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Lorie Novak
Swimming [
Type C print, 11 x 14, 1988
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. Keith Carter
Boy with Birds, Harden County
Toned gelatin silver print, 14 x 14

HCP is offering six photographs in the Collectors’
Print Program. If you join or renew your member-

ship in one of the Platinum Membership Categories,
Robert Dawson

Pyramid Lake, Nevada
Gelatin silver print, 11 x 14, 1985

you will receive all standard membership benefits

and your choice from the following selection of
signed original photographs.
I Contributor $200

Choice of Borrelli or Novak

Sponsor $300
Choice of Carter, Dawson, Graham or Krause

David Graham

Shirley Temple, Mummers Parade,

Benefactor $500
I Choice of one photograph from each category

Philadelphia
Type C print, 11 x 14, 1983

Prices do not reflect the higher market value
of each photographer’s work.

I For more information
contact Jean Caslin

at 713-529-4755

Houston Center for Photography
1441 W. Alabama

George Krause
Untitled

Toned gelatin silver print,
Houston, TX 77006 6 172 x B 12, 1962/1990
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EDITORIAL

Photography has historically served as a fundamental tool in
documenting aspects of culture. Early photographic surveys
were integral to architectural preservation and modernization
projects, such as the 1850s Commission des Monuments
historiques, that commissioned work from five photographers
including Edouard Denis Baldus, Gustave Le Gray, and Henri
Le Secq. Charles Marville photographed the Parisian neigh-
borhoods scheduled for demolition under Baron Haussmann's
urban renewal projects of the 1860s, while Thomas Annan
documented urban slums under demolition in Glasgow,
Scotland in the 1860s and 70s. Through Eugene Atget's
commissions and self-assigments, 10,000 images were
amassed creating a potent visual document of vanishing
aspects of Paris between 1898 and 1914. In the twentieth
century, Farm Security Administration photographers created
a national archive of vernacular images. The lyrical images of
rural America by Walker Evans and Wright Morris continue to
inspire successive generations of photographers. The New
Topographics photographers of the 1970s continued to add
to the tradition of survey photography.

Contemporary photographers, such as Vin Borrelli, Lucinda
Bunnen and Virginia Warren Smith, Keith Carter, Ted
Degener, Jim Dow, Willilam Christenberry, William Eggleston,
David Graham, Jim Stone, and Arthur Taussig, are also con-
cerned with documenting indigenous (and often endangered)
aspects of American culture. Some of them have traveled
around the U.S. for years in search of roadside attractions,
and have developed a strong interest in folk art environ-
ments. Our interest in their work led us to discover others
(such as Robert Amft and Robert Foster) who are involved in
folk art preservation, and use photography to document the
environments primarily as manifestations of important cultur-
al activity.

Our research eventually took on the dimensions of a project,
including an exhibition and this issue of SPOT, devoted to
the photography of folk art environments. Reinventing the
World: Photography of Folk Art Environments, (on view at
HCP from September 7 to November 4, 1991) featured an
important sampling of the field, and included the work of 10
photographers. HCP presented a panel discussion on folk art
issues that was moderated by Susanne Demchak Theis,
executive director of The Orange Show, with panelists Leslie
Muth, Houston folk art dealer, and Keith and Pat Carter, pho-
tographer and writer from Beaumont, Texas.

The Houston Center for Photography promotes a study pho-
tography as both a medium of expression and as a tool for

cultural investigation. This project is in accordance with our
continuing efforts to identify new talent and trends and pre-

sent them through our public programs.  _ continued on p.22
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Gallery: 7T13/522-8228 Fax: 713/522-6098
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OUTSIDER ART

What is it, where is it, who’s making it,
who’s paying attention to it and why?

By Tom Patterson

“Outsider Art” is a somewhat unfortunate term
of convenience, and we'ne using it b a lack of
re accurite word 1o describe the cultural mate
I under scrutiny in this issue. Coined by the
British scholar Roger Cardinal in the early 1970s to
characterize the paintings produced by inmates in
European mental institutions, the “outsider” tag
has more recently come to be applied to art created
by o widde variety of self-taught individuals working
ouiside the bounds of bath academic |u|||_|11||.1:
tv folk traditions. Outside
ically naive or “raw” (Jean Dubuffet called it
drt-bral’ raw an) |'\||u[1u| |.\pn'u| I1\. ils
i

s Llll'il|||‘| (\r\.ﬁllJll,IY'} {\lll, THETICES. ||| st
outsider” artist ereated his work to deco
rate or otherwise augment his own living environ
ment, rather than 1o supply a4 mearke of art dealers
and collectors — or at least that's usually the case
uniil sometime after his work is first presented to the
lery o miseum context

The ostensible occasion for writing this article
on outsider art was the 1989 exhibition, Sfers and
Ouatsicher Art Irsicle Novth Carolina, at
Museum of Art in Raleigh. But aside from
, citsider art is 2 subject that has drawn
interest in the art world ar culture
or the past decade, and since many (if not
itsider artists who have received
widespread attention hail from The Ars fournal s
regional terri the Southeastern United States
— it seemed appropriate and timely to focus some
special aftention on this work which. more than any
other style or penme, has come to be so widely identi
fiedd with this part of the country

CSs I'l:l; 7

public in a

Wianrnalers:
the N.C.
this ex!
Increasing

The immens:

fiverse range of art and home
umbrella is

made architecture that the “owtsider’
wer has a history o
ivity itself. In
nside” or “outside,”

used to
as o
there was n
people making things with their h:
non-institutional an became a recognized phe-
o umong the “insiders” of Western culture
s century, when the French surrealists
and others among, the European avant-garde found
out -llmlll the idiosyneratic artwork that had been
oW institutionalized schizophrenics, and
red the fantastic architec environments
created by self-taught builders in rural France, most
ably the “Pralais fdeal ** of Joseph Ferdinand
Cheval, in the village of Hauterives. The painter
sculptor Dubuffet became obsessed with art-frad in
the 1940s and. judging from his impassioned writ-
he subject, was firmly convinced of its supe-
riority to what he called “cultural a the work
of artists trained » Western academic tradition,
the art that one is secustomed to seeing in museums
and galleries
Almost a half-century after Dubaffet took up

the banner of art-brad, his extensive collection of
work by these obsessive, self-taught artists is housed
in its own museum in Lausanne, Switzerkand

There ane galleries devoted entirely to the presenta
tion of outsider art in & number of 1.5, and
European cities, and exhibitions focusing on the
“penre” (if vou can call it th re regularly fea
tured at mivseums and other ant instinations partic-
ll|;lr:}. here i the Southeast, Since 1980, outsider
shows have been presented at Atlanta's High

Museum of An, the Corcoran Gallery of At in
Washington, D.C., the Southeastern Center for
Conternporary Art in Winston-Salem (N.C.), the
Columbia (3.C.) Musewms of Art and Science, the
Georgia Museum of Art in Athens, the Atlanta
Coll f Art [ijl“l'l'.-, the Green Hill Center for K.C,
Art in Greenshoro, the Hunter Museum of An in
Chattanooga, the University of Richmaond, the
University of Southwestern Louisiana at LaFayette,
Raleigh's City Gallery, Atlanta's Nexus
Contemporary Art Center and a number of other
such forums. With Sizes and Wongers, the N.C
Muserm of Art added its name to the lengthening
list

FTE WETE L]
This sort of

Clearly, the main reason for the growing
maniz for outsider shows among Southeastern a
institutions is the ready accessibility of this arnt
These exhibitions have proven o be highly popular,
boosting attendance at the institution: host
them and getting a lot of coverage in the local and
regional news media, because they represent a
quintessentially populist art form. This is art made
by the so-called “common people,” not by high

HOUSTON CENTER FOR PHOTOGRAPHY

in‘university-trained artists; by the people and
for the people, rather than for an “insider” elite.
Outsider exhibits are “fun for the entire family,” lit-
The kids inevitably love them. One doesn't
Ivave t bring any special ant-historical knowledpe or
intellectual-theoretical background to this work in
el it

1is is not 1o say that work by self-taught
artists is necessarily simple-minded or unsophisti-
cated, The best outsider ant, like all art worth look-
1, can be appreciated on various levels,

ing bevels of which the artist may not have
been consciously aware. Some outsider art is, in
fact, highly complex and intricately
but even in those cases the work doesn’t generally
demand that the viewer comprehend its deeper

[} ]

sophisticated,

e it an s basic level of

1085 i arder 1o apprec
decor:

ition, illustration or whinsy

While the public has been having a good time

with outsider art in recen rs, many art world

‘insiders” have found it to be lrtJ|||||1|_'_:_|11|I prob-
lematic for a variety of reasons. Fiest, there is the
difficulty of categorizing the work
the few people who wene writing about and studying
this miaterial were lumping it in with folk ant. But
that got 2 lod of the academic folklore purists upset,
and they rather noisily insisted that by no means
was this stuff folk art, since it had virtually nothing
to-do with family or community traditions.

Thus ejected from the folk art domain, this
work has been known by a long string of other, often
implicitly pejorative names — naive art, primitive
Hdiosyneratic art, grassrools art, visionary ar,
elc. The “outsider” classification is one that has
been arrived at almost by default, and some authori-
Ties continue to vigorously resist its use (SPACES
Director Sevmour Rosen is one s uthority.)

Those who oppose the use of “outsider” to
describe this art have a valid point — that in the
information-glutted society we live in, the kind of
isolation and cultural remove !
hai .|'3 exists anymnore, Most of these artists watch

Ten years ago

TV, listen to the radio, read newspapers and main-
nmuni
ties, Meanwhile, the realm of comternporary art has
become so diverse and pluralistic that it is almost
II|I..'!IIII1\.||l'\'- to speak of an artistic “mainsream” o
wh tists have either an “insider” or “owtsider’
relationship. Alan Sondheim, in 2 recent essay
{“Unnerving Questions Conceming the Critique and
Presentation of Folk/Outsider Arts,” At Papers, July-
Migust 1989), proposes 4 sensible way out of this
semantic confusion when he says that in the present
socidl and cultural context it's fair to describe the
individuals whe make this work a5 “relatively tsola-
ed ariists.”
Some critics have argued that this work has no

business | shown in museums, since it wasn't
r that purpose. Their argument is based on

fact that maost outsider art is made for the artists'
own personal spaces; by remaving
spaces and displaying it within the re
confines W MLSEL,

tain some sor of active rode within their ¢

tion and power. It might be more worthwhile
in the | Mg rin bo argose from these same F?I'l'fﬂi'l'S
that most contemporary museuns and galleries ane
nd that the current spate of outsider
exhihitions Illiy,|1[ |'|l'|;J to enliven them 2 bit by
making miore responsive 1o the total context
out of which any artwork —folk, fine or outsider
is excerplad.

||Il'l'{[|§- relsuted o this |m||1||'ri' of the work’s
presentation is that of how outsider an is brought
into the |'|l|':5|IL' .\|)-c|||i)L'J'|[. It's very rare for ome af
these artists to make effort to introduce his work
1o 2 public larger than his own immediate commu-
nity. In mwst cases, the artists ane “discovered” by a
collector or ant dealer, who then makes :
ments for exhibitions, often leaving the
pletely in the dark as to the details of these
tramsactions. Many an outs rtist has been ruth-
lessly exploited and ripped off by a dealer or other
art world “insider.” In his previously mentioned
essay, Alan Sondheim makes another sound supgpes-
tion in calling for “a universal ethical code and
contractuality which would ensure, for example,
that no visitor (collector, dealer, ‘educated” artist —
whatever) can menopolize the work of a *discovered’
artist.” He goes on to say, “1t should be ensured that
the site itself be ||||I\|iu.f11| i the ardist desires it

o ste

/

Roger Manley, Shangri-La by Henry Warren




= artist be free o develop his or
|h| style without interference in any direction; that
the artist, in other words, be made aware of both the
d and its potential in its entirety.”

In hiis remarkably thorough text for Sfens
el Wongers, the book which the University
Priss lished in conjunction with the NCMA
exhibit (it deals with 100 outside
folklorist-ph rapher Roger &
'\\Il'k 'l‘-'\ an '.I||1.\||1|'_' artisl 15 " a sig

mon human fellowship
nllullnwgut Furthermore, Manley tells us,
tworks sre mII made tools designed 1o
erips with the mysteries sur.
The art allows the artist
vand say, ‘Here | am. Come

| have made.
Let's have 2 loak,

This article is reprinted courtesy of The Arts
Journal, Asheville, North Carolina. It was orig-
inally published in slightly altered form in the
September 1989 issue.

Tom Pattarson, former editor of the Arts
Journal, is currently the editor of ARTVU maga-
Zine. He became interested in outsider art in
the late 1950s when he visited the enmviron
ment of Steven Sykes near Aberdeen,
Mississippi. Patterson has written numerous
articles and essays since that time. He wrote
the text and Roger Manley contributed the pho
tographs for several collaborative projects,
including: 5t. EOM in the Land of Pasaguan
(Jargon Society, 1987) and Howard Finster,
Stranger fram Another Land (Abbeville Press,
1989)

:?:Eeur Manl’;ﬁ"ﬂ _‘;‘lrllSl statement and bio ane Seymour Rosen, Simon Rodla’s Watts Towers, Los Angeles. Courtesy of SPACES
und on page 11,

An Art of Unpretentious Joy:

Preserving America’s ‘Folk Art Environments’

By Seymour Rosen vou want to save that hundeed-foot pile of junk? stated specifically why this place was worthy of Americana. Now 1 wre a number of form
Let me first offer a loose definition of those He was right. The Towers were just about 100 feet preservation, but judging by their enthusiasm they  informal groups of people around the country con-
wonderful sites that SPACES deals with: tall and were com gly of society’s detritus knew it was cerned with the preservation of these contemporary

| and

Contemporary folk art environments are handmade  But what 2 Fortunately, the Towers were saved, and they folk art environments on site. For example, in
persortal places containing large-scale sculptural The articuliated statements as to the impor have become a focal point for certain community Californiza, the Art Beal Foundation and the Preserve
and/or architectural structures built by self-taught tance of the Towers were as varied as the peoplewho — activities. Although they've been closed for over 11 Bottle v Commitiee have spent thousands of

ours 1o keep Art Beal's and Tressa
mz I:‘I'I\l!_.\llhlnl.1IIILIII'~II| ict. In

responded 1o the question as to whether or not they vears, they still serve 2 21
should be preserved. The fam

rt historian Sir from all over the world into the W l1u‘u|||::|||||\,.

artists generally during their Later y

Comiamn 2 ¢ '.'l|‘|l|.{'|‘|. N 30U

ronments wsusill

lated objects, often these discarded by the I: Kenneth Clark said, “My favorite work ¢ The Towers became a place of inspiration for the California, Rick :

society, which have been transformed an liforn Watts Towers.' public. poets, artists, aspiring artists and a special continue to battle to protect
posed in unorthodox ways. The spaces are almost and R. Buckminster Fuller saw the Towers as an group of people who gave up much of their own life Forestiere’s Underground Gardens
always associated with : ameing engineering feat as well as an activity | to make Rodia's dreams available to the public. ment. In the Los Angeles area SPA
ess, and have developed without formeal pl for them, best expressed the spirit and im Bath the state of California (now the owner of the of John Ehn, eretor of “0ld Tra

monumental inscale, o human beings. * e artists and others in Towers) and the city of Los Angeles (now the long
wthan  creative professions” stood open-mouthed, amazed  term lessee respansible for preservation) have spent
erwork of assemblage. Kidssaw itas  and are spending sul tizl funds to repatir dam
limbing device age generated by neglect of this, the first of eight

ir from porches smiling — such sites designated as national monuments. 2

at visitors wheo drove e best of my knowledge, the Commitiee In Houston, Texas, the Orange Show

for Simon Rodia’s T wits the first Foundation acquined Jef ‘-IL‘Hi\\'u'k s |:':|.\1|.'|'.u-|'|<
group of its k this kind of monument to the wonders of

sites tend 1o be immobile ar
Crwing less allegiance to popular ar traditi
xperiences and availabiliy @ Rodia’s
| .u‘IM\ e moivated by a need for the world's most wonde
u.l|u|| rather than : nnln o produ Rodia’s ne

: anvthing

ch sites in
ople who ire
and r\-|ln,-u,'||l asubstam
ned committment of time and energy. 1
\|l Ul note, since none whao 'r‘-‘u- |1']|||
51 |\I| sites have had the |
, that there is a vast amount of ||n|,',||n||

I Mash back 1o the lae 19505 w
kmowledgeable people in the arts beliey
Simon Rodia's “Watts Towers"in Los Angeles and
Ferd I's “Pralais

|uh<||||u €1 entory of

thing, they saw e
histicated or nai

folk art.” The known inventory of these * |L||-x\
" has inereased dramatically over the
o stick closely
and i

inition of “monumental,
number of v
ne A00 1o 400 eny
mited States. We've also fi

identified so
in thy
bers of sites ir
Union, Austr;
Africa amd Ir
other notable
the stuff of

et || art sites
nil Large num
rope and others in the Soviet
Canzada, South
re |l:'ll|1:||1.'- |||u||'-:||

The question of hoy

TE CAMe Lp ||;||‘I|'.

