SPOT./A PUBLICATION OF THE HOUSTON CENTER FOR PHOTOGRAPHY SPRING 1989 $2

RApONVA UADALUPE RAMIRE 2

Some anip
broke thy
ﬂn‘ts "-n
JL!I'P hep
oy\”'-'-" gk'— I}ul
t IH"":.J duﬁ"
hevt bet™ o feeep
ke ’w
baby,
7000
£S5
posi8*
¢ 10
CHﬂlS .“&\Bﬂ‘p
wl""s&
P (i
?f;q_@' f.;oﬂ
| pyd
%b"\ ; r
| oVt
LadY Vs
aqe 96 | E:‘-‘*
N.:ie
Congerd § 5o
-1-0 ||G'- Lt\-?
w to ke
mexico Wb
she P'l.m‘.f..
wes l\'lt 35
harpY IS
with |
AR
.'“_r,t.. E

To Wy  Mhood WRighborhoed iw PASAOENA, TX  “0

Ben DeSote, Romona Gwadalupe Romires, 1980

THE LEGACY OF WITKIEWICZ, BY JOHN JACOB

PAUL VANDERWOOD: PICTURE POSTCARDS AS HISTORICAL EVIDENCE
GALASSI'S CARTIER-BRESSON: THE (RE)CREATION OF A GENIUS
EXHIBITS: GALLERY X /BEEFCAKE/BADEN/ROSTEN,/MITCHELL
BOOKS: PETER BROWN/KEITH CARTER/CLIFT/NIXON

JAPANESE HIGH FASHION /PROFILE: BEN DESOTO



BENTELER-MORGAN GALLERIES

Fine Art Photography

4200 Montrose, Suite 350
Houston, TX 77006/ 713-522-8228

wWe
A Little Cafe

Out of the Way
Serving a personal cuisine,

i

- Open Tuesday thru Saturday - Lunch 11:30-2:30 -
Little Bites 2:30-6:00 - Dinner 6:00-10:00 Tuesday
thru Thursday, 6:00-11:00 Friday & Saturday
Wine List - Wine by the Glass - Carry Out Cuisine
Full Bar with Espresso - 528-2264

1708 Sunset Boulevard - Houston, Texas 77005

Serving Houston
Professionals for 30 years!

Houston's Largest Professional Lab
B Ektachrome Processing

® Custom B&W and Color Printing
| Quantity Printing

B Kodachrome Service

| Slide Duplicating

B FREE Pickup and Delivery

Photographic
Processing

2122 E. Governor's Cr
688-4488

3921 Richmond
850-1685

CONTENTS

SPRING 1989

VOLUME Vil

COVER

Ramona Guadalupe Ramirez, 1980, by Ben DeSoto.
From the exhibition A Stitch in Time Saves Nine?
at HCE.

FEATURES

The Legacy of Witkaecy, by John P. Jacob

Polish phatographer Stanislaw Witkiewicz obsessively
sought the “mulitiplicity in unity” of his own complex
personality.

The Picture Posteard as Historical Evidence,
by Paul Vanderwood

Photographic postcards from along the Mexican-
American border tell their own story about U.S.
attitudes to the Mexican Revolution and World War 1
preparedness.

EXHIBITIONS

The Uses of Skies and the Passage of Time,
by Joan Seeman Robinson

Geoff Brune, Keith Carter and Rick Dingus explore
sky-less and personal terrains.

Portrait of the Photographer as a Young Man,
by Stephen Small

Peter Galassi goes overboard in arguing for the
artistic genius of the early Cartier-Bresson.

Putting the Context in the Picture,

by Roberto Cofresi

In Baden | Mitchell | Rosten, three phntngraphers
construct new contexts for familiar genres of
photographs.

Camera Futurus, by Joseph McGrath
HCP opens its new Gallery X with a show of ambitious
architectural plans for expansion.

Beefeake, by Ed Osowski

Roger Rutherford’s photographs of male nudes find a
strangely appropriate setting in an athletic club in
Houston.

BOOKS

Come as You Are, by Erwin Ferguson
Japanese high fashion garbs romantic peasants in
SUHOF?ICIFHEJ Snm}muma.

Two from Texas, by Elizabeth McBride
Works by Peter Brown and Keith Carter are showeased
inhandsome new books fom regional presses,

States of Living, by Ellis Vener
Nicholas Nixon takes a close and objective looks at sis-
ters,old people, and others in Pictures of Peaple .

Uneven Places, by Stanley Moore
William Clift's Certain Places include atmospheric
landseapes and more.

DEPARTMENTS

Messages
Profile: Ben DeSoto, by Julie Lee
Books Received

Reflections: Olive Hershey on Janice Rubin's “Cousins”

STAFF

Editor: Cynthia Freeland

Design: Jim Tiebout

Contributing Editor: Jean Caslin

Interns: Monica Chau and Angela Perkins
Advertising Sales: Stephen Peterson

Typist: Inge Larrey

Writers: Roberto Cofresi, Erwin Ferguson, Cynthia
Freeland, Olive Hershey, John P. Jacob, Julie Lee,
Elizabeth McBride, Joseph McGrath, Stanley Moore,
Ed Osowski, Janice Rubin, Joan Seeman Robinson,
Steven Small, Paul Vanderwood, Ellis Vener
Printing: Drake Printing

Halftones: A's Colour

11

12

19

16

20

21

21

3
14
22
23

SPOT/SPRING 1989



MESSAGES

I confess that, as a fan, [ found it hard to have a reasoned re-
sponse to the exhibition Diamonds Are Forever: Artists and
Writers on Baseball, currently on view at the Museum of Fine
Arts, Houston. Especially back in January when the show first
opened, it offered such rich escapist pleasures: the lush green
fields and sunset tints of Joel Mereyowitz's stadiums; the intense
spurt of energy in Mauro Altamura's blurred baserunner; the
uncharacteristic cheeriness of Lewis Hine's shot of a 1909 stick-
ball game in a Boston alleyway.

Tom Seaver was on hand to open the exhibit; he discussed
mostly baseball, not art. The well-known pitcher was also fea-
tured in Annie Leibovitz's American Express advertisement for
the show (which American Express sponsored). The Leibovitz
photo was nof included in the exhibition; Seaver's visage turned
up instead in an Andy Warhol acrylie/silkscreen. Despite the
Museum’s openly avowed aim of being "popular” and attracting
new viewers, this show instituted and maintained a strict line
between "high art” and the pop iconography of baseball: no base-
ball card images here, no Sports Iilustrated reportage, no notori-
ous Jim Palmer underwear ads—which to my mind would have
paired nicely with Warhol's Seaver and Nickolas Muray’s Babe
Ruth, or—even better, with Eric Fischl's "Boys at Bat," a disturb-
ing image of a small boy awed by a large—and entirely
naked—slugger. (The Fischl, by the way, was in the catalogue,
but absent from the show—inappropriate for family viewing?)

When I visited on one recent Thursday (the Museum's free
day) the biggest crowds weren't viewing baseball images; 100 or
so children were instead taking in the exhibit of contemporary
seulpture Inside (Outside with an cbvious relish which threat-
ened to spill over into acts of intervention (to the consternation of
anxious guards). Included in Inside/Qutside were Donald Lip-
ski's bizarre reassemblages of familiar objects: corncobs, old tele-
phones and crystal balls, bits of wire, matchsticks, envelopes,
pipes, ...and, yes, even a baseball, preserved forever in wasx,
hanging from the wall in a steel ladle.

Baseball turned up too at HCPE, in a beautifully executed shot
of sunlight reflecting off Steve Garvey's bat as a ball approaches
for hard contact—one of David Rosten's photographs about gen-
res of photography included in HCP's sesquicentennial celebra-
tion exhibit Baden /Mitchell { Rosten. Instead of elevating base-
ball to the level of "art,” Rosten treats "art” (take-offs on Atget,
Man Ray) exactly on a par with other genres of photography—the
kitschy, useful, familiar, or arousing images of the science jour-
nal, greeting eard, or porno magazine. As reviewer Roberto
Cofresi remarks about this work below, one of its strongest effects
is to show how the gallery “flattens” images. The same point can
be made about work by the other two photographers, Michael
Mitchell and Karl Baden, included in this show. Mitchell's con-
ceptual series of studio-shot family portraits (he played no role in
creating or selecting the images) puts another kind of popular im-
agery into the art gallery for our consideration. Baden playfully
deflates pretensions of medernist histories of Master photogra-
phers. One target of his sometimes wicked recompositions is
Cartier-Bresson; for a different sort of deflation of modernist pre-
tentiousness about Bresson, see Stephen Small's review, this is-
sue, of Peter Galassi's recent rewriting of the photographer's
early history.

Baden's series, Sex, Death, and the History of Photography,
surveys fetishises about bodies and sexuality, drawing ironic at-
tention to imagery of war and violence treated "objectively” and
"artistically.” In this issue of SPOT we include a study of a dif-
ferent sort of war imagery; San Diego State Professor of History
Paul Vanderwood writes about “The Picture Posteard as Histori-
cal Evidence." Discovering and reassessing imagery that is non-
artistic, familiar and “subjective” is one specialty of contemporary
social historians. In posteard portraits from the period of the
Mexican Revolution, young boys, revolutionaries, look hauntingly
out at us, condemned by their captions as "captured, then execut-
ed." Other disturbing posteards represent executions arranged
for the camera’s benefit, or dead Mexican bodies overwritten with
nasty anti-"greaser” messages.

Relatively unexplored historical terrain of revolution and the
threat of war also form the backdrop for the work of Polish pho-
tographer Stanlislaw Witkiewicz, discussed in John Jacob's arti-
cle, “The Legacy of Witkacy.” In a country itself constantly under
siege, Witkiewicz searched obsessively for his own "personal
essence.” He had himself repeatedly rephotographed, adopting
different guises, personalities and national identities. His project
forms a strange sad complement to Mitchell's series of family por-
traits: the hopeless search for some iconie marker, an idealized
statie Truth about personality or family.

(11

SPOT here begins coverage of HCP's new small Gallery X,
dedicated to regional, emerging, or experimental artists and new
approaches to photography. By contrast to exhibits focused on
“high” vs. “low” imagery, revisionist art histories, or fruitless pho-
tographic pursuits of essences, the two inaugural shows in
Gallery X dealt with photography in its immediate community.
Visions of the Future presented an array of large-scale architec-
tural plans and models for HCP's expansion; reviewer Joseph
MeGrath examines how these designs embodied conceptions of
the role of the gallery in its neighborhood. A Stitch in Time
Saves Nine? presented works by Earlie Hudnall, Jr. and Ben
DeSoto concerning the breakdown of the urban community. On
the floor of the small square room was Earlie Hudnall's old patch-
work quilt; this much-worn, familiar, and literally flat object be-
came a site for reflection. I thought about how two male photog-
raphers saw community in terms of the "feminine” metaphors of
sewing and quilt-crafting, and reealled also Jesse Jackson's ex-
tended patchwork quilt metaphor for community at last sum-
mer’s Democratic National Convention. The photographs were
jammed in together and unevenly hung in three tiers, so that
they created their own conditions of “urban™ crowding. The in-
tent (and effect) was not to distance and flatten but (in DeSoto's
words) to “aggravate.”

Cynthia Freeland
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THE LEGACY OF
WITKACY

By John P. Jacob

A tone of critical self-knowl-
edge has been heard in Polish
literature since the publicists
and preachers of the golden
age (the period of the Polish-
Lithuantan Commonwealth,
1492-1572)... and it continued
right up to Stanislaw Ignacy
Witkiewicz’s “Unwashed
Souls™ and Witold Gombrow-
icz’s "Transatlantic...” Desper-
ate, angry, it fmqueni’f}' £x-
ceeds a just measure and is not
sparing in the most painful of
epithets: ‘peacocks and par-
rots,” ‘a nation of idiots,” ‘Pol-
igh immaturity. But it is
splendid. It is an unusual
case of courage in self-analy-
sis, and the absence or silence
of that veice in Polish culture
would have impoverished i,
The Russians find it highly

amazing. '

Ewa Franczak Sicfan Okolowicz

Przeciw Nicosci

Fotografic Staniskawa Ignacego Witkiewicza

Book Cover, Stanislaw Ignacy Witkiewicz, sell-porirail, Tokepane, 1912-1914,

Poor Witkacy. He suffered
from metaphysical boredom.
Stanislaw Ignacy Witkiewicz
(1885-1939), painter, writer,
philesapher, photographer,
lived and worked in Poland.

He wanted to kill himself, but
was unable to rely on anyone to
carry forth his philosophical in-
quiries. Instead, he invented
alternate personalities, many
of whom suffered early death
for him. Witkiewicz recorded
the characteristics of many of
these personalities in an exten-
sive series of staged photo-
graphie self-portraits.

Przeciw Nicodei, Fotografie
Stanislawa Ignacego
Witkiewicza (Against Nothing-
ness, Stanislaw Ignacy
Witkiewicz's Pho{ogrup.‘gsj‘ pub-
lished in Poland in 1986 follow-
ing many years of preparation,
is an extraordinary documenta-
tion of the artist's photographic
work. Divided into two see-
tions, the book presents a
small selection of the few origi-
nal prints made by Witlkiewicz
which survived the Second
World War, and a much larger
selection of photographs made
of Witkiewicz. The first group
of photographs, most of which
were made durjng Witkiewicz's
youth, represents the artist's
interest in photography as a
tool for the painter.

Witkiewicz's early pho-
tographs are dominated by for-
mal landscape and portrait
studies. Especially interesting
are those made following an al-
teration of his camera. “For
two weeks now [ have had a
camera to which Helman has
attached that lens by means of
a water pipe,™ Witkiewicz
wrote in 1912, The alteration
enabled him to make extreme
close-up photographs, eliminat-
ing unnecessary details from
the photographie frame.
Witkiewicz believed that the
eyes were the “mirrors of the
soul,” :hr{augh which the
essence of the “Particular Exis-

tence” could be captured. In
the series of portraits made us-
ing his close-up lens, twelve of
which have survived, the sit-
ter's eyes are always the center
of the image, more often than
not illuminated with dramatic
side lighting. The techniques
of extreme close-up and focus
on the eyes continued to play
an important role throughout
his life.

Witkiewicz's early photo-
graphic studies indicate clearly
that he had little faith in the
capacity of the single image to
convey the essence of the thing
or person photographed:

What was characteristic of
Withacy's way of taking pho-
tographs were whole series of
pictures aiming at better pene-
tration {o the essence of a mo-
tif. Some of his series repeated
the same topic, hence his series
of locomotives, roads, trees,
streams, mountain motifs efe.
Some other series consisted in
taking photographs of the
same locomotive "with smoke”
and “without smoke,” or from
various places, from many
“points of view,” e.g. portraits
of his father seated in the same
pose, first 3/4 of the whole fig-
ure, then the other photo-
graphic portraits: head in pro-
file, head en (sicffnce, and a
close up of the face, etc.”

Witkiewicz's staged self-por-
traits, which form the larger,
second part of Przeciw Nicosi,
go beyond his early work with
photographic series to explore
the “Particular Existence” as
“multiplicity in unity.” “We can
imagine the existence of per-
sonality only as multiplicity in
unity or vice versa,” Witkiewicz
wrote in Principles and State-
ments Implied by the Notion of
Existence, his major philosophi-
cal work. “There must be a
multitude of different essences
in the existence of even the
most rudimentary personality
so that this unity could exist as
a unity as such, and not any

other personality, filled with
such, and not any other,
essences.™ With the help ofa
host of friends and assistants
playing minor roles and operat-
ing the cameras, the multiple
personality that Witkiewicz set
out to explore was his own.

As Russia’s immediate neigh-
bor to the west, Poland has
served for centuries as an en-
try way into Russia for foreign
influences. At the same time,
Poland’s own history has re-
peatedly been impacted and
overwhelmed by czarist and
later on by Soviet expansion-
ism. As a result of this mutual
interaction, Poland has
emerged as one of Russia’s tra-
ditional adversaries. The rela-
tionship between the two na-
tions is characterized by
Poland’s opposition to authori-
ty and by the growth of a pow-
erfully nationalistiec self-identi-
fieation. By the end of the 18th
century, the territory of Poland
had been almost entirely an-
nexed by the Russian, Prussian
and Austro-Hungarian em-
pires. The Poland into which
Witkiewicz was born in 1885
was still ravaged by the disas-
trous 1863-64 rswniuljon,
which had been led by Polish
gentry against Russian domi-
nation.

The dominant trend in photo-
graphic production in early
20th century Poland was picto-
rialism. Jan Bulhak, a propo-
nent of pictarialism who oper-
ated a phowg‘l‘uphic workshop
in Vilnius, developed the con-
cept of "native photography,”
claiming that a photograph can
“express the nation’s vital fea-
tures in the same way that oth-
er arts express them.™ The pie-
torialist trend, as expressed by
Bulhak, sought to reject the
mechanical qualities of photog-
raphy, by rendering the photo-
graphic image closer in expres-
sive quality to the painted im-
age. “We must look for an ideal
in painting, for patterns and
graphics, and must preserve
this approach in photography,™
he wrote.

Witkiewicz's father, an ama-
teur photographer himself, en-
couraged his son's early explo-
rations of photegraphy. Break-
ing with the commeon pictorial-
ist belief that the mechanism
of the camera inhibited true
artistic expression, Witkiewicz
Sr. wrote in 1903 that “when
the camera has achieved such
perfection that it has simply
become a part of man’s nervous
system, phnmgruphy becomes
merely a more perfect and
maore prompt brush or pen.™
Witkiewicz Sr. held that it was
precisely photography’s techni-
cality which enabled the artist
to discover relationships be-
tween objects previously
unimagined, and therefore un-
paintable. Phetography was
unique and valuable not only
for its own properties, but for
offering to the painter who un-
derstood it a “more perfect
memory.™

Witkiewicz was primarily a
painter of people. His earliest
use of photography was closely
related to his work with paint-
ing, although many of his pho-
tographs of eminent friends,
such as Bronislaw Malinowski
and Arthur Rubinstein, are
considered among their finest
portraits. Witkiewicz believed
that the portrait must pene-
trate the psyche of the sitter.
To accomplish this, he made

multiple photographs of the sit-
ter from different angles.
Witkiewicz also experimented
with narcotics. Accompanying
the artist's signature at the
base of his works, a coded se-
ries of letters and numbers in-
dicates the drug or blend of
drugs ingested prior to the sit-
ting.

Witkiewicz also portrayed his
friends in his writings, such as
the autobiographieal 622
upadki Bunga czyki demonicz-
na kobieta (622 Falls of Bun-
go, or A Demonic Woman). As
Stefan Okolowicz observes,

It is interesting to compare the
photographs of those

people... with their vivid and
expressive descriptions in the
novel. However, if we include
into this comparison also char-
coal sketches of the same peri-
od, it becomes apparent that
the fl'lerﬂry means of expres-
sion and pastel portraits are
maore efficient than photogra-
phy in recording an intuitive
vision of the portrayed person.®

After 1914, Witkiewiez appar-
ently lost interest in the photo-
graphic portrait. He continued
to experiment with "portraits
of the soul" using pastels, and
relying on intuition and clair-
voyance for entry into the psy-
che of his sitter. He came to
believe inereasingly in his own
magical powers and his ability
to influence everything, from
other people to the weather.
Witkiewicz never gave up the
use of extreme close-ups in his
portraits, however, and he con-
tinued to use other techniques
learned from his experiments
with photography, often bring-
ing multiple images of his sit-
ters together on the painted
surface. Although he had
stopped using a camera, he re-
ferred to portrait sittings as
taking someone “by the cam-
era,” and invited sitters to visit
the "Portrait Firm of Stanislaw
Ignacy Witkiewiez™ with the
printed slogan, "Come for a
camera, and I will paint you a
portrait.”

