photographer had
made a strong, clear statement of
her purpose. She could have cho-
sen to center on physicality, the
male body from a woman's point
of view, or, In l{i_‘l:l'll.lli: with her
interviews and foreword, she
could have more blatantly pur-
sued a personalized presentation
in a collection of images r_'xcrnp]i-
fying the male construction work-
er in all his variety, degrees of
committedness, and individuality,
Unf:}rmn:atch' the final pm(]ucl s
neither fish nor fowl. Nar is it
simply photos of men in the
streers, bur what it is, is difficult
to determine.

Wendy Sterba is a Professor of Film
and German Literature at the
College of St. Benedict in Saint

Jaseph, Minnesota.
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LETTERS

Seasons of Light

April 13, 1989
The Editor:

The best thing about Peter
Brown's Season's Llle'ght 15 that it
always resists the heavy certitude
of Elizabeth McBride’s review.
“The writing is intended to add
content to the photogmphs."& 5
claims, *and in some ux.‘implc:s it
does.... Bur all oo often these
texts seem to fly away from them-
selves in facile prese,...” [ don't
know if it is ontologically possible
for writing to add content to pho-
tographs. Images, written or pho-
tographic, which are things them-
selves, are also frapments of some-
thing else and signs without a cer-
tain signified. Fragments and sig-
nifiers, as Susan Sontag and
Roland Barthes argue, are free
and ar play, a condition thar for

some of us is their liberating glory.

Peter Brown's book is celebratory
of this condition, always beauti-
fully playful, and, ah! light. Itisa
very intellipent book and often
very funiny, as it attacks in pieces
like “Vermeer Will Be 368 in the
Year 2000" and, especially, “The
Bedreck of God's High School,”
the pretensions Elizabeth
McBride would apparently like to
see pive weight to the work, She
doesn't want to read this book;
\!\L' wanits to pn_"(.liht: fln(}['h(_'r.
And if “You've got to bleed on
the page” is not a writing-work-
shop cliche, | don't know what is.
The Donald Barthelme [ knew
never used clichés. Meither does
Peter Brown.

Sincerely,
Terrence Doody
Professor of English
Rice University

11 April 1989

When the Seasons of Light port-
folio was puhh:ihl_'d, 1 was very
envious, Mast of us want to have
done something of that quality, to
say nothing of the monumental
rask of doing it, getting it done,
finished! There it is...out there!

My wife and | later became
owners of one of these fine pack-
ages. Therefore, [ could go to it
when | desired, give it some time,
receive, imagine from it, get with
it!

When the portfolio was pub-
lished this year in book form and
signing night came around, we
Were out (]( T]'“.' Elty. Slnc\' we
had one of the original edition |
was slow in perting around to the
printed book — until, in facr, |
read Elizabeth McBride’s SPOT
coverage.

Afrer reading whar Elizabeth
wrote about it, | wanted to see it
and especially read “Poems and
Essay by Denise Levertov." Sol
got a book and read ir, and
b!:::.'lmn: CVen more ¢n\-'il:]l|$.

What Levertov did for me was
wonderfully describe the rc.'ading
of pictures, photographs, the pro-
cess of seeing, receiving, re-see-
ing
I would highly recommend this
book to those who do not know
how to be with photographs, to
those who've only glanced while
walking, o all of us who need
meditation stations (because

Seasons of Light is full of them ).
The Levertov work 15 also COf-

Pater Brown

rectly positioned in this book for
me. She openly writes how she
fele about the task she was given,
her doubts, erc., then goes about
the very innovative process of
giving to and receiving from the
images. Given time, cach viewer

has always the opportunity of giv-

ing what has been seen another
dimension. This work of
Levertovs placed at the end of
the book causes me to stare all

aver at the front again, to discov-

er what more | can find.

]’:“‘. 11 h.'l‘i hﬂlpf_‘d mea ]i[[tc o

write this down, but I'm still envi-

DS,

Charles Schorre

' BOOKS RECEIVED

The fellowing books have been
recently received and are available
for HCP members to examine in
the HCP Library:

] Abbotr, Berenice. Berenice

Abbott: Masters of Photography
Series, No, 9 (New York:
Aperture, 1989)

Adams, Robert. To Make it
Home: wam!"l'l‘.lj‘hllj of!fae
American West (New York:
Apeture, 1989)

Allard, William Albert. The
Photographic Essay, American
Photography Masters Series with
an intreduction by Sean Callahan
(Lictle, Brown and Company,

1989)

Andreyev, Leonid. l"hr]mgmphs
by a Russian Writer-an wndiscov-
ered portrait of pre-revolutionary
Russia, edited and introduction by
Richard Davies with a forward by
olga Andreyev Carlisle (New
York: Thames and Hudson, Inc.,
1989)

Ballerini, Julia (ed.). Sequence
(com) Sequence (New York:
Aperture, 1989)

Bunnell, Peter C., with Maria B.
Pellerano and Joseph B. Rauch.,
Minor White: The Eye That
Shapes (Boston: Princeton
University Art Museum, in
Association with Bullfinch
Press/Little, Brown and Company,

1989)