IL'\|IIII % 1) I||\ -:n||||r
1 of Buildir ||\..‘u|.LI-

s Towers™ in
ohiL & permil,
BLECt, oF i proper
I'I|\ IIIu site | |Iu| [ il the city offi
cizls thought it was unsafe. { (Thi ictly what the
City of Newark, N.], said almost 30 vears |
their unfortunately sucoessful attempt 1o ¢
Tawana's “Ark.”) Peop 1l were seurryi
madly trying to |||~.url||1-;||m.u--| askd
hesd eng
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and have made it a center for community activities.
Just recently a group of Ransas people formed
Garden of Eden, Inc., to take over the responsibility
of management and preservation of $.P. Dinsmoor’s
Ganden of Eden in Lucas, Kansas, from the hands of
Wavne and LouElla Maegle, who have been m:
ing the site for aver two decades. In Wisconsin a
generous supporter of preservation efforts. the
Rohler Foundation, wsually purchases regional sites
outright, locates experts 1o assume responsibility for
restoration, finances the repair of sites, and finally
donates the environments to responsible local o

izations. Three major Wisconsin environments
including Fred Smith’s Concrete Park, Paul and
Matilda Wegner's Grotto and the Painted Forest —
heave already benefitted from the Kohler
Foundation's infusion of financial suppornt and
advocacy

Athough most of these environments are not

maobile, the Smithso Institution was able to
ACOure a4 meajpor |‘ul.‘1iv|'| of the late Jar
Hampton rulptural assemb
the “Throne

]

e KT s
vert of the Nation
" move it i Aol
nent display at the Kational
m of American Art in Washington, D.C
Of special interest to Nortl 15 Were

5,000 pieces of her sculpture and eventually moved
the collection 1o a safe location when Hooper died.
Whet should be preserved is, of course, 2 mat-
ter of personal taste and value. We have been taught
from childhoeod that art (real art) is something to be
visited in very Large buildings, 'We've been educated
to believe that art is that which is produced by peo
ple trained to be artists, using materials nomally
associated with the production of art. For many, the
question of whether something is or isn't art seems
to be tied to that of whether or not the maker follows
cerfain rules and traditions of Western art. In a free
country that glories in the polvglot nature of its peo
ple, and at a time when the country is being dra-
matically infused by non-Westem cultures. it seems
strange that such narmow views :re still being
applied. The difficulty, of course, is how we as view-
ers can respond (r 1 value judgment) 1o some-
thing that APPELTS without a frame in a context very
different from what is generally considered 1o be a
proper place 1o display anvthing of artistic merit.
When SPAC
12 year
LErmporary o
are listed on thy
and 10 others are officially desi
Landnearks in Californiz
of books 4 » articles that deal with the
1t beast a dozen films on the sub
ject. The Archives of American Art at the
Smithsonian Institution now collects the personal
papers of these artists, and the list of musewm exhi-
bitions of these works that we know of now number
over 150; the attendance figures for these exhibits
will top two million when our current survey is com-
plete. A number of 1 museums are including
works by these artists in upcoming shows, and sever-
1l colleges chools of art are offe
that deal with these works. A major university in
North Carolina is contemplating the development of
4 Center for the Study of Visionary Art after being
given the collection from 2 site that had to be dis-
mantled. More and more people are approaching
SPACES for information, for books, m
WS
other gradwate-level papers, The
people are slowly discovering that these

becime an official organization
little was known aboul America’s con
n environments. Today eight sites

of Historic Places
nated as State

EMVIFmEn!
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Ted Degenar, Ark Alert, original in color. [Kea Tawana's Ark, Newark, NJ, destroyed 1988)

“unknowns” have in fact influenced many artists
and inspired numerous other people.

Mong with attempting to preserve the integrity
of these sites in place as the builders intended,
SPACES s trying to encourage preservation through
substantive documentation of the environments,
bhstantive”™ means: interviewing the artists, their
families, community members and friends; develop-
ment of site plans; and extensive photo-documenta-
tion (still, film and video) of the sites and
surrounding communities. Dates are extremely
impaortant, especially beginning dates of specific ele-
ments of the sites. Files of published references to
the artists, exhibitions of their work, awards and/or
positive statements should be developed so that they
can be used for historic reference and to help gain
public support. 1 think this work should be pre-
semved because, for me, this genre of “oontEmporary
folk art environments” contains some of the mest
exciting and inventive art currently being produced
in the United States. In most cases, these enwiron-
ments constitute an art of unpretentious jov and
enthusiasm. There sre, in a sense, the only real
form of site-specific public art — an art in context
of the community, an imaginative bit of Americana
and human experience that is too f;ln'|3 availahle
Unintimidating. vet often bril
one feel good about uncommon
Which can be any of us

unt, thise sites make
‘common people.”

Seymour Rosen has been active in efforts to
presene NUMerous sites in California since the
late 19508, He is a photographer, curator, arts
administrator and consultant. His photographs
were included in the groundbreaking exhibition
“Maives & Visionaries” at the Walker Art
Center, Minneapolis, Minnesota in 1974, He
founded the non-profit organization SPACES
(Saving and Preserving Arts and Cultural
Environments) in Los Angeles in 1977 and
continues to serve as its director.

This article is reprinted courtesy of The Aris
Journal, Asheville, North Carolina. It was orig-
inally published in slightly altered form in the
September 1989 issue.

Seymour Rosen, John Ehn's Old Trapper Lodge, Courtesy of SPACES
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Seymour Rosen, “Grandma” Prisbrey Bottle Village Courtesy of SPACES

Seymour Rosen, John Ehn's Old Trapper Lodge, Courtesy of SPACES



The Garden
Environment
of lda Kingsbury

By Susanne Demchak Theis
Part I: A Digression

(ur office windows look out on the street in
front of The Orange Show. By now we are all accus-
tomiedd to the sound of sereeching brakes and slam-
ming car doors as people driving down Munger
Sireet react to the fantasyland that is The Orange
Show. It happens so often that our neighbors have
developed the same level of blase that we've
achieved; a little like New Yorkers, they notice noth-
ing anvmaore. When the great artmobiles visited
from all over 1i1|-{|mnlr_v, Munger Street looked like
a block party, Dirivers of city vehicles, men in suits,
schiool buses full and empty and cruising leenagers
all stopped in their tracks. Even our neighbors came
from up and down the street

While evervone looked at the cars, [ was again
struck by the power of this form of public folk art 1o
communicate with people who may never voluntari-
Iv visit an art institution. Why is it that a concrete
and tile monument to a citrus fruit and cars covered
with faucets, or buttons, or hubeags will derail
responsible citizens from their appointed rounds
and enable even the most sophisticated and jaded to
feel astonishment and delight?

(Ome one level, | think we respond 10 the visual
alchemy of all folk an emvironments — the junk of
our culture is now the raw material for ar. We
L|l'|iy,h'| in recognizing objects out of context: toilet
tank floats at The Orange Show represent the body's
organs; bicycle handles make the wmstiles go
round and everyone lovs to make these discoveries,

Going deeper, we are moved by the ancient
symbaols and mythic nature of these works. Unaware
of the language of art, these self-taught artists tap
into 2 more universal reservoir to convey meaning.
“Bipds of a feather” Jeff McKissack called them,
some 54 sculpted sheet metal binds scattered around
his Orange Show. Evervone who sees them, whether
schooled in symbolic language or not, on some lev-
el, recognizes these images as transcendent, the
physical embodiment of the human desire to soar.

Concelved and built on a monumental scale,
each environment is the physical result of the inner
journey taken by its creator, We are powerfully
affected hecause we veamn for the liberation of our
own life journeys. Joseph Campbell told Bill Movers
that *“We seek the experience of being alive, so that
our life experiences on the purely physical plane will
have resonances within our innermost being and
reality, so that we actually feel the rapture of being
alive.'

Rapture connotes emotion rather than intel-
lect, which is just right to describe the prassionate
responise folk art environments evoke, This interest
and passion is growing becawse our lives ane
invn-;Lx'in:,'i}. devinid ||I'n'||-;l||1n5;. of the rchnes of
individual experience, so we nead 0 connect with
those heross who have made their dreams 2 o
crete reality. These monumental creations of self-
taught artists EN[IrEss the divine, the creator, in esach
of us.

Part Il: Ida Mae Kingsbury

If folk art environments did not inspire such
passion, not one would exist bevond the lifetimes of
their creators. lda Kingshury's garden of hamyard
and farmyard characters almost died with her, and
the improbability of the garden’s survival illustrates
the power of the folk artist to alter the lives of those
who simply view the work

From 1971 to 1990 a fantastic community of
creatures, memories of a childhood in Schulenburg,
5, populated the front and side vards of 1da
Kingsbury's small frame house on 5. Randall in
Pasaden:. There may have been as many as 1,000
figures made, assembled o altered by 1da. She
worked with an astonishing variety of materials :

roofing materials, inner tubes and fence posts
became farmyard animals and stock country char-
acters in her ganden. Found objects wene turned on
their ends to make witty pieces — a plastic b
became a ski lift for two small characters cut from
tin; Howdy Doody’s head was stuck on a fence post
painted like a hov's body. Perhaps 100 cats were cut
out of all varieties of materials, each with a painted
expression bordering on the psychotic, and a lone
small piece of wood with the inscription “1 hate
cats.” It was one of the most dazeling garden envi-
ronments ever crezted in the United States.

The raw outline does not begin to explain the
mysteries of Ida Kingsbury's life, but friends and
family have stepped in to help fill in the picture,
From them, we know that she was one of a very
large family, 10 children in all. Generations earlier,
her family had immigrated from Germeany and set-
tled in the German/Texas communities around
Schulenburg, where she was born in 1919, She
leamned about isolation very eerily when her mother
died and her father parceled out the children to dif-
ferent relatives, Ida going lo live with the Haas fami-
Iy in La Grange,

I her 20s, she moved to Pasadena to become
housekeeper/nurse in the home of Robert
Kingsbury, caring for his terminally ill wife and
their two daughters, Ida Haselhoff married Robert
Kingsbury two vears after the death of his first wife,
arousing the ire of neighbors and lifelong enmity of
the two daughters — then in their late teens, they
meved out immediately, Myra Elliont, then a child
living next door, told us that Ida’s scandalous repu-
tation separaited her from the neighbors, but “she
wits the sweelest woman in the '\Mu‘|ct lome.” During
their nearly 30 vear marriage, Ida filled her house
with fine furniture and a vast array of dolls and chi
na figurines. Her solitude increased after her hus.
band died in 1971, and her gathering of objects took
on 2 frenzied quality. Neighbors began to notice the

L&
neatly manicured lawn becoming populated with
strange figures.

Tom and Moira LaFaver, two dedicated mem-
bers of the Eyeopeners Committee, The Orange
Show’s folk art research and documentary team,
first saw the garden in January 1989, They leamed

of it from two friends who had stumbled on it while
searching for a semi-legendary homestyle restaurant
in the neighborhood. On their first visit, Tom and
Moira took pictures from outside the fence, but were
nervous about entering the vard. The rest of our
group meade the trek to Pasadena a month Later (if
only we'd known) for that tremendously moving,
lump-in-the-throat experience of seeing lda's gar-
den. A neighbor, already slurring his words at noon,
told us unceremoniously that she'd died three weeks
before, and had been found several days after her
death in her driveway, where police surmised she

ll]i n,a.s-e;.o:qneet;
PABRERSTTIN PLAN

ﬂc’DSoFPEA
_PAHARVC! 5T~
“].’ra.cmcSS” e

slept in her car.

Ahizarre game began, We contacted a member

of hl-rf;uml_t 1o ask permission to take photographs
and sturnbled into a long-standing feud. “That
wornan drove me out of the house when [ was 17
vears old.” her 39-vear old stepdaughter told us. [t
became clear that her family was not interested in
preserving her work, nor seeing her obtain recogni-
tion as an artist. [t was equally 45 we took
mere and more people 10 see the yard, that there was
a group of people who cared about it and would
work 1o see it preserved.

The Friends of Ida Kingshury was formed and
a small fund collected
that was offered to the
family. For six
maonths, the family
rejectad our offers and
even our phone calls.
We had given up
when we drove over,
on acold day in
January 1989, to sim-
|1'L'. e how could
document the yard.
To our shock, half of
the pieces have been
vanked up and thrown
in ii]]ill' We struck a
cautious deal with the
salvage crew, our
labor for the “stuff”
she made. Within two hours we had arranged a
team and pickup trucks for the next moming —
everyone we called to help said “of course,” We
saved hundreds of pieces, transporting them to in
just eight hours to The Orange Show's recently-
cleaned garage. (The miracles of the day were
many: the small voice in my head that said “go
now” when even three hours later would have been
disastrous; assembling that amazing, hard-working
rescue crew; but most of all, that for the first time
ever, our garage was clean and ready for storage.)

Within 24 hours, all that we could salvage of
lda's work was safely in storage and we'd discovered
the second mystery of Ida Kingshury: inside the
house, stacked in every room from floor to ceiling,
were dolls, furniture, fabric, papers, china figures,
doilies and clothes. Two eighteen-wheelers hired by
the salvage company left filled three feet high, and
there were still 40 or more pickup trucks filled to the
brim. Among the innumerable items, we found
identical black lace cocktail dresses from Foley's
with the $2 sale price tags still on. We discovered at
least 100 men's shirts, still folded, still in bags, stll
I;l].u.',sd. bt 5o old that the creases wore through the

fahric. It took more than a week of eight 1w ten hour
days and a full-time crew of 40 to clear the imerior
of this small frame house.

On a magical night eight months later, Ida’s
friends, new and old, gathered for a celebration of
her recognition as an artist. An exhibition of 130
pheces from her ganden opened at The Children’s
Museum in 2 beautiful installation that included
large scale photographs of the site and an area for
children to respond with their cwn creations. Across
town the same night, Ida's stepdaughter (quoted
above) died at the age of 60,

Izt Kingsbury's amazing conmunity of
bucolic animals and appy couples, witty construc-
tions and occasionally dark and savage creations,
speaks to the power of the human soul, the strength
of the will to create our environment. Her collection
survives, currently being cataloged
by 2t group of University of Houstor
‘E('Ill_\ A |||it|| fora ]]'I‘nl_'l]ll‘]ll illhri
works, Volunteers and contributions are peeded and
welgomed. For mane information,
call (715)783-7110

documented

nitectune stu-

ation is in the

Susanne Demchak Theis is the executive
director of The Orange Show: A Folk Art
Foundation,

Above left: “Mo” Roberts, '.l'hs Body Shop by
Edison Middle Scheol, Houston, Texas.
Courtesy of the Orange Show

All photographs of Ida Kingsbury's Garden
are by Tom LaFaver, 198590,
originals in color
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of images, and includes artists'

statements, and biographies from
Reinventing the World (curated by Liz
Claud and Jean Caslin). The exhibition
was on view in the main gallery of the
Houston Center for Photography from
September 7 to November 4, 1990. It
featured the work of ten photographers:
Robert Amft, Louis Carlos Bernal, Jon
Blumb, Vincent Borrelli, Keith Carter, Ted
Degener, Robert Foster, Seymour Rosen,
Jim Stone and J. F. Turmer. A selection of
folk art sculptures by Fox Harris was lent
by the Museum of Southeast Texas,
Beaumont.

Two other Houston organizations
sponsored folk art exhibitions during the
Fall of 1990. The Friends of Ida
Kingsbury (affiliated with The Orange
Show: A Folk Art Foundation) organized an
exhibition of 100 objects by Ida Kingsbury
for the Children’s Museum, Houston from
August 22 - January 6. The Blaffer
Gallery, University of Houston, sponsored
a traveling exhibition, The Road to Heaven
is Paved by Good Works: The Art of
Reverend Howard Finster from September
1 to October 14, 1990,

Thls portfolio reproduces a selection

Jon Blumb: Observations on
Photography of Grassroots Art Sites
Grassrools artists have a right to privacy,
PESPECt, profec [ their work and continued free

dom to produce it. As photogeaphers and apprecia
tive visitors, we have an obligation o be courteous
and respectful of the artist’s attitudes and integrity
When representing or publicizing grassroos ar, we
must keep the artist's intentions and wishes in
mind, even when the artist is no longer living,

Ethical problems arise when such art is given
a commercial value or when an artist is encouraged
to produce easily salable work. The typical art envi-
rorment does sily lend itself 1o being disman-
tled and sold, but some cases exist, The ant should
be moved from its site only s a last psort to save
and preserve it

As a photographer who specializes in the pho
tography of art for museum catalogues and artists
portfolios, | am particula cinated by grassroots
art environments, | know that [ would enjoy them
even if | didn't feel compelled to photograph them
rs since my first visit to The Garden
of Eden, | have come to enjor the challenge of pho
tographing these environments. Every site and every
trip is a new challenge

I am pleased 1o know that many others share
my enthusiasm for this unpretentious and
untaught, seli-conscious type of ant. These environ-
ments are refreshing and honest. The artists them
ave a variety of life stories, but most are
hard-working, modest, and very independent. |
think that recent attention to grassroots art reflects
our respect for people with imagination and deter-
1. Itis a good indication that Americans
HCRAnk 1o accept a lan iu:;!|u-||f LUII!.rH'lllil:u'_

Traditional art history is just starting to dis-
cover this art, but has no catepories or vocabulary
for it. Documentation and education sre mports
1o develop an appre 1 for art environments,
and to encourage support for preservation of such

sites.

In the l'lt".l'| }

Grassrools art sites are deceptively organized
They may appear to be simply arranged but, due to
the fact that they are often built without plans, they
can be quite baflling to photograph. What appears
1o be obvious |'|h||[||',:r;l|\||||; compaosition often
becomes impossible when viewed through a
viewfinder or on a ground glass. Many of my pho-
tography sessions have been a real workout, and
some have been 2 downright struggle
ny sites can benefit from photography and
publicity. Permission of private owners is always a
n the ethics of being a good and
respectful guest always apply. Because most sites
nead restoration at some point, photography can be
an important resource, Art sites often become
neglected or endangered when the artist dies. Sore-
times they can be “white elephams” that no one
knows how 1o handle. Sites are usually rescued and
preserved through the efforts of individuals or groups
Existing documentation of photographs are also
helpful in organizing, preservation efforts

Jon Blumb received an MFA from the University
of Kansas. His work has been reproduced in
Raw Vision, Volume 2.3 and included in numer-
ous group and solo exhibitions. He is a active
member of the Kansas Grassroots Als
Association, and has been employed as a pho
tographer at the Spencer Museum of Art,
Lawrence, Kansas since 1981. He lives in
Lawrenta, Kansas,
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RETIRED: UPHOLSTERER. WHO CoveERED HIS HoUSE WITH BEER cANS , 0N IS 71" BETUDAY @ HousTor) JTEXAS

Jim Stone, Retired Upholsterer Who Covered His House with Beer Cans, on his 71st Birthday: Houston, Texas.
(The Beer Can House was created by John Milkovisch.)