Tomorrow I shall celebrate
the day of my late double
Stanislaw of sacred memory, 1
wish he were completely forgot-
ten by the next year, fgﬂacy
Witkiewice [T May 1912].

An iron mask will cover the
childish face of Ignas of ald.
Maciej will be born. Most hor-
rible of the whele company...[27
January 1912].

And so I am on the verge of
madness for the first time... [
can feel madness clearly and
am terribly scared... A little
pile of drawings is all that will
be left of me. But if I survive it
I shall be this third person in-
r.l'eed—Maca'ej fof my own
might] [February 1913].

I must steel myself against
life which is becoming more
and more ltke the truth of my
thinking about it. HORRI-
BLE... Witkacy [17 April
1913].%

Witkiewicz is dead, long live
Witkacy. In 1913, according to
his letters, Witkiewicz discard-
ed his burdensome former self
and embarked upon a long suc-
cession of alternate personali-
ties, primary among which was

SPOT/SPRING 1989



Witkacy. Witkacy believed that
the unity of the "Particular Ex-
istence,” the random combina-
tion of essences that is the
foundation of the individual
personality and its particular
limitations, was the source of
"metaphysical anguish." He
believed, too, that "metaphysi-
cal feelings” were not felt by
most people, who are too

caught up in the tasks of daily
life for the contemplation such
feelings require. A work of art,
therefore, must be stimulated
by metaphysical feelings, and
must enable the artist to trans-
form everyday reality into
"Pure Form:"

The essence of art consists in
creating formal constructions

HOUSTON CENTER FOR PHOTOGRAPHY
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Bronistawa [Nukiewicz with her davgbiers Janing and Wands, phetograph by 51. 1. Witkiewicz, Zakepone, co. 19112,

and not in imitating inciden-
tal and chaotic elements of na-
ture. Withacy recognized some
ather forms in painting, for in-
stance those that did not meet
the requirements of Pure
Form, but he did not consider
them as art; in such cases real-
istic painting was just paing-
ing, not more... it had nothing
in common with true Art creat-

ed by metaphysical feelings
alone™

Similarly, the artist is re-
quired to transform the daily
events of his or her life, to
“compose” events. “It is not
enough to exist simply, non-re-
flectively, passively, negative-
ly,” Witkacy wrote in Narkoty-
ki, Nl'emy.!e dusze (Narcotics,
Lost Souls). “Itis necessary to
manifest one’s existence more
clearly, against the background

of possible death and surround-

ing nothingness.”™ To alleviate
his metaphysical boredom,
Witkacy created an ongoing
"theatre of life” of which he
was the director and principal
actor:

The "theatre” in which Witka-
cy's personality achieves real-
ization and which works with-
in the [imits set up by Philoso-
phy and true Art, consists of a
number of his activities, both
insignificant everyday events
and those connected with art
and directly related to creativi-
ty... Among them: the atmo-
sphere of narcotic séances and
experiments in drawing under
narcotic influence, the ritual
connected with the Portrait
Firm and its imaginary em-
ployees... creating a specific
and odd almu#phen! around
himself by his excentric [sic],
shocking and unusual be-
haviour... attaching special
significance to "normal” every-
day activities and surrounding
them with a singular atmo-
sphere... granting titles and
diplomas for nonprofessional
but good drawings, such as the
Great Sash of Pure Form...
And finally: collecting and
demonstraling various curiosi-
ties and unusual objects... Pil-
sudski’s cigarette-end, Rita
Sacchetto’s garter, someone’s
dried appendix... He also had
a collection of walking-sticks.®

In his theatre of life, Witkacy
created dozens of characters.
Among his numerous pseudo-
nyms, several appear to have
possessed particular signifi-
cance. The Portrait Firm of
5.1. Witkiewicz, for instance,
run by "the Master and
Beloved Director,” employed
Chief of (Civil) Secretariat
Witkasienko, Cash Clerk
Witkasinski, General Secretary
Witkaze, and Errand Boy
Witkasik vel Witkasienko. Ac-
cording to the Firm's list of reg-
ulations, upon completion of a
portrait, the customer was sent
by the Master to the cash desk.
There, the master, with a new
name and title, appeared to
collect his payment. The cus-
tomer was then sent to the
packing department, where the
master again appeared, this
time as the packer, bundling
the portrait and giving advice
on framing.

In the late 1920's, long after
he had set aside his camera,
Witkacy is reported to have
said to artists Marian and
Witald Dederko, “You work in
photography, I play with it."*
Photography came to play an
inereasingly important role in
Witkacy's theatre of life as he
developed alternate personali-
ties, or doubles, and enacted
their characteristics before the
CAMEeTr:H.

How far was it all removed
from Witkacy's aims and
achievements in photography
before 1914! His first photo-
graphic studies examined na-
ture, tried to expand the
knowledge about man and na-
ture, and recorded external
phenomena. Yet in the pho-
tographs taken in the 1930
Withiewicz had ceased to play
with the camera and began to
play with himself, while the
camera served only for record-
ing his artistic ideas. This
game resulted quite unexpect-
edly in mut’!ipfying hiz photo-
g’mp-’ll'c selves: Pmﬁ!_wsnr Pul-
verston, Lord Fitzpur, Stanley
Ignacio Witkacy, Mahatma
Witkac, Uncle from California,
Tovarisch Peresmerdiov, cap-
tain of the Podhale Rifles, cow-
boy, judge, robber, lunatie,
vampire, and dozens of other
impersonations which cannot
be clearly defined.™

Humorous and satirical, the
personalities which Witkacy
enacted for the camera were il-
lustrations of the artist’s philo-
sophical beliefs, based in an ex-
ploration of the multiplicity of
his own Particular Existence.
Finally, however, there is no
knowing which of the charac-
ters were, for Witkacy, expres-
sions of his "essences,” leaving
only the assumption, natural
as it may appear, that "all of
them in their variety define
this unique 'Particular Exis-
tence.”™ We do know, however,
that “'it.kslcy continued to have
himself ph otographed, and to
collect the photographs of him-
self ina Sputiu] album, until
his death in 1939.

Witkacy's obsession with pho-
tographs of his ewn face would
seem to be related to his belief
that a portrait must reveal the
psyche of the sitter, that the
eyes are the mirror of the soul,
"The use of photography by
Witkacy... was to 'really’ steal
away some part of his person-
ality until—through different
interpretations of various ap-
parent identities—it was to en-
able him to reach the point
where the "Sl-!p.uruu‘ Being”
[i.e., the "p:'lrtir_'ulslr Existence”]
would risk self-destruction .

Witkacy believed that the
camera simultaneously re-
vealed and stripped away the
layers of personality to reveal
the "essence” of a being. Like
his father, he believed that the
camera provided the artist
with a “more perfect memory,”
an already creative vision en-
hanced by the capability of cap-
turing the previously unsee-
able moment. “Itis only the
lens that gives the image-
s—which is able to ‘dig out’
from the bottom of our subcon-
scious this desire to replace an
object with something more
than an imperfect copy, a new
abject, free of temporal circum-
stances,™ he wrote. What is
disturbing about Witkacy’s self-
portraits, therefore, is not so
much the futility of his faith in
the camera as the way that he
positioned himself before it.

According to descriptions,
Witkacy was an “entirely trag-
ic” man, troubled by metaphys-
ical boredom and angered by
those he considered incapable
of experiencing “metaphysical



feelings.” Nevertheless, the
self-identities that he chose
when representing himself to
the camera often depicted him
as precisely the sort of charac-
ter 'J'!i'l'n. .E'IE' !i{'ﬂn'l?[i. |n 1E'I[]5-P
characterizations, “'111(.'1(‘}' ap-
pears to defy the camera to do
its work on him, to reveal his
true “essences.” His collection
of self-portraits thus appears to
constitute more an assemblage
of performances than the reve-
lation of a particular presence.
It appears possible that Witka-
ey realized, by taking advan-
tage of an assortment of cultur-
al stereotypes, that it is often
easier to represent to the eam-
era what one is not than to rep-
resent what one is.

The “mask of self-irony” that
“r'l"itkn.cy wore in such represen-
tations, which was not himself,
was nevertheless “something
quite natural—it expressed his
generally critical attitude
which did not spare his own
person.”™ Neither did it spare
the art, tradition, or the histo-
ry of Poland. Especially,
though, Witkacy’s criticism was
directed toward the “deprecia-
tion of values in the West,
and... features of the October
Revalution ™

Using the contrasts afforded
by such cultural representa-
tions, Witkacy sought the rep-
resentation of an elusive self
which exists, but which cannot
be captured in a single image.
Through the physical enact-
ment of specific characteristics
he discovered that the individ-
ual's “essences” may be frozen,
one at a time, by the photo-
graphic frame. Finally, how-
ever, only the isolated
“essences” and not their “multi-
plicity in unity” are knowable.

Witkacy's collection of self-
portraits must therefore be
seen as a monumental and
highly self-critical study of the
implicit possibilities and im-
possibilities of the portrait aes-
thetic. Because they fail to
reach any conclusion, however,
and because they make the
mistake of taking cultural rep-
resentations to be psychologi-
cal portraits in their search for
“easences,” Witkacy's collection
of self-portraits ultimately ap-
pears incapable of achieving
the level of self-realization that
the artist desired. Although
Witkacy has taken eontrol of
the means of self-representa-
tion in his photographic autobi-
ography, he has allowed the
text of his story to remain fully
determined by others. Per-
haps, given the absolute *Pol-
ishness” attributed to his work
by other Poles, it was an irony
(reflecting the right of Poles to
write their own histories, even
though any accurate history of
Poland would have to be writ-
ten largely in terms of foreign
domination) that he was fully
aware of.

Iv.

I am a chap so wonderfully
organized in spite of the horri-
ble externfal chaos]... that it
will be a pity indeed when
such an organization dies pre-
maturely... I shall ery dying,
“Oh what an organization
dies,™

Milan Kundera has written

wsed by Witkiewicz).

that “in Poland the great trini-
ty of Witold Gembrowicz,
Bruno Schulz and Stanislaw
Ignacy Witkiewicz anticipated
the European modernism of
the 18950°s.™* Of these three
only Gombrowicz survived the
Becond World War., Schulz died
in Auschwitz in 1942, Gom-
browicz, who had departed on a
voyage to Argentina shortly be-
fore the outbreak of war, never
returned to Poland, although
he continued to write about his
hemeland for the rest of his
life. On Septemher 17, 1939,
while running from Hitler’s
troops, “"'ltkacy heard of Stal-
in's invasion of Poland from the
East. With nowhere to turn,
Witkacy committed suicide.

In Poland, a land where unity
has been disrupted and self-
identification denied for cen-
turies, Witkacy's photographs
have possessed a special signif-
icance, particularly among the
generation of artists who have
come of age following the thaw
of the 1960°s but before the era
of glasnost, and especially in
the shadow of martial law.
Witkacy's efforts to discover
unity in multiplieity through
photography have been recog-
nized not just for their extraor-
dinarily clear vision of his own
time, but also for their premo-
nition of the para]h-]a that ex-

ek

Stanistaw fgnocy Witkiewicr os Wopeleon, photograph by Todewsz Longier, Zakopene, 1937-1939 (considerably bloited with perple ink

ist for artists working now.

Witkacy, who was a partici-
pant in the October Revolution,
was obsessed with develop-
ments in the post-revolution-
ary community and their rela-
tion to Poland and himself. He
wrote,

Dullness, suppression, dis-
trust, and fear—that was the
prevatling atmosphere one
could feel at once. On the
train, almost nobody talked...
Everywhere papers, signa-
tures, seals, photographs, ex-
aminations, and inspections.
The meanness of all that just
scared Anastazy [the protago-
nist of Withacy's novel]. He
also had to submit a so-called
‘declaration of work'—other-
wise, nothing doing—die of
starvation... He got tickets for
food, clothes, shoes, and a
room in a family of workers...
As soon as he finished his
lunch, a so-called third-class
one, in a canteen for clerks of
the Commissariat of Internal
Affairs, he went to the office...
There, they sat kim at a fype-
writer... and he worked until
eight o'clock. When he went
out he was literally uncon-
scious.™

Witkacy's work has a pro-
found appeal in the days of

post-martial law, post-Solidari-
ty Poland, where he is regard-
ed as a prophet, perhaps even a
martyr, but most certainly as a
profoundly Polish artist.
Witkacy, among only a few oth-
ers, fought with words and im-
ages to preserve Polish and, by
extension, human values.
Witkacy fought against the
nothingness which he feared
would be the result of post-rev-
olutionary society, in which
“everyone felt like he was com-
plete rubbish, a stub, spittle on
a pavement.™ In the end, he
chose the nothingness of death
over the nothingness of Stalin-
ism.

Today, artists continue to pro-
duce experimental artworks in
Poland. Their work is consid-
ered insignificant not only by
the State, which has a low
opinion of most experimental
art forms, but also by other
Polish artists, who either do
not understand them or are
shy of such forms of expression.
Most notably, however, they
are shunned by the cultural in-
stitutions of the West, which
tends to have a low opinion of
any art forms not generated di-
rectly as a resull of its own in-
terests. For, like the trinity of
Gombrowicz, Schulz and
Witkiewicz, and also like the
trade union Solidarity, these

artists are as skeptical of the
values that the West would im-
pose upon them as they are of
those coming from the East.

Summing up the current situ-
ation, in which the West is re-
garded as neither a system of
reference for young artists nor
as a means of being introduced
to the “real” art world, Jacek
Dryszkowski, leader of the
Quick Collection Culture group
has written,

Jasiak went to make a call,

but the Americans did not an-
swer... [ tried to reassure my
friends. So far, I went on, they
have been so good... They have
always offered new and origi-
nal actions and forms to be du-
plicated in the provinces. Why
should they fail this time?
Let’s wait... We all started
dreaming of how we would en-
rich leading world trends with
our provincial peculiarities,
how we would bravely keep up
with the American leaders...
This gave us strength to stand
in place. And the years
passed. On the side and
telling no one, we did a lot, but
s0 as not o break the natural
laws and those dictated h.y the
history, we waited. But the
great world inspiration did not
seem to come... Jasiak made
nﬁ‘ﬁu‘ Tarnow... He got back.
This is called post-modernistic
conservatism, he said... In the
frequent seasons there will be
frequent returns to the past...
They will tell us to sculpt and
paint, I bet. And they did...

We proceeded to have a beer.
We felt as if left just to our-
selves. Having no opportunity
ta imitate, reform, or carry out
polemics, we were left a kind of
cultural gap... We kept filling
it with our own inventiveness
and felt quite satisfied.™

Withacy's stated hatred of
Russian politics and his wari-
ness of the decline of Western
values has increased his popu-
larity among young Poles. Ac-
cording to legend, the area of
Poland in which the body of
Witkacy was buried was an-
nexed by the Soviet Union fol-
lowing World War I1. Proud of
their great artists, the Poles
demanded that the Soviets
hand over Witkacy's body so
that it could be buried in Polish
ground. The Soviets refused.
Then, a few years ago, a mem-
ber of one of the most contro-
versial groups of young Polish
artists travelled illegally into
the Soviet Union and took
upon himself the task of ex-
huming Witkacy's bones.
There are several endings to
the story, each more outra-
geous than the last. Most like-
ly, perhaps, is the one that tells
how the artist sneaked back
into Poland, and gave away lit-
tle bits of Witkacy to all his ad-
mirers. Even in death, there is
not unity.

Footnotes

Author’s Note: Few transla-
tions into English exist of
Witkacy’s writings on art or of
critical studies of his work.
Those listed in the following
notes (assembled for me in
Warsaw by Anna Beata Bo-
hdziewicz) are, to my knowl-
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Phelographic sessian of Stanistow Ignocy Wilkiewicz ond Jaring Bykowiok...Lokopane, summer 1931, exiroc Irem Faces series

edge, the only translations that
have been printed to date.
Because they are all either out
of print or extremely difficult
to obtain, and in order te give a
feeling for the work that has
already been done to present
Witkacy to a larger publie, 1
have quoted from these sources
extensively in my text.

An exhibition of Witkacy's
photographie work, with cata-
log, is expected to open in

Stenistow Ignocy Witkiewicz and Janine Byke

.
wiak, [frem] Noreolic Injection,

September 1990 at the Third
Eye Centre in Glasgow. The
exhibition will travel to the
ICA in London in late 1990 or
early 1991. As M. Urszula
Czartoryska, who organized
the first exhibition of Witkacy's
photographs in Poland, has
suggested, it is high time for a
psychoanalytic and/or semiotic
study of Witkacy's work. Such
a study would be facilitated by
the publication of a greater se-
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lection of the artist’s texts in
translation. One such publiea-
tion, scheduled for release in
May from Paj Publications, is a
selection of Witkacy’s writings
with a small portfolio of repro-
ductions of his paintings and
photographs. Several of
Witkiewicz's novels, stories and
plays are available in transla-
tion. Their titles can be found
under the name Withiewicz, St.
1., in Books in Print.

Stonislew Ignocy Witkiewicx in the wniform of o coptain of the Podhale Rifles, photo-
graph by Wiedislow Matlok Nowy Sacx, co 1935,
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THE PICTURE
POSTCARD AS
HISTORICAL
EVIDENCE

By Poul Vanderwood

Spurred on by the likes of
Fernand Braudel and the
French Annalists, social histo-
rians aiming to reconstruct the
daily lives of ordinary people
have been increasingly inven-
tive in their hunt for primary
research materials. Not that
the written document is no
longer king, but sources such
as tapestries, old clothing and
antiques, gravestones, paint-
ings and advertisements have
of late provided fascinating in-
gights into the past, especially
into the routine activities of
EOmmon pEnp]E.-, who include
most of us. How wonderful to
be rescued--even those of us
who could barely read and
write--from the trashbin of his-
tory.!

MNow comes a new souree: the
picture posteard. How strange
that an item so common to all
of us has for so long been ne-
g]ected as a way to illuminate
our past. Literally everyone
has sent a pieture posteard at
one time or another; so many of
us have stashed away a post-
card or two in some envelope
as a remembrance, or even
mounted a series of them in a
scrapbook. Good! Picture post-
cards should be saved and
cherished. Better yet, when no
longer of personal regard, they
should be turned over to a
repository of choice--to a loeal
library or the city university--
where they can be catalogued
and preserved for historical
use.

The heyday of the picture
posteard oceurred around the
turn of the century and lasted
until the advent of more so-
phisticated forms of photojour-
nalism during World War L.
Actually, the first such eards
seem to have been produced in
the 1880's to honor Europe's
royalty; formal pictures of em-
perors and their families en-
graved on lovely cards were
sent to 5ubjecl5 and admirers.
England’s Queen Victoria her-
self was an avid posteard col-
lector. ‘Cards of this period also
depicted public buildings, mon-
uments and rural scenes. The
very best of them were pro-
duced by German printing
houses, beautiful cards in deli-
cate colors which are among to-
day’s most treasured (and valu-
able) cards.?