Burrus, Hari. 1 Do Not Sleep with

Strangers: Confessions of a Tennis
| Pro (Houston: Black Tie Press,
1987)

Carter, Keith. From Uncertain to
Blue (Austin: Texas Monthly
Press, 1988)

Chwatsky, Ann. Man in the
Street (New York: E.P. Duton,
1988)

Demarchelier, Patrick. Fashion
Photwography, American
Photography Masters Series, A
New York Graphic Society Book
with an intreduction by Sean
Callahan (Little, Brown, and
Company, 1989)

Evans, Walker. Walker Evans:
American Photographs ( Boston:
MOMA/Little, Brown, 1988)

Feininpger, Andreas. Mature in
Miniature (New York: Rizoli,
1989)

Fulron, Marianne. F,«; of'ﬁme;
Photojournalism in America
{Boston: New York Graphic
SocietyfLittle, Brown, 1988)

Howard, Billy, with an introduc-
tion by Lonnie D. Kliever.
Epitaphs for the Living: Words and
fmugcj in the Time nf AlDS
{Dallas, TX: Southern Methodist
University Press, 1989)

Hurth, Robert & Sheila Hurrh.
Pro Techniques of Wedding
Photography (Los Angeles: Price
Stern Sloan, Inc., 1989)

Janis, Eugu:nia P and Max Kozloff,

Vanishing Presence (New York:
Rizzali, 1989)

Kenna, Michael. Night Walk,
with an introduction by Jerome
Tarskis ( Albuquergue, NM:
University of New Mexico Press,
1989)

FORGED
:?-:”-m]'"’"%lllll

Kismaric, Carole. Forced Out:
The Agony of the Refugee in Our
Time, with commentary by
William Shawcross, co-published
by Human Rights Watch and the
]. M. Kaplan Fund (New York:
Random House/W. W. Norton &
Co./William Morrow &
“o./Penguin Books, Ltd., 1989}

Lloyd, Barbara. The Colors of
India {London: Thames and
Hudson, 1988)

McAuley, Sheer. Sign Language:
Contemporary Southwest Native
America, with an intraduction by
N. Scott Momaday (New York:
Aperture, 1989)

Publishing
Conference

1st FotoFest

Book Project Award

FotoFest ‘90
Houston, Texas

Marrin, Richard and Harold
Koda. Jocks and Nerds: Men's
Style in the Twentieth Century
(Mew York: Rizzoli, 1989)

Pfahl, John. Arcadia Revsited:
Niagra River and Falls fron Lake
Emie to Lake Ontario, Essays by
Estelle Jussim and Anthony
Bannon (Albuquerque, NM:
University of New Mexico Press,
1989)

Ponsold, Renari. Eve to Eye: The
Camera Remembers (Mew York:
Hudson Hills Press, 1988)

Rarrazzi, Priscilla. Best Friends,
with an introduction by Giovanni
Agnelli (New York: Rizzoli,
1989)

R.‘lynmnd, Lila. Rewrﬂmg LJght_
with an introduction by Mark
Strand ( Boston, Toronto,
London: Little, Brown and
Company, 1988)

Rossi, Guido Alberto, with text
by Franco Lef evre (New York:
Rizzoli, 1989)

Sau\'{'"l, D:iphnt‘ JL' 5.'IlnI. T}IE
French Touch {London: Thames
and Hudson Led., 1988)

Smith, Joshua P, with an intro-
duction by Merry A. Foresta.
The Photography of Invention:
American Pictures nflfm 198s
(Washingron, DLC.: Martional
Museum of American Arr,
Smithsonian Institution)

Weston, Edward., Edweard
Weston: Masters of Photography
Series, No. 7 (New York:
Aperture, 1989)

Willis-Thomas, Deborah. An
Hhustrated Bio-Bibiography of
Black Photographers 19401988
(Mew York: Garland ]’L!Hlﬁhing,
1988)

iR Print

Publishing Conference
Feberuary 23, 24 & 25 1880

A three-day Pubfshing
Conlerence for photographers
interesied in print as a wehicke
lor the dissemination of
images and ideas will be part
+ of the program at FoloFast
‘60, The international Mo
of Photography, scheduled to
s1art in Housion on

February 10, 1980,

For submission guidelings and
information write 1o

FoloF as1 B0=-Publishing
Confarence

4200 Monirose  Suite 370
Hauston, TX 77006

712,522 9766
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SONME OF HOUSTON’S
VMIOST CREATIVE PEOPLE
READ SEVEN ONE THREE.

MAGAZINE

SUBSCRIBE.
DO IT NOW.

529-3500




Keith Carter

Robert Dawson

George Krause

HOUSTON
CENTER
FOR

PHOTOGRAPHY

(ijLECTORS’

PRINT PROGRAM

Work by the following photographers
will be offered beginning this Fall as
membership benefits for those joining
HCP or renewing their memberships in
the Special Membership Categories.
For more information, call

(713) 529-4755.

Vin Borrelli
Keith Carter
Robert Dawson
David Graham
George Krause

Lorie Novak

1441 West Alaboma Houston, Texas 77006
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