REINVENTING THE WORLD

The Photography of
Folk Art Environments

Robert Amft, Angel with Arms Uplifted,
from Fred Smith’s Concrete Park, original in color

¥
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Howard Finster's work boot, ori

iginal in color

John F. Tumer, The Glant's Shoe In Paradise Garden modeled after




My llmh-r]}. ing interest in folk expres-
sion is how it can reveal Contempo-
raary western culture's romance with
what i.\'1]1||lllr’||ll ||r';L\]Jnm|Ing'. |
want o examine the mwths that
make up thie idea of the “primitive.”
| s 1’0||".|'\p1‘l.-.o|n:1 1ol 15 isolated
forms of unique experience, but
rather as metaphors for what is miss
ing in our society, giving voice to so-
called primitivistic values and ideals
“Outsider” folk artists are
seen by many as free, intuitive, sim-
ple, instinetual, and mysterious. The
common themes of nature and “the
frontier” in these folk expresions
offer a counterpoint 1o the complesi-
ties of our postmadern urban exis-
tence. [ am most interested when a
om Lakes place between pas-

Ted Degener, Sex in Hell, original in color.
|Cross Garden by W. R. Rice, Prattville, Alabama]

Vincent Borrelli:
Cultural Notions of the Primitive

During the past two yvears, | have been
researching and photographing the built-environ-
ments and living spaces of folk artists, Most recent-
Iy, as my interest in folk expression broadens, 1 have
staurted to search for manifestations of what s called
primitive.

Folk art environments exist outside the con-
termparary or historical art market. The artists who
busild them are usually self-taught and have little
formal connection to the academic art establish
ment. Their work does not originate from critical
trends, but from self-expression informed by life
experience, personal vision, fantasv, and dreams, as <
well as history. religion and popular culture e

This eclectic array of environmental works
include theme parks and other vemnacular roadside
attractions, omately decorated vehicles and struc-
tures, and private places of refupe. The spaces exhib-
it an unusual combination of traditional influences
and idicsyneratic embellishment. | am interested in
the unique visionary aspect of these sites, a5 well as
the social and cultural contexts in which they are
created. These sometimes allegorical and figuraive
works are constructed from images appropriated
from media representations as much as they are
derived from personal eccentricities

toral representations of nature and our media-ori-
ented consumer society, between the “exotic” and
the technological. A tension is created in those
images that EXOsE this disjunction of the “mod-
em" and the “primitive.” The photograph itself

s the technological and the modern
is work 1 search for primitive “artifacts”
within our culture, the traces of westemn civiliza-
tion’s desire 1o reframe “paradise,” and | photo-
graph 1o redefine these notions for myyself. 11 is this
redefinition that concerns and excites me.

Vincant Borrelli's work has been shown in
numerous group exhibitions and several solo
and two-person shows since 1982, including
the Museum of Modern Art, New York, Borrelli
was a finalist for a Photogra-pher's Fellowship
from the Artists Foundation in 1988, He was
an Artistin-Residence at Light Work
SCommunity Darkrooms in Syracuse,NY in
1987. He livesinSyracuse, New York,

Jim Stone:
Folk Art is where you find it...

How many folk artists can dance on the head
of a pin? And do Picasso, Frank Stella, and Julian
Schnabel take up mose room on the pin, or do they
just dance different steps? The range of human
activities, beyond the provision of fundamental
shelter and nourishment, is a spectrum defining

the species, The depth and passion of an activity,
and the quelity and
conseduence of its
results, define the
individual.

Inh

Robert Foster, Villa Capri, Nutiey's Roman Ruins
by Angelo Nardone, Nutley, NJ, original in color

Meeting the artists and experiencing their
work continues 1o have a profound effect on my oo
creativity, At times, 1 consider my work somewhat of
a collaboration with them. While it is critical o me
1o honor the integrity of the folk artists’ work, |
always attempl to contextualize my vision within the
existing an environment, arranging the viswal
information through placement and lighting to suit
my intentions. Using a strobe with my large-format
view camera abds a quality of fantasy to the images,
altering and complicating the subject matter, The
research involved in a project of this magnitude has
allowed me to meet hundreds of people who are
involved with folk art

Lnnecessary activily
In the current cli-
mite of aesthetics, 1o
ke hierarchical
and class distinctions
is absolutely neces-
sary. According to
Bamett Newman,
aesthetics is to artists
what omithology is to
binds. Folk art is an
artificial boundary
placed upon a large
class of human
behavior by those
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Louis Carlos Bemal, Comoda, from the Benitez Suite,
1977. Courtesy of the Center for Creative
Photography, University of Arizona

hawing a vested interest. Why is a
bottle house folk art and not a
child's stamp collection? Or the
world's longest banana split? Or the
Santa Sophia?

A group of photographs is a
s¢1 of observations, establishing
relationships and dissolving con-
text. This group of photographs is 2
set of observations, as much about
folk art as about anything else. My
subject is the range of human
activities driven by unexplainable
desire.

Robert Amft, Man with Camera, from Fred Smith's
Concrete Park, original in color

Jim Stone, of Dorchester, Massachusetts,
received an M.F.A. In Photography at the Rhode
Island School of Design. He received a
Photographic Survey Grant from NEA in 1980,

Fran s

Louls Carlos Bernal, Ahora, from the Benitez Suite, 1977. Courtesy of the
Center for Creative Photography, University of Arizona

Stone received Photographers’ Fellowships
from the Artists Foundation, Massachusetts in
1976 and 1988, He taught photography at
Baston College from 197 3-88, and received the
first annual Northeast Region Photo-graphic
Educator's Award from the Society for
Photographic Education in 1984, He is the
author of two impartant technical books, Dark-
room Dynamics: a guide to creative photograph-
ic technigues (1979, reprinted 1985) and A
User's Guide to the View Camera (1987 and
1988). He has traveled extensively throughout
the United States and abroad, and s currently
editor of PhotoEducation: A Polaroid Newsletter

for Teachers of Phatography.

Robert Amft:
On Fred Smith's Concrete Park

Fred Smith was born in northern Wisconsin in
1886, He never traveled very far, and at age eighteen
settled in Phillips, Wisconsin, where he homesteaded
a 1 20-acre farm. He supported his wife and five chil-
dren for fifty-six vears as a logger in local lumber
camps until 1949, when arthritis forced him to
retire, Shortly after that, he started making concrele
sculptures, and worked until 2 severe stroke put him
in a wheelchair in 1964.

When asked why or how he got started, he
said, “Nobody knows why | made them, not even
me.” But once he got started, there was no stopping
him. In fourteen
vears, the produced
about 250 life-sized
and several colossal
figures ... a solemn
20-foot-high anpel
with tin wings cut
from an old Coke
sign, a tall Paul
Bunyan holding a
real shotgun (which
in his arm looks like
a oy pop-gun), a
20-foot-long Muskie
heing towed by 2
team of horses, a
bear with its two
cubs being confront
e by a belligerent
skunk, Sun-Yat-Sen,
a whaole row of deer,
and maore,

Since Fred's place was right smiack on
Highwary 13, just south of Phillips, many people got
to see the sculptures, Fred made a great many
friends and enjoyed watching visitors' reactions. He
told me about a man with 2 red beard from New
York who took a great many pictures ... that was
Gregyg Blasdel, whose artiche “The Grass Roots
Antist” in the September/October 1968 Arf i
Amrerice was one of the first to bring Smith to the
attention of other artists,

After Fred's death in 1976, the Kohler
Foundation and the Wisconsin Arts Board took over
the management of the site, and mide the place a
permanent Price County park, open 1o the public
vear round. Many individuals continue to maintiin
and restore this work,

Fred's Wisconsin Concrete Park, like similar
environmental art (including Watts Towers in Los
Angeles and Ellsworth Gandens in Voyageurs
National Park, Minnesota), has to be seen to be fully
appreciated. 1t's a case of the whole being greater
ihan the sum of its parts.

Robert Amft is a graduate of the School of the
Art Institute of Chicago. He is both a painter
and a photographer, and has exhibited his work
widely in solor and group exhibitions. He spot
ted Fred Smith's Concrete Park while on a fish-
ing trip, and first visited him in 1960, and has
retumed numerows times. An articke on Fred
Smith, “Grandpa Moses of Concrete,” which
featured Amft's photographs, was published in

John F. Turner, Detail, Front Gate,
Paradise Garden, Summernville, GA

the November 1969 issue of Life. magazine.
His photographs were instrumental in later
restoration efforts of the site. Amft lives in
Chicago, Illinois,

Louis Carlos Bernal:
Fusion of Art and Blography

When Mary Benitez left her home in February
of 1974 she did not know that she would not be
allowed to return. She left most of her belongings
behind anticipating that her stay at the hospital
would only be for a short period.

Thiree vears later 4 deliberate se1 of coinci
dences led me 1o the front door of this house. After
kmocking on the door several times | noticed that
the door was unlocked and partially opened. [ called
into the house hoping for a resporse which was not
forthcoming, | proceeded to enter and saw that there
was a thick coat of dust on everything inside and
concluded that the house was abandoned.

There were only three rooms to the entire
hiouse, but it was filled with a treasure of visual

| and
spiritual imagery that glewed in the quiescent light
transmitted h}.' the white curtains covering the win-
dows. | moved cautiously, studying the images while
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a conscious eff

ol 1o touch anvthing

since | felt | was trespassing in the spinitual space of
another humean being

Besides the imag
hundreds of handwritten nodes strewn throughout
the three small rooms. Most were written on the
hacks of cigarene i w5 of the hacks of food
labels, The dust had coated evervthing in the house,
including the linen on the bed, which remained
efully pulled back as Mary Benitez had left it
three vears earlier.

After indulging my eves and curiosity, 1 left
and inguired of the neighbors about the person to
whom the house belonged and ber whereabouts
They informed me that 2 woman used to live there
bust didn’t know her name or what happened to her.

I went back and photographed in that gpace so
full of spirituality and religion, 1 began to read some
of the many notes that 1 had seen earlier, Some of
them were only lists of things to do, others were
records of pr said and some wene written in the
form of a joumal

Alfter a couple of weeks of photographing, |
had wheat | considered to be a group of prints of
strong images, but 1 felt reluctant 1o show or exhibit

< o the walls, there were

Jon Blumb, Flag Mosale, Wegner Grotto, 1988,
original in color

them since they dealt so strongly with the private
spirituality of another person. | knew | needed that
individual’s permission before exhibiting the prinis
The notes provided some clues and names and
after a few False leqds | was able 1o find out the
an’s name and eventually where she was now
¢, | called the nursing home and made
appointment to meet her and showed her the
images 1 had made and explained what [ hoped to
the public.
She was receplive to the idea and fanered that
I understood ;lIillII':-;x{‘.hlﬂh' beauty that she had
created in that rundown shack. With her permission
tinuei to photograph and collect the many
notes and other artifacts she left behind. 1 present
these photographs so that you may share in the
miages | have made of the space created by Mary

I e

Louls Carlos Bernal lives in Tuscon, Arizona.
His work was included in the HCP exhibition
Arzona Photographers: The Snell and Wilmer
Collection, organized by the Center for Creative
Photography, Tucson, and circulated by the
Arizona Commission on the Ars. The Beniter
Suite depicts Chicano culture in haunting
detail, revealing the personalities and lves of
the subjects throwgh the objects with which
they surround themselves. Recent retrosped-
tives of his work have been held at the
Intemational Museum of Photography at George

Jim Stone, Cafun with Homemade Christmas
Decorations: Bayow LaForche, Louisiana

Eastman House, Rochester, New York and the
Center for Creative Photography.
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Vin Borrelli, Rosemary Jamison's Truck, New York, 1988, original in color

Robert Foster

In 1980, 1 began researching and document-
ing art environments in the state of New Jersey with
wriler Holly Metz, who also wrote the texts which
accompany the photographs. Since then, we have
traveled throughout the country, visiting a wide
range of grassroots sites. Early on, 1 realized the
special responsibilities one has when dealing with
such creations. My initial response was to the peo
ple who make these creations, the hard lives they
often live, and the strong commitment they have
towsrds their work, many limes more committed
and directed than academicallv-trained artists. The
photographs are not for sale and the HCP exhibition
was the first time | exhibited them in a photography
conbext

My approach is straightforwand. Sometimes |
use additional lighting, but 1 do not alter or reposi
tion anything to meet my compositional needs. [
strongly object to those photographers who capital
ize on the visions of self-taught artists and their
environments, presenting the final photographs as
the artwork,
rath
document of
another’s an-
work

The
e of 11
photographs
(and their
ACCOMELY -
ing kexts) is to
wilate
nlerest, o

educate view-

art environ-
ments, and 1o
make aplea

for preserva-

tion and maintenance. 1 believe these environments
are some of the mwst important cultural sites in
twentieth century America and that they strongly
affect their surrounding communities. We
adopted laws and regulations to save historical
buildings. Why not work to save these sites too? |
encourage visits o folk ar emvironments in a
respectiul way and do not mean the viewing of these
phitos 1o substitute for a real visit

Robert Foster is a photographer and has
taught in the Department of Media Aris at
Jersey City State College since 1985, He
received an MFA from the College of Visual and
Performing Arts, Syracuse University. Foster
was an Artist-in-Residence at Arts. He received

Vin Borrelli, “The Painted Forest™ by Ernest Hupeden, Modern
Woodsmen Lodge, Wisconsin, 1988, original in color

a Mew Jersey Historical Commission
grant in 1988, Foster and Holly Metz co-
curated Two Arks, A Palace, Some
Robats, and Mr, Freedom's Fabulous
Fifty Acres: Grassroots Art in Twelve
New Jersey Communities at the Jersey
City Museum in 1989 and salf-pub
lished the accompanying catalogue. His
work has been published in Harper's,
The Clarion, The Progressive, the Jersey
Journal, Conteémporaries, and theVillage
Valee, Foster lives in Hoboken, M.J.

Ted Degener criss-crosses the country in pur-
suit of unusual people, places and things. His
photographs have been included in solo exhibi
tions throughout the Mortheast and numerous
group exhibitions throughout the U5, His work
is included in several permanent collections,
including the Hood Museum, Dartmouth
College, Hanover, NH and the Millhouse-Bundy
Art Center, Burlington, Vermont. Degener taught
photography at the Metropolitan Education
Center for the Arts in St Louis, Missouri. He
has raveled extensively in Central and South
America, Asia, Africa and the U.5. Degener
lives in Hanower, New Hampshire.

Roger Manlay

The South, in its literatre 25 in s actuwality,
has been the birthplace of strong and individual
characters — people who have done extraord
OF eCCRTITC I||in|;:~. [T illl.\'.'\.l'rIII|L'IIM'|H'NIIIil| els
When they seek their answers by making phsical
objects, others may call them artists, but they work
primetrily for the physical and spiritual rewards of
the making itself. Their contributions, increasingly

nany

L= e - 2

Ted Degener, St. EOM's Paradise, original in color.

Ted Degener

After spending time in Asia and Latin
America in the T0s, | got somewhat con-
fused by the LSA in the 80s. [ started taking pictures
here to figure things out. The best things done in the
USA seerned to be disappearing — paved over in
random fashion ... odd treasures seemed to be here
one ll;l'.L' and pong the next. This urgency was what
encouriged me
o trvel
throughout the
i :

attractions,
eccentric anchi-
tecture, festivals
and folk art
ENVIFBNIMEeRnLs.
Here it seenis
the best aspect
of our couniry is
odl; the

||'Il'II|I[IIIII!|III

Suddenly, I began noticing that there is stuff going
on everywhere that is mind-hlowing, but eve
pretending not to see it. The media is pumping out
the same stories over and over again, and somehow
media is perceived as more real than reality, but in
fact it is sort of like junk food. America sometimes
seenns to bebecoming a wasteland, and we'ne just
fumbling towards a hideous future, All this media
puits us in paralysis, vet we have 4 chance to

redeenn ourselves through action. This may be the
lesson of the obsessive work of the folk artists

that there is freedom in action

q one s

Robert Foster, Joseph Furey's Apartment, Brookiyn, NY, original in color

[Land of Pasaguan by 5t. EOM— Eddie 0. Martin —
Buena Vista, Georgia]

recognized as among the most vital and importan
wirks of art ever to emerge from the i, are '!13.-
products of their true search. They each bring their
o skills to the work — learned from thedr diffier-
bes a5 carpenters, donestics, railroad

ks, and sign

wal

jons, stories

ent ir
mechanics, teachers, sawmill b
painters — and each brings a
vision, shaped by a lifetime of hurts
: i, baff
standings,

Roger Manley was borm in San Antonio, Texas
and is a freelance curator, folklorist and pho
tographer who has documented oulsider amists
and their work since 1970, Manley received a
Visual Artist Fellowship from the National
Endowment for the Arts in 1984, In 1987, he
documented life in the Gullah maritime commu
nithizs for the MeKissick Museum, Columbia,
South Carolina, and was the photographer for
the North Carolina Black Folk Heritage Tour,
Manlay curated the traveling exhibition, Signs
and Wanders, accompanied by a catalogue, for
the Morth Caroling Museum of Arl in Raleigh in
1989, He lives in Durham, North Carolina,

JLF. Tumer photographed several sites in
California in 1975 for his Dreambuitder of
California series. He curated The Road to
Heaven is Paved by Good Works: The Art of
Howard Finster that was shown at the Blaffer
Gallery, University of Houston in 1990, His

Jon Blumb, Cat and Snake, Garden of Eden by S.
P. Dinsmoor, 1990, original in color

S

book, Howard Finster: Man of Visions was pub-
lished in 1989, Tumer works for ABC News and
is Curator of Twentieth-Century American Folk
Art at the Crafts and Folk Art Museum in San
Francisco.