Posteards got off to a slow
start in America, because the
Postmasters' General Offices
here could not decide until the
end of the century how such a
card might legally be sent
through the mail. Some say he
was opposed to cluttering up
the nation’s mail with such
items. But after a good deal of
experimentation--decisions
concerning what could be writ-
ten where on a postcard--for in-
stance, where the address
block should go--the postal ser-
vice in 1907 settled on the
split-back card which looks
pretty much like the one we
have today*

OUnce Americans caught the
scent, they sent picture post-
cards with abandon. Why they
did =0 is still the subject of in-
vestigation by social historians.
Some say they were a reflec-

Observatien posi wsed 1o spoi far artillery.

tion of our national character,
supposedly open, forthright,
and to the point. Americans
were in too much of a hurry
mﬁking money to write Inng
letters (although plenty of
them certainly did that too).
Others note that posteards
served the barely literate; a
pretty picture would accompa-
ny a few scribbled words. The
British, as might be assumed,
subseribed to little of this phe-
nomenon. There posteard-
sending remained in extremely
bad taste: teo curt and undig-
nified. And just imagine send-
ing a message that the post-
man could read before delivery!
Posteards were definitely de
classé in Great Britain.*

But for Americans, the same
prosperity that built a middle
class also fueled a bourgeois
mentality. Americans were on
the move, if not physically, at
least mentally. As a result, a
good many coffee tables in the
living rooms of better-off
Americans featured a serap-
book filled with picture post-
cards from foreign and “exotic”
places. This was one way in
which we travelled in those
days. Those scrapbooks ex-
pressed the energies and ambi-
tions of a people who craved

Young Mexicon Yolumieers, 1915

status and

] recognition
| among the
waorld'’s great
and powerful.

Despite this
burgeoning in-
terest in pic-
ture postcards,
it took spectae-
ular national
events to pro-
pel picture
postcards into
their “Golden
Era.” Those
happenings in-
volved in 1910
the outbreak of
revolution in
Mexico along
our southern
border, fighting
which spilled
over the line
into the U.S.;
the assignment
of U.S. Army
troops along
the boundary
line; Pancho
Villa's daring
invasion at
Columbus, New
Mexico in 1916 and the Persh-
ing Expedition in response; the
mobilization in June that year
of thousands of state guards-

that anyone could use for only
£25.00, and at the same time it
manufactured special printing
paper in posteard size, already
labeled for the mails. So virtu-
ally anyone could make--or
have made--his or her own per-
sonal posteard: a picture of
one's self with appropriate
background, or of buddies, or a
scene with personal meaning.
Nothing of this sort, of course,
was quite as easy to do asit
might seem, but the potential
was there, and if individuals
could not always exploit it, a
new breed of free-lance, local
photographers could, along
with some of the larger com-
mercial printing houses.*

The prototype of just such a
petty entrepreneur was Walter
Horne, a New Englander suf-
fering from the early stages of
tuberculosis, who tried the
banking business in New York
City, did not like it, and so lit-
erally rode the rails in his early
2(0’s seeking better times in
California. But his ill health
finally drove him to the dry,
hot climate of El Paso, Texas,
where he searched for means to
put his enormous energy and
venturesome inventiveness to

had his competition, including
the big commercial houses, like
Cavanaugh in Chicago. Al-
though each individual and
outfit tried to patent their
cards by writing their names
on them, pirating remained
commaon. Even posteard scenes
from the Spanish-American
War were retitled and sold to
an unwary public as supposed
depictions of the Mexican Rev-
olution. And the public bought
these cards in batches. Horne
alone sent them by the thou-
sands to Los Angeles and New
York. But by far the largest
market lay right along the bor-
der itself, among those thou-
sands of soldiers and militia-
men sent there allegedly to
stem raids into the United
States and otherwise threaten
the Mexicans with invasion in
accordance with ULS. Foreign
policy at the time.

The Mexican Revolution
erupted in November, 1910, in
that country’s northwestern
state of Chihuahua, just south
of New Mexico and Texas.
Weapons and other war ma-
teriel flowed across the bound-
ary to both sides, courtesy, for
the most part, of profit-minded

Ex-prisomer members of the Block Troops “C* and “K* of the 10th U.S. Cavalry {Courtesy of the Carter Rila Callection).

men from all over the country

along the border and the exper-

imentation with new army
equipment and
designs which
carried over
into World War

I. All of this
exciternent,
plus the inven-
tion of new
photographic
equipment
which made it
easier to pro-
duce picture
posteards, cre-
ated the mate-
rial, the
means, and
most impor-
tant, the mar-
ket, for boom-
times in the
picture post-
card business.

Kodak had for
some time been
experimenting
with a low-cost,
easy-to-use
eamera for
mass produe-
tion. By 1910
it was selling a
box camera

work. Pieture posteards be-
came the profitable response,
cheap photographie equipment
the means and Mexico's revolu-
tion and the U.S. reaction, the
backdrop.*

Horne worked like a demon.
He knew the territory and the
actors, so he earned many ex-
clusive photographs of the re-
bellion and turned them into
picture posteards. For in-
stance, he got a Mexican officer
to stage the execution of an en-
emy soldier at a prominent
plaza in Ciudad Juarez across
the Rio Grande from El Paso.
Perhaps "stage” is not quite the
right word, but Horne saw to it
that he was invited to the
planned execution, and it did
not take place until his camera
was ready. Actually, he manu-
factured three eards from the
execution itself, and they be-
eame famous as the “Triple Ex-
ecution Scenes.” They were
among Horne's best sellers and
can be found in many collec-
tions available for scholarly re-
search, including that of Hugh
Seott, the American command-
ing general along the border.

As might be expected, Horne

Americans. The U.S. Govern-
maent sought to control the po-
litical and ideological drift of
the rebellion by employing
troops to patrol the interna-
tional line. Arms legally
flowed to contenders favored by
American foreign policy mak-
ers, but smuggling, of course,
remained rampant, and an oc-
casional Mexican raiding party
crossed over to raid a supply
depot.

As positions between warring
factions hardened in Mexico,
the American government de-
bated who it wanted to win,
meaning who would best serve
U.S. interests. Fairly early on,
perhaps as early as mid-1913,
the U.S. decided against the
leftward bent of the Villistas
and Zapatistas in favor of the
more middle-ground and capi-
talistically oriented Constiti-
tionalistas. That meant get-
ting arms and ammunition in
favorable hands followed by of-
ficial diplomatic recognition.
Villa responded with his attack
on Columbus, which in turn oc-
casioned the Pershing incur-
sion into Chihuahua and the
mobilization of 125,000 federal-
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view and research. Three
immense private collections
were identified. First the
owner of the Gotham Book
Mart in New York City, An-
dreas Brown, who must be
among the most knowledge-
able collectors in the world,
responded with hundreds of
mint-condition cards and in-
formation on where to find
more. John Hardman, a
banker fraom Warren, Ohio,
weighed in with his mar-
velous collection just on the
Revolution itself, and Carter
Rila, a government employ-
ee who lives in Maryland,
followed with his military
cards, many of which con-

Mocedonio Manzaono, fought with the Consti-
tutienalistes, execuled with sther coptives
when they lost.

ized militiamen on the border.-
the largest such mobilization of
state guardsmen in American
history.”

All of this restless scene was
eapl,ure:i by the likes of Walter
Heorne and transformed into
picture posteards. What the
cards lack in photographie
quality (although many in that
respect are quite good) they
make up for in spontaneity.
That is, they capture the mo-
ment in a snapshot which from
the historian's perspective of-
ten proves to be much more
valuable than a carefully eraft-
ed professional photograph. At
least, this is what became obvi-
ous after this author viewed
more than 25,000 picture post-
cards concerning the topic at
hand.

That seems like a tremendous
number of posteards: 25,000,

In fact, though they may be
more than just the tip, they are
certainly not the bulk of the
iceberg. What started as a
rivulet, the donation of a few
hundred postcards to the Nita
Stewart Haley Memorial Li-
brary in Midland, Texas, has
risen to a torrent with informa-
tion of new finds feeding in
from everywhere. And if this
article holds true to form, it
will generate new discoveries.

Taking the museum collection
as a springboard {and encour-
aged by the remarkable assem-
blage of Horne cards at the El
Paso Public Library), a simple
inguiry placed in two newslet-
ters of posteard collections
eaused the deluge. Individuals
responded with cards for sale,
while others agreed to open
their personal heldings for re-

Generol Francisce Villa

cerned Mexico. Other

batches were discovered at

public libraries, in the spe-

cial collections of universi-
ties, at state historical societies
stretched out along the border
--and even a few at a post card
fair in London, in bookstalls
along the Seine in Paris, and in
a Madrid antique shop. To re-
peat, picture posteards con-
cerning the Mexican Revolu-
tion (and goodness knows how
many other topics) are every-
where.*

Maost of the eollections are
random, uncatalogued, some in
shoe boxes, because no library
technician has yet figured out a
way to catalogue the cards for
research use. Loyola-Mary-
mont College in Los Angeles
has an estimated four million
cards preserved, but uncata-
logued, in file cabinets. The
University of California, Los
Angeles, has just begun to fin-
ger through its immense post-
card holdings in special collec-
tions. The New York Publie Li-
brary has just received a dona-
tion of 25,000 cards to add to
its considerable holdings. And
individuals are building their
private collections. Overall,
posteard collecting is experi-
encing a kind of renaissance.
Prices for cards are going up,
some to more than $100 apiece.
And those eolorful posteard
fairs at which buyers and deal-
ers chat, cajole and bargain
with one another are more en-
ergized and competitive than
ever.

So much for the fun of wan-
dering into the world of picture
posteards. But what of work-
ing there? Just what might the
historian find in these
eards—and not just the pic-
tures, of course, because people
write messages on posteards,

and with such writings the
historian returns to his
more familiar world of docu-
ments? For example, just

what did the study of 25,000
cards concerning the Mexi-
can Revolution and U.S.
war preparedness tell us
that is new to history?

First of all, the obvious.
Military historians with ex-
pertise in weaponry and
materiel study the myriad
rifles and uniforms pictured
in order to sense the place of
America’s army among the
ranking powers. They find
America fifth- rate. For in-
stance, they note details of
the airplanes pictured and
where gerryrigging indi-
cates practical weaknesses
in the aircraft. But this
kind of very specific analy-
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sis is overshadowed by
the number of cards
dated 1916 and 1917
which depict the nature
and seale of military ex-
perimentation that was
being conducted along
the border. America
was starting to flex its
muscles. You can see it
in the variety of ar-
mored cars, some with
an anti-aircraft turret
up top. These cars may
have only been a con-
glemeration of thick ar-
mored plates slapped on
a truck chassis, but

they, like the assem-
blages of heavy-duty
trucks, presage the pas-
sage of an army rooted

in & rich cavalry her-
itage and about to enter
the modern mechanized
military world.

Rolling kitchens, mo-
torcyeles with attached
cabs sporting a machine
gun, truck-mounted sig-
nal corps stations, huge
barrage balloons, air-
planes, pontoon bridges,
artillery spotting equip-
ment are all proudly
displayed on picture
posteards. The soldiers
must have been pleased
to let folks "back home"
know that they were

serving in a modern
army.

What all this might
mean in terms of na-

tional policy is another
question--and one of the
most intriguing issues
revealed by the post-
cards. It concerns the
nation's posture at the
time toward the war
raging in Europe. Offi-
cially, the Woodrow Wil-
son administration was
promising non-interven-
tion. The country was
largely pacifist at the
time; it would have
been political suicide for
the Wilsonians to advo-
cate active participation
in European problems.

Advocates of a modern-
ized military had limit-
ed public and Congres-
sional support. If the

U.S. was not going to
war, why finance a big,
modern army?

Then came Villa's raid
on Columbus, and those
who favored a military
buildup crowed unpre-
paredness, to the point
that they won Congres-
sional support for all
that new equipment
that found its way to
the border. The Mexi-
ean “situation” afforded
the opportunity to beef
up the military, but
what happened might
be seen as military

overkill. All that materiel
sent south, when it obvi-
ously held no role for any
possible Mexican cam-
paign. What eampaign then?
Europe?

On the basis of the cards
alone it cannot be said that the
Wilson administration was say-
ing one thing ("no interven-
tion") but preparing for the op-
posite, although as we under-
stand today, this sort of sce-

From Walter Horne’s triple execufion series, depicting the execulions of Francisco Rojos, Juan
Aguilor and Jesi Mereno, Junuwary 15, 1914,



supreme as they glow-
ered down on dead Mex-
icans; others stood on
the ends of logs that
form a pyre for Mexican
corpses. These are the
images that spread
throughout the country
via the picture posteard
in the first part of this

1920 (Boston: David R. Go-
dine, 1981). Picture posteards
are specifically used to exam-
ine British social history in
Erie J. Evans and Jeffery
Richards, A Social History of
Britain in Postcards, 1870-
1930 (London: Longmans,
1980).

3. Vanderwood and Sam-

Paul Vanderwood, Professor of
Mezican History at San Dicgo
State University, is currenily writ-
ing a book about millenarianism
in 19th century Mexico. He iz also
researching the life of Robert Run-
yon, a photographer in
Brownsville from 1910-1930, and
later Mayor of that city.

All phates courtesy of the Joha Hordman
Collection, unless otherwise neted.

century. It would be
waorthwhile to study to
what degree, if any,
that image has changed
on cards since then.
Like any rich histori-
cal document, picture
postcards create more

“As he fell after the banle of Agea Prieta, Mexice,” 1915.

nario is entirely possible. And
the postcards certainly raise
this possibility. U.8. historians
categorically deny that the
Mexican mobilization had
much to do with preparing the
U.5. for World War I. A look at
postcards might revise some of
that thinking. The troops
drilled and maneuvered, dug
trenches, and performed other
duties that soon enough were
employed in France. In track-
ing Pancho Villa, the U.S. mili-
tary intelligence teams estab-
lished fundamentals in use to-
day: tapping the enemy’s tele-
graph lines, designing decoy
messages, and even hiring as-
sasins to eliminate an enemy
leader.® And even if the ad-
ministration did not mean
Mexico to be a tune-up for in-
tervention in Europe, the sol-
diers on the border thought of
it as such. They wrote about it
on their cards. Some posteard
companies even printed this
message on their cards. In
fact, a good number of those
soldiers sent to Europe had
had previous experience on the
Mexican boundary.

Messages on the cards point
to other under-explored histori-
cal avenues. Little has been
written about U.S. army deser-
tions during the period of Mex-
ican duty. Yet a soldier wrote
on a card that he was deserting
to the Mexican side, because he
got paid better "over there.”
Indeed, the Mexicans, regar-
dles of political bent, needed
the expertise of Americans as
machine gunners and artillery-
men and paid well for such ser-
vices.®

On another tack was Jody
Powell, a Texas state militia-
man, federalized and sent to
Big Bend country. Powell was
a fine cartoonist, so instead of
photos, he drew cartoons on his
posteards and sent them back
home to be posted in a drug-
store in his home town of Min-
eral Wells. And Powell's cards
could be pointedly political.
How they passed military cen-
sorship, if they did, is an unan-
swered question. After a few
months of inactivity, Powell be-
gan to wonder what this mobi-
lization was all about--specifi-
cally, who was so interested in
keeping the myth of border
troubles alive. Powell had some
ideas: it was Wall Street, or
American capitalists who stood
to profit from an on-going war,
or other capitalists with inter-
ests in Mexico who wanted to
provoke an intervention for
their own benefit. Historians
have yet to address, not to
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speak of to prove, these asser-
tions which may well have va-
lidity; but it is certainly inter-
esting to note that soldiers
along the border were thinking
such things.®

The jingoistic character of
many of the cards causes one to
wonder just what influence
they might have had on people
far from the border who re-
ceived them--what influence
they had in whipping up red,
white and blue ferver for at-
tacking a foreign land. Pie-
tures and messages on cards
resemble offerings from some
tremendous All-American pep
rally along the border. No
doubt they fueled nationalism,
but the degree of the patriotic
fever has yet to be measured.

And perhaps more important,
what part did the cards play in
forging or reinforcing American
attitudes toward Mexicans and
their revolution? One thing is
certain; the most popular post-
cards, the ones which proved to
be the best-sellers, the ones
which appear most often in the
collections reviewed by histori-
ans, are pictures of dead Mexi-
cans, mutilated Mexicans,
burning Mexican bodies. The
messages on these cards con-
firm the point: written on the
front of ene card, “All Mexicans
ought to go where this one has
gone [to his grave),” and on an-
other card, “The only good
greaser is a dead one.” A sailor
about to join the American in-
vasion of Veracruz wrote home
that he was glad to get the

questions than they an-
swer. Something new, a
historical posssibility,
pops out of the images
on each review. No historical
document can tell us every-
thing, or even the truth; they
can only contribute to our
knowledge, and picture post-
cards with their messages are
making a vital contribution to-
ward that end.
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PORTRAIT OF THE
PHOTOGRAPHER
AS A YOUNG MAN

By Stephen Smoll

Henri Cartier-Bresson: The
Early Work, an exhibition of
photographs from 1832-1934,
was shown at the Museum of
Fine Arts, Houston, from De-
cember 17, 1988 - February 26,
1989. Peter Galassi, of the
Museum of Modern Art, New
York, curated the show and
wrote a book by the same title
(New York: The Museum of
Modern Art, 1987; 152 pages,
4 color illustrations, 125 duo-
tones).

The youth, who daily farther
from the east

Must travel, still iz Nature’s
priest,

And by the vision splendid
is on his way attended.!

With such “intimations of im-
mortality” must Henri Cartier-
Bresson still seize the heart of
Dominique Nabokov when she
gazes at the portrait of him as
an intense youth in her collec-
tion (fig. 10). We can thank Pe-
ter Galassi, curator of photog-
raphy at the Museum of Mod-
ern Art, for sharing this por-
trait with us. This and other
choice bits of documentation al-
low us to become peeping histo-
rians as we track our game, an
elusive species of street photog-
rapher. Our guide would have
us believe that in illuminating
Cartier-Bresson's nascent tal-
ent at work from 1932-1934 he
has discovered a keystone of
modern art. Yet we realize in-
stead that Galassi has tried to
reshape the past. The uncer-
tain first steps of an intense
voyeur appear. An artist
emerges who would eventually
produce a huge body of mature
waork fulfilling a personal poet-
ie vision, but one fairly tradi-
tional by comparison with
some of his contemporaries.

An examination of the pic-
tures themselves, along with
the accompanying evidence,
does not support some of
Galassi’s conclusions about the
aesthetics of this early work or
the spirit in which Bresson cre-
ated it. The curator has not
only spotlighted a particular
chronological sequence, 1932-
1934, but has equalled the pho-
tographer in selecting his
frame with previsualization.
His book uses the Iﬂng‘uages of
art history and eriticism in a
style that is a sort of hybrid of
objectivity and subjectivity.
Somerset Maugham hinted
that criticism was a tricky
business, and if done properly,
ﬂ;l invaluable service. He stat-
ed,

We see composers telling sto-
ries, painters philosophizing,
and novelists preaching ser.
maons... we may still hope that
one of these days a critic will
arige to ascend the throne once
oceupied by Saint-Beuve and
Matthew Arnold. He could do

much.®

Galassi beekons us to enter
his tent and hear a story that
will clarify the dim beginnings
of one of our modern heroes. In
this context it is important
that one be aware both of his
shifts of emphasis when he
considers the facts and of his
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Trieste, 1933 (Mesaum of Modern Art, New Yark; lent by the phetographer)

highly subjective readings of
the photographs.

One need not have attended
the show at the Museum of
Fine Arts, Houston, to see the
photographs, for it merely ac-
companies the book. The prints
do not gain in scale what they
lose in clarity, since Bresson
restlessly probed the streets for
truffles, not the darkroom. The
oldest images do not appear to
exploit the qualities of the rich
papers available at the time.
Placards for the show offer bits
of Galassi’s complex, unclut-
tered historical analysis out of
context, glorifying Bresson and
robbing the viewer of the
chance to explore the themes of
sustaining interest raised by
this unusual project.

The first two images placed
at the entrance to the gallery
depict chance passersby in
front of, respectively, a wall
mural and a set of billboards.
They may teach us something
of Bresson's method that the
smaller reproductions in the
book (pp. 96-97) do not. In
these larger images it appears
that Bresson has focused
sharply on the inanimate back-
drops, waited for his quarry,
and shot when the trap sprung.
The people in these grey days
are out of focus, presumably
due to a compromise in choice
of depth of field and shutter
speed. This accords more with
Bresson's own admission of his
goals than with the one Galassi
ascribes to
him, the ful-
fillment of
the surreal-
ist credo.
“My greatest
joy,” Bresson
stated once,
“ia the sur-
prise of fac-
ing a beauti-
ful erganiza-
tion of
forms.™

Galassi
chooses and
values acces-
gibility and
clarity over
elitist jargon
and dazzling
sentences
without con-
tent. He has
created a
text that
yields much
stimulating
information,
though also
leading one
into contra-
dictions
when one
tests his the-
gis. Galassi's
agenda calls
for placing
Bresson at
the end of a

line of successful artistic exper-
iments by Picasso and others
(p. 39). He has found some ten-
tative pictures by Bresson that
essentially copy more innova-
tive work (fig. 25, 30, and 33)
and occasionally surpass it (fig.
15) —but only in style—and in
retrospect lionizes them “as
one of the great, concentrated
episodes in modern art” (p. 19;
Galassi quotes here from Van
Deren Coke and Diana Du
Pont). Cartier-Bresson
emerges then as “the best and
most mature of the Surrealist
photographers (p. 10).”

For example, Galassi credits
Martin Munkacsi’s beautiful
“Three Boys at Lake Tanganyi-
ka” (fig. 33) with having influ-
enced Bresson more than any
other photograph—by the
artist’s own admission—but he
then rolls on to state that
“Within two or three years he
[Bresson] had far surpassed it,
notably in his pictures of chil-
dren playing in ruined build-
ings in Seville” (p. 40). A look
at the pictures themselves re-
veals that Galassi has manu-
factured a rootless comparison
between Munkaesi's masterful-
ly composed lyric and Bresson's
friendly, tense ambiguities. In
a process typical of this early
period, Bresson grafted his own
NErvous energy onto more orig-
inal, prior work in the genre.
More importantly, Galassi la-
bels this early work as
“blunter, less lyrical” than

FPierre Colle, Paris, 1932 (Museum of Modern Ar1, New York:
lent by the photegrapher)

Bresson's post-war images (p.
9). One cannot have it both
ways. If one feels that Bresson
surpassed Munkacsi's lyricism
in an unrecognized brief period
of ground-breaking brilliance
while still in diapers, it is hard
to comprehend how he had
room to move on to a mature,
more lyrical style—the one he
is justly famous for,

Indeed, contrasting Bres-
son's photos with the work of a
true surrealist like Man Ray il-
luminates what Bresson ac-
complished. Rather than antic-
ipate or perfect the aestheties
of André Breton’s revolution of
values*, Bresson found his
metier in the realm of depiction
of forms. He used superficial
surrealist techniques of dislo-
eation and juxtapo-
sition (pp. 35-36) to
add spice, in the
absence of the
deeper tensions he
was able to unite
with form much
later (after he had
had some meaning-
ful life experience).
I choose to believe
that his “intention-
al subversion of
narrative expecta-
tions” (p. 9) oc-
curred because at
this very early
stage he had no
‘meaningful narra-
tive to tell. He did
not invent radically
new ways of seeing,
as Man Ray did
with “Untitled,”
(1936), or Monu-
ment 4 D.AF.
Sade,” (1933).

When he used the vocabulary
of surrealism, Bresson tread
safe ground in these early pic-
tures, as in his depiction of the
grotesque (the slanghterhouse
of La Villette, p. 84) that fol-
lowed Eli Lotar’s example (fig.
25). Lotar’s image is truly fan-
tastic, animated in stillness,
with a disgusting and yet fasci-
nating horror and interest,
both moral and aesthetic. Bres-
son's picture displays the char-
acteristic concerns of his first
waork—an interest in form and
texture in the context of a

whimsical, shallow ambiguity
that openly clings to earlier ex-
periments in the genre.
Although Bresson did not ex-
hibit the talent of May Ray at
this time, like Ray he tried to
avoid the trap of producing
what Rosalind Krauss (in a
thorny phrase) labels “signi-
fiers ofsigniﬁcalinn," or “empty
signs.™ It is worth mud-
wrestling with her essay in the
fine book LAmour Fou to ab-
sorb her thesis relating semi-
otics—theories of content and
meaning—to the flash flood of
surrealism. It helps to sort out
who drowned, who rode the
bull, and who sat on the bank,
either fishing or taking snap-
shots. Ray could not escape his
unique genius or his mixture of

Man Roy, Mopument d D.AE de Sade, 1933

Fram L'Amour Fow.

classicism, eroticism, and
strangeness. Bresson could not
deny his curiosity, nascent hu-
manism, kindness, nor in this
very early period, his need to
work in the syntax created by
the synthetic cubists, under
whose influence he had created
paintings which he apparently
elected not to preserve.

What saves Bresson's better
photographs from the fate of
becoming “empty signs” is his
attachment to beauty and to
life. He subverts surrealism as
often as he subverts narrative.

Jocques-André Boifferd, Untitled, ¢ 1930, Frem [“Amour Fov.
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A focused emotion may rule (p.
59, 68, 76), or wry humor pre-
dominates (p. 61, 69, 73, 89).
The best pictures (among
them, p. 101, 104, 111) combine
wit, form, and an element of
surrealism in the form of
epiphany to which one may
only respond with an amazed
shake of the head. Indeed,
Bresson owes a debt more to
James Joyee (whose influence
on him was acknowledged by
André Pieyre de Mandiargues,
Bresson's closest friend during
this period, p. 15) than to the
surrealist movement in this
context.

Lionel Trilling provides us
with some insight into Joyce's
idea of epiphany:

Joyee had the ‘theory' that sud-
denly, almost miraculously, by
a phrase or a gesture, a life
would thrust itzelf through the
veil of things and for an in-
stant show itself forth,
startling us by its
existence....we perceive the
writer’s intention to create a
form which shall in itself be
nhupe.fy and automous and at
the same time unusually re-
sponsible to the truth of exter-
nal reality, the truth of things
and events. To this end he con-
cerns himself with the given
moment...."

In 1974, Bresson stated, *1
want to prove nothing, demon-
strate nothing. Things and be-
ings speak sufficiently.” (p. 24).

Trilling continues,

He affects to be indifferent to
‘meanings’ and ‘values’ ... we
are not, of course, for very long
deceived....His intense concern
with the hard aesthetic surface
of the story, his preoccupation
with things and events, are, we
begin to percetve, cognate with
the universe, representative of
its nature, of the unyielding
circumstance in which the hu-
man fact exists.”

And so, we should not be de-
ceived, by Bresson or Galassi.
The pictures themselves show
Bresson's timing and framing
to produce his interpretation of
things and events, an interpre-
tation conditioned by the sum
of the facts of his existence de-
spite another of his dis-
claimers, that “the artist’s life
has nothing to do with his
work.” (p. 10). The average
pictures do not deserve the
weighty claims Galassi makes
for them; the few great pictures
allow traditional figure and
ground analyses but defy neat
description.

The best pictures share a
youthful ferocity fed by a lucky
insanity, the goofy intensity of
a novice acrobat—with a net.
All epiphanies are not created
equal, and Bresson's revela-
tions seem to spring more from
children's play® than from a
deep investigation of the con-
tent of reality by an artist who
truly needs his art to live be-
cause it is so closely tied to his
survival. One remains suspi-
cious of Galassi's grandiose
claims for the whole body of
work (p. 19), which instead ap-
pears to be a mix of confusion,
imitation, and genius. Follow-
ing others, Bresson added a
personal touch to the ongoing
fusion of epiphany theory, Sur-
realist motifs, and inventions
in painting that occurred
around him as he used up his
youth.

Galassi struggles to create a
peculiar narrative of legit-
imization which asks us simul-

tanecusly to see the early work
as both a new, complete and
successful pewvre and as a
youthful experiment not in-
tended for publication—an em-
bodiment of the rising deifica-
tion of personal experience: life
as art and art as life. [ some-
times daydream of the age
when Auguste Renoir could re-
ply to the question, “why do
you strive to paint?” with the
answer, “why do I relieve my
bladder?”

Bresson's early pictures ma-
terialized primarily as corollar-
ies of his revolt against his
wealthy class status and its ex-
pectations (p. 12). Yet he wisely
made use of the fertile web of
connections in the art world
that his elass background sup-
plied to him from the time he
was five. Although he em-
braced the world of the dispos-
sessed as his own in these
years (p. 20), it is hard to imag-
ine them embracing Aim, eat-
ing apple pie "a la mode be-
cause it was cheap and nour-
ishing (p. 22). In a revealing
slur of personal pronouns,
Mandiargues switches from
classifying Bresson as one of
the “Norman grande bour-
geoisie (p. 14), to later describ-
ing the two of them as “petits
bourgeois that we were” (p. 20).
Langston Hughes remembered
Bresson’s father as a wealthy
industrialist whom “Henri de-
clared ... could keep his money”
{(p. 21). That was acceptable,
because Mandiargues had re-
ceived an inheritance (p. 19) to
tide them over. In a spirit of
honesty and openmindedness,
a spirit of receptivity to what
the pictures tell us, one may
detect the milien of their pro-
duction.

Are we also to believe Galassi
when he looks at the pictures,
and says, “Often the subjects
are aware of the photographer,
and even when they do not
clown or perform for him it is
clear that he has won their col-
laboration” (p. 27)7 The pic-
tures themselves tell another
stary. Bresson hunted with a
Leica strapped with black
tape.* The instrument owed
much of its reputation for dis-
ereteness to its lack of a
through-the-lens viewing op-
tion. Instead of a noisy mirror
that had to swing out of the
way of the film every time the
shutter slid, the Leica em-
ployed a rangefinder. It was a
quiet camera. Of the eighty-
seven plates in the book, eleven
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Dance of the Barong, Bali, 1947 (cowrtesy of the Menil Collection, Housten)h

are of inanimate objects or ani-
mals, thirteen are of Bresson’s
friends, often posed manneris-
tically, thirty-seven feature
people unaware of the camera,
at least eight are non-collabo-
rators aware of the act of being
photographed, and only eigh-
teen appear to be won over. Of
these eighteen, eight are chil-
dren and five are prostitues.

A confirming bit of evidence
that erystallizes Bresson's ap-
proach to his subjects at this
time can be seen in his shot of
the resting man in the cafe on
the Avenue du Maine (p. 67);
barely visible in a dark reflec-
tion off the window glass, Bres-
son holds the eamera in a de-
ceptive pose to camouflage his
real intentions from the patron
he caricatures. He feels like
Hamlet lurking around his fa-
ther’s study. In Photoportraits,
his eompanion Mandiargues
speaks of his “friendly eruel-
ty,™ *a certain sadism in his

eye and in his lens,™ and “the
sting of Henri Cartier-Bres-
son’s lens (the comparison with
an insect is his own).™
Similarly, many of his Mexieo
photographs steal glimpses of
families in doorways from odd
angles, capture sleepers in the
street, or come upon pedestri-
ans suddenly before they can
react. In another shot taken at
La Villette (p. 59), he has sta-
tioned himself in an aleove or
around the corner from a sleep-
ing drunk and offers us his per-
spective by keeping a fragment
of the wall in the frame. These
pietures comprise revealing
self-portraits showing insecuri-
ty and alienation, a desire to
make points, and a veyeuristic
yearning for more experience.
Later he would confront the
real and see more in it, creat-
ing and finding richer epipha-
nies appropriate to his matur-
ing vision of people, nature,
and how they interact. After

La Villette, mear Paris, 1932 (Museum of Modern A, Hew Yark;
gift of the photographer)

- .

he checked the hundreds of
negatives from a hunt to see
whether he had won the game,
he put the epiphanies through
a second selection process to
show us ones which were never
frightening or inhuman, possi-
bly a key to his success. Even
the murdered Resistance ﬁghl—
er by the banks of the Rhine®
appears to be E]eeping in the
creeping fog.

Our age faces a crisis of confi-
dence, a lack of a supporting
mythology and a daily deluge
of what appear to be senseless
events. Bresson in a few of his
early pictures offers us a
glimpse of the mature artist
who would come to perl‘urm the
sole function of the doctor as
described by Voltaire as he
amuses us in our illness. His
playful images of ourselves,
tossed in a sea of ambiguity,
document footprints of reality
poetically abstracted for our
contemplation. They are, as
Freud called his soul-searching
in a letter to Jung, “a cure
through love.™
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PROFILE:
BEN DESOTO

By Julie Lee

Ben DeSoto is a staff photog-
rapher with the Houston
Chronicle. Some of his work
was included in the Blaffer
Gallery's 1988 Houston Area
Exhibition. As aresult, he was
invited, along with Earlie Hud-
nall, to show some of his work
in Gallery X at HCP. Gallery X
is a new space at HCP which is
dedieated to the exhibition of
works by regional, emerging,
and experimental artists.
Hudnall and DeSoto do not col-
laborate in their work. Each
photographer has a sizable
body of personal and profes-
sional work, and neither would
have had the slightest trouble
filling the walls of Gallery X for
an individual show. But
Gallery X is itself experimental
and evolving. Probably for var-
ious reasons the two were in-
vited to collaborate on an ex-
hibit to hang from January 25
to February 19. This they did
quite happily, and the result
was A Stiteh in Time Saves
Nine? This column, which is
also new and evolving, is choos-
ing to profile them separately,
DeSoto in this issue of SPOT,
and Hudnall in the next.

Ben DeSoto has been on the
staff of the Houston Chronicle
since 1981. Prior to 1981 he
did an internship at the Hous-
ton Post, was on the staff for
one year and worked for a
number of years as a stringer
for the Pasadena Citizen. He
has never filled out a formal
job application for a newspa-
per; he got where he is by being
interested and eager and by
“hanging out.” He would go by
the papers, show some pic-
tures, get a little advice, doa
little talking, then return the
next month and do the same
thing with a few variations, at
least enough to show he was
eager to learn and willing to
work. Soconer or later he would
get the call or be in the right
place at the right time.

If you are getting the idea
that Ben DeSoto’s stary is very
much the story of a local bay
making good, you are right. He
was born in Jacinto City, edu-
cated through high school in
Pasadena, learning on an In-
stamatie,then using a 35mm
Ricoh for the high school news-
paper. He went on to study
journalism at San Jacinto Col-
lege and the University of
Houston. Whatever personal
and family qualities and atti-
tudes he brought with him to
these local schools allowed
them to succeed in ways we
don't hear about often enough.
He has successfully completed
twice the number of years of
schooling that either of his par-
ents completed. And he gives
every sign of appreciating
knowledge and education as
ongoing spiritual and intellec-
tual processes.

DeSoto says he works for a
newspaper because it makes
his world bigger. His job
brings him into situations to
which he might otherwise not
have access. And it allows him
or pushes him to meet and in-
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teract with persons he other-
wise might not have known.

As with his education, the com-
bining of his own personal
qualities and interests with the
credentials and opportunities
provided by his job form the
matrix for much of the work he
produces which is not required
by the newspaper. His camera
is nearly always with him or
within reach. It must be diffi-
cult to determine on any given
roll of film where one kind of
work leaves off and another
kind begins. Perhaps his writ-
ing in the margins is one way
of establishing that his pie-
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tures have a life beyond their
life in the daily newspaper.
Happy and proud in his profes-
sion, he seems to recognize the
professional limitations as well
as some of the problems posed
by the documentary tradition
in photography. It did not sur-
prise me to learn that some of
his heroes were Eugene Smith,
Walker Evans and James Agee.
However he volunteered, with-
out any encouragement, that
he struggles with the concept
of himself as a “spy” as well as
with the concept of using some-
one's misfortune to gain, how-
ever indirectly, recagnition for
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Ben DeSelo, Newspaper Colloge, 1988

oneself.

Though he describes himself
now as a “Christio-Buddhist-
anarchist-punk,” DeSoto was
raised as a Christian Sect
Southern Baptist and almost
went into the ministry. When
he was working for The
Pasadena Citizen, he was able
to arcuse interest and support
for a woman whose home was
badly in need of repair. Later,
The Chronicle sent him to the
Star of Hope Mission, and out
of that assignment came his
ongoing work on the homeless.
He has been researching
sources of the problem, recent-

L. B
*

wAsAETe DC 93

ly reading, for example, Uni-
versity of Houston professor
John Gilderbloom's book He-
tﬁinking Rental Housing. His
boss allowed him to connect up
with assignments on the sub-
ject here in Houston, and what
he learned here led him to oth-
er cities. During 1988 he trav-
elled to New York, San Francis-
co, San Diego, and Washington,
D.C. Whatever the purpose of
these trips, he was able to con-
nect with the homeless and
learn something about the re-
sources available to them.

A Stiteh in Time Saves Nine?
features images from all these
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cities as well as from Houston.
There are many images, and
the style is frantie, feverish.
Each image is 16 x 20 and is
made up of a 35mm print sur-
rounded by a generous margin
in which DeSoto has written
and serawled, often attaching
clippings or advertisements
which he selects from a eollee-
tionina :;cmpbnnk. The effect
is distracting, childlike, insis-
tent. Size and effect combined
are reminiscent of art work
done by children in school and
attached lovingly, importantly,
to refrigerator doors at home.
The cumulative effect of so
many images, as may be in-
tended, is one of spontaneous
growth, as if the problem were
multiplying before our eyes
and all around us, even where
we do not look. The difficulty
for the viewer is in knowing
which images to move in on in
order to read the fine print.
Close examination requires
movement toward the image,
and the viewer becomes more
involved. Gut feelings can be
maodulated to clearer percep-
tions. The words are not slo-
gans. They are interactive, an
attempt to fix a conversation,
to hold it in the air as proof of
something. Rather than focus-
ing on the homeless people
themselves, DeSoto wants to
supply specifics about how on-
going cireumstances and pro-
grams differ from city to city.
He emphasizes that though he
doesn’t have any answers, “1
want to talk solutions. I'd
rather say, ‘What's happening
in San Diego with the Regional
Task Force is good.” “What's
functioning at One London
House in Houston is working.™

DeSoto says this work Erows
out of “aggravation” and is in-
tended to “aggravate.” He uses
these words frequently, as if
they mean something both per-
sonal and puzzling to him.
They sound a little off-key com-
ing from someone who seems
so affable, so engaging. Ial-
ways thought that being affa-
ble and engaging was some-
thing that came naturally to
certain people. DeSato insists
that it is a struggle, that he
really has to work at it, and [
find myself believing him. His
resumé includes a long list of
shows and awards from 1984 -
1988, and he works long hours
on the job. On Sunday after-
noons he volunteers in the
darkroom at Ripley House, an
old settlement house in the old
second ward. The building now
houses a large variety of com-
munity services.