By Pat Carter
Photographs by Keith Carter

Felix “Fox™" Harris, like virtually all artists of his
genre, be
had been commanded to meke art. He lived ¢
nareow dead- end street in North Beaumont in a

I house: bve built hinself. For approximately
toenty vears he worked to fill that property with his
constructions and tolems, creating ; stic forest
alive with color and movement and infused with
vision and spirit.

My hushand, Keith, and | were introduced to
Fox's work by my son, Doug Staton. We learmned
werition of
aciuainted with the work,
ha ade surreptitious, usually noctumal, visits
to view this bit of local st They knew ne
however, of its creator. For them he wis mysterious,
nameless and unseen, and word spread in juvenile

Beaumant teer

circles of the “voodoo man™ who had the strange

things in his vard
Doug, who knew

closer look, treated us N
And so, in the unlikeliest place we could have

the work deserved 2 m

o our first visit in boog

and inspiration from that still-evolving work, and
we established a friendship which enriched our lives
ne of our first conversitions with Fox he
told us the storv of how he b
name. As 4 voung boy in Trin
strayed from home, wandering until suddenty he
was confronted by a white man riding a “blae-
frace™ horse. This must have been a nightmsre
vision for a smeall black boy alone. He tumed and
ran, pursued by the man on horseback. Outrunning
horse, he managed to reach home, where he hid

listened as the man called his father out into
vard. The white man instructed the father to
his boy at home, saving the boy must be “quick
a5 4 fox"” 1o have outrun his horse, Fox liked the
name and, | believe, felt it was more his own than
the one given him at hirth

Fox's initial answers to our questions ab
his work were simple, direct and practical
Keith asked “Why have you made these things
arswered, “To take ||||1.|||-;-”||:} I
as our friendship progressed we learmed
truth

Feix told us of the single great event which
motivated all his art and directed the r

acquired his mick-
Texas, he one day

nainder of

1 i VIseon,

holding in one {2 sheet of brow er and in
the other hand a sheet of white pape [
him of the sorrews and struggles of his life, which
were symbaolized by the brown paper. God laid that
aside, telling Fox that his old life would be
side also. Then He told Fox that he would
receive the gift of new life, and held out the white
paper as 4 sign. As Fox himself put it, “God took
nothin® and made somethin

That phrase —Fevke nothing and make
somrehin, became the theme of his work, as he
discanded objects of everyday
life and transformed them in t. His pleces were
constructid with car parts, bits of broken appliances
bent table forks, scraps of tin. Any abject whose utili-
tarian life was over could find new life in his hands

But it was not the material that dictated the
work. An interesting object which came into his puos-
session did not immediately become the centerpiece
of 2 new construction. His work was niot X
itively and confi
CONCEPL Wils

ork began

g

took the broken and

5

neots in that sense. He worked in
dently, and it was apparent tha
full-blown in his mind befose the v
Indeed, thoy

¢ individusl peces are diverse and
unique, the w a whole conforms to a strong
and remeurkably tent inner vision

Il but the worst weather, Fox was out
working or sitting quietly in the midst of his cre-
ation. His “workshop” wis a shd
one side of his garage. Behind this was his stockpile
jumble of things thrown
of wood, metal, and the skelets
few household appliances. He sai
times he had gone out in his

| srea against

iterial, but over
store which made scaven
His tools were few
centainly knew of implements which could ha
speedid his work. For his metal cut-outs he preferned
to use an ordinary butter knife whase blunt tip be
kept sharpened. The top of the knife handle had
been flattened by countless taps with a small
ballpeen hammer. For the cut-outs he made a1 sten
cil with pencil and paper or candhoard, traced it
onto the metal, then painstakingly cut out the
by placing the sl
i and gently 14

pened knife tip along the

with the hammer.
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“Fox” Harris
A Forest of the Spirit

“You gots to hit this just right,” be would say.

There was a large tree at the back of the prop
erty line and Fox had built a platform in its high
branches and nailed strips of wood to the trunk 1o
serve as rungs for climbing. He could no longer
climb the tree when we knew him, but said he had
liked to see how things looked “from the sky.” Given
his deeply spiritual nature, 1 have imagined that he
wats trving to view his work from a heavenly perspec-
live,

The inventiveness of his art, the use of materi-
als, the unexpected wit and playfulness, made it 2
source of endless pleasure for us, 1 have never
looked without finding something that had gone
unnoticed before, Only recently | discovered some
thing on the underside of a piece, in a place that
could not be seen in normal viewing, Coins -
nickels, dimes and pennies — had been used as

screw washers, and the coins themselves form
design. This secret, hidden design may only prove
that coins can substitute as washers — or it may be

Fox's inside joke about the value of money,
Somewhere along the way Fox escaped the
clock and calendar and acquired a different sense of
time. For him time was not a river; it was an ocean

where all the past mingled and merged. This
l"'iE?';lin.\ how World War 1 could \u:|.(|.-,'|||3 break oul
in the midst of one of the Biblical stories he was
fond of telling, OF course, it was useless to ask his
age, or how long he had lived in Beaumont, or
when he had begun making art. Those details of his
life, being unimportant and irelevant to his new
had been forgotien,

We know he was born in Trinity, Texas in 1905
and probably spent most of his childhood there
(That little East Texas town was my birthplace
and that coincidence helped to cement our friend-
ship.) He said he had worked in Diboll, Texas a5 a
“log pusher,” probably in the 1940s. A vellowed let-
ter of reference found after his death shows that in
the 19505 he worked as a foreman supervising the
laving of railroad track.

He spoke of a wile, long dead, and made occa-
al vague references o other women his lifie
There were allusions to a fondness for drink and a
eolorful past. As he put it, “I've |
times." Of hard times he said, “I've been lower than
a grease spot on the floor.” But women and drink
had been forsaken since the time of his personal rev-
elation. As for drink, he said that when he awoke
from his vision “God took the taste [for liquor] right
out of my mouth.” And from that time on, the only
womn in his life could be found in the tiny front
roonm of his house, He had set 2 broomstick upright
in & comer and affived to it a styrofoam head form
with a woman's wig, and below that the bed
reminnts of s feather boa, This visage he introduced
to his few visitors as “the lady of the house,”

There was an upright piano in that reom and
Fox often plaved for us, beating out a rhythm with
his foot which shook the whole house, He played a
kind of primitive harrelhouse with a strong left
wl. Omee 2 friend we had brought aleng recipro-
catted by plaving for him some obd hymn whose title
I've forgotten. Fox was moved to tears by this and
mentioned it often thereafter,

In our early enthusiasm Keith and I tried to
convince Fox that what he did was art. He remained
unconvinced and unimpressed. We took himi to a
local exhibit of primitive African ant, and upon view-
ing thase works he said, “Humph! [ could make
that.” He patiently indulped us when we showed
him books which pictured the work of contemporary
black folk artists, but he failed to recognize any rela-
tionship between their work and his own. Hi
liom, 25 an artist and . His
achieverment apparently went unrecognized by the
fiew people with whom he had any regular contact. |
Drelieve he was often shunned and ignored,

An essay by Jane Livingston in the exhibition
wtalog for Black Foll Art in Amterica, 1930-1980,
| bave been written for Fox: ©... Meeting [these
artists] one is struck by a radiant force of v pal
pable sense of courage and self-knowle
are artists for whom the forging of a major body of
il the creation of a serenely productive life,
bath occuring against monumental odds, constitute
4 feat which would seem neary inconceivable. And
i fact many commentators ... l('|]|_i oy il_“\.\. IJ]I:EI_‘
peaple as amusingly eccentric, remarkable in their
compulsivity but ultimately quaint. When one
comes 1o know [them] better one begins to sense the
full messure of hard-won sensitivity and s

S0,

ad me some

wor

HOUSTON CENTER FOR
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severance which are essential to their making a
netjor aristic statement. 11 is not less but maone
remarkable that they have managed to produce
important art given their kack of training as artists.
They are, perhaps, every one of them, at least in cer-
tain works, inimitable creative figures.”

Fo stood well over six feet, with big, gnarled
hands and strong facial features. His gray hair swept
biack from his face, and in 2 photograph taken in
profile, gives him the look of some heroic figure
who stands pempetually face o the wind. One of my
strongest memaories of him is on the homemade
wouden stilts which he called his “tom-walkers.
see him mine feet tall, striding on those tom-walkers
through his incredible forest, was 2 IIl,'i!I'I-\k]]J]]III}"_
unforgettable sight

I leamed of Fox's death on a Sunday after
neon in May 1985 when [ received a phone call
from the charge nurse at S Elizabeth’s Hospital.
She said that an elderly black man had been
brought to the hospital “in full arrest.” It took me a
moment 1o realize what “full amest” meant and still
longer to understand why she had called me. Years
earlier Keith and 1 had written our name and phone
number on 4 smeall slip of paper and gave it o Fox,
telling him to call if he ever needed us. That slip of
paper was the only thing found on his body which
gave any clue 1o his identity.

Fo's work was deeded to our museum by his
at-nephew, Elray Wolf, a sensitive and generous
mean. He alone of Fox's family understood that the
work should be preserved, and he made extraond;-
nary efforts to see that it was done. It is extremely
rare that a body of work of this nature is preserved in
such completeness, and rarer still that it remains in
the town where the artist lived, worked and died.

Ta

Pat Carter is a writer living in Beaumont,
Texas.

Nate:

The entire collection of over 100 totems and
constructions is in the permanent collection of
the Museum of Southeast Texas, Beaumont,
Texas. A portion of the work is on display in the
Education Courtyard of the Museum.

All photographs by Kelth Carter

Opposite page

Top: Meojo Hands, 1984

Bottom: Totems, 1984

This page
Top: Fox Harris, 1982
Midle: Fox Harris, 1983

Bottom: Fox's Hands, 1983
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Ben DeSoto, The Flower Man's House, Houston, Texas created by Cleveland Tumner, n.d.,

ariginal in color

Folk Art Resource List

The following is a selected list of perodicals
and books related to folk art. It was compiled
by Susanne Theis and the staff of The Orange
Show: A Folk Art Foundation.

Contempaorary folk ant periodicals:

THE CLARION
Museum of American Folk Art
61 West 62nd Street
New York, NY 10023
(212)977-T170

Folk at's glossy magazine, this Museum
publication reflects the schizophrenic nature of
folk art's audience. It walks the line between
quilts, duck decoys and other more traditional
folk art and visionaries, outsiders and contem-
porary folk ans isseas. This guarterly publica-
tion is a benefit of museum membership, which
starts at $35.

FOLK ART FINDER
117 MNorth Main Street
Essex, CT 06426
{203) 7670313

Small black-and-white quarterly newsletter
with features, book reviews, lists of exhibitions
and an annual index of artists and topics.
Annual US subscription is $12.

FOLK ART MESSENGER
Folk Art Society of America
P.O. Box 17041
Richmond, VA 23226

This quarterly black-and-white newslatter
s published by a relatively new organization
serving patrons and collectors of contemporary
folk ar. It features book and exhibition reviews
and news of artists. Membership dues start at
$20 and include a newsletter subscription.

KGAA NEWS
Kansas Grassroots Arts Organization
P.O. Box 221
Lawrence, KS 66044

KGAA operates a Museum of Grassroots
Art, a site index, slide library, publishes a
newsletter, and gives an annual fellowship to
graduate students warking with grassroots envi-
ranments. In addition to folk art news and fea-
tures, each issue features road advice on folk
art sites and good food for travelers. Annual
membership to KGAA starts at $15 and
includes the newsletter subscription,

RAW VISION
International Journal of Intuitive and Visionary
Art
42 Llanvanor Road
London, England NW2 2AP
923 856644
The first, and to date only, serious journal
dedicated solely to outsider/raw/grassroots

and contemporary folk art, Published twice year-
ly. the articles are scholardy and of good quality.

Subscriptions are $19 annually in the US.

SPACES: NOTES ON AMERICA'S FOLK
ART ENVIRONMENTS
Saving and Presemving Arts and Cultural
Environments.
1804 North Van Ness
Los Angeles, CA 90028
(213) 463-1629

This is the newsletter of a natlonal ofgani-
zation that documents and advocates the
preservation of America’s folk art environ-

ments. Founded and spearheaded by Seymaour
Rosen, a tireless activist since the 1950s
when he worked 1o preserve Watts Towers in
Los Angeles, this newsletter is published on an
iregular, but always welcome basis,
Membership to SPACES begins at $15 and
includes this newsletter

SUGGESTED READING:

Blasdel, Gregg. “The Grass Roots Artist,” in
Art in Amevica 56 (September-October 1968),
pp. 21-41.

Blasdel, Gregg and Willlam Lipke, Clarence
Schmidt. Burlington,VT: University of Vermont,
1975.

Cardinal, Roger. Outsider Arf. New York;
Praeger, 1972, (Important out-of -print book on
European and American outsider artists.)

Crease, Robert and Charles Mann, “Backyard
Creators of Art,” Smithsonian (August 1983),
pp. 82.92,

Dubuffel, Jean. L°Art Brul. Paris: Musee des
Arts Decoratifs, 1967,

Finster, Howard, Tom Patterson, Roger Manley,
and Victor Faccinte. Stranger From Another
World: Howard Finster on Earth’s Planet. New
Yark: Abbeville Press, 1989, (Howard Finster's
story In his own words, with good documenta-
tion of his work.)

Friedman, Martin, ed. Naives and Visionaries.
New York: E.P. Dutton and Co., 1974, Seminal
exhibition at the Walker Art Center.)

Hall, Michael D. Stereoscopic Perspective;
Reflections on American Fine and Folk Art. Ann
Arbor: UMI Research Press, 1988,

Horwitz, Elinor Lander. Contemporary American
Folk Artists. Philadelphia and New York: J.B
Lippencott Co., 1975.

Jones, Michael Owen. Exploring Folk Art: Twenty
Years of Thought on Craft, Work, and

Earlie Hudnall, Jr., House of Fans, Houston, Texas, 1990, created by Bob Harper,

Courtesy of Benteler-Morgan Galleries

Thomas
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FULL SERVICE PHOTO LAB
952-0315
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Aesthetics. Ann Arbor and London: UMN
Research Press, 1987,

Livingston. Jane and John Beardsley. Black Folk
Art in Amevica, 1930-1980, (Exhibition cata
logue of the 1982 Corcoran Gallery exhibition.)
Reprint edition of 1989 available from:
University Press of Mississippi, 3825
Ridgewood Road, Jackson, MS 39211 /(801)
9B2-6205.

Manley, Roger. Signs and Wonders: Ouisider
Art in North Carofina. Raleigh, NC: North
Caralina Museum of Art, 1989, (Includes excel-
lent bibliography for further reading.)

Marling, Karal Ann. The Colossus of Roads:
Myth and Symbol along the American Highway.
Photographs by Liz Harrison and Bruce White.
Minneapolis: University of Minnesota Press,
1984,

Metcalf, Eugene and Michael D. Hall. The Ties
that Bind: Folk Art in Contemporary American
Culture. Cincinnati, OH: Contemporary Arts
Center, 1986,

Metz, Holly and Robert Foster, Two Arks, A
Palace, Some Robols, and Mr. Freedom’s
Fabulous Fifty Acres: Grassroots Art in Twelve
New Jersey Communities. Self-Published, 1989
/ $7.00 plus postage. (Contact: R. Foster, 300
Observer Hwy, 5th floor, Hoboken, NJ 07030.)

Patterson, Tom, Jonathan Williams, Roger
Manley and Guy Mendes. Sf. EOM in the Land
of Pasaguan. Highlands, NC: The Jargon
Society, 1987. (A stunning record of the Land

of Pasaquan, with the fascinating story of Eddie
Owens Martin told in his own words. )

Rosen, Seymaour. In Colebration of Ourseves,
San Francisco: California Living Books, 1979,

Rosenak, Chuck and Jan. Museum of American
Folk Art Encyclopedia of Twentieth-Century
American Folk Art and Artists, New York:
Abbeville Press, 1990,

Sachs, S5id, editor. American Folk Art from the
Collection of Herbert Waide Hemphill, Jr.,
1988. Includes preface, essay, checklist, bibi
ography, and (llustrations. Order from: The
Noyles Museum, Lily Lake Rd., Oceanville, NJ
0B231 for $5.64 plus postage.

Schuyt, Michael, Joost Elffers and George
Collins. Fantastic Architecture, New York: Harry
Abrams, Inc., 1980,

Sondheim, Alan, "Unnerving Questions
Conceming the Critique and Presentation of
Folk/Qutsider Arts.” in Art Papers, July-August
1989,

Thewoz, Michel. Art Brut, New York: Rizzoli
International Publications, 1976.

Thompson, Robert Famris. Flash of the Spint.
Mew York: Random House, 1984, (An introduc-
tion to the relationship between African art and
self-taught African-American artists.)

Turmer, L.F. Howard Finster: Man of Visions.
Mew York: Alfred A, Knopf, 1989,
(Comprehensive visual documentation of the
work of America’s best-known living folk artist
with bibliography of exhibitions, articles and
other media.)

University Art Galleries, University of New
Hampshire. By Good Hands: New Hampshire
Folk Art. Durham, NH 03824 Univ. of New
Hampshire, 1989, (This catalogue of their
1989 exhibition is available for $17.95 plus
postage. Contact: (603) 862-1234.)

Wampler, Jan. All Their Own: Peopie and the
Places They Bulld. Cambridge, MA: Schenkman
Pubdishing Co.. 1977.