In addition to his interest in
the homeless, other ongoing
themes of DeSoto’s work in-
clude the punk generation,
environmental portraits of
artists in Houston, his own
family, and aspects of rodeo
performances. After the
Gallery X exhibition closes, yet
another aspect of his interests
will be on view in Houston; he
will be showing parts of a se-
ries of work in progress con-
cerning addictions (Reality
and Nlusions of Self) as part of
the exhibition Social Con-
cerns: Can Religion Make a
Difference? at the Congregation
Beth Israel.

Julie Lee is o frequent contributor
to SPOT.

PUTTING THE
CONTEXT
IN THE PICURE

By Roberto Cofresi

FPhotographs b_y Karl Baden,
Michael Mitchell and David
Rosten were exhibited at HCP
from January 11 - February
19, 1989. Karl Baden lectured
on his work at the Glassell
Sehool on January 21.

In 1988 a major exhibit of
digitally produced visual
works, Digital Photography:
Captured Images [ Volatile
Memmijew Mnn.lﬂge, origi-
nated in San Francisco and
travelled across the United
States, making a stop at HCP
in October. The exhibit placed
digitally produced works with-
in the context of art photogra-
phy, hence taking part in an
upheaval of activities that in-
quire, use and promote digital
processes as a new form of
photography.

The new technology, with its
capabilities for easy and end-
less manipulation of images,
adapts itself readily to express-
ing ideas of hyperreality, shifts
in the environment to a more
"virtual”, less "physical” state,
and other, more radical, ideas
about the decay of photograph-
ic objectivity and the coming of
the “age of perfect simulation.™
But even though digital im-
agery can be construed as chal-
lenging the art hisany af phn-
tography, it involves far more
than that. The importance of
photographic imagery is con-
structed within a diversity of
cultural contexts that deserve
attention and qualification.

In 1989 we commemorate the
150th anniversary of photogra-
phy: 150 years since Daguerre
and Fox Talbot announced
their work in their communi-
ties. Strategic move or lucky
coincidence, either way, the an-
niversary makes 1989 not just
a stepping-stone for advancing
the new age of digital repro-
duction, but also a year for re-
assessing the values of "ana-
log" photography and its rela-
tionship with the new digital
technology.

HCP chose to commemorate
this anniversary by showing
the work of three contemporary
photographers, Karl Baden,
Michael Mitchell, and David
Rosten, who each use “analog”™
photography; but their subjects
are the various contexts that
prove central to understanding
this work. Baden's work focus-
es on the art history of
photography, while Rosten ex-
plores relationships among
broader contexts of the use of
this medium in contemporary
society. Finally, Mitchell docu-
ments portrait photography in
a commemorative gesture for
the 150th anniversary of
Toronto.

Baden's beautifully window-
matted black and white prints
are composed from parts of
well-known and other not-so-
well-known photographs from
the iconography of the art his-
tory of photography. In one
image, Eadweard J. Muy-
bridge's action study of a naked
woman walking with a water
jar on her shoulder enters into
another Muybridge study of
two naked men wrestling.
Frame by frame she approach-
es the men as their wrestling
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Karl Boden, Woman Powring Water, Men Wresiling (Fodweard Muybridge), 1988
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becomes more heated, and
empties the jar over their
heads. In another, Diane Ar-
bus' child with a toy hand
grenade in Central Park, New
York, has been relocated within
the setting of Cartier-Bresson's
photograph of children playing
among the ruined walls of
Seville, Spﬂin, 1933. Ona
more shocking note, the face of
the Vietnamese man being shot
in the head in Eddie Adams’
well-known war phum is sub-
stituted for the face of the Jack
of hearts in Harold Edgerton's
stop-action shot of a bullet
breaking through a playing
card,

Baden reconstructs the art
history of photography, irrever-
ently recomposing images by
the great “masters” of
photography-Weston, Ste-
ichen, Stieglitz, Frank, Arbus,
ete., as well as the more popu-
lar icons of figures like Edger-
ton and Eddie Adams. He re-
jects the serious intellectuality
of established art history, while
at the same time attempting to
refocus it around the more
physical fetishisms of sex and
death within that history. This
apparent contradiction be-
comes part of a mood roller-
coaster ride on which Baden

Daovid Restes, from Dovid Resten: The Photogre
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takes the viewer. While he al-
ternates between provoking,
humorous, pretentious, subtle,
shocking, seductive, and surre-
al images, he initiates discus-
gions about the relationship of
social documentary, art photog-
raphy, and scientific experi-
mentation. Baden bases his
work on an art historieal con-
text, and at the same time he
deconstructs that context. But
for whom? —Art historians?
The work deesn't inquire
deeply enough into the points
it raises —A general photogra-
phy audience? But a lot of the
history implied falls outside
the realm or popular knowl-
edge. Where does Baden be-
long? In between? Outside of
both contexts?

In a slide presentation deliv-
ered at the Glassell School,
Houston, on January 21,
Baden mentioned his recent
interest in using media images
rather than primarily art-his-
torical ones. An image com-
posed of a recent Smirnoff vod-
ka advertisement and a classi-
cally beautiful male nude by
George Platt Lynes becomes,
then, a clear example for un-
derstanding the context of
Baden’s work. In the Smirnofff
Platt Lynes composite, the pre-

phs (@ series of work in progress), 1988-7

tentious beauty of a headless
nude is made irreverent by a
group of elegantly dressed
women sitting around a table,
laughing. The women casually
ignore the naked beauty beside
them and are more entertained
by a high-heeled shoe that cap-
tures all the serious attention
the neglected man seems to
want. In this composite,
Baden's interest in art history
and his playfulness and unpre-
dictability, combined with an
image from popular culture, es-
tablish a context for the art
history of photography as it re-
lates to different aspects of our
visual environment—advertise-
ments, consumerism, femni-
nism. This context then be-
comes more accessible and in-
triguing to a variety of audi-
ences—art historians, femi-
nists, sociologists, television
viewers, etc.

While Baden shows us small
windows into a history of pho-
tography gone mad, David Ros-
ten's 20" x 24”7, unmatted,
densely grainy (his final print
is made by resheoting his ini-
tial image with a dise camera)
color prints appear as memo-
ries of our experiences of the
photographic medium. Start-
ing with a photograph of a jog-
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ger on the seashore with a
beautiful red sun floating on
the horizon, the series on dis-
play, part of a work in progress,
includes, among others, a Ray-
o-graph (a la Man Ray, using
what appears to be the inner
mechanisms of a clock and a
film spool), an X-ray of an out-
stretched hand, an art gallery
installation sho showing mini-
malist geometric works on the
wall, a black and white Wegee-
style street-photo of a person
dead or asleep on a gloomy city
sidewalk, a gauzy close-up of a
red thornless rose on a blue
background, an image of a man
and woman in a motel bedroom
engaged in performing explieit
sex, a black and white photo-
graph of a Frankenstein figure
in a seary science lab, and a
black and white papparazi of a
blonde starlet caught by "sur-
prise” as she exits her sport
car. The series ends in a high-
rise night view of a city's down-
town. All the images are treat-
ed with an equal dose of dis-
tancing; the meaning they
would derive in their “original™
context is secondary to the new
context created for our viewing
experience on the gallery wall.

Rosten takes us through a
"whole lexicon of photographic
identities, all of them made by
him " (Rosten, for example,
persisted until he was allowed
access to a high-tech observato-
ry telescope to take a photo of
the moon). The images seem to
remind one of specific contexts,
while at the same time refus-
ing to remain fixed within
those contexts. This lack of a
definite context engages the
viewer in a struggle for recog-
nition that is being constantly
undermined. It isas if one
couldn’t remember exactly
where one saw an image, while
knowing that one in fact had
never seen the image before.

In contrast to Baden's prolif-
eration, Rosten's images have
been edited more selectively,
creating an almost narrative
effect between sunrise and
night shot. As we move be-
tween the Wegee-style street
shot, the x-rated shot (the "cli-
max” of the series), and the
papparazi photo, the borders
between art, documentary, sex-
ual fiction, and sensationalism
are blurred. This blurring of
borders, as placed within the
context of an art exhibit, cre-
ates tension around the posi-
tion of the work within its usu-
al social structure, and also
concerning the gallery itself as
representative of a particular
social context: one that flat-
tens?

Rosten addresses the social
contexts of the photographs by
obscuring the definitions of im-
ages, distancing them in a mist
of eonfusion. On the other
hand, Mitchell works clearly
within the range of a specific
social context--portrait photog-
raphy. To commemorate the
150th anniversary of Toronto,
Mitchell tock his family (wife
and two kids) to a variety of
portrait studios in that city,
run by photographers from dif-
ferent ethnic groups. The fam-
ily went to Greek, Jewish, Chi-
nese, Polish, West Indian,
White American, Italian, and
Portuguese photographers.
Maintaining a documentary at-
titude, Mitchell's family did
not choose the photographs
that they liked. Claiming inde-
cision, they asked each photog-
rapher to choose the image
they liked best for them. Fur-
thermore they didn't remove
the photos from the eriginal

tured in
the HCP
coOmmemao-
rative ex-
hibit all
point
towards an
increased
considera-
tion of the
rituals
within
which pho-
tography
functions:
Baden
goes part-
way to-
ward cre-
ating a
context for
a new art
history of
photogra-
phy that is
less pre-

Michael Mitchell, Fomily Portrail, Wong's Phatagraphy,

Teronle, 1784

cardboard frames which the
photographers provide.
Mitchell's documentation of
portrait photography is done
with little intervention, keep-
ing his hand away from the
praject as much as possible (he
doesn't even touch a shutter
the whole time).

The family looks friendly in
the Polish photographer's im-
age, and tired in the West In-
dian's image, reserved in one
Jewish image and distanced in
the Italian portrait. The differ-
ences between the portraits
could lead to a discussion of
ethnic differences, but this line
of reasoning is invalidated
when one sees that within the
presentation there are three
portraits by the Greek photog-
rapher and a couple each from
different Jewish and Por-
tuguese photographers, and
the family seems confortable in
some, not in others, indifferent
in another. This intelligent
choosing of repetitions by
Mitchell eliminates the pos-
sibility of creating linear cate-
gories across the images based
on ethnicity.

The pieture that we get of
portrait photography is one
that cuts across a large section
of our society. And regardless
of who took the picture, certain
aspects are made clear, those
that all of us have come to ex-
pect from a portrait photogra-
pher, and that are emphasized
here through repetition. "The
children have resolved their
differences and love mother; fa-
ther is present and protective
while the entire family floats in
a limbo outside of history and
beyond all time,” says Mitchell
in the accompanying state-
ment. The differences between
the photos are presented as the
untold story of each portrait--
was the West Indian image
taken later in the day, maybe
after a long drive, or a hard
day's work? Maybe the Polish
image was taken on a sunny
Sunday, or after going for ice
cream. Mitchell presents a
group of pictures where the im-
portance of the image is not its
accurate documentation of a re-
ality, or the manipulation of it.
Its importance is to be material
representation, and commem-
orative memorabilia of a ritual
that includes getting dressed,
gathering the family, driving
out to the photo studio, having
the portrait taken, and all the
events in between as expe-
rienced by the whole family to-
gether,

The three photographers fea-

tentious,
more open
and acces-
gible; Ros-
ten, by juxtaposing different
contexts which use this medi-
um, induces reflection about
those contexts and especially
about photographs in the art
gallery; and Mitchell firmly es-
tablishes the importance of rit-
ual within the context of look-
ing at portrait photography.
This exhibit at HCP places erit-
icism of photographic images in
a context in which interpreta-
tion itself becomes the subject.
The meanings that different
image-making technologies
(analog or digital) construe is,
therefore, given a ground that
makes the space between them
accessible, viewable, connected.

Footnotes

L There were also symposia on
digital processes; from Ohio
State University's Photogra-
phy: The Second Revolution, to
the more introductory attitude
of New York University's New
Technology: Computer Appli-
cations in Photography. In
Houston, HCP acquired a com-
puter that is the center of vari-
ous workshops in computer
graphics. The discussion was,
of course, accompanied by a
number of articles in publica-
tions such as Afterimage,
Screen, and Spot.

2. See Alan Rath's artist's
statement in Digital Photogra-
phy: Captured Image-

s/ Volatile Memory | New Mon-
tage (San Francisco: San
Francisco Camerawork, 1988),
p- 24; Robert Bowden, "After
the Revolution” in Afterimage,
vol. 16, num. 2, p. 4; and cura-
tor Jim Pomeroy, "Captured
Images/Volatile Memory/New
Montage” in Digital Photogra-
phy, p.2

3. J. Williamson, "A Piece of
the Action” in Consuming Pas-
sions. Williamson is writing
about Cindy Sherman's work; 1
have substituted photographic
identities for Williamson's orig-
inal feminine identities, and
him for her in applying her
quote to Rosten's work.

Roberto Cofresi is a Houston pho-
tographer whoe is Operations Assis-
tant in the Film Department of the
Museum of Fine Arts, Houston,

COME AS YOU ARE

By Erwin Ferguson

Sonomama, Sonomama: High
Fashion in the Japanese Coun-
tryside, by Taishi Hirokawa.
San Francisco: Chronicle
Books, 1988. $25.00, 60 pages.

Magical Power
marvelous action!
Chopping wood,
carrying water...
--Ancient Zen Master

Fashion is in itself a bizarre
endeavor, but nothing is so
strange as the levels of cultural
imperialism one finds when pe-
rusing a Japanese fashion
magazine. We would expect to
see a world fresh, completely
new, original, and—most im-
portantly—unique. The maga-
zine should be capable of rein-
vigorating all matters of West-
ern style. It was in this sense
that Marco Polo sought splen-
did spices in his travels
through the Orient. However,
the imagery in Japan's fashion
world is a mirror—although a
curved and distorted
mirror—aof the West's. Borne
on pages which are reversed in
order float images which repre-
sent fashion in the convention-
al American-European modes:
for the sake of coolness the
models adopt that haughtily
superior attitude which threat-
ens to become a scowl; aristo-
erats abound while servants
bear all burdens; women imi-
tate the open-hearted spirited
goofiness of the southern Cali-
fornia fifteen-year-old.

Culture is not monolithic; in a
certain sense it involves a sort
of free market. People have to
find a connection between the
new and the old, or else they
will just leave the new aside.
Witness the nineteenth centu-
ry's influx of Japonisme into
Europe and its tremendous im-
pact upon the Impressionist
movement. As the story of art
history goes, painting was mov-
ing towards flatness, so when
the flattened images of Japan
arrived, Western culture ae-
cepted them. Because tradi-
tional Japanese culture overtly
embraced certain notions about
social class, the various strate-
gies typically used for selling
fashion have proved easily
adaptable there.

So it was a great surprise, as
I walked through bookstores
this Christmas—a season dur-
ing which the publishing in-
dustry dumps all kinds of junk
photography books on the mar-
ket—to find Taishi Hirokawa's
Songmama, Sonomama. After
years of annuals from Helmut
Newton, Norman Parkinson,
Irving Penn, and Richard Ave-
don, this looked like a real
change from the usual cliché.

Sonomama—which is slang
for "in a natural state” or "just
as you are"—is an ersatz docu-
mentation of "High Fashion in
the Japanese countryside.”
“Internationally renowned
fashion photographer,” Hi-
rokawa, accompanied by his
ever-present stylist, pho-
tographed “peasants” (that's
how he refers to them) wearing
the designs of Bizi, [ssey
Miyake, Comme des Garcons,
and others. Hirokawa's fash-

ion work isn't published very
much in America, but the few
examples | have seen are very
typical--high-key electronic
flash before a seamless back-
ground. His style is a lot like
Irving Penn's, showing a fasci-
nation with brilliant colors.

However in this book Hi-
rokawa makes an attempt at
“anti-fashion.” He turns
against his usual methods and
subjects, hoping to create
something new. In an inter-
view, he remarks that the peas-
ants were not paid and that
"not one person asked for a
mirrer.” In this romantic ven-
ture, he believes that the rural
folk have an instinctual rela-
tionship with the earth. Like
all artists of these pestmodern
times, Hirokawa has a theory--
the cucumber theory. The the-
ory holds that fashion design-
ers are like the farmers who
cultivate cucumbers to grow in
absolutely straight and regular
shapes. He states,

In the country you still find
people who are, in cucumber
terms, crooked and a bit
smelly but taste great. If de-
signers had real understand-
ing of clothing, their clothes
will look just as good on those
people as on fashion models.
They look as if they have al-
ways worn them. If it weren't
for the captions—they would
just be rural snapshots.

Turning to John Berger's es-
say, “The Suit and the Photo-
graph” (About Looking, 1980),
one gains some insight into the
mystery of Hirokawa's endeav-
or. Berger analyzes the role of
the mass-produced suit in Au-
gust Sander’s collection of pre-
Waorld War II photographs. He
finds that the suit has a double
life, deforming the bodies of
peasants, whom it wasn't de-
signed for, while preserving the
“...pure sedentary power” of the
aristocrat. Because the peas-
ants have accepted the suit as
a status symbel, they also ac-
cept it as a symbeol of the aris-
tocrat’s cultural hegemony. In
Berger's analysis, the power is
in the "look."

So can it be said that Hi-
rokawa's photographs have a
similar meaning? Are these
peasants empowered with dig-
nity and grace by the clothes
they take on, or do the
clothes—like the suits on
Sander's peasants—"deform”
them? If the subjects them-
selves had suddenly taken to
wearing high fashion, the
meaning might be the same;
but this is not what happened.
In addition, a major difference
between Sander’s work and Hi-
rokawa's involves the latter's
callousness to his subjects’ self-
respect and dignity.

Alas, one of the most disap-
pointing aspects of this book is
the fact that we never see the
subjects in their own dress.
Considering Hirokawa's self-
deseribed goal is to photograph
the peasants as they are, it is
illogical to clothe them in deco-
rative fashions.

The viewers of this book are
given no standards to use in
“authenticating” or reading
these photographs (Hirokawa
made no "before” and "after”
shots). His project probably
has a different impact in
Japan, where its citizens have
meore knowledge of the people
and attitudes involved. How-
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ever, for Americans, High
Fashion is just a marketing
tool, a way of making some-
thing new and different. This
book is a collection of pseudo-
events: manufactured photo
opportunites which give the
viewer a mere illusion of expe-
riencing something.

Fashion photographs, like all
photographs, always tell a sto-
ry; in fashion it is based on two
main elements, fetishism of the
clothing and the portrait of the
personality. The latter is usu-
ally subordinated to the former
50 as to create a new body
metaphysic which sells cloth-
ing. In Hirokawa's pho-
tographs the roles are re-
versed—the clothing becomes
rags, and the personality or in-
dividuality of the peasants
wins out. Hirokawa chose to
sheot these photographs in
black and white to allow the
people to “come out on top.”
Thus he has juxtaposed alien-
ated clothing against what he
sees as "pure” and “free” spir-
its in a state close to nature.
When these sons of the earth
need clothing, they make their
own.

Now it's true that the clothing
these "peasants™ wear do look
as if they have been worn all
their lives, but the real issue is,
would anyone viewing these
images be motivated to buy
high fashion at outrageous
prices? In fact, Hirokawa's
project demonstrates the neces-
sity of the fashion photograph
and the mode] in the fashion
business. His work shows that
the designers do not have “real
understanding of clothing”;
what they do have is a real un-
derstanding of how to sell an
image. The model and the pho-
tographer use physique and
personality to invigorate the
clothing with a marketable
aura of beauty. The viewer,
subjected to the rhetoric of the
fashion image, believes that
the aura will then be trans-
ferred to his or, more typically,
her, own body upon purchase.
Hence, the images of this book
are those of fashion
failures—charming, happy, au-
tonomous individuals living in
a true fairytale, like
munchkins in Oz.

Hirokawa's photographs fall
into a moeck heroic stance. The
celebratory status of his sitters
is just perfunctory. Nearly ev-
ery shot is taken from a low
angle, placing the viewer on his
stomach before new romantic
idols. Cheosing the square
frame for every portrait (a
shape which suggests stabili-
ty), rendering all subjects in
monochrome (which suggests
timelessness), composing every
photo with symmetry (an ele-
ment instrumental to the clas-
sical feel), Hirokawa creates a
world that's a slight return to
the silver beauty of the Holly-
wood glamor treatment.,

His use of electronic flash is
subtle. He may have used a
large fill reflector to cut the
lighting ratios. Whether under
a cloudy sky or full sunlight, he
approaches everyone with the
same technige. The residual
effect is that there's a little
white spark in everyone's
eyes—a little bedazzlement
—and they gleam with artifi-
cial personality. Using a fill
flash when it's not really need-
ed is giving the picture a
“kick." It's an effective method

Taishi Hirokewo, Former and Wife with Their Scarecrow, Kagaws, 1988, fram Senomama, Sonomame

when done just right. The
flash separates the foreground
from the background, adding
slight emphasis to the subject.
In a way, it's like photograph-
ing a photograph. This was an
almost universal technique in
the fifties, before fashion pho-
tographers roughened up the
pictorial scene with available
light. Hirokawa's technique
makes the world beautiful,
soft, and creamy—buffing it to
a high satin finish, regardless
of the coarseness of his subject.
There is no ultimate time or
place for these peasants, yet
they have become time trav-
ellers, moving back into the ro-
mantic past and forward to the
eternal present we have come
to know through the VCR and
the late show.

Whether Hirokawa is aware
of it or not, his photographic
style is similar in attitude to
the cinematic style of Pedro
Almodovar's Women on the
Verge of a Nervous Breakdown.
Both use traditional techniques
of their respective media culled
from 50's paradigms. Both set
their focus on people who
aren't fashionable; however,
the difference lies in the level
of self-consciousness in their
work. Almodovar's high-octane
color, a perpetual visual ma-
chine, propels the viewer to-
wards an artificial flourescent
fantasy-you know you're wit-
nessing a spectacle and can't
forget it. Hirokawa's kerosene
monochrome is so common that
the viewer is lulled into a pseu-
do-scientific rationality. Like
the hokey movies of Frank
Capra, these photographs are
chock-full of self-deluded ro-
manticism. Hirokawa intends
to sell these pictures as por-
traits of real Japanese.

The artificiality and staginess
of this project is most noteable
on pages 42 and 43. On the
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right page is a full-figure shot
of a Shrine Priest at Kolchi
(1986), standing with stoical
precision before a shrine, wear-
ing Takayuki Mori; on the left
page, there's another full-fig-
ure shot of the same Shrine
Priest standing before two
large trees. Hirokawa has
changed his clothing, and he
has also changed his environ-
ment, but the Shrine Priest's
pose is nearly identical in both
shots. Consequently, we are
given the impression that the
world moves, but the priest
doesn't. It's an attempt to
make the expression "Sonoma-
ma" literal. Photographs are
artificial, and through this ar-
tifice, the personality is ren-
dered eternal.

For the most part, Hirokawa's
"peasants” do come across as
real—mostly because they are
photographed in the environ-
ments in which they work and
spend their lives. And for the
most part they look into the
camera with pride, almost defi-
anily. The horse held by the
cattle farmer on page 29 looks
absolutely subdued by this
powerful woman who's one-
fifth its size.

It's when he photographs
these people with "oddities,”
such as "Farmer and Wife with
their Scareerow (1986} (p. 27)
in a field, that [ feel most sus-
picious. All three wear the
fashions of Arrston Volaju. The
scarecrow has a bemused face
painted on his sock-head. You
are impressed with the notion
that a joke's afoot, only you
don't know exactly who's the
joker. Another example is
"Drunken Cab Driver at Cher-
ry Blossom Party (1985)" (p.
21). He stands with lantern in
hand, stiff-legged, a buffoon.
Hirckawa's intentions may be
henest, but these two pho-
tographs in particular raise the

spectre of Diane Arbus' pho-
tographs of the mentally re-
tarded and midgets. And that
spectre leads me to think that
if Hirockawa had been serious
in his efforts or, at least a little
self-conscious, he would have
given the people in these pho-
tographs the courtesy of a
name.

As antifashion, this project is
doomed. Even the image of the
fashion failure, the real person,
can still be manipulated for the
ends of fashion, because where
there's imagery there's power
to motivate. In an age when
high fashion is in remission,
low fashion or the quotidian
becomes the new battle order.
A visit to the major American
fashion magazines of the six-
ties will reveal a world where
the fantasy of high fashion was
at its peak. Richard Avedon,
editor of the April 1965 issue of
Harper's Bazaar, devoted an
entire issue to Jean Shrimpton
in space fashions and other ex-
otica. Within eight months
fashion designers met with
fashion editors and expressed
their dissatisfaction with the
“heroic” photographer who did
anything for a picture. Even
magazine readers complained
about "undressed models” and
women sitting on "johns." To-
day, Vogue is filled with a more
relaxed form of high
fashion—the image generally is
of working women, although
it's still restricted to the white
upper class,

It was in Vogue in the late six-
ties and early seventies that
"real” made its inroads into
fashion photography. The edi-
tors of Vogue selected, or ex-
ploited, Diane Arbus' talent for
"social realism,” a realism
which was rooted in a fascina-
tion for the marginal elements
of society. Like Hirokawa, she
too used the square frame, the

monochrome, and the strobic
flash in search of personality.
The real people of Arbus’ fash-
ion photographs are deply im-
pressed with an aura of weird-
ness. Like the namesake that
the public has bestowed upon
her private work, they became
“arbus freaks,” people "just the
way they are."

The most elegant television
ad of the year—even moreso
than Chanel's surrealist spot
for No. 19—features a monkey,
ancestral father to man. In the
lore of civilization, the monkey
is to man what the peasant is
to the aristocrat. Sony is pre-
senting the image of the snow
maonkey who stands upright,
Walkman in hand, before mist-
shrouded mountains and a
placid lake, while Puccini's La
Bohéme moves him to tran-
seend the gulf between beast
and intelligence. The argu-
ment is that if a beast can en-
Joy such sensitivity, you the
viewer will certainly enjoy it
even more.

Hirokawa's work has not
reached that level of exploita-
tion, but it could easily be used
as a model to sell fashion. It
matters not what level of reali-
ty resides in the image, only
that the image connotes novel-
ty. Like the snow monkey, ro-
mantic peasants could be used
to turn the fashion world up-
side down. These new rulers of
capitalism--Sony replaces Coke
as the new symbol of capitalist
colonialism--may bring similar
fables of technology at the ser-
vice of the majestic and spiritu-
al.

Along the book's inner jacket
someone has described it as "a
beautiful work of art and a
thought-provoking commen-
tary en the relationship be-
tween people and their cloth-
ing.” The editorial comments
also suggest that it's the inten-
tion of the publisher to “inspire
spirited discussion.” To put it
frankly, I doubt that the conse-
quences of this book will be in
the form the editor has sug-
gested. The spirited discussion
will probably involve jokes
about how freakish the people
in this book look. I suspect
that the publisher is counting
more on America's frustration
with Japanese commercial suc-
cess than hoping for any useful
discussion. To a nation of
style-conscious consumers, this
book of "unfashionable”
Japanese will induce amused
befuddlement. When I showed
the book around to some
friends, one of them noted that
“It looks good, but it sounds
bad."

Erwin Ferguson regards himself
as a “dedicated amateur™; he has
written previously on fashion pho-
tography for SPOT.



CAMERA
FUTURUS

By Joseph McGrath

Visions of the Future: New Ar-
chitectural Plans for the Hous-
ton Center for Photography
was the opening exhibit of
HCP's new Gallery X, from
January 11 - 22, 1989, Curat-
ed by Geoffrey Brune, the show
included work by ten third-
year architectural students at
the Universzity of Houston Col-
lege of Architecture.

It seems appropriate some-
how that the inaugural show
for HCP's new Gallery X would
feature not photography but
ambitious architectural propos-
als for the Center's future
growth. The ten proposals in
the recent show Future Vi-
sions were a selected represen-
tation of the work of some 150
University of Houston third-
year architecture students.
Geoffrey Brune, the show’s cu-
rator, prepared a functional
program for the Center and,
along with other faculty mem-
bers, issued the six-week de-
sign problem to his students.
The program called for approx-
imately 5,000 square feet of of-
fices, classrooms, support facil-
ities, a darkroom, bookstore,
and library. Students were
also encouraged to include an
area to accommodate crowds
for openings and gatherings at
the Center. Finally, the pro-
posals for the new facility were
to be sited in HCP's existing lo-
eation, expanded to fill the en-
tire site of the small commer-
cial storefront in which HCP is
presently located.

In the brief introductory ma-
terial to the show, Brune
claims that in each of the pro-
posals,

...a notion about the role of
photography in contemporary
western culture is explored. In
making space and architecture
to express these ideas, the ar-
chitecture becomes the media-
tar between function of the pro-
gram and the metaphor of the
idea.

Only a few of the students
took on this very formidable
task directly, with results
which will be noted below. For
the most part, the projects
seem to have found their inspi-
ration less in observations
about contemporary photogra-
phy than in equally potent ob-
servations about the site, the
surrounding neighborhood, and
in notions which weuld provide
the Center with a unique and
characteristic image.

The corner location of the site,
on West Alabama and Mulber-
ry Streets, along with the loca-
tion of the Menil Collection
parking lot across Mulberry
Street, provided a strong for-
mal skeleton for the develop-
ment of many of the schemes.
That is, in many instances, the
building presents one face to
West Alabama but is ap-
proached and entered from
across Mulberry Street. The
conception of the West Alaba-
ma face of the building as a
“false facade” is rhetorically en-
foreed in several cases. In
John Major's proposal, the
building presents a large bill-
board for the display of photog-
raphy and information. Simi-
larly, Scott Palermo’s design of-
fers a rear-projection screen
which presents the “two-di-

(top) Edmund Soto, John Knoll, (bottem) John Majar, Chi La (architecturel models photographed by Gealf Bruse)

mensional face” of the Center
to the street.

An appreciation of the neigh-
borhood’s architectural charac-
ter has also proven influential
in the shaping of these pro-
jects. The use of houses along
the street as both residences
and businesses has spawned a
hybrid architectural character.
The houses retain their resi-
dential features but are also
retro-fitted with eommercial
storefronts, sheet glass and sig-
nage. The proposals for HCP
show an appreciation for both
the houses’ ambiguity and
their “Do-It-Your-
self” character, re-
sulting in many of
the proposals in a
self-conscious brico-
lage of architectural
pileces,

Valerie Garrett pro-
poses a building cut
in two by a large ab-
stract wedge. The
side of the building
in front of the wedge
(facing West Alaba-
ma) contains the
main gallery and
takes on a commer-
cial character of
glass and metal
storefront. The rear
of the building, be-
hind the wedge, in-
cludes offices and
support spaces and
adopts the hip roofs,
brick walls and dou-
ble hung windows of
the neighborhood
(although inordi-
nately overscaled, due to the
mass of the building itself). Al-
though not as literal in their
references, the witty, Gehry-es-
que assemblage of shiny,
brightly-colored elements in
John Knott's and John Major's
proposals also suggests the
work of the bricolewr. Knott's
main gallery suggests a cross
between the system of louvers
at the Menil Collection and an
industrial air-conditioner. Ma-
jor's thirty-foot high slab of
green travertine (perhaps
quarried right from the MFA,
Houston) is a satirical jab at
the pretenses of High Art.
Again, Scott Palermo and Sai
Hin Loi both present buildings
which are the product of an
even more aggressive collage of
architectural elements.

Although the funky, contradi-

tory nature of West Alabama
Street was clearly conceived of
as advantageous, the street’s
anonymity (as well as the Cen-
ter’s) were seen as problematic.
Indeed, for the building to be-
come a neighborhood landmark
iz almost unavoidable given
the propsed Center’s size, insti-
tutional nature and proximity
to the Menil Colleetion. By far
the most monumental proposi-
tion is Edmund Soto’s two-sto-
ry metal cube, containing the
Center’s library and bookstore,
perched atop a two-story fa-
cade overlooking West Alaba-

fram Visions of the Fulure, (| to 1) Velerie Garrent, John Mojer, Wayne White
(imstallotion phote by Geelf Brune)

ma. Sandra Strauss's proposal
includes a free-standing three-
story circulation tower which
serves as a kind of pylon mark-
ing a peint along the street, in
much the same way as the dis-
tant Transeo Tower. Nearly all
of the proposals attempted to
reduce the scale of the building
by enclosing different program
elements in distinctly identifi-
able pieces. However, the lack
of contextual information or
even scale regarding the com-
parative size and appearance
of existing buildings in relation
to the proposed new Center
mitigated the strength of their
effart.

Nevertheless, the articulation
of individual elements as a res-
olution of seale conjoins conve-
niently with the tinkered jux-
taposition of pieces in formu-
lating one of the strongest dis-

cursive aspects shared by
many of the schemes. In San-
dra Strauss’ propesal, the Cen-
ter is broken down into several
buildings which accommodate
various functions and rest to-
gether on a large plinth. The
plinth organizes the cutdoor
space surrounding the build-
ings and is designed to make
work accessible outdoors, day
or night. Similarly, Knott's,
Major’s and Palermo’s bill-
boards present photographs or
information to the street
around the clock. Although
Edmund Soto safely seals off

Fliain

the Center from the outside
world, as one might expect of a
Cultural Institution, he too
clouds the distinetion between
indoor and outdoor behind the
precint walls, most dramatieal-
ly in an outdoor theatre sus-
pended below a small tower.
Just as Malraux noted (per-
haps quixotically, in hindsight)
that photography would break
down the walls of the museum,
many of these proposals ad-
vance a similar erosion of the
gallery walls. Yet a certain
lack of conviction is betrayed in
“taking it to the streets,” with
the clear distinction of a “grand
gallery” as a kind of sanctum
outside of which the rowdiest
play takes place. Even the
leering thugs on the billboard
outside of John Major's propos-
al hardly seem to pose a threat
to the eultured tranquility of

his two-story gallery space.

Curiously, the size of the gal-
leries in many of the proposals
suggests an intent awareness
of the need to accommodate Big
Photographs. In fact, Seott
Palermo’s proposal includes a
large, figurative crane
equipped with an enlarger
looming over the darkroom in
order to facilitate the produc-
tion of oversize prints. Such an
awareness fused with an obvi-
ous appreciation for the com-
mercial use of photographs in
billboards, television and film
suggests, particularly in Paler-
mao's, Knott's, and Major's pro-
posals, a building which is the
locus of the ironie meeting of
Big Art and Big Media as each
sees the one in the other.

As noted earlier, only a couple
of the proposals attempted to
mediate particular observa-
tions about photography with
the functional demands of the
program. Wayne White's pro-
posal is essentially an inert
rectangular form. Yetin the
surfaces of that form, White at-
tempts to make his building
“about” photography. The
walls, as well as areas of roof
and floor, seem to consist of
transluscent glnse; or glass
block. Opague portions of the
gallery walls have been
“peeled” away from the surface
of the form and placed away
from the building. The shad-
ows that the bulding would
cast at a certain time of year
are etched into the surfaces
surrounding the building.
White seems obsessed with de-
veloping a proposal which
makes light as seminal to ar-
chitecture as it is to photogra-
phy. The shadows etched into
the pavement didactically
press the point that the build-
ing is always in light. The sky-
lights and glass walls shape
the building into both a diffus-
er of light and a receptor for a
changing play of light and
shadow.

Chi La's proposal features a
large free-standing structure
consisting of several narrow,
two-story layers of maze-like
rooms functioning as galleries.
Coneeived of as a “mask,” the
structure faces West Alabama
and is inspired by a conception
of photography as dissem-
blance. Behind the mask,
though, the remaining program
elements are routinely set
aside in two adjoining build-
ings. Both schemes are less
dynamic in their formal compo-
sition than other proposals,
and are particularly indifferent
to their surroundings. Al-
though gawky and self-ob-
sessed, they are noteworthy in
attempting the difficult task of
ereating an architectural figu-
ration from amorphous ideas
about photography. Such an
attempt reflects an effort to
create a building which is dis-
tinetly inspired by photogra-

phy.

Taken together, these propos-
als reflect an image of photog-
raphy as both populist and eso-
teric. They suggest an aware-
ness of the immanence of pho-
tographs in our daily lives,
through both the media and
the family album. Yet they
also reflect a sense of the
charisma of the gallery’s art ob-
jects, as well as the processes
of the camera obscura.

Joseph McGrath is a recent gradu-
ate of the graduate program af the
University of Houston, College of
Architecture,
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BEEFCAKE

By Ed Osawski

Photographs by Roger Ruther-
ford were on display at the
Parkway Athletic Club, 800
Rosine, Houston, in November
and December, 1988.

Consider two images from the
more than 70 photographs by
Roger Rutherford exhibited
during November and Decem-
ber at Parkway Athletic Club.
The first, "Summer Catch,” a
black and white studio photo-
graph, depicts a muscular
young white male model. He
turns his back to the viewer,
and a fishing net is draped
over his body, covering him
from head to lower calves,
where the photograph stops.
"SBummer Catch” resembles the
male erotic photographs pro-
dueced in California in the late
fifties and sixties that define
the word "beefeake™ depic-
tions of the male nude with a
wholesome, clean, and some-
what coy approach. One is ex-
pected to read "Summer Catch”
with humeor and irony.

Now consider a second image,
"Crypt.” A color photograph
somewhat larger than "Sum-
mer Catch,” in the exhibition it
hung to the left of the first pho-
tograph. Itis a photograph of
a stone tomb, almost abstract
in the intersecting planes of
light and shadows which cross
it, guarded by a metal fence.

The majority of Rutherford's
works on display were black
and white photographs of well-
muscled nude and semi-nude
white and black models. A few
depicted male couples; one
showed a male-female couple;
two showed female nudes; one
was of four men; and several,
like "Crypl,," were abstract
studies of architectural details.
For the most part Rutherford's
subjects varied little—solitary
men, in a variety of poses, cos-
tumes, light, most feigning no
awareness of the photogra-
pher's presence, a few con-
fronting the camera and viewer
directly. In many, Rutherford
cuts the head or eliminates it
completely and concentrates on
the details of the torse.

Rutherford, who is a Houston-
based photographer, has
achieved some fame with his
growing body of male nude
photography. One of his pho-
tographs appears in Peter
Weirmair's Hidden Image and
illustrates T.R. Mackin's re-
view of the book's German edi-
tion (SPOT, Spring 1988, p.
17).