Ward, Danigl Franklin. Persanal Places:
Perspectives on infarmal Art Environments.
Bowling Green, Ohio (43403): Bowling Green
State University Popular Press, 1984,

Whiteson, Leon. The Watts Towers.
Photographs by Marvin Rand, Oakville//New
York/London: Mosaic Press, 1989,

Yoder, Don. Discovering American Folklife:
Studies in Ethnic, Religious, and Reglonal
Culfure, with a foreward by Henry Glassie.
Ann Arbor, UMI Research Press, 1990,

THE ORANGE SHOW:
A Folk Art Foundation

_k-ft MeRissack, postman and self-taught ariist, cre
ated The Orange Show as a monumental work of folk
architecture. He built it with found objects over a 25-wear
period to illusirate his philesophy of good health and
nutrition. The found:ation was formed after his death in
1980 to preserve & operate The Orange Show, encour
age public participation and establish it as a cultural and
educational resource, They present a wide variety of per
forming and astistic events that explore the folk expres
sions of our culberally diverse commuanity, and help
children and aduls experience the creative process. The
“Eveopencrs™ project investigates wwd documents folk art
sites in Texus, organizing and disseminating information
thmugh bectures, publications, tours and a resource
libeary. The Orange Show is bocated @t 2402 Munger,
Houssom, TX 77023 /(T 13)926- 6368

#IRANGE SHOW

rain R —_—

TH

Ken Hudson, Jeff McKissick at his
Orange Show, 1978
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FOREST\PRODUCTS
by MANUAL
(Suzanne Bloom & Ed Hill)

Perspectives Gallery
Contemporary Arts Museum, Houston
January 19 - March 10, 1991

By Bill Thomas

The following article was excerpled from a longer,
comprehensive review of Forest\Products, This sec
tion deals specifically with a description of the
instal lation

Forest\Products incorporates o wide variety of
media to explore the complex issues of humanity's
relstionship to the forests. Included are convention-
al and computer-enhanced photographs, computer
generated drawings, Duratrans (transpasencies in
light boxes), 2 20-minute video with original
soundteack, wood products, and two Macintosh
computers programimed for visitors” interactions.

Al the entrance of Forest\Products, o large
photographic trvptich s installed. To the left of the
entrance is i room with phetographs, computer
generated drawings, and computer enhanced
images on three main walls, This is the “forest” side
of the exhibit. The video viewing area where MANLU-
AL's video and soundtrack plavs continuously i
in this room. The sound level is high enough that
voud are alwanys aware of its presence in either room
of the installation. Next to the video area is an
unfinished wooden column, protruding from a wall.

To the right of the triptvch at the entrance,
and on the opposite wall, is a photograph and an
Adirondack chair hanging on the wall. Opposite the
chiair is the entrance o another room, large and tri-
angularly shaped, where the two computers are
located, You have 1o step up onto a cedar deck to
enter this anea, as the floor is completely covered
with & platform constructed for the exhibit space.
This is the “products” side.

In one comer are two Macintosh computers
with color monitors. Protruding about four feet
from the wall to the left, is an unfinished wooden
column, with 2 three inch monitor mounted in the
end. playing a video. This column bisects and con-
nects both sections of the installation. Painted on
this same white wall are three Large black outline
drawings of pine seeds which were drawn with a
computer. Visually, these seeds resemble acoms and
ane Large enough. side by side, to nearly cover the
entire wall. In the farthest comer of this room is a
photograph of a logging truck
Detaibed Descriptions

The 12-foot long photographic triptych is cen-
tered on the entrance wall, and is what the viewer
sees when first viewing the installation. Each photo-
graph is roughly four feet long and three fieet high.
The central image is a straight black-and-white
phrllllw;iph of a lumber mill scene, with a huge |1i|q'
of sawdust, next to astack of finished lumber, This
image on the right is very geometric, abstract, and
high in contrast, containing only deep blacks and
brilliant whites, Squares of black-and-white are
scattered about randomly, though it is an enlarged
|1|[I11;I.]1]111 image made in 4 computer, | learned
that this was i mn]pll!rr-l:lﬂ vanoed '|1||(J1[JJ{I‘:I[I|1 af
W Fll'l|{l'l'$ |1=J|t[ing amicrochip. The |eft inage in
the triptych reproduces a gravire of a forest scene
looking down a din road that vanishes into the
denise growth. This photograph is separated from the
center image by an vertical orange har, about six
inches wide. The photographs are mounted flush to
the wall, “feamed" by two naturally finished ash
rails, at the top and botiom,
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W:I]Iting left, You see |1gh[ b comstrscied of
matural ash (mesuring 187 % 6" % 67) that contains
acomputer deawing of an axe. On each end of the
b is a vertical half of a reproduction transparency
of a 19th-century painting by Asher B. Durand sepa-
ratted by the axe drawing, The half on the lefi is of a
I;!ry,:- e 0 1"'.""-'}1.1-‘ of 3t dense forest, and the half
on the right is an idyllic landscape looking down a
country rogd toward a village, with a white church
steeple just visible, The axe is about four feet long,
andd is an orange line drawing that stands out
graphically against the opague black background.

To the right of the e, along a 25-foot wall,
are ten images. The slender, 8-foot 1all, toned black-
and-white photographs of tree trunks are “mother
trees” that are left 1o reforest a logged-out area.

There are six images hanging between the tall
photographs. The first image on the left is 2 repro-
duction of a newspaper photograph of wo men saw-
ing down 2 large tree. The next photogeaph is a
monochromatic orange reproduction of a 19th cen-
tury printing by Sanford Gifford of a forest that had
been cleared for pasture by the new homesteaders.
The third image is an digitized iconic drawing of a
pulp factory with smoke belching from the stacks.
The factory is black against a bright red back-
ground. Next is another computer drawing, of an
Adirondack chair. Like the axe, this is a very smooth
line drawing, black on a light blue background.
Bright reds and oranges dominate the fifth image
that is framed by an uneven black border. At the top
of the image is the word “geab,” by which the antists
sugpest that the image was appropriated by a com-
puter. The image s of 4 forest fire. The last image
on the long wall is a computer line drawing of a
memory chip, superimposed on 2 close-up of a
printed circuit board.

On the wall adjacent to the mother irees are
two large black-and-white photographs that span

drawing of a chainsaw drawn in opaque black on a
vellow-orange background.

The videotape is on a 20-minute loop. Ambient
sounids of the lumber industry (chainsaws, bulldozer
engines, wood being milled) are juxtaposed with
nature sounds (bubbling brooks) and eriginal svn-
thesized music. The soundtrack conceptually follows
the five movements of Beethovan's Sixth Symphony,
The Pastoral, and is equal in power and importance
to the visual images.

Leawing the video area and moving toward
“Products” in the installation on to the right, is
photograph showing a cross section of a tree trunk.
The colors include browns, bright reds and oranges.
An unfinished white pine Adirondack chair pro-
trudes from the wall next to the photograph.

To enter the area of open framing that sue-
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Diagram of Forest | Products installation by Bill Thomas, 1991

abeut twelve feet. The photograph on the right is of
2 forest scene, taken from an angle looking up, so
that about two-thirds of the image is sky. In the
background are some distant bow hills, and a forest
being destroved by acid rain. The inage on the left
is 2 black-and-white pixilated photograph of a dense
forest scene with strong texture and pattens.
Immediately to the right of this diptych is the
darkened video viewing area, triangular in shape,
with the television located at the apex, and a bench
(made of recycled wood) in front of it.
Conspicuously protruding about four feet from the
wall on the left, at a slightly upward angle, is a large
unfinished wooden column. Located high up on the
right wall is a small light box with a digitized line

rounds the two computers, vou have to step up onto
an unfinished cedar deck. You notice the smell of
newly-milled wood. To the left is another wooden
column protruding from the thirty-foet long wall at
aslight downward angle, and extending about four
feet out. There is 2 small video monitor, (about
three by four inches), mounted into the end of the
column. This video sculpture, playing images of fire
and the mother trees, serves as a connecting link
between the left and right sides of the installation.
(i the same wall from which the column extends,
are three large black graphic images of pine seeds,
about seven feet tall and four feet wide. These
images are digitized drawings, and are painted
directly to the surface of the white wall.

The two Macintosh color computer stations are
located toward the corner and rest on open frame
tables with particle board tops. The screen on the left
reads “Program 1,” the screen on the right
“Program I1." You are invited to sit in a director’s
chiir and select a number from the directory.
Clicking the mouse will open the section corre-
sponding to the number selected, revealing image,
text and sound, such as poetry, a short story, or an
educational message about the white admiral but-
tedfly being eaten by slugs. Others are simple anima-
tion such a8 2 hornet busily investigating a maple
leaf, and Ed Hill chopping down a tree. Program 11
has a similar format, but is more didactic in inten
tion. It gives you 2 more extensive choice of topics
with in-depth narratives such as: “Famous White
Pines in Histery,” “ Porcupines & Varmints,”
“Singing in the (acid) Rain,” and “Fire and
Wildfire." Choosing ene of the selections reveals an
image of 4 forest with accompanying text. The text
poses 2 question to which you can respond such as:
“What would you do if the fate of the five hundred
acres of wild forest pictured here was in your hands?

The forest contains some very valuable timber,
which also happens to be an unique species of
comifer which you are committed o protect.
However the land taxes are more than you can
afford to pay.” Your typed response is then saved in
the eomputer’s memory. This interactive feature of
the exhibit is fun and informative,
Forest\Products does not reward the passive
observer. It has to be worked at to be understood in

depth. Forest\Products has much to offer, on many

levels, wo anyone willing to actively participate.

Bill TH is & pho her who p Iy
worked In domestic refugee resettlement

for 14 years. He will be a graduate student
in photography this Fall at the University

of Houston .

A Conversation
with MANUAL

By Cynthia Freeland

{Ed Hill and Suzanne Bloom, who are
Professors of Art at the University of
Houston, have collaborated as MANUAL
since 1974, They also write criticism
and contribute regularly to Artforum,
SPOT and Afterimage.

What follows is an edited transcript of a
conversation held on May 11, 1991, fo-
cusing primarily on MANUAL's multimedia
installation Forest“Products, exhibited at
the Contemporary Arts Museum, Houston,
from January 19 to March 10, 1991 )

CF: My first question about vour show
“Forest\Products™ is why foreds, as opposed 10, say,
beaches and oil spills, which would seem mose ger-
mane 1o Texas?

EH: Il jurp in and say, frankly, we're not
concerned with being germane to Texas per se. IU's
not like we said, “Maybe we should do something
ecological; what would be mest topical in Howston?”
We're concerned with what is closest to our experi-
ence, what we most closely relate to,

CF: hat happens 10 be the forest?

EH: We five, quite literally, in the forest when
we're in Vermont, But | should add that the fate of
forests is relevant to Texas; it's a global issue.

SB: Clearly forests are a sign of what's happen-
ing to the eocology in general. We're also interested
in the history of the American forest, from the first
wave of early settlers to the present situation on the
West Coast, There's 2 great destl of wension relative 1o
what old growth forests mean and how we're going
to treat them. Since Iumh;rin-;, began in Maine and
quickly decimated all the virgin forests in the
Northeast, there's  connection for us between the
forests in Vermont and what's presently happening
to the forests on the west coast.

CF: In vour show there were photos and scenes
on the video of visits to sawmills, 1o the lumber
industry, and 1 wondered how you were received
there. Did vou explain to them what you were
doing? What did they think of what you were doing?

EH: We certainly didn't explain to them that
we were doing a critique of the forest products
industry! We just said we were interested in doing
some photographing and videstaping, so we put it 1o
them in plain brown wrapping, Also we offered to
presuce i tape and some photographs for them in
exchange.

CF: Do you think they'd be offended or upset if
they knew what vou were really doing?

EH: That implies we're doing something that's
blatantly ageinst them, and I'm not sure we are. |
think we came out of that experience working chose-
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Iy with the sawmill people and one logging compa-
ny, and we have our criticisms of some of the log-
ging practices, but they're relative minor. They were
a fairly responsible group of loggers.

S v hasically were improving the quality
of the forest, at least improving it in the industry’s
terms. Now that there’s an opportunity in Vermont
for landowners to have a reduction in their taxes in
exchange for managing their land, they hire
foresters who contract loggers, and decisions are
made about which trees are
going to be cut. They're only
thinking in terms of vield and
inwestment, of course.

CF: Do they plant trees?

SB: They say in Vermont
vou don't really have to plant
trees. In 1840 th wis T5%
treeless, and now it's 75%
“trend,” because it's a natural
site for trees 1o SrOW O, and
because dairy farmiing his
declined seriously

EH: Though there are no
restrictions on clearcutting,
there’s little of it done

CF: Because they know it
doesn’t make sense?

EH: Pretty much. Mostly they do selective cut-
ting, That's what the Forest Service promtes, The
ide is 1o give the trees mone room to fill out. |
driving force is the production of timber, which is
imposing an economic model on the forest: it's not
about creating the conditions for wildemess, It isn’t
ordel wee agree with, but it's better than tree plan-
tations — and there are lots of plantations in
Vermont comprised of whole stands of one kind of
tree, That's something that really changes the ecolo
gy of the forest into 2 reductive monoculture.
Whereas thinning the woods out does not alter the
flora and fauna as severely.

CF: Can you explain why you decided to use
music in this installation? Wasn't this the first time
that you've done that? How did that decision come
about, and how did you actually do it?

SB: Yes, it's the first time we've really sorbed
on 2 soundirack. We did it largely for emotional
effect — and for structural reasons. We chose
Beethoven's Pastoral Sympbosry as our sounding
board, so o speak. 1t seemed especially appropriate
hecause of its romantic evertones and programmat
fc aspects. Since we're quite avware of our own
romeantic attachment o Nature, to the forest, we
have great empathy for Beethoven's reverie, but we
hoped to inject the more complex and problematic
condition of the late 20th century into his simpler
19th century view. A view, by the way, that continues
to be a guiding principle for a lot of people today.

The first movement of Beethoven's symphony
translates roughly, “The awakening of joyful feel-
ings upon arrival at the country.” The second is
“Scene by the Brook.” That is, one imagines oneself
in 21 bucolic setting sitting by the brook. Beethoven
apparently was very fond of the sounds of the brook.
The third movement is about the *Jovial gathering
of country folk™ in the tavern; Beethoven had a spe
cial interest in vernacular
Austrian folk music. In our
tape that movement hecomes a
somewhat heavy metal look at
a lumberjack and jill compedi-
tion. Beethoven's fourth move-
ment, the “Thunderstorm,” i
altered in our video into the
story of trees being tumed into
lumiber; you could call it the
technological storm. The Last
movement of Beethoven's sym-
phony, “Shephend's Song,” has
to do with thanks at the pass-
ing of the storm. But in our
tape, it's really in effect about
loss,

EH: In our structure, the stom is sustained
We used weather metaphorically, s mood 1o refer to
the threats to the forest. We'd really like o clarify
our view towsind some of the issues involved here.
Having the storm continue in the final movement
leaves the CUESLEON ofen as 1o the future of the for-
est, One of the things we're trying 1o convey, which
was enfremedy difficult to phatograph on videotape,
is the effect of acid rain. As far as what we've seen,
it's very, verv rezil. but through the lens it doesn't
look devastating like a forest fire would., IUs effecis
are manifest slowly and they are not obvious to an
inexperienced eye

5B: The Black Forest in Germany certainly
looks devastated, but our forests haven't reached
theat point, not vet. We do notioe that the canopies of
the trees are thinner, and we have been told that the
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annual growth rate of the trees in the Northeast is
generally not normal, not healthy. For instance, red
spruce are dying; they're vulnerable 1o a particular
fungus because of the acid rain.

[EH: We had to deal with those effects in 4 more
figurative way. We close the tape with sunset in win-
ter. The idea of 2 sunset is positive — implying the
end of one day and the futwre of another — but it's
also winter, it's cobd, and vou're not sure quite how
to feel after the final fade

5
4
- [= e

CF: 1t just sort of whites out at the end; it actu-
ally seemed very serene to me

EH: There's ambiguity in the whole forest situ-
ation as we see it, o that serenity shouldn't be
untroubled.

SB: The audio in the final movernent is
intended 1o reinforce that ambiguity. In addition 1o
sor of surreal “music,” it's full of sampled, manip-
ulated sounds — of erackling forest fires, cricket
sounds that are actually short wave radio signals, a
woran saving “death of the forest” in German. slow
motion footsteps crunching in the snow — & mix-
ture of soothing and disturbing sounds. The entine
sound track is meant to carry mixed messages. In
the tape the first movernent is a bitsatirical and
mare slightly ominous than Beethoven's, which is
upbeat. In the second movermnent evervthing seems
normial; the brook bubbles along. but there are
things out of syne and not really cheerdul. Then in
the third mevement we added a lot of heavy percus-
sion 1o help pump up the competitive action of the
[umberjacks, We didn’'t add any sounds to the fourth
moverment, but we treated the varous saws a8 musi-
cal sounds — quite loud ones, of course. And that
set the scene for the Last movement, which opens
with storm clouds and rather delicate, plaintive
sounds.

CF: In the fourth movernent, there were places
whene the sound was very much slowed down, 1
remember this happening when a big log went
through some kind of machine that stripped off all
the bark — the slow sound implied the agony of the
tree with its skin being shom off, and it was very
acutely painful; that reminded me of David Lynch.

EH: Yes, definitely. His andio is probably least
noted by people, but it's extraondinary, an important
prart of his work. We were trving to et people emo-
tionally engaged and in some respects we miy have
overdone it. If there's some misunderstanding here,

it's partly our fault, but not totally, Peaple sssume
that artists are either for of agaist something, We
watnt to depolarize the issues and Lay them out in
their fullness. It's not our view that we should be
telling people what 1o do or think. We're raising
some issues about our general tendency to define
natre in terms of its use value, These issues revolve
arownd the forest as a site of production. We're not
saying production should halt, or that our involve-
mient with the forest should be purely aesthetic,
because the aesthetic is finally just another kind of
use, We're irving 1o provide some materials for dis-
cussion. The tape was our effort 1o get people
involved, to identify with, but not to leap 1o the con-
clusion that we shouldn't cut trees,

CF: 1 'was there one day watching the video
along with 2 group of wenagers, and one boy

jumgped up at one point and pounded on the
sawhorse table where the video monitor was sitting,
and velled, “Now what do they think THIS i made
of, huh? huh#”

SB: Well, if it broughit on such a strong reac-
tion that's OK. He was probably already somewhat
positioned in relation to the subject of forests and
hopefully he'll think about them and the way
they’re used even more in the future.

CF: Your video struck me in certain parts as
being exquisitely beautiful, s in scenes of the forest
in snow, or ash floating from the forest fire. How
would you respond to the challenge that you were
serfuced by the beauty of the forest? Or are vou
becoming more comfortable with allowing your
work to be beautiful?

S We've never intended 1o exclude beauty
from our work. The problem is how to put isswes
frifey the work, and it's not an easy assignment, On
the other hand, 1 don't think we're overly concemed
with being “Politically Cormect” in our work. We
have been criticized before for making work that's
too beauiful o carry a “mean” message or bring up
an issue

EH: In this case, the issue of the besauniful, in
the whole installation but particularly in the tape, is
about loss, W lose things by consuming them. We
lose them through evolutionary change. The result
of change may have its own beauty or reward, or it
may ol — we anen't always able to judge, and
we're probably trving 1o deal with that anxiety. Bill
MeKibber, who wrote The f;'u{!r:l,f'.‘.rh'.lm',
the loss of wildemess. “The wild" exists now strictly
as myth, and he's extremely sad about that, 1 can be
sad about that too, but it's not going to do a whole
lot of good. The woods we're showing are not pri

nis

about the synthetic ||\_n]1'r-'.u|r|tl uf1]u-{mn||ulr.-r,
virtual reality, and the 1%h century CONCEpLion of
nature. We're plaving these two worlds against each
other.

CH: Do vou consider vourselves photographers?
Do vour think of everything in this show as some ver
# O do you think of yourselves
A bow does vour use of
these media relate w vour individual backgroumds
in art, for example, in painting or drawing?

SB: We've really wanted to do installations for
a long time; 1o make environments in which to
spread the emational, assthetic, and informational
aspiects around. The diversity of multi-media makes
that easier 1o do, As far as our artistic backgrounds,
they re similar, that is, we were both trained as
painters. Fd did more drawing and | probably paint
el more, Then we both went to photography to deal
with the world “out there,” as innocent a5 that may
seem now, During the course of working together
we've used still cameras, video cameras, and for the
peatst six vears, computers, which allows us o
“paint” and “draw”, of cowrse. And sometimes we've
used object, found and made. It's our feeling that
the medium should fit the project. We's also done 2
o of photograghy, and we're thought of by many
peaple as photographers. We don’t really want to be
pigeon-holed, but we do want to be thought of as
having expertise!

EH: There's a good deal of photography in the
shew, no question about it, and when we didn’t use
photography we used video, And on the computer
programs we used combinations of the two.

SB: Someone just last night asked me, “How
did vou do the 9-fool trees?™ The answer isn't sim-
ple. First we took black and white 4 X 5s using P/N

sion of phy |In'r',r;|p|'|

as multi-redia artis

mordial viegin forest, but even as fourth or fifth gen-
eration forests they are worthy of preservation.

SB: When we asked a Vermont forester if he
knew of any virgin stands of trees around New
England, he just laughed.

EH: (in an exaggerated New England
accent....) "“Well, there's some ofed frees, mayhe
down at the village square....” If we continue to val-
ue things only in terms of what we convert them
inta, and we do that in a thoughtless, overconsump-
tive manner, blindly oriented 1o profit, then we lose
at @ prery rapid rate, You can see that loss, vou can
experience it first hand

SB: In the long run, having more foresters
manage clients’ Land in the interest of productivity
and futare imvestment probably does more to slow
the process of loss than not. 1ts the forester’s job to
ety attention to the condition of the woods. So when
thev conclude from their surveys, as a few have, that
acid rain s effecting the immune system of trees
sornewhan ;l||;l|ugulls|_\ 1o the AIDS effect on
humians — their knowledge may help stop some of
the process that's ultimately going 1o cause wtal
loss,

EH: As vou walked into the show there were
three panels, Ope was a romantic 1930s image of an
old logging road. 1t was a photocopy of a gravure. [t
was also a halftone, a photooopy of a reproduction.
The middle image was a so-called st r;i'l|.'JII |1thl-u-
graph of ours, in a photo-realistic made, showing a
lumber yard with a pile of sawdust and wood chips.
The last panel was of 4 difficult to read image, high-
Iv computerized, showing two fingers holding a
compuiter chip, One of the things implicit here was
mixdes of reproduction as modes of viewing the
world. That's a continuing issue in our work. We
were also trving to make the computer itself part of
the subject. The installation dealt with three worlds:
First, the most obvious, the forest; second, the com
puter and technology; and thind, the installation
site, the museum-art context. We've dealt with
aspects of nature and culture in the past and will
continue to in the future. Another series we've just
started has as a guiding title “Two Worlds.” It's

(positive-negative Polaroid) film because we don't
have hot water or conditions to develop film in
Vermont, That means going out into woods carrving
all the camera equipment and tripod plus a linle
Bucket of sodium sulfite to hold the l'_\pu-l'd néfL
tives, We did quite a few, something like 50. In
Houston we enlarged some to 11 1 14, split-toned
them so they'd have subtle color effects, edited those
down, trimmed them and mounted two to a board,
had each pair made into 8 x 10 color negatives,
printed those 9 feet by 40 inches and then cut these
in half and mountel separately. So, it wasn't a very
direct process!

CF: Does one of vou have some particular
expertise, or do you both do everything?

SB: We count very much on exsch other's
response 1o any ideas put forward. We make all
miain decisions together. There are some tasks we've
begun dividing, partly as a matter of practicality,

EH: Suzanne did virtually all the 4 x 5 pho-
tographs of the trees. She concentrated and mide
muost of the decisions in the field, but | was involved
1 saw the places she was shooting and the images
that resulted and we'd discuss the way it was going;
this was over a long period of time. Thiose five
images were an awful lot of work. We'd also video-
taape together, but | did the bulk of the shooting, 1t's
heavy to lug around and when we were taping the
loggers, for instance, we'd go out for five or six
hwours a2 time. But we both used the video camera
and looked at the tapes together. We'd discuss what
should be shot — or reshot — next, and how we
might try to improve

CF: S0 you wouldn't say one person has maore
of the expertise on one thing.

SB: We both need 1o know enough about each
process to make intelligent judgments about what's
been made. As with the videotaping, where Ed did
much of the actually shooting, 1've been more
involved in dealing with the music, because 1 have
some formal training, but Ed's input into shaping,
the soundtrack was quite essent

EH: When it came to decisions about the
videotape, what we were going to use and how we'd
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put it together, all decisions were mutual. The labor
ey get largely relegated 1o one or the other, but not
the decisions.

CF: What was technically the hardest thing vou
did in this show?

S (Pause.) Finish it! (Laoghter.) We've said
we would never again do a show with three major
components: the computer programs, which we had
something to build on, but which needed consider-
able development; large photographs, only one of

which existed prior to mid-July when we started seri-
ous shooting;: and the videotape, shot almaost com-
pletely from scratch with a soundtrack which had 1o
be scored after we had collected 2 lot of the visuals.

EH: But tw answer the question, the audio? Or
the computer programs? There were a number of
things we'd never done before in both these areas.

SB: They were risky o do. We'd done one small
soundd piece, but not with “MIDI™ (Musical
Instrument Digital Interface)

EH: And then smchrontzing it with the video
was really hard. We would edit tapes and bring back
whiat they call window dubs (with timecode visible
on the screen), and we'd try to synchronize the
sound and see if things were matching. I's not the
most sophisticated technique.

SB: Next time we'll use sormethin,
SMPTE (Society of Motien Picture and Television
Engineers) Timecode, which allows electronic edit
ing, smchronizing sound frame to video frame

CF: During the day the junior high students
were there, 1 5w a group of them clustered around
one of the computer programs going through each
and every one of the options. When they got to the
one that had the axe cutting down the pine trees, the
ome that says “De axe saws de-trees,” they were
velling, “Yeah, take out the trees!” Is it possible to
break through that video arcade mentalin?

SB: That's a good question. We've wanted to be
accessible 1o the public. We actually made a
conscious decision to make the videotape more
dynamic, with more movemnent, more emation. In
the case of the interactive computer programs we
decided to make one shightly more entertaining and
animated, with sound bites, and so forth; and the
oth more text-oriented with mone III-I1ﬂ,‘|I:h inbor-
mation and opportunities for participants o add
their comments, But, i it possible we could get too
entertaining? That's something to think about,

EH: 1 think that's a weakness of that program,
The computer programs were the least fully formu-

Jaatecd, but we thought they were important to do. We
made improverments while the show was still on. 1
think the particular example vou chose is a very
good case where the program itself could ca
into question. But that takes a lot of time, scanning,
arranging, and scripting to work out.

CF: The computer programs did get 2 lot of
attention; every time [ went there people were using
them, in fact it was hard to get a chance at them.

EH: If we made it more Ame, mofe infer

e, we coul 1o build a
house, do you want to clear this land** Then the
compiiter might stop them and say, “You've now cut
down ten trees,” (SB: “Do vou realize this is half a
century you've cut down®” ) We could build that in,
but it would be an incredible amount of work, very
time-intensive, We will work at it and try to get that
section to function more effectively; but ves, it's pos
sible to break through, to turn that video game

sk them, “Do you war

HOUSTON CENTER FOR PHOTOGRAPHY

reflex around

CF: Dwanted to ask about a couple of the inter
active sections whene vou allowed g:euplc.' Lo write in
ings. In one thene was a hypothetical conflict situ
ation involving the forest vs. the economic life of 4
towr, Did vou get any interesting solutions?

EH: There were two of those, one where the
enermies of vour village live off a secret herb that
grows in the forest, and in this scenario you were
asked if you'd be willing to toreh the forest in order
to drive these dangerous enemies away.
The other was more about individual
responsibility, “You own private forest
ed property ... etc. Actually, ves, we
did pet some pretty thoughtful answers.

CF: Do vou think that your
art can make any difference? Wouldn't
you have more of an effect if vou
destgned brochures for Earth Day or
the Environmental Defense Fund?

EH: Those are two different
jobs. It's a very important question to
try to clarify. If we designed posters,
brochiures, and so forth, published ads
for various activist groups, that would
be fime. That's good work o undertake. But it's not
whiat we're doing here. We're acting as artists, and
that's why the fact that it's in the museum is impor
tant. Why have it in the museum, why not have it in
a place where more people will encounter it? That's
missing something of what we're doing. We're sav-
ing, as artists, and as art institwtions that it's imper-
1t to commit ourselves 1o such issues. It's
important for “Ant” to talk about something beyond
“Art." We're making a statement, art showld engage
directly in things beyond itself, it must be, at least
for us, more than formalist practice

CF: This reminds me of what you wrote in your
article in the Lanedscape af Risk issue (SPOT 1990)
that the landscape that was at risk was an antist
genre. That's what vou were doing with the lighthox
(Duratrans) divided image of the Asher Durand
painting,

SB: I'd like 1o ask vou something. Cynthia
Your're a philosopher; do vou think that Westem
aphysics hias buill within it an attitude of domi
mation towsnds mature?

Yes. | do. That's especially clear with the
Greeks, with their formy/matter duality; form repre-
sents reason and goodness, while matter is the prin-
ciple of chaos and disorder. In fact, the Greek wond
for matter, fnde, originally meant just srood, or even

fovest. That's what it was in Homer for example; the

Iple was the timber cut down for the great ships.
Then, of cowrse, in Plato and Aristotle, form is mas-
culine and matter is feminine. So vou get a com-
pounded attitude of domination at the start of
Western philosophy, of maseuline rexson over both
women and natare, . . . Can vou say anything about
what's next for this show? Does it have some future
— i it likely to travel?

SB: We can say it will go the The Museum of
Contemporary Photogr: Columbia College,
Chicago next March through May. And pieces are
committed 1o various shows starting next
September, One in San Antonio, another in
Arlington

CF: As collaborators, don't
you ever feel that your individuality is
threatened? How can vou stand to
teach, work, write, and live together?

SB and EH: (Much laughter.)

SB: Probably not the right day
to ask! The question is, how do we
clean house, do laundry, pay bills, ec.,
and get I

art done?

Cynthia Freeland is Associate
Professor of Philosophy and coordi-
nator of Women's Studies at the
University of Houston.

All installation photographs by Manual.
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THE ORANGE SHOW

Jeff McKissack’s hand built homage to the orange

Open mid-March to mid-December
Saturdays and Sundays noon to 5im
Summer weekdays Pam to 1rm
2401 Munger just off 145 at Te|ep|’mne Road
7139266368

The Orange Show is preserved by o nen-profit ceganization which conducts events about folk o,
folk traditions and creativity, To contribute or volunieer, coll us o1 P26-6358

CAMERA CO/OP

fine used photographic equipment
and collectibles

3509 5. Shepherd (Near Richmond)
Houston, Texas 77098

BUY - SELL - TRADE
(713) 522-7837

Man With Allas Molh 1550

KEITH CARTER

represented by

MCMURTREY GALLERY

1508 LAKE STREET
HOUSTON, TEXAS 77098
(713) 523-8B238
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SUPER
CONVERGENCE:
January 27, 1991

This is an edited transcript of
a lecture given on May 25,
1991 in conjunction with the
HCP exhibition WAR:
Controfling the Image,

on view from

May 24 - June 23, 1991,

By Dawn Adair Dedeaux

Super Statistics
i of that

WCLMEnt;

vergence of Amercan culture pre

sented on Super Bowl Sund.

" was fully realined — a
|

her for this three-hour

anl advertising

day when “proy
Triss
firsedd. ™ Pulled b

¢ |argest worldwide,

| timel, the world's mst pop-

1t event, and the most

omimercials of e vear
: inferspersad live

coverge of 1 Super War between clviliza

tion's obklest and
will b

super

ungest culfures, and vou

¢ the components of a media age
VErREnCe:

My work Styfer Conmpengence wils spoa-
faneous. 1t began on a lue Sunday afiernoon
while | was engaged in the deadline frenzy of
anther project. | remembered, in the midst
of this other work, that the day was &
ay, and that the game would soon
in. I am not a devoted foothall enthasiast,

niat 3 contemplation about theories of the

collective need for sacrificial and imstitution
alized violence that the game of foothall
might serve 2 Be thiat true of not, | was
America would pr woeer]
b this medin spects a simulation of

uncoimfort,

battle, when the country was engaged in a

| wats inappropriate, and it

lied that America did not take the idea of
watr serioushy enough, or thal America missed
an epporiunity io show reverence for the seri
e, [0 would have been a pesture

DUBNESS Of
admitedly pare {and incongrious with the

1 Rambeocowboy”
ul the Super Bowl been can
I ights offenses have

The
apemituide
Furthermare, if the foothall game was siaged,
Tow conihd ks warrior Guviasy be presented
tastefully” before an international viewing
It was a legitimate concern, and it
H only be the influential power of com-
ce that prevailed over wisdom when i
- “the show gres on,”

audier

was
afficially announced
Style
The P.R. Machine presented it differ-
e WK

ision to pl
also reflected the new political aftifuale, the
new political sty 1t was not good for

\imeericans 1o
This antitude wes 2 result of post
terroristpost-Carter thinking: the idea that
too much atiention was paid to terogism by
the Administration and the media, leading to

beegquent downfal v (arter,
ronduced 2 crisis manage
WK, repre

o war
# boxat while

vacation, and the justification for 2 Super

Beral game during wartime
Eyewitness

A5 “Kick O time 2
resist seeing how this delicate manes
nbed. | was startled by the net
work's naive effort to synthesize the extreme
circumstances of the dav. Within the first o

o, |

wolthl be |

minutes of viewing, the urpe to document s

an evewitness 1 this event became all con

stming, as if 1 had chanced upon a decend-

g rI;. FCEr, oF A volcano eruplion, or

i8

Dawn Ded

x, Super C
police brutality on a Los Angeles expressway
Inn this case, | was 102 2 evewitness o life

bt s evewitness 1o television, and what 1 fell
d tor dooument was a document in

renice crystallined
nanding me into Inper-performance
Within five minutes, | had two 35mm cam
eras and a video recomder attached 1o tripods.
By v avem film inventory, and that borrowed
fram neighbors, 1 exposed over 20 roles of
film in the following three hours. What was
captured alms to provide a dociment of late
wwentieth-century American culture, and
gives visual parallel to certain media theories
of our day, particularly that of simulacrum
e the difference between “the real and

s balished in the lyperreal
3

the imagjnar
logic of (television) montage
The Muse Dying Live...

“This is real surrealism, [t's live surre
mprehend

alism? exclaimed o1 :

ing dog who was
for cat food being served in a erst
goblet. [t stared with the preparations for the

alching an advertisement

il dissen

game: preparing the tur, searchi

attenced by

guand of stene-fzced mi
mien just inches away: pricey petro indusiry

commmercials offered counsel on fuel conser.

wation followed by a news break that told of
the new recond-breaking profits for Mobil
Exxvon and Chevron: and then, the muse
dying live
glies of oil-covered binds a camage
along the coastline af 3 blackenad Persian
Gulf
Job Opportunity

This was followed by auto manufactur-
er aus for Ame LY cars, sore featur
ing Lee Lacocea 3t a podium with flag,
followexd again by a news e

the footage of the final strug-

this time a
press conference with General Sclvarzkop at
a podium with flag So mirmened were these
imnages theat there s lintle worder that the

retiring General has subsequently been
offercd a job a5 commander and spokesper.

o fior 1 trouhled Ameri wio maker

Throwing Stones'Glass Houses

If it sounds Hke [ am mosalizing on the

Iravesty e certain that | am not

e soime blood

Vietram War was easy by oo

for 1, o

and indeck
cism of the factors tha

beought us into this

front line predicament, but once ther: | coukd

, 1991

ot firmly al
solutions, and 1 found myself unable to take
1 thve streets in probest

| backed the presidential bluff of force,

g mvself with the propesed

s il

any Deimocratic statesmen, hoping
theat “bludf” would be the true extent of it
Hemwever, on January 16, 1, 3 \
5 of other TV viewers wo e, waatchwed
the rockets” red glare over Baghdad in a near
state of shock. Today, i splte of the celebrat
allls
and the Burds, ane still out, 1, oo, remain in

eoalition military victorses, the jury

a moral dilemma
What 1 feel qualified o address 25 an
artist are the cultural Factors that bed w the
war crisis and my own ambiguity, by exami
nation of the viswal symbals and codes pro
duced by an American sociefy in disarray. We
are both victims and perpetratoss of the

ball, complete with the props of beer and pop-
com. In the s of 2 contury, Seurat’s
Sumely int Mhe Park (which 1 considened 25 2
tithe for my installation) becormes something

ancient and alien — a lifestyle of rity

promeseade and exchange displaced by televi-

sion th s become the areni for most of

CHIF CONIETMPOTARY S | interaction

Pointillsm gives way to Pixels

This has resulted in serious qu
the omnipresence of
ves, One is the current
study by an educational psvchologist, Jane
Healy, whao theorizes that TV is reversing the
evolution of the hurman beain aod the was
srnation. She angues

now posed conger

television in our

in which we process in

that television encourapes a prss

L)

rather than active/questioning brain

v dlulls our intelli-

responese, which eventual
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s festered for well
ower 2 decade. We have become creatupes of

sciousaess problen th

vihit, commencial seduction and politics
hithis, commencial seduction and political
of the repeti

manipulation — much by way
tive, Pavlovian instrument of television

Why ane we the way we ane?