Shown at an athletic ¢lub that
markets itself to a gay clien-
tele, Rutherford's photographs
are advertisements for what
hard work at Parkway Athletic
Club ean acecomplish. In fact, a
Rutherford photograph is used
in print ads for the health club.
(The availability of the pho-
tographs for purchase, in a va-
riety of sizes, prices corre-
sponding to the format, or of
cards of selected images, was
indicated prominently as one
entered.) The photographs,
displayed in a hallway cut by
doors and window, with vary-
ing levels of lighting, were

Reoger Rutherford, Sommer Cotch, 1988

shown in what was not the
maost hospitable setting for
lecking at photographs. But
that same hallway, its doors
open to rooms with weights,
mirrors, and the signs of ath-
letic activity, also seemed
somehow appropriate,

In his piece titled "Intersec-
tions” in the Winter, 1988 issue
of SPOT (p. 10), Johannes Bir-
ringer poses several questions
when considering the five
headless bodybuilders by Paul
Kittelson which stood outside
Houston's Contemporary Arts
Museum during its First Texas
Triennial Exhibition. Birringer
asks, "But how can one review
such figures? What do they
stand for? What metaphor: se-
duction? explosion? apoca-
lypse?” Birringer's questions
remind us that the human
body, when depicted in art, has
traditionally functioned
metaphorically, that it has
been used to convey an idea
and not just a quantity of infor-
mation.

The nude photograph is
fraught with problems. Unlike
other genres, it imposes its po-
litical content upon us, forcing
questions that landscape or
portrait, for example, ean
avoid. With the nude photo-
graph one is forced to go be-
yond the formal description of
the content of the photograph
and to ask what that content
means. What is its underlying
metaphor, in other words. In
the case of male nude pho-
tographs, one asks how they
differ (if at all) from the female
nude image. And, one alse
asks, what does it mean, in the
second decade of the AIDS epi-
demic, as Ronald Reagan pass-
es on to his successor the lega-
cy of his impoverished response
to the disease, to display the
nude male image.

As Weirmair's book so well
documents, the history of male
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nude photography is a closeted
one, a history of images kept
concealed and intended for pri-
vate consumption by a group of
male collectors who, like the
purchasers of female nude pho-
tography, could afford the
prices asked. The availability
and costs of male images have
been manipulated by a cluster
of forces, not the least of which
has been their appeal to a lim-
ited but sizeable audience of af-
fluent homesexual men. In
Rutherford's images, beautiful-
ly photographed and printed,
bodies stretch, leap athletically,
lean languidly, disappear into
shadows, reappear outlined by
light. His models pose in
cropped T-shirts, blue jeans
strategically unbuttoned,
leather jackets unzipped to re-
veal hairy chests, jock straps,
cowboy boots, ballet shoes.
They are covered by beads of
sweat or gauzy fabrics. In
short, his is the repertoire of
the erotic (and sensual) gay
male p]’mtug“raph whose view-
ers are other men. But nothing
in these images shocks. They
are safe, far less challenging
than Robert Mapplethorpe's
disturbing images from ten
years ago. And if Rutherford's
photegraphs seem familiar, it
is because they are, quite sim-
ply, male versions of the female
nudes that dominate our cul-
ture. Beefcake has just re-
placed cheesecake.

In that replacement one thing
has remained constant—the
depersonalization of the sub-
ject. Rutherford's models are
obejets—to be admired, to be
imitated (by long hours at the
gym), to be lusted after and
dreamed about, to be pur-
chased. In her essay "Eroti-
cism and Female Imagery in
Nineteenth Century Art,” art
historian Linda Nochlin re-
minds us of the link between
prostitution and erotic photog-

raphy. Women of the demi-
monde (because of their al-
ready compromised economic
status) were the first models
available to pose for the cam-
era. And their poses, languid,
passive, quiet, suggested their
waiting availability for the ag-
gressive male purchaser.
Nachlin quotes John Berger to
emphasize her point that the
commercialization of sex and
the rendering of the human
person as a commodity define
the connection between photog-
raphy and prostitution.”In the
majority of European nudes
there is a clear parallel with
the passivity which is endemic
to prostitution.” The same ar-
gument applies to Rutherford's
photographs, few of which offer
models in control of their sexu-
al powers.

Reinforcing the objectification
of the model is Rutherford's
tendency to split the body, to
sever its parts and bring them
into isolation. He returns reg-
ularly to bodies without heads,
to bodies seen from the chest to
the erotch, from the shoulders
to the waist. His are images of
perfection, but a perfection
emptied of all things intellectu-
al (or, for that matter, emotion-
al). In one photograph he pos-
es his model, in jock strap and
cowboy hat, body gleaming,
with the model's eyes blacked
by the down-turned hat. If the
personality, what distinguishes
one person from another, rests
somewhere in our mental fae-
ulties, or is at least symbaolized
by the head as the location of
those faculties, then Ruther-
ford offers a vision from which
personality and intellect have
been removed.

His models differ, not in their
ability to laugh or weep or
know, but in their ability to
stretch a T-shirt or fill a pair of
blue jeans. They are utterly
replaceable, cogs in the wheel
of erctic fantasies. Their
achievement is, in Stewart
Ewen's phrase, "technical.”
Their "mindless cbedience” to
working out can be read upon
their bedies. "This machine-
man is one of a generation of
desolate, finely tuned loners
who have cropped up as icons
of American style. Their bod-
ies, often lightly oiled to accen-
tuate definition, reveal their
inner mechanisms like costly,
open faced watches....If this is
eroticism, it is tuned to the
mysteries of technology than to
those of the flesh™ Their per-
fection suggests not liberation
but subjugation to the control-
ling whims of shifting taste.
Like animals caught in the
trapper's net, they are trapped
by desires that constantly vary.
It is an eroticism that seemns
especially appropriate for the
waning days of the post-indus-
trial era.

One returns to "Summer
Catch” and "Crypt" and sees
them from a more chilling per-
spective. Ifit had once been
possible to read, with humoer,
the predicament of a hunk
"eaught” by another person,
such an option no longer exists.
What one catches is AIDS.
What the photograph proposes
is that the model is the person
from whom one “caught” AIDS
that summer. [ts placement
next to "Crypt” forces one to

this reading. Were it not for
the presence of a work like
"Crypt,” Rutherford's pho-
tographs would exist in a time-
less dreamscape, a place where
history (and biology) do not
matter. But "Crypt” pulls
them, against the wishes of the
photographer, one senses, into
a present that is everything
the photographs avoid—chaot-
ie, real, threatening, frighten-
ing.

It deserves to be repeated
that AIDS is not a gay disease,
that there are cities, like
Newark, where the majority of
the people with the disease are
heterosexual. To grant Ruther-
ford his credit, his focus on ap-
parently healthy and fit gay
men is certainly an antidote to
the abundance of images of
wasted and suffering gay men
with AIDS by photographers
like Nicholas Nixon, for exam-
ple. (One does not know, of
course, the sexual orientation
of Rutherford's models. Their
talent as models comes from
their ability to play the role
asked of them. In these pho-
tographs they play the role of
gay men.)

There is a price such pho-
tographs exact. They bind the
viewer to traditional concepts
of beauty and appearance.
They raise expectations of sex-
ual fulfillment that the reality
of the flesh cannot meet. And
by appealing to the desire for
the perfeet and the ideal, they
distract one from recognizing,
to borrow the words of art eritic
John Russell (writing about
Lucien Freud), the "horror of
the idyllic."

Footnotes

1. Quoted in Linda Nochlin,
Women, Art, and Power and
Other Essays (New York:
Harper and Row, 1988), p. 143.
2. Stewart Ewen, All Con-
suming Images: the Politics of
Style in Contemporary Culture
(New York: Basic Books, 1988),
p. 191.

Ed Osowski manages the Montrose
branch of the Houston Publie Li-
brary. A frequent contribulor to
SPOT, ke also occasionally re-
views books for the Houston Post.



TWO FROM TEXAS

By Elizabeth M«Bride

From Uncertain to Blue:
Photographs by Keith Carter,
Introduction by Horton Foote.
Austin: Texas Monthly Press,
1988, 173 pp. $29.95.

Seasons of Light: Photo-
graphs and Stories by Peter
Brown, Poems and Essay by
Denise Levertov. Houston:
Rice Uniuerﬁ'f{y Press, 1988,
133 pp. $24.95.

With the help of an intelligent
and enthusiastic new director,
Susan Bielstein, the Rice Uni-
versity Press has expanded its
ambitions, inviting a wider va-
riety of manuseripts in hopes of
improving its reputation and
becoming a genuinely distin-
guished small press. Seasons
nff;ight, Phofogmphs and Sto-
ries by Rice Professor Peter
Brown with essay and poems
by Denise Levertov, represents
a serious effort in this direc-
tion, one only partially success-
ful. The quality of design and
reproductions in this tasteful
and handsome book is
exquisite. And given the repu-
tation Brown has acquired lo-
cally, the publication of his ad-
mittedly unusual work is prob-
ably appropriate. But there
are serious problems in the
work itself which one would
hope are addressed before
Brown's next publication.

Reading this book, one gets a
sense of the photographer as a
thoroughly nice guy, rather
sentimental and loving, careful
of feelings, with an apprecia-
tion of the small moments and
ordinary images which actually
do make up our lives. The pho-
tographs themselves are beau-
tiful. One’s appreciation of the
work hinges on the viewer’s at-
titude, though, because the
question arises whether beauty
is enough when one is faced
with photographs so precious
and self-referential. Thereisa
claustrophobic feeling to this
work which | don’t think can be
attributed entirely to the fact
that most of the scenes take
place indoors. The short texts
which accompany the
photographs employ oblique
narratives, sometimes autobio-
graphical, often imagined, in
which Brown manages to
bridge successfully his ocea-
sional tendencies to the surreal
within a strain of concrete real-
ism. The ability to segué lin-
guistically from one world to
another is impressive. But
they lack their own integrity.
Of course, the writing is in-
tended to add content to the
photographs, and in some ex-
amples it does--in “Burglars,”
for instance, a short cheerful,
resigned meditation on the
serendipitous nature of bur-
glars and the things they
leave. But all too often these
texts seem to fly away from
themselves in facile prose, like
the prose poets might write in
a fiction workshop, not under-
standing that just as stringing
words down a page does not
necessarily produce a poem,
pushing the line out to the
edge does not necessarily pro-
duce fiction. For the most part,
this is writing, not stories. I
believe the photographs and
the text have the same prob-
lem: a highly polished tecch-
nique which badly eries for
more content. As Donald
Barthelme tells his students,

0

Peter Brown, Berglors, from Seesons of Light, 1988 (original in color)

Texas Monthly
Press has pro-
duced in From
Unecertain to
Blue, Pho-
tographs by Kei-
th Carter and In-
troduction by
Horton Foote, an
equally well-de-
signed book. In
this study of
small Texas
towns with lovely
and astonishing
names --Valen-
tine, Welcome,
Happy, Elysian
Fields, as well as
Oatmeal, Diddy
Waw Diddy, Dime
Box, and Cut 'n
Shoot--the ele-
ments all con-
tribute to a sense
of completion.
From the easy af-
fectionate tone of
Foote's essay,
which addresses
the seasons in a
town’s life, to the
uncompromising,
realistic pho-
tographs, and on
ta the loving, in-
formative notes
written by Pat
Carter, the pho-
tographer’s wife,
one moves with a
sense of in-
evitability and
surprise, those

Keith Carter, Diddy Wow Diddy, fram Frem Uncertain fo Blve, 1988

“You've got to bleed on the
page.” In this book, I can’t de-
tect a single drop of the photog-
rapher’s blood. I've seen
Brown's photographs and writ-
ing before, of course, and in a
gallery the work is fun to look
at. But when it's published, we
expect more; we ask that it
leave a significant trace in our
lives. For me the answer at
this point in Brown's develop-
ment is that it deesn't.

I can sympathize with
Brown's intention in invelving
a famous poet (a responsible
charming person and dedicated
activist) in this project. How-
ever, Denise Levertov's essay is
shallow and possibly even mis-
leading in differentiating be-
tween the nature of inspiration
a writer derives from paintings
and photographs. I believe it's
more likely to be the nature of
the image than the medium

which leads visual art to in-
spire a writer. It is also facile
in that it flips easily from one
cliché about writing to another,
never penetrating, a problem
that one who's never heard a
lot of famous writers talk about
themselves wouldn't be aware
of. It adds nothing but further
fragmentation to an already
tenuously united book. The po-
ems themselves are, again,
facile -- sloppily written, they
seem not to be deeply felt, an
accusation [ don't think one
can make of Brown's work.
Levertov didn’t make her repu-
tation with poems dashed off
like these; she is capable of
much more. Her hesitation
about the project (early in the
essay she explains that she al-
most turned it down) may be
an indication of why her eontri-
bution didn’t successfully bond
with the rest of the volume.

qualities which
combined are said
in a poem to lead
to satisfaction.

Carter isn’t try-
ing to prove any-
thing here, his
touch is light, but
one can't help
noticing that his
talents are in ser-
vice not only to a
love of form but
an appreciation of
human warmth,
of what makes a
town, the pyramid
| of relationships
i| necessary toen-
liven place. In
these full-page
sepia- and seleni-
um-toned images,
he reveals not
only the lives of
towns, in their in-
evitable churches
' and ongoing domi-
! nogames, but
3 also the deaths,

as represent.ed hy

an empty school, a

neglected ceme-

tery, and the car-

cass of a dog

whose dessica-
tion is simply realistic, with no
maorbidity.

Even those idealistic images
which twinge our hearts, such
as blacks working with whites
to paint a church in Lovelady,
or the old black and white men
in Diddy Waw Diddy, best
friends, who stand with their
arms on each other’s shoulders,
remind us not only of those
particular valued mements,
but of the mements in which
we fail, or do not even try, to
achieve closeness. Of the arti-
er pictures, my favorite is one
of morning glories in Fate,
Texas. Anyone who has morn-
ing glories in their yard can ap-
preciate their inevitable
spread, and the way these
beautiful flowers cover an old,
peeling building is indicative of
Carter's attitude in general.
He uncovers beauty amidst im-

poverishment in photographs
which are not cloying but fun-
damentally realistic.

My one complaint about
Carter’s book is that the com-
ments come at the end instead
of on the empty pages which
faces each photograph. Indeed,
Pat Carter’s notes are part of
the fineness of this book, and it
could have easily accommodat-
ed their expansion. Like the
photographs, they present
their material with a light
hand informed by a deep and
intelligent understanding. She
seems to share her hushand's
love of his subjects, and her
writing is precisely matched to
his visual images. From Un-
eertain to Blue is a true collab-
oration, one arising from
shared experience, shared pur-
pose.

Elizabeth McBride, a Houston
freelance writer, received her
M.FA. in Creative Writing from
the University of Houston. She
writes for Artspace Magazine.
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Nichalos Nixow, The Brown Sisters, 1983, from Pictures of People

STATES OF LIVING

By Hlis Vener

Pictures of People, by Nicholas
Nixon; Introduction by Peter
Galassi. New York: Museum
of Modern Art, 1988. 128
pages, 85 tritone plates.
$40.00.

All of Nixon's work is rooted in
the physical fact of identity,
the fact of each finite person in
one finite body.
—Peter Galassi, from
the Introduction.

If your pictures aren’t good,
it's because you aren't close
enough.

—Robert Capa

The pictures in this book are
insistent about showing the
people and time enclosed by
the edges of the frame and by
the opening and closing of the
shutter. The plates and print-
ing are beautiful, uncompro-
misingly sensuous in tone and
range, reflecting Nicholas
Nixon's choice of medium (full
frame contact prints made
from big negatives). His medi-
um and tools demand a great
deal of conscious attention
from the sitter, photographer,
and audience to the formalities
of eomposition and technique;
yet here those considerations
do not impede the freshness
and keenness of the photogra-
pher's observations.

I began by thinking that these
were just beautiful snapshots;
but they are highly thought
out, carefully observed por-
traits, made with a great deal
of feeling for the lives of the
people in them. Nixon and his
bulky camera participate with
his subjects in a relationship
that would not exist if it were
not for the purpose of making
pictures. This need for collabo-
ration is compounded by
Nixon's choice of a wide angle
lens requiring the photogra-
pher to move into close proxim-
ity to his subjects.

One of the primary virtues of
making eontact prints from an
8 x 10 negative is the startling
clarity of the images which re-
sult. These images reveal nu-
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ances of light and texture, as
well as the small ties of emo-
tion that get lost in the physics
of enlarging a smaller negative
to a viewable size.

Some may regard these pho-
tographs as unsympathetie, too
formal. Peter Galassi address-
es this issue:

Perhaps a few readers of this
book will know a few aft.l‘le
subjects. For others an unjust
picture cannot be justified be-
cause subject and photogra-
pher are said to care for each
other. (p. 22)

Sympathy may not really be
the point. Nixon's is a quiet vi-
gion, one that seems to let the
people in front of the camera
speak for themselves. By con-
trast with photographs by
Winogrand and Arbus and oth-
er "street” photographers, we
sense no rage or anger being
expressed here, but there is no
sense of exploitation either.

The three series entitled Peo-
ple with AIDS: Excerpt from a
Work in Progress, Old People,
and The Brown Sisters are par-
ticularly direct, generally lack-
ing the prettiness that charac-
terizes the other two series in-
cluded in the book (People,
1978-1982 and At Home). The
focus of the AIDS series ex-
cerpt and Old People ison a
definite mortality, the waiting
for a certain death. In the
AIDS pictures, an extended
portrait over a sharply defined
period of time in the life of Tom
Moran, the usual layers of hys-
teria that surround AIDS are
stripped away. This man is
suffering premature death.
You can see that. But what
more can you see? How do you
read photographs like these?
How can you know that these
images are anything like the
real truth of who Tom Moran
was, and of what he was think-
ing, feeling, as he posed? The
directness of eye contact, stiff-
ness of expression: are they in-
dicative of something, or are
they only masks demanded by
the stress of posing for the big
camera? The face in these pic-
tures conveys an internal
struggle, a life compressed and
collapsed into a seven-menth
pericd. A premature death to
be sure—but let's assume we
never ask for our own death.

In the end, it is only Moran's
lone death, and not a shared
loss, that Nixon depicts here.

Likewise, the Old People here
are waiting for their time to
pass. [solated in an old age
home, their aleneness is tangi-
ble. Asin the AIDS series, all
of these photos were made in-
doors in environments stripped
of the details that identify a
specific place. The drama in
baoth of these series is what
happens between the spirit and
the skin. Where Moran seems
to be fighting his physical af-
fliction, the old people have
become lost inhabitants inside
the shell of their bodies. In
close-up views—of faces, of
hands —musele and flesh are
reduced to skin, bone and
veins. Even their names are
reduced to initials. Nixon's ge-
nius as a photographer is to
make these states of living
plainly visible; it is a candid vi-
sion unclouded by sentimental-
ity or over-analysis.

The lengthiest and most emo-
tionally complex portrait series
included in the book are the
pictures Nixon made of the
Brown sisters between 1975
and 1987. Their identities as
individuals and as members of
a group develop over thirteen
years. The formality of these
pictures (always the same ar-
rangement, each woman look-
ing straight into the camera)
emphasizes the women's faces
and postures, allowing them to
express those things that bind
and separate family members.
Moments are exactly located in
time and space. [ get the sense
that the central character—the
real subject—of this portrait
series is how the women relate
to one another and to the pho-
tographer, and the changing
nature of these relationships
over time. The third from the
left is Nixon's wife, Bebe, the
one he knows best and the one
who knows him best. All por-
traits, if they are any good at
all, will express something
from inside the artist that
finds its form in the faces of
the sitters —sensibility wedded
to craft begetting revelation.