1enid, we swim n: A EE -1

Unenli ;
simubated fantasy, where the swimmers

themselves e mostly concemed with their
ons and ssrokes 1

fash er thar the

i
inable condithon of te sea iself. 1 had not

realined how distant we had beconwe from

reality until this particular Sunday ;
Is tebevision a5 programmed am
utor to the sociopalitical problem?
Sunday in the Park

One of the stll frames | have included

jor contriby

in Seefwr Conprergence s 1aken from a pro

mekional spot aired during a commercial

bresk for 2 new family slicom starring
Jonathan Winters. The frame depicts the
stereatypical Amer amily befone the tede-
vision sef waiching Sunday aftermoon fool

RENCe.
Oihers are concemed by the way televi

fves, and s collec

of political events. In 1971 an expen

television “real life” filming of

ical American fam Iy wats pro
seven-month pericd. Selected as the proto
tpe, the happy Loud
ally broke up before 1wl
Baudrilland asks if the Famil
salved if the TV had o 1 th 1
queestion was asked of CNN's Peter Amett: had

L3 e e Sune
his coverage from
nent of thie
Mostalgia

Issues of media coverage wene central to any
comprehensive treatment of the Gull War
; w nearly every American news
mimentator heas attributed some major sig

[ul
nificance b tebevision's robe. This illstrases

v disagreement with Allan Sekula

&

{af th

recenily delivered a paper at the annual con

malifomia Instituse of the Arts) who
ference of the Society of Photos C

: March
e of his paper wis “"War

Frlucation held in New Orleans in |

The indrigy
Withoa Bodies,”
his lecture expecting him to discuss aspects of

and 1 had nshed 1o gttend

media censorship that gave his tit)

scance. {Instesd, his paper shoul
tithed “War Ahout B
stes of homopho
General Schwarzkopd 1o Lawrence of Arabia )

While | appreciate many
quistion the wisdom of ce

il his views, [
ain referenices ad

oimissions. First, | f

e that hest
if World
not print, that b

symbolized the document/

War 1, and it & belevisio

SETVES 225 Sy document for the recent

war, secondly, he calls for greater political
activism on the pan of his audience, and

. o o off the TV

Tl

advises us by
Herw can aryone sucossfilly wage a polit

it full knowle

cally active campaign

of the propagandist's tactics? ol is
o of the most important weapons of

Sekula’s enermy, How will it ch

12e the world
wore intel bectuzals tum off their TV

aces its fuller potential

{1 hawe not abandoned a Mcluhanian opti

s that TV can be used for the advance

or skula's
raply s dis
cernent in this past w whyl
resorted to photographing
{n Pholography

This calls ko mind the comtroyversial

Jodn Szarkomski from his catalo;

Wirrors ael Winelones: Armerican
Phofograply Sirce 1960, recently brough
oy avitention in 2 manuscripd of a fort
g book by James Hugunin. “Szarkovwski
tells of the decline of photojoumalism and
the great picture magazines, such as LFE. He

sugpests that their dewrmward spirl in popu-

| significance s in part due 1o the

s immediacy and its ahil

oppased bo the §

report seens ‘opaque and superfic
A problem plagu

iphers have long siince known

theat st issues.of importince cannot be

wgraphed

t i one vieos pho

by ot s 3 means o reveal essences

Bt 6 a structuring device e

15 (for exam

comven|

, the photo
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graph us text), .. then the photograph may

e viewed as a begitimate second-onder dis

course with the event-discourse as its
abject..” B

v oo use of photography is deter-
M work's congept. Lew 8
curator of the Contempaorany Ans Center in

New Orbeans where this work first appeaned

gave me any opdion for the presenta

the m3
viden monitors dmd eventually chase not 1o, |

ridl. | had considenad incor

Deliesve theat the wse of photographs is esen

by prron

tial 10 the power of the wor

wxparsion of time, These photog

i are presended in relationship to one

whir and shew their construction mone

ol

clearly by eliminating the rapid m
video. | also clwose p
the imape/subject from its source (1

fotography 1o dist

liberate its maltiphe meanings
Innocence
| have

abways been int

typee of style and ibealismAed that is
found in American films of the 1930s-50s and

el

in early television. This projection of ¢
i||!!|:|-l'||L'|' B |-|'|1|'-;I|".';|\\|:|.:_ VEL Il IS -

that [ rid myself of reluctantly. 1tis e
i bedief in a uiopia to be expericnosd

before death. This uopia was offered to s in
the early daws of the technological age.

Fragments of this desire re nwith s

by | can sometimes see it in the lines of
niy mother's face

Todiy, as always, there is longing foe
aned 1 sorw this mew hope in the face of

the young blond bov in 2 fosthall uniform

singing in a stylized southem wang before
the Super Bow ence at halftime.

Behiine him are a field of children wav-
ing flags and the faces of a new generation of

methers (n the stands, many of whom share
i some abstract way, the beliel of a new
world onder so often spoken of by the Kinder
and gentler President Bush wivs topether with
wibe Barbara appeaned on television before
the nation and world & “0" from the Oval
Ofice

1

1
W ire merve e eelifi

o i Snagintedd

A W conpefeler M
wewled of Dtsevlarsed, aned s gleviming
cestles, as ihe enbodismeniogo of
American culftre. During the Super Bowl
halftime, ar ornipolend finage oo con-

| sberr Michey Movse fofmec forces
ity the odler greal Americarn fnvention of
foathall. This image followed @ balfifrme
mewrshreal segntent on e war featiring
ain inderview with a leading archeolopist
sl sevmndedd fo dlrane aterdion fo the dean-
gers the sy posed fo soeme of the earlied
sites of ciealization in ancient Mesopotamia
and Babylon, when siddendy the riewer was
catltpelteed fwanigh tinse aned space, back
it the futsere — back it Déseylaneed,
beack inndo Amierica. Owie et the

St zigenral appears on TV, the next

Wl .'n'l'-'..;'l[rf e g

[

rawtend a pevson disgraised as o giont
mouse, Live sumealism it was — e akay
fiwat Mickey renf & Baphdad

The French author L. Marin in his
boak o, ey o epces
Disnevland as a form of uopde expression

s exaningd

1t's called an idealized transposition of a con-
tradictony e )
the aspirations of A

ace that traces al

pursuits evident in the mega-system organi

ztion {moving walkaays, inst:

1LANEDLs
trash removal, and other undenground sys-
ters that contrel the imaginary). Unlike the

= that offered the difficult

chitectonic
invention of Disneyland which aims o sell an
illusion fear-free. happy, immortal lif
{Iranically, thi

SeTTEAR
that wont M or “See the Northem Lights
Every Night.")

This Disneyland creator must lave
believed this earth
Eacked faith in th
Todday the deceased Wt Disey a

ia possible, of he

o7 promised paradise.

an
earthly resurrection in a freezer, in a frozen
state of 150 degress centigrade &
The Fall From Grace

While the Disneyland halftirme show

bespeaks. of innacence and a longing for

uepiaa, it is abso unfortunately plagued by a
stibdest of Inescapable propaganda. Anather
fil reference that surfaced i
while watching the ¢
halftime show was the effective Genman pro
a filkm by Leni Rieferstahl, Trinomgpd

mmissioned by Adolf Hitler

memaory

ahorsite Super Bowl

The film is championed for its style

ing in its sucoessful, seductive
manipulation. Like the halftime perfor-
manee, it was staged in part in the stadium

1 for the Berlin Olmpic Games of 1936
{before Genmany's invasion of Polamd). It 100
employs the theme of athletics, performance,
and mest simdlarly, the wse of children in
uniforms” as its tool for a masterfully craft
el chilling pat

Q'(TII|I|\:I'-|L|.' o

war. Similar tactics were used

German films and by Mussolini, particulardy

in his films of the lalian seaside Colanies for
chikdren, 11w
il pestraint vl o ind

an exencise of greatest disci-

e still frames
|

TR

frorm I
device throg]

ftarnpls oof the Will 25 2

wal the Super
arid
Patriotism or Propaganda

I ha 51 discussion with my mother

about these ohservations, and she was con
cemed that what | considered pre
wits instead a form of patrictism, and
pratriotism was good for the country
Lty A
the new patriotism, saving that for the post-

World War [1 generations, it was the first ime

rhicu-

13 time of war. My sunt abso deferded

the country had experienced it

The danger found in patriotism is the
decresse of independent thought. 1t s free
thinking that ultimately serves s our best
wespon against the evolution of a Nazi
Germany, or a Kool-aid suicide test in
Jonestown, Free thinking gives “demaocracy”
is greatest meaning

1t is true that patriolism creates unity
and, during the Gulf War, this unity was
largely crafied on television, To create and
maintain 2 united America, it was
that the Bush Admini
over thwe imeage of the Gulf War, which

incellation of televised home-

Pl EXE

inchuded the ¢

comings for America’s dead and the ereation

of “media pools” for fromline repartage. It
was (he *besson of Vietnam™
in the disuption of that war and the downifall

- miedlia’s robe

surrounded it
The toughest decision was whether or

ot b malmain the exact time sequence by

Dawn Dedeaux, Detail from Super Convergence, 1991

of the Johnson Administration — that pro-

ill e rememberad a5 an infa

duced wh
o Gull War “see no il censorship
sirategy
Methodology

Whatl imposex] upon Seer
f.rJh'H'\"‘."\ h

the placement or sequenc
mages. Following Super Bowl Surday,
v 1o phatograph the war coverage
for an additional three weeks, However, when
it caume timee to create the installation for the
Conternporary Arts Center, | decided to elimi-

nate

all images except those that appeaned on
television the day of January 27th because |
realized thit the work would be more effective
if it conveyed its true time and sequence
(There are three exceptions — all photos of 2
soldier playing his saxophone in the desen as
“lan 2
imp
specifics of war, bt the greater complexities
of American cultune. Thensfore it became

1 for dying muse.
ant issues al hand were not oaly the

* ) Ultimnatedy, the

necssary o menge the war with popular cul
ture through 2 halanced conjoining of war

images, cultural references penerated by the
Super Bowl, and the commercialization that

Dawn Dedeaux, Installation view of Super Convergence, 1991
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for contextual or formeal emphasis. | opted for

the later. 1 juxtaposed the inseparable man-
1]

ner of presentation wsed by the network 1o

pinesent either a war or a game: for example,

the graphic devices wsed 10 show the strateg

of movernent in astill frame of 3 foothall
replay, or the diagrams scribed upon o map
showing troops surmounding the Iragis; the
appropriation of the intersecting hairline of
a smeri bomb target device by advertisers

(such as in Budweiser adsh, and
smart bomb tangel mark used behind an
image of President Bush as a symbol of
American superiority tirough technology; or
ihe phammaceutical advertisements that fea-
Tured bomb-like exploding pain pills; and the
general expledtation of patrictism in all the
comamercial mydiz

The use of codor or black-and-white
photographs also became an issue. Here |
operated more fon
between color and black-and-white images

halance

o Cresal

with the color image of the oil-covered bind
the central image of the
erid,
Mirmors
This work has
become 2 canse for
preater personal reflec-
tiom on the Gulf War
and the predominant
media theories of the
dav, on the excesses
revealed in American
life, and the kangy
and forms of the an
that have resulted. It
represents hoth my
challeng
andd o escagwe from the
trerd im the arts nepre-
senteil in the postmiod
em tenms of
deconstruction, inter

e

: 10 ermbixdy

lacrum, hyperme
ality and sociopolitics
- namely all of those
sery devices that this
work has e
The lasst compaonent
af the installation is the

| Noor paoce — an aerial
B photograph of the

Super Bowl §1;

lesecting
the smart
homb tarpet device.
the first shesving of 1his
work in New Orleans, 2
viewer asked meeif |
wis implving that |
wishied o bomby the st
dlivem. 1 satied nwo, cer-
tainky 1o moee than |

wished 1o see the ziggu
rat bombed in [raq
The floor piece s not

call 1o arms, but a bad 1o viewers to join me in

jon of our values. The work
is less an indictment of socie i A mirpor

A closer examin

held up to it
Maoralists

In a recent issue of the New Art
Exansiveer, (which irmically & now one of its

Last), Dongald Kuspit calls for the
“moralist-activist” art and a rezaakening of
aestheticism by way of “desire. ™) With some

we 15 artists
think that the impon of
e work can replace the act of

i purer

activism itsell — which i

lorm can generte greter Hoever,

we cannot deny the influence of politics. on

our lives, and the wie e s antisis (o

respond to the culbural elimate surmmmsling

us Ehrough our work. This climate is better
unsderstood by an earlier ant theorist Amold
Hawser, in his book.The Sociolngy of Ari, thal
tells af v i of an ant forever changed
by World War 11,10

Cerainly, neither the rejection of

activism mos e retum 10 desine offers 2 neso

ilectical sisterns

e 1w posd-Super War
era. cal and frustrating pur-
suit of perfection and truth, the serious antist

LIS i inst the use of superficial

politics” as a cloaking for a work's sulr
stance of the ise of an undeveloped “fuds

menit”™ b lend 2 woek its function, Om the

other hand, mast of the profound works of
I]Il']:.:\l decades hae COHTE [0 s Il_‘ Wiy of
'-l‘l'||1'=u||!II|.';I| response, dAnd | choose io
remein open 1o this process althweugh the
restlting works may become cstracized by the
promation of desine
with an old emphas
chobogy that led us to this siz

the first place
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Hn’fan’.’ﬂ."ﬂ.’j’.'rrr." p 24

¥ Kuspit, Donald. “Art and the Moral
Imperative,” in New Al Exeminer, Vol, 18
no, 5 (Chicago, January 19910, . 1

10 Yapsr, Aokl “Presug
Arl” Ty Socraol
b Benneth . b
ersity of Chi

Present [ o Al trins.

oot
Press, 1962,

[mom Germi

p. 051674

Dawn Adair Dedeaux is a conceptu-
al, interdisciplinary artist who lives
in Mew Orleans. She is currently
completing a multi-media installa-
tion, Soul Shadows, based on her
work with youth gangs and incarcer
ated juvenile offenders that is orga-
nized as a traveling exhibition by
the Baltimore Museum of
Contemporary Arts. The exhibltion
will open in Baltimore in February
1992 and travel to Los Angeles and
New Orleans,
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Our World
in Our Hands

A photoinstallation

by Piotr Szyhalski

Houston Center for Photography
Nevermber 8 - Decermber 30, 1990

By Hans Staartjes

Eastern Eunopean artists are to be admined
for their ability 10 produce exce

tional photographic ant under the

st adverse conditions,
sporadic and inferior-quality sup
plies of film, photographic
and chemieals, nat 10 mentian the
dismeal kack of life's daily essen
tials. “Our World in Our Hands'
wis a remarkable testimony to the

filness

s

artistic talent and rsoun
of Piotr Servheabski and, in many
wirys, i% 2 reflection of the social
despair the Poles have suffered
throarghaut the vears umder the
Sevhalski holds

puise of oqu
degrees in Fine Ars

drawing and poster design, and
oo from Poenan, a Large indus.
trial and important cultural center

in Western Poland, He was
introduced o HCP by Dan Fuller, 2
photographer and new ;
student it the Visual Studies
Workshap in Rochester, New York
This phatographic installation was
shawn in the 125, for the first time
at the Houston Center for

graphy in its experimental
ey X. The inst:
sequently on vie
of Contempaorary Py

i was sub

The Museum

|||I:. al
Columbia College in Chicago, and
then at the Califomnia Museum of
Photography, University of
California in Rive
The emvironment Sayhalski created

reminds us of 2 room in a typical Polish
hare, decorated with a busy patiem of hlue
grey Nowers (2 commonly wsed motifl applied
by ralber. b A stencilied pattem of o severed
ans {interlaced in the form of 5 cross and
holding hands) borders the top of the entine
FONT

Thoe show's first image is of 2 martymed
Salmt Sebastian-like figune and sets the tone
for 2 series of photographs of wounded people
and quartered body pans. The models in the
photographs are Szvhalski himse
his daughter, his beother and his brother's

i, This wife,

fameee. A larger than life-size vertical image
of an am on 2 gold paterned background is
surrounded by linocuts of amms holding vani
ous objects or “signs,” including a book, a
knife, 2 flag, a torch, weighing scales and 2
hammer. These visual signs are repested
throughout the show, particularly in the slide
profected images tha
second horizomial image of an am (an
imape created through the application of
phote-emulsion on the wall.) The arm and

o b seen abave a

20

the hand represent the artist's hand, or the
hand that ereates, or in @ sense even the hand
of Geul. But this hand can also signify manip
ulation in the form of an oppressive social or
poditical situation to which the artist reacts
O the rvest wall is a Wack-and-white

phatomural of a blond-haired uniformed

nan with hands cupped b
apple core. The headline of this poster reads
I Is this a parody

“Our Future in Our Ha
of Hitler's
propaganda, but perhaps even a remark on

any form of mindless populism or patriotism,
Across a grid photoinstallation of 18 scraichy,

uith? Probably a jab ot socialist

schved-up prints 2 sign reads: “To Prawda
Theese are sebf-portraits of Szvhalski watching
television, wearing his gvm outfit, in bis uni
form. at praver, with his baby, and pointing
at A bong rocd ahead with his wife at his side
The future Siy
this road is completely idealized in the style of
much of secialist propaganda. A second pho
twmiural of Szyhealskd in unifeom with @ book
over his face and his hands folded in prayer
reads: “Lermen, Lemen und nochme
Lernen” (“leamn, leam and again, leam.")
This is o comical poke at the repetitive mem-
orization method of learming typical of school
and chureh, but simultaneoushy 2 reminder
5, quiestion
am, Spvhakki's wonds

i the work to
Margism, another totalitarian system

haalski is pesturing towsand on

that mzan must alwavs be curic

i, and willing

are in Gerrman, and they el

Western Poland was the site of many bonder

disputes with Germany in the past, |.’E'I'|’|:I§‘r\
he ks
of N
mients, and the consequences of “lemen, ler

nen, Jemen,” all examples of distorted truths.

inding us of the credulous devolees
ational Socialism or other such move-

r—-ql-p—

THs word is @ wound.

s

alski s telling us to think. To think
about social and political dictaes, such s

those that prosnise 4 “new world” or a “new
onder
O thhe ovesct wadl theere is a manipulat-
e photagraph shwing 2 cross section of the
brain — a mock scientific view of the home
of our thoughts. Hanging next to this is a
photograph of a bandaged head with dia-
grammatic armows pointing at it, appanently
suggesting a brain that has been repaired of
baul thoughts. Sovhalski studied the 19th cen
tury criminolopist, Cesare Lombross, who
stubrseribesd to the theory that criminal traits
are Largely inherited and coulkd be
identified by certain physical char-
acteristics. In a lighthearted way,
Seyhalski mkes use of these beliefs
i these images. “Perhaps,” he's
saying with a grin, “this e
why antists like me ane maladjusted
and cannot acoept social nomms.”
But, repair theough surgery is

abways possible.

The issue of sanity versus insand-
B 5 a recurring theme: two paneks
of phatographs of Sayhalski in his
wrderwear, writhing in anguish in
a claustrophobic, closet-like space,
give the imgression of some sort of
Pavlovian self-experiment. The
miadness in these phatos is fil kewed
apparently by punishment in the
next images where Savhalskd, full
of arrow wounds, is wided by his

wifie who is dressed s @ pious
nurse. Thise b fully h

{
inted tableas refer to the execu

int Sebastian by armous, a
theme for many artists par
ticularly in the Renaissance. The
technique involves multiple nega-
tives in the compasite print, which
is then carcfully retouched and
painted, and later rephotographed
This technique is known a5
“fotanit” and originated from the
Oederko brothers, Witehd and
Marian, in Poland of the 19205, (One of
Witold Dederka’s Favorite themes was the
depiction of Saint Sehastian.) The final three
¢ use of this method and are dis

images m
turhin _'||||1\i-||r1||_'||||E.\1-I1||||IL-]||1|1|||n11rs,
One image is of 2 knight holding a severed

head, the other is of an antist giving birth (hy

Csection) 10 himself, and the |ast is a photo-
graph of a quartened body. All body parts
belong 1o Savhalsks; all are self-portraits
These last three photographs are a wonderful
exclamation mark to this show. They reveal
masochism and frusteation, and vet ane the-
atrical with a touch of black humar, With
this show and with his birth image, Savhalski
has indeed given birth to Sevhialski

Hans Staartjes is a freelance pho-
tographer and writer of Dutch
nationality residing in Houston.

All installation views of TAK: Dur
Future In Our Hands are by Hans
Staaartjes, 1990, originals in color,
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Holly Roberts, Woman with Man Inside (And Long Arms), oil on silver print
on canvas, original in color, Courtesy Benteler-Morgan Galleries

No More Beating
Around The Bush

Holly Roberts
Benteler-Morgan Galleries
May 4 - June 22, 1991

By Lynn M. Herbert

for some time, a

r that she is still

v, 1 weas struck
wrihy lones:

gone are alluslons of depth such as horizon

lines, shadows and figunss in the distance

Al divgs don of the recent

works. | was greeted instead by a series of

stick-like figures enacting a wide variety of

human EXPEMETIOES AN £ILons.

w are the direct references in
Robents’ own extended family. In their stead

Ane ey, s, ol med

with menaci 1 blood-red hands

The tithes an

The prodomins
wveved is one of anger, frustration, disillusson,
piness. Roberts” work |

MEVET A

wurks:

Works s
Insidde (aith Le

2 Amis )" ane more il

and sk mome of the viewer. Childbinh?

v? Are those bones in the slight traces
1 82ill wisible?

figures becom

redd cubist

faces: an almaost happy smile on on

the meacing teeth baned ther.
X , Roberts doesn't seem io

Her characters

direct. Without a fopegrour

diversions of amv kind,

if viewers who happen upon pet

isola wes haven't had a simila

enoe.

Fhiolly Roberts,” Iy
e 56, San Francisco,
iphy, 1969,

Lynn M. Herbert is Assistant Curator
at the Contemporary Arts Museum,
Houston.

HOUSTON CENTER FOR PHOTOGRAPHY

Voices of the Images
Combine to Empower

Martin Luther King and the
Civil Rights Movement

Curated by Anne W. Tucker
Museum of Fine Arts,
Houston

February 12- July 14

By Lazette Jackson and
Michelle Barnes

As you first approach the g

houses the exhibit, “Martin Lt}
the Civil Rights Movement,

aleby drswn in by the sound

beaces, and tigs al your memory
s the wonds begin 1o regis
» thiat there is a

became

room playing
Direan”™ speech. You've heard it som
tirmes that tf

the

rising

e wonds fade into
101 ane no konger
Eyes scan the moom, M
from the pictures capure vou ar
rivesid 1o the bl
vourself. After all,
lived this history, Y

white Imapes des

know this stulf — you

came today for the kids

But the combi of King's vodce and the
manae from the pic

nol only hear and see

vobces that seem bo

Iuenes, insist th

st feel. And you do

The strength of the exhibition lies in

2 evenits were nod then but now
sture of
bt '

Feelings surface in a4

AWE, PEVETETICE |'-.'i|'a.'

W,
Iy empowenment. The

! |||l;:|' El

we al rew = spills 1o the photogra-

phers who managed 1o docu

et this unigque

ime-in-space when a whole people fose

A — a dream that has yet to be

1 wits i vouur ki
exhibit of pictures is definitely for evervom
andl every commanity. The rhythm of King's

with this faith we will be
and you suckdenly

of different

s he

o Eranshomm’

[ there are other peopl
shapes, sizes and colors in

MHole0e O

room with you

Other pasents and their children ane

at the pictwres of King's funeral pro
There are two single black women

appear
artin amd

the pictures of
king smooth, smooth and myone
pressed in their finest, in a hotel
roam jist before Martin accepts the Nobel
Peace Prize. Then boud comments from some
voung people b
v aware that t

rst time the cries of their (0s counter
1l the wi

their attire and easily identified as River Ouaks

FOHTS AN EXC

1 the picture of
Martin, Conetta any

chers singing
stroll

wnpoier during the 50-mil

hecause the event 100k place in 195

one of us was bom,

Frie at

the forefront of

! comes in

ist! Free

sivess and we |
od Almighty, we

g the exhibit we think

U Corsci Fsing e |t

line “Thank

last!" Les
indeed, we ever really will be

At that moment, King's wonds “lef us
ot wanider into the val
with an u
that the pictures and thy
exhibit are abow

v of despair™ are said

And we

fivicluals andd groups collective
exactly that — ot wansder ever again
Lazette Jackson is editor of ASHE,
the newsletter of The Community
Artists’ Collective. Michelle Barnes
is the executive director of The
Community Artists’ Collective and
owner of Barmes-Blackman Gallery,
Both are native Houstonians.

Frederick C. Baldwin. Freedom or Death, Savannah, Georgla, 1963-64

Benedict ). Fernandez, Untitled from “Countdown to Etemity,”

portfolio, 1967-68

Moneta Sleet, Jr., Dr. King at the piano in his home with wife,
Coretta, and daughter Yolando, Montgomery, Alabama, 1956
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Bravo 20:
The Bombing of the
American West

Richard Misrach

with Myriam Weisang Misrach
Baltimore and London: Johns
Hopkins University Press, 1990

By Maggie Olvey

Landscape photographer Richand Misrach
hhas been working singe the mid- 1970s;
activist photographer Miseach is a relative
neweomer, His fird published salvo is Braro
240 The Bewnrhirig of the Arerican W,
which proposes the establishment of 2
National Park at (e site of one of the most
Magrant misuses and shuses of American
Jand use restrictions by the military establish
mend

Something of a photographic nomad,
Misrach has frequently looked to the
Americin desent for inspiration and for land-
seapes ho recomd. 18 was during one such trek
i 1956 that he met two men who would alier
his perceptions, if not the focus of his camera
For four years [bck Holmes and Doc Bargen
had been actively irying to save the lasd
around Lone Bock near the Fallon Xaval Air
Station in northeastem Nevada, Sioeated in
an srea of the country considered 1o be a
prime bocation fos airbome training, and
used s such by all the mdlieary seevices from
the end of World War 11, the Bravo 20 site
became a rallving point against the abuse of
terrisorics dedicated to such activity
Concerned that ever-increasing tracts of land
were coming under military control, Holmes
and Bargen began to delve into the mecha-
niss by which knds could be withdramm
from public use. In the prooess they found
that Bravo 20 was the victim of L govem-
menital control of public nd use. (The Nav
had been bombing the sanningly beautiful
ares. since before 1952, but the land, sacred to
the Northem Palute Indians, was never legal-
Iy the Nawy's to use after that date.) When
Misrach met Holmes aod Bargen, the pair
were engaged in open defiance of and active
resistance (o Navy practice in an atiempt io
regain public control of the area in perpetu-
iy,

The full history of the site and of the
strugghe to reclaim it is recounted by Myrizm
Weisang Missach, amply documented in a
chatty news reportage ste that is easy 1o read
and occasionally lapses into justifiable indig-
nation. The photographs are vintage Richand
Misrach, with sumptuous colors, beautiful
compasitions, and irevocably detached
stances. For Misrach buffs used to books with
litthe or no text, Brara 20 provides precious
fiew plaaties pelative 10 the number of pages
dedicated to the history and 10 2 proposed site
phan for the park. What is kacking, in this
reader’s view of the text, is the sense of the
frustration and anger with the sistem that the
principals must have fell. Moreover, in 2
landscape that was “riddled with crater upon
craer, shrapael, and bombe. (practice and
live).” Misrach has made images that reflect
his response to the magnificence of landscape
maore than they addness the mutilation aml
desecration wreaked upon it Somehow even
rusted, up-endid tanks look exquisite in a
Misrach photograph and, in some of the
muore distant views. it is only by accident tha
we stumble across the intended message. In
s, the clegant photographs and storvhook
acoound lack 3 certain amount of grit and
urgency; content and presentation seem to be
at adds with each other,

Maggle Olvey works at the Museum
of Fine Arts, Houston, and recelved
an M.F.A. in photography from the
University of Houston.
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Richard Misrach, ‘School Bus' Target, original in color

Richard Misrach, Bomb, Destroyed Vehicles, and Lone Rock,
original in color

N4 §| Join the Folk Art Society.
Membership includes the
quarterly publication,
the Folk Art Messenger.

FOLK ART SOCIETY OF AMERICA
P. O. BOX 17041
RICHMOND, VIRGINIA 23226 USA

Please enroll me as a member of the Folk Art Society of America
in the following eategory:

[0 Patron Membership (5500

[  General Membership (s20)

[J  Student Membership (510), LD. copy required
[J  Foreign Membership (s301U.5)

Membership covers an individual, family or institution,

My check, payable to Folk Art Socicty, is enclosed.

MName

Address

The Falk Art Society of Americe 5 & non-profit organization formed
o diseomer, study, promote, preseror, exhibit and docwment folk art, folk artists and
Jolk avt ermirommants.

BOOKS RECEIVED

Bischof. Marco and Reno Burri, ed.
Wemer Bischof, 1916-1954 (Boston:
Bulfinch Prass, 1990)

Brower, Kenneth. One Earth (San
Francisco: Collins Publishers, 1990}

Burns, Stanley M. Sleeping Beauty:
Memorial Photography in America
(California: Twin Palms Pubilishers,
1990)

Callins, Douglas. The Story of Kodak
(Mew York: N. Abrams Inc., 1990)

Duroy, Stephene. Berlin: The Portrait
of A City (Boston: Bulfinch Press,
1990)

Eisenstaedt, Alfred. Eisenstaedt
Remembrances (Boston: Little,
Brown & Co., 1990)

Euclaire, Sally. The Cat in
Photography (Boston: Litthe, Brown &
Co., 1990)

Friend, David et. al. The Meaning of
LIFE (Boston: Little, Brown Brown &
Co., 1991)

Goain, Peter. Nuclear Landscapes
(Baltimore; Johns Hopkins University
Press, 1991)

Graham, Alistar and Peter Beard.
Eyelids of Moming (San Francisco:
Chronicle Books, 1990)

Sarah Greenough, ed. Paul Strand:
An American Vision (Providence:
Franklin Graphics, 1990}

Grundberg, Andy. Crisis of the Real
(West Hanover, Massachusaetls:
Arcata Graphics, 1990)

Hoyt, Erich, Seasons of the Whale
(Post Mills, Vermont: Chelsea Green,
1990)

MacWeeney, Alen and Sue Allison.
Bloomsbury Reflections (New York:
W.W. Norton & Co., 1990)

Mapplethorpe, Rabert. Flowers
(Boston: Litthe, Brown & Co., 1990)

Martin, Richard and Harold Koda,
eds. Jocks and Nerds (New York:
Rizzoli, 1989)

Misrach, Richard, with Myriam
Weisang Misrach. Bravo 20: The
Bombing of the American West
{Baltimore and London: John Hopkins
University Press, 1990).

EDITORIAL

continued from p. 3

Miyazaki, Manabu, The Owi: A
Fhatographic Essay (San Francisco:
Chronicle Books, 1989)

Myrick, David F. New Mexico's
Railroads (Albuguergue: University of
New Mexico Press, 1990)

Neubart, Jack. Indusinal Photography
(New York: Amphoto, 1989)

Norman, Dorothy, ed. Alfred Stieglitz:
An American Seer (West Hanover,
Massachusetts: Arcata Graphics,
1990)

Peer, George. Through the Sky in the
Lake (Minneapolis: Milkwead
Editions, 1990}k

Pfahl, John. A Distanced Land
{Mlbequergue: University of New
Mexico Press, 1990)

Powers, Guy, Rhonda Gray and
Stephen T. Robinson, eds. Cals at
Work (New York: Abbeville Press,
1991)

Porter, Eliot and Ellen Aserbach,
Mexican Celsbrations (Albugquergue:
University of New Mexico Press,
1990)

Rattazzi, Priscilla. Best Friends (New
York: Rizzoli, 1988)

Salgado, Sebastiac. An Uncevtain
Grace (Vicenza, italy:
L.E.G.O./Eurografica, 1990)

Shames, Stephen, Oulside the
Dream: Child Poverty in America (New
York: Aperture, 1991)

Sherman, Cindy. Unfitled Film Stills
IMNew York: Rizzoli, 1990)

Silver Image Productions. Couniry
USA: 24 Howrs In Rural America
(Champaign. IL: Silver Image
Productions, 1989)

Silverman, Ruth, ed. Athletes [New
York: Alfred A. Knopf, 1987)

Singh, Raghubir. Calcutta: The Home
and the Street (New York: Thames
and Hudson, 1988)

Snelson, Kenneth, Full Circle:
Panaramas of Paris, Venice, Rome,
Sienna and Kyoto (New York:
Aperture, 1990)

Sowers, Robert. image of Light
(Brooklyn: Beta Books, 1990)

Weston, Edward. The Daybooks of
Edward Weston (Mew York: Aperture,
1991)

Wilson, Laura, Walt Malthews of
Lambshead (Austin: Texas State
Historical Association, 1989)

This issue of SPOT also introduces a new section called
Perspectives that will feature interviews and articles by
artists. Photographer Bill “Doubting” Thomas, became a
believer in postmodernism after four visits to MANUAL's
Forest\ Products, offers a detailed narrative and diagram of
the installation. Philosopher Cynthia Freeland interviews the
collaborative team, MANUAL, on their work. Multi-media
artist Dawn Dedeaux discusses the creation of Super
Convergence: January 17, 1991 that juxtaposes images of
athletic competition, militarism, and consumerism.

‘We want to thank the photographers and writers who con-
tributed to this issue. The following organizations and indi-
viduals also deserve special mention: the Arts Journal,
Asheville, North Carolina; Susanne Demchak Theis and
Jennifer McKay of The Orange Show — Folk Art Foundation;
Lynn Castle and the Art Museum of Southeast Texas; Mary
Ann Claud; Amy Conger and Robert Herschler; and Dianne
Nilsen of the Center for Creative Photography, University of

Arizona.

Elizabeth L. Claud and Jean Caslin

Co-Editors
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IE Typografiks,Inc

4701 Nett Housten, Texas 77007
(713) 861-2290 Fax (713) 861-2906
Complete electronic prepress services,

If a picture is worth 1000 words—
then here are 10000 reasons for you to call us.



Ernest H, Brooks 11, 1959, Kodak T-Max 100 professional film. Kodak Elite paper.
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