Ellis Vener is a Houston phologra-
pher.

UNEVEN PLACES

By Stanley L Moore

Certain Places: Photographs by
William Clift. Sante Fe, New
Mexico: William Clift Editions,
1987. Unpaginated.

Certain Places, William Clift's
book of photographs which was
published in conjunction with a
traveling exhibition shown at
the Art Institute of Chicago
and at the Amon Carter Muse-
um in Fort Worth in 1987,
bears a somewhat misleading
title, as it implies only land-
scape work will be included.
Fifteen of the twenty-two pho-
tographs are indeed land-
scapes, but the remaining in-
clude still lifes, interiors, and
even a single portrait.

CIift, in his brief introduction
says that this book is “... an op-
portunity to convey a range of
emotional and visual qualities
held together by the affirma-
tion of photography.” He com-
pares the desert and ocean, re-
marking on their combination
of potential danger and sereni-
ty, and mentions that some of
this werk was done on commis-
sion, while most originated
from his personal interests.

The cldest
(1956) and the
first picture in
the book is of a
candle-lit din-
ner table set
with flowers. It
fits with none of
the others, nei-
ther in style nor
in size of repro-
duction. It
seems to be ei-
ther an invita-
tion to a visual
repast or a su-
perfluous filler
designed to fill
a blank page.

The numbered
photos, begin-
ning with a
very conven-
tional big land-
scape showing
storm clouds
and rainbow, do
not appear to be
logieally grouped,
but instead are haphazardly
arranged. An exception to this
are the Mont Saint Michel pic-
tures which are shown on suc-
ceeding pages. All have a very
peaceful air to them but seem
suffused with expectancy. The
most interesting picture of this
much photographed monument
is plate 5, “Shepherd’s Hut,
Mont Saint Michel, France,
1982.7 It has a quite noticeable
brown tone to it and shows a
dilapidated mud hut in the left
foreground, while a crude table
and bench cccupy the right
foreground. Stretching away
into the distance are mud flats
upon which St. Michael's
mountain appears to float on
the horizon. Though it com-
prises only a small portion of
the frame, it is clearly the focus
of the work, as it seems to
draw the eye from the mun-
dane to the spiritual. But de-
spite this facile intention, the
photograph works because of
the skillful arrangement of the
elements which propels the
viewer from area to area with-
in the picture.

Another unusual view of the
island is plate 8, “Shadow,
Sandbar, Mont Saint Michel,

France, 1982, This photo-
graph shows only the shadow
of the church upon the mud
flats. As in the other picture,
the bottom of the frame is firm-
ly rooted in the material world
while the top is an insubstan-
tial silhouette written upon im-
permanent sand leading up-
ward into a cloud-filled sky.

The other landscape pictures
show a similar preoccupation
with atmosphere. Indeed, most
show water, either as rain,
flooding streams, fog or rivers.
In addition, the building interi-
ors show sensitivity to atmo-
spher, this time however in re-
lation to human occupation or
use. Among this group the
most interesting is plate 18,
“Crack, jury chairs, Warren
County Courthouse, Warren-
ton, Missouri, 1975,” in which
the serious business of justice
is carried out in an imperfect
but warmly human environ-
ment.

There are a few photographs
which while workmanlike in
execution leave the viewer un-
moved. Notable among these
are a rope swing which seems
pointless and the two so-called
portraits which are straightfor-
ward pictures of Juan Hamil-
ton's ovoid sculptures. These
are, on the one hand, a pedes-
trian rendition of the pizce,
and on the other, a showcase of
the photographer's technique

Williom Clift, Crack, Jury Chairs, Warren Covaly Couribouse,
Warrenion, Missouri, 1975, Irom Certain Ploces

at the expense of the work
itself,

A word about the reproduc-
tion is in order. Clift ocbviously
exerts a lot of control over his
publications, and the end re-
sult fully justifies this care.
The tritone negatives he uses
allow a variety of eolored ton-
ing on the pictures which, in-
stead of being gimmicky, actu-
ally enhances the images. The
printing on a eream-colored,
slightly textured stock is first-
rate, showing plenty of shadew
detail without excessive com-
pression of the highlights,
while the texture adds a bit of
softness which contributes to
the atmospherics.

This book, while slightly un-
even, has the advantage of not
overdosing the reader on im-
agery, as is too often the ease;
instead, it leaves one wishing
to share more of William Clift’s
photographic vision.

Stanley L. Moore is a Houston
chemist and photographer.
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BOOKS RECEIVED

The following are hooks recently
received and available to HCP
members in our library:

Adams, Ansel. Ansel Adams:
Letters and Images 1916-1984,
edited by Mary Street Alinder and
Gary Stillman (Boston: New York
Graphic Society, 1988).

Adams, Robert. Perfect
Times, Perfect Places (New York:
Aperture, 1988).

Arbus, Diane. Diane Arbus:
An Aperture Monograph. Designed
and Edited by Doon Arbus and
Marvin Isracl (New York: Aper.
ture, 1988).

Art Resources International.
Money to Work: Grants for Visual
Artists (Washington, D.C.: Art Re-
sources International, 1988).

Babecock, Barbara A. and
Nancy oJ. Parezo. Daughter of
the Desert (Albuquerque, NM: Uni-
versity of New Mexico Press, 1988).

Cover, Mon Roy: American Arfisi, 1988

Baldwin, Neil. Man Ray:
American Artist (New York: Clark-
son N, Potter, 1988),

Brown, Peter. Seasons of
Light, Photographs and Stories by
Peter Brown, Poems and Essay by
Denise Levertov (Houston: Rice
University Press, 1988),

Busselle, Michael. Land-
scapes in Spain. Commentary by
Nichelas Luard (New York: New
York Graphic Society, 1988).

Caponigro, Paul. Seasons,
Phetographs and essay by Paul
Caponigro, A Polarvid Book
(Boston: New York Graphic Society,
1988).

Celant, Germano. Unexpres-
sionism; Art Beyond the Confem-
parary (New York: Rizzoli Interna-
tional Publications, 1988).

Chiarenza, Carl. Chiarenza:
Landscapes of the Mind (Boston:
David R. Godine, 1988)

A Day inthe Life of

ALIFORNIA

il v

Brodley Clift, cover for A Day in ibe Life
of Califernia,1 988

Ansel Adoms, Holf Dome and Clouds, from Lellers and Images

Cohen, David and Riek
Smolan, editors. A Day in the Life
of California (San Francisco:
Collins Publishers, Inc., 1988).

Cohen, David and Rick
Smolan, editors, Chrisimas In
America (San Francisco: Collins
Publishers, Inc., 1988).

Cohen, Lynne. Occupied Terri-
tory, edited by William Ewing, in-
treduction by David Byrne, essay
by David Mellor (New York: Aper-
ture, 1988).

Dobyns, Stephen and Hans
Christian Adam, essayists.
Swimmers: Seventy International
Photographers (New York: Aper-
ture, 1988),

Dunean, David Douglas.
FPicasso and Jacqueline (New York:
W.W. Norton & Ce., 1988),

Erwitt, Elliett. Personal Ex-
posures (New York: W. W. Norton
& Co., 1988)

Fitzgerald, f-stop. Night-
mares in the Sky. Text by Stephen
King (New York: Viking Penguin,
Ine., 1988).

Gentry, Diane Koos. Enduring
Women (College Station, TX: Texas
A & M University Press, 1988),

Gernsheim, Helmut. The
Rize of Photography, 1850-1880
(New York: Thames & Hudson,
1988).

Goldberg, Vicki, editor. Pho-
tography in Print (Albuquerque,
NM: University of New Mexico
Press, 1989; originally published
1981, Simon & Schuster).

Hall, Douglas Kent. The Hor-
der: Life on the Line (New York:
Abbeville Press, 1988),

Harker, Margaret F. Henry
Peach Robinson: Master of Photo-
graphic Art, 1830-1901 (New York:
Basil Blackwell, 1985).

Gassan, Arnold. Exploring
Black and White Photography
(Dubugque, Towa: William C.
Brown, Publishers, 19589),

Haworth-Booth, Mark, Roset-
ta Brooks, et al. British Photogra-
phy: Towards o Bigger Picture.
With seven essays and almost 60
photographers (New York: Aper-
ture, 1989},

Heilbrun, Francoise and
Phillippe Neagu. Pierre Bon-
nard: Photographs and Paintings
(New York: Aperture, 1988),

Heyman, Ken. Hipshot: One-
Hundred Auto-Forus Pholographs
by a Master Photographer. Fore-
word by Pete Hamill. Introduction
by Deborah Eisenberg (New York:
Aperture, 1988).

Hirsch, Robert. Exploring
Color Photography (Dubugue,
Towa: William C. Brown Publish-
ers, 1988).

Jenner,W. J. F., editor. China:
A Photohistory 1937-1987 (New
York: Pantheon Books, 1988)

Kaplan, Daile. Lewis Hine in
Europe: The “Lost”™ Photographs
(New York: Abbeville Press, 1988).

Klich, Kent. The Book of Beth
(New York: Aperture, 1989).

Koudelka, Josef. Exiles, in-
troduction by Czeslaw Milosz
(New York: Aperture, 1988)

Lehigh University Art Gal.
leries. Betty Hahn: Inside and
Outside , exhibition curated by Ri-
cardo Viera , essay by Steve Yates
(Bethlehem, PA: Lehigh Universi-
ty Art Galleries, 1988).

Lemagny, Jean-Claude and
Andre Rouillé, editors. A Histo-
ry of Photography: Social and
Cultural Perspectives, translated

by Janet Lloyd (New Rochelle, NY:

Cambridge University Press,
1988).

Levin, Mikael. Silent Passage
{(New York: Hudson Hills Press,
1988).

Lichfield, Patrick. Lichfisld
In Retrospect (Topsfield, MA:
Salem House, 1988),

Livingston, Jane with
Frances Fralin and Declan
Haun, editors. Odyssey: The Art
of Photography al National Geo-
graphic (Charlottesville, VA:
Thomasson-Grant, 1988).

Loengard, John. LIFE Clas-
sic Photographs: A Personal Inter-
pretation (Boston: New York
Graphic Society, 1988),

Lyon, Danny. Merei Gonaives:
A Photographer's Account of Haiti
and the February Revolution,
{Clintondale, NY: Bleak Beauty
Books, 1988).

Mansun, Carol Anne, editor.
Pop Art Criticism: An Anthology
(Ann Arbor, MI: University Micro-
films International, 1988),

Man Ray, Seif-Portrait, after-
word by Juliet Man Ray (Boston:
New York Graphic Society, 1988).

Man Ray. Man Ray: Aperfure
Masters of Photography Series,
Number Eight. Essay by Jed Perl
(New York: Aperiure, 1988),

Mann, Sally. At Tiwelve: Por.
trails of Young Women, Introduc-
tion by Ann Beattie (New York:
Aperture, 1988).

Mark, Mary Ellen, and
Cheryl MeCall. Sirectwise
(Philadelphia: University of Penn-
sylvania Press, 1988).

Martin, Edwin. Mud Show:
American Tent Circus Life. Essay
by Don B. Wilmeth (Albugquerque,
NM: University of New Mexico
Press, 1988).

Mugler, Thierry. Thierry Mu-
gler: Photographer (New York:
Rizzoli International Publications,
1984).

New Orleans Museum of Art.
Parallels and Contrasts: Pho-
tagraphs from the
Stephen White Collection, Cata-
logue for exhibition co-curated by
Nancy Barrett and Stephen White
(Albuquerque: University of New
Mexico, 1988).

Newman, Arnold, Arnold
Newman in Florida. Interview by
Bruce Weber (Boston: David R.
Godine, Publisher, Inc., in associa-
tion with Norton Gallery of Art,
1988).

Nicheols, Michael. Gorilla:
Struggle for Survival in the Virun-
gas. Essay by George B. Schaller
(New York: Aperture, 1988).

Nixon, Nicholas, Picfures of
People (New York: The Museum of
Modern Art, 1988).

Orland, Ted. Scenes of Won-
der and Curiosity. Foreward by
Sally Mann (Boston: David R. Go-
dine, Publishers, 1988),

Penn, Irving. [ssey Miyake
(Boston: New York Graphic Society
Books, 1988).

Plowden, David. A Sense of
Place (Mew York: W.W. Norton &
Co., 1988).

Porter, Eliot. The West.
(Boston: New York Graphic Society
Books, 1988).

Rubin, William, editor, "Prim-
itivism” in 20tk Century Art (Vol-
umes [ and IT (New York: Muse-
um of Modern Art, 1988).

Ruetz, Michael. Italy: Sea-
sons of Light. Introduction by Su.
sanna Agnelli (Boston: New York
Graphic Society Books, 1988).

St. Cyr, Agnes de Gouvion,
Alain Sayag and Jean-Claude
Lemagny, Tiventieth Century
French photography (New York:
Rizzoli International Publications,
Ine., 1988).

San Francisco Camerawork.
Cross Currents /Cross Country:
Recent Photography from the Bay
Area and Massachusetts, Cata-
logue for exchange exhibition orga-
nized by the Photographic Re-
source Center and San Francisco
Camerawork. Essays by Anne
Wilkes Tucker and Pamela Allara
(San Francisco/Boston: San Fran-
cisco Camerawork/ PRC, 1988).

Scott, Quinta. Route 66, Text
by Susan Croce Kelly (Norman,
Oklahoma: University of Okla-
homa Press, 1988).

Sheehan, William. Planets and
Perception: Teleseopic Views and
Interprefations, 16091903 (Tuscon:
University of Arizona Press, 1988).

Singh, Raghubir, Calculta:
The Home and the Street (Now
York: Thomas & Hudson, Inc.,
1988).

Sobieszek, Robert A. The
Art of Persuasion: A History of
Advertising Pholography (New
York: Harry N. Abrams, Inc,,
1988).

Spence, Jo. Putting Myself in
the Picture (Scattle, WA: Real
Comet Press, 1988,

Lynn Stern, from Unveilings, 1988

Stern, Lynn. Unveilings. Fore-
ward by Paul Caponigro. Essay by
Diane Wakoski (New York: Hud-
son Hills Press, Inc., 1988),

Stillman, William J. Poetic
Localities: Photographs of Adiron-
dacks, Cambridge, Crete, Italy,
Athens, Essays by Anne Ehren-
branz, Colin Eisler, Linda 8. Fer-
ber and Andre Jammes (New York:
Aperture, 1988),

Stock, Dennis.. Provence
Memaories (Boston: New York
Graphic Society, 1988).

Texas Photographic Society.
Visiones de Tejanos [ Visions of Tex-
ans. Exhibition catalogue for ex-
hibit at Institute Cultural Mexi-
cano in San Antonio (Austin:
Texas Photographic Society, Inc.,
1988).

Tice, George. Hometowns:
An American Pilgrimage (Boston:
New York Graphic Society, 1988).

Traub, Charles. Italy (h-
served: In Photography and Liter-
afure. Text by Luigi Ballerini (New
York: Rizzoli International Publi-
cations, 1988).

Turnley, David C. Why Are
They Weeping? South Africans
Under Apartheid. Text by Alan
Cowell, Forward by Allan Boesak
(MNew York: Stewart, Tabori &
Chang, 1988),

Upton, Barbara London and
John Upton, editors, Photogra-
phy (4th edition). (Glenview, IL:
Scott, Foresman/Little, Brown Col-
lege Division, 1988),

Visalli, Santi. Boston. Intro-
duction by Thomas Boylston
Adams (New York: Rizzoli Interna-
tional Publications, 1988),

Weirmair, Peter. The Hidden
Image. (Cambridge, Mas-
sachusetts: The MIT Press, 1988).
Translated by Claus Nielander
from the German edition, Das Ver-
borgene Bild, reviewed in the
Spring 1988 issue of SPOT

Wolf, Henry. Visual Think-
ing: Methods for Making Images
Memorable (New York: American
Showecase, 1988).
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COUSINS

By Janice Rubin

I grew up as a member of a large, closely-knit family which in-
cluded all of my grandmother’s nieces and nephews and their
children, as well. In the early part of this century, my grand-
maother and her five brothers and sisters each made their way
from a small village in Poland to Knoxville, Tennessee. In
Knoxville, one big white house served as home for several fami-
lies, and children were raised collectively, until separate housing
could be afforded. Still, the brothers and sisters chose to live in
the same neighborhood, and holiday time always meant a big
family get-together.

The children married and moved to other cities, and now have
children and grandchildren of their own. We still get together for
weddings and special cecasions, but the family event is our annu-
al Thanksgiving family reunion. No one knows exactly when it
started, but they say it was in Knoxville, about fifty years ago.
Now held in a different city each year, the reunion brings togeth-
er cousins from far as far away as New York and Seattle. Last
year we had over a hundred cousins for Thanksgiving dinner.

I have been photegraphing the annual four-day Thanksgiving
celebration for twelve years. By now, my ubiguitous camera and
I enjoy the position of being almost invisible, and I feel free to
make photographs of whatever visually excites me. Family rela-
tionship is not the theme of the photographs, but it is a piece of
information which accounts for the emotional density of some of
the images. My hope is that my photographs express both the ex-
istence of deep relationships and perhaps the individual, oppos-
ing force which sometimes lurks just below the surface of appar-

ent harmony.

Janice Rubin is a Houston-based photographer whose work has appeared
in numerous nafional and infernational publications, including
Mewsweek, Texas Monthly, Geo, American Photographer, and the New
York Times Magazine. Her current exhibition Survivors of Spirit, pho
tographs on Jewish life in the Soviet Union, is in its 17th city on its North
American tour.

HOUSTON CENTER FOR PHOTOGRAPHY

Jonite Rebin, Cowsins, 1988

Disclaimer

By Olive Hershey

Like [ said, Sarita, sex is snarled up in gold rings and varsity
jackets, but how would [ know, ‘cause, hey, nobody asked me yet.
1 got a thing or three I could tell you, but it all knots up in my
mind, anyhow that was yesterday he loved me, or maybe the day
before. And now it's just this breathing second, girl, and you got
little iron ears, just for decoration.

Stay off the broke-down merry-go-round, the music going dad-
dy-dum-dee, and mama trying to keep on smiling and waving
with her free hand and with her other one holding on.

Summers papa slides into the pool, you and me like birds on his
back, then he runs down the trail into the shadow stripes and
doesn't come back for a good while. And where was mama? In
the john at the Mobil, when he drove out on the highway pretend-
ing he'd leave her there till we yelled so he'd have to come back,
and we never told.

I never told when he braided my hair with onion flowers, and
my breasts were puppies like yours. This is okay I said, but what
I want to see is your feet; you know he's supposed to have white
webbed feet like a frog, but he wouldn't untie his shoes and [ kept
my shirt on.

Olive Hershey, wha eomes from a Texas family, was born in Houston and
is & graduate of the University of Houston Creative Writing Program. She
has taught creative writing at Rice University and the University of

Housion. A book of her poetry, Floating Face Up, was published in 1984,
and her novel Truck Dance has just been published by Harper and Row,
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Linda Frase

Gragory Davis
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LINDA FRESE
GORDON HOLLER
KiMm MOSLEY
CHARLES SCHORRE
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Co-curated by

Geoff Brune
&

Lynn Foster
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The work of six artists
who explore the possibili-
ties of the photographic
print and process in order
to express the allegorical,
the spiritual and the
psychological.
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